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Editorial
Welcome to Issue 5.1

The first issue casts its net more freely leading to an eclectic mix of content. In this issue
there are reports on two projects: one in Spain, sharing the process and outcomes of a
dance project in a prison psychiatric hospital (Moreno); the other in Austria, bringing
refugee children and children from a local school together in a creative music and
storytelling project (Hofbauer). The shared insights and particular attention to evaluation,
especially ways to gather qualitative and often non-verbal evidence is particularly valuable.

The article from Ukraine offers a close look at an example of traditional culture which
celebrates Spring. Kumhyr-Novak writes about how a traditional dance song can be used
with young children with the Orff approach.

Sezgin Inceel’s article is a write up of his presentation at the 2025 Convention. He argues for
greater socio/political and critical understanding of the voice as it is used, exploited and
appreciated in contemporary and global practices both in performance and pedagogy.

Following on from the interviews we conducted for 4.1 we have included an interview with
Barbara Kling who is the Music lead teacher at the Carl-Orff-Schule in Diel’en, Germany.
Since childhood she has been close to, if not immersed in the philosophy and practice of
Orff-Schulwerk and has always worked in public schools with all the constraints and
opportunities they might bring.

Finally, we have a report of a publication devoted to the work and practices of the Orff Brazil
Association (ABRAORFF). The publication was an issue of the journal Musica na Educagdo
Bdsica. This article gives a summary of each contribution.

As always, we thank all the contributors who find the time in their busy and sometimes
highly complex situations to write for the journal.

As readers may be aware, the second issue each year is mostly taken up with presentations
from the July Convention. We never struggle for content! For the first issue we are always
open to ideas for content: practical work, research, new publications to review, and things
we haven’t thought of!

Sarah Hennessy
Verena Maschat
June 2026
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El ciclo de la vida en movimiento. La Danza Educativa/Creativa en el Hospital

Psiquiatrico de un centro penitenciario
Fdtima Moreno Gonzdlez

Introduccion

Los centros penitenciarios son espacios transitorios donde conviven personas adultas de
diversas nacionalidades, etnias e ideologias. Gestionados en Espafia por la Secretaria
General de Instituciones Penitenciarias del Ministerio del Interior, su objetivo principal es
garantizar la seguridad y el orden internos, asegurar condiciones dignas de estancia, respetar
los derechos humanos y promover practicas socioeducativas y civicas orientadas a la
reinsercion social.

Estos centros presentan distintos modelos y tipologias, incluyendo centros de preventivos y
de cumplimiento de penas, Centros de Insercién Social (CIS), Unidades de Madres y
Hospitales Psiquidtricos Penitenciarios. Estos Ultimos se especializan en la atencién a
personas con trastornos mentales graves que han cometido delitos, combinando
tratamiento psiquiatrico intensivo y enfoque médico-penitenciario para favorecer la
estabilizacion y la reinsercidn.

El marco normativo penitenciario espafiol, establecido por la Ley Orgédnica 1/1979 y el
Reglamento Penitenciario (Real Decreto 190/1996), garantiza estandares comunes en el
funcionamiento interno, el tratamiento de los internos y su clasificacién por grados. Entre los
derechos reconocidos destaca el acceso a la educacion, impartida mediante programas
equivalentes a los Centros de Educacién de Personas Adultas (CEPA) y, en Andalucia, los
Centros de Educacién Permanente (CEPER), con el objetivo de facilitar la reinsercidon social.
La formacion es impartida por docentes de la funcion publica, adaptando constantemente el
curriculo a la heterogeneidad del alumnado y a la diversidad de niveles educativos,
otorgandose titulaciones oficiales a quienes cumplen los requisitos establecidos.

En este contexto, el proyecto «llusidn-ARTE: el baile de las emociones» constituye una
propuesta de educacion emocional y artistica desarrollada en un hospital psiquiatrico
penitenciario, impulsada por el profesorado del CEPER. Tradicionalmente, las practicas
artisticas y emocionales no formaban parte de la actividad habitual en estos espacios. Esta
iniciativa, realizada en colaboracién con centros europeos dentro del proyecto Erasmus+
ESCAPE, se configuré como una experiencia innovadora de educacion artistica inter-centros,
con un impacto directo en la motivacion y el comportamiento de los participantes. Se apostd
por la danza, porque esta puede ser una herramienta de transformacién social, pero para
ello debe tener una presencia clara, nitida y potente en las aulas, siendo esto
responsabilidad de artistas, docentes y politicos (Galiana, 2020).

Quién, cuando, como y por qué

El proyecto fue ideado y promovido por el profesorado del CEPER ‘Alfonso Muriel’, ubicado
en el hospital psiquiatrico del Centro Penitenciario Sevilla I, dentro de la seccién de
Educacion Permanente ‘El Alambique’.
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El equipo docente, junto con la direccion del centro y profesionales de psicologia y terapia,
selecciond a veinte participantes masculinos, con edades entre 18 y 72 anos, con diversas
patologias mentales y gran heterogeneidad en sus capacidades motrices y cognitivas, asi
como en tiempo de privacion de libertad y tipologia delictiva. Por motivos metodoldgicos y
de privacidad, no se recabé informacién detallada sobre delitos ni diagndsticos clinicos,
dado que los internos estaban estabilizados y bajo supervision médica, permitiendo un
desarrollo seguro del taller.

La intervencién, desarrollada entre 2020 y 2021, incluyd reuniones de coordinacién, disefo
de programaciones artisticas especificas y la creacién de una pieza musical original para la
danza, compuesta por José Torres. Tras una visita inicial al centro y al grupo, se realizaron
dos sesiones practicas de Danza Educativa/Creativa y se elaboré una memoria final del
proyecto.

El contexto de la pandemia de COVID-19 condiciond la ejecucion: se redujeron las sesiones
previstas, se exigié el uso de mascarillas y las actividades se realizaron en un espacio exterior
no ideal para la danza, el patio del centro, con suelo de cemento y cubierta parcial. Para
favorecer la inclusion y la confianza, el personal docente y psicoldgico participd activamente
en las sesiones. Cada encuentro tuvo una duracion de dos horas, los dias 25 y 26 de abril de
2021, utilizando recursos como altavoz portatil y materiales especificos.

El proyecto contd con el respaldo institucional y financiero del programa Erasmus+ ESCAPE
Strategic Partnership 2019, permitiendo implementar una propuesta innovadora con
proyeccion internacional, replicada posteriormente en centros similares de Portugal e Italia.
Los talleres de musica, artes plasticas y danza, impartidos por especialistas, buscaban
fomentar la cohesién grupal, mejorar la gestién emocional y promover el disfrute artistico.
Cada disciplina se trabajo de forma independiente, generando como resultado final, en el
caso de la danza, una composicion coreografica.

La motivacion del equipo docente residia en acercar las ensefianzas artisticas al alumnado,
generar experiencias emocionales significativas y fortalecer el arte como eje educativo, con
la conviccién de que cantar y bailar en grupo continla estando de mas actualidad que
nunca, siendo actividades que proponen un contrapeso a la tendencia al individualismo
(Maschat, 2006). Por otra parte, con esta propuesta se establecian vinculos con otros
centros europeos para compartir practicas en contextos educativos hostiles.

El ciclo de la vida en movimiento

La propuesta se estructurd con la participacion de docentes-artistas, desarrollando talleres
independientes y disefiando contenidos tedricos especificos, con documentacién elaborada
y aprobada bajo el programa ERASMUS+, permitiendo a cada docente imprimir su identidad
pedagdgica en la implementacién.

Las tareas previas eran numerosas, y la incertidumbre sobre el impacto que podrian tener
las sesiones de danza en los usuarios generaba ciertas dudas. Por ello, el trabajo se centré
en la metodologia de la Danza Educativa/Creativa, poniendo la danza al alcance de todos,
partiendo de una aproximacion reflexiva al cuerpo como terreno para la significaciéon
personal, la inclusion y la coeducacion (Pastor, 2018). Se programaron y disefiaron las
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actividades con un hilo conductor que permitiera la creacién de una composiciéon
coreografica grupal, se seleccionaron materiales adecuados y autorizados conforme a las
restricciones del entorno penitenciario vy, principalmente, se puso la atencién en la
generacion de interés y motivacién entre los usuarios. Cabe sefalar que la asistencia no era
obligatoria y que los participantes podian abandonar los talleres si asi lo deseaban durante
su desarrollo.

¢Como hacer tangible el trabajo de las emociones a través del cuerpo en movimiento? ¢Qué
hilo conductor podria resultar adecuado para estas edades y para usuarios con
enfermedades mentales? ¢ Cémo abordarlo de manera accesible sin caer en planteamientos
evidentes o en tépicos?

El ciclo vital se eligié como eje del taller por ser un concepto universal que permite trabajar
emociones y cualidades del movimiento. Organizado en cinco etapas (nacimiento, nifez,
juventud, madurez y final), cada una se asocié a una cualidad musical inspirada en los 5
Ritmos de Gabrielle Roth: fluido, staccato, caos, lirico y quietud. El compositor José Torres
cred piezas musicales breves para cada etapa, asi como una composicion que integra las
cinco, sirviendo tanto para el trabajo individual de cada fase como para acompaiiar la
composicion coreografica grupal final, titulada “El ciclo de la vida en movimiento'.

La metodologia adoptada fue participativa y basada en el aprendizaje por descubrimiento
guiado, eliminando jerarquias entre los participantes y la docente, convirtiéndose esta
ultima, en una mediadora entre el arte y el alumnado (Roche, 2010). Se trabajé mediante
exploracidn, improvisacion y composicion coreografica, tanto de forma individual como en
parejas, pequefios grupos y en grupo completo. Como enuncia Fuentes (2008) el empleo de
la danza en la educacién pone mas énfasis en el proceso que en el resultado.

Se establecid un ‘ritual de clase’ comun para las sesiones, que comenzaba con un
calentamiento de movilidad articular y desplazamiento espacial, seguido de un bloque
principal de contenidos (dos etapas en la primera sesidn y tres en la segunda). En este
bloque se desarrollaron actividades de exploracidn, improvisacién y composicion
coreografica, alternando propuestas individuales, en parejas, trios y grupales. Cada sesion
finalizaba con una vuelta a la calma. La primera sesidn se inicié con una lluvia de ideas sobre
cada etapa, mientras que la segunda concluyd con la presentacién de la composicion
coreografica completa y un coloquio final a modo de cierre.

Y fue entonces cuando emergio la esencia de la Danza Educativa/Creativa y su potencial
unificador e inclusivo.

Objetivos
e Implementar la Danza Educativa/Creativa en un hospital psiquiatrico penitenciario.
e Trabajar la educacidon emocional a través del cuerpo en movimiento.
e Fomentar la motivacidn hacia la danza en personas privadas de libertad con

trastornos mentales.

e Promover la cohesidn grupal en un contexto heterogéneo.
e Desarrollar habilidades corporales y expresivas vinculadas a las etapas del ciclo vital.
e Integrar el trabajo individual y colectivo en la creacion artistica.
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e Incorporar materiales como facilitadores del movimiento y la comprensién
conceptual.

e Elaborar una composicidén coreografica final basada en la exploracién e
improvisacion.

Desarrollo del trabajo
e El desarrollo del taller se organizé en tres Unidades Didacticas o Bloques de trabajo:
o “El despertar del movimiento” (del nacimiento a la infancia)
o “De lajuventud a la madurez del movimiento” (del caos a la calma)
o “Elcierre del ciclo” (la sanacién de la quietud)

e Los materiales utilizados fueron previamente seleccionados conforme a las
restricciones del entorno penitenciario y su potencial como estimulos creativos:
- Limpiapipas
- Materiales curvos y rectos
- Folios y colores
- Platos de plastico
- Colores y un puzle en blanco
- Mudsicas y altavoz
- Pizarra

e Actividades

12 Sesion
UNIDAD DIDACTICA 1: ‘El despertar del movimiento’ (del nacimiento a la infancia)

12 Presentacién ‘Dibujo mi letra’
Colocados en circulo, cada participante dibuja con una parte del cuerpo elegida la primera
letra de su nombre. Posteriormente, dice su nombre en voz alta.

22 Presentacion del trabajo ‘El ciclo de la vida en movimiento’ (lluvia de ideas)
Sentados en circulo, se invita a los participantes a expresar qué palabras les sugiere cada
etapa de la vida (pizarra).

32 Calentamiento “Activamos el cuerpo”
En circulo, se realiza un calentamiento articular siguiendo el modelo del docente.

Copyright©2026 IOSFS %
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Calentamiento corporal (inicial)

42 Damos forma al limpiapipas “Nacimiento-despertar”

Se reparte a cada participante un limpiapipas de diferentes colores, inicialmente sin forma.
Se les invita a modelarlo, creando una figura que evoque el nacimiento o la creacién.
Posteriormente, se organiza una exposicion a modo de “museo”, colocando cada creacién
sobre un folio en blanco dentro de un circulo, permitiendo que todos observen las
producciones de sus compafieros.

Museo de formas

52 Damos movimiento a la forma creada “Nacemos = Fluido”

Cada participante recupera su creacién e intenta dotarla de movimiento. A continuacion,
muestra su propuesta al grupo, que la observa e imita.

Se realiza una reflexion grupal sobre las formas creadas y la diversidad de movimientos.
Finalmente, se representa el movimiento en el propio espacio, acompanado de la musica
correspondiente a la etapa del nacimiento (fluido).

Copyright©2026 IOSFS {2
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Nacimiento

62 Desplazamientos “Curvas/Rectas”

Se presentan materiales con formas curvas y rectas, que posteriormente se trasladan a los
tipos de desplazamiento. Cada participante explora desplazamientos curvos y/o rectos
libremente por el espacio, con distintos acompafiamientos musicales.

Finalmente, se propone representar la infancia a través del movimiento, atendiendo a los
desplazamientos y a la cadencia musical.

72 Concluimos “Del nacimiento a la nifiez”

Cada participante representa el movimiento sin desplazamiento creado para el nacimiento y
lo enlaza con los movimientos de la nifiez = Staccato, incorporando desplazamientos, a
modo de composicidn coreografica.

La secuencia se realiza con las dos piezas musicales correspondientes a ambas etapas.
Para finalizar, se lleva a cabo una reflexidn grupal sobre el trabajo realizado y las emociones
experimentadas.

22 Sesion
UNIDAD DIDACTICA 2: “De la juventud a la madurez del movimiento” (del caos a la calma)

12 Presentacién con percusion corporal “Circulo de nombres”
Actividad de presentacién mediante percusidn corporal, en la que cada participante dice su
nombre tras un motivo ritmico comun.

22 Presentacion del trabajo “Volvemos a la pizarra”
Se realiza un andlisis de lo trabajado en la sesidén anterior y se presenta el contenido a
trabajar.

32 Calentamiento corporal “Despertamos el cuerpo en movimiento”
Calentamiento articular guiado, combinado con desplazamientos por el espacio.
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42 Juventud = Caos “¢Pintamos?”
Se reflexiona sobre los miedos, el caos propio de la juventud y la importancia del grupo de
iguales.

En parejas, cada participante adopta una “imagen fija” que represente la adolescencia, la
cual es posteriormente imitada por su companero.

A continuacidn, cada miembro de la pareja dibuja de forma esquematica la posicidn de su
compafiero utilizando folios y colores.

Los dibujos se exponen para su observacién por parte del grupo.

Dibujando la emocion a través del cuerpo en parejas (adolescencia)

52 Juventud = Caos “éBailamos?”

De forma individual y libre en el espacio, cada participante parte de la posicién creada
anteriormente y la transforma en movimiento, representando la adolescencia a través del
gesto y el cuerpo.

Posteriormente, se reflexiona sobre las emociones generadas durante la actividad.
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62 Madurez = Lirico “Tras el caos, la calma... los platos”
Se reflexiona sobre la madurez, la calma, la responsabilidad y los aprendizajes asociados a
esta etapa, en contraste con el caos de la juventud.

Se reparten platos de plastico como elemento de trabajo, proponiendo dindmicas de
movimiento libre centradas en el equilibrio y el control corporal. Se varia la sujecion del
plato utilizando distintos apoyos (cinco, cuatro, tres, dos y un dedo).

Finalmente, se realiza un recorrido desde el nacimiento hasta la juventud con
acompafamiento musical; tras ello, cada participante recoge su plato e interpreta la
madurez a través del equilibrio y el movimiento.

Improvisacion grupal con platos (madurez)

UNIDAD DIDACTICA 3: “El cierre del ciclo” (la sanacién de la quietud)

12 “Todo encaja: el puzle”

Se establece un paralelismo entre la etapa final de la vida y un puzle, donde cada pieza
encuentra su lugar.

Se entrega a cada participante una pieza de puzle en blanco, que debe decorar con lapices,
rotuladores o ceras.

Las piezas se exponen para su observacién colectiva.

Finalmente, cada participante guarda su pieza.

Copyright©2026 IOSFS {2



Orff-Schulwerk International 5.1 Summer 2026

11

Puzle

22 Representacién corporal “Bailamos la quietud”

Se invita al alumnado a representar, a través del movimiento, la llegada a la calmay la
quietud propias del cierre del ciclo vital, desplazandose libremente hasta regresar al punto
de inicio.

32 Repaso de todas las etapas “Ciclo de la vida sin movimiento”

Se realiza un recorrido mental por todas las etapas trabajadas, siguiendo las pautas
aprendidas, acompafiado de la musica del taller, pero sin movimiento.

42 Representacion libre “Ciclo de la vida en movimiento”
Se lleva a cabo un recorrido completo de las etapas a través del movimiento. Se recuerdan
las siguientes pautas coreogrdéficas:

Colocacion espacial inicial y final.
Nacimiento: movimiento pausado, fluido y en el sitio.
Nifiez: movimientos con desplazamiento, frescos y dinamicos.
Juventud: inicio desde la posicidn creada; representacion del caos en el sitio y
posteriormente con desplazamientos.
e Madurez: recogida del plato ubicado en el espacio; movimiento libre y agrupacién
por colores; finalizacidon dejando el plato en el suelo.
e Final: regreso progresivo al punto inicial, alcanzando la quietud.
Se ensaya en varias ocasiones hasta su representacion final.

52 La despedida

Se concluye la intervencidn con una reflexidn final sobre lo trabajado, la entrega de
pequeiios obsequios relacionados con el taller y un breve feedback sobre la experiencia
vivida.
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Resultados y feedback

El alumnado participante mostré una implicacion del 100 %, sin faltas de asistencia,
abandonos ni incidencias disciplinarias, a pesar de tratarse de una actividad de caracter
optativo. Este comportamiento resulta poco habitual entre los usuarios, segun se nos habia
comunicado previamente, debido a diversos factores, como la falta de motivacién del grupo,
los tratamientos médicos a los que estan sometidos y/o la posible aparicidn de crisis
puntuales.

La muestra final fue presenciada por otros miembros del personal del centro, generando en
los participantes satisfaccion y despertando interés en la comunidad.

Algunos participantes se emocionaron evocando experiencias personales que habian
emergido a través del movimiento y expresaron su agradecimiento por la propuesta; otros
manifestaron su interés en continuar con la actividad durante mas tiempo; y algunos
permanecieron en silencio durante el coloquio, aunque sin abandonar el espacio, mostrando
atencién a las intervenciones de sus companieros.

El equipo docente del centro describié la actividad como altamente motivadora, generando
un impacto significativo en los usuarios.

Conclusiones

Para concluir, aun en ausencia de datos cuantitativos que permitan medir con precision el
impacto de la actividad, la Danza Educativa/Creativa es una potente herramienta de
transformacion socioemocional y educativa. Gracias a su caracter adaptable, puede
integrarse tanto en planes de estudio como en talleres complementarios en diversos
contextos, incluidos entornos complejos y hostiles como el descrito en este articulo.

La heterogeneidad del grupo en términos de capacidades, edades y condiciones no supuso
un obstdaculo para la consecucién de los objetivos planteados. Por el contrario, puso de
manifiesto el valor de una metodologia flexible, capaz de respetar los distintos ritmos de
aprendizaje y favorecer la inclusién real de todos los participantes.

Los hospitales psiquidtricos en el ambito penitenciario constituyen espacios especialmente
susceptibles de mejora a través del arte. En ellos, tanto profesionales como usuarios
conviven en condiciones particularmente exigentes: escasez de personal de apoyo,
tratamientos farmacolégicos intensivos, regimenes de visitas que, en ocasiones, generan
desestabilizacion emocional, asi como la presencia de episodios de violencia, conductas
auto-lesivas o suicidios. A ello se suma el contexto post-pandémico (COVID-19) en el que se
desarrolld esta experiencia, que intensificd aun mas dichas dificultades.

El arte y en especial, la Danza Educativa/Creativa, aporta beneficios que trascienden lo
cognitivo y lo motriz, incidiendo de manera significativa en las dimensiones emocional,
afectiva y social de la persona. Asimismo, favorece el desarrollo de las inteligencias multiples
descritas por Gardner (1995), especialmente la espacial, la cinestésica y la musical, asi como
aquellas vinculadas al autoconocimiento (inteligencia intrapersonal) y a la interaccién social
(inteligencia interpersonal). No obstante, su alcance es alin mayor, ya que promueve
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procesos de reflexidon sobre la propia practica que contribuyen también al desarrollo de Ia
inteligencia verbal, la comunicacion, la capacidad de observacidn, el respeto y la empatia.

Tal y como se ha evidenciado a lo largo del texto, la implicacion de los participantes permitié
constatar altos niveles de motivacion, expresados a través de gestos tan significativos como
la aparicion de sonrisas, el disfrute compartido, el apoyo entre compafieros y la superacion
personal en la memorizacién y ejecucion del movimiento.

