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who would have thought five years ago that
the present proliferation of certification
would be such a concern? The Orff move-
ment has grown so fast that we are presently
faced with the good and bad news of an ex-
panding interest in the ideas we represent.
The good news is that more school districts
and private institutions are interested in hiring
teachers with Orff training. More universities
are finding that they need to keep up with
current trends by providing in-service training
for teachers and professional preparation for
students.

The bad news is that universities and school
districts jumping on the bandwagon are not
secure in the knowledge of what Orff training
implies or requires. They find workshops to be
indeed profitable, but there has been confu-
sion over labels, titles, standards, curriculum
content, and competencies to be expected of
graduates of the various courses.

All of these questions along with the
general question of “What is certification?,”
have continued to multiply to such an extent
that the national board of AOSA felt that some
clarification would be helpful, Questionnaires
were sent out by the higher education com-
mittee to many colleges and universitites
which have offered courses labeled “certifica-
tion programs.”” The summary of their
responses affords the answers to the questions
that have been raised.

WHAT DOIES IT MEAN?

Certification in  Orff training on the
American continent was first offered by the
University of Toronto under the leadership of
Doreen Hall. Miss Hall recognized the need
for professional Orff training on this side of
the Atlantic and organized a progrdam of ex-
tensive training through a three year summer
sequence. The “Teacher’s Certificate’” was
awarded after the third summer of study, and
was granted only after certain teaching
proficiencies in the Schulwerk had been
demonstrated.

In order to meet the growing interest in the
United States, it soon became apparent that
there was a need in this country for similar
programs, The Toronto course served as a

Continued to Page 4, Col. 1

SOME FOLKS DO (AND SOME CAN'T)
— THE CHILD VOICE

Dr. William Young, Professor of Music Eduction,
Stephen F. Austin University, Nacogdoches, Texas

When selecting songs for use with any
group of children, there are many factors to
consider; (1) what stage of development are
the children in? (2) what is the pitch range
within which most of the children can sing?
and (3) what interval combinations are most
easily sung by the majority? These plus many
other essentially musical characteristics, com-
bined with nonmusical factors such as text
subject, collectively influence the song
literature ultimately selected for use.

Some information relative to these
questions will be presented in this series
which may be of assistance to teachers in
planning their programs. The suggestions

-offered are all based on the results of studies

completed as part of the ongoing research
program at Stephen F. Austin State University.
To date, the total number of children involved
exceeds 2300, of which approximately two-
thirds have been black and about one-third

-white.-Each child was-individually tested to

determine his exact vocal capabilities and his
responses tape-recorded for later analysis. In-
sofar as your children resemble those in these
studies, the information presented may be
applicable to your situation.

VOCAL DEVELOPMENT

First, let us consider the question of the
vocal development of children. When you, as
a teacher, walk into a room with thirty
children, how many stages of vocal develop-
ment can you expect to find? The answer, of
course, is thirty, By loosely grouping,
however, we can identify a few fairly distinct
voice types into which most children can fit.

Children with Vocal Accuracy
The Upper-range Singer: The first type is

‘the one we always hope will be the most

numerous in our classes. This is the child who
is able to sing accurately within a wide pitch
range. These children are the ones we pick
first for our selected choirs and never seem to
be as plentiful as we would like. They do,
however, contribute the greatest volume of
sound in the group as a rule, a fact which is

often misleading to the inexperienced

teacher. Because the better singers often sing
louder than the poorer ones, many teachers

have the mistaken impression they have more
good singers than are actually present in the
group. These children are capable of perform-
ing the.most difficult music even including the
‘Star Spangled Banner’,

The Middle-range Singer: A second group
of singers also sing accurately but in a more
limited range of A to B-flat or B-flat to C. They
are well on their way to becoming good
singers but have not yet fully developed their

.upper range nor have they yet outgrown what

some music educators call the ““voice break.”
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This is a region of vocal insecurity within
which there is little control, resulting in
numerois Wwrong pitches: This phenomenon
seems to occur 'in most children during their
first grade year but it is not an uncommon
characteristic in fourth or fifth graders. The
break may be present in the child for only a
few weeks but more often remains about a
year.

Our research has indicated this region to be
centered on the pitch A or B in the staff for
the majority of children. There is, however,
considerable variation among individuals. It
may occur from F-sharp (bottom space) up to
third space C and normally affects two or
three half steps within this range.

Until the child outgrows the voice break, it
is best to employ songs that avoid this region.
Any pentatonic or six-note range diatonic
song will work for this. If songs of a greater
range than this must be employed, they
should have melodies that skip over the break
such as ‘The Day is Now Over’ or ‘Little Boy
Blue’ (Orff-Schulwerk Book [), Murray
edition). The older ‘I'm a Little Teapot’ is also
an example of this type of song. The next best
alternative is to employ songs that skip up
over the break but descend through it. Ex-
amples of these are ‘Twinkle Twinkle Little
Star’ or ‘Spotted Pony’ (Songs to Read, by

Continued to Page 3, Col. 1~
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The Next Ten Years

Now that colleges and universities around
the country are vying with each other for dis-
tinction as centers for professional Orff train-
ing with their “Certification courses” of one
sert or another, and the music industry has
decided that we're here to stay, not the pass-
ing fad they once thought we might prove to
be, the situation is very different from the
spring of 1967 when the AOSA was organized
by eight midwesterners who shared a dream.
That dream has come to a considerable level
of influence and stability in these ten years,
but the problem of teacher training remains a
major concern,

There is still, to my knowledge, only one
undergraduate major in Orff available at any
American college or university.* There is still,
in many Departments of Music Education, a
bare mention of the Orff approach. It is-only
after they graduate that students from these
more conventional schools find out what
they’ve been missing in their undergraduate
years. At most schools, the Orff approach is
lumped together with other contemporary
approaches, — Kodaly, Manhattanville, CMP,
or whatever interests the professor — in a very
cursory way. So it is still largely a graduate
course of study that we’re confined to, and a
very limited one at that, anchored as jt is to
the traditional summer one or two-week
workshop pattern for established teachers
who need more credits for re-certification
and/or advanced degrees. There still are many
one-week workshops beyond the introduc-
tory level, where they will always make good
sense. Most schools schedule two-week
workshops in a sequence of at least two. Only
one, as far as | know, offers three three-week
workshops with 105 hours of class each of
three summers.** One, two, three weeks,
whatever it adds up to, is never enough. Even
well-trained musicians take time to learn new
ways of doing things, new skills, new ways of
teaching. And many of our students have had
very uneven backgrounds, very shaky training
in music history and theory, for example, so
that our summer workshops are extremely
demanding for them, simply because of the
concentration of so much that is new in a
short period of time.

Many leaders in the Orff movement are so
preoccupied with their own involvement in
one program or another that there seems to
be very little attention paid to our common

. problems and long-range plans. Perhaps the

time has come to make ourselves take the
time to think ahead to where we want to be in
five years, in ten years, to dream again of new
ways of accomplishing our ends without hav-
ing to wait for the educational establishment

“to perceive the needs we feel today, and to

respond to them. What can we do? Where do
we go from here?

*Hartwick College, Oneonta, N.Y.
**University of Denver

There are, it seems to me, five possible
developments within the current educational
framework, and one that need not wait for of-
ficial institutional action:

1) Perhaps at least some of the chapters can
take the lead in trying to influence local
colleges and universities to make some provi-
sion for teaching Orff on the undergraduate
level in more than a superficial fashion. Some
chapters, - notably Greater Chicago and
South-Central Minnesota, - have made a
special effort to recruit student members in
the last couple of years, and now these
students are in a good position to insist on
getting the kind of undergraduate Orff train-
ing they want and need.

2) Local school systems and universities with
strong extension departments can offer more
long-term in-service Orff training-courses in
which the teachers can meet regularly for in-
struction, exchange of ideas, workshop ac-
tivities under supervision, and be able to
count on regular feed-back as they go about
their jobs from one week to the next, without
the intensity of the summer workshops to
contend with,

3) Universities already interested in serious
Orff training can limit their one-week Orff
courses to the introductory level, where it
makes good sense, and lengthen their Level |
and Il courses to at least two weeks, and
preferably three, as their administrators come
to realize that new techniques, such as our ap-
proach requires, take more time than stan-
dard lecture courses to bring their students to
any kind of adequate proficiency.

4) More universities should be urged to
follow the lead of the University of Denver
and offer correspondence courses
throughout the year in those areas which can
be taught on an individual basis, such as
Arranging and Composition in the Orff style.
5) More universities should be urged to set up
special training courses for classroom teachers
alone, not simply permitting them to tag along

.in courses. designed for, music specialists, as is

now generally the case. As Dr. Zipper main-
tains, there will never be enough Orff
specialists to go round, and unless we make
the effort to train primary classroom teachers
to handle the music in their own classrooms,
as is done in England and Germany, music in
the schools will never be much influenced by
our small band of Orffers. Many classroom
teachers have far more imagination in apply-
ing the techniques we've taught them than we
do ourselves, with our narrower training, and
they are free to use music-and Orff techniques
when the children need them, when a break
in the routine is indicated, as we ourselves,
with our tight schedules, are not.
6) We can begin to break out of the pattern
of sequenced summer workshops, good as
they may be, and experiment with new kinds
of courses, quite outside the current format,
to answer the needs that the sequenced
courses still leave unsatisfied. | would like to
see, for instance, a course for Orff specialists,
Continued to page 14, Col. 3

Regional Elections?

