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Our Shared Legacy

P t this point in 1985, the
e 4:_ N AKansas City conference was
r a & J still strong in my mind. |

: was able to attend because it
| < was within driving distance and
a mentor from the local univer-
sity offered to be my ride. Her
line became one | later used
repeatedly: “I’m driving, and
you might as well ride along.”

| didn’t attend my first conference because | was
passionately aware of my place in the future struc-
ture of AOSA. It was a matter of finances and the
possibility that | might want to find my place within
the framework of those who claim Orff Schulwerk
as their passion. My strongest memories of that
conference? Singing at the banquet. The debate
about whether or not AOSA should be aligned with
MENC. Happening into an informal music-making
opportunity led by Avon Gillespie. | didn’t leave my
first conference as a forever advocate of the Schul-
werk. | did leave with the very real knowledge that
| was fascinated with this way of making music and
wanted to know more.

If | pulled out the conference notes, | would
remember what sessions | attended and recognize
strands of personal development seeded in that first
conference experience. However, the lens of time
may provide insight about our first-time conference
attendees in San Jose. Our next generation of OS
advocates may be remembering the residual effect of
attending their first conference as well as the amaz-
ing teaching they witnessed. And why wouldn’t that
be a strong memory? In the bigger picture, we find
our heart strings plucked by many things that are
part of the Orff Schulwerk experience.

There was so much | didn’t know coming out of
college. | hadn’t been exposed to the philosophy of
Orff Schulwerk in my one elementary methods
class. Truthfully, it probably wouldn’t have stuck, as
I envisioned myself directing high school choir. At
the time, elementary music just wasn’t on my radar.
Life happened.

I am in a position now to advocate for young
teachers who desperately need direction and some-
one to “drive the car.” Would | have gone to my
first conference without the assistance of a sea-
soned teacher who recognized my interest and my
financial challenge? Lives are changed when we
use our intuitive abilities to look at the situation

Jo Ella Hug

by AOSA President Jo Ella Hug

and take away the roadblocks for our upcoming
generations of professional music teachers.

In the past year, the leadership of AOSA has
made significant changes to position the organiza-
tion in a place for growth. We have a new executive
director and our first education director, and we are
starting the search for our first national conference
director. The work of the national board of trustees
and off-board committees is greatly enhanced by
the ability to communicate instantly through elec-
tronic media. The Web site is becoming a greater
resource for members as well as for the worldwide
community of Orff Schulwerk. None of this, how-
ever, will substitute for the passionate AOSA
diehard who is willing to reach out to a potential
member and provide the encouragement required. |
salute the Pittsburgh Golden Triangle Chapter and
Susan Wheatley, who are listening to college mem-
bers and creating the support for a chapter-affiliated
student group.

At the time | attended my first national confer-
ence, I’d had a three-day intensive workshop and,
the previous summer, had completed Level I. It
took a few more years of tending for me to truly
engage. | just didn’t think of myself as a teacher of
teachers or a leader of AOSA. Use my story to
understand the long-range development accompa-
nying commitment to Orff Schulwerk.

Sometimes all that is required is support for an
idea or a reason to attend the chapter workshop.
Maybe it will take a phone call; maybe it will
require financial support. Perhaps someone out
there needs your experience to believe they can
survive in the classroom one more day.

Gloom and doom don’t interest me. If our organ-
ization has too much gray hair and too little ethnic
diversity, if it doesn’t represent the social fabric of
America, then let us be about the work of change.
In the words of Marian Wright Edelman, “If you
don’t like the way the world is, you change it. You
just do it one step at a time.”

Have you ever received a gift from someone that
was totally unexpected and required nothing in
return? A gift so needed that your heart strings
immediately responded? The stage is set, the lights
are about to go up. ... Help someone make their
entrance as an Orff Schulwerk professional. Spon-
sor a developing OS advocate by paying dues for a
year—drive the car—and let’s see a new generation
of passionate professionals in AOSA.
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Swing Ensemble for Pitched Percussion
A New Paradigm for Orff Schulwerk with Senior Adults

by Mary Lou Richardson

n 1982, Marylen Mann founded who had the original vision of Orff
I OASIS, an education program for senior adults. In 1998, Goldberg
designed to enhance the quality of  encouraged his friend Mann to open

life for mature adults by offering chal- a Center for Music in St. Louis and
lenging programs in the arts, humani-  to include Orff classes for senior
ties, wellness and volunteer services. adults. The first class began in fall
It was Norm Goldberg of MMB Music ~ 1998. Classes continued until fall

Senior adults

tend not to

be the risk-takers
that children are. |
They are hesitant §J

to make mistakes

or embarrass
themselves. They
demand and deserve
to be treated with
respect and dignity.
The class leader must
earn their respect and
trust before seniors
can relax and
experiment
musically.

Orff for seniors was the brainchild of MMB Music's Norm Goldberg. Here the Jazzers
play their Boogie Woogie Bugle Boy.
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2000, when they were temporarily
interrupted because of low enroll-
ment. An “aha moment” came in
November at the Music as Lifelong
Learning Symposium, which preceded
the 2000 AOSA National Conference
in Rochester, N.Y. Dr. Karl T. Bruhn,
the keynote speaker, made two state-
ments that reshaped future classes:

* 86% of adult education students
take classes for personal and
social reasons.

» Adults stop taking classes when they
feel that the class expects more of
them than they are willing to give.

Although group music-making was
the central focus, the needs and wants
of senior adults were also paramount.

Orff’s Music for Children began to be

adapted to fit these older students.

The senior adults in this program were

healthy and high functioning; most

had enjoyed a lifetime of success in
business, a profession or home man-
agement. They enrolled in a series of

classes and paid tuition to attend. If
the class did not meet expectations,
they would evaluate it “with their feet”
and not return.

Senior adults tend not to be the risk-
takers that children are. They are hesi-
tant to make mistakes or embarrass
themselves. They demand and deserve
to be treated with respect and dignity.
The class leader must earn their
respect and trust before seniors can
relax and experiment musically.

Some traditional Orff practices
needed to be renamed or adapted
because they made adults feel uncom-
fortable. For instance, adults hesitated
to perform body percussion, perhaps
because they regarded it as babyish or
because arthritic hands and limbs
would not respond in rhythm. Explain-
ing that they were simply practicing a
rhythm encouraged some, but putting
drums, claves or tambourines in their
hands always made them eager to try.
“Chanting” was a term they associated

with monks, but “speaking” texts in
rhythm, later to be played on instru-
ments, was great fun. Movement
sometimes posed a problem because of
arthritis or other physical conditions,
but listening to music and following a
leader’s swaying or freestyle move-
ments was an enjoyable experience, as
was passing the leadership role around
the circle. “Chair dancing” was a great
hit and gave the feet, ankles, knees
and lower legs a chance for exercise.
As trust grew between class partici-
pants and teacher, so did willingness
to experiment —waltzing, jitterbug-
ging, marching, doing the Macarena,
dancing to Little Richard’s version of
The Hokey Pokey and even twirling
batons became causes for hilarity.
Planning for these classes changed
considerably, especially when it came
to choosing repertoire. Teacher-gener-
ated goals and objectives took second
place to meeting the musical and per-
sonal needs of the senior ensemble.
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Lead sheets are developed as pieces and arrangements become more complicated.
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As Goldberg's idea comes to fruition, making music together and having fun is the
most important goal.

Songs and materials were chosen
based on their enjoyment factor, and
class members often suggested songs
they wanted to try. Not surprisingly,
choices frequently included swing,
jazz, blues and music from the 1920s—
1940s. Opportunities for improvisation
arose in The Jazzers Swing Ensemble
Blues. Volunteer soloists, vocal and
instrumental, performed in the Beatles
hit When I’'m 64 and in Tuxedo Junc-
tion. One ensemble member, to the
delight of all, revived her passion for
baton twirling in a lively routine to
Strike Up the Band.

Arrangements were created with
simplicity and the potential for suc-
cess of the ensemble as the most
important considerations. Teaching
techniques were also modified. At
first, accompaniments were based on
either the tonic chord or a repeated
chordal pattern. Shalom Chaverim,
Heart and Soul, | Love the Mountains
and The 59th Street Bridge Song lent
themselves to this treatment. Melodies
were typically sung or performed on
recorder or piano.

When song materials demanded
more than one chord, two types of
accompaniments were devised—
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harmonic and melodic. The basic har-
monic accompaniment consisted of
chord roots played on the strong beats.
The second accompaniment used other
chord tones played as off-beats or in
syncopation. Melodic accompaniments
included introductions, interludes or
codas. If the piece lent itself, the entire
melody was played instrumentally or a
countermelody was added.
Accompaniments were visually dis-
played on a chalkboard or chart and
were learned by everyone. As each
accompaniment was learned, it was
combined with the melody to see how
the two fit together. At first, the same
rhythm pattern was used for all
accompaniments, and from there it
was an easy matter to make small
rhythmic changes in a part for greater
musical interest. Players chose
whichever part felt most comfortable
for them; parts were played separately
and together and then combined with
the melody. As accompaniment pat-
terns were reviewed, members became
comfortable with parts that had been
too difficult at first. They were encour-
aged to change and play whatever
suited them on that day. Instrumenta-
tion was not a consideration. A bass

xylophone player might perform the
melody while a soprano glockenspiel
player performed the bass part. Satis-
faction and success were the primary
objectives. Tape recording an ensem-
ble was a rewarding and sometimes
hysterical close to a class.

As participants returned year after
year, arrangements became more
elaborate. Bass parts evolved into
walking bass lines. Harmony parts
sometimes demanded the use of a
three-mallet technique. Players gravi-
tated to the parts they most enjoyed
and the instruments that best
expressed those parts. Bass parts
were played on bass instruments by
those who enjoyed playing those
parts, and those who preferred the
alto and soprano xylophones and
metallophones played melodies or the
more chordal accompaniments.
Glockenspiels were used mainly for
melodies or special effects.

Visuals for the ensemble began as
charts or chalkboard notation using
the letter names of notes. Each letter
was presumed to represent a quarter
note, and rests were added where
needed. When patterns were synco-
pated, rhythms were practiced by
speaking or playing nonpitched instru-
ments, transferred to barred instru-
ments and directed from the score. In
the Mood, Don’t Worry, Be Happy and
Ac-Cent-Tchu-Ate the Positive were
played from such large charts.

Visually, it was difficult for partic-
ipants to follow a chalkboard score
and then connect with their instru-
ments. Also, the chalkboard scores
had become unwieldy, as pieces
sometimes included A, B and C sec-
tions. Eventually, individual scores
were required. At first these scores
were miniature versions of what had
been on the chalkboard with all
parts included on each score, but
eventually it seemed more reason-
able to put individual parts on sepa-
rate lead sheets.

This led to an interesting develop-
ment. Some class members either
knew how to read notation or gradu-
ally remembered how they had done
so as youngsters. Others never had
read notation, but were exposed to
it during sessions. A system of

n



guasi-notation was developed. The
following is part of the walking bass
to Tuxedo Junction:

F*A*Bb*;:C
.F*A*Bb*;fC
F| * A|* Bb | *| B *
clelclclp |#+ ]+

Letter names still represented quar-
ter notes; * meant quarter rest. A dot
above a letter meant to play that note
in the upper octave. A line under a let-
ter name or * changed its value to an
eighth note or rest. In addition to this
quasi-notated version, each player
received his or her part in standard
notation. In this way, everyone was
encouraged to learn to read standard
notation but could be successful even
if that skill had not been mastered. It
also became more important to use
simple fonts in larger font sizes.

Class format was designed with

"Let the drums roll out. ..."

adults’ social and physical needs in
mind. It was decided that including a
wellness tip at the beginning of each
class would help address personal con-
cerns felt by many aging adults. Class
members eagerly anticipated these

Realizing that "it is impossible to make a mistake" encourages new members to jump
right in.

12

tips, which were developed by our
music school manager, a certified
music therapist. Topics ranged from
deep breathing, stretching exercises
and home safety to developing healthy
friendships and eating habits, coping
with loss, and maintaining one’s libido
to improve health and increase
longevity. These topics encouraged
lively discussion, shared views and
bonding as strangers began to
empathize with one another. Later
health tips were created, researched
and presented by members themselves.
The most important goal for all the
classes was to make music together
and have fun. A nonthreatening
atmosphere had been created. The
mantra “It is impossible to make a
mistake” was repeated often and
laughingly by anyone who feared hav-
ing done just that. Each step along the
way was met with encouragement
and group applause. Somehow, humor
had become an enrollee in class—and
an important one. Recreational
music-making was alive and well!
Each session ended with social time
and the “three C’s”: coffee, conversa-
tion and calories. At first, conversations
revolved around what each person’s
musical experiences had been. Did they
take piano lessons or sing as young-
sters? But soon, participants started
relating personal events about trips,



"Hear the cymbals ring. ... Strike Up
the Band!"

family members or mini-problems. Sad
and silly stories were exchanged and
enjoyed by all. Sometimes, the post-
class sessions were as long as or longer
than the music making.

The ensemble was becoming a com-
munity as members returned year after
year. When classes were not in ses-
sion, participants, now self-named The
Jazzers, met at local restaurants or
planned potlucks at one another’s
homes. They became a support system
for one another in times of illness,
accident or a death in the family.

The spring session of 2007 ended
on May 24 with 12 Jazzers in atten-
dance. Two members were new to the
group. They had been welcomed
enthusiastically and assured that in
this class it was still impossible to
make a mistake. The other 10 members
had been part of the ensemble for
quite a while—some as long as five
years. The fact that these adults still
made music together raised questions
that only they could answer: Why did
they return to class? And what benefit
were they getting?

The Orff Echo - Winter 2008

In Their Own Words

Why have you returned for more
sessions?

It’s a chance for me to be enrolled in
music on a regular basis ... my hus-
band and | found it was great therapy
for both of us ... | have ALWAYS
learned something and met some won-
derful FRIENDS ... since the music
course was a no-fault challenge where
both teacher and students accepted dif-
ferences with amazing equanimity, it
became emotionally safe for me to con-
tinue to attend ... it’s a happy group
and well taught.

What is the greatest benefit you get
out of coming to class?

interact with people. During the years |
have been with the Orff program, | have
gradually allowed myself to risk—to
give as well as receive from the teacher
and other members of the class.

While this may or may not be the
quintessential adult program, it is
hoped that relating this story will
inspire other Orff practitioners to dis-
cover the great rewards of making
music with the senior members of
their communities.

Collaborators are welcome.

Challenges are frequent.

Rewards are many.

The collective joy when a piece
finally becomes “music” ... priceless!

enjoy and the instruments that best
express those parts: walking bass line
on the bass xylophone ...