El taller ha sido replicado en centros de caracteristicas similares en Portugal e Italia, donde
también ha tenido una acogida positiva, lo que refuerza su viabilidad y su potencial de
adaptacion a distintos contextos culturales.

Como aspecto susceptible de mejora, cabe sefialar la necesidad de una mayor coordinacion
organizativa en el centro, especialmente en lo relativo a la simultaneidad con otras
actividades, ya que la interrupcidn de las sesiones afectd al desarrollo continuo del trabajo e
impidid que algunos participantes completaran todas las propuestas junto al grupo, aunque
después se volvieron a unir.

Aunque la actividad, financiada por el programa ERASMUS+, no ha tenido continuidad en el
mismo formato tras la finalizacion de este proyecto piloto, el profesorado implicado
continda integrando las artes en su practica docente. En este sentido, seria deseable que
este tipo de intervenciones se mantuvieran en el tiempo, con el fin de evaluar de manera
mas rigurosa su impacto y su contribucidn a la mejora de las relaciones interpersonales y la
cohesion grupal.

Todas las fotos © Achi Fernandez
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The cycle of life in motion. Educational/Creative Dance at a prison psychiatric
hospital
Fdtima Moreno Gonzdlez

Introduction

Prisons are transitional spaces where adults of diverse nationalities, ethnicities and
ideologies coexist. Managed in Spain by the General Secretariat of Penitentiary Institutions
of the Ministry of the Interior, their main objective is to guarantee internal security and
order, ensure decent living conditions, respect human rights and promote socio-educational
and civic practices aimed at social reintegration.

These centres come in different models and types, including prevention centres and prisons,
Social Reintegration Centres (CIS), Maternity Units and Prison Psychiatric Hospitals. The
latter specialise in caring for people with severe mental disorders who have committed
crimes, combining intensive psychiatric treatment with a medical-prison approach to
promote stabilisation and reintegration.

The Spanish prison regulatory framework, established by Organic Law 1/1979 and the Prison
Regulations (Royal Decree 190/1996), guarantees common standards regarding internal
operations, the treatment of inmates and their classification by security level. Among the
recognised rights, access to education stands out, provided through programmes equivalent
to Adult Education Centres (CEPA) and, in Andalusia, Continuing Education Centres (CEPER),
with the aim of facilitating social reintegration. The training is delivered by civil service
teachers, who constantly adapt the curriculum to the heterogeneity of the student body and
the diversity of educational levels, with official qualifications awarded to those who meet
the established requirements.

In this context, the project llusion-ARTE: the dance of emotions’ is an emotional and artistic
education initiative developed in a prison psychiatric hospital, led by CEPER teaching staff.
Traditionally, artistic and emotional practices were not part of the usual activities in such
settings. This initiative, carried out in collaboration with European centres as part of the
Erasmus+ ESCAPE project, was designed as an innovative inter-centre arts education
experience, with a direct impact on the motivation and behaviour of the participants. Dance
was chosen because it can be a tool for social transformation, but for this to happen it must
have a clear, distinct and powerful presence in the classroom, which is the responsibility of
artists, teachers and politicians (Galiana, 2020).

Who, when, how and why
The project was conceived and promoted by the teaching staff at the CEPER ‘Alfonso Muriel’,

located within the psychiatric hospital of the Seville | Penitentiary Centre, as part of the E/
Alambique Continuing Education section.
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The teaching team, together with the centre’s management and psychology and therapy
professionals, selected twenty male participants, aged between 18 and 72, with various
mental health conditions and a wide range of motor and cognitive abilities, as well as
differing lengths of imprisonment and types of offences. For methodological and privacy
reasons, no detailed information was collected on offences or clinical diagnoses, as the
inmates were stable and under medical supervision, allowing the workshop to proceed
safely.

The intervention, carried out between 2020 and 2021, included coordination meetings, the
design of specific artistic programmes and the creation of an original musical piece for
dance, composed by José Torres. Following an initial visit to the centre and the group, two
practical sessions of Educational/Creative Dance were held and a final project report was
produced.

The context of the COVID-19 pandemic influenced the implementation: the planned sessions
were reduced, the use of face masks was required, and the activities took place in an
outdoor space not ideally suited to dance—the centre’s courtyard, with a concrete floor and
partial cover. To promote inclusion and build trust, teaching and psychological staff actively
participated in the sessions. Each session lasted two hours, on 25 and 26 April 2021, using
resources such as a portable loudspeaker and specific materials.

The project received institutional and financial support from the Erasmus+ ESCAPE Strategic
Partnership 2019 programme, enabling the implementation of an innovative initiative with
an international reach, subsequently replicated in similar centres in Portugal and Italy. The
music, visual arts and dance workshops, delivered by specialists, aimed to foster group
cohesion, improve emotional regulation and promote artistic enjoyment. Each discipline was
explored independently, resulting, in the case of dance, in a choreographed piece.

The teaching team’s motivation lay in bringing the arts closer to the participants, generating
meaningful emotional experiences and strengthening art as an educational pillar, with the
conviction that singing and dancing in a group remain more relevant than ever, as activities
that offer a counterbalance to the trend towards individualism (Maschat, 2006).
Furthermore, this initiative established links with other European schools to share practices
in challenging educational contexts.

The cycle of life in motion

The project was structured with the participation of teacher-artists, who developed
independent workshops and designed specific theoretical content, with documentation
prepared and approved under the ERASMUS+ programme, allowing each teacher to imprint
their pedagogical identity on the implementation.

The preparatory tasks were numerous, and uncertainty about the impact the dance sessions

might have on participants raised certain doubts. Consequently, the work focused on the
methodology of Educational/Creative Dance, making dance accessible to all, based on a
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reflective approach to the body as a terrain for personal meaning, inclusion and
co-education (Pastor, 2018). The activities were planned and designed with a central theme
that would enable the creation of a group choreographic composition; suitable materials
were selected and authorised in accordance with the restrictions of the prison environment;
and, above all, attention was focused on generating interest and motivation among the
participants. It should be noted that attendance was not compulsory and that participants
were free to leave the workshops at any time during the sessions if they so wished.

How can we make the work of emotions tangible through the body in motion? What central
theme might be suitable for this age group and for participants with mental health
conditions? How can we approach this in an accessible way without resorting to obvious
approaches or clichés?

The life cycle was chosen as the central theme of the workshop because it is a universal
concept that allows participants to explore emotions and qualities of movement. Organised
into five stages (birth, childhood, youth, maturity and the end), each was associated with a
musical quality inspired by Gabrielle Roth’s Five Rhythms: fluid, staccato, chaos, lyrical and
stillness. The composer José Torres created short musical pieces for each stage, as well as a
composition integrating all five, serving both for individual work in each phase and to
accompany the final group choreographic composition, entitled The Cycle of Life in Motion.
The methodology adopted was participatory and based on guided discovery learning,
eliminating hierarchies between the participants and the teacher, with the latter acting as a
mediator between the art and the students (Roche, 2010). The work involved exploration,
improvisation and choreographic composition, both individually and in pairs, small groups
and as a whole group. As Fuentes (2008) states, the use of dance in education places greater
emphasis on the process than on the result.

A common ‘class ritual’ was established for the sessions, beginning with a warm-up focusing
on joint mobility and spatial movement, followed by a main block of content (two stages in
the first session and three in the second). During this block, activities involving exploration,
improvisation and choreographic composition were carried out, alternating between
individual, pair, trio and group exercises. Each session ended with a cool-down. The first
session began with a brainstorming session on each stage, whilst the second concluded with
the presentation of the complete choreographic composition and a final discussion to round
things off.

And it was then that the essence of Creative/Educational Dance and its unifying and
inclusive potential emerged.

Objectives
e Implement Creative/Educational Dance in a prison psychiatric hospital.
e Work on emotional education through the body in motion.
e Foster motivation towards dance among prisoners with mental health conditions.
e Promote group cohesion in a diverse setting.
e Develop physical and expressive skills linked to the stages of the life cycle.
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e Integrate individual and collective work into artistic creation.
e Incorporate materials to facilitate movement and conceptual understanding.
e Create a final choreographic composition based on exploration and improvisation.

Workshop structure
e The workshop was organised into three teaching units or blocks of work:
o ‘The awakening of movement’ (from birth to childhood)
o ‘From youth to the maturity of movement’ (from chaos to calm)
o ‘The closing of the cycle’ (the healing power of stillness)

e The materials used were selected in advance in accordance with the restrictions of
the prison environment and their potential as creative stimuli:

Pipe cleaners

Curved and straight materials
Paper and coloured pencils
Plastic plates

Colours and a blank jigsaw puzzle
Music and a speaker

Whiteboard

® Activities

Session 1

TEACHING UNIT 1: ‘The awakening of movement’ (from birth to early childhood)

1. Introduction: ‘Drawing my first letter’

Standing in a circle, each participant draws the first letter of their name using a chosen part
of their body. They then say their name out loud.

2. Presentation of the work ‘The cycle of life in motion’ (brainstorming)
Seated in a circle, participants are invited to share which words each stage of life brings to
mind (whiteboard).

3. Warm-up ‘Let’s get the body moving’
In a circle, the group performs a joint warm-up following the teacher’s lead.
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Body warm-up (initial)

4. Shaping the pipe cleaner ‘Birth-awakening’

Each participant is given a pipe cleaner in a different colour, initially unformed. They are
invited to shape it, creating a figure that evokes birth or creation.

Afterwards, an exhibition is organised in the style of a “museum”, placing each creation on a
blank sheet of paper within a circle, allowing everyone to observe their classmates’ work.

Museum of shapes

5. We bring movement to the form we have created: ‘We are born = Fluid’

Each participant retrieves their creation and tries to bring it to life. They then demonstrate
their interpretation to the group, who observe and imitate it.

A group discussion takes place on the shapes created and the variety of movements.

Finally, the movement is performed in the space itself, accompanied by music corresponding
to the stage of birth (fluid).
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Birth

6. Movement ‘Curves/Straight Lines’

Materials with curved and straight shapes are presented, which are subsequently translated
into types of movement. Each participant freely explores curved and/or straight movements
around the space, accompanied by different musical pieces.

Finally, participants are invited to represent childhood through movement, focusing on the
movements and the musical rhythm.

7. We conclude ‘From birth to childhood’

Each participant performs the movement on the spot created for birth and links it to the
movements of childhood = Staccato, incorporating movement, as a choreographic
composition.

The sequence is performed to the two musical pieces corresponding to both stages.
To conclude, a group reflection is held on the work carried out and the emotions
experienced.

Session 2
TEACHING UNIT 2: ‘From youth to maturity of movement’ (from chaos to calm)

1. Introduction with body percussion: ‘Circle of names’

An introductory activity using body percussion, in which each participant says their name
following a common rhythmic pattern.

2. Presentation of the work ‘Back to the board’

An analysis is carried out of the work done in the previous session and the content to be
worked on is presented.
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3. Physical warm-up ‘Waking up the body through movement’
Guided joint warm-up, combined with movement through the space.
4. Youth = Chaos ‘Shall we paint?’

We reflect on fears, the chaos inherent in youth and the importance of peer groups.
In pairs, each participant adopts a ‘still image’ representing adolescence, which is then

imitated by their partner.

Next, each member of the pair sketches their partner’s pose using paper and coloured
pencils.

The drawings are displayed for the group to observe.

Drawing emotion through the body in pairs (adolescence)

5. Youth = Chaos ‘Shall we dance?’

Working individually and freely in the space, each participant starts from the position
created previously and transforms it into movement, representing adolescence through
gesture and the body.

Afterwards, the group reflects on the emotions generated during the activity.
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6. Maturity = Lyrical ‘After the chaos, calm... the plates’
We reflect on maturity, calm, responsibility and the lessons associated with this stage, in
contrast to the chaos of youth.

Plastic plates are handed out as a working tool, with free movement exercises focusing on
balance and body control. The way the plate is held is varied using different supports (five,
four, three, two and one finger).

Finally, a journey is undertaken from birth to youth with musical accompaniment; after this,
each participant picks up their plate and interprets maturity through balance and
movement.

Group improvisation with plates (maturity)

TEACHING UNIT 3: ‘The closing of the cycle’ (the healing power of stillness)

1. ‘Everything fits: the jigsaw puzzle’

A parallel is drawn between the final stage of life and a jigsaw puzzle, where each piece finds
its place.

Each participant is given a blank jigsaw piece, which they must decorate with pencils, felt-tip
pens or crayons.

The pieces are displayed for the group to view.

Finally, each participant keeps their piece.

Copyright@©2026 IOSFS {2



Orff-Schulwerk International 5.1 Summer 2026

23

Puzzle

2. Physical performance: ‘We dance stillness’

Participants are invited to represent, through movement, the arrival at the calm and stillness
characteristic of the end of the life cycle, moving freely until they return to the starting
point.

3. Review of all stages ‘Life cycle without movement’
A mental journey is taken through all the stages covered, following the guidelines learnt,
accompanied by the workshop music, but without movement.

4. Free performance ‘Life cycle in motion’
A complete journey through the stages is undertaken through movement. The following
choreographic guidelines are recalled:

Initial and final spatial positioning.

Birth: slow, fluid movement in place.

Childhood: movements involving movement, fresh and dynamic.

Youth: starting from the created position; representation of chaos in place and

subsequently with movement.

e Maturity: picking up the plate from its position in space; free movement and
grouping by colour; conclusion by placing the plate on the floor.

e Finale: gradual return to the starting point, reaching stillness.

Rehearsals are held on several occasions leading up to the final performance.
5. The farewell

The session concludes with a final reflection on the work done, the handing out of small gifts
related to the workshop, and brief feedback on the experience.
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Results and feedback

The participating students showed 100% commitment, with no absences, dropouts or
disciplinary incidents, despite the activity being optional. This behaviour is unusual among
the participants, as we had been told previously, due to various factors, such as a lack of
motivation within the group, the medical treatments they are undergoing and/or the
possible occurrence of occasional crises.

The final session was attended by other members of the centre’s staff, which brought
satisfaction to the participants and sparked interest within the community.

Some participants became emotional as they recalled personal experiences that had
emerged through movement and expressed their gratitude for the initiative; others
expressed an interest in continuing the activity for longer; and some remained silent during
the discussion, though without leaving the room, paying attention to their peers’
contributions.

The centre’s teaching team described the activity as highly motivating, having a significant
impact on the participants.

Conclusions

Creative/Educational Dance is a powerful tool for socio-emotional and educational
transformation. Thanks to its adaptable nature, it can be integrated into both curricula and
complementary workshops in various contexts, including complex and hostile environments
such as the one described in this article.

The heterogeneity of the group in terms of abilities, ages and conditions did not pose an
obstacle to achieving the set objectives. On the contrary, it highlighted the value of a flexible
methodology, capable of respecting different learning paces and promoting the genuine
inclusion of all participants.

Psychiatric hospitals within the prison system are settings particularly suitable for
improvement through art. In these settings, both staff and patients coexist under particularly
demanding conditions: a shortage of support staff, intensive pharmacological treatments,
visiting arrangements that sometimes cause emotional distress, as well as the occurrence of
violent incidents, self-harm or suicides. Added to this is the post-pandemic (COVID-19)
context in which this experience took place, which further intensified these difficulties.

Art, and in particular Educational/Creative Dance, offers benefits that go beyond the
cognitive and motor domains, having a significant impact on the emotional, affective and
social dimensions of the individual. It also fosters the development of the multiple
intelligences described by Gardner (1995), particularly spatial, kinaesthetic and musical
intelligence, as well as those linked to self-awareness (intrapersonal intelligence) and social
interaction (interpersonal intelligence). However, its scope is even broader, as it promotes
processes of reflection on one’s own practice that also contribute to the development of
verbal intelligence, communication, observational skills, respect and empathy.
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As evidenced throughout the text, the participants’ engagement revealed high levels of
motivation, expressed through such significant gestures as smiles, shared enjoyment, peer
support and personal improvement in memorising and executing the movements.

The workshop has been replicated in centres with similar characteristics in Portugal and Italy,
where it has also been well received, reinforcing its viability and potential for adaptation to
different cultural contexts.

As an area for improvement, it is worth noting the need for greater organisational
coordination within the centre, particularly regarding the scheduling of the workshop
alongside other activities, as the interruption of sessions affected the continuous flow of the
work and prevented some participants from completing all the activities with the group,
although they eventually joined in again.

Although the activity, funded by the ERASMUS+ programme, has not continued in the same
format following the completion of this pilot project, the teachers involved continue to
integrate the arts into their teaching practice. In this regard, it would be desirable for this
type of intervention to be sustained over time, in order to more rigorously evaluate its
impact and its contribution to improving interpersonal relationships and group cohesion.

All photos © Achi Fernandez
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,Die Kinderbriicke’ als sozialer Briickenschlag

Musikalisch kreative Forderung von Kindern mit Fluchterfahrung
Gerhard Hofbauer

Der Salzburger Festspielfonds gewadhrte dem Bereich Salzburg des Malteser Hospitaldienstes
Fordermittel fur ,,musikalisch kreative Férderung von Kindern mit Fluchterfahrung”. Das
ermoglichte das Musiktheaterprojekt ,,Die Kinderbriicke” nach dem gleichnamigen
Bilderbuch. (Bolliger & Zavfel, 1999)*

Hilfe fir ankommende sowie wochentliche Sprachkurse und Konversationsnachmittage fir
in Salzburg lebende Fliichtlinge gehdren seit Jahren zu den ehrenamtlichen Diensten der
Malteser im Bereich Salzburg, fiir die es auch interne Fachkompetenz gibt. Waren es zuvor in
der Mehrzahl Menschen aus Syrien und afrikanischen Landern, gilt seit einiger Zeit die
Aufmerksamkeit vor allem aus dem ukrainischen Kriegsgebiet geflohenen Menschen. Auch
auf kiinstlerischer Ebene gab es vereinzelt MalRnahmen. Fir Kinder asylsuchender Familien
wurde temporar Gruppenunterricht mit Musik und Tanz organisiert, jeweils unter Beiziehung
externer Expertise, u.a. aus dem Orff-Institut.

Mit den neuen Fordermitteln standen jedoch fiir ein umfassenderes Projekt die Tiren offen,
allerdings mit dem thematisch einschlagig definierten Ziel musikalisch kreativer Férderung
von Kindern mit Fluchterfahrung. Die Ideen lieRen angesichts solcher Ressourcen nicht auf
sich warten. Instrumente anzukaufen und die Kinder darauf zu unterrichten, eine Art
JeKi*-Initiative, war einer der Vorschldge, Gruppenkurse fiir Rhythmik oder fiir Musik und
Tanz ein anderer. In beiden Fallen fand sich der Malteser Hospitaldienst einerseits
organisatorisch Gberfordert, andererseits kamen auch interne Zweifel auf, ob und wie solche
Formate Kindern mit psychischen Belastungen aus Fluchterfahrungen gezielt dienen wirden.

Nach Diskussion aller Ideen fiel die Entscheidung schlieflich zugunsten meines Konzeptes,
die Bilderbuchgeschichte ,Die Kinderbriicke’, der Situation angepasst, in Musik und Szene zu
setzen. Als Mitglied der Malteser Bereichsleitung sah ich mich organisatorisch, aufgrund
elementarmusikpadagogischer Erfahrung, speziell in der Poly3sthetik?, auch fachlich dazu in
der Lage.

Grundlagen zur Beobachtung kindlichen Verhaltens

Das Spezielle des Konzeptes sollte sein, die prozessuale Entwicklung des Gesamten fiir eine
nachtragliche Beobachtung und Analyse nachvollziehbar zu machen. Auf diese Weise, so die
Intention, sollte sich beispielsweise rekonstruieren lassen, in welchen Spielsituationen und
auf welche beobachtbare Weise sich ukrainische Kinder trotz (zunachst vermuteter)

! Der Verlag Bohem, Miinster, ermédglichte sehr kooperativ die Verwendung des Buches. Jedes Kind erhielt fiir
seine Mitwirkung ein eigenes Exemplar.

2 Analog den bundesdeutschen Projekten ,JeKi: Jedem Kind ein Instrument®.

3 Der Verfasser des Beitrags arbeitete selbst in verschiedensten Bereichen der Musik- und Tanzpadagogik,
davon lber mehrere Jahrzehnte in der Lehrer:innenbildung. Seit vielen Jahren leitet er die ,Internationale
Gesellschaft fur Polyasthetische Erziehung”, an der er seit 1981 mitwirkt (siehe www.paeb.org).
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hemmender Auswirkungen aus Fluchterfahrung in die Handlung und in die Gestaltung der
Geschichte immersiv einzulassen vermdgen und welche Unterschiede es zu anderen
mitwirkenden Kindern gebe.

Bei der Erstellung einer Beobachtungsgrundlage sollte Kriterien der Vorrang gegeben
werden, flr die es bereits Vorerfahrungen aus Studien gibt. Zwar berichtet z. B. Hans
Hermann Wickel explizit tiber ,Musikprojekte mit Geflichteten’ (Wickel, 2018, S. 104), doch
stellte sich als fiir Kinder wesentlich einschlagigere und ausfiihrliche Quelle die ‘4. World
Vision Kinderstudie’ (World Vision Deutschland e.V., 2018) heraus. Im Rahmen der Studie
wurden im Jahr 2017 sechs- bis elfjahrige Kinder zusatzlich zu den Themen Familie, Schule,
Freizeit, Selbstbestimmung und Armut sowie konkret zum ‘Thema Gefliichtete’ befragt. *

Zum methodischen Vorgehen

Niederschwellige Zugange zu den Szeneninhalten sollten den Kindern eine emotionale
Identifikation erleichtern. So stand am Beginn der Gestaltungsarbeit, den musikalischen
Vorlieben der Kinder zu lauschen, um sie, vor allem in Form ihrer Lieder, in das szenische
Spiel einzuplanen. Zu den Inhalten etlicher Szenen schuf ich Neues: emotional konnotierte
Bewegungsmuster, aus denen sich Choreographisches entwickeln sollte, Sprechverse mit
markanter sprachrhythmischer Struktur, kurze Songs, die inhaltliche Details auf den Punkt
brachten® und dazu die gesamte Szenerie von Kulisse bis Biihnenlicht als belebende
Atmosphéare, um darin expressives szenisches Spiel zu entfalten.®

Zum organisatorischen Vorgehen

Der Versuch, eine Gruppe 8-10-Jahriger aus Kindern mit Fluchterfahrung und anderen,
regionalen Kindern zusammenzustellen, erwies sich (iber langere Zeit hinweg als kompliziert
und schlieRlich ergebnislos. Denn die Kinder mit Fluchterfahrung sind im Schulbesuch auf
verschiedenste Grundschulklassen verteilt. Zu aulRerschulischen Extraproben waren deren
Eltern nicht zu gewinnen. Erst die ukrainische Samstagsschule ergab einen praktikablen
Handlungsrahmen.