In response to the Advisory Board’s
resolution regarding election of National
Board members on a regional basis, the Presi-
dent appointed a six-member committee
chaired by Nancy Ferguson. This committee
will study the proposal of the Advisory Board
together with suggestions offered by the
National Board and report on its progress at
the May meeting.
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Child Voice, cont.

Tibor Bachmann.) Songs that ascend through
the break are least desirable. Some educators
have even suggested that permanent damage
may result from careless selection of literature
for use with these children although this has
not been definitely confirmed by research.

The Lower-range Singer: A third group of
children are those who have -vocal accuracy
only within a limited range, usually about six
notes within the range A to G-and below the
region of the voice break. These children are
just beginning to develop and literature for
their use should be restricted to songs con-
taining a total range of a sixth or less. Any song
- containing only the pitches of the basic pen-
taton may be employed with these children.

The Beginning Singer. The final group are
children who have just begun to achieve vocal
accuracy. Accurate singing starts in most
- children at the pitch D below the staff. Nor-
mally the child will sing from one to three
pitches with accuracy around this central
pitch but not necessarily adjacent to it. Of all
the children tested, approximately two-thirds
begin to achieve accuracy at this point, About
one-third of the black children and a substan-
tial number of white will begin to sing ac-
curately around B-flat below the staff rather
than on D, while a fourth to a third of all white
children first achieve accuracy at F or F-sharp
(bottom space).

If you have a substantial number of children
at this stage of development, you should ex-
pect to hear frequent wrong sounds in your
ensemble until they develop more control.
The song material used with these children
should be the same as that suggested for the
Lower-range Singer along with frequent echo
singing of tonal patterns within the six-note
range. :

Children Who Exhibit No Accuracy

in addition to the children who are able to
sing with at least some accuracy, there is a
group who have no accurate pitches at their
command. The presénce of & few childrer of
this type creates “musical mud” in your ensem-
ble, as one writer put it, and the larger the
number the poorer will be the sound. Fortu-
nately whole classrooms of this type of singer
are rare and those you have can be effectively
helped by proper remedial procedures.

The Speaker The most noticeable child of
this type is the one many educators refer to as
a “speaker.” This child will typically sing or
drone along in a speaking range with a total
pitch variation of only one or one-half steps.
His problem, as we have diagnosed it, is that
he does not know how it feels to sing. The ob-
vious remedy is to get him to use his singing
voice so he can understand how it feels. This
can usually be easily accomplished by having
him yell “yoo-hoo”" or hi-ho"” or some other
open vowel sound. If he yells loud enough his
voice will usually rise in pitch and if he is in
grades K-3 the result will almost always ap-
proximate a descending minor third. Older

children will usually produce a major third or
larger interval but this doesn’t matter. The im-
portant thing is that he is producing sounds in
his singing -voice range. Next have him
elongate his yoo-hoo then try to soften it
without dropping the pitch. The final step s to

change from singing yoo-hoo to singing So- .

Mi, “Hello”’, names of flowers, trees, etc. If
you can’t think of enough of these consult
Orff-schulwerk Vol. I p. 50 (Murray edition).

The Non-Directional Singer So now we
have a child who can use his singing voice, but
don‘t rejoice just yet. Chances are he will sing
badly out of tune. He may become a non-
directional singer. Due to his undeveloped

“aural perception he may not be able to dis-

tinguish melodies that ascend from those that
descend. He may sing the right direction or he
may not, in any case, the result is accidental.

The Directional Singer If he does not
become a non-directional singer, he will
probably be what we call a directional singer.
This is a child who hears melodic direction
correctly but does not sing the correct inter-
vals. His problem may be one of undeveloped
aural perception or lack of voice control. in
either case, the remedial procedures are the
same; Use many echo patterns or sing backs in
which you provide a correct example with
your voice or your alto recorder for him to im-
itate with his voice. This development can be
speeded along by using hand signs for
melodic direction when singing echoes,
providing a visual as well as an aural aid.

The Transposing Singer One final classifica-
tion of child singer must be mentioned. This is
the child who apparently has a well developed
ability to hear intervals but has an insufficient
vocal range to reproduce them at the desired
pitch level. His typical response will be four or
five notes lower than the example but will be
in tune with respect to interval refationships.
This tendency to transpose the melody to a
lower more comfortable pitch level is com-
mon with black children and occurs frequent-
ly with white children with well developed
lower ranges. .

Whether this phenomenon is due to the

‘physical development of the:vocal apparatus .-z -~

or is, as one music educator has suggested,
possibly due to some facet of the overtone
series or formant of the pitch which causes the
hearer to perceive the pitch as being a perfect
fourth or fifth lower than it was actually given,
is still a matter for additional investigation.
The best remedy for this problem is again to
use echo singing and other pitch-matching
devices with both voice and instruments.
With all this, life could still be simple for the
music teacher were it not for the fact that
almost every classroom contains one or more
of each type of singer. This means we must
deal with all types of voices simultaneously.
Just how many of each type you may find in
your particular situation depends on a wide
variety of circumstances, but the following
chart shows you an average of what we have
found so far. Thé numbers in the chartare for
a “typical’” class consisting of equal numbers
of boys, girls, and black and white children.

Continued to Page 9, Col. 3

MEADOW BROOK

ORFE-SCHULWERK INSTITUTES

BEGINNING
INTERMEDIATE
ADVANCED LEVELS

TRUDE HAUFF
RIDA DAVIS
LILLIAN YAROSS

SPECIAL SESSIONS IN:
RECORDER
MOVEMENT
INSTRUMENTARIUM

June 27-July 8, 1977 
2 Semester Credits
**«*~*****,************
‘ORFF FOR PRE-SCHOOL
AND INTERMEDIATE COURSE

WILMA SALZMAN

June 20-25, 1977
1 Semester Credit

" For further information:
Dr. Raynold Allvin, Chairman
Department of Music
OAKLAND UNIVERSITY
Rochester, MI 48063

(313) 377-2030

Dalcroze
Workshop

Tthe 1977
NATIONAL CONFERENCE
of the

...DALCROZE SOCIETY __
OF AMERICA
at the‘

UNIVERSITY OF LOWELL
College of Music
Lowell, Mass.
e
NATIONAL AND
INTERNATIONAL FACULTY
°

JUNE 20 - 24, 1977

For further information
contact:
Ms. Lisa Parker
50 Frost Road S
Belmont, Mass. 02178 A




Ce.,rtiﬁcati_tm cont.

model for the three-level courses which have
been established here, which also grant a cer-
tificate after the completion of the third level.

At present there are two problems with the
word “certification.”” One -is a problem of
semantics, and the other is the discrepancy
that exists as to what is actually “certified.” In
the first instance, there are one.or two
programs where certification means an act by
the state department of education which cer-
tifies that the courses taken are acceptable
toward their own-credential requirements. In
the second instance, certification recognizes a

specified level of knowledge and skill. There-

are also instances where it means that a cer-

tificate of attendance is granted or college

credit obtained.

In response to the need for clarification, the
national board last year took its first steps
toward providing some direction and’ stan-
dards for colleges offering Orff courses, and
teachers taking them by publishing and dis-
tributing the Level | Guidelines to all members
and interested schools of music. Level Il and
Il Guidelines are now in preparation.

Because of the overwhelmingly favorable
reaction to the guidelines, and the analysis of
specific responses from existing multi-level
courses, it seems safe to draw the following
conclusions regarding certification: “Cer-
tification” is a term applied to those courses
which seek to provide sequential skills and
knowledge in the pedagogy of the Orff-
Schulwerk and in its practical applications. It
also seems to be true that for those tri-level
courses which have been in existence for

several years certification of competencies is

implied after the third level is completed. In

addition, a certificate of attendance of contact

hours is given for a Level | or Il course, and
college credit is an optional expense.

Some of the newer programs have begun by
offering a “certification of competencies” im-

plied in the Level | guidelines, and they have

designated their offerings as a Level 1 course.
It goes without saying that colleges are free to
offer as many workshops of any length or type
as they choose, but if certification is implied,
students need to check carefully to see if the
content of the course will provide the
knowledge and skills needed for any practical
exam based on the Level | guidelines. This
would make a good beginning.

WHY IS IT IMPORTANT?

Dr. William Young of Stephen F. Austin-
University in Texas very clearly identifies the

-importance of Orff training when he says that
the purpose is “to identify the Orff-trained
teacher (as far as the schools are concerned)
and to upgrade the quality of teaching (as far
as the teachers are concerned.)” '

- The Level | Guidelines have already served a
useful purpose in providing a model for con-
sistency'which has been accepted throughout,

the country. A coherent and well-organized.

course can in turn be a.mode! for developing

standards i our own work, both with children-

and- adults. With- the -completion of Level 1l

and 1l Guidelines, there will be an expecta-

tion of consistent standards for graduates of

all three-level courses. For this reason, it is im-

portant to suggest who would profit from

such extended training:

{a) All music specialists interested in the Orff
approach who teach children.