The best thing is the teacher and
other members. We’ve become a family!
When we’re playing our glocks we for-
get our troubles ... the instruments help
us to coordinate our bodies and our
minds! The class is no threat to our
egos; the teacher is very patient and all
the members are encouraging—"“no one
makes a mistake” is the class motto ...
it is fulfilling to make music even at our
most basic level—we have created an
elixir ... after twenty-eight years in edu-
cation (at the Ph.D. level) and with a
diagnosis of post-traumatic stress syn-
drome acquired during my last two
years in the field, | was reluctant to

... and melody on the soprano
metallophone.

Mary Lou Richardson
learned of Orff Schulwerk
by observing the teaching
of Jacobeth Postl and Lil-
| lian Yaross in Skokie, IlI.
I8 She completed Offf levels
and master class in Minneapolis and
Memphis, was a charter member and
second president of the St. Louis chap-
ter, and taught music K-6 for 33 years.
This is her ninth year of teaching music
to adults, which she thoroughly
enjoys—along with Cardinals baseball
and golfing with her husband. She
looks forward to your comments and
suggestions at homrun@shcglobal.net.
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Orff Schulwerk as Interdisciplinary Education

Introduction

arl Orff conceived Orff-Schulwerk
Cas an educational approach that

integrates music, dance and
speech. Orff perceived knowledge as
unified: making music naturally
involves movement and dance; dance
is integrally connected with musical
expression; and movement, play and
music instinctively go hand-in-hand.
We know that Orff’s primary goal was
not to teach children the subject of
music: Orff conceived the Schulwerk
as a pathway to transcendent, human
goals. Indeed, in a 1963 speech mark-
ing the opening of the Orff Institute in
Salzburg, Orff said that music content
learning may follow from a Schulwerk
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A Goldilocks Approach

education, but does not have to. “It
is, rather,” he said, “a question of
developing the whole personality. ...
It is at the primary school age that the
imagination must be stimulated; and
opportunities for emotional develop-
ment, which contains experience of
the ability to feel, and the power to
control the expression of that feeling,
must be provided.™

In America today, the Schulwerk is
most often practiced as a way to
teach music curricula, using elements
of dance, speech and drama to the
service of music goals. This is logical,
given that most American Orff Schul-
werk teachers come from, and are

In the integration of music and movement, a young "seed" emerges from the ground ...
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by Roxanne Dixon

employed in, the discipline of music.
Teachers often take the movement
experiences they have during
Schulwerk training comfortably back
into their existing music classroom
context. However, as authors Gert
Nesin and John Lounsbury write, “To
succeed [in integration] a teacher
must, indeed, do more than put on
the trappings and continue to teach
essentially as before.”?

While | myself am employed as a
“music teacher,” my brain has been
playing increasingly with the idea of a
truly interdisciplinary approach to Orff
Schulwerk education, balancing teach-
ing within the disciplines with teach-
ing across and beyond. Such an
approach could nurture the creative
and human potential of our children,
provide solid music and dance educa-
tion (something sorely missing from
American schools), and develop inte-
grative perception, response, thought
and creation patterns uniquely fostered
by interdisciplinary work.

What Is Arts Integration?

When we see the term “arts integra-
tion” in a K-12 context, it almost
always refers to integrating the arts
into the general classroom. In contrast,
Orff Schulwerk holds great promise for
integrating the arts with one another.

Let’s consider three common
types of integration (from least to
most integrated) with reference to
the Schulwerk.

1. Cross-disciplinary, employing one
discipline toward learning in
another. Cross-disciplinary teachers
may, for example, use a dance to
introduce a specific rhythm concept
without pursuing any dance learn-
ing objectives—dance as a means to
a musical end. This is the most
common form of integration in an
Orff classroom.



2. Interdisciplinary, consciously com-
bining skills, information, tools and
insights from multiple fields toward
goals within and beyond the con-
tributing areas. Students might work
to transfer a musical gesture into
movement and vice versa to create a
larger artistic work.

3. Transdisciplinary, building curric-
ula based on an overarching, univer-
sal paradigm, regardless of
disciplines involved. A transdiscipli-
nary teacher might focus on growth
as students plant and tend a seed,
write a poem about the growth of a
seed, improvise movement to
explore growing and compose music
that grows. The difference between
transdisciplinarity and interdiscipli-
narity is that a transdisciplinary
approach views the disciplines as
artificial constructs, while an inter-
disciplinary approach considers the
disciplines the foundation of integra-
tive understanding.

Goldilocks

In today’s American educational
climate, we may need to think like
Goldilocks, evaluating the potential
approaches to the Schulwerk as
Goldilocks did the three bears’ porridge.

Cross-disciplinarity, likely the most
common application of the Schulwerk
in America, is “too cold”—in focusing
solely on teaching music, it neglects
the tasty potential of the Schulwerk
for developing transcendent thinking,
perception and creation skills. As we
frequently practice it, we skim the
surface of dance experiences at the
service of music instruction, although
few American elementary schools
offer independent dance instruction®
despite state and national academic
standards in this area. Cross-discipli-
narity forgoes an opportunity for
meaningful learning that passes flu-
idly back and forth between the dis-
ciplines of music and dance as
students experience and create

things within and beyond the con-
fines of the separate disciplines.

| believe Orff and Keetman likely
conceived the Schulwerk transdiscipli-
narily, focused on developing the
whole child without regard for discipli-
nary goals, traditions and boundaries.
Nevertheless, transdisciplinarity is
probably made “too hot” for today’s
educational climate by not valuing
subject-specific learning. It misses
opportunities for consciously teaching
within, in addition to across, the con-
tributing disciplines, and forgets that
fundamentals of the separate disci-
plines are foundations for more com-
plex artistic activity.

Could interdisciplinarity be “just
right”? An interdisciplinary Orff Schul-
werk practice could address educa-
tional goals within as well as beyond
the bounds of music, dance and even
theater. Here we acknowledge the dis-
tinct aspects, techniques and traditions
of the contributing disciplines, drawing

... a group of "snowflakes" settles to the earth ...
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from each as appropriate to solve artis-
tic problems in the classroom. The
study of each discipline informs, and is
informed by, work within the other. *

Equally important, interdisciplinary
practice fosters skills beyond the sum
of the contributing disciplines. Chil-
dren learn to consider multiple, poten-
tially contradictory viewpoints; to
transfer concepts, ideas or feelings
across traditional boundaries; and to
conceive of and accept multiple, com-
plex solutions to problems.

What Does the “Just Right” Porridge
Taste Like?

AOSA's Guidelines for Orff Schulwerk
Teacher Training Courses, Levels I, I,
I11, Revised Edition 1997 articulates an
interdisciplinary interpretation of the
Schulwerk. “The process of integration
complements the development of skills
in each area, stimulates creative imagi-
nation, and offers an opportunity for
individual strengths to be used and
recognized. Integration of these areas
results in a unique, elemental synthesis
of the performing arts.”®> The docu-
ment lists discipline-specific goals and
strong interdisciplinary rationales
(intellectual, social, emotional and aes-
thetic), and promotes multidirectional
interactions between disciplines.

Nonetheless, do we do it? Are we
conscious of our goals within as well
as beyond and across disciplines?
While we may incorporate movement
activities into our lessons, we fre-
guently stop when our musical goals
are realized but before achieving full
learning within areas besides music.
Jane Frazee and Arvida Steen have
provided a framework for focusing
Schulwerk practice around music
learning objectives.® No one has yet
done so with dance, and specific atten-
tion to dance concepts is likely absent
from most of our work.

Consider an example problem that
engages students in music and dance
in an interdisciplinary way. The
teacher begins by teaching a barred
instrument piece from Music for Chil-
dren. The children employ aural differ-
entiation skills and music vocabulary
to describe the piece, including the
themes and its form. The children
work in small groups to choreograph a
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... and a "plant" continues to grow.

dance in ABA form, making conscious
use of specific dance elements listed
on a checklist (drawn from a conscious
dance curriculum). The small groups
are then paired to compose new music
to accompany each other’s dance, now
making conscious use of specific music
elements on a checklist. The groups
are then taken through a series of
experiments with these music and
dance pieces. For example, change the
tempo of the A section. How does it
affect the music? The dance? The over-

all effect of the piece? Change the force
of the gestures in the B section.
Change the dance to somehow contrast
with the music in the B section, but
show unity in the A section. Through-
out this process, students are making
and revising artistic choices informed
by and informing their working knowl-
edge within both music and dance.
Furthermore, are transcendent goals
conscious in our planning? The AOSA
Guidelines mention, for example, that
“tolerance, helpfulness, patience, and



other cooperative attitudes must be
cultivated consciously.”” Are such
transcendent goals recognized and
validated by our administrators?

The arts enable people to explore
feelings and emotions, to perceive the
world through multiple modes, to
interpret complex realities, to enter-
tain the imaginary or the intangible
and to express themselves beyond
words. These realities of artistic expe-
rience can be deepened and multi-
plied through interdisciplinary work
that fosters internal and external con-
nections within, across and beyond
the arts. This is the real motivation
for a teacher to challenge him- or her-
self to move beyond personal comfort
zones and professional expertise. An
interdisciplinary Orff Schulwerk prac-
tice, guided by the principles articu-
lated in the AOSA Guidelines for
Teacher Training, can provide solid
music and movement education to
address state and national standards,
develop integrative thinking, percep-
tion, response and creation skills, and
nurture the creative and human
potential of all children.

How Can We Make
Our Porridge “Just Right™?

| believe with open attitudes
there is space for interdisciplinary
Orff Schulwerk within American
schools. Schools interested in inter-
disciplinary Orff Schulwerk must
articulate their own values and pri-
orities with reference to both
disciplinary and transcendent
educational objectives. To realize
its full potential, a school must
afford significant instructional
time for learning within and
across the disciplines.

Music teachers will need to seek
additional education and outside
resources in the discipline of dance.
Traditional music content may not be
covered to the same extent, and cer-
tainly not in the same manner, as a tra-
ditional “music class.” Our disciplinary
allegiances must be overcome as inter-
disciplinary viewpoints and objectives
are embraced and space is made for
dance and integrative goals alongside
musical ones.

Together and individually, we must
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expand our own knowledge and com-
fort levels in dance, drama and integra-
tive teaching; collect and develop
practical, concrete curricular models
that identify dance and interdiscipli-
nary goals, artistic problems, and units
alongside music within an Orff Schul-
werk context; and advocate among
administrators and teachers for an
interdisciplinary model.

A transition from the dominant
cross-disciplinary model to an inter-
disciplinary one would not be easy,
but the potential is great. This “just
right” bowl of porridge is an approach
drawn deep from Carl Orff and Gunild
Keetman’s original philosophical
“pot” and well-positioned for America
in the 21st century.

References

L Carl Orff, “Orff-Schulwerk: Past
and Future,” Orff Institute,
Salzburg, 25 Oct.1963, reprinted in
Orff Re-Echoes: Selections from the
Orff Echo and the Supplements, ed.
Isabel McNeill Carley, trans. Mar-
garet Murray (American Orff-
Schulwerk Association, 1977), 3-9.

2 Gert Nesin and John Lounsbury,
Curriculum Integration: Twenty
Questions—With Answers (Atlanta:
Georgia Middle School Association,
1999), 50.

3 A 1989 survey by the National
Arts Education Research Center at
the University of Illinois Site,
jointly funded by the National
Endowment for the Arts and the
U.S. Department of Education,
found that 7.2 percent of small
elementary schools and 8.9 per-
cent of large elementary schools
offered instruction in dance
(Charles Leonhard, Status of Arts
Education in American Public
Schools: Report of a Survey Con-
ducted by the National Arts Educa-
tion Research Center at the
University of Illinois, Urbana-
Champaign, IL: Council for
Research in Music Education, Uni-
versity of Illinois, 1991, 40).

4 Julie Thompson Kilein, “Introduc-

tion: Interdisciplinarity Today: Why?
What? And How?” Interdisciplinary
Education in K-12 and College: Foun-
dation for K-16 Dialogue, ed. Julie
Thompson Klein (New York: The
College Board, 2002) 14.

5 American Orff-Schulwerk Associa-
tion (AOSA), Writing committee:
Marshia Beck, Virginia Ebinger,
Carol Erion, Jacobeth Postl, Mary
Shamrock, Arvida Steen, Guidelines
for Orff Schulwerk Teacher Training
Courses, Levels I, 11, 1ll. rev. ed.,
(AOSA: 1997), vi.

6 Jane Frazee’s Discovering Orff: A
Curriculum for Music Teachers, (New
York: Schott Music Corporation,
1987) and Arvida Steen’s Exploring
Orff: A Teacher’s Guide, (New York:
Schott Music Corporation, 1992)
both present the Schulwerk adapted
to a music curriculum focus.

7 AOSA v.

Roxanne Dixon holds a
master of arts in music
education from the Uni-

| versity of St. Thomas
(Minn.), where she com-
pleted a master class and
three levels of Orff training, as well as
coursework in Orff curriculum, Kodaly
and Dalcroze. She also holds a bache-
lor of philosophy in interdisciplinary
studies with a focus on integrated arts
education from Miami University
(Ohio). She serves on the board of the
Philadelphia Area Orff Schulwerk
Association and as editor of the Penta-
ton newsletter. Roxanne has taught in
Ohio and lowa, and currently teaches
K-5 general music in Camp Hill, Penn.

Ah, music.
A magic beyond
all we do here!
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The

consideration

of “children”

as a unique
cultural group with
its own lore and
needs is

not distinct

in Iran.

music education communities

have seen both increased
emphasis on American patriotic
music and increased curiosity and
awareness of Middle Eastern cul-
tures. With daily media coverage of
wartime events in Iraq, we cannot
help but turn our thoughts to the
people in the Middle East. How is
this increased awareness in “all
things Middle Eastern” being
reflected in materials available for
use with children by American ele-
mentary music teachers? And how
can music teachers deepen their
awareness of Middle Eastern musical
cultures? In order to answer these
guestions, we gathered cultural
information and musical material
from an Iranian musician and “cul-
ture-bearer,” read about the history
of Iranian children’s culture and
music, and searched for and exam-
ined available music teaching
resources from a broad spectrum of
Middle Eastern cultures. This article
presents children’s songs and games
from Iran as shared by an Iranian
culture-bearer, additional contextual
information regarding lranian chil-
dren’s musical development, and an
annotated bibliography of music
teaching materials related to many
Middle Eastern cultures.

Over the past six years, American

Perspectives from a Culture-Bearer
Teachers interested in world music
pedagogy are constantly on the look-
out for available resources that might
be suitable for use in the music
classroom. They attempt to ensure
that social and historical contexts are
carefully considered in order to make
learning meaningful for the students.
Recent efforts in developing
resources of music around the world

by Amy Beegle and Chee-Hoo Lum

have included collaborations with
ethnomusicologists that address
precisely these concerns.