Die Suche nach einer Gruppe regionaler Grundschulkinder verlief nicht einfacher. Zu
reglementiert und dicht vorstrukturiert sind die Zeitablaufe der Klassenarbeit. Extraproben
auBerhalb der Schulzeit radumte man vorweg keine Chancen ein. Unter Mitwirkung der
Bildungsdirektion meldete schlieRlich eine Lehrerin einer ersten Klasse ihr Interesse an.

So wurde seitens der ukrainischen Schule auch eine Gruppe 6-Jihriger eingeladen.’

4 Beispielhaft aus der Zusammenfassung zum Thema Gefllichtete: Knapp die Halfte aller Kinder wissen von
gefliichteten Menschen in ihrem Wohnumfeld, Kinder mit eigenem Armutserleben oder Migrationshintergrund
noch eher. Ein Drittel hat mit gefliichteten Kindern "zusammen etwas gemacht", davon zwei Drittel mit
positiven Erfahrungen. World Vision Deutschland e.V. (2018, S. 29-31) Vier von funf Kindern geben an, habe
man sich erst kennengelernt, sei es nicht anders als mit anderen Kindern. Mehr als zwei Drittel erwdahnen
Sprachschwierigkeiten. (ebd. S. 32)

*> Zu Musik als Ausldser von expressiver Bewegung vgl. Behrens und Tiedt (2018, S. 174).

® Ausfiihrlicher zu kreativititsférdernden Impulsen s.a. Meis (2018, S. 50).

7 Zusammensetzung der Gruppe siehe unten.
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Aus unterrichtsorganisatorischen Grinden standen insgesamt nur sechs Wochen zur
Verfligung. Die unterschiedlichen Unterrichtstage der Kinder stellten ein zusatzliches
Problem fiir ausflihrliche gemeinsame Arbeit dar: die regionale Schule hat samstags keinen
Unterricht, die ukrainische Schule ist eine Samstagsschule. So probte jede Gruppe fiir sich,
durchschnittlich 2 Stunden wdéchentlich am jeweiligen Schulstandort unter Mitwirkung deren
Klassenlehrerinnen. Durch die Integration in den Schulbetrieb waren bei den Proben keine
Elternteile anwesend. Alle Kinder spielten und tbten den gesamten Ablauf, nahezu auf
dieselbe Weise.

Ab den Blihnenproben wurden alle Kinder an den Auffiihrungsort gebracht und agierten
gemeinsam. Die Kindergruppen auf beiden Blihnenseiten waren grundsatzlich aus beiden
Klassen gemischt.

Zum Abschluss gab es eine Blihnenprasentation vor geladenen Eltern und Angehdrigen der
Mitwirkenden und einigen zusatzlich Geladenen. Das Publikumsinteresse war enorm.

Zum Verhalten der Kinder in den Arbeitsprozessen

Das Verhalten der Kinder in den Arbeitsprozessen verdiente eine ausfiihrlichere
Beschreibung, als sie hier gegeben werden kann. Markant war, dass die Kinder der
regionalen Klasse von Anbeginn weniger Ablenkungen, kaum gegenseitige aggressive
Storungen und interpersonelle Konflikte zeigten. Ausdauer und Konzentration konnten
die regionalen Kinder friiher einbringen, die ukrainischen Kinder erreichten sie
sukzessive. Somit dauerte deren Integration ins Spiel langer, gelang jedoch zunehmend.
Einige wollten anfanglich gar nicht mitspielen, am Ende waren alle dabei. Die
Entwicklung einer gewissen Vertrautheit mit Liedern der jeweils fremden Gruppe gelang
den regionalen Kindern ebenfalls spontaner. Das Zusammenspiel in gemischten Gruppen
war zu keiner Zeit problematisch. Die ukrainischen Kinder wirkten anfanglich etwas
scheuer.

Paradigmatische Stimmungen einiger Bilderbuchszenen

Die folgende Beschreibung einiger Szenen soll die Bilderbuchgeschichte inhaltlich
nachvollziehbar machen und zugleich einen Einblick ins Gestaltungsmaterial ermdéglichen.
Vorausgeschickt: Die Geschichte enthalt keinerlei Inhalt mit Fluchtbezug. Eine Skizzierung
der paradigmatischen Stimmungen einiger Szenen soll verdeutlichen, was den Stoff dennoch
flr das gemeinsame Spiel der ukrainischen mit den regional ansassigen Kindern als
besonders geeignet erweist.

Getrennte Lager, scheinbar friedlich, charakterisieren den Beginn der Geschichte.

Unmittelbar nachdem sich die Bihnenvorhange 6ffnen, zeigt das Bihnenbild nach aul3en hin
die beiden Bauernhofe und den Fluss, der als blaugriine, geraffte Plane die Bihne in zwei
Halften teilt. Das Spielfeld fir die beiden, aus beiden Klassen gemischt erstellten Gruppen ist
bereit. Bild rechts: Wie vereinbart, noch eine letzte Chance, einander zuzuwinken, schon
geht es ab ins Spiel.
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Die Kinderbriicke

Max Balliger Stapan Zaviel

Die Kinderbriicke, Cover Blhne frei (#238)

In diese Anfangsstimmung integrierten wir einige der Lieblingslieder, die mir die Kinder in
der Erstbegegnung prasentiert hatten. Auf diese Weise sollten sie jeweils mit ihren eigenen
Songs in der Szenerie ankommen kénnen: aus dem Repertoire der einheimischen Kinder mit
einem deutsch- und einem englischsprachigen Lied, aus dem Repertoire der ukrainischen
Kinder mit einem ihrer ukrainisch gesungenen Volkslieder. Beide Gruppen hatten alle Lieder
gelernt und konnten somit mitsammen singen.

Im weiteren Verlauf nahm der Anteil neuen Materials bestdndig zu. Jede Szene erhielt ihren
eigenen Klangcharakter.

Der Friede triigt
Empfundene Benachteiligung schiirt Missgunst und Neid. Lapidare Ursache ist Sonnenschein

auf der einen Seite, Schatten und Nasse auf der anderen Seite des Flusses.

Dem entsprach einerseits die gestisch begleitete ,Sonnenstrahlmelodie’
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Oh Son - ne scheintins Herz hin - ein. Oh

und andererseits der, mit ekeligem Geflihl vorgetragene, tonlose Sprechvers, begleitet von
stampfenden Bewegungen.
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So dun-kel und nass, das macht kei-nen Spal! Wih!
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Eskalierende Feindseligkeit

Aus Neid und gegenseitiger Missachtung der Erwachsenen resultieren Streit und blanke
Wout, die schlieRlich in Gewalt miindet: Sie werfen Steine gegeneinander.

Die eskalierende Feindseligkeit packte ich in die rhythmische Zeile ,Aus Streit wird Wut, man
merkt nicht, was man tut’, die alle Kinder unisono, geduckt, im Flisterpiano ansetzend,
jeweils um eine Tonstufe steigernd, bis zu einem bedrohlichen Fortissimo mit wilder
Gestikulation vier Mal repetierten, ...
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Aus Streit wird Wut, man merkt nicht, was man  fut,

... worauf der dramatische Hohepunkt der Geschichte folgte, zum Gliick mit harmlosem
Ausgang: Die Steine plumpsten ins Wasser. (Sie sollten schlielich noch eine
Schlisselfunktion im weiteren Verlauf der Geschichte bekommen.)

Mit dem Wurf der aus Démmmaterial gefertigten ,Flusssteine’ bis an diese Stelle zu warten,
sollte sich als eine der schwierigsten Geduldsproben fiir die Kinder entwickeln.

Da werfen sie Steine...
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ein Glick, dass nie - mand lei - den Muss.

"Alle Kinder wollen Frieden'

Uber allen strahlt die Sonne...

Die folgende Szene der schnarchenden Erwachsenen im Schatten der Mittagshitze und
sehnsiichtig nach anderem darbenden Kindern stellt einen der groBten Gegensatze des
dramaturgischen Verlaufs dar:

Auf die langsam aufsteigende Melodie des Liedes ,Uber allen strahlt die Sonne...” (Kral,
Rudlof & Teiner, 1975) deklamieren die Kinder unmissverstandlich in dessen Fortsetzung
,Alle Kinder wollen Frieden, Frieden der das Gliick erhdlt.

Hiipf, hiipf, Wackelstein...
Eine langere Trockenperiode, die die geworfenen Steine aus dem gesunkenen Wasserspiegel
ragen lasst, veranlasst die Kinder zu neuer Kreativitat: Endlich mag es gelingen, mit etwas

Geschicklichkeit zueinander zu hiipfen.

Der, zu den Basstonen wechselweise auf einem Bein zu singende Song in Reggae-ahnlichem
Rhythmus wird zur Basis flir Bewegung und Darstellung dieser Szene:
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Bass-Ostinato
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Die Welt der anderen treffen

Abbildung 6: Erstbegegnung in Abbildung 7: xoAnTb rap6ys no
Flussmitte (#351) ropony (#371)
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Wen mag es verwundern, dass sich die Kinder in Flussmitte endlos verplaudern? Hausliche
Mahnrufe setzen dem autoritar ein Ende. Zuhause verbliffen die Kinder die Eltern mit
deutschsprachigen wie ukrainischen Liedern vom jeweils anderen Ufer.

Fatale Wende
Mit reichlicher Stimmaktion und Body-Percussion tobt ein Unwetter tber die Biihne. Es lasst

den Wasserspiegel wieder fatal steigen. Dass damit die Steine versanken, veranlasst die
Kinder zum Protest-Rap:
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Wir kon-nen nicht plau-dern, nicht sin-gen, nicht la-chen, oh Mut-ter, oh Va-ter, was sollen wir ma-chen?
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Die Kinderbriicke

Aus solch tiefer Depression vermag nur eine Konigsidee zu retten. Sie kommt von den
Kindern und mindet in die Schlussszene: ,Lasst uns eine Briicke bauen.” Alle errichten
gemeinsam die Brlicke, ...
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... konstruktiv und ... aktiv.

: Stein auf Stein ...

Dribergehn muss herrlich sein.

'n ] | | | i
—@\U—P—(J—J—J_J_- =
o)

e

| THEA

.
|

ST e e S i) D, >

e . e &

= !

Lasst uns ei - ne Brii-cke bau-en und nach gro - Ben  Stei-nen schau-en!

- Ei - ne Bri-cke fiir den Frie-den fiir die Men-schen hier und drii - ben!
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Brii - cken - pla - ne zeich-nen wir .. Stein auf Stein., so bau - en wir!
Seht das Bau-werk oh wie fein. da - rii - ber gehn muss herr-lich sein!

Zu den weiteren Strophen lasst sich im Marschtempo tiber das neue Bauwerk stapfen.
Alle Kinder triumphierend auf der selbst errichteten Briicke, so endet das Spiel.
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Eine Bricke fur den Frieden...

Zusammensetzung der Kindergruppe

Zusammensetzung Projektphase Zusammensetzung Stichprobe (Feedback nach 6 Mo.)
Ukrain. Kinder Regionale Klasse Ukrain. Kinder ~ Regionale Klasse
Jungen 3 11 Jungen 3 7
Méadchen 10 9 Madchen 5 9
GruppengrofRe 13 20 Teiln. verblieben 8 16
Insgesamt 33 insges. verblieben 24
Neuzuwachs 4 5
Gruppengr. neu 12 21
Insgesamt nach 6 Mo. 33

Stichprobe / GruppengroRen

Am Spiel nahmen 33 Kinder teil, 13 ukrainische Kinder (10 Madchen und 3 Jungen),

aus der regionalen Klasse 20 Kinder (9 Madchen und 11 Jungen). In der Feedbackrunde
waren davon 24 anwesend, 9 Kinder waren mittlerweile neu dazugekommen (s.Tabelle).
Sie beteiligten sich nicht an den Antworten.

Feedback der mitwirkenden Kinder

Aus friheren Projekten zog ich die Erfahrung, dass verbale Riickmeldungen von
Sechsjahrigen gelingen, wenn sie in wohliger, geschiitzter Gesprachsatmosphare, am besten
in kleinen Gruppen von 3-4 Kindern und in zumindest 10 Minuten ungestorter Zeit
stattfinden. Dann ergaben sich daraus aussagekraftige, transkribierbare Riickmeldungen. Das
war organisatorisch bei diesem Projekt nicht einlosbar.

Daher wurde folgende vereinfachte Mdglichkeit gewahlt: Mittels einer Art
phanomenologischer Reduktion des aktuellen Beitrags von Sara Hubrich , Musicking und
Kulturarbeit’ (2025, S. 24-30)® wurden vier Fragen fiir ein Feedback durch die teilnehmenden

8 Die Fachzeitschrift Diskussion Musikpddagogik veroffentlichte im Herbst 2025 das Themenheft ,Musik als
soziale Praxis . Mehrere Beitrage des Heftes, wie jener von Sara Hubrich. Hubrich (2025), reflektieren die
Situation Gefllichteter aus dem sozialen Kontext des Musizierens.

Copyright@©2026 IOSFS {2



Orff-Schulwerk International 5.1 Summer 2026

36

Kinder entwickelt. Das Vorhaben, in Bezugnahme auf die eingangs erwahnte World Vision
Kinderstudie durch eine Frage die Akzeptanz der Kinder der jeweils anderen Gruppe zu
erheben, ergab sich dabei von selbst.

Die Fragen wurden kindgemal3 als zu erganzende Aussagen formuliert:
1. Am meisten SpaR hatte ich, wo ich... (offene Beantwortung als Einstieg)

2. Wenn ich ans Tanzen, Singen, ans Spielen der Geschichte auf der Biihne denke:
Am besten gelungen ist mir...

3. Ich erinnere mich gut, ... (3 Optionen als Vorschlage)
- wie ich selbst gespielt habe
- an die anderen Kinder
- an irgendwelche Dinge

4. Mit den Kindern der anderen Klasse zu spielen, war ... (4 Optionen als Vorschlage)
- lustig
- spannend
- argerlich
- ich weil} es nicht mehr

Nach einer Prasentation des Aufflihrungsvideos zu Beginn des neuen Schuljahres in den
Klassen wurden den Kindern diese vier Feedbackfragen gestellt.

Zusammenfassende Interpretation der Riickmeldungen der Kinder

Verallgemeinerte Antworten der Kinder wurden akzeptiert, nicht nachkorrigiert. Offen
formulierte Antworten wurden ebenso akzeptiert und deskriptiv den angebotenen
Kategorien subsumiert.

In der ersten Frage, was am meisten Spald bereitet habe, antworteten beide Gruppen
mehrheitlich mit ,alles’. Die weiteren Antworten der regionalen Kinder betrafen
hands-on-Aktivitaten. Das ist einerseits auf den hoheren Anteil an Jungen, andererseits auf
die Befassung mit Instrumentalspiel in dieser Gruppe zurtickzufiihren. 38 % der ukrainischen
Kinder nennen ,Singen’. Beiden Gruppen ist gemeinsam, dass fast alle mit SpaR® dabei
waren.

In der zweiten Frage, was am besten gelungen sei, geben die Antworten ein dhnliches Bild:
Differenziertere Antworten kamen aus der regionalen Gruppe, auffallig sind abermals 38 %
flr ,Singen’ in der ukrainischen Gruppe. Trotz zweier ukrainischer Tanzlieder erhalt ,Tanzen’
nur eine ukrainische Nennung. ,Alles’ und (noch) ,anderes’ war zwei Drittel der regionalen
Kinder ,am besten gelungen’. Darin war auch subsumiert, was nicht extra genannt wurde.

% Sechsjahrige unterscheiden sprachlich kaum zwischen SpaR und Freude, deshalb wurde dem Alltagsvokabel
,SpaR’ der Vorzug gegeben.
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Die Antworten der ukrainischen Kinder sind hingegen differenzierter und es gibt keine
Nennung fur ,alles”.

Die dritte Frage konnte zeitbedingt nur in der regionalen Klasse gestellt werden. Selbstbezug,
soziales Miteinander und Sachbezug liegen in den Antworten von mehr als zwei Drittel der
regionalen Kinder nahezu gleichauf. Das hohe Mal} an Mehrfachantworten signalisiert eine
lebendige Erinnerung, selbst nach mehreren Monaten. Die ausgepragte Wahrnehmung der
jeweils anderen Kinder korreliert mit den Daten aus der World Vision Kinderstudie.

Die vierte Frage, wie es war, mit den Kindern der anderen Klasse zu spielen, wird in beiden
Gruppen gut zur Halfte aus positiver emotionaler Erinnerung beantwortet. Die 38 bzw. 40 %
flr ,spannend’ lassen sich als konstruktives Interesse an den anderen Kindern deuten.
Jeweils ein Kind konnte sich nicht mehr erinnern. Das korreliert mit den 10 % Desinteresse
oder Ablehnung gegentliber Fliichtlingskindern, die die World Vision Kinderstudie ausweist.

Die Kinder der regionalen Klasse gaben auffallig mehr detaillierte und differenzierte
Antworten. Die ukrainischen Kinder brauchten bei der Befragung mehr Erklarungen und
insgesamt mehr Zeit, wenngleich sie ahnlich motiviert waren, Riickmeldungen zu geben. Die
ukrainischen Kinder neigten bei der Angabe von Antwortalternativen auffillig zu
Mehrfachantworten.

Mit Antworten auf die Frage, was es zusatzlich anzumerken gebe, Gbertrafen die regionalen
Kinder die ukrainischen um das Vierfache. Das deutet am ehesten auf sprachliche
Verstandnisprobleme hin, wie sie in der World Vision Kinderstudie erwahnt sind. Ein dabei
geduRerter Freundschaftsverlust eines ukrainischen Kindes war besonders auffillig.*

Die zusatzlichen Anmerkungen von 53% der Kinder der regionalen Klasse deuten auf ein
positives Bild von sich selbst im Kontext des Musiktheaterprojektes hin und lassen einen
Bezug zum hohen Erinnerungsgrad in ihren Antworten auf Frage 3 zu.

Insgesamt zeigten sich ahnliche Trends, wie sie die World Vision Kinderstudie ausweist. Auf
den Erfahrungsschatz der Probenvideos wurde bereits oben verwiesen. Eine Auswertung der
kiinstlerischen und sozialen Entwicklungen im Produktionsprozess ergdbe einen gesonderten
Beitrag.

Dass Musiktheaterarbeit groRen Zuspruch bei fast allen Kindern erfahrt, erwies sich ebenso
eindeutig wie das Interesse der Kinder aneinander. Uber die erwihnten anderen Studien
hinaus geht, dass die Riickmeldungen dieses Projektes auch Antworten aus der Perspektive
der Kinder mit Fluchterfahrung umfassen, die zudem nahezu gleich positiv ausfallen wie bei
den Kindern der regionalen Klasse.

Als ein weiterer Unterschied zu den Ergebnissen der Kinderstudie von Andresen fiel auf:
Wenngleich nahezu jedes zweite Kind der World Vision Kinderstudie zufolge Angst vor
zunehmender Fremdenfeindlichkeit duRert, war Vergleichbares zu keinem Zeitpunkt und von

'° Das im Video gesehene befreundete Kind sei nun nicht mehr in der Klasse.
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keiner Seite im Musiktheaterprojekt zu beobachten. Auch von Seiten der ukrainischen
Erwachsenen fiel keine Anmerkung empfundener Anfeindung oder Geringschatzung.

Aus den Feedback-Interviews mit Mitwirkenden

Den beiden Lehrerinnen der Gruppen stellte ich in einem Interview dieselben Fragen, um
auch damit einen Vergleich der Kindergruppen zu ermaoglichen. Fiir beide Pddagoginnen
habe das Projekt gleichermalien gut zur sonstigen Lernarbeit beigetragen.

Die Lehrerin der regionalen Klasse hebt hervor: ,Ja, nattirlich, in dem Bilderbuch geht es ja
um Streit, wie kann ich Streit schlichten, wie kann ich mich versdhnen. Auch der
Friedensgedanke hat sich gut eingefligt. Auf die Frage nach beobachtbaren Nachwirkungen
antwortet sie: ,Die Kinder singen spontan immer wieder die Lieder. Oder auch, wenn es zu
Auseinandersetzungen kommt, dann hore ich schon die Spriiche in der Pause: »Aus Streit
wird Wut. Man weil8 nicht, was man tut.’

Die ukrainische Lehrerin hebt den Wandel des emotionalen Zugangs hervor: ,Ich habe
gesehen, dass die Kinder, die unter dem Unterricht, also in der Probe, irgendwie
zuriickziehend waren. Bei der Aufflihrung waren die sehr offen, waren dabei, haben
mitgemacht. Und das war wirklich sehr bemerkbar.” Auf die Frage, ob etwas nachwirke,
meint sie: ,Sicher. Viele Kinder waren sehr stolz, dass sie auf der Biihne waren, dass die
Eltern das alles gesehen haben. Dass sie [das] mit anderen Kindern zusammen gemacht
haben, mit einer anderen Schule. Und auch, dass die Kinder aus der anderen Schule, also
Osterreichische Kinder, ukrainische Lieder gesungen haben.

