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CELEBRATIONS

THE ENERGY SHOW
Drama and Learning

john Baldwin
Professor of Theatre
Director of Youth Theatre
Department of Theatre
Michigan State University

“Help me! Please, help me! I’m running out
of energy,” says the tiny voice coming from
the cassette recorder which, only seconds
before, was playing music for the children’s
creative movement exercise.

“Who said that?” asks the actor-teacher as
all activity comes to a halt. “Was it you?” he
asks a startled boy.

“No, it wasn’t him,” replies the cassette, “it
was me-—your cassette recorder. | need
help!”

“But a tape recorder can’t talk. Boys and
girls, is this some kind of a trick?”

“It’s no trick. I’m your cassette recorder and
I'm telling you that the Energy Crunch has
stalen all my electricity and if you and the
boys and girls don’t do something about it
there will soon be no energy left for
anything.”

And so saying the little cassette recorder
engages the actor/teacher and his students in
a discussion of the energy crisis which ends
with the students meeting the Energy Crunch
himself in their very own gymnasium and
engaging him in a game show drama designed

to make them more aware of the energy
problems of today. ’

This drama and learning experience was
conceived in the Department of Theatre at
Michigan State University by myself and six
graduate theatre students affectionately mis-
named The Lansing Team of Four from an
earlier time when program growth was
thought to be out of the question. Entitled
The Energy Show it was seen by over 100,000
students and teachers before it was laid to rest
sometime in June of 1978. For the record it
was but one in a series of such drama and
learning programs which began in January of
1974, The purpose of each was to bring to
students in the Lansing, Michigan, Public
Schools and, later, in out-state schools,
educationally-orientated, participation
drama. Further, these dramas were conceived,
developed and rehearsed (sometimes called
“crehearsed””) using the same drama and
learning techniques we hoped to foster by
their presentation. These techniques
developed by myself and others in the field
such as John Sharpham, Brian Way, Bernard
Goss and Viola Spolin, are not at all unlike the
basic classroom creative dramatics procedures
used by good teachers everywhere. Using The
Energy Show as an example, let me describe
what | mean.

First, | put the actor-teachers through a
series of focusing activities designed to assess

(Continued to Page 6, Col. 1)

TO “B” OR NOT TO “B”

Dr. William F. Young
Stephen F. Austin State University
Nacogdoches, Texas

*Note: The information in this article is
based on statistical data collected over a
period of six years in an ongoing research
program at Stephen F. Austin State University,
Nacogdoches, Texas. Each of the 1453
elementary children tested, to date, was given
an individual test as follows: The teacher
played an example on a mallet instrument.
The teacher sang the example to the child
then asked the child to sing it back. This
procedure allowed the child to hear the
exampe twice (once on the xylophone and
once from the teacher’s voice) before being
asked to repeat it. The same process was
followed for thythm examples. The entire test
was tape recorded and evaluated later.
Chidren from .thirty-five different schools
located in Texas and Louisiana have been
tested.

In a previous issue we discussed the eight
voice types usually encountered in a typical
school. In this issue let’s concern ourselves
with the development of the individual singer.

Everybody has to start someplace. When a
child first successfully imitates a pitch that you
sing to him, where is it? in our research with
five-year olds, we found this pitch to be
anywhere from G below the treble staff to
third line B-flat. Most children, however, first
sing accurately on or about the pitch D below
the staff while many will find their first pitches
lower than this.

At this point, it might be well to present a
few general statements that apply most of the
time.

(1) From the time they enter school, until
well into adulthood, girls seem to be more

vocally mature than boys of the same age.
Their range is a little wider and their quality

is a little more mature (although please re-

member, there are exceptions).

(2) Black children, by and large, sing a-
bout a whole step lower (and sometimes
more) than white children of the same age.
This difference is most noticeable when the
children are in the earliest stages of de-
velopment and sing only a few pitches. As
development continues, total ranges in-
crease and begin to overlap to the point
that this pitch difference is unimportant.

(3) Vocal range expansion and the occur-
ence of the voice break takes place about a
year later in black children than with white
children.

With beginning singers starting to sing
accurately at such widely divergent pitches,
what do we do? The best answer is pitch
matching. Use echo singing, pitch matching
games, and limited range songs based on the
pentatonic (S-M, S-L-M, M-R-D, etc) at
various pitch levels so that all the children can
realize some success. This is important — vary

the pitch of your examples in order give them
all a chance to be right some of the time. If the
child’s pitch perception is beginning to
develop, he will be able to echo you
accurately if you put your example in his pitch
range. To do this you have to know where his
pitch range is and this is learned by echo
singing with the child.

Gradually ‘work the low voices up and the
high ones down until a common region is
reached in which most of the children can
find accuracy. One further point: interval
patterns with changing pitches are much
easier for a child to sing than are repeated
notes or single pitches. For example, So-Mi-50
will be a lot easier for children to sing than So-
So-So.

After this initial beginning, the number and
range of pitches which the child can
consistently produce in tune will increase. The
first part of this development takes place in
what will be the child’s lower singing range.
Most lower range singers have 4-6 notes that
they can sing and these will usually be
between low A and first space F. The
accompanying figure shows the percentage of
children in this stage that could consistently
sing each pitch. it shoud be noted that these
were all individual tests with each child
singing moderately soft. In a group singing
situation, each child will sing a little louder,
which will raise his pitch level about one step.
The accurate range for the group will thus be
one pitch higher than shown in the chart.

For the best results with children in this
stage, select songs that have no more than a 6-
note range and place them so that all or most
of the pitches fall within the range of the
majority. {A to F or B-flat to G for the group)
Don’t confine your songs to just this range
however, asking the child to sing pitches that
are not yet within his accurate range is one of
the ways we have of assisting range develop-
ment.

The next stage of development takesplace in
the child’s middle voice range. At this point,
he will have an accuracy of about7-9 notes. As
the figure shows, a little expansion takes place
at the bottom end of the range but most of the
real development takes place at the top. More
of the children will be able to sing in the
middle of the staff but few have developed a
high range yet. Many of the children in this
stage will- have a “voice break” or lack of
control around the pitch G or A, They will be
able to sing below this range and above it but
will not consistently sing accurately in the
break area itself.

For these children, most authorities
recommend songs that avoid the break. If a

(Continued to Page 5, Col. 1)
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GUEST EDITORIAL

ORFF IS A
FOUR-LETTER WORD

Tossi Aaron
Philadelphia, PA

ORFF is a four-letter word — one that
implies a world of creative musical
experiences for children and their teachers
alike. Today let’s consider another important
four-letter word.

Ris its first letter. R stands for responsibility,
first of all to ourselves: to keep growing and
learning, to get all the continuing, renewing
training possible, to go ‘“‘on beyond
pentatonic” into the modes so that we can see
the total Schulwerk plan, well beyond those
entrancing beginning steps. Responsibility
means planning lessons that leave room for
the children’s ideas and experiments, rather
than feeling slavishly determined. to push
through our own schedule. It is up to us, after
all, to help them have a happy and satisfying,
non-frustrating musical experience, every
time, one that will encourage them to keep
music in an important place in their lives. We
are in a position to guide their taste and, in a
way, the direction of future musics — a big
responsibility, indeed.

I is for imagination, yours and theirs. It is
certainly easier and less pressured for us to
teach a piece exactly as it appears in a book.
But imagination and improvisation are
intrinsic aspects of Orff-Schulwerk, the very
ideas that make it so totally different from any
other music education system in the United
States. How to do this? We can add thoughtful
introductions and codas to those book pieces,
help the children invent interesting episodes
for rondos, tie speech and rhythmic activities
into other curricula, encourage variations of
movement games, add verses to simple songs,
keep a class booklet of their counting and
jump-rope rhymes, and in general, stretch
their imaginations...and ours.

These days, their world is increasingly
prepackaged in sets, kits, and projects by the
numbers. Creation of something new
“satisfies the soul” of these children, and you
can see it in the face of that child who
instinctively chooses just the perfect finger-
cymbal beat to create a magical atmosphere in
a quiet instrumental piece. His growing taste
made him choose it; it is his forever. As
teachers, we must provide the models. Our
imagination and playful improvisations show
children that this, too, is a part of music, that
we are all composers. Tell them when you are
improvising.

S is for skill ... and here | challenge you to
improve your own skills: to take home an alto
xylophone and practice to speed up your
mallet technique, to join or form a recorder
group, to play regularly and learn the
repertoire, to move in front of a mirror until
you lose your self-consciousness. | challenge
you to face up to your weak areas and find,
no, MAKE the time to work on them and
improve. How else can we expect to set an
example of excellence for children?
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Teaching with Orff-Schulwerk is more
difficult than using other systems; more
demands are made on both teacher and
student, every minute of every day. We have
no workbooks to call on, no quiet times when
the children are reading or copying from the

“board. We, and they, are “on” all the time, for

this kind of music making is an active,
growing, vital experience. We need to draw
on every scrap of skill so we can expand the
abilities and tickle the imagination of each
child. The success of the program depends on
our use of logical, meaningful connections
and sequences that incorporate information
to be transmitted and the child’s developing
musical sensitivity.

Yes, sensitivity . . . ours, too. To be sure, the
alert, coordinated child with the clear, true
tone is a joy to teach. But it is the slower, less
graceful child who needs us most, and to
whom those music classes are a precious and
valuable outlet. When given sensitive support
and a kind word, he finds release from
frustration and derives great satisfaction from
the simplest part in an ensemble. His self-
esteem may be low in math or spelling, but
little successes in the music class will truly help
him — his smile will tell you. As a starter, try
saying “thank you” at the end of a nice class
and see what happens.

Our musical sensitivity is essential, too, as
we choose a careful balance among the wood,
metal, and skin sounds in the Orff ensemble,
and as we guide our charges in listening and
becoming ever more aware of dynamics, tone
color, and contrast. Because it is group music
making, the Schulwerk asks children to be
sensitive to each other, to find their place in
the ensemble, to support and help each other
learn. We must show them how by example.

K means knowledge. Knowing and
understanding are as important as doing.
While music history may be a required course,
it is only part of the pcture; cultural history
can serve us even better. The children we
teach come from widely diverse ethnic
backgrounds, and they are products of our
not-quite-melting-pot. How much more
meaningful for them it can be when parallels
of the English counting rhymes from Book |
can be shared in Spanish, Polish, or
Vietnamese!