The school and surrounding com-
munity presents rich possibilities for
sharing music of many cultures. Being
aware of culture-bearers of various
musical traditions that are within or
passing through the community allows
teachers to create performance and
learning opportunities for both the stu-
dents and themselves. Steps one might
take to incorporate the resources of
culture-bearers:

1. Find the musician by reading
local newspapers and letters; following
music programs at universities, com-
munity colleges and community cen-
ters; and networking at school, in
public places and at conferences.

2. Contact the musician by tele-
phone or e-mail (the Internet expands
our definition of “community” so that
teachers and their students can easily
converse with folks around the world).

3. Create learning opportunities for
students that might include a perform-
ance by the musician with preparatory
and follow-up activities for students,
teaching/learning sessions for teachers
and/or students with visiting musi-
cians, or the music teacher's sharing
what he or she learned from the musi-
cian with students and other teachers.

Children’s Chants of Iran:
Learning from Hossein Omoumi

It was a wonderful privilege to meet
Hossein Omoumi, accomplished per-
former and teacher of the Persian ney
(a wind instrument held like the
recorder) and voice, when he was
teaching as an artist-in-residence with
the Ethnomusicology Department at
the University of Washington, Seattle.
Over several casual conversations
regarding children and songs in Iran,



Omoumi shared valuable information
on the musical and cultural world of
Iranian children.

A survey of Middle Eastern songs
available for the elementary music
classroom from the 2007 Silver Burdett
basal series and other resources (refer
to the annotated reference list)
revealed a healthy collection from
Israel and a sprinkling from Egypt,
Iran and Turkey. The only two Iranian
songs in the basal series were
Mohbarak and Haji Firuz. According
to the descriptions, Mohbarak is a
birthday song sung by children in Iran
and Haji Firuz is a typical song for the
Iranian New Year.

It was surprising to learn from
Omoumi that birthday celebrations
in Iran are a modern phenomenon
influenced by the West. Omoumi
does not recall when his parents
were born, nor does he remember
any celebration of his birth in his
time in Iran. He was quick to point
out that Mohbarak was composed in
a major key, which is not typical of
Iranian music. He believes that the
song is a recent creation and that
children in Iran today would sing the
version of Happy Birthday Americans
know as much as they would sing
Mohbarak. This is a significant
insight to a piece of culture in Iran
that could easily have been glossed
over without the insights of the
culture-bearer.

A Brief Glimpse of Children in Iran

The consideration of “children” as
a unique cultural group with its own
lore and needs is not distinct in Iran.
“Although more than half the popula-
tion of Iran is under the age of 15,
few psychologists, educators and
social scientists actually focus on the
development, not to speak of the cul-
ture, of children.”* The attitude
toward Iranian children is somewhat
ambivalent. “Children are considered
part of the (ordained) natural order
and essential to the status and the
economic and emotional well-being of
adults; they are also considered a bur-
den, requiring economic support
(mainly by the father) and physical
care (mainly by the mother).”? Child-
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rearing practices are mainly deter-
mined by the sex of the child. Boys
and girls are progressively differenti-
ated as they go through each develop-
mental phase. New mothers are
expected to resume normal routines
within a few days after delivery, so
their practical goal is to make the
baby sleep much and cry little. Lulla-
bies, rocking and bottles filled with
sugar water are functional in meeting
these ends. The caretakers are often
older siblings of the baby.®

“Lullabies and rhymes chanted
while a baby is jounced playfully are
the first coherently patterned, longer
speech events directed specifically at
the child. They are the first verbal
messages about life out there beyond
the cradle and mother’s lap and
arms.”* Common messages expressed
in lullabies include intrafamily con-
flict, fear of strangers and the dangers
of the wilderness. Figure 1 (see page
20) is a common game that parents
play with their young children to
increase their tactile awareness.®

By the time most children are 4 or
5 years old, they have adapted to
adult routines and educational tac-
tics. They have learned not to be too
gullible, to fend for themselves and
to manipulate authority.® Kinder-
gartens are commonly coeducational,
but boys and girls are almost com-
pletely segregated by the time they
reach elementary school.

Publication of children’s poems in
periodicals encouraged poets to write
for young audiences. Some poets
composed original works for children
based on folk songs. Particularly
important were rhymes to be sung or
recited in games. Mahdokt
Dawlatabadi was a pioneer in collect-
ing and recording Iranian folk songs
for children. His best collection is
Jomjomak Barge Khazun published in
Tehran in 1969.” Figure 2 (see page 21)
shows a version of Jomjomak that
Omoumi shared. He explained that
jomjomak means to shake something
and when children recite this classic
Persian poem, they will typically have
their clenched fists stacked on top of
each other, shaking the “tower of fists”
as they recite, ensuring that the tower

does not collapse until the end of the
poem. It is an action game with his-
toric links to the 17th century tomb-
stone of Amu Abdollah, Menar
Jonban. This tombstone is unique in
architecture in that if a person climbs
onto one of the two minarets and leans
hard against the wall, the minaret will
start to sway back and forth, as will its
twin. Anyone in the tombstone will
feel the shaking of the tombstone. The
“tower of fists” children create repre-
sents one of the minarets of this his-
toric tomb, still standing in Isfahan
today.

Before 1911, “the standard curricu-
lum of traditional Persian privately
operated elementary schools (mak-
tabs) included the alphabet, the
Koran, selections from popular Per-
sian poetry and prose, and the tradi-
tional sciences.”® After the revolution
of February 1979, with the rise of
anti-Western feelings in Persia, chil-
dren’s literature based on European
models underwent radical changes.
Themes and handling had to be in
harmony with Islamic religious prin-
ciples and the policies of the Islamic
Republic. A large proportion of for-
mal education was devoted to reli-
gious studies.®

Girls' games, either solitary or
played in small groups, are highly
rhythmic, cooperative and verbal.
Boys’ games are commonly played
in large groups, a group-leader
structure tends to be in place and
the emphasis is on competition as
opposed to cooperation.? Figure 3
(see page 22) is a circle game based
on the process of elimination. It is
not difficult to notice that Iranian
children’s games are “reflective of
the societal power game with all its
complexities, competition alongside
cooperation, submissiveness as well
as the rotation of power (or reversal
of fortune), the quest for and abuse
of power, ambition juxtaposed with
anonymity, diligence and intelli-
gence. They serve as socialization
techniques, preparing children for
confrontation with the hostile
world.”® The games are intricately
laced with the Iranian cultural and
psychological fabric.
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Figure 1

as sung by Hossein Omoumi

S N S R e s B S

[ AR I

sikh  ast ya gom - bad ya - lak

J7$7||

chi ?

A game of discovery played by parent and child: The parent will tap (the beat) on the child’s back while saying the chant.
At the end of the chant, at “chi,” the child will have to identify what was tapped on his or her back. This sequence can be

repeated many times over.
Sikh—a skewer for a popular dish (kebab) in Iran
Gombad—a dome (architectural structure typical in Iran)

Kalak-chi —a heating device commonly used in Isfahan before the introduction of modern heating elements

(quarter note = 120)
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Figure 2

6 0 D .
8

Jom - jo — mak

) >

I

Az ka — mun

Translation

Shake the leaves of Autumn

My mother, Zeinab-bagum

She has hair longer than the bow

(quarter note = 108)
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Jomjomak

as sung by Hossein Omoumi

I BRI S

bar — ge

WP

Zei — nab

NP

ga — de

kha

— Zun

v d

AV

ka - mun

I
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Figure 3

A tal ma tal

as sung by Hossein Omoumi

S D UD UL 1l bbbl

A tal ma tal tu tu le ga ve ha-san che ju re

S TR W I 9 2 N I I P O R I

Na shi da re na pe soon ga ve sho be — par hen - des -tun

UMMM LTI b T oy

yek zan ne kor - de be soon a- chi- no wva- chin ye-pa- to  va-chin

Translation

How is the cow of Hassan?
Neither milk nor udder
Bring his cow to India
Take a Kurdish woman

Circle Game

Everyone sits with their legs outstretched. One person is designated as the leader.

The leader points to each leg (every beat) as the chant is being recited by the whole group.

At the end of the chant (vachin), the person whose leg is being pointed at will eliminate that leg.

The game continues until the final “leg” is left. The person with the final leg is the winner and becomes the leader.

(quarter note = 138)
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Middle Eastern Music Education
Annotated Reference List

The availability of materials for
teaching the musics of Middle Eastern
cultures and communities is quite lim-
ited when compared to other world
musics, especially those of Europe,
South America and Africa, which
appear in abundance in music educa-
tion materials. Also, within the area
known as the Middle East, particular
countries and cultures are under-repre-
sented or not represented at all within
available music education materials.
The following list of annotated musical
resources is organized by type of
media, and each resource has been
reviewed and utilized in elementary
music classrooms by at least one of the
authors of this article.

As usual, teachers have to grapple
with issues related to the means by
which these musics are collected,
recorded and presented to our stu-
dents. It is important to remember that
even two people who know the same
piece may relay it differently (as is the
case with Sally Monsour’s and Alice
Olsen’s Arabic pronunciations of Tafta
Hindy and the three rhythmic versions
of Cheshm, Cheshm by Hossein
Omoumi, Mohammad Armirkabirian
and Bruno Nettl). We hope this
resource list will be useful in enhanc-
ing the information that teachers
gather from culture-bearers within
their own communities.

Avrticles

“Middle Eastern expansions on cul-
tural diversity in music education.”
Patricia Shehan Campbell and Amy
Beegle. Music Educators Journal 90(1),
pp. 21-30 (September, 2003). Includes
transcriptions, translations and cultural
information about several songs,
including a Hazara lullaby collected by
Lorraine Sakata, who did extensive
fieldwork in Afghanistan, as well as a
Turkish song called Katibim, as taught
by Munir Beken, a Turkish ud master.
The article also directs teachers to
other Middle Eastern musical materi-
als, including audio recordings.

“Moving Kaleidoscopes: Islamic
Design in Motion.” Jacque Schrader.
Orff Echo 36(2) (Winter, 2004) p. 11.
Description of students choreograph-
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ing dances by analyzing and moving
to some designs from the book
Islamic Designs in Color as part of an
integrated unit with other teachers in
the school. The unit culminated with
a Middle Eastern Bazaar in which the
community was invited to the school
to share in poetry, food, art, music
and movement.

“My Islamic Journey after Sept.
11.” Chet-Yeng Loong. Orff Echo 39(4)
(Summer, 2007) pp.25-29. A Malaysian
Chinese Buddhist/Daoist discusses her
experiences assisting adults and chil-
dren in better understanding Islam and
Muslims. The article provides a wealth
of resource information in the bibliog-
raphy, including children’s story
books, informational books, videos
and Web sites about Islamic countries,
religion and music.

Books

Musica Arabia: Arabic Folk Songs for
Orff Instruments. Alice Olsen. Plank
Road Publishing (1987). Collection of
Arabic songs with arrangements for
Orff instrumentation. Sally Monsour
collected three of the songs, and the
others Olsen collected during her six
years of teaching in Saudi Arabia.

Music in Cultural Context: Eight
Views on World Music Education.
Patricia Shehan Campbell. Music Edu-
cators National Conference (1996).
This collection of eight interview arti-
cles (originally published in the Music
Educators Journal) was written to pro-
vide music educators with an ethno-
musicological perspective on teaching
world musics. In one of the articles,
Bruno Nettl, who conducted fieldwork
in Iran, was interviewed regarding the
music of Iran and the Middle East.
Two lesson plans were included in this
article, one related to an Iranian chant,
the other based on listening to a
Dastgah (a Persian mode).

Songs of the Middle East. Sally Mon-
sour. Warner Bros. (1997). Monsour’s
interest in Middle Eastern music grew
out of her Lebanese heritage. This col-
lection includes Arabic, Israeli,
Lebanese and Armenian music as well
as songs from Jordan, Kuwait, Syria,
Egypt, Turkey and Iragq. Many of the
songs are presented with English text,
but there are also illustrations of Arabic

text. Some of the songs are presented
with phonetic pronunciations of the
original language. The song Ala
Da’Lona has also been published in
the Silver Burdett series and as part of
Alice Olsen’s book Musica Arabia.

Books with Sound Recordings

Multicultural Perspectives in Music
Education, Second Edition. William
M. Anderson and Patricia Shehan
Campbell. Music Educators National
Conference (1996). Includes geo-
graphical and cultural information,
lesson plans and details related to
musical characteristics of each
region. Look for Sawa’s The Arab
Middle East and Klinger’s Jewish
Music in Israel.

Music in Egypt. Scott Marcus.
Oxford Global Music Series (2005).
Extensive fieldwork provides the
basis for this ethnomusicological
view of Egyptian musical traditions.
Seven performance traditions,
including two Muslim performance
genres, are documented on the 80-
minute CD, and examples of each
are provided.

Music of the Middle East: Arab, Per-
sian/Iranian, and Turkish Traditions in
the United States. Sounds of the World
Series. Karl Signell. Music Educators
National Conference (1990). Ethnomu-
sicologist Karl Signell traveled across
America to record music and stories of
recent immigrants to the United States
for a radio series on National Public
Radio called Music in a New World.
MENC published these in cassette tape
format with a guidebook in 1990. The
Middle Eastern set includes three 30-
minute cassettes of interviews and
music and a guidebook written by
Sally Monsour and Pamela Dorn with
map, illustrations and transcriptions.

Roots and Branches: A Legacy of
Multicultural Music for Children. Patri-
cia Shehan Campbell, Ellen McCul-
lough-Brabson and Judith Cook Tucker.
World Music Press (1994). Includes
accessible songs, cultural information,
stories and photographs based on
interviews with individuals living in
the United States who trace their her-
itage to various countries, including
Rita Klinger (Israel) and Mohammad
Armirkabirian (Iran).
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Books with
Sound Recording and Video
Children’s Arabic Songs. Inventive
Designs for Education and the Arts
(IDEAS), LLC. This book, CD and
video set is the result of collabora-
tion among a company called Arts
Education IDEAS; the Dearborn,
Michigan, public schools; and the
Dearborn Arabic community, the
largest Arabic community in the
United States. The 15 songs and
games include English translations,
and the video shows Arabic children
performing the songs and games.