Nicht verwunderlich, dass die Frage der Akzeptanz fiir die ukrainischen Kinder eine
besonders wichtige Rolle spielt. Ubereinstimmend mit den Aussagen der Kinderstudie
schildert die ukrainische Lehrerin: ,Und wir wissen auch nicht alles, was Kinder erlebt haben.
Zum Beispiel zu Hause, welche Angste, welche Sorgen die Eltern haben. Die Kinder spiiren
das alles, auch wenn die das nicht horen. Sie spliren [das] trotzdem und nehmen das alles
wahr.

Dennoch resiimiert andererseits die dsterreichische Lehrerin mit Verweis auf zahlreiche
Erfahrungen: ,Kinder sind Kinder, egal woher sie sind. Es hat sich wieder bestatigt, dass egal
ist, woher sie kommen. Man kann mit allen gleich arbeiten.

Der Sprecher der Auffiihrung bringt Jahrzehnte Erfahrung in der dsthetischen Bildung fir
soziale Berufe mit. Er attestiert den Kindern empathisches und firsorgliches Verhalten:

In der Situation, wo eine Bihnenhilfte hell, die andere dunkel ist: Die Kinder im
Dunkel spielten ihr grolRes Bedauern. Doch Kinder im Hellen haben pl6tzlich auch
Anteil genommen und mitgeklagt. An anderer Stelle war zu beobachten: Kinder
haben einander geholfen, sie z.B. vor drohenden Gefahren wie Stiirzen oder
Fehltritten am Buhnenrand beschitzt.
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Zum Zusammenwirken von Kindern und Spielleitung sagt er: ‘Ging der Spielleiter ganz nahe
an die Kinder heran, empfanden sie sich mit ihm mehr in einer Gemeinschaft und haben viel
aus sich herausholen lassen. Sie haben Vertrauen eingebracht.’

Das deckte sich auffallig mit meinem Selbstverstandnis als ‘Facilitator’, wie auch
Haak-Schulenburg ausfiihrt. (Haak-Schulenburg, 2025, S. 31) Dem ‘Facilitator’ sei moglich
und zugleich aufgetragen, vorausgesetzt einer gewissen Kenntnis von der persénlichen
Disposition der Kinder, kreativ einen Spiel- und Erfahrungsraum zu eréffnen, der weit liber
raumliche Gestaltung hinausgeht, indem alle kiinstlerischen Ausdrucksformen, wie Musik,
Sprache, Tanz, mimisches und gestisches Darstellen, Stimmaktion zum Spiel- und
Erfahrungsraum werden.

Ein kurzes Fazit

Offenbar war es den Kindern gelungen, etwas erfolgreich darzustellen, woran sie zudem —
namlich alle mitsammen — Gefallen gefunden hatten. Dabei fanden sie zueinander, obwohl
sie einander zuvor nicht kannten und im Projekt nur beschrankte Zeit begegneten.
Ungeachtet von markant unterschiedlichen sozialen Settings im Alltag fanden sie zu neuer
Wirksamkeit, in einer neu entstandenen Wirklichkeit, in der sie gemeinsam ,,den Ton
angeben konnten”.

Insgesamt ist das Projekt ,Die Kinderbriicke’ somit als gelungenes Pilotprojekt zur
musikalisch kreativen Férderung von Kindern mit Fluchterfahrung einzustufen, das fir
weitere Projekte derselben Intention orientierend herangezogen werden kann. Reizvoll ware
eine Erweiterung der externen Beobachtung und Reflexion, solange sie entsprechend diskret
gelange.

Eine schone Anerkennung fiir den Verfasser stellte die Auszeichnung der Arbeit mit dem 1.
Preis im Rahmen des Salzburger Kinderrechtspreises 2025 dar. (Land Salzburg,
Landes-Medienzentrum, 2025)

© fir alle Bilder: Anna Pirato (2025)
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‘The Children’s Bridge’ as a social bridge-builder

Musical and creative support for children with refugee backgrounds
Gerhard Hofbauer

The Salzburg Festival Fund awarded the Salzburg branch of the Malteser Hospital Service
funding for ‘musical and creative support for children with refugee backgrounds’. This
enabled the musical theatre project Die Kinderbriicke, based on the picture book of the
same name. (Bolliger & Zavfel, 1999)"

Assistance for new arrivals, as well as weekly language courses and conversation afternoons
for refugees living in Salzburg, have for years been part of the voluntary services provided by
the Malteser in the Salzburg region, for which there is also in-house expertise. Whereas
previously the majority were people from Syria and African countries, for some time now
the focus has been primarily on those who have fled the war zone in Ukraine. There have
also been isolated initiatives on an artistic level. Temporary group lessons involving music
and dance were organised for children from asylum-seeking families, in each case drawing
on external expertise, including from the Orff Institute.

However, the new funding opened the door to a more comprehensive project, albeit with
the thematically defined aim of musically fostering the creativity of children with refugee
backgrounds. Given such resources, ideas were not long in coming. Purchasing instruments
and teaching the children to play them — a sort of ‘JeKi’ *? initiative — was one suggestion;
group courses in rhythm or in music and dance were another. In both cases, the Malteser
Hospital Service found itself, on the one hand, overwhelmed by the organisational demands,
and on the other, internal doubts arose as to whether and how such formats would
specifically benefit children with psychological stress resulting from their refugee
experiences.

After discussing all the ideas, the decision was finally made in favour of my concept: to adapt
the picture book story Die Kinderbriicke to the situation and set it to music and staging. As a
member of the Malteser regional management team, | felt capable of handling this both
organisationally — thanks to my experience in elemental music education —and
professionally, particularly in the field of polyaesthetics.™

Fundamentals of observing children’s behaviour

The distinctive feature of the concept was intended to be that it would make the overall
developmental process comprehensible for subsequent observation and analysis. The
intention was that this should make it possible, for example, to reconstruct in which play
situations and in what observable ways Ukrainian children are able to immerse themselves

" The publisher Bohem, based in Miinster, was very helpful in allowing us to use the book. Each child received
their own copy as a thank-you for taking part.

'2 This is similar to the German projects ‘JeKi: An Instrument for Every Child’.

'8 The author of this article has worked in a wide variety of areas within music and dance education, including
several decades in teacher training. For many years, he has headed the “International Society for Polyaesthetic
Education”, with which he has been involved since 1981 (see www.paeb.org).
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in the action and the shaping of the story, despite the (initially presumed) inhibiting effects
of their refugee experience, and to identify any differences compared to other participating
children.

When establishing a basis for observation, priority should be given to criteria for which there
is already experience from prior studies. Although Hans Hermann Wickel, for example,
reports explicitly on ‘music projects with refugees’ (Wickel, 2018, p. 104), the “4th World
Vision Children’s Study’ (World Vision Deutschland e.V., 2018) proved to be a far more
relevant and comprehensive source for children. As part of the study, children aged six to
eleven were surveyed in 2017 on the topics of family, school, leisure, self-determination and

poverty, as well as specifically on the ‘topic of refugees’.*

Methodology

Accessible entry points to the scenes’ content were intended to make it easier for the
children to identify with them emotionally. Thus, the creative process began by listening to
the children’s musical preferences so that these could be incorporated into the dramatic
play, particularly in the form of their songs. | created new elements for the content of
several scenes: emotionally charged movement patterns from which choreography was to
develop, spoken verses with a distinctive linguistic rhythm, short songs that captured the
essence of the content™, and, in addition, the entire setting—from the backdrop to the stage
lighting—as a vibrant atmosphere in which to unfold expressive dramatic play.'®

On the organisational approach

The attempt to bring together a group of 8—10-year-olds comprising children with refugee
backgrounds and other local children proved complicated over a prolonged period and
ultimately fruitless. This was because the children with refugee backgrounds are spread
across a wide variety of primary school classes. Their parents could not be persuaded to
allow extra-curricular rehearsals. It was only the Ukrainian Saturday school that provided a
workable framework.

The search for a group of local primary school children was no easier. The timetables for
class work are too regimented and rigidly structured. Extra rehearsals outside school hours
were deemed impossible from the outset. With the involvement of the Education Authority,
a Year 1 teacher finally expressed her interest.

Consequently, the Ukrainian school also invited a group of six-year-olds.’

14 An example from the summary on the topic of refugees: Just under half of all children are aware of refugees
in their local area, with children who have experienced poverty themselves or have a migrant background
being even more likely to be aware. One-third have “done something together” with refugee children,
two-thirds of whom had positive experiences. World Vision Deutschland e.V. (2018, pp. 29-31) Four out of five
children state that once they had got to know each other, it was no different from with other children. More
than two-thirds mention language difficulties. (ibid., p. 32)

> On music as a trigger for expressive movement, see Behrens and Tiedt (2018, p. 174).

'8 For more details on stimuli that promote creativity, see also Meis (2018, p. 50).

7 For the composition of the group, see below.
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For organisational reasons, only six weeks were available in total. The children’s differing
school days posed an additional problem for in-depth collaborative work: the local school
has no lessons on Saturdays, whereas the Ukrainian school is a Saturday school.
Consequently, each group rehearsed separately, for an average of two hours a week at their
respective school premises, with the assistance of their class teachers. As the rehearsals
were integrated into the school timetable, no parents were present. All the children
performed and practised the entire sequence in almost exactly the same way.

From the stage rehearsals onwards, all the children were taken to the performance venue
and performed together. The groups of children on both sides of the stage were generally
mixed from both classes.

The project concluded with a stage presentation in front of invited parents and relatives of
the participants, as well as a few additional guests. The audience’s interest was enormous.

On the children’s behaviour during the working processes

The children’s behaviour during the activities deserved a more detailed description than
can be provided here. It was striking that, from the outset, the children in the local class
showed fewer distractions, hardly any aggressive behaviour towards one another, and
very few interpersonal conflicts. The local children were able to demonstrate
perseverance and concentration earlier on, whilst the Ukrainian children developed
these skills gradually. Consequently, their integration into the game took longer, but was
increasingly successful. Some did not want to play at all initially, but by the end everyone
was taking part. The regional children also developed a certain familiarity with the songs
of the other group more spontaneously. Interaction in mixed groups was never
problematic. The Ukrainian children seemed somewhat shyer at first.

Paradigmatic moods of some picture book scenes

The following description of some scenes is intended to make the picture book story
comprehensible in terms of content and, at the same time, provide an insight into the
material used. First of all: the story contains no content relating to flight. An outline of the
paradigmatic moods of some scenes is intended to illustrate why the material nevertheless
proves particularly suitable for joint play between the Ukrainian and the local children.

Separate camps, seemingly peaceful, characterise the beginning of the story.
Immediately after the stage curtains open, the set reveals the two farms and the river,
which, depicted as a blue-green, gathered tarpaulin, divides the stage in two. The playing

area for the two groups, made up of a mix of children from both classes, is ready. Image on
the right: As agreed, one last chance to wave to each other, then it’s off to the game.
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Die Kinderbriicke

Srapan Faviel

Max Bolliger

The Children’s Bridge, cover

Clear the Stage (#238)

We incorporated some of the favourite songs that the children had presented to me during
our first meeting into this opening atmosphere. In this way, they were each able to enter the
scene with their own songs: from the local children’s repertoire with one German-language
and one English-language song, and from the Ukrainian children’s repertoire with one of
their folk songs sung in Ukrainian. Both groups had learnt all the songs and were thus able to
sing together.

As the performance progressed, the proportion of new material steadily increased. Each
scene was given its own distinctive sound.

Peace is deceptive
A perceived sense of disadvantage fuels resentment and envy. The simple cause is sunshine

on one side of the river, and shade and damp on the other.

This was reflected, on the one hand, in the ‘sunbeam melody’ accompanied by gestures,
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Oh Son - ne scheintins Herz hin - ein. Oh

and, on the other, the toneless spoken verse, delivered with a sense of revulsion and
accompanied by stamping movements.
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Escalating hostility

Envy and mutual contempt among the adults lead to arguments and sheer rage, which
ultimately culminate in violence: they throw stones at one another.

| captured the escalating hostility in the rhythmic line ‘Arguments turn to rage, you don’t
realise what you’re doing’, which all the children repeated four times in unison, crouching
down, starting in a whisper-soft pianissimo, raising the pitch by one semitone each time until
reaching a menacing fortissimo with wild gesticulation, ...

0 4
o - | | | |
T | | | | | | | |
1y 1 | | | 1 | | | | |
< = = = = = P =i =
11 - - - - - - - -
(3]
Aus Streit wird Wut, man merkt nicht, was man  fut,

... whereupon the dramatic climax of the story followed, fortunately with a harmless
outcome: the stones plonked into the water. (They were, after all, to play a key role in the
further course of the story).

Waiting until this point to throw the ‘river stones’ made of insulation material proved to be
one of the most difficult tests of patience for the children.

Da werfen sie Steine...
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"All Children Want Peace"

The sun shines down on everyone...

The following scene, featuring snoring adults in the shadow of the midday heat and children
languishing with a longing for something else, represents one of the greatest contrasts in the
dramatic development:

To the slowly rising melody of the song ‘Uber allen strahlt die Sonne...” (Kral, Rudlof & Teiner,
1975), the children declare unequivocally in its continuation: All children want peace, peace
that preserves happiness.’

Hop, hop, wobbly stone...

A prolonged dry spell, causing the stones they have thrown to protrude from the lowered
water level, inspires the children to new creativity: with a little skill, they might finally
succeed in hopping to meet each other.

The song, sung alternately on one leg to the bass notes in a reggae-like rhythm, forms the
basis for the movement and performance of this scene:
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Wobbly Stone Reggae
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Bass-Ostinato
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Encountering the world of the others

First encounter in the middle of the river (#351) xoauTb rapbys no ropoay (#371)
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Is it any wonder that the children in the middle of the river chat endlessly? Authoritative

calls from home put a stop to this. Back home, the children astonish their parents with

German and Ukrainian songs from the other side of the river.

Fatal Turn

With plenty of vocal action and body percussion, a storm rages across the stage. It causes

the water level to rise fatally once more. The fact that the stones have sunk prompts the
children to perform a protest rap:
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Wir kon-nen nicht plau-dern, nicht sin-gen, nicht la-chen, oh Mut-ter, oh Va-ter, was sollen wir ma-chen?
P —_————-—aaaa 2o r
The Children’s Bridge

48

Only a brilliant idea can save them from such deep despair. It comes from the children and
leads to the final scene: ‘Let’s build a bridge.” Everyone works together to build the bridge, ...
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... constructively and ... actively.

It must be wonderful to walk over it. (# 413)
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Seht das Bau-werk gehn muss  herr-lich sein!

For the remaining verses, you can march across the new structure at a brisk pace.

All the children triumphantly on the bridge they have built themselves — that is how the play
ends.
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A bridge for peace...

Composition of the group of children

Zusammensetzung Projektphase Zusammensetzung Stichprobe (Feedback nach 6 Mo.)
Ukrain. Kinder Regionale Klasse Ukrain. Kinder ~ Regionale Klasse
Jungen 3 11 Jungen 3 7
Méadchen 10 9 Madchen 5 9
GruppengroRe 13 20 Teiln. verblieben 8 16
Insgesamt 33 insges. verblieben 24
Neuzuwachs 4 5
Gruppengr. neu 12 21
Insgesamt nach 6 Mo. 33

Sample / Group sizes

33 children took part in the play: 13 Ukrainian children (10 girls and 3 boys)

20 from the regional class (9 girls and 11 boys). Of these, 24 were present during the
feedback session; 9 children had joined the group in the meantime (see Table above).
They did not participate in the responses.

Feedback from the participating children

From previous projects, | had learned that verbal feedback from six-year-olds works well
when it takes place in a comfortable, safe conversational atmosphere, ideally in small groups
of 3—4 children and with at least 10 minutes of undisturbed time. Then meaningful,
transcribable feedback was achieved. This was not feasible from an organisational
perspective in this project.

Therefore, the following simplified approach was chosen: using a kind of phenomenological
reduction of the current contribution by Sara Hubrich, ‘Musicking and Cultural Work’ (2025,
pp. 24-30)*8, four questions were developed to elicit feedback from the participating

'8 |n autumn 2025, the journal Diskussion Musikpddagogik published a special issue entitled ‘Music as Social
Practice’. Several articles in the issue, such as that by Sara Hubrich. Hubrich (2025) , reflect on the situation of
refugees from the social context of music-making.
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children. The idea of using a single question to gauge the children’s acceptance of the other
group, in reference to the World Vision children’s study mentioned at the outset, arose
naturally.

The questions were formulated in a child-friendly manner as statements to be completed:
1. I had the most fun when I... (open-ended response as an introduction)

2. When | think about dancing, singing, and acting out the story on stage:
What | did best was...

3.l remember well... (3 options as suggestions)
- how | acted myself
- the other children
- of various things

4. Playing with the children from the other class was ... (4 options provided)
- fun
- exciting
- annoying
- | can’t remember

After a presentation of the performance video at the start of the new school year in the
classes, the children were asked these four feedback questions.

Summary interpretation of the children’s feedback

Generalised answers from the children were accepted and not corrected. Open-ended
answers were also accepted and descriptively subsumed under the categories provided.

In response to the first question, “‘What was the most fun?’, the majority of both groups
answered ‘everything’. The other answers from the regional children concerned ‘hands-on’
activities. This can be attributed, on the one hand, to the higher proportion of boys and, on
the other, to the focus on playing instruments in this group. 38% of the Ukrainian children
mentioned ‘singing’. What both groups have in common is that almost all of them enjoyed
taking part.”

In the second question, regarding what went best, the answers paint a similar picture: more
nuanced responses came from the regional group, though it is again striking that 38% of the
Ukrainian group mentioned ‘singing’. Despite two Ukrainian dance songs, ‘dancing’ was
mentioned only by one Ukrainian child. ‘Everything’ and (also) ‘other’ were what two-thirds
of the regional children considered ‘most successful’. This also included things that were not
specifically mentioned. The Ukrainian children’s answers, on the other hand, are more
nuanced, and there were no mentions of ‘everything’.

19 Six-year-olds make little linguistic distinction between ‘fun’ and ‘joy’, which is why the everyday term ‘fun’
was preferred.
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Due to time constraints, the third question could only be asked in the regional class.
Self-reference, social interaction and factual reference are almost on a par in the answers of
more than two-thirds of the regional children. The high number of multiple answers
indicates a vivid memory, even after several months. The pronounced perception of the
other children correlates with the data from the World Vision Children’s Study.

The fourth question, about what it was like to play with the children from the other class,
was answered by just over half of the children in both groups with positive emotional
memories. The 38% and 40% who described it as ‘exciting’ can be interpreted as
constructive interest in the other children. One child in each group could not remember. This
correlates with the 10% disinterest or rejection towards refugee children reported by the
World Vision Children’s Study.

The children in the regional class gave noticeably more detailed and nuanced answers. The
Ukrainian children needed more explanations and, overall, more time during the interview,
although they were similarly motivated to provide feedback. When selecting answer
options, the Ukrainian children showed a noticeable tendency towards multiple answers.

When asked if there was anything else they would like to add, the regional children provided
four times as many responses as the Ukrainian children. This is most likely indicative of
problems with language comprehension, as mentioned in the World Vision Children’s Study.
One loss of a friendship expressed by a Ukrainian child was particularly striking.?

The additional comments from 53% of the children in the regional class suggest a positive
self-image in the context of the musical theatre project and allow for a connection to the
high level of recall in their answers to Question 3.

Overall, similar trends emerged to those reported in the World Vision Children’s Study.
Reference has already been made above to the wealth of experience provided by the
rehearsal videos. An analysis of the artistic and social developments during the production
process would merit a separate article.

It was just as clear that music theatre work is very popular with almost all children as it was
that the children are interested in one another. Going beyond the other studies mentioned,
the feedback from this project also includes responses from the perspective of children with
refugee backgrounds, which are almost as positive as those of the children in the regional
class.

Another difference from the findings of Andresen’s children’s study was notable: although,
according to the World Vision Children’s Study, almost one in two children expressed fear of
rising xenophobia, nothing comparable was observed at any point or from any group in the
musical theatre project. Nor did the Ukrainian adults make any mention of perceived
hostility or contempt.

2 The child seen in the video, who was a friend, is no longer in the class.
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From the feedback interviews with participants

| asked the two teachers of the groups the same questions in an interview, in order to enable
a comparison between the children’s groups. For both teachers, the project contributed
equally well to their other teaching work.

The teacher of the regional class emphasises: ‘Yes, of course, the picture book is about
conflict — how can | resolve a dispute, how can | make amends. The idea of peace also fitted
in well” When asked about observable lasting effects, she replies: ‘The children
spontaneously sing the songs again and again. Or even when arguments break out, | can
already hear the sayings during break time: “Arguments turn into anger. You don’t know
what you’re doing.”

The Ukrainian teacher highlights the change in emotional engagement: ‘I noticed that the
children who were somewhat withdrawn during the lessons—that is, during
rehearsals—were very open during the performance; they were fully present and took part.
And that was really very noticeable” When asked if anything has had a lasting effect, she
says: ‘Certainly. Many children were very proud to be on stage, that their parents had seen it
all. That they had done [it] together with other children, with another school. And also, that
the children from the other school — the Austrian children — sang Ukrainian songs.’

It is not surprising that the issue of acceptance plays a particularly important role for the
Ukrainian children. In line with the findings of the children’s study, the Ukrainian teacher
explains: ‘And we don’t know everything the children have been through. For example, at
home, what fears and worries their parents have. The children sense all of this, even if they
don’t hear it. They sense [it] anyway and take it all in.