Understanding and exploring the rich
folklore of our own country can be a lifelong
study or fascinating hobby, eminently useful
in teaching. Such knowledge can help us
choose true and tasteful settings appropriate
to the milieu of the original. A song or folk
dance learned in its cultural context will long
be remembered, longer than the bowdlerized
or inaccurate printed version. And have you
told your fourth grades the story of the Orff-
Schulwerk itself, how the instruments were
developed from Asian orchestras? Do they
know that their counterparts in Australia,
Japan, or Portugal may be clapping, stamping,
and snapping the same rhythm pattern this
very minute? What a mind-bender that is to
kids!

(Continued to Page 9, Col. 1)
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TO “B” OR NOT TO “B” cont.

sufficient number of these is unavailable, °
songs that leap up over the break and descend

down through it will be acceptable, but those
that force the child to sing up through the
break should be strictly. avoided. (An example
of the first type would be “I'm a Little Teapot”
or ““I had a Little Nut Tree.” A melody of the
second type is “Over the River and Through
the Woods.”)

By the time the child develops an accurate

range of ten or more pitches, your troubles’

are over. As the figure shows, these children
usually sing in tune from low A to third line B-
flat which allows you to sing most of the songs
in the traditional children’s literature..By this
time, too, the voice break in the majority of
children has been overcome, permitting a still
greater freedom in the selection of materials.
Even so, the lower G and the pitches from
third space C upward are still unattainable by
more than half the children. In summary then,
the vocal development stages are these:

Beginning Singer - One or more accurate
pitches usually around D.

Lower Range Singer - 4-6 pitches from
AtoF. ’

Middle Range Singer - 7-9 pitches from A to
B-flat with a voice break.

Upper Range Singer - 10 or more pitches
from A to B-flat without a voice break.

Now the question is, when do these stages
occur in most children? The answer is that it
can happen anytime. The following chart
shows what we found in our research. The
figures in the chart are computed on the basis
of a hypothetical class of thirty, equally
divided between boys & girls, black children
and white.

One final comment: | am sometimes asked,
“Why bother with this accuracy business since
the children eventually outgrow these limita-
tions anyway?”’ My answer is this: No matter
whether you adhere to the song approach
where you spend your day seated at the piano
while the children sing songs, or you believe
in the Kodaly Concept with its great emphasis
on music literacy, or you stress - building
creative musicianship through Orff-
Schulwerk, internal pitch accuracy is
imperative. A child cannot conceptualize a
minor third, perfect fifth, or any other interval
until he has heard it accurately from the
teacher and produced it accurately with his
own voice. To do this he must be allowed to
sing in his accurate range. Forcing him to sing
in ranges where he cannot accurately produce
the required pitches will simply reinforce the
development of a wrong sense of tonality, a
characteristic which may remain with him the
rest of his life. One only needs to attend
church or other gatherings where the general
public sings to realize we do not need to
develop additional generations of singers with
intonation problems. Perhaps a good starting
point is to discard the old fashioned idea that
because their- bodies are small, children
should all sing high. Let them sing where they
can and develop from there.

VOCAL RANGE DEVELOPMENT OF CHILDREN '
AT EACH GRADE LEVEL *

Grade Out of tune Beginning Lower. Middle Upper
Level Singers Singers Range Range . Range
Kag. 8 5 7 5, 5
1st 0 4 8 7 11
2nd 0 2 7 6 15
3rd 0 2 3 6 15
4th 0 0 1 6 23
5th 0 0 0 3 27

Calculated for a hypothetical class of 30 children.

PERCENTAGE OF THE TOTAL GROUP THAT CAN SING
SELECTED PITCHES AT THREE STAGES OF VOCAL

10 or more .47

DEVELOPMENT.
_ L
7. o o) b9 ——
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THE ENERGY SHOW, continued

their knowledge of the central theme of the
year, energy, and their ability to ex-
press that information caoperatively
in drama. These activities consisted of
exercises which culminated in the actor-
teachers co-operatively creating a mechanism
of which their bodies were the parts, which
would, after running for a short time, break
down. As the mechanisms of their first
attempts were unidentifiable | suggested that
they form machines that use a fuel source
available today. When this produced more
recognizable objects such as washing
machines, cars, and lawn mowers, we then
improvised what would happen if the fuel
source was withdrawn. This led to a game in
pairs we called “things that run down.” From
this we began campiling a list of all the things
that are regularly used today that depend on
outside sources of energy. Further im-
provisations dealt with what it must have been
like before the advent of electricity and
petroleum — life as a pioneer for example;
the problems involved in securing fuel —a
day in the life of a coal miner; and what it
might be like in a future without fuel—
finding rotted food in the refrigerator, (This
pantomime done by one of the actresses
became the hit of the pre-show preparation
phase as far as the children were concerned.)

As in any drama and learning activity after
focusing and assessment comes skill training
and fact presentation. Readings on energy
topics were assigned and reports required.
These reports, however, were not the
sedentary sort. The actors were urged to im-
provise upon the facts they had collected.
Many of their improvisations took on a story
teller’s theatre dimension as the performers
attempted to relate their facts to materials that
children know and love. For instance, at one
crehearsal gasoline conservation was
illustrated by using the Aesop fable The
Tortoise and the Hare. In this case the braggart
hare rides a large motorcycle that makes a
“ya-ma ya-ma ya-ma haaaaaaw!” noise, while
the more modest tortise rides a bicycle that
sounds like “ssschwin, ssschwin, ssschwin.”’ A
nice touch was added when one of the actors
became a member of the highway patrol and
pulled the hare over for exceeding the 55 mile
per hour speed limit. His long lecture on
energy conservation and safety gave the
tortoise all the lead she needed to win therace.
But for good measure and to drive the lesson
home the hare ran out of gas just as he was
about to cross the finish line.

Even while we continued to develop our
factual knowledge and skills we began
. attacking the larger problem of trying to
discover a unifying dramatic mode for the
entire idea. This would be the playing out or
recitation portion of the activity. Our
parameters were these: We were to perfarm
three days each in some thirty Lansing Public
Schools during the school year. When doing
this for earlier programs we would first
perform an all school assembly on Monday.
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* On Wednesday we would return to the school

and the various classrooms would be divided
equally among the actor-teachers and each
would spend an hour or so with the children
there developing a creative drama based on
the show they had seen on Monday. For the
third visit, usually on Friday, the .actor-
teacher would confer with each teacher in his
or her assigned group and try to develop a
creative drama strategy which would tie in
with the teacher’s on-going lesson plan. While
this plan had been syccessful when we were
concentrating on language arts skills (largely, 1
believe, because the language arts are a part
of everything taught) it had not worked quite
as well when we took on metric education.
The scientific nature of the subject of metrics
plus its more or less assigned place in the
curricullum seemed to call for a more
structured approach. It soon seemed that
energy education was in the same category. It
was at this point that my training in British
theatre in education techniques came in
handy. Many times the actor-teachers in
Great Britain would use as their dramatic
mode a game centered approach which
consisted of three parts. These were the pre-
show preparation period, the show itself, and
a follow-up activity,

The pre-show preparation period was

dramatic in nature in that it would present a
problem for the children to solve and provide
the information for the children to solve it.
The show itself would usually be in the form
of a dramatic game in which the information
in the pre-show would be put to use, but
hopefully, and this is where the drama came
in, in a new and startlingly different manner.
The follow-up activity was designed to tie
loose ends together, to process the
experience, and hopefully to re-inforce the
lesson being taught.
* This three-pronged approach seemed to fit
in quite neatly with our already established
schedule except that now instead of
performing on Monday we would do the pre-
show preparation with the students, the show
on Wednesday and the follow-up on Friday.
The dramatic game idea also intrigued us as we
were not having much luck in finding longer
stories that dealt specifically with the energy
crisis. Sleeping Beauty came the closest and
that seemed to call for more sets, props and
costumes than we could cart around, let alone
afford. Then when the ideas of “game” and
“show” were combined by some lucky
chance during a discussion into “game show”
we all knew that we had arrived at our
dramatic mode.

Our next few crehearsals were taken up
with the playing of various games. We tried a
number of commercial successes before one
of the actresses brought in her own game
called “The Power Payoff.” It was set up much
like a daytime television quiz show and it was
not long before characters were identified
and tried on andrules for the game (the setting)

(Continued to page 7, Col. 1)
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THE ENERGY SHOW, continued

were established. The most mportant
character became The Energy Crunch. This
mechanical villain (inspired by the earlier
improvisations) led the opposition. The
children were the contestants. There was a
game show host and his assistants to keep the
action rolling. The rules were simple. Classes
.were each assigned a fuel which they
researched "with their actor-teacher in the
pre-show period. They were then asked
questions about it by the Crunch. If they
answered the questions correctly their token

which represented their fuel was moved so’ -

many years, represented by- spaces, on the
game board. Every five years there was a
Power Payoff Plateau. When a token came to
rest there the actor-teacher
performed.one of the fables and the children
were asked to identify the energy
conservation “moral” that seemed to fit the
dramatization best. Of course, “slow and
steady wins the race” was the correct answer
for The Tortoise and the Hare. This provided a
clue to the Power Payoff puzzle, the right
answer to which was the only way to renew
the supply of energy tokens with which to buy
more questions from the Crunch:

Again The Energy Show is a fine illustration.
For the second Power Payoff. Puzzle clue the
Aesop fable The Frogs and the Well is
dramatized for the children. After escaping
from their dried-up marsh two frogs come
upon a deep well, full of water.

“This looks like a nice cool place. Why don’t
we jump right in and settle down here?”’ says
one of the frogs as she prepares to dive in.

“Wait a minute,” says her companion. “That
well may be full of water today, but what if it
should dry up like our marsh? How would we
get out tomorrow?”’

assistants.

AA.‘-A*.‘-&-‘-.‘;_“‘-AAA.&A*‘&‘-.‘-A*A#A.‘.A

“you mean even though the water is here
today, it might be gone tomorrow?”

“That’s it,” says her friend, “just like our
energy supply — here today, gone to-
morrow.”’ :

Not so with this lesson, however, the drama
will see to that.

It was at this point that we took another idea

“from our British friends. Many times in their

T.1.E. programs the children do not come out
the winners. So it became in our show. Before
they could ‘get enough clues to solve The
Power Payoff Puzzle correctly we decided they
would run out of energy tokens jeaving them,
and symbolically the world, stuck with no
energy in the year 1995. The Crunch crowed
delightedly and the children, we hoped,
would be rather upset.