Conclusion

We all have our own musical back-
grounds that lead us to develop musi-
cal materials in line with our heritage
and interests. Those of us who do not
trace our heritage to the Middle East
would be well served to turn our
thoughts and efforts to the under-
represented cultures of this part of
the world, find and use Middle East-

ern music resources, and communi-
cate with culture-bearers in order to
bring more musics of the Middle East
to our children.
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A Brief Comparison of
Rhythm Pedagogy Systems

While

Carl Orff did

not prescribe

a method for
developing literacy

or suggest a system of
vocables or
mnemonics to be
used, he did base his
pedagogy on the
fundamental
principle that
rhythmic concepts are
inherent to one’s

own language.
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To “Ti” or Not to “Ti”

hat is the question. Rhythm sylla-
Tbles or mnemonics are used in

many cultures throughout the
world to teach the sound of rhythm,
time values and rhythmic literacy.
Most of us in the United States grew
up counting rhythms using the familiar
“one-e-and-a, two-e-and-a” numerical
counting system that is popular among
instrumental music educators. Many of
us chanted “ta ta ti-ti ta” syllables
used by Kodaly-inspired educators or
“Mis-sis-sip-pi hot-dog” used in Suzuki
classes. Some of us may be old enough
to recall using in our college music
theory classes a hybrid system devised
in the mid-1900s by Eastman School of
Music theory professors Allen Irvine
McHose and Ruth Northrup Tibbs.
This system combined the traditional
numbering system with the French
Time-Names system and resulted in
“one-ta-te-ta, two-ta-te-ta.” Regardless
of your experience, it is worthwhile to
examine a variety of systems to deter-
mine their pedagogical value and to
determine which one is aligned with
your curricular goals.

One of the earliest to emerge was
the French Time-Names system, often
referred to as the Galin-Paris-Cheveé
Method, which incorporated the chant-
ing of rhythmic syllables with conduct-
ing gestures. Originated in the early
19th century by Pierre Galin, the sys-
tem was further developed by brother
and sister Aimé and Nanine Paris and
Nanine’s husband, Emile Chevé. Con-
gregational minister and music pub-
lisher John Curwen, influenced by
Chevé, adapted the French syllables
for use in English singing schools in
the mid-1800s. The system was further
adapted for use in the United States by
Lowell Mason and in Hungary by

by Judith W. Cole

Zoltan Kodaly, both of whom under-
stood the significance of using rhythm
syllables but devised their own time
value names. Mason’s adaptation was
complex and challenging even for
highly skilled musicians and soon fell
out of favor. Kodaly’s adaptation now
appears in several similar versions.

The French Time-Names system
does not use numbers. Instead, the
beat is named “ta” and even divisions
and subdivisions in duple meter are
named “ta-te” and “ta-fe-te-fe.” In
compound meter, “ta-te-ti” and “ta-fe-
te-fe-ti-fe” are used to identify divi-
sions and subdivisions. This system is
based on the rhythmic function of the
beat and its divisions and is not bound
to specific note values or beat place-
ment within a measure. It is not
dependent on symbolic association or
notation and, therefore, can be utilized
at an aural/oral level.

In the Kodaly Method, syllable
names are associated with duration of
the various notes. The syllable for the
quarter note is “ta,” the eighth note is
“ti” and the sixteenth note is “ri.”
Today, many teachers prefer using
Pierre Perron’s adaptation of “ka”
instead of “ri” for the sixteenth note
because it is easier to articulate. “Too,”
“toe” and “tay” are used for half, dot-
ted half and whole notes in simple
meters. With musical literacy as a pri-
mary goal of this method, it should be
no surprise that this system is mean-
ingless without notational symbols.

Edwin Gordon based his system on
aural/oral rhythm patterns instead of
theoretical note values or placement
within barlines. Syllables were selected
with attention to ease in articulation
and because they work regardless of
meter. The beat is consistently named
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“du.” The micro beats in duple meter
are “du-de” and in compound meter
are “du-da-di.” When the micro beats
are subdivided, the syllables used are
“du-te-de-te” and “du-te-da-te-di-te.”

During the past decade, another
aural/oral rhythm mnemonic system
has emerged and is receiving serious
consideration by many educators.
Takadimi was designed by theorists
Richard Hoffman, William Pelto and
John W. White. In this system, the beat
consistently is named “ta” regardless
of meter. In duple meter, even divi-
sions of the beat are “ta-di” and “ta-ka-
di-mi.” In compound meter, divisions
are called “ta-ki-da” and “ta-va-ki-di-
da-ma.” These syllables are remark-
ably similar to the rhythm vocables
chanted by musicians in India.

Comparing Aural/Oral Beat-Oriented
Systems and Notation-Based Systems
Each of the systems mentioned
thus far can be aligned with one of
two basic pedagogical principles. Sys-
tems that are based on time values,
note placement within the measure

Figure 1

and symbolic association are the tra-
ditional numerical counting system
developed by and for instrumental
music educators here in the United
States—the hybrid system developed
by McHose and Tibbs combines tradi-
tional numerical counting with the
French Time-Names and the Kodaly
system. These systems involve inter-
preting or decoding notational sym-
bols by chanting specific syllables
associated with the various symbols.
Even with its ultimate goal of literacy,
the Kodaly Method does include
much experiential preparation leading
up to the reading and writing of
rhythmic patterns. The systems that
are oriented to beat and rhythmic
function and do not require theoreti-
cal understanding of time values are
the French Time-Names, Gordon
Learning Theory and Takadimi sys-
tems. These systems are deeply rooted
in the “sound before symbol” philoso-
phies of Johann Heinrich Pestalozzi
and Jerome Bruner and connect pat-
terns learned aurally and experien-
tially with symbolic representation.

Rhythmic Literacy in Orff Schulwerk
How are the sound of rhythm, time
values and rhythmic literacy addressed
in Orff Schulwerk? While Carl Orff did
not prescribe a method for developing
literacy or suggest a system of vocables
or mnemonics to be used, he did base
his pedagogy on the fundamental prin-
ciple that rhythmic concepts—pulse,
patterns of longer and shorter dura-
tions, accents and metric organiza-
tions—are inherent to one’s own
language. Therefore, the road to rhyth-
mic understanding begins with speech.
There are many indications that liter-
acy was considered by Orff and his col-
leagues to be a natural and expected
part of one’s musical development.
However, it is the individual teacher
who should decide how best to pro-
ceed in guiding students toward read-
ing and writing musical notation.
Children pick up rhythmic patterns
through imitation and immersion in
experience. They practice rhythmic
patterns through countless repetitions
and mutations. They extend patterns
and explore new ones in the relaxed

Aural/Oral Beat-oriented Systems

French Time-Names
Gordon Learning Theory

Takadimi
Notation-based Systems
Kodaly Method

McHose/Tibbs

Traditional Numerical Counting

PSS s B o - - 0 B SO
ta ta - te ta-fe-te-fe ta -te-fe ta-te - te ta
du du - de du-te-de-te du-de-te du-de - de du
ta ta - di ta-ka-di-mi ta di-mi ta -di - di ta
ta ti - ti ti-ri-ti-ri ti-ti-ri t-ta - fi too
1 2 - te l-ta-te-ta 2 - te-ta I -ta - ta 1 2
1 2 - & l-e-&-a 2-&-a - &2)-& 1 2
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Figure 2

Aural/Oral Beat-oriented Systems

French Time-Names
Gordon Learning Theory
Takadimi

Notation-based Systems
Kodaly Method

McHose/Tibbs

Traditional Numerical Counting

ta ta-te-ti ta-fe-te-fe-ti-fe ta ti ta
du du-da-di tu-te-da-te-di-te du di du
ta ta - ki - da ta-va-ki-di-da-ma ta da ta
tum tio- ti - ti ti-ri-ti-ri-ti-ri ta ti  tum
1 2 -la-lee 1 te-la-te-lee-te 2 lee 1 2

1234 5 6 1 & 2

ngh ST TTT) O0 )

& 3 & 4 (5 6

12 34 5 6

atmosphere of play. In the same way
they learn language, they acquire and
build a vocabulary of rhythmic possi-
bilities at the aural/oral level long
before there is a need to encode or
decode the experience. Indeed, this
type of exploration is the heart of Orff
Schulwerk process.

A Dilemma

By working with natural pulsation,
patterns and flow of spoken language
and syllabication of words, children
begin to acquire a foundation for
understanding basic rhythmic con-
cepts. Gunild Keetman identified five
“rhythmic building bricks” that can be
extracted from the rhymes and songs
of children. Suitable words can be

Figure 3

associated with the five rhythmic pat-
terns and “this is the moment to intro-
duce children to the notation of the
rhythms that are now familiar, and to
start clapping from notation and writ-
ing rhythms in notation for them-
selves,” she said. She goes on to say,
“it is left to the teacher to decide how
to set about this” (Keetman 24-26).
No doubt, difficulties can arise
when children are asked to associate
syllabic divisions of words with nota-
tional symbols before sufficient experi-
ence has occurred at the aural/oral
stage. But also, using word rhythms in
association with notational symbols
inevitably will lead to inconsistencies.
For example, the rhythm of the word
“apple” could be notated using two

quarter notes or two eighth notes. The
same two quarter or eighth notes just
as easily could be connected with
“monkey,” “daisy,” or “blue bird.”

A Solution

While many teachers report success
in using word rhythms in association
with notational symbols, many others
avoid potential problems by incorpo-
rating one of the mnemonic systems to
accomplish literacy goals. If you are
inclined to inject one of the mnemonic
systems into your Orff practices and
procedures, consider the compatibility
features of one that emphasizes beat
and rhythmic function at the
aural/oral level instead of one that is
notation dependent.

J .

mon - key
dai - sy

J

el - e - phant
mar - i - gold

JJ T

ant - eat - er
snap - dra -gon

al

¢ o o

mor-ning - glo - ry

snake
rose

li - ga -tor

Examples from Gunild Keetman: Elementaria, p.25 and AOSA Guidelines for Orff Schulwerk Teacher

Training Courses, p. 8 - 2.

The Orff Echo - Winter 2008

27



For Further Reading

Bullen, George W. “The Galin-Paris-
Chevé Method of Teaching Considered
as a Basis of Musical Education.” Jour-
nal of the Royal Musical Association
4(1) (1877): 68-93.

Chevé, Emile and Nanine Paris.
Methode Elementaire de Musique
Vocale. 1844.

Chosky, Lois. The Kodaly Context.
Prentice-Hall, 1981.

Dalby, Bruce. “Toward an Effective
Pedagogy for Teaching Rhythm:
Gordon and Beyond.” Music Educa-
tors Journal 92 (2005): 54-60.

Ester, Don P., John W. Scheib and
Kimberly J. Inks. “Takadimi: a
rhythm system for all ages.”
Music Educators Journal 93
(2006): 60-65.

Gordon, Edwin. Learning Sequences in
Music. GIA Publications, 2003.

Hoffman, Richard, William Pelto and
John W. White. “Takadimi: A Beat-Ori-
ented System of Rhythm Pedagogy.”
Journal of Music Theory Pedagogy 10
(1996): 7-30.

Houlahan, Michael and Philip Tacka.
Sound Thinking I-1l. Boosey & Hawkes,
1995.

Keetman, Gunild. Elementaria. Schott,
1970.

Keller, Wilhelm. Introduction to Music
for Children. Schott, 1970.

Krueger, Carol J. Progressive Sight
Singing. Oxford, 2007.

McHose, Allen Irvine and Ruth
Northrup Tibbs. Sight-Singing Manual.
Appleton-Century-Crofts, 1945.

Mizener, Charlotte. Connections in

Rhythm Pedagogy. Texas Music Educa-
tors Conference Connections 21(3)
(2007): 6-9.

Warner, Brigitte. Orff-Schulwerk Appli-
cations for the Classroom. Prentice-
Hall, 1991.

Sanders, Paul. “Historical Precedents
of the Kodaly Approach.” Kodaly
Envoy. XX(2) (1994): 19-21.

Judith Cole is associ-
ate professor of music
at Texas A&M Univer-
sity-Kingsville and
past president of
AOSA. Write Judith at
jweloc@aol.com.

Made In The

Our name says a lot.

When involved in teaching music, pride tickles our senses. You

words [ can drum are music to our ears, too!

AMERICAN DRUM"

shop with us on the web at
www.americandrum.com

know the feeling, I'm sure. The sensation is the result of effort,
knowledge, talent, and passion. Add these together and the sum
becomes the driving force that inspires students to want to learn.
And the Aarvest of their accomplishments? That’s what makes
your job worth the endeavor.

At American Drum, we share in your triumphs by offering the
highest quality mallets. The fact teachers have chosen American
Drum for over 30 years is that our mallets are reasonably priced,
longer lasting, and color-coded for easy recognition. We even have
little mallets for little hands! What makes all this worth our effort? The

“Mallets for Sweet
Little Hands”

/ﬁ.w_ ﬁI/amA

Call Us Toll Free For Easy Ordering 1-800-476-1776 * Fax 804-226-1776 * 2800 Seven Hills Blvd. * Richmond, VA 23231

28




Research and the Little Red Hen

A teacher

can share his or

her lesson plan of
teaching a specific
song with other
teachers, and later
compare notes and
analyze what works
and what does not.
The teachers will then
teach the song again
with intended
changes for
improvement.
Field-testing by
many teachers is
what makes it
verifiable.
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“Who will plant the wheat?” (sd’ I’ s)
“Not I,” sang the pig. (ssssS)

“Not I,” sang the duck. (sssss)

“Not I,” sang the cat. (sssss)

“Who will cut the wheat?” (sd’ 11’ s)
“Not I,” sang the pig. (ssssS)
“Not I,”... etc.

“Who will eat the bread?”
“I will,” sang the pig.

“I' will,” sang the duck.

“I will,” sang the cat.”

time to time when | receive e-

mails sent by teachers applying
for grants. They ask for research
findings to justify their spending for
the proposed music programs or to
purchase materials or to keep the
existing music position. At such
times, the words | hear become,
“Who will do research?” “Not I,”
sang the teacher. “Not I,” sang the
conductor. You get the picture.

In this article I will attempt to
1) explain why we have existing barri-
ers that discourage practitioners from
doing research; 2) describe why
research is needed for all music edu-
cators; 3) suggest ways to do research
by forming partnerships; and 4) pro-
pose a global model of research in
Orff Schulwerk.

Let’s face it. Music teachers are
among the busiest professionals. Their
music teaching and preparation keep
them busy enough inside and outside
of school time, and most teachers also
participate in musical activities in
their communities. This being said,
there are several real and good rea-
sons why most teachers, including
music teachers, do not do research.
Their job does not require it, and they
work in an environment that is com-
plex and demanding. This is especially
true for music teachers, who do not

This tune comes to my mind from

by Cecilia Wang

oversee students in just one class but
most often oversee the entire student
body. Teacher practitioners are not
subject to the publish-or-perish rule,
as is the case for most college profes-
sors. Thus, there is no job incentive or
monetary reward to make time for
research. Indeed, doing research also
means getting comfortable in using
research-related terminology, and that
means getting adequate training and
experience in research. Such training
does not usually come until graduate
studies and necessitates a large time
commitment.