Nevertheless, the Austrian teacher sums it up, drawing on her extensive experience:
‘Children are children, no matter where they’re from. It has been confirmed once again that
it doesn’t matter where they come from. You can work with everyone in the same way.

The narrator of the performance brings decades of experience in aesthetic education for
social professions to the role. He attests to the children’s empathetic and caring behaviour:

In the situation where one half of the stage was lit and the other dark: the children in the
dark acted out their deep sorrow. Yet the children in the light suddenly joined in and shared
in the grief. Elsewhere, it was observed that children helped one another, for example by
protecting each other from imminent dangers such as falls or missteps at the edge of the
stage.

On the interaction between children and the play leader, he says: ‘When the play leader
moved very close to the children, they felt more part of a community with him and allowed
him to draw a lot out of them. They placed their trust in him.

This coincided strikingly with my own understanding of the role of a ‘facilitator’, as

Haak-Schulenburg also explains. (Haak-Schulenburg, 2025, p. 31) The ‘facilitator’ is both able
and tasked, provided they have a certain understanding of the children’s personal
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dispositions, with creatively opening up a space for play and experience that goes far beyond
spatial design, in which all forms of artistic expression—such as music, language, dance,
mime and gestural performance, and vocal action—become part of the space for play and
experience.

A brief summary

It seems the children had managed to put on a successful performance, which they had all -
every single one of them — thoroughly enjoyed. In the process, they bonded with one
another, even though they had not known each other before and had only spent a limited
amount of time together during the project. Regardless of their markedly different everyday
social backgrounds, they found a new sense of agency within a newly created reality in
which they could ‘set the tone’ together.

Overall, the project Die Kinderbriicke can thus be classified as a successful pilot project for
the ‘musical and creative development of children with refugee backgrounds’, which can
serve as a model for further projects with the same aim. It would be interesting to expand
the external observation and reflection, provided this could be done with appropriate
discretion.

The award of first prize to the work as part of the 2025 Salzburg Children’s Rights Prize was a
nice recognition for the author. (State of Salzburg, State Media Centre, 2025)

© for all images: Anna Pirato (2025)
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OW BEPBOBE KONECO»: BIA, rYLYNbCbKOT TPAAULIT BECHAHKU
[0 MOAENI ORFF-SCHULWERK

Bikmopia Kymaup-Hosak

«EnemeHmapHa My3uUKa HiKoau He icHye cama no cobi,
a ymeoproe EOHICMb i3 pyxom, maHuyem i mosneHHam» (Kapsa Opg)

Bcmyn. OaHum i3 kntoyoBux npuHumMnis Orff-Schulwerk € 1oro 38’A30K i3 10KaIbHUMUK
MY3UYHUMW TPpaAULIAMK. Y KOXKHIM KpaiHi neaaroriyHa cuctema Kapna Opda HabyBae
BNIACHOTO 3BYYaHHA Yepes HalioHaNbHUI GONbKAOP, Y AKOMY 36epiratoTbca NPUPoOaHI
bopmMM enemeHTapHOro My3uMKyBaHHA — EAHICTb PYXYy, PUTMY, MOB/IEHHA Ta KONEKTUBHOI Ajii.
B yKpaiHCbKin TpaauLii 0cobamBO LiHHUMM B LbOMY KOHTEKCTI € ANTAYMIK GONbKAOP Ta
BECHAHKM. B 060X KaHpax My3uKa He iCHYE OKPEMO Bif PyXy: CNiB HEPO3PUBHO NOB’A3AHUM
i3 rPOIO, }KEeCTOM, KPOKOM, TaHLEM i pyXOMm MO KoJy. 3a CBigYEeHHAMM HOCITB TpaauLii,
BeCHAHKa 6e3 pyxy nepecTae byt 06psa0BOIO Ai€l0 M NepPeTBOPIOETLCS AMLLIE Ha MICHIO.
TaKMM YMHOM, PYX € HE A0AATKOBMM €/1EMEHTOM, @3 OCHOBOI MY3UYHOIO NepexuBaHHA.

Moai6Hi igei 3HaxoaAMMO i B YKpaiHCbKI My3UYHO-NeAaroridnHin Tpaanuii. Yxke B nepiog,
KuiBcbKoi Pyci cniB, po3BUTOK PUTMY Ta KONIEKTUBHE MY3UKYBAHHA ByaAN BaXKAMBOLO
YACTUHO OCBITU. MUKoNa JINCEHKO OAHMM i3 NEPLUINX YKPATHCbKMX KOMMO3MTOPIB i
negaroris CUCTEMHO 3BEPHYBCA 40 AUTAYOrO My3UYHOIo BUXOBaHHA. MuKona JleoHToBMY y
cBOilt «HOTHIM rpamoTi»?*! HaronoWyBaB Ha NEPLIOYEProBOCTi PUTMY Ta 3HAYEHHI
KONEKTUBHOIO My3MKyBaHHA. Bacuib BepxoBuHeLp> — AKOrO HepiAKo Ha3nBaloTb
«yKpaiHCbKMM Opdom» —y npaui «BecHaHO4YKa» (1923) noeaHas cnis, pyx i rpy mavxe
ogHo4YacHo 3 popmyBaHHAM igen Orff-Schulwerk y Esponi.

2 MuKona JIeoHTOBMY — KOMNO3UTOP, aBTOP BCECBITHLO BiZOMOro «llleaApuKa», a TaKOXK IMUBOKMIA
neparor-metoamcr. Y npaui «HoTHa rpamota» (1919) BiH 06rpyHTOBYBaB NPiOpPUTET PUTMY K OCHOBM
MY3UYHOIOo MUCNEHHSA, 3BepTaBcA A0 iaen esputmikm K. [lanbKposa, NOEAHYBAB My3MYHE HaBYaHHA 3 PyXOM,
KONEKTUBHMM MY3MKYBaHHAM, iIMNPOBI3aLLi€to Ta 06pa3HO-acoLiaTUBHUM MUCIEHHAM (30Kpema Yepes
ABTOPCbKY CEMUKO/IbOPOBY MOAENL 3BYKOPAAY). Migpy4HUK iCHYBaB y pyKONMCi Ta rotysaBscaA A0 APYKY. OgHaK,
nicns 86uecTea MuKonu JleoHTOBMYA pagAHCbKO BAagoto y 1921 poui, npuayweHHs YkpaiHcbKoi HapoaHoi
Pecny6bniku Ta nepeayacHoi cmepTi CTeleHKa (aKkuii B3aB Ha cebe 060B 30K BUAATM NpaLto CBOro Apyra) - Ta i
He 6yB BuaaHunin y 1920-x pokKax i 36epirca nuwe ¢pparmeHtapHo. ChopmynboBaHa HUM NeaaroriyHa cuctema
LEeMOHCTPYE TUNONOTIYHY CNOpPiAHEHICTb i3 npuHUMnamun Opd-LLUynbBepK. HMHI, cyyacHe yKpaiHCcbKe
MY3MKO3HaBCTBO aKTMBHO NEPEOCMMUCIIIOE TBOPUICTb JTeOHTOBMYA W NyHAiKYE OHOBAEHI AOCNIAXKEHHA MOrO
cnagwmHn Ak KomnosuTopa i negarora [1, 6, 11].

22 Bacunb BepxoBMHeLlb — KNt04OBa NOCTaTb YKPATHCLKOT My3MUYHO-NeaaroriyHoi Ta xopeorpadiuHoi KynbTypu
nepLoi nososmHM XX cT. KomnosuTop, ANpUreHT, eTHorpad i nepLnin TeopeTmk yKpaiHCbKOro HapoaHoro
TaHuto. Y npaui «BecHaHouKa» (1923) BiH ocmuUCAtOE rpy AK NpUpoaHy Gopmy AUTAYOro ByTTA, WO NOEAHYE PYX,
cniB i coujiaNbHy B3aEMOA,it0; pUTM BUCTYNaEe 06’eQHYIOYMM YNHHNUKOM KONEKTUBHOT TBOPYOI A, a Koo —
LeHTPaNbHOO OpraHisaLiHoo Gopmoto, AKa 3abe3neyye neperKMBaHHA CNiIbHOrO My3UYHO-PYXOBOIO A0CBiAY.
Meparor HanonArae Ha cBo60A, TiNECHO-EMOLLIMHOrO CAaMOBUPAXKEHHA Ta BPAXOBYE BiKOBi 0CO6ANBOCTI AjiTel,
LLLoAEeTaIbHO NOKa3aHo B Npal,i.

AK i MuKona JleoHTOBMY, BepXoBUHELb CTaB *KepTBO pagAaHCbKUX penpeciit (po3cTpinaHuit y 1938 p.,
peabiniToBaHMIt NOCMepPTHO). Y CYKYNHOCTI iXHi negaroriyHi cuctemu 3acBiguytoTb GopmyBaHHSA B YKpaiHi
paHHbOI MoAeNi enemeHTapHOro My3M4YHOTO BUXOBAHHA, LLLO iCTOPUYHO i1 KOHLLeNTyanbHO HabAUMKAETbCA A0
Opo-LWynbsepk [2, 3, 11].
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TaKMM YMHOM, 3B’A30K MiXK YKPATHCbKOIO My3MYHO-NeaaroriyHow TpaauLicto Ta
Orff-Schulwerk He obmekyeTbca ne metTognuHMmMmm napanenammn. Obuasa niaxoam
I'PYHTYIOTbCA Ha IINBLLIOMY PO3YMiHHI MY3UKK AIK TiIECHOTO, KOJIEKTUBHOTO ¥ TBOPYOro
npouecy, YyKOPiHEHOro B HAPOAHIN KynbTypi.

Memoro cmammi € BOCNIAXKEHHA LUX Napaienen Ha NPUKNALI ryuy1bCbKOi BECHAHKKN «OM
BepboBe Koneco» i3 cennwa AciHa (3akapnatcbka 06nacTb, YKpaiHa), posrnsaatoum i
OAHOYACHO AK NPUKNAL aBTEHTUYHOI HAPOAHOT BUKOHABCbKOT MPAaKTUKM Ta AK Mogenb Ana
aganTauii B opd-Knaci.

Aumauuli ¢ponbKnop i eecHAHKU: cninbHa ocHoea.

Y KoHTekcTi Orff-nigxoay ocobamnBy LiHHICTb MatoTb Ti *KaHpW GonbKAopYy, AKi 36epiratoTb
efleMeHTapHi popmMM My3MKYBAHHA: EAHICTb PUTMY, PYXY, MOBJIEHHA Ta KONEKTUBHOI
B3a€EMOAII. B yKpaiHCbKil HAapoaHi Tpaauu,ii TaKUMM € ANTAYI NiCHI Ta BECHAHKMW. BOHM
MatoTb HM3KY CMiIbHUX pUC:
- 060B’13KOBMI 3B’A30K i3 PyXOM (KeCT, KPpOK, TaHelb, rpa);
- NPOCTY MENOANYHY CTPYKTYPY B 0OMEKeHOMY AianasoHi;
- YiTKY METPUYHY Ny/bCaLlito;
- NOBTOPHICTb i BApiaHTHICTb;
- TICHUI 3B’A30K i3 MOBHMMM iHTOHALLIAMU;
- KONIEKTUBHMI CNOCi6 BUKOHAHHSA.

Ak 3a3HavaB bena bapTok, 6arato AUTAYNX HAPOAHUX MENOAIM OpPraHi3oBaHi B MeXax
«4OTMPbOX KPOKiB», LLO CBIAYUTL NPO NPUPOAHUIA 3B’ A30K MY3UYHOTO PUTMY 3 TiZIECHUM
pyxom. MogibHMM NPpUHLMN Ai€ | y BECHAHKAX, A& My3MKa OYKBaNbHO BTI/IIOETbCA Yepes pyx.

Lli »kaHpw 36epiratoTb ogHI 3 HaMAaBHIWKNX GOPM KONEKTUBHOIO My3MKYBaHHA B YKPAIHCbKIM
KY/IbTYPi, Ae My3MKa iCHYE He AK i30/1bOBaHMIN MUCTELLbKMI 00’EKT, @ SIK CMiJIbHUI cOoLia/ibHUIA
Ta 06psagoBUIA A0CBIA.

«Pyx He € 00MNOBHEHHAM 00 MY3UKYBAHHSA; 8iH € 0OHUM i3 (i020 8UMOKi8».
(Bapbapa la3zenvbax)

BecHaHKu sk 06psadoea Oia

BecHAHKM — Ue AaBHi YKpaiHCbKi 06paaoBi NicHi, NOB’A3aHi 3 NPUX0A40M BECHM,
NpobyaKEeHHAM NPUPOAM Ta NOYATKOM NONbOBUX POBIT. ICTOPMYHO BOHM BUKOHYBAN He
NNLWE XYAOXKHI0, a/ie CUMBOAIYHY Ta MaridyHy GYHKLit0: Yepes cniB, pyx i KONEKTUBHY
B33aEMOL,i0 N1IOAN «3aKAMKANIN» BECHY Ta OHOBJ/IEHHS CBITY.

aHp BUHUK LWe B AOXPUCTUAHCBLKI Yacu 1 36epirca nig, pisHUMM perioHaibHUMM Ha3BaMM:

«BECHAHKMY» (LeHTpasnbHa YKpaiHa), «raiBkm», «rarinkm» (faanumnHa), « MaiBKm», «BeIMKOAHI
irpoBi» (3akapnatTa). OgHaK B HAyKOBIl NiTepaTypi BiH YHiIGIKOBAaHUN TEPMIHOM «BECHSAHKN Y.
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Ha 3akapnaTTi B 1920 —1930 -x pokax BeCHsiHi 06paf0Bi irpn 6yn BaXK/IMBOK YaCTUHOO
CBATKYBaHHA BenunkoaHs. Micna BedipHbOI cy»k6M monoab 36upanacs 6insa cBAWEHHUX
MiCLb — PiYKM, Yy rasx, Ha LBUHTapi abo 6ina uepKBM Ta BUKOHYBaNa BE/IMKOAHI irpoBi
BECHAHKM aXK [0 3aX0A4Y COHLA Ta iXHE BUKOHAHHA Mano HaA3BMYAMHO BaXKNMBY PYHKLO: He
Tinbkun 3agnsa possarn! Cnis, WO HepPO3pMBHO BYB NOB A3aHMIN 3 PYXOM — NPULIBUALLYBAB
npuxig BecHW Ta Tensa. BnacHe, B KOXHOMY KYTOUYKY 3aKapnaTTa iCHyBaJia CBOA BECHAHKA,
AKOI0 ByN0 NPUNHATO PO3NoYMHATKM BennKkogHi irpu. laHe gocnigKeHHsA NpucBAYEHe irpoBin
BECHAHL 3aKapnaTcbKoi 'yuynbwmHKU. ToxK, B ceni fAciHa TpaauuiiHo novynHanunca 3 rpm “Om
BepboBe Koneco. Bepba cumBoi3ye neplue BeCHAHE NPOOYAXKEHHSA, afKe ue ogHe 3
nepwmx gepes, WO 3auBiTae nicasa 3umun. Koneco BogHoO4Yac € CMMBOJIOM COHUA, LMKAIYHOTO
OHOBNEHHA NpuUpoaMn Ta 0beperosy (3axucHy) GyHKL, 0.

ETHorpadiyHa peKoHCTPYKLif, Ha AKY NOCUNAETLCA LA CTaTTA, 36epirae KiNbKa BaXKNMBUX
MY3UYHUX | NnepPOopPMaTUBHUX enemeHTiB. [pa BiAKPUBAETLCA IHCTPYMEHTAIbHUM BCTYNOM Ha
APUMOBI 3 OCTUHATHUM PUTMOM-06eperom, AKMIM AK HACKPi3Ha NiHiA NPOHU3YE BCIO Aito.
3roaom uen puTm NepexoamTb Ha HAaCTYMHUIM piBeHb — Yy 6oAinepKycito BUKOHABLB
(nneckaHHA B fONOHI). TaHLOBaNbHI PYyXM Y KON AOMNOBHIOKOTHCA NOXMTYBAHHAM r0/I0BM, LLO
Ay6N0€ OCTUHATHUIA PUTMIYHUI MaNtOHOK. My3WYHY TKaHUHY 36arayye AyeT CKPUMNOK: OAHa
TPUMae BypAOHHY KBiHTY, iHLIA BUKOHYE MeNoAUYHI NepensieTeHHs, a 3aranbHa ¢opma
6yAyeTbCA Ha YepryBaHHi BOKaZIbHUX Ta iIHCTPYMEHTa/IbHUX PO34iNis.

PeKOHCTPYKL,is AEMOHCTPYE K/IOYOBY pUCY TPAAMLIMHUX BECHAHOK : NiCHA, PYX, pPUTM 1
iHCTPYMEHTa/ibHE BUKOHAHHA Ait0Tb K E4MHA KONEKTUBHA Aif, @ HE AK OKPEMi XyO0XKHi
KaTeropii. Lleit npuHUMnN BUPa3HO NeperykyeTbcs 3 opd-niaxoqom.

Oy Verbove Koleso

hutsul vesnyanka (spring ritual song)
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TpaauuiiiHa irpoBa CTpyKTypa BecHAHKKU “Oit Bepbose Koneco”

3riaHo 3 onMcamm, 3adikcoOBaHMMM B 3aKapnaTCbKMX GONbKNOPHUX AXKepenax Bonoaumupa
fOWOBCbKOrO M NisHiwe nepesngaHnmm Bipoto Magsap - Hosak, rpa noumHanaca 3 Toro, Lo
YYACHMKM CTaBa N B KO0 HaBKO10 BepbOBMX TiNOK, MOKNaAeHNX Ha 3eMAt0. Pyx no Kony
CUMBOI3yBaB COHLE, LIMKNIYHE BECHAAHE OHOBNEHHA, obeperosy GyHKLiO Ta BKALOYAB:
KPOKM, M’AKe NOXUTYBAHHA KOPMYCY, CUHXPOHHI PUTMIYHI XKeCcTU. Y AeAKMX TOKAbHUX
BapiaHTax BUKOHaBL,i MOCTYNOBO NPUCKOPIOBA/IM TEMM, MOCUIOOYM KOIEKTUBHY EMOLLINHY
eHeprito rpu. PEKOHCTPYKL,if, CTBOPEHA CTYyAEeHTaMM YKIropoACbKOro ¢axoBoro My3myHoOro
KoneaxKy im. [. €. 3apopa, 36epirae CTPYKTYPHI NPUHLUNM Ta NOKA3YE, AK PUTM, PYX i
KOMIEKTMBHA B3aemMoAif GYHKLIOHYIOTb Y MexXKax Tpaauuii (aus. Bigeo QR 1).

O BepboBe Koneco: https://voutu.be/k9h4ppZPr2U?si=VVrYe3EDD7ZECWEB

“Oi BepboBe Koneco” AK moaenb ana opd - OpiEHTOBAHOT NPAKTUKKU

MyuynbCbKa BeCHAHKa “On BepboBe Koneco” € NPUKNAAOM CUHKPETUYHOT My3MYHOT dopmu,
AKa J0bpe afanTyeTbca A0 opd-neAaroriku. i OCHOBHI My3MUHi XapaKTepPUCTUKN:

- MeNoAiA B MerKax NeHTaXOpA0BOro AianasoHy;

- NOBTOPIOBAHa CTPOdivHa CTPYKTYP3;

- PUTMiYHa opraHi3auis TiCHO NoB’A3aHa 3 PyXOMm;

- KONIEKTUBHA BMKOHAHHA.

B HapogHil Tpaguuii cnis BecHAHKK «Oi BepboBe KONeCco» NOEAHYETLCS 3 PUTMI30OBaHUMM

KPOKaMM, pyXxOm Mo KONY; PUTMIYHOIO KOOPAMHALIEID, KONEKTUBHOK B3aEMO/IEID Ta
iHCTPYMEHTANIbHMM CYyNPOBOAOM. HanBaxKAuBIlLMM cepen HUX € cniB + pyx. bes pyxy
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BECHAHKA BTpayae cBiii ceHc. CMHTE3 CMiBY 3 PyXOM C/1yrye BU3HAYa/IbHOK O3HAKOO
06pA[0BOI BECHAHOT My3UMKWN.

Adanmayina eecHAHKU 8 opgh-Knaci. MNpouec aganTaLii He Ma€ Ha MeTi cnpocTUTK abo
3aMiHMUTU TPagMUiiHY Bepcito. HaBnaku, BiH nparHe 36epertu CTpyKTYpPHi NPUHLMUNN
HapoAHOI MoAeNi Ta MePEHECTU iX Y CYy4aCHMMN OCBITHIN KOHTEKCT, AOCTYNMHUN AiTAM Ta
iHcTpymeHTapito Orff-Schulwerk. OgHum i3 HalBaXKAMBILWMX NPUHLMNMIB TaKOi aganTaLii €
3beperkeHHA baraTowapoBOCTi TPAAMLINHOIO BUKOHAHHSA.

IHcmpymeHmansHa adanmayis. Y KNacHin npaktuui 6ypaoH gpnumbun moxe bytn
nepeHeceHui Ha:

- boomwhackers;

- BYpPAOHHI NaTepHU Ha KCMNODOHI UM MeTanodoHi;

- BOKanbHUi bypaoH.

CKpunKoBa menoaia MoXKe BUKOHyBaTUCA HA 6aokdnenTi. Taka aganTauia 3anMWwaeTbea
6/1M3bKOI0 A0 aBTEHTUYHOI YKPAiHCbKOT IHCTPYMEHTaNnbHOI TpaauLii, Ae CKpUMKa 1 conifka
yacTo cnisicHytOTb abo YepryoTbca B aHcambnesil rpi.