This anticipated upset then provided us
with a basis for the follow up;:a miniature of
the game that could be played in the
classroom with the teacher as the Crunch. The
children were assigned to bring questions and
their answers on energy conservation to class
and answer them orally when asked by the
teacher. A correct answer would allow the
child to draw a card from the pantomime pile,
which suggested an energy-saving action,
which was then pantomimed by the child for
his or her classmates. If they guessed what the
student was pantomiming the teacher
returned the energy token just spent 5o
further questions could be bought.

With this all in hand only the pre-show in-
troduction had to be created. The cassette
idea came out of the simple desire to illustrate
the problem -one that was present in my
original focusing activities. First it was
suggested that the lights should go out; next,
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that the public address system start com-
plaining. In both cases, however, it was felt
that these things could not easily be
controlled by the actor-teachers. It was then
an easy step to something that could be
controlled — a pre-programmed cassette re-- '
corder, which began the drama and learning
activity as already illustrated.

| hope by this brief description” of The
Engergy Show | have been able to illustrate
how drama and learning can go hand and
hand at all levels in education. And how the
concept of the teacher as performer —the .
student as participant — the artist as teacher
can act as a guiding concept not only for an
Energy Show but also for the many formal
courses offered in creative drama, a youth
theatre production program, and in in-
service/pre-service workshops. By this it is
meant that as teachers we are all engaged in
performance and many times it is dramatic.
We use this performance aspect to tap the
dramatic impulse we know is in each of our
students. We do this so that the student will
wish to participate in those learning activities
we believe are beneficial. You will note 1 did
not say perform. Performance comes after
participation. Performance is that polished
demonstration of learned skills. Participation,
whether in reading or in creative drama, is
student-centered and allows for exploration,
skill development and fact assimilation. And
the artist as teacher? This portion of the
concept centers around not only aiding the
arts specialist to perform better in the
educational setting, but also to develop works
of art that can be integrated into the on-going
curriculum of the school.
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: ca
.dﬁgatlon,, psycﬁofbgy :
and medlcme will gather”kat the University of

Montpelller in southern France for the First -

astle: du Castries by an, mternatlonally known
artist, a - folksong sharmg evemng, and a

erence for everyone to enjoy
atural"beauty and ~historic - -sights “of
futhern France. Side. trips are planned for
. delegates and their guests, mcludlng a visit-to
“ a hospital for the handicapped near the
legendary medieval walled city of Car-
cassonne. All of this will be included in the
*-$200.00 fee.

- Frénch medi
doctées, Plerre‘ Rabrsc ong,* “Dean.’ “of . t
Faculty-of Medicine, Univetsity of; Montpelher
and Regis Pouget, Director of the Teaching -
and Research Unlts of "the Medical-Social ..
Psychopedagogy Department Paul Valery
University. It was It"that a symposium in -

€ Montpellrer has'been picked for thrs first
whrch tne leading xeducators, theraprsts*

~§ymposium | because of its location and easy
-access, fo both European and American
t'is the site of the world’s oldest
medical - school, dating back to the 10th
century, and - the center for research
;coneerning handlcapped children and adults.
,Dean Rab|$chong iss currently making plans to
burld a mamstreamed village nearby ‘

iscyss;s: debate,"'
,synthesrze their

any
worldw could
demonstraté,

itse, to the‘.-»f;
next step .

workshops -ands papers, -and - partlcrpate in
roundtable discussions on the subject of the

four main areas of handlcapplng conditions:

sensory; motor .and .orth ¢; communi- -
cations dlsorders, learn[ng -disabilities, and .
emotional handicaps; and mental retardatron S

US. panelists and. cllnlcra
Frances Aronoff, Demse Bacé
Bamberger, Francme Berg, “Carol - thcon
James Carlsen, Nancy Dervan, Preston Feden
Avon Gillespie, Kay Hardesty, Phyllis:Kaplan;-
Christina Jaynes, Catherme McHugh, Bofinie
Merkel, Sona Nocera, Robert Pace, Meg
- Peterson, Lisa Polk, Rosalie - Pratt James
Sjolund, Robert Valett, and Betty Welsbacher.
European panelists and clinicians include:
Claus Bang, Ole Bentzen, Jacques Boutilieres, =~
Pierre Debray-Ritzen, Monique Enjalbert,

Jane Frazee

August 4-15, 1980
HAI\/IT INE UNIVERSITY

under the direction of
international Orff authority

JOS WUYTACK

Ancludes Level 1, Level 2 and Teacher’s Level Instruction
~ Other Members of Instructional Staff

Judy Bond

Arvida Steen Margaret Cawley Mary Goetze

Offered for 5 graduate or undergraduate quarter hour credits

: .One of the most important outgrowths of
the First Symposium is the founding of at least
two U.S. Centers which will act as clearing-
houses for data, research information,
Vldeotapes and conference reports, and also

+as frajning centers for educators, therapists,

and -other interested parties. These Centers
will be valuable in providing information and

. workshops for both pre-service and in-service

teachers and, in this way, respond directly to
the challenge of Public Law 94-142,

By the end of March, 140 delegates will be

, selected from the U.S. and Canada. Music

educators attending as delegates may also
apply for 3 semester hours of graduate credit
($55.00) from Brigham Young - University.
Details of this and the symposium program
can be obtained from Dr. Pratt at B.Y.U. in
Provo, Utah 84061, or Meg Peterson, Box 454,
Summit, N.J. 07901.

The concept of carry-over into the field,
and the grooming of future teacher trainers is
basic to the original plan of the founding

_ committee. This long range goal will begin

this summer in Montpellier with the
interaction of people representing so many
different professions trying to reach a deeper
understanding of the handicapped child.

| J&%%&%@&%%&%&%%&%%@

_Tenth Annual‘ Twin Cities

ORPF SCHULWERK

course

Lynn Johnson

Wilhelm Keller, Regis Pouget, Pierre
Rabischong; Dr. Kovatch, Louis Avan, Jacques
Viziers, and David Ward. Lois Birkenshaw will
represent Canada.

Each day of the symposium will be devoted
to one of the four areas. Mornings will include
plenary sessions, in which papers will be
presented simultaneously in both French and
English, and small-greup. workshops in whlch
music education techniques designed for
children with a particular handicapping
condition will be presented. A roundtable

Or call:
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ORFF IS A FOUR-LETTER WORD, continued . -

Combine these letters and they spell
RISK...a most difficuit and urgently
important word. At first, all music teaching is
precarious; once we gain confidence through
training and a few years of experience, it
becomes essential, | believe, to put ourselyes
deliberately in a position of risk, every day.
Whether it is apparent to us at the time or not,
in choosing to teach music through Orff-
schulwerk, we have committed ourselves to
do just that. Every assignment handed in
during our training, every improvisation for
our peers was a risk, an experiment that just
might have fallen flat. As adults, we can cope
with mistakes or little failures, because we
understand, as students, that correcting errors
is an intrinsic part of learning. Children
understand this instinctively, and will shoot a
hand in the air even when they are not really
certain: they go out on a limb, unafraid. Most
of them have little fear of looking foolish, and
~are very willing to repeat something until it
" comes out right.

Our grown-up selves are too cautious when
we leave the student role behind us. After all,
we're supposed to be right all the time, right?
Well, | say no. We can be better models for
our students by admitting an error, a fumble,
by smiling at our unexpected squeak on the
recorder and saying, “Wait a minute, let me
do that again!” This demonstrates that we can
recover, backtrack, and correct without
anxiety or distress. While we would all like to
teach seven perfect classes a day, there are
days when nothing works and your best idea
fizzles out. Try saying, out loud and directly to
the children, “Well, that didn't work out too
well — we'll try it again next time,” and hear
their sigh of relief. “It's OK. The teacher
understands, and knows how we feell”

*Take a chance and depart from your plan

when a child comes up with an interesting
tangent or sidelight. Let them know that you
and they are experimenting together, and
“let’s see what happens.”

*Take the risk of repeating things until the
CHILDREN are satisfied. Remember that our
boredom has a much lower threshold than
theirs. We’ve done it before, and perhaps our
expectations are higher. [f you trust your own
teaching, you will also trust their perceptions
when something is not quite right, because
they really do know! It hinges on our
ingenuity to find ways to make repetitions
interesting and valuable to the learning
experience.

*Be brave about going to workshops and not
taking notes, especially those one-day,

intense, involved worlshops. | promise you -

that the salient ideas, the ones that “fit” you,
will be absorbed and will slide right into your
teaching when you need them. (Can you
really read those hasty half-sentences a week
or two later?) Sometimes we miss something
important while writing..... and no electronic
gadget can sift, sort, and select or respond the
way you do. Trust the tape recorder in your

head! It’s done fine by you so far, hasn’t it?
The truth is, none of us can teach that
particular movement activity exactly as the
workshop leader did; but by participating
with our whole selves every minute, as we
expect children to do, we can assimilate the
HOW of the presentation as well as the what.
Workshops, | believe, are designed to offer
first-hand, new experiences and a real

exchange of ideas, rather than being a place

to pick up a few new tricks to teach on
Monday morning. .
We need to begin to face the risky areas of

teaching Orff-Schulwerk; and here | include

myself ... here lam, talking rather than doing,
and making a speech for the first time in'my

lifel We can learn a good deal from the-
children’s courage, and grow as they do,’

because every challenge faced and
conquered can only make us better teachers,
better models, and better human beings.

Reprinted from the Indiana Orff-Beat, with
permission. From a speech given at the Orff
luncheon at IMEA in Kokomo, Oct. 25, 1978.
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lightweight and fully portable. See your Remo dealer or write
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It's not quite from sea to sea, but Region Il
does extend from the Mississippi to the
Colorado. It covers a vast area, nearly a million
square miles, mostly in the Southwest, with
cultures and sub-cuitures of its almost 33
million inhabitants as varied as its geography.

It includes three states with no chapters
{Utah, Oklahoma, and Arkansas) and one state
(Texas) with four active chapters and another
in the process of forming. In its other five
states (Colorado, New Mexico, Arizona,
Kansas, and Missouri) many chapter members
must travel great distances to attend meetings.

Lavinia Webb, President
Dallas Metroplex Chapter

Some of the Region’s members live in large,
“new” cities, others in long-established ones;
some live on Indian reservations, ‘many live in
very small towns. Many of the chapters have
been started by only one or two enthusiasts
who carried the message alone until they’d
reached enough people to found chapters in
their states.

But perhaps nowhere is AOSA more
excitingly alive than in Region 1I. Some of its
members feel that the distances involved and
the sense of isolation from large population
centers, which much of the Region
experiences, help rather than hinder in giving
extra motivation for chapters to bind
themselves strongly together.