There is a significant though not-
easily-noticeable barrier that separates
researchers from teachers. A few
decades ago the education community,
in order to gain prestige and respect
comparable to that given to other disci-
plines such as the hard sciences and
medicine, placed an emphasis on
doing research using the scientific
method. Carl E. Seashore, considered
to be the “father of music psychology,”
demonstrated that it is possible to
study musical phenomena in scientific
experiments. Music educators followed
suit and strived to catch up with other
disciplines by rigorously applying sci-
entific techniques in music research.
This created a cultural divide between
college researchers and school practi-
tioners. Experimental science is theo-
retical by nature and seeks to find
knowledge that can be generalized
across similar situations. It requires
strict control of treatment conditions
and very specific variables in a ran-
domized design.

Teachers, on the other hand,
demand knowledge to solve local prob-
lems in complex settings with a myriad
of uncontrolled variables. It is in
response to such need by teachers that
we see a marked increase in qualita-
tive ethnographic studies in recent
years. This kind of research answers
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guestions using on-site observations,
mainly by recording things as they
happen in their natural environments
and describing them in great detail. In
the classroom setting, a teacher-
researcher might collect journals and
student products, conduct informal
interviews, etc., related to the topic in
guestion and then find patterns that
might emerge to shed new insights.

Although researchers are the pri-
mary source to generate professional
knowledge in music teaching,
both teachers and researchers
strive toward the same goal:
to find the most effective
ways for music teaching
and learning. In this
regard, who would be bet-
ter than the music teachers
to be engaged in discover-
ing or confirming such
knowledge? In the end, we
want to have a profes-
sional knowledge base
that is applicable in the
music classroom. The
aim of research is to pro-
vide this knowledge base.
To do this, it is crucial for
researchers to form part-
nerships with practition-
ers. Music teachers already
possess many of the attrib-
utes required to do
research. First, they are
dedicated and committed
to improving music learn-
ing. Second, they are used to
observing individual students,
analyzing their responses and
recording their progress in an
organized manner. Third, they are
constantly devising ways to inter-
vene, adapt or fix problems
within the given context. In
other words, teachers
already have a knowledge
base that is connected
to the process of
teaching and learning
music in personal and
specific ways, and is integrated with
their school environment.

What does it take to make this per-
sonal, pedagogic knowledge become
professional knowledge? According to
Hiebert, et al. (2002), “professional
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knowledge” must be public, storable
and sharable, verifiable and continu-
ally improving. This means that teach-
ers should communicate their findings
with others so that they themselves
and/or other teachers can repeat the
process. To do this, they must record
their observations in a systematic
manner so that results can be reflected
upon with common understanding.
For example, a teacher can
share his or her lesson plan of
teaching a specific song with
other teachers, and later
compare notes and
analyze what works
and what does not.
The teachers will
then teach the song
again with
intended changes
for improve-
ment.

-----

our professional knowledge base in
music education will increase.

While school teachers can bring a
wealth of practical knowledge to the
research table, university scholars can
facilitate the process by being partners
of the research team. They should be
aware of the practitioners’ need for, or
interest in, research topics. They can
help teachers develop research designs
and guide the process from
experiential toward theoretical
and can then help interpret

the findings, implement the
results and plan follow-up
research strategies (Labaree
2003). There are more
opportunities and grant

awards for collaborative
research now than ever before.
The research process is quite
rewarding since it stimulates
intellectual thinking as well as
common sense, and it is chal-
lenging to deal with the
expected and the unexpected.
Nothing is so gratifying as
coming to a conclusion about
a research finding.

What kind of research

g should teachers do? All kinds.

Field-
{ testing by
many teach-
ers is what
makes
it veri-
fiable. In
this manner, the local,
personal, immediate, concrete and
perhaps incomplete knowledge of one
single teacher becomes detailed,
improved upon and universally
known. This way, music teachers are
also filling the role as researchers. The
more music teachers do this, the faster

It is not necessary to do exper-
imental research using a ran-
domized design. Though not
impossible, such a design is not
easy to implement in school settings.
Experimental research is important for
the hard sciences because it allows for
precision and prediction of future
events. Music educators are more con-
cerned with solving immediate prob-
lems, such as class interruptions and
student inattentiveness. We might look
at how those problems interact with
other variables, such as family back-
ground, parent attitude, physical com-
fort and teaching style. Teachers
should start with questions that inter-
est them and choose one that they
would like to spend time working on.
Research studies in education should
be evidence based and should con-
tribute to professional knowledge. Evi-
dence-based research requires that
data be as accurate and objective as
possible and that it be collected in con-
crete ways (through the senses). Evi-
dence includes student products,



lesson strategies, teacher notes, video-
tape analysis and test scores.

Correlational and descriptive
research is valuable and fits school set-
tings comfortably. In descriptive
research, the goal is simply to describe
what happens. Descriptive data can be
collected with teacher-designed ques-
tionnaires or surveys or by using stan-
dardized tests. Descriptive research
offers many ways of collecting data, as
long as the purpose is to describe the
present. Correlational research is a type
of descriptive study that seeks possible
relationships between two sets of
observations or data. For example, a
teacher might want to know if the
amount of warm-up time is related to
intonation in singing or if the two lack
any relationship. Correlational relation-
ship does not indicate cause and effect
but demonstrates when one event is
linked to another, e.g., the more posi-
tive reinforcement given by the
teacher, the more likely children will
excel in the subject being studied.

Ethnographic studies also are
descriptive in nature. They have
become popular in recent years for
teachers who are interested in study-
ing special cases, cultural groups or
events in a school context. These
studies take place in the field—class-
rooms, schools, performance halls.
Researchers collect data from daily
events as they occur naturally. This
type of study is useful especially if
some type of intervention might be
necessary for a particular student,
whether the student is gifted or spe-
cial in some other way. This method
is widely used to study young chil-
dren to observe how each child inter-
acts with his or her environment or
to study people during different
musical events.

To be accountable for student
learning, many teachers have already
collected many types of student
work. Portfolios, audiovisual tapes of
student performances, music work-
sheets, and compositions, etc., if sys-
tematically collected and graded, can
serve as data for analyses. Rubrics
come in handy for assessing stu-
dents, and the results can be used as
hard evidence. For music teachers, it
is important to document successful
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outcomes of the music program in
each school so that evidence will
accumulate and eventually drive
educational policies. While teachers
alone may not be able to do large-
scale research, repetition of trials
over time in a teacher’s classroom
would also provide solid evidence.
Peer consultation provides a good
way to bounce off your ideas and
share insights. Be proactive in engag-
ing other music teachers and admin-
istrators to share your research ideas,
and invite others to join in data col-
lection. The Internet is a wonderful
tool for communication; make use of it.
The Orff Schulwerk movement
took root in North America several
decades ago, but about half the evi-
dence-based studies in Orff Schul-
werk research have been published
since 1990. This indicates that the
effort to research the effects of the
Schulwerk has begun to gather
momentum and that continuing effort
would be most fruitful. Twenty-one
studies can be classified as primarily
qualitative and 30 as primarily quan-
titative. These studies were found
mainly in dissertations or theses and
research journals in music education,
written in English. To start searching
for documentation of Orff Schulwerk,
I recommend visiting the Web site of
the Orff Center in Munich, Germany:
www.orff-zentrum.de. Here you will
find a comprehensive listing of writ-
ing related to Carl Orff’s life and
musical work, and the Schulwerk
philosophy, pedagogy, materials and
use in music therapy settings.
Another way to start getting Schulwerk
information is to visit different Orff
societies around the world from the
Web page www.orff.org.za/links.html.
For databases, | recommend search-
ing the RILM, Dissertation Abstracts
and ERIC. Best of all, we now have a
database devoted to research studies
in Orff Schulwerk right on the home
page of our AOSA Web site. Click on
the “Publications & Resources” but-
ton, and you will find Orff Research
Webliography. This bibliography
allows you to search by author, types
of research, title, subject and more.
It is the result of collaborative work |
did with Carlos Abril, Daniel John-

son and David Sogin. Visit it at your
earliest convenience.

Researching Orff Schulwerk poses a
unique challenge. As you know, Orff
teachers are encouraged to be cre-
ative, flexible and free to invent
strategies as they teach. As a result,
the “Orff Approach” used in many
previous studies varies greatly in con-
tent and scope. One misconception is
that using the Orff instruments per se,
or using them with body percussion,
makes the teaching “Orff.” This error
was made more often in earlier stud-
ies. In recent studies, with more
teachers trained to really understand
the Schulwerk, more integrity has
been given to the approach. For future
research, we must make certain that
the Orff process used in research is an
authentic one, carefully planned and
delivered with integrity. The peda-
gogic process of imitation, explo-
ration, literacy and improvisation, and
related Schulwerk techniques, must
be described in detail and student
response to the process systematically
documented. Furthermore, learning
takes time and thus the effect of
instruction is best seen over a period
of time. | recommend that evidence
of student learning outcome be gath-
ered from programs that last at least
a year. Longitudinal data would be
even more powerful. Such data
would not be too difficult to obtain
by teachers but it would take some
planning and persistence. To collect
longitudinal data, the teacher would
track the progress of the same stu-
dents for the same research ques-
tions over a period of several years.
Music teachers usually teach the
same children as they advance in
grade levels, especially in elemen-
tary schools. This is another excel-
lent opportunity that classroom
teachers have over out-of-school
researchers. Imagine how wonderful
it is to document a child’s musical
progress and development as a
result of your teaching!

To provide some organization to
research Orff Schulwerk, | propose
15 categories. These global cate-
gories embrace topics we should
address as music educators. Perhaps
they could serve as a template for
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research efforts in Orff Schulwerk
anywhere in the world. They are not
listed in any order of importance or
significance. However, there are
more studies found in the first few
categories than the ones listed in the
second half. These themes or cate-
gories are as follows:

1. Curriculum/Assessment

2. Effect of OS on Music
Knowledge/Skills

3. Teacher/Student Characteristics

4. Influence of OS on
Attitudes/Preferences

5. Contributions of
Organization/Individual

Creativity/Improvisation
Pedagogic Process/Settings
OS Teacher Training

© ®» N o

Relating OS to Language/Other
Curricula Subjects

10. OS and Theoretic/Philosophical
Inquiries

11. Learning and Development/Diverse
Learners

12. Instruments/Recorders in OS
13. Relating OS to Movement/Arts
14. OS Research/Research Methods
15. World Music/Teaching Materials

Let me give some examples for
these categories. The studies cited
here serve only as samples and are not
meant to be comprehensive or com-
plete. The first category, Curriculum/
Assessment, applies to all studies
that examine curriculum or assess-
ment issues. An example is Mary
Shamrock’s 1988 work that provides
real-life examples of Orff Schulwerk
in three Asian cultures (Japan, Tai-
wan and Thailand) with different
language systems. Her insight is sig-
nificant in understanding the adapta-
tion of OS materials with cultural
factors in mind.

The Effect of OS on Music Knowl-
edge/Skills category includes studies
that investigate the effect of OS on
some form of music knowledge or
skills, such as singing, rhythmic or
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pitch accuracy. Studies here would
use experimental research comparing
different groups taught with different
approaches. So far, findings in this
category have not yielded any clear
agreement on the positive effect of
OS. Several studies indicate varia-
tions of increase in learning; others
show no differences. It is good that
no adverse effect has been reported
anywhere. We need more evidence-
based research in this area if we wish
to improve Schulwerk practices. The
Bellflower study (1968) is a distinc-
tive project that spanned the dura-
tion of at least two years, involved
325 first- and second-grade students,
and 23 classes in secondary schools.
In this study, students receiving
Schulwerk instruction increased in
seven out of nine areas related to cre-
ative expression.

Research by Hamilton (1999) pro-
vides an example of the Teacher/Student
Characteristics theme. It is a good
example of ethnographic study using
guantitative measurement to generate
evidence-based practical knowledge.
Research on the Influence of OS on
Attitudes/Preferences is represented
by Mckoy’s dissertation (1998). The
researcher cautioned that in spite of
positive finding, variables other than
OS may influence preference. Teachers
in general would agree that OS brings
good attitude to students; however,
we still need collective data in order
to be convincing. In the category Con-
tributions of Organization or Individ-
ual. three studies, by Osterby (1988),
Wimmer (1993) and Weisert-Peatow
(2002), together give a comprehensive
history of the Schulwerk movement in
North America.

Research with focus on Creativity
and Improvisation comprises the
work by Beegle (2001), Amchin
(1995), Brophy (1998), and Flohr
(1980, 1981). All of these studies are
important contributions to OS, but
we need 10 times more research in
this category.

In the category Pedagogic
Process/Settings, Wang and Sogin
(2003) documented student activities
and teacher behaviors observed in 24
elementary general music classes
conducted by five exemplary teachers

of OS. They found that these teachers
used modeling extensively and that
there are more music-making activi-
ties than reported in other general
music research. There are only a
handful of research studies in the rest
of the categories.

As you see, we need many more
evidence-based studies to share and
add to our professional knowledge in
Orff Schulwerk. | encourage every-
one, especially practitioners, to make
an effort to engage in research, so our
music teaching practice will improve
by leaps and bounds. It is important
to present research data if you wish
to initiate any policy changes,
improve the teaching environment,
request more music instruction time,
increase the music staff—or even jus-
tify your own position—change the
curriculum, or ask for grants or
money resources of any sort.

Collecting research data in music
instruction is positively related to
improving your own teaching in par-
ticular, and music education in gen-
eral. It makes sense to engage in
collaborative research partnership
with your colleagues in your school,
school district, and universities and
colleges. Such partnerships not only
bring more expertise into the study,
but also provide a common goal for
the team. | have been fortunate to do
much joint research and have thor-
oughly enjoyed sharing ideas, bounc-
ing thoughts back and forth, helping
each other meet deadlines and cele-
brating research findings. AOSA offers
a collaborative research grant for
members. | urge you to apply soon.
Talk to researchers at the research
poster sessions at AOSA conferences.
Sign up for the Research Interest
Group. With your help studying one
of the proposed themes for research,
we will build a healthy body of
research literature that addresses all
aspects of Orff Schulwerk.

The tune I’d love to hear is:

“Who will do research?” (sd’ 11’ s)
“I will,” sang the teacher. (s sss5ss)
“l will,” sang the musician. (S s ss sss )

“I will,” sang everyone. (s S SS SS )
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Finding a Musical Voice of Cooperation and
Teamwork: Teaching in a Children’s Home

Active

participation

in organized music-
making provides
healing and
empowerment for a
population that
sees very few
successes in

their lives.
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The Challenge

eaching requires one to be sensi-
Ttive and responsive to the atten-

tion spans and ability levels of the
students. Adding the emotional and
social problems students face makes
the challenge even greater. Recently, |
had the opportunity to teach residents
of St. Joseph Children’s Home, a resi-
dent facility for children who have
behavior disorders attributed to abuse
and neglect. This experience taught
me how Orff Schulwerk could help
meet the challenge.

| contacted the activities director,

who was hiring artists to work with
the children at the home, in the sum-
mer of 2006. During an interview, we
determined that this might be a good
match because of my many years of
experience using Orff Schulwerk with
children who have visual and physical
disabilities. While | had no experience
with this particular population, | was
excited about the opportunity to share
music and movement with these at-
risk children.