Putm-obepir i3 peKOHCTPYKL,ii MOXKe BUKOHYBATUCA Yepes:
- body percussion;
- KPOKOBi pUTMIiYHI popmynu;
- NN€CKaHHA-0CTMHATO;
- AepeB’aHi iniopoHM (30Kpema rpi Ha TpocKoTani).

Lle O3BOAAE A4ITAM CNOYaTKy TiIECHO 3aCBOITM PUTM, A BXKe NOTIM NepexoanTn 4o
MenNoANYHOro matepiany.

MemoduyHi pekomeHdayii 01a pobomu 8 Kaaci. AganTauina «On Bepbose Koneco» B
opd-Knaci Morke po3BMBATUCA NOCTYNOBO — BiJ, TIIECHOrO NEPEXKMBAHHA PUTMY 40
KONIEKTUBHOIO aHCaMb/1eBOro BUKOHAHHA.
MponoHoBaHa NOCNiAOBHICTb PO6OTU:
1. lynec i pyx.
CnoyaTKy A4iTW 3aCBOIOIOTb NY/IbCALLitO Yepe3 KPOKYBAHHA NO KOAy. YUUTeNb MOXe BBOAUTU:
- pi3Hi BapiaHTV Xxoa66u;
- 3MIHW HaNpPAMRKY pyxy;
- NoroAayBaHHA Kopnycy;
- CMHXPOHI30BaHWUI FPYNoOBUIA pyX.
MeToto € bopMyBaHHS CNiZILHOMO TINECHOIO BiAYYTTA PUTMY LLLE 4O NOYATKY chiBy.

2. Body percussion i pummiyHe ocmuHamo. Micna 3aCBOEHHSA pyXy 4iTW A0AAI0Tb:
- NNI€CKaHHA B AONOHI;
- NPUTYNYBaHHSA;
- body percussion;
- pUTMi30BaHi MOBHI popmynu.
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Putm-obepir i3 TpagmuiiHOT peKOHCTPYKLIT MoXKe GYHKLIOHYBATU K NOBTOPIOBAHWM
OCTUHATHWUI Wap.

3. Pummisayia meKkcmy.
BuBYaEeTbCA TEKCT BeCHAHKN: « O BepboBe Koneco, Koneco...». CnoYyaTKy cnoBsa
npomoBnATbCA 6e3 cnisy, ane 3 4OTPMMAHHA PUTMIYHOTO MaNIlOHKY menogii. Jani Ha TeKcT
HalWapoBYEeTbCA pUTM-06eper. Lie gonomarae Aitam naaBHO NOEAHATM MOBHY iHTOHALLO 3
MY3MYHOIO NyAbcauli€to.

4. Bus4yeHHA menodii.
Menogais BBoANTbCA NOCTYNoBO. CNoYaTKy — BOKaNbHO; Aani — 3 CynpoBoAom 610KGNeNTH Um
CKPUNKM; Ni3Hile — Yy NOEAHAHHI 3 pyXOM Ta OCTUHATO. 3aBAAKM 0BMeKeHOMY
NeHTaxopA0BOMY Aiana3oHy M NOBTOPHI menoanyHin byaosi nepiogy menogis €
AOCTYMHOO HaBITb 419 MOIOALWNX AiTEN.

5. HawapysaHHa ma imnposizayis
MocTynoBo MOKYTb A0AaBaTUCA HOBI My3WUYHI WapW:
- bypaoH Ha boomwhackers;
- KeMNOoPOHHUIM BYPAOH;
- BOKaNbHUN APOH;
- imnposi3aujisa Ha 6i1okbNenTi;
- pyxoBa imnposi3auis.
TaKknit npouec Bigobpaxae oauH i3 kntoyosux npmHumnis Orff-Schulwerk — konekTuBHe
TBOPEHHA Yepes baraTollapoBe eneMeHTapHe My3UKYBaHHS.

6. Pednekcia
Ha 3aBepLuanbHOMY eTani 4iTM MOXKyTb 0O6roBoOpOBATU: IK PyX BNJIMHYB Ha CMiB; AK PUTM
BiZ4YBABCA TiNNECHO, AK KONIEKTUBHE MY3MKYBAHHA 3MiHIOBANO aTMmocdepy 3aHATTA.

Cy4yacHa nedazozivHa NPaKmMuKa

CboroagHi «Oi BepboBe Ko/1eco» € OAHIE0 3 y0O61EHUX BECHSHOK cepes, Y4HiB Kiacy
conbdenkio My3nuHoi cTyaii Y»KropoacbKoro MyanyHoro ¢paxoBoro koneaxy imeni . €.
3agopa, Wo OYHKLIOHYE B MeXKax neaaroriyHoi NpakTUKK CTYAEHTIB Koneaxy. MNopag, i3
eTHorpadiYHOK PEKOHCTPYKLIE, A0 CTATTi A40AAK0TLCA TPM BigeonpuKknagm, Aki
AEeMOHCTPYIOTb Pi3Hi Nigxoan Ao aganTtauii BECHAHKM B 0pd-0piEHTOBAHOMY OCBITHbOMY
cepenoBuLL.

1. Pyx, npuTynyBaHHA Ta Cynposig CKpmnKu. Meplie Bigeo Hannbaumkye BiATBOPIOE
TpaguuiiHy mogenb. [iTv pyxatoTbCA NO KONy, BUKOHYHOUYN PUTMIYHE
NPUTYNyBaHHA Ha OCHOBI pUTMy-obepery Ta cniBatoyM BECHAHKY Nig, cynposiz,
CKpunKK. Taka Bepcia 36epirae TicHUIM 3B’A30K MiXK NYbCOM, TINECHUM PYXOM i
KONIEKTUBHUM CMiBOM, XapaKTEPHUI ANA aBTEHTUYHOI BUKOHABCLKOI NPAKTUKMN.
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Oy Verbove koleso: https://youtu.be/f1LykDRUS2c?si=_KQcFWht1GNGg_cl

2. Byppon Ha boomwhackers Ta BoKanbHi HallapyBaHHA. Y Apyrii aganTauii
TpaguuiiHa 6ypaoHHa KBiHTa nepeHocuTbca Ha boomwhackers, Ha AKKX rpatoTb
AiTW. 3aMiCTb iIHCTPYMEHTANbHUX MPOrpaLliB MiXK Kynaetamm BBOAATbCA HU3XIAHI
BOKa/IbHi ¢pasmn Ha OCHOBI ryLyibcbkoro nagy. OcHoBHa menogis «Oin Bepbose
KONIeCco» TaKOX BMKOHYETbCA BOKa/IbHO, CTBOPHOOYM BaraTowapoBy BOKaAbHY
baKTypy, WO CNMPAETLCA HA HAPOAHMIN MaTepian i BOAHOYAC € A4OCTYNHOM ANA
poboTu B opd-KAnaci.

=

Oy Verbove koleso boomwhackers: https://youtu.be/gTG85aW6Imk?si=yg0zuoZgxTrrk8wH

3. MoniputmiyHa napTuTypa Ta bypaoHHa peunTauin. TpeTii NnpuKnag AocnigxKye
KONEKTUBHY PUTMiYHY GaKTypy Ta aHcambnese HawapyBaHHSA. CTyaeHTH
O[1HOYACHO BMKOHYIOTb Pi3Hi PUTMIYHI NaTepHU, CTBOPIOIOYMN NONIGOHIYHY Ta
NoNiIPUTMIYHY CTPYKTYPY B NOEAHAHHI 3 BypAoHHO peynTalicto. Monpu
EeKCMepMMEHTaNbHUI XapaKTep, LA aganTauia AeMOHCTPYE, AK TPAAULINHUIN
GONbKNOPHUI MaTepian MOXKe CTaBaTU OCHOBOK ANA KONEKTUBHOT iMnpoBi3aLii
Ta enemeHTapHOI KOMNOo3uu,ii.
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Polyrhythmic Verbove koleso: https://youtu.be/d11t0drc)BI?si=IYFgKVudSo9ghTSg

Yci TpU NpUKNaanM AeMOHCTPYIOTb, WO BECHAHKA MOXKe QYHKLiOHYBATU He INLE K apXiBHUI
bONbKNOPHUI MaTepian, a i AK }K1Ba NeaaroriyHa NpakTuKa, 34aTHa PO3BUBATU PUTM, CAIYX,
KOOpAMHALL0 pyXy, aHCambeBE MUC/IEHHS Ta KONEKTUBHY TBOPYICTb.

EmHozpacgpiuHa peKoHCmpyKyia Ak micm mix mpaduyiamu ma cy4acHo rneodazoziKoro.
PeKOHCTpYKLiA, CTBOPEHA CTYAEHTAMM YKIOPOACbKOro My3MYHOrO $GaxoBOro KoNea Ky iMmeHi
. €. 3apopa nig KepiBHMUTBOM Bipn Magap-HoBakK, mae He nuwe eTHorpadivHe, a 1
neparoriyHe 3Ha4YeHHs. OcobaMBO BaXK/MBO, LLLO CaMa PEKOHCTPYKLLA BUHMKAA B OCBITHbOMY
cepefoBuLi, Ae CTYAEHTN B3aEMOAIANN 3 NOKAaIbHUM POIbKNOPOM TiNECHO, KONEKTUBHO 11
nepdopMaTUBHO, a HE /InLIE aHaNITUYHO YM TeopeTndHo. CboroaHi, Konun 6arato 06pPAA0BUX
Tpaamuil 36epiratoTbCca NepeBa*kHO Yepes apXiBM Ta OCBITHI iHiLiaTUBK, NOAIGHI
PEKOHCTPYKL,ii CTatoTb GOPMOIO KyAbTYPHOI Nam’ATi Ta MiXKNOKONIHHEBOT TATNOCTI.
BUKOpUCTaHHA apXxiBHWUX i PEKOHCTPYMOBAHUX MaTepianis B opd-nesaroriLi CTBOPIOE MiCT
MiXK 306eperKeHHsM TpaamLii Ta Cy4acHO TBOPYOK MY3UYHOIO OCBITOIO.

«KopeHi my3uku 3Haxo0sambcsa 8 pummi ma pyci» (Kapn Opg).

BucHoeku. «Oi BepboBe Ko/1ieco» AeMOHCTPYE, WO YKPAiHCbKUM 06paaoBsmin ¢onbkiop
MOKe PYHKLiOHYBaTU OA4HOYACHO AK:

- eTHorpadiyHe axepeno;

- BUKOHABCbKa TpaauL,is;

- neparoriyHa moaenb;

- OCHOBA A/19 eNeMEHTAPHOr0 My3MKYBaHHA.

MoeaHaHHA pyxy, puTmy, BypAOHHOI GpaKTypK, KONEKTUBHOFO CMiBY Ta iIHCTPYMEHTANbHOI
FHYYKOCTi MPUPOAHO cniBBiAHOCUTLCA 3 NpuHUMnamum Orff-Schulwerk. 3amicTb Toro, wo6
PO3rNASATM HAPOAHY MY3UKY AK My3eMHMUIN eKCnoHaT, opd-niaxia A03BONAE HAPOAHIN
TpaamLii 3aNMLWATUCA KUBUM, TIIECHMM | TBOPYUM Npouecom. Yepes pyx, imnpoBsi3au,ito Ta
KONEKTUBHY B3AEMOZI0 AT CNPUIMMAIOTb GONBKAOP He AK My3elrHY CNajLnHy, a AK
aKTMBHWI CiNIbHWUIA AOCBIA.
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Y UbOMY CEHCi BECHAHKA CTAE He INLLE MiCHEO NPO BECHAHE OHOB/IEHHS, @ i MOAENIO
OHOB/IEHHA 3B’A3KIB MiXK TPaAMLIEI0, OCBITOI Ta KONEKTUBHUM MY3UKYBaHHAM.
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BikTopia Kymrup-HoBak — yKpaiHCbKa €eTHOMY3UKOJIOTUHSA,
neparornHa Ta pacuaitatopka metoay Sounds of Change, wo
npautoe B Y)kropogi. BoHa BUKNagae B YKropoacbKomy
my3nyHomy dpaxoBoMy Koneguki imeHni . €. 3agopa
MY3UYHO-TEOPETUYHI ANCUMNAIHK, 30KpemMa «[legaroriyHy
NPaKTUKY conbPenKio Ta My3UYHOI NiTepaTypu» oA CTYAEHTIB
BigaineHHA «Teopia My3UKU»,

Kypc «MeparoriyHa npakTuKa» peasnisyeTbca Ha 6a3i HaBYa/IbHOI
MY3WYHOI CTyAji, Ae 3aiMatoTbea AiTh BiKom Big 5 fo 18 pokis.
Micna no4yaTKy NOBHOMACLITaOHOrO BTOPrHEHHSA 3HAYHY YaCTUHY
YYHiB CKNaAatoTb AiTM 3 TpaBMaTUYHUM A0CBiAOM BilHM.

Ti AiAnbHICTb NOEAHYE MYy3MYHY NeAaroriky, eTHOMY3UKOJOTito,
eneMeHTU My3UYHOI Tepanii Ta iHKA3MBHI OCBITHI niaxoau.

Copyright©2026 IOSFS {2



Orff-Schulwerk International 5.1 Summer 2026
66

“Oy Verbove Koleso”: From Hutsul Vesnyanka Tradition to an

Orff-Schulwerk Model
Viktoriya Kumhyr-Novak

“Elemental music is never music alone, but forms a unity with movement, dance and speech.”
(Carl Orff)

Introduction

One of the key principles of Orff-Schulwerk is its connection to local musical traditions. In
every country, Carl Orff’s pedagogical system acquires its own character through national
folklore, in which natural forms of elemental music-making — the unity of movement,
rhythm, speech and collective action — are preserved. Within the Ukrainian tradition,
children’s folklore and vesnianky (spring ritual songs) represent especially valuable
genres in this context. In both, music does not exist separately from movement: singing
is inseparable from play, gesture, stepping, dance and circular motion. According to
tradition bearers, a vesnianka performed without movement ceases to function as a
ritual action and becomes merely a song. Thus, movement is not an additional element
but the foundation of musical experience itself.

Similar ideas may also be found in Ukrainian music-pedagogical traditions. Already during
the period of Kyivan Rus (medieval East Slavic state centered in Kyiv), music was embedded
in religious and educational practice: compulsory singing, instruction led by clergy using
cheironomy (hand signs) to internalize melodic motion, and children’s participation on
instruments such as sopilka (folk flute), horns, gusli (violin), and percussion. Music
accompanied games, dance, and communal activities, shaping an experience in which
sound, movement, and community formed a unified whole. Thus, Ukrainian musical culture
early developed at the intersection of folklore and pedagogy as an embodied, social, and
creative process.

Mykola Lysenko was among the first Ukrainian composers and educators to address
children’s music education systematically. Mykola Leontovych, in his “Musical Literacy
emphasized the primary role of rhythm and collective music-making. Vasyl Verkhovynets* —

» 23
,

% Mykola Leontovych was a composer, author of the world-renowned “Shchedryk,” and a distinguished
pedagogue-methodologist. In his work “Music Notation” (1919), he substantiated the primacy of rhythm as the
foundation of musical thinking, drew on the ideas of eurhythmics developed by Emile Jaques-Dalcroze, and
integrated music education with movement, collective music-making, improvisation, and
imaginative-associative thinking (notably through his original seven-colour pitch system). The textbook existed
in manuscript form and was prepared for publication; however, following the assassination of Leontovych by
Soviet authorities in 1921, the suppression of the Ukrainian People’s Republic, and the premature death of
Kyrylo Stetsenko (who had undertaken the responsibility of publishing his colleague’s work), it was never issued
in the 1920s and has survived only fragmentarily. The pedagogical system he formulated demonstrates a
typological affinity with the principles of Orff-Schulwerk. Today, contemporary Ukrainian musicology is actively
reinterpreting Leontovych’s work and publishing updated research on his legacy as both a composer and a
pedagogue [3, 9, 13].

2 Vasyl Verkhovynets is a key figure in Ukrainian music-pedagogical and choreographic culture of the first half
of the 20th century—a composer, conductor, ethnographer, and the first theorist of Ukrainian folk dance. In his
work “Vesnianochka” (1923), he conceptualizes play as a natural mode of children’s existence that integrates
movement, singing, and social interaction; rhythm functions as a unifying factor of collective creative activity,
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often referred to as the “Ukrainian Orff” — combined singing, movement and play in his work
“Vesnianochka” (1923), almost simultaneously with the formation of Orff-Schulwerk ideas in
Europe.

Thus, the relationship between Ukrainian pedagogical traditions and Orff-Schulwerk is
not limited to methodological parallels. Both approaches share a deeper understanding
of music as a bodily, communal and creative process rooted in folk culture.

The purpose of this article is to explore these parallels through the hutsul (ukrainian
highland ethnographic group from the East Carpathians, at the border of Zakarpattia and
Ivano-Frankivsk regions) vesnianka “Oy verbove koleso” (“Oh, Willow Wheel”) from Yasinia
village (Zakarpattia region, Ukraine), examining it both as an example of authentic folk
performance practice and as a model for adaptation within an Orff-inspired classroom.
Particular attention is given to an ethnographic reconstruction created approximately
twenty-six years ago by students studying folklore at Uzhhorod D. Zador Music
Professional College under the guidance of ethnomusicologist Vira Madyar-Novak. The
reconstruction demonstrates important performative elements of the tradition and
provides a valuable pedagogical source for contemporary classroom adaptation.

Children’s folklore and Vesnianky: a shared foundation

Within the Orff approach, special value belongs to those folklore genres that preserve
elemental forms of music-making: the unity of rhythm, movement, speech, and
collective interaction. In Ukrainian folk tradition, children’s songs and vesnianky share
several common characteristics:

- obligatory connection with movement (gesture, stepping, dance, play);

- simple melodic structures within a limited range;

- clear metric pulse;

- repetition and variation;

- close relationship to speech intonation;

- collective participation.

As Béla Bartdk observed, many children’s folk melodies are organized within the
structure of “four steps,” revealing a natural connection between musical rhythm and
bodily movement. A similar principle operates within vesnianky, where music is
physically embodied through circular motion, stepping, and coordinated gestures.
These genres preserve some of the oldest forms of collective music-making in Ukrainian
culture, where music exists not as an isolated artistic object but as a shared social and
ritual experience.

“Movement is not an addition to music-making; it is one of its origins.” (Barbara Haselbach)

while the circle serves as a central organizational form enabling a shared musical-motor experience. The
pedagogue emphasizes freedom of bodily and emotional expression and takes into account the age-specific
characteristics of children. Like Mykola Leontovych, Verkhovynets became a victim of Soviet repression
(executed in 1938, posthumously rehabilitated). Taken together, their pedagogical systems demonstrate the
emergence in Ukraine of an early model of elementary music education that is both historically and
conceptually aligned with Orff-Schulwerk [3, 14, 15].
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Vesnianky as ritual action

Vesnianky are ancient Ukrainian ritual songs connected with the arrival of spring, the
awakening of nature, and the beginning of agricultural work. Historically, they fulfilled
not only artistic but also symbolic and magical functions: through singing, movement,

and communal participation, people sought to “call” spring and renew the natural world.

The genre originated in per-christian times and survives under different regional names:
“vesnianky” (central Ukraine), “haivky” (Galicia), “maivky” and “velykodni Ihrovi”
(Zakarpattia).

In Zakarpattia during the 1920s and 1930s, spring ritual games remained an important
part of Easter celebrations. After evening church services, young people gathered near
rivers, groves, cemeteries, or churches and performed circular dances and singing games
until sunset.

In the hutsul village of Yasinia, these ritual games traditionally began with “Oy verbove
koleso.”

The willow tree (“verba”) symbolizes the first awakening of spring, since willow is among
the earliest trees to bloom after winter. The wheel (“koleso”) simultaneously represents
the sun, cyclical renewal, and ritual protection.

The ethnographic reconstruction referenced in this article preserves several important
musical and performative elements:

- a drone-like introduction performed on “drymba” (jaw harp);

- repetitive hand-clapping patterns functioning as rhythmic ostinato;

- circular movement coordinated with the pulse;

- accompaniment by two violinists, one sustaining a bourdon fifth while the other

performs melodic interludes;
- alternation between vocal and instrumental sections.

The reconstruction demonstrates an essential feature of traditional music-making: song,
movement, rhythm, and instrumental performance function together as a unified
collective action rather than separate artistic categories.

This principle strongly resonates with Orff-Schulwerk, where music, speech, and
movement emerge from a shared rhythmic foundation.
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Oy Verbove Koleso

hutsul vesnyanka (spring ritual song) Yasinia village,
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Traditional game structure of “Oy verbove koleso”

According to descriptions recorded in Transcarpathian folklore sources by Volodymyr
Hoshovsky and later republished by Vira Madyar-Novak, the game began with
participants forming a circle around willow branches placed on the ground. The circular
movement symbolized the sun, the cyclical renewal of spring, and ritual protection.
During the performance, participants moved rhythmically in a circle while singing the
vesnianka. The movement included stepping, gentle swaying of the body, and
synchronized rhythmic gestures. In some local variants, performers gradually accelerated
the tempo, intensifying the collective emotional energy of the game.

The performance practice combined several simultaneous layers:
- singing;
- rhythmic movement;
- clapping patterns;
- instrumental accompaniment;
- circular spatial organization.

The reconstruction created by students of Uzhhorod D. Zador Music Professional College

preserves these structural principles and demonstrates how rhythm, movement, and
collective interaction function together within the tradition (see video).
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Oy Verbove Koleso — Traditional Vesnianka from Zakarpattia:
https://youtu.be/k9h4ppZPr2U?si=VVrYe3EDD7ZECWEB

“Oy verbove koleso” as a model for Orff-inspired practice

The hutsul vesnianka “Oy verbove koleso” represents an example of a syncretism musical
form highly adaptable to Orff-inspired pedagogy.