(b) Teachers in colleges and universities who
teach music education majors,

{c) Music consultants and advisors who seek
an’ understanding of modern trends in
music education.

(d) Teachers-who aspire to -be future
workshop leaders themselves.

In the end, what will it be worth to you? As
mentioned earlier, a growing number of
schools are requesting teachers with this train-
ing. You should reach a more complete un-
derstanding of the scope, sequence, and
possibilities inherent in the Orff approach. It
should. mean that you have certain skills in
adapting, arranging, and presenting materials
appropriate to those you teach. You should
have become thoroughly familiar with the ex-
amples supplied in the original five volumes
of MUSIC FOR CHILDREN by Orff and Keet-
man, and finally, you will have concrete
evidence of your commitment to the study of
this approach. There are no special titles
which come with a teacher’s level certificate.
Titles are bestowed by children, other
teachers, school districts and colleges for their
own purposes. The purpose here is our ability
to improve the quality of teaching in our own
field.

WHERE DO 1 GO?

The number of responses from colleges and
universities to the questionnaire indicated a
number of choices. Schools were asked to res-
pond to a question regarding what they felt to
be the particular strength of their program.
Here is an annotated list of schools which
have specifically designated their programs as
certification courses,

Two weeks—three levels
DePaul University, Chicago, HL: Staff reflects

broad Schulwerk training and“direct iivolves ™™

ment with children. The focus is on the
Schulwerk in realistic teaching situations,
strong faculty with a continuity and integra-
tion of instruction. Enrollment is limited.

Hamline University, St. Paul, Minn.: Offers a
strong faculty at each level including a
recorder teacher who integrates that skill into
the general pedagogical approach. There is
emphasis on careful development of musical
skills and teaching competencies.

Memphis State University, Tenn: Has es-
tablished an: ongoing interest in Orff
throughout the year, not just in summer. Cer-
tification program offers a selected faculty and
well-designed. curriculum for each level. Orff
courses ‘can apply to a Master’s program in
music education.

Okland University, Rochester, Mich.: Is offer:
ing a Master’s program with a major in Orff
pedagogy. “Summer program offers three

i

Continued to page 13, Col. 1
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THE
ORFF SCHULWERK
CERTIFICATION
PROGRAM

Barbara Grenoble, Director -
June 27 - July 15, 1977

FACULTY

Danai Apostolidou
fsabel McNeill Carley
James Sewrey
Judith Thomas
Brigette Warner
Donald Slagel

also announcing
for the Spring Quarter
March 21 - June 1

BEGINNING
ARRANGING
IN THE
ORFF STYLE

Il Carley,
Instructor
A correspondence course in
composing and arranging

For information:

The Director,.
University of Denver-
Lamont School of Music - -
. Denver, Coloradd 80208 -
(303) 753-2196




Recently, | was coming home from a
workshop with my very good friend and
colleague, Mary Ann Cummins, an Orff
Teacher at St. Augustine’s School in Santa
Monica, and the USC Community Schools.
(Those of you.who were at the National
Conference here in November may remem-
ber her as the coordinator for the opening
children’s presentation.)

Inasmuch as we had both been leaders of
the workshop, we were evaluating what had
taken place. | told her that | had been very im-
pressed by a comment she had written in the
material distributed to the participants. It said,
“As teachers in- Orff, we are constantly
challenged to make echo work, echo play.”
Fcho work is the heartof a good beginning, so
as we drove home we discussed some of her
ideas about how to keep this aspect of the
Jesson constantly challenging. Some of them
are described here in hopes that they will be
of help to you:

There are certain assumptions about echo
work which must be made.

First: It is progressive . . . beginning with one
body sound and working with it before add-
ing the second, and third, etc, Combinations
of the four sounds are made gradually.

second: The same gradual progression takes
place when introducing and mixing other
kinds of echoes . . . i.e. mixing vocal sound
with body sound, accompanying movement

In The Beginning

echo with vocal sound, and combining the
vocal, the movement, and the body percus-
sion into longer phrase length patterns.

Third: The process is again repeated when
assigning a group of rhythmic percussion in-
struments a sound to which they respond
from the four levels of body percussion . ... ie.
the snap assigned to metals, the clap to the
woods, the knee slap to hand drums, and the
stamp to the timpani. (The children never
seem to grow tired of this.)

Once echo is established as a technique,
then the game forms are added.

1. The children are divided into four groups,
one in each corner of the room. All the
children have hand drums. A teacher, or child
acts as leader and sends the “message.’” It is
played in turn by group one first, then group
two, group three etc.
or

The game is extended to a variety of in-
struments. The child in group one with a
wooden instrument such as claves, sends the
“message’’ which is repeated by the children
in group two with wooden sounds, and so on
in circular order. The same procedure is
followed by metals. This arrangement is also
fun when asking the instruments to respond
to an assigned body percussion sound.

2, Place the echo work in the context of
language as in a rondo. The chant makes

Now Comes Artist Limited
Orff Schulwerk Instrumentarium
by Rhythm Band, Inc.

I

listening a part of the exercise.

“Hey, hey, my good man,
Listen now as best you can.”

Spoken twice: followed by echo patterns,
with body percussion, drums etc.
or
Leader says: (if holding a wooden percussion
instrument)
“I'm the wooden lock.”

Group or 2nd child says:
“I'm the wooden key.”

Leader plays pattern, group echoes.
If playing on metal sounds, the words change
to “I'm the silver lock.”

Mary Ann also used to work with the deaf
children at John Tracy Clinic. It was here that
she used the technique of sitting in a circle
and playing sentence “messages,”” on the
backs of the children. Each child in turn
played it on the back of the child next to him.
When it had gone around the circle, they

.would clap it together. similarly they would
play patterns softly on the palms of their
neighbor’s hands. This kinestetic approach to
echo work has great value for hearing
children as well.

The value of echo work is much greater
when it includes more than just the sense of
hearing. By including the senses of sight and
touch, “play” possibilities are greatly in-
creased.

Millie Burnett
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Xylophones
Soprano, diatonic ........... $ 57.50
Alto, diatonic 78.85
Bass, diatonic ........o.eees 149.50
Giockenspiels

Soprano, diatonic ...

Alto, diatonic

Soprano, chromatic .

Alto, chromatic

BOB BERGIN, National Sales

The traditional instruments of the Orff Schulwerk Instrumentarium are
now available at extraordinarity low prices and outstanding quality. The.
Artist Limited Orif instruments have been designed and manufactured
in Japan in keeping with Rhythm Band's policy of offering elementary
music education the finest quality products at Jowest possible prices.
Metallophones
Soprano, diatonic
Alto, diatonic
Bass, diatonic

.. $17.85
. 18.50 A

For free catalog and further information, contact:

RHYTHM BAND, INC.

Post Office Box 126/ Fort Worth, Texas 76101/ 817-335-2561 '
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A Walter Lawson [ 2 John Ztafinh

ORFF SCHULWERK
July 18-29
Introductory — Intermediate — TJeachers
Naney Ferguson. Lynn Johnsot, Carol King, Shirley McRae. Konnie Saliba
JOS WUYTACK
ORFF SCHULWERK BEGINNING PIANO TUNING ADVANCED PIANO TUNING
August 1-5 June 20-July 1 Juse 20-July 1
Master Class Russell Van Vlack Russell Van Viack
JOS WUYTACK

ALL WORKSHOPS CARRY THREE SEMESTER HOURS CREDVL OR
CONTINUING EDUCATION UNITS (CEU)

FOR FULL DETAILS WRITE:

MS. DWALA RALPH, MUSIC DEPARTMENT. MEMPHIS S1A1E

IVERSITY, MEMPHIS, TENNESSEE 38152




WASHINGTON
CONFERENCE

NOV. 9-13

Need something to lift your spirits? Then
promise yourself a trip to Washington, D.C,
to attend the next national AOSA conference
November 9-13 at the Sheraton-Park Hotel. It
offers you a double opportunity—a visit to our
nation’s capital, and more listening, observing
and participating experiences in Orff-
Schulwerk. You will have a chance to work
with these outstanding clinicians:

Ursula Klie Schorn—former movement
specialist at the Orff Institutes in Salzburg,
now teaching in Berlin. She has also taught in
elementary school in Massachusetts and
summer courses at the New England Conser-
vatory in Boston.

Dorothy Heathcote—specialist in Creative
Drama at the ‘University of Newcastle-upon-
Tyne, England. She is already well known to
many in the US. who have attended her
creative drama workshops.

Helen Kemp-—professor at Westrminster
Choir College in Princeton, New Jersey, Mrs,
Kemp has a national reputation for her exper-
tise in developing children’s voices. This will
be her first presentation for AOSA,

Doreen Hall—professor at the University of
Toronto, Miss Hall was instrumental in bring-
ing the Orff-Schulwerk concept to this conti-
nent. Together with Arnold Walter, she is
responsible for bringing out one of the
English editions of the Schulwerk.

There will be many other clinicians leading
workshop sessions on various aspects of the
Schulwerk; you will have a chance to choose
those most relevant for you.