Preparation for the
First Day at the Children’s Home

The activities director and | talked
about the children and the challenges
of teaching this population. | would
be teaching 32 children as part of
their summer activity. Music activities
would center on developing skills
such as movement and folk dancing,
singing, and playing percussion
instruments. | sent the activities
director an instrument wish list total-
ing $3,000; with money previously
raised, the home was able to buy 30
hand drums, a variety of nonpitched
percussion and 10 tubano drums. |
would be able to start my work with a
well-equipped music room.

However, because of the psychologi-
cal and emotional challenges the chil-
dren faced, this would not be a

by Denise Whittington

traditional teaching situation. Due to
confidentiality laws, | was not allowed
privileged information regarding the
children’s unique situations. But | did
learn that | would never be left alone
in the room with the children. Staff
members would be present in case the
need arose to discipline or physically
restrain a child.

The First Music Class

The first music class was a group of
10- to 12-year-olds. Since the addition
of music classes was being tested on a
trial basis, | had 10 adults, comprising
counselors and activities directors, in
the room with 20 children. | started
the class by introducing myself and
talking about the music activities we
would cover during the summer. Most
of the children did not make eye con-
tact with me when | spoke to them.
When they said their own names, they
spoke so softly | had difficulty under-
standing them.

We tried some music activities. It
was not long before two children
became engaged in a brawl. Immedi-
ately, counselors stepped in to manage
the situation. A few other children
later had to be placed in a time-out in
the hallway. | was left alone in the
room with eight children still partici-
pating in the folk dance, yet these chil-
dren also were a challenge for me to
manage because a few were off-task. |
sternly told them to get in formation
for the folk dance. Class ended with
only four girls who absolutely enjoyed
the dancing and playing nonpitched
percussion. Shaking, barely making it
through the 45-minute music session—
which had seemed like hours—I knew
I had to rethink the next lesson.

Ready for music, a group of 7- to 9-
year-olds came in. The members of
this group were vulnerable and fragile,
unable to express their emotions in
socially accepted manners. Several



students had verbal outbursts during
the lesson. | was again left with only
four students who participated through
the whole session.

After class, the activities director
and | debriefed, coming up with a
better plan for the next week that
would include more groups with
fewer kids. She would also speak
with the counselors and the teachers
to assign group membership based
on age and the ability to have posi-
tive social interactions. | left the
home emotionally exhausted.

Summer Instruction
and Behavior Modification

Summer music classes were mostly
an experiment of behavior modifica-
tion while trying to establish a few
music skillst. | had to spend much of
each lesson working on social behavior
skills—the children needed to know
specifically what behaviors | expected.
I worked with students on making eye
contact while speaking to me; proper
body language for listening, speaking
and singing; respecting each other’s
personal space; listening to me and to
each other. | worked on my own
behavior modification skills: remaining
calm, having a quiet demeanor, never
raising my voice and being very inten-
tional about respecting the children as
human beings. | specifically worked on
gaining their trust and modeling
behavior | wanted to see from them. |
praised the students who were listen-
ing, working as a team and participat-
ing in the music activities?.

The Orff Schulwerk process helped
the children channel their behavior in
positive ways. While working with
active music-making, students could
also work on facial expressions, such
as showing angry or happy faces as
they sang Engine, Engine. While play-
ing rhythm sticks, they could watch
conductor cues to see where we had
moved the sticks. For folk dancing
skills, they had to learn personal space,
that they had “bubbles” around them
and needed to give other members of
the class space to walk.

Students learned to trust and take
musical risks with me. Tara and Ann
asked, “Are you coming back next
week?” Jennifer and Andrea gave me
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hugs while lining up with their class. |
was able to be more direct with them
about their behavior than when they
were being rude to me.

However, the quiet before the storm
came, and the tension was palpable
before the kids lost control and dis-
solved into verbally and physically
aggressive behaviors such as scream-
ing obscenities, threatening adults,
throwing objects across the room,
lying on the floor kicking and scream-
ing, and punching other children. On
one occasion, an angry Christina
started screaming and running around
the room, and threw a candle at two
counselors. Jim started yelling obsceni-
ties at one of the activities directors
before she was able to restrain him.
Raul and Daniel both ran out of the
room with counselors following.

The most difficult sounds of the
summer were the screams of the chil-
dren when they were having temper
tantrums. | don’t think I’ll ever forget
the sound of hurt and loneliness in
their cries. Marty, especially volatile,
simply dissolved into screaming fits,
with a counselor restraining him.

Despite the breakdowns, | kept
going through the music activities with
participating students. | made changes
in technique and saw improvements in
music class. For example, when stu-
dents were working on drumming
skills, | gave out three sizes of drums
and students argued about which
drum they wanted. From then on,
when using hand drums, | made sure
that we all used the same size. Begin-
ning work on folk dancing was also
difficult. Students pushed and shoved
each other and needed to learn to stay
within their own personal space. |
started modeling every behavior |
wanted to see and was candid about
every behavior | did not want to see.

In every way, | felt that | was teach-
ing a group of first graders skills such
as listening, talking one at a time and
being respectful of me as well as the
other students and adults. Daniel, with
all of his bravado, allowed himself to
enjoy the drumming activities. The
summer music classes were challeng-
ing. | hoped | had molded the students
enough behaviorally to be able to
teach more music skills in the fall.

Fall Music Classes

For fall music classes at the home, |
worked with the in-house school sys-
tem, teaching two groups of children
within the school day. | planned music
activities to work within a curriculum
and teaching sequence. Fall instruction
was to include more singing, as well as
the drumming and movement, and stu-
dents would also work on a holiday
program for December.

Behavior modification from the
summer had paid off. | now had the
foundation laid to begin trademark
instruction of the Orff Schulwerk,
what Arnold E. Burkart describes as,
“the individualization of instruction,
personalization, and the necessity for
the learner’s active participation in
the learning process.”® Students were
much more receptive to learning
music skills such as drumming and
movement and were willing to try
singing. Students came to music
class smiling and sat in their chairs
ready to listen to instructions and
make music. They asked what instru-
ments we were going to play that
day. | had earned their trust by
showing them individual respect in
the form of using their names,
obtaining and maintaining eye con-
tact, and modeling behaviors such as
taking turns while talking and listen-
ing. | was now able to allow students
to make decisions about the process,
such as choosing which instrument
to play, improvising during activities
and creating movements to accom-
pany songs.

Although some behavior modifica-
tion was still needed, behavior was
greatly improved by September. | con-
tinued to praise appropriate behaviors.
I also strived to be specific about inap-
propriate behaviors, such as invading
personal space and not listening to
directions. | learned to describe in
detail the desired behaviors.

The lesson plans for the younger
students in music class included activi-
ties to help them have fun and lighten
up. Their attention spans were getting
longer, which | attributed to engage-
ment in activities they considered to be
personally rewarding. To help prevent
temper tantrums, verbal confrontations
and physical fights, | gave them
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permission to sit in their chairs if they
did not want to participate. | planned
lessons that would be flexible, depend-
ing on the environment | walked into.
Some days movement worked well and
other days the kids just needed to sit
and play nonpitched percussion and
drums or sing.

Student progress was noticeable. For
instance, Marty, a very volatile 9-year-
old, completely transformed when
engaged in singing and playing non-
pitched percussion. His scowling face
changed into a wide smile. During fall
music classes, opening activities and
warm-ups to the music class became
an ideal time to teach the 10- to 12-
year-old group to listen to each other. |
asked them personal questions, such
as their favorite color or animal.

At the beginning, folk dancing had
been a real challenge, as students
picked fights and intentionally ran into
each other. They learned to stay at
arm’s length from the next person and
to walk same-sized steps to keep the
circle the same shape. They learned to
respect self-space and shared space.
With each musical skill learned and
music played, students found self-
confidence and self-acceptance. The
older students learned to take pride in
the teamwork. Lizabeth told me that
she dreamed of being in choir at
school, even though she frequently got
into fights and was suspended from
school. Jane, who had run away from
St. Joe’s the first week | met her,
became especially dedicated to playing
drums and became a leader in music
class. Damien and Trisha enjoyed
singing and dancing. The oldest group
was able to play a four-part drum piece
and also play the first part in canon.

Preparing for the Holiday Program

The December program was my last
event at St. Joseph Children’s Home. |
decided to use five activities that show-
cased skills that we had learned since
June. We would begin our program by
singing Seasons Change®*. We then
would move to two Native American
pieces, Hi Yo Ipsi Niya, with each stu-
dent playing a hand drum, and Call to
Sunrise®, a Native American flute piece,
with students improvising the dance
and instrument portions of the piece.
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Christmas Clock® and | Have Made My
Christmas List” would be next, with
individual students playing the non-
pitched percussion and performing
body percussion. Students were able to
make decisions about which instru-
ment to play, how to get into perform-
ance position and movement for pieces.
We worked on pieces and then talked
about how to adapt them for the stage
presentation. Body language skKills,
such as eye contact, facial expressions
and stage presence for performing,
were necessary.

Performing the Holiday Program

The performance on that day in
December was absolutely stunning!
Students worked as a team, helping
each other remember where to stand to
perform, even encouraging each other.
Students sang, played and moved from
the heart. The St. Joe’s kids truly
expressed the beautiful part of them-
selves from deep within. Their faces
showed absolute satisfaction with the
job they were doing. | was thrilled to
see the pride on their faces that day.

As | went downstairs for the recep-
tion and party with the St. Joe’s
teachers and kids, | thought of how
far we had come in this process of
music-making. The kids had grown
musically and emotionally. | could
especially see the progress in Jane’s
face and demeanor. From her angry
first week at St. Joe’s, she had
become a leader for the group in the
performance. She was fully engaged
in the music of the moment. Damien
was beautiful, confident and free as a
bird during the Native American
dance. The students put her in the
middle to lead the dance.

Conclusion

The holiday program was the last
time | saw these kids. Since then, |
have spent time reflecting on our work
together. Although working with these
students was emotionally exhausting
at times, | truly enjoyed the challenge
of applying the principles of Orff
Schulwerk. It was a joy to expand their
experiences by bringing music and
other cultures to them. The music-
making made their world larger than
their current life challenges.

Though | cannot predict what will
happen in the future with their behav-
ioral therapy or home situations,
active participation in music-making
that summer offered students hope
and showed them that the rewards of
working together toward a common
goal could lead to success. | saw first-
hand that active participation in
organized music-making provides
healing and empowerment for a popu-
lation that sees very few successes in
their lives. The students found a new
voice to use—one that included coop-
eration and teamwork. They allowed
the music and movement to be their
self-expression of healing and whole-
ness. As Burkart describes, students at
St. Joseph learned to personalize their
musical journey and to actively partic-
ipate in music-making. The Orff Schul-
werk process allowed students to be
successful making music in a nontra-
ditional setting. The same Orff Schul-
werk principles of elemental music
that | had learned in my training were
applied without modification to this
special population.

Although the children at St.
Joseph’s were survivors of abuse and
negligent situations, they still had the
needs of all children to be loved, to
enjoy playing together and alone, and
to expect a predictable positive envi-
ronment. By having choices in music
class, they developed skills such as
teamwork, completion of goals, posi-
tive self-expression and pride in a job
well done. They also learned to trust a
caring adult. As important as Orff
Schulwerk teaching processes are in
enabling students to make their own
music, those same processes also allow
students to develop positive relation-
ships through music-making.
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One
good thing
about music,
when it hits
you, you feel
no pain.

—Bob Marley
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edge, and support a new generation of musically take as much as
competent children. There's a workshop near you.
you require.

MUSIC
TOGETHER® —Edward Elgar

THE JOY OF FAMILY MUSIC®

(800) 728-2692 + MUSICTOGETHER.COM




The
whole
problem can
be stated
quite simply
by asking,
"Is there a
meaning to
music?" My
answer
would be,
"Yes." And
"Can you
state In so
many words
what the
meaning
1IS?7"" My
answer to
that would
be, "No."

—Aaron Copland

RECORDERS

Yamaha Soprano Zen On Soprano

All Colors $4. 25 with Case $7. 50
Tudor 1 Piece Tudor 2 Piece
Soprano $2.25 Soprano $3.75

Ted Brown 3 Piece
Soprano All Colors 53-25

Recorder Books:
Windsongs Book 1 $2.95
Recorder Express $3.95
Do It #1 Book $4.95
Do It #1 Book/CD $6.95
Recorder Time Book 1 $3.50
Hands On Recorder $3.50

RECORDER PACKAGES

$9.95 Tudor 1 Piece Package §5.00

Zen On Package
Includes SB soprano and
Windsongs Bk. 1

Includes TD175 and
Windsongs Bk. 1

Yamaha Package #1 $6.75 Yamaha Package #2 $8.50
Includes Yamaha Recorder Includes Yamaha Recorder
and Recorder Express And Do It #1 Book

Tudor 2 Pc Package $6.95 Ted Brown Package $5.50
Includes TD205 and Includes Ted Brown
Recorder Express Recorder and Windsongs Bk. 1

Or call us and have us customize a package for you!

TED BROWN MUSIC
800-562-8938

www.tedbrownmusic.com
jeffrey@tedbrownmusic.com




New & Now @aosa.org

= Learn About the New Barbara Potter Scholarship Award.
Select > About Us > Scholarship Information

= Meet the New AOSA Education Director.
Select > Professional Development

= Read the announcement for the search for the National Conference Director.
Select > About Us

= Prepare now to apply for scholarships available to AOSA members.
Select > About Us > Scholarship Information

In Reverberations

Highlights of the Spring issue of Reverberations:
= Photo Collage of San Jose Conference

= Advocacy at the National Level by Donna Staton
= New Lesson and DIY Ideas

= Recorder Corner

Watch the AOSA Web site for an online version of Exploration and Learning
Through Play by Peggy McCreary (The Orff Echo, Fall 2007). www.aosa.org.
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permission in writing from the editor.

All publications, nonprofit or commercial, seeking 1/2 Page $530
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American Orff-Schulwerk Association Membership

Form

U Check if you do not want your name sold to music industry/institutions

U Check if name is not to be listed in the Directory

(U Check if you do not wish e-mail address listed in the member listing on the web site
Date

Name

Mailing Address

City State Zip

E-mail Phone /

PLEASE COMPLETE: U Check here if you do not want phone
number listed in directory

Q Renewal CURRENT CHAPTER AFFILIATION (if any)

O intermittent (held past membership)

Check as applicable:

U Music Specialist

U Private

U General Classroom Teacher ; :
U University Professor Charge this order to my account as indicated,
U church Musician to be paid according to the current terms of
U Music Therapist that account.