In the 1971-72 AOSA roster, which included
the names of about 420 American members,
only 32, less than 8% of the membership, were
from Region l. According to figures in

PAGE 10

REGIONAL FEATURE:

Focus on Region Two

Gin Ebinger
Regional Representative

September, 1979, Region H had grown to
account for 18%% of the total national
membership. -

In 1971-72 Region 1l had no chapters. In
1979-80 it has nine chartered chapters, one
provisional chapter, plus the one a-borning.

Both the last two national Conferences
were held in Region U, in St. Louis and
Phoenix; earlier in the 70’s Denver hosted a
Conference; San Antonio and’ Albuguerque
are scheduled for 1981 and 1984.

Why the rapid and vibrant growth? Chapter
presidents and regional members list many
different possibilities: Credit has been given
to two or three exciting/excited. leaders who
pioneered the Orff movement through much
of the Region.

“A thread of cooperation runs through us,”
one said. “We're so far away and so poor that
we have to cooperate with the MEA and other
education groups, or we’d never be able to
bring in a clinician.”

Still others believe that the “time was right.”
Another said, “We are not that far removed
from the pioneer, homesteader phase in this

part of the world. We're still ready for new

adventures.”

Some believe that making a special effort to
include classroom teachers and other-non-
music specialists has produced a healthy and
solid-growth.

“I think it may have something to do with
the sun shining all the time,” one Southwest-
erner said. In any case, Orff in Region I is
alive and well.

Members of the Arizona Chapter of AOSA
still have not come down to earth following
the very stimulating experience of hosting a
national conference. Our chapter wishes to
thank all who helped in any way to make this

'

Del Bohimeyer, President
Arizona Chapter

conference sich a success — especially all of
you who came, for without you we couldn’t
have a conference at all. :

The Arizona Orff Chapter has grown from
the 15 charter members who got together
nearly five years ago to a membership of 160
last year. The one factor which made this

- happen is that we got our Orff people

nominated and elected to offices in the
AMEA. For the past several years the officers
of the General Music section and several

.other officers of AMEA have all been Orff

members. We have support from the Music
Education departments of our three state
universities as well as local colleges. We are

‘proud that most of the Orff members are also

hard workers in the Arizona Music Educators
Association and we wish always to keep that
organization strong and viable in the state.
This mutual support is certainly an ideal
situation for all concerned. With the
Proposition 13 mentality rearing its ugly head
in Arizona we all need to work together to
provide as much clout as possible for the arts

in our schools. —Del Bohlmeyer

Rocky Mountain Chapter performing in Phoenix
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Prologue to the Centerfold:

Creativity and the Related Arts

Susan Applebaum - Drama,

“The artist begins the creative process
with the vanishing point of the void...
empty space and undefined time..,
then composes in the literal sense of
selecting materials, placing them to-
gether, building them up. The pro-
cedure is from the unrelatedness to
relatedness, and eventually toward
the order and unity of a style.”

—William Fleming

“Arts and Ideas”

Holt, Rinehart and Winston, Inc.
Third Edition

The above statement contains ideas which
can give direction for developing meaningful
classroom activities in an arts program; a
program which can assure the development
of aesthetic sensitivities of all children. We as
teachers are interested in offering
experiences in each art medium which will
develop visual, aural, and kinetic perception.

The team approach which is used at
Northwestern University has become a very

- exciting vehicle for showing the relatedness of
the art forms. It has given the students a basis
for further study and deepened their insight

into each discipline. The team-approach also -

gives students an opportunity to receive basic
concept generalizations about each art from
specialists. When art experiences are offered
that provide valid learning sequences, one is
assured that creative activities become more
than empty experiential involvement. Lessons
are organized so that transfer learning is
possible, and perception will lead to concept
formation, an important factor in the learning
process.

The following ideas have served as organi-
zational concepts for beginning art
experiences in music, dance, creative drama,
and the visual arts: unity and variety, tension
and relaxation, symmetry, energy, pattern,
form and design. The manner in which artists
manipulate the elements of their art form to
develop these concepts give expression and
meaning to their work and form a basis for
showing the interrelatedness of the discip-
line.

DANCE

The Choreagrapher uses the elements of
time, space, and energy to organize material
into art form. At the elementary level, dance
technique and movement exploration usually
merge into one total classroom experience
initiated by way of imagery, stories, or
records.

Manipulation of time involves rhythmic
pattern, meter, tempo, phrasing, and
intensity. Manipulation of space involves
body shape: (spatial arrangement of the trunk
PAGE 12

Moira Logan - Dance,

and limbs), level (low, middle, high}, direction
(body facing and floor pattern — forward,
backward, sideward, diagonal, curvilinear),
range, and focus (direction of facial and eye
contact). Manipuiation of force involves the
degree of energy or effort applied.

The concept of pattern in creative dance or
movement can be understood through the
exploration of rhythmic pattern and floor
pattern, or pathway. Inventing and moving to
rhymic patterns provide a natural link to
musical experiences,while making designs in
space offers a bridge connecting dance and
the visual arts,

The two lessons which follow allow children
to create their own patterns of movement and
expression. Children will discover the

expressive character of certain rhythms and-

paths when they are free to invent these
patterns themselves and encouraged to
practice them until they achieve clarity.

DRAMA

In drama, pattern could be defined as the
arrangements of elements (e.g. colors, shapes,
rhythms, character actions) to produce a
complete and artistic unit. The forming of
patterns involves order, repetition, and
variation of elements. The artistic unit that
provides the central focus of the drama lesson
is the role or characterization created by the
player/actor.

Geraldine Siks, a leading drama educator,
defines drama with children as “all group
activities designed, structured, and guided by
a teacher or leader to involve children in the
processes of discovering, creating, and exper-
iencing drama as an art and a learning
experience.” (Siks, p. 34) Drama with children
is process-oriented, not performance-
oriented.

In determining the elements of drama for
educational purposes, the art is divided into
its basic components: the role of player/actor,
the role of the playmakers (playwright,
director, designers) and the role of the
audience. The elements of each role are then
broken down into concepts explored in the
individual lessons.

Children are generally introduced to drama
through the role of the player which involves
elements needed to imagine and impersonate
a character in action. The basic elements of
the player are relaxation - trust -
concentration, sense awareness, imagination,
physical expression, vocal expression, and
characterization.

As the children develop skill in concentra-
tion and improvisation, they are guided to
explore the role of the playmaker which
involves improvising and forming a play for

Nadine Saitlin - Visual Arts,

Leona Wilkins - Music

communication to an audience. In all early
work the “audience” is comprised of the
group not performing’ the exercise. The
audience is dssigned tasks which strengthen
the role of perceiver, responder, and
evaluator. The basic elements of the
playmaker are plot, character, environment,
language, sound/mood, movement/action/
spectacle.

MusIC

The musician uses the elements of duration,
pitch, texture, timbre, tempo, and dynamics
to create a composition. The manner in which
the composer manipulates these elements
through a process of selecting and ordering
his: material determines his ability and style of
producing a work of art which overtly or
subtly expresses a musical idea.

Since music is a sound-space art which
exists in time, students should be exposed to
different types of sound production and the
manner in which composers use sound to
express an idea. They should be trained to
“hear what'they see, and see what they hear”
when coding and decoding music symbols.
The process of expressing and responding to a
musical idea with feeling should begin at a.
very early age and continue through the
process of education. Activities in the
classroom are organized around concepts
which are seiected as focal points for develop-
ing comprehension of a chosen component of
musical expression:

~-students are encouraged to create and

recreate music, perceive and analyze
works played and heard, and develop
the ability to make value judgements
based on their response to the struc-
ture and performance of the compo-
sition.

The “following plans offer approaches for
organizing class activities that can lead to
awareness of a selected theme or concept and
thus establish a basis for further comprehen-
sion of the development of a total art work.
The organizational concept for the lessons
described is “patterns” and the manner in
which they may be used to express the idea of
unity and variety.

VISUAL ARTS

The visual artist uses the elements of shape,
line, color, texture and value to create a work
of art. By selecting, arranging, and combining
these elements the artist gives the work of art
structure. How the work is structured or
planned, the pictorial organization is called

(Continued to page 17, Col. 1)
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Susan Applebaum

*

Aesthetic concept: Repetition and variation of
elements used in forming pattems contributes to
a feeling of wnity and wholeness in an art work.

Drama concepts: sense of sight; parts of a
whole, agreement.

Warm-up: Space walk Point of Concentration
(PCC): sense of sight.

Method: Players move into open space, walking
1n, out, and arownd each other in a random
pattem. leader instructs them to keep mov-
ing as she "sidecoaches'' the exercise. At
certain points have students freeze, "take a
picture' of what they see, close their eyes,
and visualize it, open and check what they
missed.

Sidecoaching:
1 Begin to see the room you are walking
in - fumiture, signs, lights, vents, etc.
Really look - how many windows? Cownt ther.
Now look at the room a little differently.
How many diffevent kinds of rectangles do you
see? Circles? Straight lines? etec.
2. Now by grouwp agreement, looking at each
other, begin to make the space heavier and
start to cut through it with the angles of
your body - elbows, knees, hips. Move with-
out tension and keep as many pecple in sight
as you can. ‘Teacher might join the growp

here and move in the way she/he is instructing.

3. As you pass people, look at their cloth-
ing and see what colors you find repeated.
How many blues do you see? Reds? Greens?
Shades of color? Textures? Embroidery?

4. Start making the space lighter and
lighter by agreement until you are moving
rapidly robot-like in and out of each other.
See how close you can come without bunPing
anyane. The sequence: move, freeze, 'take
a picture' - repeat as needed.

Warm-up 2: Machine/part of a whole,

POC:  to form movement pattems, sound pattems,
and rhythmic pattems through group give
and take; to be part of a whole.

Method:
5-6 players start to form a machine one at a
time. The first player starts a somd and a
movement that is easily repeated and effi-
client. He continues as other players acd
their own somnd and movement. ce the
machine is established, players slow the
machine dovm wntil it stops by agreement.

Without anyme saying 'begin,' the players as
a growp start up the machine and increase the
speed wmtil they sense a freeze together.

My, YoV
re g %, NCE

@

Group I does the basic machine while growp II
does an activity machine. Here the players
form a machine based an a ‘'theme'' activity,
e.g., a baseball machine, a party machine, a
cooking machine. For the somnd, the players
substitute a word or phrase that is short and
can be repeated, e.g. hot dog. pitch! You're
out' strike! The movement chosen will re=-
flect the word. e.g. strike might accompany
the umpire's gestiwe for strike. The players
give and take the words and movements just as
they did in the first machine.