One evening will be left free for you to go
“on the town;” you will have a choice of
organized excursions or can plan your own,
Saturday night banquet entertainment will be
a very exciting musical-dramatic stage work by
Carl Orff, “Ludus de nato Infante mirificus,”
which has been performed only a few times
previously in the U. S. it is the Christmas story
woven into a marvelous tale of imagination
and fantasy,

And the final surprise will be an Orff-style
composition being specially created for this
conference by Canadian composer Keith
Bissell. Believe it or not, everyone attending
the conference will have a chance to par-
ticipate.

Mary Stringham

AOSA Publishes First Book

A collection of articles from the first eight
years of the Echo and the supplements will be
out May 15 under the title, ORFF RE-ECHOES,
Copies are available directly from AQSA
Headquarters at $4.50 each plus .35 postage.
Chapters are being offered a special 20% dis-
count on orders of lots of ten or more, as a
help in raising money for their own local pro-
jects and for the Keetman Fund. Dealers will

also handle the book on our behalf, The

AOSA is very grateful to all the contributors
who have allowed theii work to be included.

CELEBRATIONS—]J, Thomas
Rigs O’Marlow

Paul Kerlee
Elmsford, N.Y.

My interest in Morris dancing came
through my association with the Country
Dance and Song Society which supports
programs in English Country Dancing, and
English Morris and Sword Dancing. | found
the simpler Morris dances eminently suitable
for upper-elementary children, It has become
a traditional part of the program for fourth
graders at Hillside School in Hastings-on-
Hudson, New York.

Let me quote from “The Morris and Sword
Dances of England” (printed for the Morris
Ring, Hive Printers, Ltd., and available
through the Country Dance and Song Society,
55 Christopher Street, N.Y., N.Y. 10014):

“Although you might not guess it simply

from watching the dances, the Morris has a

very ancient history, so ancient that its

origins are. lost in the distant past. It is much
older than cricket and most of our (English)

well-known sports; and until about 100

years -ago, most of the Cotswold Villages

had their own Morris sides (ed: what a

Morris team is called...a group of 6) each

dancing its own local variant of the Morris

dances. The traditional time for Morris dan-

cing in that part of the country was Whitsun,
.and some teams used to spend the whole of
Whitsun week touring and dancing in their
own neighborhoods. Nowadays they dance
at all times of the year, indoors and out. ..._."
The usual dress is white-shirt and pants,-
with bells on the shins plus crossed baldrick
(ribbons) with emblems worn over the shirt.
Handkerchiefs are waved or sticks are tapped
in most dances, while a few use only hand-
clapping patterns. Dance historians suspect
that these Morris dances were done to
promote fertility in the earth, to wake it up,
literally, by leaping, stamping and jumping on
it in the spring. .
Because of the many complicated
variations, one should probably not venture
to explain Morris dancing without live
demonstrations, Although there are books
available by Cecil Sharp (Novello) with detail-
ed dance explanations and tunes, the dances .
themselves are better fearned in live sessions.
The tune below, “Rigs of Marlow” is one of .
the simpler stick dances. The “x's"’ indicate
“where the sticks are tapped in the authentic
dance. Because the written directions would
be cumbersome here, this arrangement is be-
"ing shared as a workable and enjoyable
ensemble piece; or for those who are not
purists, as a piece for which an improvised
! dance form might be created in the spirit of
“the Morris tradition.

RIGS O’MARLOW—Morris Dance—Arr. Paul Kerlee
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Names In The News

Phyllis Weikart, Assistant Professor of

Physical Education at University of Michigan, -

led a great all-day workshop on Ethnic Folk
Dancing on Feb. 19, and in May Jacobeth Postl
will give an all day workshop for the Greater
Detroit Chapte,r.

—Carolyn Tower taught a ten-week Basic
Orff course at Birmingham Center for Con-
tinuing Education in the winter term.

"—Kay Sovran‘has been invited to a 3-day
Basic Orff workshop in Fredrikstad, Norway in
june. '

—~—1Lucia Bahorich gave Orff demonstrations
to Detroit Public School elementary music
teachers in February.

—Betty Morris did a recorder session for the
AOSA chaper in Lansing in April.

—Francine Jager is giving a series of 6
workshops in Flint for a Creative Arts Project
to help classroom teachers and music
specialists correlate their curriculum.

—Peg VanHaaren, in addition to the-course
she teaches at Michigan State, is planning an
Orff course to be given at Northern Michigan
University in June for classroom teachers and
music specialists with some experience in
Orff.

Mr. James W. Pilcher, Music Teacher, In-
service trainer and workshop leader from the
Brooklyn Developmental Center, was one of
last year's recipients of the coveted New York
State Mental Hygiene Department’s Employee
Recognition Award for outstanding service.

Dr. Arthur W. Harvey of the Music Depart-
ment of Eastern Kentucky University in Rich-
mond, KY, reports a very successful Creative
Music Workshop for children last fall which
involved students in both education and
Music Ed. He also reports a seminar on
Therapy in the Arts held at his university last
fall, and a forthcoming Music in Special
Education/Music Therapy tour to England
June 25-july 10.

CLASSIFIED ADS

Ads may be placed for 20¢ per word, includ-
ing name and address. Minimum charge is

$3.00. FOR SAI_E

LIMITED SUPPLY: “Orff Instrument Source
Book” Vol. Il. Prepaid orders direct from
author, Elizabeth Nichols, School of Music,
Ball State University, Muncie, IN 47306. $8.00
including postage.

BRASSTOWN PRESS, Brasstown, NC 28902
Isabel Carley’s ‘“Song Primer”, $1.00;
“Recorder Improvisation and Technigue” |,
$2.50; II, $3.00; “Theory Papers for Records
in C of F” $2.00. $.35 postage per book.
Prepaid orders only. Quantity discounts
available.

MOVEMENT, SOUND, AND READING
READINESS—Dispels the myth that Orff music
is a frill. Introduces auditory and movement
skills using Laban-Dalcroze-Orff concepts. Ex-
planations are from an early childhood
development viewpoint in language that a
non-musician can understand. A supplement
contains index card materials for organizing
and expanding the work begun, with hints for
teaching exceptional children. $3.25 each
prepaid.  Prince Publications, 107 Ashland,
River Forest, 1L 60305

THE MOST COMPLETE SINGLE SOURCE FOR
ORFF-SCHULWERK MATERIALS

MAGNAMUSIC-BATON 110370 Page !ndustrial Blvd. St. Louis, Missouri 63132

Remo RotoToms.
The superior timpani for Orff

_training that save you money.
e Aule AVE addnhed £

. M £y

Can better actually cost less? Emphatically yes! Remo RotoToms are
proving superior to standard wood or metal timpani in dozens of
Orff/Schulwerk and other elementary music training programs around
the country. Tuning is simple and secure. The sound is professional.
And RotoToms are far more rugged, yet are amazingly compact,
lightweight and fully portable. See your Remo dealer or write

for RotoToms catalog.

REMO, INC. 12804 RAYMER STREET, NORTH HOLLYWOOD, CALIFORNIA 91605



OUT MAY 15:
Orff RE-ECHOES, 1968-75

Selections from the Orff Echo
and the Supplements

Edited by-Isabel McNeill Carley

$4.50 plus .35 postage
direct from Headquarters,

Box 18495, Cleveland Heights, Ohio 44118
Heights, Ohio, OH 44118
Prepaid orders only.

ORFF IN THE WOODS
Brasstown, NC 28902
In the cool Blue Ridge
Elementary and
Intermediate
July 24-30

Orii Specialists’ Seminar
July 31-August 6

Isabel Carley,

with Marcia Lunz

Brochures on request from Mrs. Carley

CURRY COLLEGE

Orff -Schulwerk
Summer- Courses 1977

faculry:
Trude Hauff
Edna Geary
Pat Brown
Joyce Burd

JULY 11-22

Write:

Dr. Ronald Warners

File O

Curry College

Milton, Massachusetts
02186

ORFF IN THE KINDERGARTEN

“JoAnn Rogers and Virginia Ebinger
Los Alamos, New Mexico

Does the Orff approach to music education
merit investigation into its application to total
education? If so, does it have particular value
in kindergarten education? 1Is the Orff
approach an answer to training both sides of
the brain — the affective as well as the
cognitive?

Believing that the answer to all three of
these questions is yes, a kindergarten teacher
and a music teacher, both with many years of
experience and both with Orff training,
worked together last school year in daily
application of Orff-Schulwerk principles.

The school principal, who had been
exposed to several Orff training sessions and
who had encouraged his entire staff to be

- participants in them, and personnel from
.Special Services — guidance counselor,

speech therapist, and school nurse — were
frequent observers of the program in action.

The class consisted of 34 children — five-
and six-year-olds — who were divided into
two equal-sized groups. Class was in session
from 8:30 until 11:30 daily. On alternate days
from 11:00 till 11:30 an aide worked in a
separate room with one group while the
kindergarten teacher and the music teacher
worked with the other group.

Emphasis was placed on three of the four
key elements of the Orff-Schulwerk
movement, speech, and playing instruments.
The fourth element, singing, was incidentalto
this particular work since it was used widely at
other times of the day and since the class met
with another music specialist weekly for
scheduled music classes. Special attention was
given to cultivating the children’s own
inventiveness and on maximum development
of their listening skills.