Student at:

Other:

Method of payment:
U Check enclosed payable to AOSA
U Mastercard U Visa Exp. Date

Signature:

Authorized Charge Card Signature

American Orff-Schulwerk Assoclation
Affiliate of the Music Educators National Conference
July 1, 2007 June 30, 2008

Regular Member
One-year subscription to The Orff Echo, Reverberations,
Membership Directory and Resource Guide, voting privileges

U one-year $70 L Three-year $180 ..........cccocveveveveveveeieenne
Student Member

Regular privileges for full-time student
(Include copy of CUrTeNt ID) ....ccoooiiiiiiiiiiieie e $35

Retired Member
Regular privileges for those 55 or older and retired...................... $47

Music Industry Member
Three copies of one-year subscription to The Orff Echo, Reverberations, Member-
ship Directory and Resource Guide, representation on the

AOSA National Board of TrUSTEES ........cceeeeiiiiiiiiiiiiiiiiieeeeeeeeeeee $98

Institution/Library Subscription

One-year subscription to The Orff Echo,

No voting or membership privileges included.

U One copy $42 U Two copies $63 [ Three copies $84
Additional charge for mailing outside U.S.A.

U surface $10 L AIrmail $25 .....ovovvviieeccceeeeeeeeee

U.S. members add $5 for mailing back issues
if joining after November 15 ..........cccocviiiiiiiiinii

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

Mail to AOSA, PO Box 391089, Cleveland, OH 44139-8089
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| : AOSA Reprints
" r Orff Re-Echoes,
Book 1

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

The 2004 reprint includes some new additions, includ-
ing a full-color, wrap-around cover, an author index, a
dedication to and biographical sketch of Isabel McNeill
Carley (editor of the book), and introductory information
Selections from The Orff Echo about AO_SA' ]

& the Supplements The price is $16.80 for members and $20.65 for
Ediced by nonmembg:rs. Price includes shipping a_nd_ handling.
Isabel McNeill Carley The book is available for all teacher training courses
SAC CINCI SATICY .
this summer.

To order, visit the Shop Online area of the AOSA Web
site at: www.aosa.org or phone
AOSA Executive Headquarters at 440.543.5366.

American Orff-Schulwerk Association

s, Nt Music
This Summer at A G ¢wg/wEducatI0n

Boston University® . INVIGORATE your classroom with a POWERFUL

and INSPIRATIONAL methodology of movement,
singing, improvisation, and instrumentation—
taught by world-class faculty.

ORFF SCHULWERK TEACHER TRAINING
LEVELS I, 11, AND Il = AUGUST 4-15, 2008

Professor André de Quadros
Director, School of Music

617-353-5124 * summer@bu.edu
www.bu.edu/summer/music




INSTEVUMENTAL IN MVSTL EPVLATION
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ORFF INSTEVMENTS

Neew 2008 Caz'a/os !

YoN'1 G121 CLpss WitHovT ONE!

-

" -

& InAClass By Themselves!

FZEE! 2 Pair of Mallets With Every Orff Instrument.
reg! Foam, Interlocking Comfort Mats.
NﬁW! Indestructible Cloth Covered Orff Instrument Tubing.
W! Bass Bars, Chromatic Add-Ons, Accessories & More!
WMANT EEV! 5 Year Instrument Warranty.

\\] s~ o\ =  - /Mem;:::ne
o
www.suzukimusic.com o
A\ positioned
¥ pins

\,800-854-1594

The Name You Know



JOHN'S MUSIC CENTER

4501 INTERLAKE'N: #9
SEATTLE, WA 98103

R ES =
oNIC PR

CALL FOR'OUR EREE CATALOG

PHONE: (206) 548-0916
FAX: (206) 548-0422
TOLL-EREE: 1-800-473-5194
order@johnsmusic.com

.
oodkin | SVISITFOUR WEBSITE!

by Doud G

TUDOR, the "Original”
Renaissance style

Recorder!

g B * CURVED WIND WAY
L™ = EASE OF PLAY

' -“ *hg IN LOWEST REGISTER
««.STI « CAN PRODUCE LOW C
OUR NEW RENAISSANCE MODEL IS THE FINEST STUDENT
RECORDER AVAILABLE! It has all the features teachers are demanding. ABS
construction makes the instrument durable and improves tone. The curved wind wa
enhances response. Offered in Baroque or German fingering. Comes complete wit
zipper carrying bag and cleaning rod.

The Original TD205 Baroque and TD206 German

WE CARRY A COMPLETE LINE OF SOPRANINO THROUGH BASS MODELS!
Trophy Music Company
3800 Kelley Avenue, Cleveland, Ohio 44114
For FREE SAMPLE call 1-800-321-0556 Ext. 121
Web: www.grotro.com * e-mail: music@grotro.com

|
think
the world
really boils
down to two
types of
people—those
who see
shapes In
cloud
formations,
and those
who just see
clouds.

—Danzae Pace
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Advertise
in
The Orff CEcho
Call
Steve DiLauro
at 440.238.5577
to discuss

advertising in the
Fall 07 issue.

See page 41 for rates
and deadlines




Carl Orff Canada

Music for Children « Musique pour enfants

The Alberta Chapter * le chapitre de 1’ Alberta

invites you to

creme de la creme

Twentieth National Conference
vingtieme conférence nationale

April 24 to 27, 2008

Fantasyland Hotel
Edmonton, Alberta, Canada

www.encore2008.ca
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Be@ MUSIC THAT WORKS!

lications

NEW!
Judy Sills . Chris SNYA ¢
“= Judah-Lauder g %,
T i, T
Orff ensemble.  § > full color visuals! __;_»;.;’:-;,m_fy

www.beatinpathpublications.com ¢ beatinpath@mac.com * 540-478-4833

New England Dancing Masters

’ : :
® Music for Dance Series

AnyJigorReelisthe
second in NEDM'’s
Music for Dance CD
series, recordings
of jigs and reels to
use whenever the
dance instruction
calls for “any jig or
reel’”. NEDM's own
Andy Davis
(accordion) is joined by two of the finest dance
musicians in the country: Becky Tracy (fiddle) and
Keith Murphy (piano/ gultdr/ foot percussion)
playing 12 medleys of jigs, reels and waltzes.
This is great American dance music with a French
Canadian accent. Listen to it on our website.

'S Becky Tracy « Keith Murphy « Andy Davis

¢ NEW ENGLAND DANCING MASTERS
vag sod4 oisn

4 §31181§ A0N

ANY JIG OR REEL

You may order by credit card directly off
our website : www.dancingmasters.com $l'? ppd.

or send check or money order 1o:

NEW ENGLAND DANCING MASTERS PRODUCTIONS
41 West Street » Brattleboro, VT 05301
802-257-1819 * info@dancingmasters.com

DULCIMERS

KITS and
BOOKS

for students, schools and teachers

Backyard Music

P.O. Box 9047
New Haven, CT
06532-0047
new number: (203) 281-4515
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3% ANDERSON UNIVERSITY

M'SII( Academic and Christian Discovery

Come for the Fun, Orff Schulwerk Certification Program
Stay for the Education Levels 1 &2

. July 14-25, 2008
Featuring a full
range of programs

Jenny Handshoe

Orff Curriculum
July 7-11, 2008
Lisa Sullivan

* Parent/child

classes . . . .

- The Child Voice: Developing Literacy —
=0 ey in the Young Singer £ "N\
TR A June 9-13, 2008 P - N

Vo £ -
) s 4.
f, /| /:;I"’::.?._-’.% ; s,
1 ~?_ -’,n Jean Ashworth Bartle
v I These courses are hosted by the School of Music at Anderson University,
e Group piano for Anderson, Indiana. To register, contact the School of Music at
young beginners (800) 619-3047 or badoub@anderson.edu.

For more inff}rmatian about Anderson University, visit the
et site at www.anderson.edu.
Web site at d d

Certification program may be taken for graduate credit that can be applied toward a
Master’s Degree in Music Education at Anderson University

Anderson University Anderson, Indiana

¢ Group piano for

adult beginners I am |maginati0n
* Age specific curricula I can see What the eyeS cannot

leading children to music

literacy see. | can hear what the ears

¢ Live, in-person teacher

training with demonstration cannot hear. | can feel what the

classes & business support

¢ Call for a workshop near you. heart Can n Ot feel .

—Peter Nivio Zarlenga

1-800-216-6864

www.musikgarten.org
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Orff and Music Therapy:
Discovering the Collaboration Seed

ollaboration
between music
educators and

music therapists is a
seed to plant, culti-
vate and harvest.

Cynthia M. Col-
Reviewed by well, director of
Beth lafigliola  njysic Therapy at the

University of Kansas, presents activities
and insights into the function and
interdisciplinary team approach of a
music therapist in educational and clin-
ical settings in this 2006 AOSA Confer-
ence session held in Omaha, Nebraska.

A music therapist uses music as a
tool for nonmusical goals. The training
and certification process prepares and
provides the therapist with the means
to access, design and participate in
treatment, ongoing evaluation and
follow-up. Just as a music educator is
prepared for the classroom, the thera-
pist acquires skills for the task of
working with clients of all ages in
healing settings.

Music educators often must work
with special needs children, and Col-
well presents a comparison of music
education and music therapy goals for
each activity. Beginning with a name
chant, Colwell involves the partici-
pants in the process of music educa-
tion. The group, while becoming
familiar with the poem, pats the steady
beat, which is transferred to a bass
xylophone bordun. A contrasting layer
of sound begins when the group finger
taps the rhythm of the words.

Throughout the process, Colwell
establishes the music goals of steady
beat, adding contrasting word
rhythms, organizing the music into
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Presented by Cynthia M. Colwell, PhD, MT-BC

rondo form and playing name improvi-
sations on melodic instruments. Ther-
apeutic awareness comes when
Colwell describes the nonmusical
objectives. The group reads the com-
puter-projected list—social develop-
ment when learning names and
practice in speech syllabification and
articulation. Colwell has planted the
seed of insight.

Colwell cultivates the seed by
describing various settings, types of
clients and examples of therapy goals
the therapist may plan. Music is the
primary tool for motivation and partici-
pation and is a positive byproduct of
the process. However, Colwell says,
musicianship is not necessary for suc-
cessful participation in music therapy,
though the music therapist encourages
artistic expression.

To develop this concept further, Col-
well engages the participants in a sec-
ond activity, adding children’s
literature to music as a vehicle to
achieve therapeutic goals. The story
about a dancing rabbit and his friends
includes a repeating refrain that sug-
gests creative movement and accompa-
niment possibilities to the musician.
The rhythmic play of words, the illus-
trations and the expressive speech
complement the development of kines-
thetic and gross motor movement, bal-
ance and left-right identification.
Correctly holding mallets develops the
palmar and pincer grasp mechanisms,
bilateral use of the arms and crossing
of the midline. The activity is rich with
creative possibilities, age-appropriate
activity for younger children and fun.

Colwell extends the use of literature
to older students by introducing books

AOSA AV Library: 148CC

and poems that reflect the interests and
needs of developing youth. A story
with a boogie-woogie speech rhythm, a
reflection about emotions, or a poem
that uses a mnemonic device to remind
them of the eight parts of speech
invites older students to explore and
revel in musical talents, while strength-
ening development.

The harvest from a collaboration
of skills and therapies not only bene-
fits the students in your care but also
enriches the community in your
work setting.

Please consider these additional
AOSA AV Library holdings:

115MA Mary Adamek, Essential
Elements of Successful Inclusion:
Normalization, Partial Participa-
tion and Interdependence

103JB Joy Berger, Life Music:
Rhythms of Loss and Hope

33LS Lois Birkenshaw-Fleming,
Everybody, Let’s Sing

33MB Lois Birkenshaw-Fleming,
Mainstreaming—Babysitting or
True Integration?

126DC Lorinda Jones, Dulcimers in
the Classroom: A Music Therapy
Approach to Successful Inclusion

117KM Karen Medley, Music Gets a
Twinkle in My Eyes and a Jump in
My Feets ... Process Lessons and
Reflections on Sharing Music with
Urban Children

To view a complete list of AOSA AV
Library holdings, please visit
www.aosa.org/documents/AV.pdf. Call
AOSA Headquarters, (440) 543-5366, to
borrow videos from the library.



REWARD YOUR RECORDER STUDENTS!

Introducing:

ED SUETA'S BE A RECORDER STAR® CURRICULUM & REWARD PROGRAM

* Colorful, adhesive backed
cloth stars easily stick to the
safety neck strap

* Kingsley Kolor® Recorders —
available in 7 colors as well as
traditional black

» Safery Neck Straps (U.S. Patent No.
6,384,307) available in 14 different colors

* (et recorders and neck straps in your
school colors!

=2 &3

!

e
[ S ———
e

Congranlations!

BE A RECORBEE WILD STAR
*_"""\__ _.--"'_*

* Seven coordinated Reward Certificares

1

e

MACIE

gluilliH‘lHG
C O FA MY

* Student Method Book is gt:nl:h-' P:I{.'t'\d to

cnsure S't'LIant SUCCESS

* [maginarive, colorful illustrations enhance
student enjoyment

* Music rhmr}r pages reinforce concepts and
serve as an assessment ool

Bl Jl.l.:' Ol I.r: LA
- e
Recorder Teachers: e
If you have not received one of
our recorders, contact us for a
FREE
Kingsley Kolor* Recorder
and Safety Neck Strap
with Reward Stars.

FREE Play-Along CD with every
initial order for Be A Recorder Star
Method Books

(classroom ser of 30 method books
required)

i

MACIE PUBLISHING COMPANY
10 ASTRO PLACE » ROCKAWAY, NJ 07866 » TOLL FREE: (888) 697-1333 » FAX: (973) 983-1415

www.maciepublishing.com * E-MAIL: info@maciepublishing.com

CALL FOR MONTHLY SPECIALS AND PACKAGE PRICING!
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Calabash Cat
and His Amazing Journey

; ritten like a
._ B, Wfable, this
charming

story teaches that
personal perspective
is not sufficient
information from
which to draw
global conclusions.
The story was inspired by a calabash
gourd cut in the shape of a cat and
decorated with intricate designs that
had been burned into the gourd using
a hot iron tool. The author purchased
the calabash cat from a local artist
while living in the small African coun-
try of Chad.