Its main musical characteristics include:
- melody within a pentachordal range;
- repetitive strophic structure;
- rhythmic organization closely connected to movement;
- collective performance practice.

The game itself includes:
- circular movement;
- stepping patterns;
- gradual acceleration;
- rhythmic coordination;
- interaction.

Most importantly, according to tradition bearers, the vesnianka loses its essential

meaning without movement. Thus, movement is not an accompaniment to music but
one of its structural foundations.
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Adapting the vesnianka in the Orff classroom

The adaptation process does not attempt to simplify or replace the traditional version.
Instead, it seeks to preserve the structural principles of the folk model while translating
them into a contemporary educational context accessible for children and classroom
instruments.

One of the most important principles of this adaptation is preserving the layered nature
of traditional performance.

Instrumental adaptation: In classroom practice, the traditional “drymba” (drone) may be
transferred to:

- boomwhackers;

- bourdon patterns on xylophone or metallophon;

- sustained vocal drones.

Similarly, the violin melody may be performed on the recorder. Such adaptation remains
close to authentic Ukrainian folk instrumental traditions themselves, where violin and
sopilka (folk flute) frequently alternate or coexist within ensemble practice.

The rhythmic “obereg” pattern (a protective ostinato used in this vesnianka) from the
reconstruction may be performed through:

- body percussion;

- stepping patterns;

- clapping ostinato;

- wooden idiophones such as “troskotalo” (canes).

This allows children to internalize rhythm physically before approaching melodic
material.

Recommendations for classroom work

The adaptation of “Oy verbove koleso” in the Orff classroom may develop gradually,
moving from bodily rhythm experience toward collective ensemble performance.

Suggested sequence of activities:

1.Pulse and movement
Children first internalize the pulse through stepping in a circle. The teacher may
introduce:
- walking patterns;
- directional changes;
- body swaying;
- synchronized group movement.
The aim is to establish a shared bodily sense of rhythm before singing begins.
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2. Body percussion and rhythmic ostinato
After movement is established, children add:
- clapping;
- stamping;
- body percussion patterns;
- rhythmic speech formulas.
The “obereg” rhythm from the traditional reconstruction may function as a repeating
ostinato layer.

3. Speech and text rhythmization
The text “Oy verbove koleso, koleso...” may first be spoken rhythmically before singing.
This allows children to connect speech intonation with the musical pulse.

4. Melody learning
The melody is introduced gradually:
- first vocally;
- then with recorder or violin accompaniment;
- later combined with movement and ostinato.
Because the melody remains within a limited pentachordal range and repetitive
structure, it is accessible even for younger children.

5. Layering and improvisation
Additional musical layers may gradually appear:
- bourdon on boomwhackers;
- xylophone bourdon;
- vocal drone;
- recorder improvisation;
- movement improvisation.
This process reflects one of the key principles of Orff-Schulwerk — collective creation
through layered elemental music-making.

6. Reflection
At the final stage, children may discuss:
- how movement influenced singing;
- how rhythm was experienced physically;
- how collective music-making changed the atmosphere of the activity.

Contemporary classroom adaptations

Today, “Oy verbove koleso” is actively used in solfége classes at the Music Studio of
Uzhhorod D. Zador Music Professional College within the pedagogical practice program.
Alongside the ethnographic reconstruction, there are three video examples demonstrating
different approaches to adapting the vesnianka within an Orff-inspired educational
environment.
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1. Movement, stamping, and violin accompaniment. The first video recreates the
traditional model most closely. Children move in a circle while performing
rhythmic stamping based on the “obereg” pattern and singing the vesnianka
accompanied by violin. This version preserves the close connection between
pulse, bodily movement, and collective singing characteristic of authentic
performance practice (see video).

Oy Verbove koleso: https://youtu.be/f1LykDRUS2c?si= KQcFWht1GNGg cl

2. Boomwhackers bourdon and vocal layering. The second adaptation transfers the
traditional bourdon fifth onto boomwhackers performed by children. Instead of
instrumental interludes, descending vocal phrases based on the hutsul minor
mode are introduced between verses. The principal melody of “Oy verbove
koleso” is also performed vocally, creating a layered vocal texture rooted in the
original folk material while remaining accessible within the Orff classroom (see
video).

[=]-

Oy Verbove koleso boomwhackers: https://youtu.be/gTG85aW6Imk?si=yq0zuoZgxTrrk8wH

3. Polyphonic rhythmic score and bourdon recitation. The third example explores
collective rhythmic texture and layered ensemble performance. Students perform
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different rhythmic patterns simultaneously, creating a polyphonic and
polyrhythmic structure combined with bourdon-like recitation. Although
experimental in nature, this adaptation demonstrates how traditional folk
material may become a basis for creative group improvisation and elemental
composition (see video).

Polyrhythmic Verbove koleso: https://voutu.be/d11t0drc)BI?si=IYFgKVudSo9ghTSg

Together, these examples demonstrate that vesnianky may function not only as archival
folklore material but also as living pedagogical practice capable of developing rhythm,
listening, movement coordination, ensemble awareness, and collective creativity.

Ethnographic reconstruction as pedagogical memory

The reconstruction created by students of Uzhhorod D. E. Zador Music Professional
College, under the guidance of Vira Madyar-Novak possesses not only ethnographic but
also pedagogical significance. Importantly, the reconstruction itself emerged from
educational practice, where students engaged with local folklore bodily, collectively, and
performative rather than only analytically. Today, when many ritual traditions survive
primarily through archives and educational initiatives, such reconstructions become
forms of cultural memory and continuity. The use of archival or reconstructed material in
Orff-inspired pedagogy creates a bridge between the preservation of tradition and
contemporary creative music education.

Conclusion

“The roots of music are to be found in rhythm and movement.” (Carl Orff)

“Oy verbove koleso” demonstrates how Ukrainian ritual folklore may function
simultaneously as:

- ethnographic source;

- performative tradition;

- pedagogical model;

- the foundation for elemental music-making.
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Its combination of movement, rhythm, drone texture, communal singing, and
instrumental flexibility aligns naturally with the principles of Orff-Schulwerk. Rather than
treating folk music as a museum object, the Orff approach allows tradition to remain a
living, bodily, and creative process. Through movement, improvisation, and collective
participation, children encounter folklore not as museum heritage but as an active,
shared experience.

In this sense, the vesnianka becomes not only a song about spring renewal but also a
model for renewing connections between tradition, education, and communal
music-making.

Translation by the author
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Interview with Barbara Kling

Q: Please tell me about your current work situation.

I'm a classroom teacher at the Carl-Orff-Schule DiefSen, in Bavaria, where Carl Orff lived the
last 30 years of his life. | mostly teach children up to 10 years old, the third and fourth grade
of primary school. At the moment | am a 3™ grade classroom teacher.

I've taught there for nearly 20 years.

Q: And did you work somewhere else before that?

Yes, | worked in other primary schools for 10 years, then | went to the Orff Institute.

Q: So you trained as a teacher before you trained as a music specialist?

For my first studies at university, it was combined. In Bavaria, if you study to be a teacher,
you have to decide for one (specialist) subject, and | preferred Music, and this was at the
Musikhochschule (University of Music and Performing Arts, Munich}.

Q: As a child, were you learning music, and was music an important part of your life?

Yes, especially organ. | played organ at the church of my home. And | had also a choir at
church and a children's choir. So | decided to continue my studies with this special focus on

music.

Q: In your own education, when you were at school, did you come across Orff-Schulwerk, or
was it more conventional?

At school, not really, but when | was at the kindergarten, my mother sent me to

Friiherziehung (Early Childhood Music Education) where | did the one-year course and then
continued with piano playing.

Copyright©2026 IOSFS {2



Orff-Schulwerk International 5.1 Summer 2026

78

Q: So your mother was keen for you to learn music and develop musically. Was she, is she a
musician?

Not at all. No one in my family....I think | was a very active child, and she put me in a course
to have some silent time. She said this to me, but she likes music and she wanted me to get
experience.

One experience was very interesting. She had an LP of Carl Orff’s ‘The Christmas Story’ with
Bavarian-speaking shepherds and the music composed by Gunild Keetman. | was five or six
years old, and we listened to it at Christmas, and | knew it all, the text and the songs by
heart... | was fascinated by the music and the instruments because | played xylophone and
glockenspiel at the Friiherziehung.

Q: So was that more active and involving than the music you had when you went to ordinary
school?

Yes. And at my time at primary school, we had percussion instruments, and a teacher used
instruments during music lessons, especially at primary school. At Gymnasium, the high
school, there was no contact with Orff-Schulwerk or practical music making.

Q: So, when you were at university, you had chosen music as your specialist subject, and you
studied that at the music university. Was there an emphasis on Orff-Schulwerk on that
course, or did you just find out about it?

Oh, the regular course for only one term had two lessons per week and the teacher did
some songs from the Schulwerk, with not very much success. But then additionally a teacher
came, he was a teacher trainer in practice working near Munich. He was sent to the
Musikhochschule to share his practice with us, two hours as a block, and he brought
xylophones in his car. He used Bavarian songs and dances, with xylophones and
improvisation. He was inspired by Kaspar Gerg, who had studied at the Orff Institute and
published the book Musik — Sprache — Bewegung (Music — Speech — Movement). He worked
to translate Orff-Schulwerk for music lessons in primary schools in the 1970s.

Q: So that experience made you realise that there was a different way of doing things?

Yes, he gave me some examples. And during the studies, | had to practise at school for some
weeks. So | put these songs into my teaching. | had a model of how to practise at primary
school.

Q: And it was successful?

Yes. And | thought about the construction or the model and | learned to prepare for myself

songs in this style. And | knew that this music belongs to Carl Orff, that it was his idea
because | was born near DieSen and | knew about Carl Orff. My father had a colleague who
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lived near to him. So | knew about the person, the personality of Carl Orff. If | saw a
xylophone or a percussion instrument, | assigned it to Orff.

Q: So you had this experience as a student and then qualified and worked in ordinary primary
schools.

In Bavaria the first two years at school you start as a teacher trainee. Theory and practice is
combined. | came as a teacher trainee to a primary school at Weilheim, near DielRen, where
there was the person who influenced me mostly. Eva-Marie Uhlemann participated in
summer courses in Salzburg with Leo Rinderer. She had an orchestra of instruments mostly
bought by herself because she was so fascinated by this music. And she knew about the
influence of the instruments and the work and the music with children.

Q: Did you get an impression at the time that this was unusual? That the school down the
road or the school in the next town would maybe not have any of this at all?

Yes. It was just her passion and her commitment. But | realised that she only did the
instrumental part of the Schulwerk and very strictly playing tunes. There was no
improvisation. There was no movement. It was a limited point of view.

After | was there for another two years | changed to a different school. | went back to my
hometown. At this primary school | had also a lot of instruments. They had some teachers
who used Orff ideas, not too much, but they integrated it in the normal music lessons. And
they were very, very glad to get someone with more knowledge and know-how. And | think,
the school administration sent me to schools where there was already a music life, but to be
a specialist and to go where you find good practise.
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Q: That's good. It sounds as though you had a very positive beginning to your teaching
career.

Yes, indeed.
Q: And at what point did you come in contact with the Orff Institute and going to courses?

There was a scholarship for Bavarian teachers to go to the Orff Institute. The school
administration sent the flyer to all schools and | read it and | thought, oh, it would be nice to
go there. You need a very good mark or good feedback from the school administration to get
the scholarship. And so | went to Salzburg for two days to find out about the studies.

And then | had the first preparation there and the entrance exam for the one-year master’s
course in 2006. So it was great to get a master’s degree. With 10 years of teaching
experience.

Q: So you did the year and then did you go back into the same school?

Then the headmaster of the Carl-Orff-Schule Diefsen, wanted a teacher with a master's
degree and he asked me to go. We knew each other from organ playing, from the music at
church, because he was an organist too. And he asked me to come to his school.

At the school | was before, the headmaster expected me to come back and become the head
teacher. And | thought about it, being the head teacher and doing all the administration. |
thought of the possibility to teach at the Car/-Orff-Schule directly after the master’s studies.
And so | decided to go to DielRen.

Before | went to Salzburg, | was also a teacher trainer for music, for music lessons for young
teachers. | continue to do this at the Carl-Orff-Schule Diefsen — it’s an extra responsibility.
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Q: So clearly you've had a very rich and coherent kind of experience yourself in terms of your
education. | have a question here, about where you see your strengths and weaknesses in
your own practise.

| feel very secure and have a lot of ideas about improvisation, using the instruments and also
singing and leading the choir, because | have had choirs since | was 13 years old, a lot of
experience. And also improvisation, because |I'm playing the organ at church and you often
have to play until the bride appears. So | have ideas and | feel very competent.

| like Bavarian dances and | got some inspiration from Salzburg, from courses, and our
meetings. So | try to show it to the students. | have the ideas, but movement is not my
natural response so much. And now in DieRen, | have a colleague, Christine PreifSinger, who
teaches 1° and 2™ grade. She is a movement and dance specialist which is great, so we each
have our specialisation. We are classroom teachers so we teach all subjects. But being two
of us is very important because for the first time this year Music is only one 45 minutes
lesson per week. Before it was always two. | have an optional school choir once a week for
3 and 4™ grades, | have 27 students, and Christine has an optional Orff-Schulwerk class. | try
to include more music during the school day, | can sing in the mornings and have music
breaks in lessons: children have to move, and clap, call and response and so on. I'm the
teacher, | can decide when we make music or special performances. For example, this year
we have a celebration of 700 years of the town. | prepare a theatre and music piece with the
children, and | will show the video at the Convention in Athens. We will perform at the new
Carl Orff Museum. | need lots of rehearsal time and my head teacher said | can rehearse the
actors during German and History lessons.

Q: So what happens in the classes who have different class teachers. Do you have a
responsibility to encourage them to do their own music?
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Yes, they know that Mrs. Kling is always singing and making music (they can come to me for
help). For example, we have the ‘Music Action Day’ from the Bavarian Ministry of Culture.
During this day or week groups of institutions like schools or kindergartens meet each other,
sing together, perform or make a street concert. Each year a new song is presented. For
some years | have been in the group to create the new songs. So | want all the teachers in
my school to know the songs and | swap classes to teach them and we perform together in
the playground.

Q: It sounds like you are really well supported by your head teacher and colleagues. Is there
anything you find challenging or frustrating ...or can you really do whatever you want?

Yes, | can do everything | really want to do. One problem is having only one lesson a week,
not enough time. And although we have two music rooms (because we are a primary school
and a middle school with about 750 students and 60 teachers), often the rooms are
occupied so | have to do my choir in my classroom.

Q: Do you find there is a problem with convincing people that Music education is more than
learning and instruments and singing?

In this Carl-Orff-Schule music is well established. We have a teachers’ band where the head
teacher plays the guitar. He is very thankful for all the things | do and the performances
because parents and the whole community value them. And my colleagues apologise for
their lack of skills in Music and they often ask me for ideas and songs.

Q: You mentioned someone who influenced your practice early on. You’ve obviously always
had a strong connection with the Orff community through the Institute. Has anything else
had a strong influence on you?

| think the experience of reflecting on my practice through writing the article for the Forum
(and presenting my work at the Convention 2018) was really valuable. It made me consider
the social dimension in my teaching, and now when | work with student teachers | always
give them that article to read. Not just to do the teaching: awareness of the instruments
etc. but also to reflect and develop a theory about it.

I’'m also the music advisor for the region and | offer three or four half day courses for
teachers throughout the year. Some teachers come to them all!

In the end, | think the most rewarding thing for me is the feedback from the children and
parents.

Thank you so much.
References
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The Voice as an Instrument of Power in Music Education: A Queer-Feminist

Perspective on Beyoncé and Nuri Harun Ates
Sezgin Inceel

In this article | examine how music education can reproduce power asymmetries, with a
particular focus on voice, from queer-feminist, intersectional, and posthuman perspectives.
Focusing on the voices of Beyoncé and Nuri Harun Ates, | analyse how voice functions as
both an artistic and political medium. The study concludes by relating these insights to
Orff-Schulwerk’s understanding of inclusivity and to Kevin Kumashiro’s anti-oppressive
education framework.

Introduction
Power dynamics in music education

Studies and articles suggest that voice and singing hold a central place in the Orff approach,
alongside a growing shift toward more inclusive vocal practices from different perspectives.
Coogan (2025) discusses how the IOSFS Convention 2025 brought together international
practitioners and researchers to explore the multifaceted role of voice in Orff-Schulwerk
practice, emphasizing its potential for creative expression, inclusivity, critical reflection, and
social engagement in music education. Elorriaga’s (2025) article argued that engaging
teenagers in collective singing requires an integrative, student-centered approach that
understands the voice as a developing part of identity, shaped by physiological,
psychological, and social factors, and that, through inclusive, exploratory, and
non-judgmental practices grounded in Orff-Schulwerk, singing can become a powerful tool
for personal expression, social connection, and empowerment. Haselbach and Coogan
(2025) further argued that in Orff-Schulwerk, voice extends beyond singing and speaking to
include the expressive “voice of the body,” where movement, gesture, and physical presence
function as integral means of communication, creativity, and embodied musical
understanding. To extend this discussion, | would like to focus on how voice can also be
understood from a critical perspective on power. To frame this, it is useful to draw on
Foucault’s theory of power.

Foucault (1978/1990, 1975/1991) describes power as a decentralized, omnipresent
phenomenon embedded in social and symbolic structures. From his perspective, power
operates through knowledge and discourses, shapes norms and identities, and often
influences daily life in invisible ways. One of his examples to explain this is the concept of the
Panopticon, that was originally developed by philosopher Jeremy Bentham in the late 18th
century as a model for an ideal prison. It refers to a circular building with a central
watchtower, from which a single guard can observe all inmates without them ever knowing
whether they are being watched at any given moment. Because they cannot see the guard,
the prisoners assume they might always be under surveillance. As a result, they begin to
“behave” constantly, even if no guard is present. The mere possibility of being watched is
enough to enforce discipline. Foucault took this idea further and argued that we now live in
a society where there may no longer be a visible guard, but we have internalized norms and
expectations so deeply that we regulate ourselves automatically. We strive to fit into social
structures, even when no one is actively watching us. This represents a subtle form of power,
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one that may not be clearly visible or easily defined but is nonetheless always present and
effective.

It is now quite uncommon to say that music is a universal language, or it can build bridges. It
also has the potential to reproduce existing societal power relations instead of critically
questioning or transforming them (Bates, 2022; Josties & Gerards, 2019). Bates (2022)
identifies twelve axes of oppression within music education: Ableism, anthropocentrism,
ageism, body shaming, classism, ethnocentrism, heterosexism, nationalism, racism, religious
oppression, sexism and urbanormativity. This means that, through music-making, even in
the most innocent ways, we might be reproducing inequalities without being aware of them.
For example, schools that teach only Western classical music, while ignoring the existence of
other classical traditions in the world, can be seen as an example of ethnocentrism (more
specifically, Eurocentrism). Similarly, the tendency to push girls toward “softer” instruments
and sounds, such as the flute or harp, rather than drums or timpani, would be an example of
sexism. How, then, can the voice be understood as a tool of power within these dynamics?

Voice as a power tool

A preliminary and simplified explanation of vocal classification in music may begin with
conventional categories such as soprano, typically associated with higher female voices, or
tenor, commonly linked to higher male voices. However, these categorizations are
guestioned by thinkers by examining invisible power structures. To understand this better, it
would be useful to look at the gender theory. Butler’s (1990) concept of performativity
challenges the idea of gender as something one possesses, framing it instead as something
one performs. So we do not have genders, but rather we perform them through repeated
actions, norms, and expectations. According to Butler, not only our behaviors but also our
bodies are socially constructed due to rigid categorization. Cusick (1999) extends this
framework into the sonic domain, arguing that the voice is a bodily site where gender is
both enacted and perceived. Grotjahn (2010) raises the crucial question of whether voices
inherently possess gender, or whether gender is ascribed to them. She highlights the
significant overlap between vocal ranges traditionally associated with men and women, such
as tenor, soprano, alto, and bass, suggesting that these categories are fluid rather than fixed.

Theoretical Lenses

To better describe the phenomenon and analyze the voices of two artists, | would like to use
two theoretical lenses, which will help me clarify what | mean by “voice” and from which
perspective | define oppression or discrimination.

Posthuman Theory

The first theoretical lens | would like to apply is posthuman theory, which decentralizes
human experience and challenges binary distinctions such as body/mind, nature/technology,
or sound/meaning by emphasizing the mutual entanglement of all elements in performative
contexts. Barad (2003, 2007) talks about ‘agential realism’ through concepts like intra-action
and entanglement. When we adopt these theories in music education, we may see that
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voice is always a relational, embodied process in which body, technology, environment, and
discourse are inseparably intertwined (Chadwick, 2020). Within this tradition, Dieckmann
(2024) shows how voice is created in the studio through the interplay of space, technology,
and physicality, highlighting the material and affective dimensions of sound production.
Fjeldstad et al. (2024) examine how their scholarly voices transform from a humanist to a
feminist, posthumanist research position, understanding voice as a process shaped by social
and material interactions within the field of music education. Accordingly, voice is not only
sound or mere representation, but both at once: an embodied vibration and a symbolic
articulation of activism. Through this information, | would like to suggest that the border
between sonic and expressionist sides of our voices might be more blurred.

Intersectionality

Another theoretical lens to be able to answer this complex and multilayered questions,
could be the concept of intersectionality. Originally introduced by Crenshaw (1989, 1991) to
describe how systems of oppression intersect in the lives of Black women, specifically
through the interplay of race and gender, intersectionality highlights how multiple axes of
power shape experiences of inclusion and exclusion. When | discuss the experiences of
gueer artists, | consider that queerness is not the only site of their identities. The complexity
of human beings also suggests that their voices function not only as tools of power through
their queerness, but also through other dimensions. Winker and Degele (2009) identify four
axes of discrimination in their intersectional multi-level analysis: gender, class, race, and
body. | also adopt these four categories as my main orientations to better understand the
phenomenon. This lens allows for an analysis of artists not only in terms of vocal register,
but also as sites of artistic expression and agency.