Discussim/Evaluatia
iere all the parts working together to make
one machine?"
"Were there any parts that didn't fit?"
"Did you see any pattems in what was dene?"
"How did each persan contribute something
different and still fit into the machine?"

Transition: Let's see if we can look at a
pattern in a different way. See if we can
find pattems in the things that people do,
their actims.

Stage pictures

BOC: Agreement - to explore repetition and
variatiom in actions found responding to a
theme word.

Method:
5-7 players build a picture on stage cne at a
time. As if they are getting into a pose for
an imaginary camera, each player must freeze
in a position while msking physical contact
with at least cne other player. Once the
first picture is built, the teacher calls out
occupations and the group instantly responds
by similtaneocusly striking a new groub pose
or picture and holding the freeze. This
change involves a shift of position and
attitude an impulse without discussion ox
plaming and may be done in slow motion
begirning cn a signal from the teacher.

The teacher can rn the grouwp through a
number of occupations (plumbers, cowboys,
doctors, musicians, ball players, etc.) and
then ask the audience to pick out actims
that were repeated or commm to a particular
occupation as well as interesting variations.
Then the groups should switch, with players
becoming audience and audience becoming
players.

Discussion/BEvaluation
(Questions should try to elicit the following
ideas: Drama is about pecple in actian.
Peoples' actims and their marmer of express-
ing themselves depict who they are, how they
feel about themselves and the world around
them. Peoples' use of objects around them
and what they do with those objects depict
where they are. When an actor creates a
characterizatian, his/her selection and
arrangement of actions constitutes the
pattemn of the role. ''Could you tell what
the persan's attitude was toward his/her job?
How? Give an example. If I called these
pictures 'People Pattemns', what might I mem?"

* Lecturer, Lyla University
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CCNCEFT GENERALIZATION
Patterns are formed when sounds are repeated
and used in a work to create a feeling of

ity within a composition. A change of
pattemn provides variety and increases
interest.

MATERTAL
Rhythmic Pattern, Sang "Skip To My Lou'| Chant.
OBJECTIVE
Students will identify a repeated pattemn,
aurally end visually, and be able to use it
as a unifying device in an original composi-
tion.

PROCEDURE
1. Teach the chant -

AT T

R Zand3PO in a chase

T
R 2and 3P0 up in space
R 2and 3P0 to you call

Fi, 1 1

'gxi'/for\_e be with you, one and all.

After class patschs the beat while

repeating the chant, ask students to

¢lap the word—rhytl’m then identify
patterns that are repeated. Use one full
measure to identify ome patterm.

3. Give two students instruments (percus-

sion) and alternate the playing of two

patterns using each as an ostinato to
accompany the chant.

Cless next identifies where the pattern

changes. Discuss the effect the change

has on the chant. Where is the energy
level highest? Lowest? Why? Place
pattern on board so class may identify it
visually,

5. Teach the song "Skip To My Lou". Class
identifies patterns similar to those in
chant.

6. Teach Crff arrangement of song (see

fig. 1). nSk class to ldent_v:y three
different patterns used in accarpaniment.

. Play Possini's "William Tell Overture".

TTe
1%

e
“TTe

Ask students to indentify the predcmi-
nant rhyttmic figure of camposition.
Associate pattern with one of the
figures presented in the lesson.

CREATIVE PROBLEM-SULVING

Give

Divide class into small groups of 4.
= Each

each child a percussion instrument,
group is asked to do the following:
a. Create a chant using rhyming couplets;
b. Use at least: one rhyttmic pattem from
the lesson as a wnifying device;

End the chant by either budlding up the
energy level, or slowing it down, or
changing the pattern.

After the performance of each group, the
leader must explain the group's choice to
either increase or decrease the energy
level. How was the change made?
(through the employment of change of
tempo, dynamic levels, or patterns?)
Class may discuss the relatiomship of
text to rhythmic flow.

Culminating Integrated Arts Activity

(Lead class in a warm-up of sound explo-
ration)
"Discover how many different types of
sounds you can make with your voice and
body. Use sound and silence with differ-
ent dynamic levels to express the follow-
ing: fear, eerieness, contentment, anger,
ete... Use squeaks, blips, any interest-
ing vocal sounds.
2. (Divicde the class into small groups and
give the following problem)
Using the characters in the chant, R 2
and 3 P 0) create an escapade which demon-
Strates some antic sultable to the
 imagined activity of the characters. Use
. voecal sounds and one of the rhythmic
patterns to wify the action of the story
Add movement, dance, and pantomime to
tell the story.

1.

After the presentation of each group, the
class must be able to guess or relate the

story.

* Associate Professor of Music
Northwestern University
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Nadine Saitlin"

When introducing the concept of pattern,
begin with a demomstration. Place a single
shape on the board and ask the students if it is
a pattem. Continue by adding another shape
exactly like the first one. Repeat your ques-
tion. Add wore shapes until all the students
agree there are enough shapes to form a pattem.
Have students justify their decisions. Continue
the discussion wntil the concept of repetition
is identified. Explain to students that no spe-
cific mmber of shapes make up a pattem but
rather it is the point at which one expects to
see a reoccwrrence of the same thing, Repeat
the demonstration with another shape, color, or
change the direction of the arrangement. Each
time have the students relate at what point you
have established a pattermn and what is being
repeated.

Ask the students if there are other things

that could change in the illustration that would -

help make it more interesting without losing
the pattern. Use suggestions as much as possi-
ble while introducing variation. As you change
size, direction, shape, grouwping, or quantity,
have the students relate what is repeated and
varied.

Creating Pattems by Stamp Printing

Cancept: Pattems are created by repeating
and varying the visual elements at
regular spatial intervals. Variety
adds interest to a repeated pattern.

Objective: The students will know how to create
a simple pattem and will design a
pattermn for a particular use.

Vegetable or fruit, tempera paint
(primary colors), paper palettes,
sharp knife, paper 9" X 12", large
flat material such as butcher paper,
newsprint, fabrie (muslin or sheet-
ing).

Have the students bring either a
piece of fruit or vegetable from
home. Students should cut the item
in half finding the most interesting
intemal pattem, i.e. the rings in
the anion. If the item does not
have either, a new shape may be
created by cutting away part of the
vegetable.

Have the students spread one color
of paint on the paper palette. Dip
the vegetable/fruit stamp into the
liquid so the surface is covered
with the paint. Then press the
stamp anto the paper, therefore,
recording the impression. Students
should practice stamping impressims
wmtil they feel comfortable with the
process and can control materials.
Let them repeat the activity select-
ing another shape or a wvariation of
the stamp by cutting me of the
halves into quarters, or by cutting
closer to the end,

After completing the experiment
plan an activity whereby the stu-
dents can work with variation and
repetition edding new shapes, chang-
ing color, direction and spacing of
the shapes.

For younger children you might want
them to fold their papers to orga-
nize the space. Using this method
the stucdents would repeat the
irpressio inside the folded units.
Students will now design a pattem
for a particular purpose. A wrap-
ping paper, wall paper, fabric,
tile, etec.

Awareness Activity
Concept: Patterns exist in the natural and
man-made envircnment and make up the
visual texture of our world.

Objective: To have students know what a visual
pattem is, be able to identify
pattems in the enviroment, and
involve them in creating observa-
tional drawings of pattems.

Access to different spaces, includ-
ing a natural environment. A box
for collecting materials. 18" X 24"
paper, pencils, charcoal and/or
chalk,

Have the students find pattems in
different places. Begin with parts
of their bodies (eyelashes, teeth,
fingers, clothing) then continue by
investigating a roam, such as the
schoolroom (blinds, window panes,
blackboards, seats, desks, etc.) and
extend this to other parts of the
school building, cafeteria, kitchen,
boiler roam, auditorium.

Continue this activity an a nature
walk. Point out the pattems in
nature, bark a1 a tree, petals of a
flower, veins in a leaf., Where pos-
sible collect items that can be
brought back to the class room.

Have students work in small groups
(4 to 5) setting up arrangements of
the collected objects (still

life). Have students work with the
ideas of pictorial organization,
looking for repetition and variatiom
in their still lifes. Since this
may be the first time the students
have worked in the third dimensiom
encourage them to look at their
arrangements from all sides. Stu~
dents can then do realistic drawings
of the pattermns. If the objects are
small in scale the students may
enlarge the pieces so they fill the
18" X 24" paper.

Activities Tirst appeared as part of Rhythm/
Meter, CEMREL, Inc.

- 4 Assistant Professor of Art
Chicago State University




Rhythmic Pattern Expressed Through Movement

Echoes
"Tisten to the rhythm of the piano (or drum)
and repeat the same rhythm, just like an
echo, using your body as the instrument. You
can clap your hands, smap your fingers, or

slap your thighs."

Here's an example of a sequence you might follow
at the begimming:
4

Teacher: J J JJ JJJ
W 14 J0

(Discuss the difference between a steady pulse
and a pattemn of long and short sounds) .

Children:

"“This time, instead of playing the patterm:
on your body, play it silently in the air
with your elbows (knees, head, hips, ete.).
Choose any of the body parts with which to
echo the rhythmic pattems but make the move-
ment very sharp and precise as if you were
playing one of our percussion instrurents."

"Spread out in the space so you have plenty
of room to move. This time, echo the pattemn
by playing the rhytim with your feet aﬁai.nst
the floor and stepping out into space.

(Fncourage the children to use the actions of
skipping, galloping, jumping, sliding, hopping,
tuning, etc. to add interest and excitement,

If you have a large class and a small space,
have half of the group accompany while the other
half moves.)

Met's choose one of our favorite rhyttmic
patterns for movement."

"iow memy different ways can we move with
that pattem?"

(The movement can take place in one spot right
around the body or it can travel through space -
walking, ruming, jurping, etc. or a combination
of these actions. Try some of the suggestions
to see which ones wark best.)

"Choose two different ways to do the pattern
in movement - once in place and once travel-
ing through space. Join them together and
practice until you are satistied."

Development of Rhythmlc Pattern (for a more
experienced group):

(Divide into groups of three. Each group
creates its own rhythmic pattern widich becomes
the basis for a ritual dance. Discuss the
notion of ritual - a ceremomny, celebration, or
festival, Its pattern stays the same and is

repeated from generation to generation, just as -

the rhythmic pattern will stay the same through-
out the dance. Accompaniment for each dance may
be worked out by other members of the class, or
the children can accompany themselves on hand-
held instruments.)