Rumford wondered if other calabash
animals might have been created by
the same process and the story began
to take form: At the edge of the great
desert, the Calabash Cat meets a camel
... who carries him across the desert to
the grasslands where he meets a horse
... who gallops across the grasslands to
the jungle ... and so the fable unfolds.
Each new animal encountered by our
intrepid traveler proudly proclaims
than the cat has now arrived “where
the world ends.” But, in the end, the
eagle exposes the foolishness of all the
other animals and shows the Calabash
Cat a world without end.

Everything about this book supports
the narration of the story. Each time the
cat thinks he has reached the end of the
world, the text is right justified, creating
a sense of closure. But as the next ani-
mal appears and the journey continues,
the text is once again centered on the
page. The background color of each
page is a warm orange-brown, like the
skin of the calabash gourd that inspired
the book. Against this simple backdrop
appear the animals, each decorated

LS :
Reviewed by
arjie Van Gunten

with black geometric patterns resem-
bling designs burned into the calabash.
The only other color in the book comes
from a thick line that runs through the
pages like a path and that changes hue
as each new leg of the journey unfolds.
Each two-page spread has the text in
English and in the beautiful script of the
Arabic dialect used in Chad—a wonder-
ful visual reminder that English is only
one of many written symbol systems.

This book offers a way to introduce
or review basic locomotions as animals
walk, gallop and leap. Instrumental
accompaniments to the movements
can help young children discover dif-
ferent ways to “locomote” the mallets
across the bars. The changing colors of
the rainbow-hued path that runs
throughout the book suggest changes
in tone colors. The visual patterns

by James Rumford
Houghton Mifflin Company, Boston 2003

used for each animal might become a
source of inspiration for older children
to create ostinato patterns to use in
retelling the story.

There are multiple messages in this
beautiful book as we are asked to see
the world though eyes ... and lan-
guages ... and artistic styles other
than our own. This book offers a win-
dow into a small part of the Arabic
world and reminds us that it is a rich
and diverse world, which our stu-
dents need to learn to respect in the
face of current events. Readers who
enjoy this book may also enjoy Trav-
eling Man by the same author. It tells
the story of Ibn Battuta, a little-
known but historically important
14th-century Muslim figure, and is
illustrated with jewel-like art that
evokes Persian miniatures.

Calabash Cat

arned ALS drmad ..L'-Hft_',-:' JOUTTIE)

James RuMFORD




Teaching Kids to Sing

irreplaceable

instrument of
unrivaled expressive
power and complex-
ity. Although its
sound production
module is scarcely
larger than a walnut,
it can fill a cathedral with sound and
shatter a wine goblet at close range.
One might expect such an instrument
to be owned solely by an elite few
with years of training but, rather,
nearly every human possesses it from
birth. You’d expect the voice to be
studied, researched and written about
extensively—and it is. However, in
Teaching Kids to Sing, Kenneth
Phillips has compiled a text that fills
an important, yet often overlooked
niche—the study of the developing
voice in young children.

Like other vocal texts, Teaching Kids
to Sing adequately covers appropriate
vocal techniques for adolescents and
adults, as well as vocal anatomy and
health. However, Phillips also devotes
much thought and study of the ele-
mentary level voice. He begins from
the simple premise that young children
can and should be taught proper vocal
technique and that the act of singing is
a psychomotor process that involves
many complex relationships of mental
control over physiological processes.
Thus, the assumption that children can
produce a cleanly coordinated singing
voice automatically is a dubious one.

After devoting early chapters to
how psychomotor processes lead to
the emerging voice, and to appropri-
ate ranges and tessitura for chil-
dren’s voices at different levels of
their development, Phillips delves
into outlines of the five components
of vocal technique: respiration,
phonation, resonant tone produc-

I t is a priceless,

Reviewed by
David Thaxton

The Orff Echo - Winter 2008

tion, diction and expression. Within
each of these chapters, the author
thoroughly explores the underlying
physiology, followed by a series of
leveled exercises designed to initiate
and reinforce optimal execution of
the technique. It is within these 90
exercises that the text asserts its
unique utility. If children systemati-
cally learn these techniques in
warm-ups and other class activities
throughout their elementary music
experiences, they enter middle and
high school with a background of
vocal techniques that can be built
upon by choral and voice teachers.
More importantly, they move on
with the ability to
sing skillfully and
healthfully.

To accompany
the text, Phillips
has put together
supplemental mate-
rials that may be of
interest, including a
video series and a
binder of cards
containing each of
the 90 exercises.
Unfortunately, it
appears that the
vocalize cards are
unavailable for pur-
chase, a situation
that is hopefully
temporary. While
they contain the
same information
as the book, they
are organized in
order of increasing
difficulty in a pack-
age that is more
user-friendly than
the exercises spread
throughout the
book. However, it

by Kenneth H. Phillips
Schirmer Books, New York 1996

would be quite feasible to extract
them for classroom and rehearsal use.
They are as beneficial as they are well
designed—practical steps to building
quality vocal technique.

Teaching Kids to Sing is primarily
designed as a text for vocal methods
courses, and would be a strong choice
for such. However, it is a book with
interesting philosophical and histori-
cal points combined with eminently
practical techniques that would serve
anyone who works with young chil-
dren’s voices well. It goes a long way
toward giving children the skills to
develop a lifetime of musicianship
on their original instrument.

TEACHING

KIDS®

SING

KENNETH H. PHILLIPS
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West African Dance,
Volume 2 DVD & Yamama CD

est African
WDance, \ol-
ume 2, with

Abdoulaye Camara &
Nikola Clay is a won-
derful resource for
those interested in

Reviewed by  learning West

Tara L.Clayburn African dances.

Abdoulaye Camara, a
native of Guinea, West Africa, learned
traditional dances from his mother,
grandmother and brothers, who were
professional dancers. He has been
dancing professionally since the age of
13 and teaching African music and
dance to people of all ages for many
years. Joining him in co-producing, as
well as appearing in the DVD, is Nikola
Clay, who has studied West African
dance for over 14 years. She has per-
formed with Camara in dance classes,
school assemblies and other perform-
ance venues since 1992. Clay works in
San Diego as a music and dance spe-
cialist. Camara and Clay have co-pro-
duced one other instructional dance
video, West African Dance with
Abdoulaye Camara and Nikola Clay.
Clay has also released a CD of rhythms
for African dancing, Guinee Fare.

West African Dance, Volume. 2 is
well organized and easy to navigate.
There are three choices at the first
menu: “Play All,” “Chapters” and
“Extras.” | recommend selecting the
“Chapters” menu to view the dances:
Soko, Soli, Sinte, Yamama and Kassa.
Under each dance, the viewer may
choose an introduction to the dance,
the song that accompanies the dance
with words on screen, a dance class
setting where the dance steps are
taught and broken down into small
units, a front view of the dance or a
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by Alice Walker  Illustrated by Stefano Vitale

back view of the dance. Camara does
an excellent job of breaking down
each dance into smaller units and
linking them back together to show
the whole. Upon selection of one item
in the menu, the DVD will play
through the remaining items in each
menu automatically.

A B D O U L A Y E

HarperCollins Publishers

If you are not experienced in dance,
the Yamama song and dance is a good
place to begin. The tempo is not too
fast, and the dance steps are not as dif-
ficult as others. During the dance class,
the dances are taught step by step with
a chance to do several repetitions of
each step before combining it with the



next one. | recommend watching the
dance class in small sections and put-
ting the steps together on your own
before attempting to do each dance
with the front or back view. | also sug-
gest watching the dance class portion
several times before attempting to
dance the choreography up to tempo,
as the final tempo of the dance is
much faster than in the dance class
section. As with any dance class,
there are a few minor distractions,
including individuals walking in the
background of the dance studio and
children who are learning the dance
along with the adults getting tired and
resting in the back of the room. But
overall the segments are well taped
and easy to watch.

The “Extras” menu is a great
resource of video recordings of West
African dance. The selections range
from live recordings of drumming and
dancing to Camara discussing what it
was like to be part of a traveling per-
formance group in New Guinea. This
menu is definitely worth the “extra”
effort of watching!

The Yamama CD contains 11 tracks
that accompany the dances on the
DVD. “Yamama” is the name of a
female spirit that the Susu people of
coastal Guinea honor once a year.
They perform the Yamama dance and
ask for things that they think will be
needed for the coming year. Tradition-
ally performed by women, Yamama is
danced today by both men and
women. Percussionist Jason Hann per-
forms all instruments on all of the
tracks, providing an excellent base for
the dances. There are two versions of
the dance tracks. The first is at least
twice as long as the version used on
the DVD. Tracks 7-11, used on the
DVD, match the choreography pre-
cisely. The CD has one track, Telefone,
that is not on the DVD, but can be
found with the accompanying chore-
ography on West African Dance with
Abdoulaye Camara, Volume 1.

This is a wonderful DVD/CD set
that captures the exuberance of the
West African people through the cho-
reography of the dances and the
rhythm of the drums.
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WEST AFRICAN DANCE RHYTHMS
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Old Turtle

ince the incep-
S tion of Orff
Schulwerk,

teachers have dab-
bled in or near the

. t‘ realm of the spirit.
L = Carl Orff believed
Reviewed by that elemental music
Marjie Van Gunten (Orff Schulwerk),
consisting of word, movement and
musical play, awakened and developed
the powers of the human spirit. He
called it the “humus” of the spirit,
without which we face the danger of
spiritual erosion (The Schulwerk,
1976). In 1991, Brigitte Warner, in Orff-
Schulwerk: Applications for the Class-
room, wrote that in post-World War I1
Germany, the Schulwerk was a means
of regeneration for music education; it
served to restore a positive sense of
heritage and culture and helped
reverse the effects of “spiritual ero-
sion.” Old Turtle is a parable that
explores the diversity of thinking about
spirituality, humankind, religious dif-
ferences and tolerance. If the subject of
God is absolutely verboten at your
school, then perhaps you cannot use
this exquisitely portrayed and illus-
trated treatment of the variety of God-
concepts. It acknowledges the atheist
stance, tends toward a theistic one, yet
it does not describe any particular reli-
gion. Rather it explores the religious
guestioning we find in our world. If
the subject of religious diversity can be
explored, and if the notion of how peo-
ple’s ideas of God are intertwined with
their self-understanding and world-
view can be examined, then this book
can offer an intermediate-through-
adult-aged person a truly exquisite ini-
tiation into many deep theological
probes and constructs through the sim-
plicity of the short, easy to read-aloud
tale and the beauty of superb water-
color illustrations.
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A reading of this parable may lead
you and your students to ask some
explicit and probing questions: Why is
it that each of the different animals—
in different habitats—defines God so
differently? Was there a time when
creatures, rocks and hills, wind and
water and trees could communicate?
Can they today? What role did/do
humans play in defining God for all
the earth? What happens when they
began to argue about their opinions?
What great catastrophe does the
author suggest arises due to arguing
about God? Why did the old turtle
smile at the end of the story? If the

Pfeifer-Hamilton Publishers Duluth, 1992

word “God” was changed to “Good”
or “Goodness,” would the message of
the story change? For teacher-artists
and their students, the story is ripe
with opportunities for exploration of
movement and instrumental accompa-
niment for the different creatures in
their habitats; the arguing; the Old
Turtle’s entrance and his pleas; the
thunder; the entrance of humanity;
humanity's arguing and its outcome;
the final resolution. Be sure to share
this book with your art teachers. If
they haven’t seen it yet, they will be
amazed at the watercolor technique
and the beauty of the images.

d Jurtle

Text by Douglas Wood
Watercolors by Cheng-Khee Chee




The Music Effect:

Kindergarten,

Books 1 and 2 with CDs

hough | have
Tbeen teaching
music for 24
years, my first expe-
rience in teaching
kindergarten coin-
cided with the 2005
Reviewed by  publication of The
Angelyn Ullrich  nysic Effect, Books 1
and 2, by Joy Nelson. Fortunately for
me, | came across this delightful
resource as | was doing summer study
with the author. After deciding to try
the materials, | was thrilled with the
outcome. A high level of motivation
and immediate results were evident
from the first lesson. As the weeks
passed, | watched the “troubled soul”
calm as children became engaged,
focused and caught up in the excite-
ment of these creative activities. Not
surprisingly, that first group of kinder-
gartners still comes to music with
eagerness and enthusiasm.

The Music Effect is designed as a
ready resource to help meet today’s
need for activities suited to a wide
variety of learning styles and prefer-
ences. In the introduction, A Note to
the Teacher, the author describes her
use of multisensory teaching and
learning approaches. Building on the
pioneering research of Howard Gard-
ner, she introduces and reinforces new
musical concepts through multiple
entry points, including storytelling,
kinesthetic, visual, mathematical, criti-
cal thinking, creative and related arts.
The teacher may choose from a wealth
of easy to challenging activities organ-
ized to meet the National Standards for
Music Education.

Each chapter includes songs, stories
and activities categorized according to
National Standard and entry point.
Each chapter highlights one concept,
providing ample time for processing
new information. Steady beat, soft and
loud, fast and slow, and question-and-
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by Joy Nelson
Alfred Publishing Company, Van Nuys 2005

answer form are among the nine chap-
ters. A convenient “How Are We
Doing” chart for assessing student
understanding and mastery according
to the National Standards concludes
each chapter. A CD with the songs and
listening selections, as well as repro-
ducible copy masters of all suggested
visuals are included in the appendixes,
providing a quick and easy resource
for the busy music teacher.

One of the most exciting aspects of
The Music Effect is the high level of
motivation that develops through the
use of multiple entry points. All learn-
ers are actively engaged, providing a
variety of musical experiences and
infusing intrinsic motivation. A 20-
minute lesson may consist of four to
five activities, each of which may also
include variants of that activity, thus
piquing student
interest. Children
look forward to
and anticipate the
“playtime” each
lesson provides.
Through the use of
varied multisen-
sory approaches,
each student expe-
riences success on
multiple levels.

One of the hard-
est and most time-
consuming tasks
for the teacher is
finding creative,
high-interest activ-
ities that have both
a measurable
teaching objective
and varied and
interesting ways to
meet that objective. The author
has done this work for the
teacher. From the first story about
Johnny tapping a steady beat, to
the clock that stopped beating, to

). T

the lively picture strips that invite
children to tick, tock and “ring,” to
the creative drama of the Washing
Machine Surprise, both teacher and
student are motivated. Such enthusi-
asm is generated through ease of use,
teaching effectiveness, and the joy
seen in the faces of the recipients.
Everyone benefits.

The educational value of The
Music Effect cannot be overempha-
sized. The activities in this well-
thought-out resource lay the
foundation for lifelong learning and
enjoyment. The experiences give stu-
dents a broad base of musical knowl-
edge and understanding—a
storehouse of musical experiences to
build on in first grade and subse-
quent years. The Music Effect is a
joyful, successful experience!

The Wusic Epbect
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Ve are the music makers,
And we are the dreamers of

dreams....
—Arthur O'Shaughnessy
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