The following points were noteworthy:

1. Movement provided opportunity for quick
and accurate observation of each child’s
miotor skills and/or deficiencies — both gross
and fine motor skills.,

It was exciting to observe the gradual
development of directionality and left-right
discrimination in the children. Concepts of
over, under, up, down, through, forward,
back, sideways were quickly mastered. Left
and right followed soon.after.

Space orientation, self-awareness, positive
self-image were important aims which were
successfully met. Much time was given to
drama in movement, and the children’s
response was invariably enthusiastic. They
walked through thick mud, through new-
fallen snow, on thin ice. They became zoo
animals. They were skiers and football players
and butterflies. They did old nursery rhymes
and stories created on the spot in movement,
some with sound, some without,

Certain specific movement activities
provided early checking of the children’s
abilities at midline crossing, at shifting of body
weight, at development of eye movement
from left to right.

2. Speech was used to develop sensitivity to
sound, expressiveness of voice, discrimination
between loud and quiet, fast and slow, short
and long. Individual abilities for clear and
colorful self-expression and group abilities to
make a unison were also cultivated.

"The children became able to carry out
successfully assignments using echo, canon,
question and answer, and rondo, and there
was much improvisatory work in speech,
movement, and playing.

3. Instrument playing — body instruments,
rhythm instruments, and melody instruments
provided excellent opportunity for the
teachers to observe midline difficulties, eye
movement, directionality. And the children
began to discover the meaning of ensemble.
Development in discriminatory listening skills
accelerated.

4. Great growth was apparent in overall

listening skills:

— Quick response to sound. “Walk only
while the drum plays,” or “Walk in your
own way until the drum sounds,” or
“Move in relation to the sound you
hear” e.g., a sound on the wood block
suggesting short, jerky movement, or a
sound on a cymbal inspiring slow,
sustained movement.

— Attention to directions.

— Ability to hear numbers of sounds, e.g.,
every child knew and could reproduce
on body instruments or rhythm
instruments the number of syllables in
his own and every other child’s name,
and many could notate them in “music
writing’’:

Kevin | |

[

John Michael I r—l

Joe | X
Mrs. Rogers ﬂ r—]

They were able to transfer these patterns
into other categories, for instance:

Joshua

Kevin | | baseball  bluebird

Joshua [ | | volleyball whippoorwill

ﬂlﬁglr;ael I_-I kite flying kingfisher
Joe | X goif duck

Continued to next page



Kindergarten, cont.
Mrs.

Rogers \—_‘

robin
redbreast,

roller
skating

— A sort of “figure-ground” in sound .

developed. As they progressed, the
children were able to distinguish the
particular sound they were to react to
even when it was being played
simultaneously with several other
sounds.

— Internalization was necessary. The drum
would give them a beat which they
would walk:

Lrrr i

Another instrument would give them a
pattern which they would clap:

amma mrme

Over thisthey might speak, “Davy, Davy ‘

Dumpling, boil him in the pot... J

N Nnnes

Both beat and rhythm pattern had to be
internalized.

5. 1t is the belief of those who worked with
and observed these activities that they were
effective in all areas of the children’s
development — physical, mental, as well as
the highly important affective — and that they
contributed significantly to the children’s total
learning, to their reading-readiness, their
work with numbers, their handwriting skills;
to their sensitivity to sound; and to their
discovery and increasing awareness of the
worth of their individual contributions to the
group.

Unfortunately, data from only one
standardized test can be presented to bear out
these observations. A test for motor
development skills was administered in the
spring. On this test only one child showed
below grade level in these skills. (The
exception was a child with problems so severe
that he is to be placed in an educationally-
handicapped class in first grade.) Such results
were unique in the kindergarten teacher’s
many years of experience.

This story perhaps indicates how the
program was received at the schoo! where it
was conducted:

When the teachers, eager for, statistical
results of their experiment, asked the
principal’s permission to work this year with
only half the class, using the other half as a
“control” group, permission was flatly denied.
#ALL the children will have this opportunity,”
he told them. “/l wouldn’t consider having half
of them miss it.”

AN APOLOGY

Apologies are hereby extended to the
Western New York Chapter whose name was
inadvertently omitted from the list of new
chapters chartered at the Los Angeles
Conference.

MEMBERSHIP
tops 2500 .

The National ACSA Board set the
following dues structure for the 1977-78
membership year at the January Board
meeting: )

Regular $10.00
Student 3.00
Library 12.00
Institutional 15.00
Business 30.00

These rates reflecta modestincrease for
the Regular, Serials or Library, and
Business memberships, and a reduction
in the student fee.

The membership year will run from
june 1, 1977 to May 31, 1978.

Bulk mailings of membership forms
will be sent to all who request them.

BACK ISSUES

volumes 2, 3, 4, 5, 6, and 7 of the Echo are
still available in toto for $4.50 each. Volumes 1
and 8 are incomplete, Two issues are available
for $3.50. Some supplements are still available
for .60 apiece: Arnold Walter, 0/S in
American Education; Carl Orff, 0O/S Past and
Future; Werner Thomas’ Orff's Schulwerk;
Dr. Zipper, Proliferation of 0O/S. Extra copies
of the Guidelines are available at $1.00 each.
Order from AOSA headquarters, P.O. Box
18495, Cleveland Heights, OH 44118,

* A5 YEAR GUARANTEE..."

“ DIRECT FACTORY TO SCHOOL PRICES..."

* OVERTONE TUNED BARS..”

* CHROMATIC BAR STORAGE...”

P IR

NEW OFFICERS AND
BOARD MEMBERS

Officers for next year are: Nancy Ferguson,
President; Mary Stringham, Vice-President;
Lillian Yaross, Vice-President-Elect; Jjudith
Thomas, Secretary; Stan Rowland, Treasurer;
and Jane Frazee, Past-President.

Members-at-large elected to the National
Board for the next two years are Millie
Burnett, California; Rida Davis, Connecticut;
Paul Kerlee, New York; and Caro! King,
Tennessee.

Child Voice, cont.

Grade Level

Classification

K 1 2 3 4 5
Children with no
Accuracy 8 - - = = -
Beginning Singer 5 4 2 2 - —
Lower range Singer 7 g 7 3 1 —
Middle range Singer 53 7 6 6 6 3
Upper range Singer . 5 11 15 19 28 27

Note: All tests were given at the end of the school
year. A kindergarten child had experienced music
for one school year, a first grader for two, and so on.

Next Issue of this Series: The development of the in-
dividual vocal singing range.

" ROSEWOOD BARS...”

» HEY..WE CAN AFFORD IT NOW..."

" KID STUFF SPONSORED
WORKSHOPS...”

“WITH A TOP CLINICIAN..."

# NOTE NAMES ARE ON THE TOP...
YEA, EASY FOR US TO READ...”

Sy B

>

NAME

hid oball®

METEAL !NB-?H GMERTE

|
EL.EMERTARY BEBELEATIBAN
P.0. BOX 3681 CENTERLINE, MICHIGAN 48013
1313) 967-3144

A DIVISION OF MASTER MUSICAL INSTRUMENTS, INC.

PLEASE SEND ME YOUR FREE COLOR CATALOGUE:

ADDRESS

cITY

STATE

ZiP CODE
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Special Workshops

At .the J.. C. Campbell Folk School,
Brasstown, NC 28902:

Orff . Specialits’ Seminar, July  31-August
6, a new kind of Orff workshop designed for
these who've already had all the training
available in one or another summer sequence
and feel the need of concentration in special
areas, under the direction of Isabel Carley.
Orif-In-The-Woods, July 24-30, under the
direction of Isabel Carley.

Dance Week, June 12-18, under the auspices
of the Country Dance and Song Society, with
outstanding teachers and musicians.
Recorder Week, June 1-25, under
direction of Johanna Kuhlbach, o

Orff-Schulwerk Summer Course in Salz-
burg, July 31-August 6 at the Orff institute.
Faculty include Arnold Burkart and Mimi
Samuelson, Francine Coleman, Ernst Wieblitz,’
David Coleman, Rudolf Schingerlin, Hilda
Hunter, and Margaret Murray. Applications
should be sent to the Orff Institute, A-5020
Salzburg, 55 Frohnburgweg as far ahead of the
July 1 deadline as possible. -

‘Kentucky Heritage Arts Week, Morehead
State University, Morehead, KY, June 19-26,
The traditional arts and crafts of the Ap-
palachians will be taught in classes and
workshops, including country-dancing, folk
songs, fiddle, guitar, and banjo playing,
recorder; weaving, pottery, puppetry, etc. A
Day camp for children 6-14 is offered con-
currently so that parents can pursue their own
interests while their children are in camp.

Dr. Elneta Cooper of the Music Education
faculty of the University of Washington will
lead a Study/Travel tour to Munich, Salzburg,
and Vienna, including the Summer Course at
the Orff Institute, July 24-August 13.

Heigh Ho! We’re “Orff"”
‘ To The Fair

Teachers and children from the Title 11l
ESEA Orff-Kodaly Music Project in Caddo
Parish presented live demonstrations during

the

. the Louisiana State Fair held in Shreveport,

Louisiana October 22-31, 1976, Each school
day during the Fair children took their Orff in-
struments with them on a yellow school bus
and traveled across town to the fairgrounds
where they spent an hour playing, singing and
dancing in the Orff booth in the Education
Building, which is operated by the Louisiana
State Department of Education. Many people
came from the adjoining buildings and from
the outside to see and hear what the children
were doing.