Moira Logan"

Floor Pattern

Pathways
Tmagine that your feet are covered with red
paint. As you travel about the space, you
paint designs all over the floor with your
feet. You may choose from the actions of
ruming, skipping, jumping, fgr ho*ﬁping to
r.

paint your patterns on the floo

(Again, the previous movement experience of your
class will determine the degree of invention
with which the childven approach this problem.)

"Now instead of making your designs randomly,
paint only circles on the floor with your
feet, Vary the size of your circles so that
some are very small and others are huge. Try
meking backward circles as well as foreward
circles."

"Another kind of pattem we can make on the
floor is a zig-zag. Draw a zig-zag pattemn
in the air in front of you. Now cut a zig-
zag design on the floor."

(Discuss the smooth, rownded qualities of
circles and the sharp, angular featuwes, and
quick direction changes of the zig-zag
pattemns,)

"Come and look at these three designs.” (on
an overhead projector, blackboard or large,
different colored cards)

@ A4t S

Do you .see any other desi in the room
which remind you of these?

"Choose one of these three designs as youwx
floor pattemn and explore different ways of
moving along that pattway. Try moving with
some actions that take you close to the
ground ~ rolling, creeping, slithering - and
same actions that take you far away from the
gromnd like jumping and leaping.”

"Now put together some of your ideas and
decide which actioms you'will use to travel
aleng your floor pattern. Work on them mtil
your floor pattern and your acticns are very
clear and practice wmntil you are satisfied."

(Encourage the children to make their patterns
and movemenmts clear and succinet. A definite
begirming and ending will help with their orien-
tation).

Met's watch one another and see if we can
guess which floor patterns are being
expressed."

(Share these studies in small groups. When two
or more people perform their patterns together
an overall pattern emerges. There will be
points in which the patterns overlap and two
paths cross. Since this often happens in real
life, you may discuss different ways of dealing
with it.)

Develovment of Flcor Pattemn (for a more
experienced grow):

(On a large piece of mewsprint, each child
"maps'' out, in crayon or magic marker, a floor
pattern which coubines geveral design ideas,i.e.

CA12_—

Then the children exchange maps and creaf€
tovement sequences which travel along this new
"route''.)

* rssistant Professor of Dance
Ohio State University




Prologue to the Centerfold: continued

the work’s design. In the visual arts, design is
sometimes used interchangeably with form.
When creating the work the artist concerns
himself with organizational concepts
including ideas about balance, harmony,
rhythm, pattern, focus, contrast, and unity.

The combination of elements is determined
by what the artist wishes to express. At times
the artist’s idea is based in experience; at
other times it is the product of imagination.
No matter how the idea originates, it is the
artist’s intent to communicate to a viewer.

Visual organization is important to the
success of the artist's mode of com-
munication. Therefore, concepts about
design are an implicit part of the art
curriculum. In addition to the concepts to be
taught it is important that learning activities be
developed that foster artistic behaviors in
students. Activities should have students

-producing works of art where the con-

cepts can be interpreted creatively,

-identifying where the visual concepts al-

ready exist in the man-made and natural

environment and,

-analyzing, judging and valuing works of art

that are exemplars of the concepts.

In addition the activities should also have
an evaluative dimension. Evaluation should
be integral and ongoing. The evaluation of
student work should relate specifically to the
concepts to be learned. Utilizing his/her own
ideas,has the student been able to apply these
concepts in a creative way?

The concept to be introduced by the team is
pattern. The following descriptions are useful
to the teacher as background information
when introducing visual art lessons:

PATTERN: A pattern is made up of a vis-
ual element (shape, line, col-
or, texture, and value) or a
combination of elements, that
are organized and repeated in
a systematic way so the or-
ganization is readily observ-
able to the viewer. Patterns
can establish movement in
space.

REPETITION: Repetition is achieved when
one or more visual elements
are used in the same way
over and over again. Repeti-
tion helps unify a composi-
tion because an element re-
peated will relate naturally to
itself. Too much repetition,
however, can become monot-
onous,

VARIATION: Variation is achieved by
changing aspects of an origin-
al idea, visual element, or
unit, while retaining char-
acteristics of the original. Var-
iation can occur by changing
size, direction, altering shape,
color, line, etc. One way the
artist extends an idea and a-
voides boredom is through
the use of variation.

.
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CHAPTER NEWS

Second generation Orffan Amy Rogers
Canzona of Greeley, Co., will present a
workshop and demonstration lesson with
children on Music Therapy for the New
Mexico Chapter in Los Alamos on March 10.

Barbara Grenoble conducted her 9th
annual workshop sponsored by Los Alamos
schools and the Flesher Hinton Music Co. of
Denver. The key to influence in their area
appears to be NMOSA’s coordinating annual
workshops with NMMEA in importing a
clinician to All State In-service Conferences.
This year’s guest was Brigitte Warner.

Rocky Mountain Chapter sponsored  a
choral reading session of elementary and
junior high materials with Dr. Elza Daugherty
and Dr. Michael Jothen of the University of
Northern Colorado on January 12.

The Kansas Chapter put out a very
impressive little magazine this year under the
editorship of Phyllis Schleich, secretary
associated with the Department of Music, Fort
Hays State University. Included in Volume 1
was a Calendar of Workshops, with Avon
Gillespie and Judy Thomas in the fall; Phyllis
Weikart and Arnold Burkart scheduled in
March and April, and an article about the
clinicians. There was a message from Cherlene
Graves, urging members to attend workshops
“to chat with old friends, to get acquainted
with other ‘Orff-ans,’ to find out that you're
not the only one with a stubborn principal, a
crowded room, an impossible schedule and a
tired spirit.”” Notes on new materials, bulletin
boards, and helpful ideas help to connect
readers in far-flung sections of the state. judy
Bailey is president, and Carol Fox is the new
editor.

Because of our total involvement with the
national conference during the fall, the
Arizona Chapter has postponed its three
annual Saturday workshops until the spring.
Lucya Prince is coming January 19, 1980,
Kate Grieshaber on March 22, 1980, and
Professor Joyce Boorman on May 3, 1980.
Arizona State University offers 1 hour credit
for attendance at all three workshops and also
helps defray the clinicians’ expenses. We are
most fortunate, too, in having great support
from two local businesses. Arizona Music
Center helps us with the transportation
expenses for our clinicians, and Harlu
Corporation provides free printing for all our
notes and mailings, including our newsletter,
The Process. We are most grateful for their
support.

Notice to Chapter editors: Please-put me on
your mailing list for workshop and newsletter
notices so | can bring yourunique ideas to the
attention of other chapters.

—E. Nichols
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KEETMAN FELLOW

Joyce B. Auchincloss

1 am most grateful for the Gunild Keetman
scholarship. It really made a big difference.

i doubt that anyone returns to-the USA
quite the same after experiencing life in
Salzburg for an extended period of time. It is
an incredibly beautiful city in all seasons of
the year. The pace of life there is such that
Austrians really do take the time to enjoy their
surroundings. Long walks, mountain climbing
and in the winter, games on the ice... well, |
could go on and on about that.

Our class (the 1978-79 special course) at the
Orff Institute was composed of fifteen persons
from seven nations (and six continents). Each
brought with him/her great diversity in
cultural as well as musical backgrounds. 1t was
an opportunity for each of us to broaden our
understanding of other peoples of the world. 1
was really very glad that | had completed level
Il in Boston and the New England
Conservatory before going to Salzburg. And
since coming back | appreciate more and
more the fine job that Orff instructors in this
country are doing.

—Joyce B. Auchincloss

MUSIC DIVISION
ORFF IN SANTA FE

{Department Of|
{Performing intro. to Orff Schulwerk
Toiege O Samm Fe (June 16 - 20)

Beginning Orff Schulwerk
(Juiy 14 -18)

Intermediate Orff Schulwerk
(July 21 -25)

Continuing Orff Schulwerk
(July 21 -25)

Faculty: VIRGINIA EBINGER
ISABEL McNEILL CARLEY
REGISTRATION:
Suzanne M. Harkins, Director

Music Divison, College of Santa Fe
Santa Fe, NM 87509

ORFF IN THE WOODS

Brasstown, NC 289A02

in the cool Blue Ridge

Elementary and
Intermediate

August 3-9

| Isabel Carley,
with Beth Miller,
Anne Carley
and James Carley

Brochures on request from Mrs. Carley

i

by Danai Apostolidou 4

Copled nd Qeestatd vith Darcs. Descrptons
PHALIRON  PRBSS

Copies available from:

Danai Apostolidou, 211 W. 106th St.,
New York, N. Y. 10025
$5.00 per copy, plus 75¢ for postage.
Payment must accompany ovder.
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DALCROZE SOCIETY OF AMERICA
1980
NATIONAL CONFERENCE
The College of St. Catherine, St. Paul, Minn.

JUNE 15 - 20, 1980

Sessions in Dalcroze eurhythmics, solfege and piano improvisation
with internationally renowned Dalcroze Educators. Special sessions in
percussion techniques, Orff-Schulwerk, music therapy, music educa-
tion, piano pedagogy and demonstrations with children.

For brochure, application and housing information:

Prof. John R. Stevenson, Director
Dalcroze Studies Institute, School of Music
ithaca College, lthaca, New York 14850

Limited enroliment -- register before June 2, 1980




FILM REVIEW

AMERICAN ODYSSEY is a journey to the
roots of music and movement in a child’s
growing sense of the world. Itis also a film full
of burnished images activated by dissolves as
hesitant but as ardent as a child’s feelings.
Abbott Meader and his colleagues have
chosen elements of Orff-Schulwerk without
commentary or overt explanation. They use
only a superimposed handscript that gives
some key quotations and a poem that some of
the children are working with.

The real dynamic and the meaning of the
film is in the glimpses of gesture and
expression in the children themselves. But the
warm colors and the tender placement of the
camera are vital to this effect, just as the
coordinated tracking shots make for the film’s
most exultant and mystical sequence as rural
and urban landscapes join in a hymn to space
and the time-lapse glory of clouds in a dark
sky.

It is an intoxicating film: filled with the
delight of an elaborate and whimsical dance
between sound and picture, the inspired
changes of pace and-tone, and those lyrical
dissolves — held, suspended, melting— the
crux of a film style that brings Blake and
Whitman to mind. Foliage, birds, blooms and
the awed faces of children all merge in the
film’s rapture.