Case Studies: Beyoncé and Nuri Harun Ates

| would first like to focus on a case study in which | examined the voice of Beyoncé (Inceel,
2025). She is one of the most successful pop artists of the present day. However, her
prominence is not based solely on her music; it is also closely linked to socio-political issues,
particularly in relation to gender and racism. Her performances are often associated with
resistance and empowerment, and many of her works are understood as expressions of
female empowerment®. | analyzed her voice, which results in four dimensions: voice as
sound, voice as cultural positioning, voice as language/multilingualism, and voice as
message. These dimensions show how body, race, gender, and class might be intersecting in
her voice: her vocal techniques and timbre reflect embodied expression (body), her
engagement with Black musical traditions highlights racial identity (race), her shifts between
vocal registers challenge gender norms (gender), and her movement between musical styles
and cultural forms reflects negotiations of cultural and symbolic capital (class). In terms of
voice as sound, her voice shifts between chest voice and head voice can be understood not
only as technical choices but as embodied performances that blur gendered expectations of
vocal expression. From the perspective of voice as cultural positioning, Beyoncé’s blending

% At the same time, it is important to note that although she uses her voice for political engagement and
activism, there are also critical perspectives to her messages of empowerment. For instance, her highly paid
performance in Dubai was criticized due to the legal discrimination faced by LGBTQ#+ individuals in that context.
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of genres such as house, country, and R&B demonstrates how voice is entangled with
historical, racialized, and class-based meanings of music. Her vocal expression interacts with
these traditions, making audible the Black roots of genres that are often culturally re-coded.
From a multilingual perspective, Beyoncé’s voice encompasses a range of sociolects and
accents within a single language, including Standard English (SE) and African American
Vernacular English (AAVE). This raises a central question about sociolinguistic hierarchies:
why is “white English” positioned as Standard English, while AAVE is often perceived as
incorrect or non-standard (Shariatmadari, 2020)? Furthermore, Beyoncé’s lyrics, particularly
on the album Lemonade, contain numerous references to queer linguistic coding, as Kehrer
(2019) demonstrates. Finally, voice as message highlights how her singing voice becomes an
activist voice. Songs addressing Blackness, feminism, and empowerment demonstrate that
her voice operates simultaneously as sound and as political articulation.

The second case study | would like to address is that of Nuri Harun Ates, which forms part of
an ongoing study. He is a countertenor who lives in Turkey (at the time of writing, March
2026). Nuri was born in izmir in 1980. He began his opera studies in Turkey and continued in
Switzerland. In 2003, he received several awards in both Switzerland and Turkey and
performed at various music festivals across Europe. His first album, Kafasi Karisik Kontrtenor
(The Confused Countertenor), was released in 2015. In his interview with Nilglin Belglin on
YouTube (Nilgiin Belglin, 2024), Nuri mentions that his project The Confused Countertenor is
not only the name of his album, but also an integral part of his identity. Although he doesn’t
explicitly define what he means by "confused" in the interview, a closer look at his
repertoire, the use of different singing techniques, languages and his styling during concerts
reveal a broad spectrum of fluidity, which likely reflects the sense of "confusion" he refers
to.

Nuri’s countertenor voice and vocal technique challenges the traditional categories of male
vocal training in Turkish conservatories. His experience across six conservatories, none of
which initially offered instruction for countertenors, might be reflecting the structural
exclusion of gender-nonconforming vocal types. After numerous attempts to receive the
education he sought, he ultimately decided to leave the school, which led him to take the
stage directly and develop his unique style. In the interview with Nilgiin Belgiin (2024), he
recalled that, after persistent efforts by himself and a fellow countertenor, these institutions
eventually began offering countertenor education, a change that continues to influence
vocal training today. Today, on stage, he not only employs his countertenor technique but
also blends it with various styles across genres, using both his chest and head voice. In my
interview with him in 2025 | asked him how he would classify his own voice. His answer was:
“My voice just goes wherever it needs to go within its own range. But | can say this: | am a
female singer. Whether it needs to be defined or not, | don’t know. But even when | sing in
my lowest register, for me, it’s still woman. That’s how | feel. I'm not outside the binary
gender framework. I’'m trapped within that binary script too. But | do something that resists
it—through my voice, my stance—and | support that.”

By moving fluidly between western classical music, pop, Turkish classical music, and more,

he challenges not only stylistic conventions but also the hierarchies often embedded within
musical traditions. From a class-theoretical perspective, like Pierre Bourdieu’s (1986), Nuri
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Harun’s ability to switch between classical and popular singing can be seen as crossing
cultural boundaries. Classical singing is seen as a respected, ‘legitimate’ form of culture,
while pop is often viewed as more commercial, less serious, or culturally 'lowbrow’:

Another dimension of his voice may be understood in relation to language use. As seen in
the example of Beyoncé, multilingualism is inherently political, as the value assigned to
different languages and language varieties is shaped by broader power structures and social
hierarchies. His role in the theater production Asure, which critiques state restrictions on
minor languages in Turkey, highlights his alignment with linguistic resistance. In a duet with
Kurdish singer Rojin, they perform in both Kurdish and Turkish. Kurdish was completely
banned in media from 1983 to the early 1990s. Partial restrictions continued until the early
2000s. More open Kurdish-language broadcasting began later, though some restrictions and
political sensitivities still exist today. Rogers (2006) suggests that cultural exchange is more of
an ideal than a reality, due to the asymmetrical power dynamics. In this sense, we cannot
claim it is a duet between two equally recognized state languages, but rather a political act
and activism. Although he did not mention whether he had a Kurdish background, he said he
uses his voice for those who are marginalized.

Taken together, these case studies illustrate how voice might operate as a complex,
multidimensional site through which power, identity, and resistance are articulated and
negotiated. Building on these insights, the following section considers the implications of
such an understanding of voice for music education.

Discussions and Implications

While | do not consider myself a specialist in Orff-Schulwerk, my participation in
conferences, seminars, and workshops has involved regular engagement within this context.
In addition, my background in community music informs my understanding of inclusive
practices in Orff pedagogy. Nevertheless, the reflections and implications | offer may retain
an “outsider” perspective, and the practices discussed here may differ in their application.
Sangiorgio (2018) suggests that two key beliefs within Orff-Schulwerk are central to fostering
inclusivity. First, the idea that “everyone has the potential to experience music and
movement/dance in ways that are meaningful to them” (p. 18) aligns with a more
egalitarian, democratic, non-elitist, and non-hierarchical understanding of music education.
From this perspective, it is important to recognize that power and privilege operate in
multiple, intersecting ways. Exercises such as “Wheel of Power”? highlight that there is no
single way of being privileged in society. Accordingly, music, singing, and voice can function
as tools of power in both enabling and excluding ways. Fostering inclusivity, therefore, is an
ongoing process that requires active and reflective engagement from Orff educators, as well
as music educators more broadly, in order to challenge stereotypes and prejudices.

Second, Sangiorgio emphasizes that “music and dance can be powerful educational and
therapeutic tools to address physical, cognitive, social, emotional, and/or behavioral needs”
(p. 18). In this sense, power in music education can also manifest as empowerment. While
structural and systemic barriers may create and reinforce discrimination, as reflected in the
experience of Nuri Harun Ates, music can also become a means of empowerment,
particularly when it is engaged with consciously and intentionally.

% For explanation see https://rachelcottam.com/2024/06/27/what-is-the-wheel-of-privilege-and-power/
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Building on this understanding, it becomes necessary to engage more explicitly with
theoretical frameworks that critically address power and inequality in education. Therefore, |
will draw on the anti-oppressive education theory of Kevin Kumashiro (2000), which was
adapted to music education by Bergonzi (2015) to understand and argue how
Orff-Schulwerk and general music education could adopt their systems to be less
discriminative and more inclusive.

This framework outlines four key approaches:
e Education for the Other
® Education about the Other
e Education that is critical of privileging and Othering
e Education that changes students and society

Education for the Other means that teaching should be designed in ways that address and
benefit the needs and perspectives of marginalized groups. Bergonzi (2015) suggests that
school choirs do not need to assign voice parts such as soprano or tenor based on gender.
Instead, focusing on vocal range without gender identities can make music education more
inclusive, for example, for trans and non-binary students. In a workshop led by Pollo Vallejo
at the IOSFSF Convention 2025, participants were invited to divide into groups based on
vocal range (high and low voices) rather than gender. This approach aligns with the inclusive
choir practices discussed by Bergonzi. It suggests that inclusive ideas are already present in
practice, even if they are not always explicitly framed in terms of gender. Becoming more
aware of these practices could further support inclusivity.

Education about the Other refers to the deliberate inclusion of marginalized groups’
representations within educational contexts. The music of artists such as Nuri Harun Ates
can be used to explore themes such as gender and class in the classroom, helping students
develop a greater awareness of social issues through music.

Education that is critical of privileging and Othering emphasizes that power structures
should be consciously questioned within teaching. Nuri’s experience, being unable to
complete conservatory training due to his non-conforming, gendered voice, provides a
powerful example for discussing exclusion and power dynamics in music education.
Education that changes students and society suggests that, while music education alone may
not transform society immediately, it can foster critical thinking in students and plant the
seeds for long-term structural change. According to Kumashiro (2000), this involves not only
addressing what has already been articulated but also bringing the unspoken into focus. This
includes not only prohibiting or criticizing exclusionary statements but actively transforming
them. One example is the semantic shift of the term “queer” over time, from a derogatory
label to a self-chosen identity (Kumashiro, 2000). Within Rogers (2006) framework, this
process can also be understood as “cultural resistance”.

Furthermore, adopting a meaning-oriented understanding of "culture" in the sense of Barth

(2013, 2018), rather than normative or ethnic-holistic definitions, within the context of
intercultural music education can create more inclusive spaces for queer-identified students

Copyright©2026 IOSFS %



Orff-Schulwerk International 5.1 Summer 2026

89

who may be navigating multiple forms of discrimination. This approach moves beyond
reducing culture to binaries such as high culture versus subculture, or to fixed ethnic
identities like "Turkish culture" or "German culture.” Instead, it recognizes culture as shaped
by shared meanings and experiences, such as youth culture, queer culture, or other fluid
and intersecting cultural forms. In this sense, intersectionality can also serve as a strategic
tool for diversity, as suggested by Osman (Dunkel et al., 2022) in the university context.
These examples offer models of how the singing voices especially from a queer-feminist
perspective can be deeply intertwined with their political voices and used to resist and
challenge power dynamics at the intersection of gender, class, race, and body. Giving space
to diverse voices allows us to reimagine music education as a place where diversity drives
fairness and creativity.
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Musica e seus ensinos: territdrios, musicalidades e encontros
Maristela de Oliveira Mosca

A Associacdo Orff Brasil/ABRAORFF, em seus 22 anos de atuacdo, desempenha um papel
fundamental na formacdo de docentes no pais todo — em formacao inicial ou em exercicio,
divulgando, por meio de cursos, oficinas, grupos de estudo, simpdsios, as ideias e praticas da
abordagem Orff-Schulwerk.

No final do ano de 2025, a Revista Musica na Educacdo Basica, da Associac¢do Brasileira de
Educacdo Musical — MEB/ABEM, dedicou um volume para a publicacdo do Dossié tematico
Abordagem Orff no Brasil: territérios, musicalidades e encontros. Organizado pelos
editores Cassiano Santos, Maristela Mosca e Sandra Kaetsu, tal publicagcdo reconhece
praticas pedagdgico musicais inspiradas pela Orff-Schulwerk, inseridas no campo da
Educacdo Musical do Brasil, e que sdo representadas no dossié por autores pertencentes a
diversos contextos de trabalho, que vao da escola regular a universidade, bem como
projetos sociais.

Diferentes espacgos formativos, com suas especificidades e potencialidades, se fizeram
representados neste dossié que, no reencontro com a musica elementar, se permitiu
releituras a partir de seus préprios recursos, memarias e imaginarios.

Com isso, objetivamos neste Dossié Tematico abrir um campo de escuta para
proposicdes feitas por profissionais intimamente ligados a abordagem e a Associagao
Orff Brasil/ABRAORFF. Sdo professoras e professores que (re)vivem a Schulwerk:
investigam, tensionam e ressignificam a proposta em seus contextos e possibilidades
(Santos, Mosca & Kaetsu, 2025, p. 3).

Para compor o dossié, foram escolhidos, avaliados e apresentados oito textos, que trazem
releituras experienciais da abordagem, trazendo também possibilidades outras de inspiracdo
e de partilhas.

O artigo Musica, Palavra e Movimento nos/dos (re)contos de Camara Cascudo: musica
tradicional e criagdo musical, de Maristela de Oliveira Mosca, traz a narrativa oral
tradicional do Estado do Rio Grande do Norte como inspiracdo para um trabalho criativo,
onde movimento e coletividade sdo protagonistas. Ao legitimar a musica tradicional das
infancias na escola, a sequéncia didatica propde experiéncias em que o imagindrio infantil
traga o protagonismo da inventividade de movimentos e formas outras de cantar e brincar.

As autoras Gabriela Vasconcelos Abdalla, Mayumi Takai e Patricia Cavicchioli, no artigo
Linguagem, Ritmo e Movimento: as parlendas brasileiras na Abordagem Orff-Schulwerk,
apresentam possibilidades outras de diferentes praticas musicais, tendo as parlendas
brasileiras como mote do trabalho. As experiéncias desenvolvidas articulam linguagem,
corpo e som, tendo a aprendizagem colaborativa e a improvisagdao como eixos centrais do
desenvolvimento do trabalho.
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Ao trazerem uma perspectiva outra de atuacdo — em projetos sociais brasileiros — os autores
Sandra Hiromi de Almeida Kaetsu, Camila Ruiz de Paula e Diego Lourenco de Barros de
Souza, apresentam uma dimensdo da pratica musical a partir de sua dimensao social. No
texto Abordagem Orff-Schulwerk em contexto de Projetos Sociais: participagao, criagao e
colaboragdo, os processos de criacdo coletiva sdo partilhados em uma narrativa que tem a
utilizacdo dos textos ritmicos, da percussao corporal e da instrumentacdo como elementos
do fazer musical.

Thais Soares Bezerra compartilha, no artigo Ta no batuque: tocar, dangar, cantar e sorrir,
experiéncias do fazer musical coletivo em trés movimentos: a vivéncia ritmica, a divisao por
naipes e a pratica de conjunto. Assim, a abordagem Orff-Schulwerk se reconhece a partir de
releituras ritmicas, em processos de cocriacdo de ritmos tradicionais, tendo a corporeidade
e oralidade como eixos.

Ao entrelagar sua trajetdria docente e os atravessamentos com a abordagem, Dafne Sense
Michellepis apresenta, no artigo Daqui pra la: danga na aula de musica, uma perspectiva
convergente de diferentes formas de criacdo artistica. Criatividade, integragdo entre o
movimento, escuta e imaginagdo sao materializadas neste trabalho proposto para a
educacao musical escolar.

Apresentando resultados parciais de sua pesquisa, o artigo Consciéncia cultural em sala de
aula: a importancia de um curriculo plural e sensivel reflete e materializa os desafios da
legitimacdo da diversidade cultural na contemporaneidade. A autora, Fernanda de Mattos
potencializa a legitimacdo das culturas e dos territdrios, que tragam significativamente a
representatividade de diferentes tradicdes e modos outros de fazer, sentir e criar musica.

O artigo Cantando com o corpo, dangando com a voz: sincretismos e encantamentos, de
Cristiane Ferronato se propde a partilha de experiéncias hibridas de ensino e performance
em praticas vocais coletivas. Um relato de experiéncia que marca as especificidades de uma
proposta pedagdgica artistica voltada ao canto coletivo.

O ultimo texto do dossié, Os instrumentais na Abordagem Orff: possibilidades inventivas
para além do xilofone, reflete acerca do papel instrumental na abordagem Orff-Schulwerk.
Cassiano Lima da Silveira Santos e Estévao Marques, autores do artigo, propdem didlogos
acerca de uma pratica pedagogica que articule a musica, a linguagem e o movimento,
trazendo possibilidades outras de utilizacdo de diferentes instrumentos — tradicionais ou nao
—bem como o corpo sonoro e as tecnologias digitais, ampliando possibilidades de
instrumentacao orffiana.

O exercicio da partilha de experiéncias, sem que se tornem manuais de utiliza¢do, tem sido
constante nos encontros, grupos de estudo e oficinas promovidos pela ABRAORFF. Nesse
sentido, buscamos o didlogo e reflexdo acerca da abordagem Orff-Schulwerk, respeitando
seu movimento natural dos tempos e espagos educativos. Todos os textos se encontram
disponiveis em https://revistameb.abem.mus.br/meb/issue/view/19
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Music and its education: territories, musicalities and encounters
Maristela de Oliveira Mosca

For 22 years, the Orff Brazil Association/ABRAORFF, has played a fundamental role in the
training of teachers throughout the country — whether in initial training or in practice —
disseminating the ideas and practices of the Orff-Schulwerk approach through courses,
workshops, study groups and symposia.

At the end of 2025, the journal Musica na Educagao Basica, published by the Brazilian
Association of Music Education — MEB/ABEM, dedicated a thematic issue to ‘The Orff
Approach in Brazil: territories, musicalities and encounters’. Organised by the editors
Cassiano Santos, Maristela Mosca and Sandra Kaetsu, this publication recognises music
teaching practices inspired by the Orff Approach, embedded within the field of Music
Education in Brazil, and which are represented by authors from diverse professional
contexts, ranging from mainstream schools to universities, as well as social projects.

Different educational settings, with their specific characteristics and potential, are
represented in this thematic issue which, in its re-engagement with elemental music, has
allowed for reinterpretations based on its own resources, memories and imaginaries.

With this, our aim in this Thematic Issue is to open a space for listening to proposals made by
professionals closely linked to the approach and to the Orff Brazil Association/ABRAORFF.
These are teachers who (re)experience the Schulwerk: they investigate, challenge and
reinterpret the approach within their own contexts and possibilities (Santos, Mosca &
Kaetsu, 2025, p. 3).

Eight texts were selected, evaluated and presented, offering experiential reinterpretations of
the approach, whilst also presenting further possibilities for inspiration and sharing.

The article ‘Music, word and movement in/of the (re)tales of Camara Cascudo: traditional
music and musical creation’ by Maristela de Oliveira Mosca, draws on the traditional oral
narrative of the state of Rio Grande do Norte as inspiration for creative work, where
movement and community take centre stage. By legitimising traditional children’s music in
schools, the teaching sequence proposes experiences in which children’s imagination takes
centre stage in the inventiveness of movements and other ways of singing and playing.

The authors Gabriela Vasconcelos Abdalla, Mayumi Takai and Patricia Cavicchioli, in the
article ‘Speech, rhythm and movement: Brazilian nursery rhymes in the Orff-Schulwerk
Approach’, present other possibilities for different musical practices, using Brazilian nursery
rhymes as the theme of the work. The experiences developed integrate language, body and
sound with collaborative learning and improvisation as the central pillars of the work’s
development.

By offering an alternative perspective on practice — within Brazilian social projects — the
authors Sandra Hiromi de Almeida Kaetsu, Camila Ruiz de Paula and Diego Lourenco de
Barros de Souza present a dimension of musical practice based on its social dimension. In
the text ‘The Orff-Schulwerk Approach in the context of social projects: participation,
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creation and collaboration’, the processes of collective creation are shared in a narrative
that uses rhythmic texts, body percussion and instrumentation as elements of musical
practice.

In the article ‘It’s in the drumming: playing, dancing, singing and smiling’, Thais Soares
Bezerra shares experiences of collective music-making in three movements: rhythmic
experience, division into types and ensemble practice. Thus, the Orff-Schulwerk is
recognised through rhythmic reinterpretations, in processes of co-creation of traditional
rhythms, with corporeality and orality as its core elements.

By intertwining her teaching career with her engagement with the approach, Dafne Sense
Michellepis presents, in the article ‘From here to there: dance in the music lesson’, a
convergent perspective on different forms of artistic creation. Creativity, integration
between movement, listening and imagination are brought to life in this work proposed for
school music education.

Presenting partial results of her research, the article ‘Cultural awareness in the classroom:
the importance of a plural and sensitive curriculum’ reflects on and addresses the
challenges of legitimising cultural diversity in contemporary society. The author, Fernanda de
Mattos, promotes the legitimisation of cultures and territories that significantly represent
different traditions and alternative ways of making, feeling and creating music.

The article ‘Singing with the body, dancing with the voice: syncretism and enchantment’ by
Cristiane Ferronato, sets out to share hybrid experiences of teaching and performance in
collective vocal practices. An account of experience that highlights the specific aspects of an
artistic pedagogical approach focused on collective singing.

The final text in this issue, ‘Instruments in the Orff Approach: inventive possibilities beyond
the xylophone’, reflects on the role of instruments in the Orff Approach. Cassiano Lima da
Silveira Santos and Estévdao Marques propose discussions on a pedagogical practice that
integrates music, speech and movement, offering alternative ways of using different
instruments — traditional or not — as well as the body as an instrument and digital
technologies, thereby expanding the possibilities of Orffian instrumentation.

The sharing of experiences, without these becoming user manuals, has been a constant
feature of the meetings, study groups and workshops organised by ABRAORFF. In this sense,
we seek dialogue and reflection on the Orff-Schulwerk approach, respecting its natural
progression through educational times and spaces. All texts are available at
https://revistameb.abem.mus.br/meb/issue/view/19
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