During the hours when the children were
not in the booth, slides and video tapes were
shown by members of the North Louisiana
Chapter of the American Orff-Schulwerk
Association and the Association for Child-
hood Education International. Posters filled
with pictures of summer workshop activities
and of project activities during the past year
were on display in the booth. Information
sheets and booklets were distributed to fair-
goers to provide them with more information
about the project. -

“HELLOS and GOOD-BYES
by Avon Gillespie - .
“A Sqng To Start — A S‘ong To End”

Good Morning (Evening)

Bon Jour Hello Lullaby

We’ve Come Together Indian Farewell
) Canon For Four Voices

God’s Greeting

$1.00 per copy
‘ Also by A'von Gillespie:

 ZING, ZING, ZING

A collection of games and songs utilizing echo singing,
imitation, ostinato patterns, and body movement to
~develop creative vocal improvisation and coordinate

enjoyable songs.
. $1.00 per copy

IN WORKSHOP -~ A unique recording
containing selections from Zing, Zing, Zing.
An actual IN WORKSHOP session!

$6.00

GBelWﬁ]”hGA‘li“g “Publishing Corp. MELVILLE, N.Y. 11746

both the physical and aural aspects of. singing through .

Ve

The AUTHENTIC Orff Instruments

STUDIO 49 authentic ORFF INSTRUMENTS are in use at the Orff Institute in
Salzburg, Austria and throughout the world in schools, colleges, and universities.
Recommended by Dr. Carl Orff and the leading Orff Schulwerk teachers every-
where,

WRITE FOR FREE CATALOG K-127

Sole U.S. Agents: MAGNAMUSIC-BATON, INC.
10370 Page Industrial Blvd.
St. Louis, Missouri 63132
(314) 427-5660

N




Workshop Proposal Renewed
By National Board

. A proposal for the mutual benefit of local
AOSA Chapters and the National Association
was put into effect immediately after its adop-
tion at the May ‘76 board meeting. The first
five chapters to qualify for these board-
supported workshops were Middle Tennes-
see, Mid-Michigan, Western Michigan, Cen-
tral Ohio, and Detroit.

The proposal has been approved for this
year, and the board anticipates a lively race

among the chapters to qualify. The first five .

chapters to report 80% national membership in
their chapters by Sept. '77 will be eligible to
invite any past-president* of their choice for
an all-day workshop, with the clinician’s fee
paid by the National Board. Other expenses,
such as transportation, housing, and publicity,
will be the responsibility of the local chapter.
This offer is available to a qualified chapter
only once. Memberships for 1976-77 must be
in the hands of the Membership Chairman by
Sept. 1 and a notice of application must be
sent to the Executive Secretary at the same
time,

The workshop with the past-president will
afford chapters a unique opportunity to dis-
cuss national and local policies, programs, and
problems, and stimulate new and relatively in-
experienced groups to undertake serious
workshops. Such workshops should also help
the participating chapters and the National
Board in their efforts toward increased growth
and cooperation.

Five central state chapters were this year's
winners. How many chapters from east, west,
north, or south will race to a finish before
Sept. 12

). P.
*Past presidents of the AOSA are: Arnold Burkart,

Joe Matthesius, Ruth Hamm, Konnie Saliba, Jacobeth
Postl, and, next year, Jane Frazee.

KEETMAN FUND

The Gunild Keetman Fund is designed to
provide financial aid for further education
and/or formal research in Orff-Schulwerk.
This assistance, limited to Americans who are

in financial need, will be available as soon as "

there is sufficient money on hand, at which
time applications for amounts up to $500.00
will be accepted.

At present, we are gathering funds and ask-

ing for your support in this endeavor. The
total accumulation to date is $1,065.58. We are
happy to announce that the National Board of
AOSA has greed to match this amount by
donating $1,000.00. We hope that this move by
the National Board will encourage individual
and group donations which will, in turn, en-
sure the continued growth of the Fund. We
invite you to contribute any amount you
choose. Checks should be made payable to
AOSA Assistant Fund and mailed to AOSA
Headquarters. ‘ o
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DE PAUL UNIVERSITY—SCHOOL bF HUSIC
Frederick Miller, Dean

25 E. Jackson Blvd. Chicago, lifinois

12th Summer Session

CARL ORFF WORKSHOPS
June 18-24, 1977

Level I -
Level II -

Lillian Yaross
Jacobeth Postl

Movement and Recorder:
Marcia Lunz
& Music Therapy:

James Harris
Creative Drama: ' '
Dawn Murray
Level III Certificate
Course:; Summer 1978

Detailed brochure on request

VERYONES TALRING
ABOUT TS

* Just a note to express our delight at the Jovely Orff instruments our church recently purchased.”
Mrs. R.D., Crete, Nebraska )

“ The chiidren and | are enjoying your instruments tremendously. We are busy organizing our
Orff classes here in Westlake and the KID STUFF products are holding up really well.”
Mrs. C. K., Westlake Village, California

|t is time to order new instruments and your prices are just too good to igriore.”
Miss M.C., Music Specialist, Watertown, Tenn,

# This letter is to advise you that your price quotation for Orff instruments was determined to
be the winning bid.” Mr. R. M., Curriculum Associate, Grosse Polinte, Michigan

 1m so excited about your low prices and excellent quality & service that | can't wait to
show these instruments to my friends. In my opinion, no other company can offer as much
as you do for so little.”” Mr. J, Robert Welsh, Nationally recagnized Etementary Education Specialist
and Orff clinician, Past President of New-Mont chapter of the A.O.5.A. New Hampshire.

= hid sbolf® <

MuBIEAL \‘N!!FHHM eNTR

' PeEMBERTARY ENLEATIEN
© p.O.BOX 3681 CENTERLINE, MICHIGAN 48015
{313) 967-3144
A DIVISION OF MASTER MUSICAL INSTRUMENTS, INC.

PLEASE SEND ME YOUR FREE COLOR CATALOGUE:

NAME
ADDRESS ciTY

STATE . Zip CODE
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TIMPANI TIPS

Peggy McCreary,
Denver, Colorado

If you are like me and don’t have the time to
tune your timpani every day, you might find a
few of these tips | garnished from a symphony
timpanist helpful:

First, to make the drum head last longer and
the tuning easier, remove the head and squirt
a little white graphite, purchased at a
hardware store, all the way around the inside
of the head where it will be touching the edge
of the drum. Replace the head. The tuning
rods of some brands of timpani will turn more
easily with a penny washer placed where the
rod comes in contact with the metal rim.

Now to tune the head you will need a small
tuning fork (A 440 is fine) with a ball on the
end. Strike the fork on your knee or the sole
of your shoe (not a hard surface) and place the
ball end on the timpani head about an inch or
two in front of one of the tuning rods. This
technique makes use of sympathetic
vibrations. You will get the loudest and
clearest sympathetic sound from the fork and
drumhead when you have adjusted the rod to
the correct position. Keep turning the rod
back and forth until you can hear that you
have the best spot. Go across to the other side
and repeat the process, continuing to all of
the other rods in turn. You may need to go ail
the way around a second time. This method is
so fast because you don’t have to rely on your
ear or another instrument for the correct
pitch between tuning spots or worry about
different pitches from different mallets. Tim-
panists do this without a tuning fork by sing-
ing into the drum. Now that the head is in
tune with itself, adjust all rods equally to the
desired pitch.

If you have nuts and screws that keep com-
ing loose because of vibrations, tighten them
and then paint over them with paint or finger-
nail polish. This will hold them in place, or will
chip off if you do need to turn them later.
Also, a drum placed on a carpet won't “walk”
while you play.

With your timpani now in good working
order and in tune, you should procede to
study Gunild Keetman'’s latest contribution to
the Schulwerk, “Ub- und Spielstucke fiir
Pauken” (Exercises and Pieces for Timpani).
Schotted 6588. This is a fantastic book! Some
parts could be used with older children, but |
found that the entire book was an excellent
guide in itself for me as the student. Once you
study this book and work at it seriously you
will beconfe aware that Keetman has taken
you through the book in such a logical and
progressive order that by the end of it you will
have developed excellent mallet technique
{from notations in the book); an expanded
concept of the relation of body percussion.
notation to regular percussion notation;
rhythmic independence with both hands; ex-
periences in many meters, rhythmic patterns,
and musical styles; and control of one to four
drums. Also, if you are fortunate enough to
find someone else who is as “hooked’” on this
book as | think you will be, there are also in-
cluded five duets for multiple drums for you
to enjoy. The only drawback to the book is
that five are not enough.

Surely some of the most beautifully musical
pieces in the Schulwerk literature occur in this
volume. A must for your library.

SUMMER ORFF

WORKSHOP

HELDER PARENTE PESSOA

Rio de Janeiro, Brazil
Former Faculty Member of the
Orff institute Salzburg, Austria

Colin Sterne
National Recorder Specialist
University of Pittsburgh

9
Donna Dee Hardy, Orff Specialist.

Penn State University

o
July 5 -9, 1977
at the

VOLKWEIN MUSIC CENTRE
Pittsburgh, Pa.