David Thomson
Head of Film Studies
Dartmouth College

International
Orff - Symposium

Lillian Yaross will be representing the AOSA
at the International Orff-Symposium in
Salzburg, june 27 to July 2. Donald Slagel will
introduce ORFF-SCHULWERK: AMERICAN
ODYSSEY and present a paper at the
Symposium. Following the Symposium, the
Orff-Institute offers the International English-
Speaking Summer Course, July 4-12, 1980.
Coordinators for this course are Miriam
Samuelson and Donald Slagel who will be
teaching along with a staff representing the
Orff-Institute, Australia, Canada, and from the
United States, Judith Thomas and Lillian
Yaross. For brochures and application forms,
contact the Orff-institute, A-5020 Salzburg,
Frohnburgweg 55, Austria.

STUDY TOUR

Choristers Guild, in cooperation with the
Orff Institute and Salzburg College,
announces the 1980 Seminar in Salzburg,
Austria, from July 26 through August 12. The
Study Tour includes the Passionplay in
Oberammergau, all rooms and meals, airfare
and Orff instruction for $1399. Contact: Don
Campbell, Choristers Guild, P.O. Box 38188,
Dallas, Texas 75238.

DePaul University
SCHOOL OF MUSIC

ORFF-SCHULWERK CERTIFICATION WORKSHOPS
June 16-27, 1980 *Levels I, I, and Hi

Orff Workshop credits applicable toward
the Master of Music Education degree

FACULTY

Jacobeth Postl

Lillian Yaross

Claire Levine

Roberta Sweet

} Co-Directors

Mary S. Shamrock
Brigitte Warner

For brochure and applicat.ion form, write

CARL ORFF WORKSHOPS
DePaul University School of Music
804 West Belden Avenue
Chicago, Illinois 60614

LINCOLN PARK CAMPUS (312) 321-7760 CHICAGO, ILLINOIS

YOU'LL LOVE
THESE HOLIDAYS
\ AND SEASONS

TO CLAP, TAP, SNAP
AND SING ABOUT!

ILLUSTRATED
SPIRIT MASTER SONGBOOKS
’ FOR YOUR
CLASSROOM, CONVENIENCE

SPRING IS HERE

| by Mary Ann

HURRAY
FOR|TODAY}!

(Easy F Songs and A
for Seasons and Special Days)

Milidantri
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RHYTHIMIE PATTERNS
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Your K-6 MUSIC STUDENTS will
love collecting these songsheets
into their own HOLIDAY SONG-
BOOKS!

HURRAY FOR TODAY!
Level 1 WE1 $7.95

HURRAY FOR TODAY!
."' Level 2 WE2 $7.95
%Z.
" i
4382 Jutland Drive
San Diego, California
92117

714-270-9800

J
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‘GLIMPSES OF THE CONFERENCE

"Photos by

Michael Ebinger

N e

UNIVERSITY OF NEVADA
&7 wRéno Campus -
presents a fivgfday-lgourse

Furopean
wA\IMerican
Children’s Musical Plays

with a Difference
'THE DANCE AND THE DRUM — Elizabeth and John Paynter

A book of integrated projects in music, dance and drama for schools,
_this provides material for 12 classroom projects in which the students
. themselves create the music, staging, libretto and characters from given
_plot outlines. (5026910} ... $8.00

THE GORGON'S HEAD — Words and Music by Eric Withams
Based on the Greek myth of “Perseus and Medusa,” using modern text
jaced with humor and music in a mild rock idiom. Calls for 15 singing
characters, choir, tuned and untuned percussion, piano.
(5016142) . . ..o i i i $14.50

THE SEA JOURNEY — Words: Michael Browne; Music: David Lord
A fantasy adventure describing the seagoing escapades of ten boys who
rup away from home. Requires narrators, chorus and semi-chorus, re-
corders, piano duet, pitched and unpitched percussion.

(5015317} oo v i $11.75

THE MARK OF THE GOAT — Words: Alan Crang;

Music: Harrison Birtwistle
With music from one of England’s leading composers, this work brings to
schoal musical theatre subject matter of pertinence and depth concerning
political manipulation. Easy musical materials which, when put together,
make an impressive effect. 2 main singing roles, lots of group singing,
plus 3 clarinets, piano, tuned and untuned percussion.

) (50 14193) .. ov v $ 3.50

Available from your favorite dealer.

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION
195 Allwood Road Clifton, New Jersey 07012

“ORFF FOR THE REGULAR’
CLASSROOM, THE MUSIC
' ROOM AND THE SPECIAL
“EDUCATION: CLASSROOM”

“JUNE'29 - JULY 3, 1980

Clinician, MARGARET C. DUGARD
Music Specialist, Memphis City Schools
(of “Street Games” fame at the
179 Conference)

Phoenix’

Earn 2 ‘nits d{;ig:i:aduate or
undergraduate credit

On-campus housing available.

“Come §tudy and play in the beautiful
Reno-Lake Tahoe area”

For Brochure, write:
DEPARTMENT OF MUSIC |
UNIVERSITY OF NEVADA

RENO, NEVADA 895Q7,_.
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‘Names in the News

_ Steve Calantropio, general music teacher in
Rifv:ér Edge, New Jersey and secretary of the
NiJ. Chapter, has been named “Master
Teacher of the Year.” The award was made at
the New jersey Education Association
Convention held in Atlantic City in October.
Along with Orff certification, Steve is studying
for a Dalcroze Certificate at Manhattan School
of Music, NYC. :

' W.H. Lindenmayer of the Memphis Chapter
réports that he has been elected chairman of
. District I music teachers, comprising Missis-
sippi’s. eleven ‘counties. He teaches at the
Elementary School, Hern Lake, Miss.

Lucya Prince will journey to Ireland in June
to conduct workshops in “Movement and
Sound for Young Children” in Dublin.
Emphasis in her sessions is on reading

readiness, coordinating them with her own *

materials which" are available in a soft-cover
book (64 pages) and on index. cards.

Jo Wier, Santa Fe kindefgartén teacher, and

" Gen Ebinger of Los Alamos collaborated in an -

official state observance of the Year of the
Child held in the Capitol Building of New
Mexico in December. Joining the 4 and 5-year
olds were Gin’s “Orff Kids,” comprised of
junior and senior high students along with her
college freshman daughter home on holiday.
An Albuquerque TV station covered the event
as an impressive intercultural program.
Uniquely, it was sponsored by the Governor’s
wife!l o

At a fall. workshop in Albuquerque Dr.
Marilyn Murphy, reading specialist, stated
“Too much structure, too many ditto sheets
limit children and cause them to resist taking a
risk. Every time a child picks up an instrument
he takes a risk. Within the pentatonic children
can take risks without making mistakes.” She
views reading as “risk-taking,” and shared
speech patterns plus rhythmic exercises and
movement for improvement of reading
abilities.

Laura Neumeyer joined the staff of Ballet
Arts Academy, Bloomington, Indiana,
‘teaching classes for four and five-year olds in
pre-school music based on Orff Schuiwerk.

Fifth and sixth grade students at Pembroke
Elementary School, Birmingham, Michigan,
presented two dance. dramas with music

based on “Arrow to the Sun,” an Indian tale, -.

and “The Stonecutter,” a Japanese tale, by

Gerald McDermott, on january 14. Claire. -

Levine was the director and choreographer,
Betty Morris, music director, Barbara
Feedman, art consultant, and Don Burba,
principal and facilitator. The project was made
possible through an Arts-in-Education Grant
from the Michigan Arts Council.
Send your news directly to. E. Nichols
1303 Briar Road
Muncie, In. 47304

FOR THE WIDEST SELECTION

OF AUTH

ENTIG ORFF

: A
il
!L-r:{l'lm

Sonor Orff instruments are the choice of music educators and
Orff specialists all over the world. They. are used in more Orff
workshaps than any other. At Sonor, they respect the authentic
quality that goes into every Orff instrument: The fine tuning. The

" resonance of the bars. The durable construetion, And they offer

the largest selection of these Orff instpuments in America, To
get a free Sonor catalog, just write: Educational Department,
M. Hohner, Inc., Andrews Road, Hicksville, New York 11802. Or
call us toll free at 800-845-3507.

HOHNER® J'SONOR'

T

5
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Remembermg
Ted Mix: .

One could “well have made a film about. o
him. | am afraid that, such personahtles arel |
becoming rare, and thatr even’ "the cnrcum-v‘.{,; o
stances from the life of one music dealer ‘who:
worked wnth mustc bgok' d .mstruagner;ts wnll

- “.The_ Ndrr’l"eAThat Merits Your Confidence” = . \

PHONE (219) 294-6602

M. AVENUE — ELKHART. INDIANA 46514

know. Te Idng enoughf) | canonly contnbute-
some scenes to that fllm m our memory:

;Qu llty the best' as you always expect from Lyons. ’
ade for school use — prlced for school budgets.
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‘ORFF WORKSHOPS 1980

- “Memphls State University July 14-25

Department of Musnc ' Levels |, i1, and 111
.. Jos Wuytack - Konnie Saliba Shirley McRae

Carol King Nancy Ferguson Lynn Johnson

big, gent
Sharon without h|s httle bucket

There are many, }
From Ted there was':

As | have said, ] knew hir
having met him a c0uple of._times® i
the other side of the 0 But,1 k‘ &

, July7 A1
P e MUSlc,AND MOVEMENT
Level i Certmcatlon - Graduate Credit ; wn-H TAHE SpEClAL CHILD
For informations - ¢ - Lucya Prince For information write: Ms. Dwala Ralph, Depart-
Schoo‘?arfbmra B(?lrr Il IR cya ment of Music, Memphis State University, Memphis,
(:‘nreenst())oro,uljI (=% R - - E . Al!l’““ﬂ““s mustJbe Tennessee 38152. Tel.: (gm) 454-2555
919-379-5435 " received by June 23 "
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CENTERFOLD POLICY

Ever since the National Board began to
consider the possibility of moving to a
magazine format for the Echo, there has been
much discussion of what changes should be
made to serve our members better. The
perennial criticism of the Echo has always
been that there is never enough practical
material in it. (But it has always been well-nigh
impossible to get people to submit their own
successful material for our publication.
Apparently it is always other people’s ideas
that they want.)

In any case, many suggestions for satisfying
this perennial need were entertained both by
the National Board and by the Editorial Board,
and many of them were dismissed for one
reason or another, The editorial board finally
came up with a recommendation that each
member (of the editorial board) should take a
turn as editor of a four-page centerfold which
1) would concentrate on one area in a
practical way; 2) would be complete in itself,
and removable for use in the classroom; 3)
would be free of advertising; 4) would reach
the editor camera-ready, at or before the
assigned deadline; 5) would be the full
responsibility, both for content and format, of
the current centerfold editor; 6) would
involve no supervision whatsoever beyond
the preliminary approval of the emphasis and
subject-matter by the editorial board. The
members of the editorial board welcomed the
opportunity to take the responsibility upon
themselves and to try their own editorial
wings.