For further information contact:

Jean Wilmouth, Jr.
Volkwein Bros., Inc.
117 Sandusky Street
Pittsburgh, Pa. 15212

You’re On Our List

Don’t forget to forward address changes
promptly to AOSA, Box 18495, Cleveland
Heights, Ohio 44118, and STAY ON OUR
LISTI

Feiffer
A DANCE
10
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Reproduced with the permission of Jules Feiffer, from the Village Vioice, June 27, 1976.




Certification Cont.

levels with a week’s pre-session for non-music
majors and persons without previous training.

University of Southern California, Los
Angeles: Offers a th ree-level course similar to
Memphis and Hamline. A strong faculty with a
teaching emphasis on materials appropriate
for children. Provides opportunity to observe
and work with children.

Three weeks—three levels

University of Denver, Colorado: An extended
time-commitment of 105 class hours per level.
Previous introductory workshop required.
Strong faculty, trained at Orff Institute or
Toronto. Recorder training integrated with
Schulwerk. Curriculum designed for Level |
Primary, lLevel 1I Upper Grades, Level 1l
Junior High and High School. Certification
granted by the university and recognized by
the state. Master’s degree incorporating cer-
tification course available in four summers.

Toronto: A consistent course over a number
of years featuring an international faculty.
Evaiuation at the end of each level provides
each participant with recommendations for
continuing study.

Two weeks—two levels

Ball State University, Muncie, Indiana:
Instructors with a background of teaching at
the Orff Institute in Salzburg, competent in
such areas as Basic Orff, movement, and
recorder, and in administration of such
programs.

Grandview College, Des Moines, lowa: A new
program started with the help of an ex-
perienced faculty. Provides for each area of
instruction which has been outlined in the
guidelines.

Other programs

One week, Level | and Il proficiency exams
are offered by Stephen F. Austin University,
Nacogdoches, Texas. These exams are given as
a service by the university to recognize
teachers and students who have committed
themseives to the study of the Orff approach.
The resulting certificate is helpful to those
teachers seeking jobs in Texas. .

Although not a summer program, Hartwick
College in Oneonta, New York, has
developed the first Orff certification program
for undergraduate students.enrolled in“their
four year program. The Music Ed student who
elects to take this program will be offered
training equal to the three year program given
by the Orff institute in Salzburg. Non-music
majors are encouraged to take the introduc-
tory courses, as well as performance majors.
The certificate, which requires a three
semester involvement with children, has the
provisional approval of the state of New York,

There are many other good summer '

workshops available which do not carry the
term “certification” as a part of their publicity.
Some are appropriately termed “introduc-
tory,” and others such as the Westminster

Choir S(’:b‘ooIA ‘Program ‘are_list_'ed ‘as “gverview
o " Continued to Page 14, ‘col. 1

JSONOR

AUTHENTICITY PLUS

AUTHENTICITY: :
Recommended and used by the world’s leading Orff specialists.
Played in more Orff workshops.
PLUS:
The largest selection of Orff instruments in the United States.
Write for a free Sonor Orff Catalog. '

HOHNER®X

M. Hohner, Inc., c/0 Educational Dept. Andrews Road, Hicksville, New York 11802

LYONS BAND
 ANNOUNGES

“Our own complete line of ORFF teaching instruments and aids. Made
in England by a leading manufacturer for our own LYONS label.
Quality is the best as you always expect from Lyons.

MADE FOR SCHOOL USE
PRICED FOR SCHOOL BUDGETS |
Write for Ly'oﬁs’ ORFF-'SCHU LWERK brochure with price 4li-st.A |
LYONS BAND -

530 RIVERVIEW AVENUE
" ELKHART, INDIANA 46514

(219) 2946602
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Certification, cont. »

courses.” Here the emphasis shows the se-.

quential development .of the approach as a
whole. There will be anincreasing: number. of
Level | courses offered’ which will base their
curriculum on the Level | Guidelines. It will
always be helpful to fake an introductory

course before. going on into a cértification

program. . .

All responding schools agreed that a
successful program is the result of a strong
faculty teaching a well-defined curriculym.
All agreed that there should be a proficiency
examination for each level, It is interesting to
note that all centers now seem to make it
possible for persons having completed a level
I course in another program to enter their
particular level* 11, Sumimer programs are
strengthened in sjtuations where Orff courses

are offered':ye:ar—round. :

HOW LONG DOES IT TAKE?

" Everyone who has ever been inspired to

develop himself as an Orff teacher would
agree that it takes a long-term commitment of
time, energy, and practice, and is accom-
panied by an insatiable appetite for con-
tinued training. It is not something acquired
in a day, a weekend, two weeks, or nine weeks
of summer study. It is continued involvement
in practice and training over an ever-
lengthening period of time. .
As indicated in the list of courses available,
present certificate programs are set up to

. suggest workshop attendance over a number

of summers, with personal. growth and prac-

tice - taking place. during the intervening
'school year. The commitment of time, energy,
‘and :even money is great. But the rewards are

all the things that money can't buy like per-
sonal satisfaction with your own growth, and
new:friends with whom to share new ideas,

SOME FINAL THOUGHTS

The “individual nature ,of the Schulwerk
makes it a virtualy certainity that there will be
diversity in the certification programs offered.
The diversity which is characteristic of our
teaching -cah serve to strengthen the spirit
which is uniquely ours, and which keeps our
approach . fresh. It also allows us to be
ourselves and to choose what seems right for
us. )

Itis interesting to find, however, that there
is great consensus as to what might be ap-
propriate for certification courses in the
future. A-need for quality control has often
been expressed, and it seems to be becoming
increasingly important. It was suggested that
properly monitored courses would be a step
in the right direction, and most schools are ex-
pressing a desire for AOSA to lend its approval
to certification courses through some kind of
accreditation procedure. (Letters to the editor
will be most welcome on this topic). Ac-
creditation could certainly lead to better

. training, which in turn makes better teachers,

and better teachers make for happier
children.

" RHYTHM BAND, INC. Proudly Announces
New Era Orff Schulwerk Instrumentarium

For free catalog and further information, contact;
BOB BERGIN, Nationa! Sales / EILEEN AVERY, Educational Services

RHYTHM BAND, INC.

P.0. Box 126/Fort Worth, Texas 76101/817 336-2561

or undergraduate

- TWIN CITIES
ORFF SCHULWERK

" Aug. 8 - 19, 1977
HAMLINE UNIVERSITY

under the direction of internation Orff authority

JOS WUYTACK

Level 1 - Arvida Steen

Level 2 - Jane Frazee

Teacher’s Level - Jos Wuytack

Recorder Instructors - Judy Bond, Kathy Rausch

Offered for 5 graduate

quarter hour credits

B e e e e o e o

The Next Ten Years, cont. .

experienced teachers who are graduates of
the present courses, a course which would
concentrate on different areas from year to
year, especially those which our short summer
Courses can never have the time to do ade-
quately in ‘the little time allotted to them,
Perhaps one year, Movement and Advanced
Recorder; another year, Improvisation in all
media, and Repertoire; another year, Voice
training and Choral techniques. and Reper-
toire, and Arranging for the Orff Ensemble.
The curriculum could be constructed to satisfy
the needs of the registrants and the special in-
terests of each year's faculty. In such a
seminar, the exchange of ideas among the
participants themselves, coming from
different backgrounds and teaching
situations, might prove the most valuable part
of the whole undertaking. Such a seminar
seems to me an urgent need for all of us once
we pass the student stage. Graduates of every
course | know are very critical of what they
consider the holes in their Orff training. They
feel cheated, and very much aware of their
own shortcomings. They are not yet aware
that all of us feel the same way, no matter how
long and seriously we have been committed
to the Orff approach, that no one ever arrives;
we just keep getting a little closer to our goals
in an approach to music that requires com-
petence in so many areas.

The kind of seminar I‘m proposing here
seems at least worth a try. Is anybody in-
terested?

Isabel Carley

course

For further information; write:

Stewart Shaw

Assistant Dean for Continuing
Education and -Records

Hamline University

St. Paul, Minnesota 55104

Or call: 612/641-2450



Guidelines For Orff Teachers: -

Background and Commentary

Jane Frazee, President
American Orff-Schulwerk Association

The American Orff-Schulwerk Association
in 1973 undertook the task of surveying NASM
schools to discover the extent and variety of
Orff-Schulwerk activity in colleges and un-
iversities throughout the country. 61% of the
schools responded to the questionnaire.
Survey results indicated that 67% of these
schools had offered courses in Orff-
schulwerk or had plans for such offerings in
the next two years. As chairman of the Higher
Education Committee of the Association at
that time, | organized the survey. The next
Committee responsibility was to develop a
practical response to the survey findings. The
original ‘’Survey Action’’ Committee
members, besides myself, were Avon
Gillespie, Grace Nash, and Lillian Yaross.

in the fall of 1974 Avon Gillespie solicited 58
teachers of Orff workshops and courses for
“objectives, purposes, content, and means
of evaluation” of their offerings. Thirty-two
teachers responded with course descriptions
or outlines. It is from this material that the
Guidelines were developed. Without the co-
operation of these teachers, the task could not
have been accomplished. The expanded com-
mittee (now including Konnie Saliba, jacobeth
Postl, Barbara Grenoble, and Mary String-
ham) sifted the course outlines for two days
in January, 1975; the original draft of the
Guidelines was presented to the board at its

January, 1975 meeting. . .
Revision followed revision, based on

suggestions of Board members (Brigitte
warner and Isabel Carley were particularly
helptul) and the careful work of individual

Committee members. in the fall of 1975 a

Curriculum Review Committee met to study
the May. 1975 Guidelines Revision. Original
Committee members jacobeth Postl, Mary
Stringham,.and worked throughout the year
with Arnold Burkart and lsabel Carley to
produce the final document. The Guidelines
for Orff Teachers: Level I Course Outline was
approved by the National Board in May of
1976 and published as a Summer 1976 Supple-
ment of the American Orff-Schulwerk
Association.

In a letter to Board members | described the
_creation of Guidelines as a procedure similar
to the mating of elephants:

—It's done at a high level.
—it's accomplished with a great deal of

roaring and screaming.
—It takes two years to produce results.

The intent of the Association in producing
the Guidelines was to offer suggestions for ap-
propriate course content to college faculty
who plan and staff Orff-Schulwerk courses
and to those teachers who enroll in such
programs. It was felt that clarification of goals
and standards was needed. Accreditation of
control of programs was never proposed or
planned. Various colleges throughout the
country now offer courses in accordance with
the Guidelines. It is hoped that the children
whom.we teach will be the lasting
beneficiaries of this effort.

Music FOR CHILDREN

Orff-Schulwerk Volume 2
American Edition Primary

based on Carl orff - Gunild Keetman
Musik Fur Kinder

$14.95

contributions by

Tossi Aaron « Arnold E. Burkart « Isabel Carley » Gerald P. Dyck

Nancy Ferguson - Jane Frazee - Ruth Pollock Hamm - Maureen Kenuey
Marcia Lunz + Grace Nash - Frik Nielsen ° Sue Ellen Page ° Martha Pline
Jacobeth Postl - Konnie Saliba - Miriam Samuelson * Donald Slagel
Patsy F. Smith - Judith Thomas * Martha Maybury Wampler

articles by
Susan Kennedy . Marcia Lunz » Joachim Matthesius « Miriam Samuelson
‘ Martha Maybury Wampler
Co-ordination
Hermann Regner (Orff-Institute Salzburg)

3CHOTT MUSIC CORPORATION
POST OFFICE BOX 193
BRIARCLIFF MANOR, NY 10510

M.E.G.

Rosewood Xylos
Made By Oscar Schmidt
At Remarkably
® Low Prices

3

DBX/R (for Rosewood) Bass. ... Only $195.00
DAX/R Rosewood Alto. .. cooovee Only . 95.00
DSX/R Rosewood Soprang . ...« - Only 65.00
LegsSets . o voommmrmrse s only 15.00

Prices of our Densiwood Xylos have been reduced proponionulely.‘
These instruments, tone bars and all, are made in their entirety

by Oscar Schmidt-lnternational and use no imported components
whatsoever. They are as good or better than the best!

Write For Our Complete Catalog.

(/16— C= Music Education Group, Box

1501, Union, N.J. 07083
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Jos Wuytack. PENTATONICA + 2 X 5 4 1
CANTICA. Schott (Brussels, Paris), 1976

This riddle-like title labels a collection of
two dozen short instrumental pieces com-
posed by Wuytack and eleven brief pen-
tatonic folk songs from various countries, The
nstrumental pieces, al simple binary or ABA

- orms, include four examples for each of six

rentatonics: C, F, and G major pentatonics,
ind D, E, and A minor pentatonics. They offer
nvaluable material for developing understan-
ding and playing skill in all these scales. The
melodies are predominantly scalewise, and
rhythms are kept very simple. They should be
simple to teach and to play.

The eleven pentatonic folk songs are char-
ming and usable examples. Fach has a very
simple ostinato accompaniment suggested.
There is no indication of either country of
origin or source for any of these melodies,
however, a most unfortunate ommission,

Jos Wuytack. VARIATIONS SUR UN AIR DE
DANSE WALLON. For recorders and Orff in-
strumentarium. Schott (Brussels, Paris), 1976.

Here Wuytack takes a simple folk melody, a
Flemish tune in minor hexatonic, and
develops a series of variations, each with its in-
dividual character. The set includes a valse
musette, a polka, a russian dance, and a rum-
ba, among others, They provide experience
with a variety of tonalities, meters and
rhythms, all in delightful settings,

Jos Wuytack. DANZAS ESPANOLAS. For Orff
instrumentarium. Schott (Brussels, Paris), 1976
In these four pieces {Malagueria, Murieira,

‘Al Agudo, Jota de Romeria)’ Wuytack -
samples of -

recreates the feeling of.various
Spanish folklore. Together they comprise a
well-balanced suite; individually they .make
fine studies for characteristic rhythms,
melodic patterns, and harmonic changes in
the accompaniment. Five to. seven in-
struments are included in each clear-cut set-
ting. A small misfortune is the omission of a
tempo indication for the fina] piece,

M. Stringham

AESOP IN THF AFTERNOON—Albert Cullum,
PB—Citation Press, N.Y., $3.65 ) y

" In the forward to Aesop in the Afternoon,
James - Smith appeals to us to awake and
marshall ourselves into a task force of “tran-
sitioners”, his term for people who can “take
‘any one of a thousand ideas running rampant
in the area of creativity and translate that idea
into actual practice in the classroom”, This in-
teresting hybrid of “transition” and “'prac-
titioner” is the pivot point in the use of these
66 delightful adaptations of Aesop fables
designed for grades 2 to 5, which afford
classroom and music teachers an-opportunity
to wheel off in whimsical and gently moralistic
directions as instructed by Aesop’s animals. |
predict- many lovely afternoons as the in-
evitable result,

" ). Thomas

REVIEWS

WHEN WORDS SING, by R. Murray Schafer,
published by Clark & Cruickshank, Berandof
Music Ltd.,, Toronto, Canada. $3.00,

“Poetry is when words sing,” a quotation of
a six-year old boy, greets the reader on open-
ing this small book. It is about voices, human
voices, — singing, reciting, chanting, and in-
toning, often in unlikely ways, Schafer writes
it “jubilantly and in desperation” because he
agrees with McLuhan that the invention of the
linotype has “flattened the human vocal
style.” In order to combat what the author
terms “bespectacled vocable sound”, he starts
with raw vocable sound, like the aboriginal
who doesn’t know the difference between
speech and song, overcoming inhibition after
inhibition “to find the personality of each in-
dividual voice-print.” '

The divisions of the booklet are titled
“Voice-print”, “Melisma”, “Nature Concert”,
“Thunder-Word”, “The Biography of the
Alphabet”, ”Onomatopoeia”, “Vowels”,
“The Psychographic Curve of the Word’s
Soul”, “Pianissimo Secrets”, “Sound Poem”,
“Words and Music”, “Choros” and “Choric
Textures”,

“Haiku”, “Manitoba’ and “Moonlight”’
describe an application of choric textures in
specific learning situations. For example,
“Manitoba” grew out of the following
problem: “You have one note. Make up a
composition with it, All | ask s that you don’t
bore me.” From complaints that the piece was
too flat, — like the province of Manitoba,
Schafer constructed an exercise in which
various visual events to be seen above
Manitoba horizon, i.e. buildings, trees, etc,,
might become different intervals above a
sustained note. An artfully crafted “Epitaph
for Moonlight” is scored for youth choir with
optional bells, and is available in complete
form from the publisher. o

The teacher is urged to “perform this bock
with your voice.” Fach class period could
become a celebration|

Elizabeth Nichols

PLAYING AND COMPOSING ON THE
RECORDER, Ruth Etkin, Sterling Publishing
Company, New York, $4.95

The book is bound in a nice hardcover with
an attractive picture on the front, The hard-
coveris its first and greatest mistake, for unless
you have four hands you cannot use any of
the musical examples in it, because the book
will not stay open on a table or music stand. |
found it very wordy, pages and pages of
writing, that do not say very much, In the-
beginning 1 especially missed any advice on
tonguing. Do you know how terrible a
recorder sounds, if you just blow into it?

The chapter on playing by numbers asks
much too much of the beginner, especially for
small hands it is hard to close all the holes
tightly and it takes lots of practice. Anyhow,
the tunes give you no rhythm and.the F’s
would all sound out of tune,

Once the book gets to teaching the notes jt
moves much too fast. There are lots of nice
tunes with just three notes, but only one in
this book, and anyway the musicaj examples
are not useful because the book will not keep
open. Much on the chapter of writing music is
self-evident, Usually if you can read music you
can write it

The title of the book says”Playing and Com-
posing”, but there are exactly 5 pages out of
71 on’composing, hardly worth putting in the
title. Some advice on improvising would have
been more welcome. There are 2 rounds and
2 songs you could play with your friends, if the
book would stay open. There should be many
more, :

The nicest chapter is on recorder craft, mak-
ing a bag and a stand for your recorder. That
chapter should have something on caring for
your instrument, like drying it out after play-
ing, oiling it, etc, | cannot recommend this
book!

Nicholas Kelischek, age 9

THE ORFF ECHO
Isabel Carley, Editof
Brasstowr, N.C, 28902
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