The recommendation was approved by the
National Board, and the policy has been in
effect ever since.

Most reactions to the centerfolds have been
very positive, occasionally even enthusiastic,
but recently we have received some very
severe criticism about the .quality of the
material in some of the centerfolds.
Admittedly it has been uneven. When
responsibility is delegated, as it has been with
our centerfold policy, there are bound to be
differences in taste and outlook among the
various centerfold editors, and the material
they choose to share will appeal to different
levels and stages of expertise among our
members. De gustibus non disputandum est,
after all. No two of you would be likely to
agree on the worth of everything in a single
centerfold — or book, or record, for that
matter. We realized, of course, when the
decision was made, that we would be opening
a very large can of worms the minute we
began to include materials, especially
arrangements, in the Echo. All the centerfold
editors have taken their responsibility very
seriously indeed, and have done their best to
bring you new material that is both
stimulating and useful. We must trust them to
do their best, and they must trust you to
accept what they offer in good faith, choosing
what you find valuable in your own situation.

(Continued to page 25, Col.1)

——— ——— W W

Dancing games and songs
for Pre-School through Middle School
Teachers Book available on 30-Day Approval

ALL DAY LONG SONGS

BY MINNIE O’LEARY

ALL DAY LONG SONGS were written by Minnie
O’Leary, a teacher at both the elementary and jun-
ior high levels, and the mother of four, The songs
were written for and about children — their animals,
their games, their friends, their dreams.

In addition to being artistically satisfying,
these songs display a teacher’s awareness of fea-
tures that make them useful in the classroom.

ALL DAY LONG SONGS are —

¢ Good vehicles for bodily movement — many for informal
acting out and several for more structured dancing games,

* Provided with easy (largely pentatonic) instrumental ostinati which children can play
on classroom instruments.

o Ideal for creativity. Singers can add endless verses from their imaginations.

¢ Illustrated on duplicator masters with black and white line drawings that can be
colored by the singers.

* Suited to a wide age-range. Some songs are short, simple and repetitious for pre-
schoolers. Other songs will excite the interest and challenge middle-schoolers.
Many are suited to public performance using either the piano accompaniments in
the Teacher’s Book or the cassette of pre-recorded accompaniments,

» Appealing to both boys and girls, though not stereotyped.

The Teacher’s Book contains piano accompaniments for all 18 songs, but the songs
can also be sung using recorded accompaniments, Or, if the children don’t feel ready to
sing out spontaneously, they can listen and respond to the recording of all of the songs
as delightfully sung by children.

ALL DAY LONG SONGS
TEACHER’S BOOK (Contains reproduction of students’ pages,

teaching tips, piano accompaniments, and suggestions for how
to accompany these songs with. Orff instruments) (GF-76)

........... . . 11
RECORDING (12” LP of a children’s chorus performance with

instrumental accompaniment) (N-1023).......... $6.95
COMBINATION BOOK AND RECORD (GN-15) ..... $12.00

CASSETTE recording of accompaniments only (NC-9). . $12.00

DUPLICATOR MASTERS (27 pages with songs, 6 pages with
instrumental parts) (M-605) . ............... $12.00

Only the Teacher’s Book is available on 30-Day Approval.
Cassette, Record and Duplicator Masters are for sale only.

Mail the coupon below to order or to examine
ALL DAY LONG SONGS on 30-Day Approval.

FREE! A catalog of music for K-9 published by Shawnee Press,
Inc. It includes musical plays and stage productions, vocal music
reading programs, music for chorus, holiday music, choral collec-
tions and recordings. Check the appropriate box on the coupon
below to request your copy at no charge.

Please send me the following
COon 30-Day Approval.

Jon definite order.

éhawnﬂ ﬂ?ress iIl[:, (Only a single copy of the Teacher’s Book

4 is available on 30-Day Approval.
DELAWARE WATER GAP. PA. 18327 Cassette, Record and Duplicator
' Masters are for sale only.)

ALL DAY LONG SONGS by Minnie O’Leary
[1 Teacher’s Book (GF-76) $5.50 [ Record (12”7 LP, N-1023) $6.95

1

1

1

i

|

|

|

|

[J Combination Book and Record (GN-15) $12.00 1
LI Cassette (accompaniments only, NC-9) $12.00 a Duplicator Masters (M-605) $12.00 l
Send and bill to :
1

1

i

1

[ At no charge, please send me a copy of the ‘Shawnee Press Catalog of Music for K-9,
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FROM MY BOOKSHELF

Gin Ebinger
Los Alamos, N.M,

When Don Slagel began this column, he
assigned me the topic “Peripheral Books.”
After tossing the phrase around my mind for
awhile, | decided to define it as books which,
while not directly related to my work with
students, brought nourishment to me and
which could possibly shoot off productive
runners into my classroom.

It goes without saying that we all need, first
of all, immediate and constant access to good
collections of folk and fairy tales, myths, the
Bible, poetry and nursery rhymes.

Here are some works— perhpas less
obvious ones — that have been important to
me in the ways mentioned above:

The Stery of the Bible, Hendrik Willem Van
Loon. My copy is almost as old as | am, printed
in 1934. | do not know if there are later
editions. | do know, though, that this is a
masterful presentation of Bible stories from
Genesis through Revelation, written for the
author’s own young children in a style
appropriate to all young children. In writing
of the Bible as a literary heritage, Van Loon
assures us he is not writing a history: “l am not
going to tell you what . .. actually happened. |
am going to try to show you how a certain
people...thought that certain things
happened.”

The Uses of Enchantment - The Meaning and
Importance of Fairy Tales, Bruno Bettelheim,
Knopf, 1976, $12.50. The thesis of this study is
that fairy tales and other imaginative literature
for children are not only desirable but truly
necessary for their full and healthy growth to
adulthood.

“When all the child’s wishful thinking gets
embodied in a good fairy; all his destructive
wishes in an evil witch; all the demands of his
conscience in a wise man encountered in an
adventure; all his jealous anger in some
animal that picks out the eyes of his
archrivals — then the child can finally begin to
sort out his contradictory tendencies. Once
this starts, the child will be less and less
engulfed by unmanageable chaos.”

Bettelheim might go a bit too far for some
tastes in his Freudian analyses of old fairy/folk
stories, but his points merit our study.

Dorothy’s World, Dorothy Howard,
Prentice Hall, 1977, $10.00. This book really
spoke to me. As | read Mrs. Howard’s
autobiography — in third person — of her first
seven years in a tiny north Texas community
during the early years of this century, all sorts
of long-forgotten memories of my own child-
hood were cailed to consciousness. It is a
remarkable collection of poems, games,
songs, jump rope chants, and such. True it is
regional, but the universality of children’s play
themes makes up for the regionalism— if
regionalism bothers anybody in the first place.

(Continued to page 25, Col.1)
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Orff Institutes
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Summer 7950
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WORK LEADING TO ORFF CERTIFICATION
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For Furthur Information Write...
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Department of Music
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BOOKSHELF, continued

Mrs. Howard, writing as a teacher many
years after her childhoold experiences,
echoing the philosophy of many Orff
teachers, students of the real Dewey, and
Piaget followers, says of herself: “She believed
that if the school functions in a democratic
society (which can survive only by individual
decision making), the children need...to
learn to make decisions by making decisions .
.. decisions related to the life they actually live
since they cannot make decisions about
super-imposed abstract lives existing only in
the mind of a teacher or in a textbook.”

The Further Reaches of Human Nature,
Abraham Maslow, Viking, 1971. This is really a
splendid, hopeful book about the nature of
true humanness. “That society is good which
fosters the fullest development of human po-
tentials, or the fullest degree of humanness.”
Maslow feels the goal of today’s education
must 'b'e the development of a new kind of
human who is comfortable with change, can
improvise, can face bravely a new situation
without knowing what’s coming next. And
PROCESS is the important part, he says.
Education through the arts is not expendable;
rather it is the way to bring forth the process-
oriented, creative, improvising, self-trusting,
courageous human being.

Look particularly at the sections on Crea-
tiveness and Self-Actualization.

Sounds” of language, Bill Martin, Holt,
Rinehart, and Winston. This excellent series of
reading textbooks, written and compiled by a
reading specialist, presents a wealth of
material — history, fantasy, poetry, songs,
contemporary stories— in an intriguing and
imaginative way. Some of the titles among the
fifteen or so are: Sounds | Remember, Sounds
of Home, Sounds of a Hound Dog, Sounds in
the Wind, Sounds of a Pow Wow, Sounds of a.
Distant Drum, Sounds of Freedom Ring.

Centerfold Policy, continued

if particular items offend you for one reason
or another, or you consider their inclusion
questionable, go ahead and question them by
writing directly to the current centerfold
editor, who has already given much time and
thought to their inclusion.

At the editorial board meeting in Phoenix
there was again much discussion of our
centerfold policy, ranging from
recommendations to abandon the policy
completely to recommendations for required
submission of all material to the editor well in
advance of publication. In the end, we
decided to retain essentially the same policy,
with only this addition: The centerfold may be
submitted at least a month before the
assigned deadline for editorial approval, at the
discretion of the current centerfold editor.
The editorial board agreed unanimously to
this compromise solution. The responsibility
still rests on their shoulders, but they can
share it if they choose. It seems to me a wise
decision, which the National Board has also
approved, on the recommendation of the

editorial board. —Isabel Carley

Your Best Sign

They're
the New Ones

From The

~) Selmer
= Company

The People Who Know
What Music is All About

These fine quality K-4 xylophones are manufactured
in the US.A. to precise and exacting specifications...
your assurance that every instrument will measure up to
your most exacting demands for sound acoustic design,
durability, simplicity, and safety.

Maple wood resonator boxes have a beautiful,
finish. Easy for children to mount, the synthetic bars
assure long life and consistency of pitch. Simply lift off to
replace with others as needed. Convenient hooks on
the diatonic models hold the extra bars. Diatonic
models come with specially designed AYOUB mallets
with synthetic shafts that respond like professional
models with rattan handles.

Available in both diatonic and chromatic models.

of Superiority

MUSICAL INSTRUMENTS
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MUSIC, MOVEMENT, AND THE YOUNG
CHILD, Heather Gell, Volkwein Bros., 1973.

This is not “just another” book on
movement. Geared for the pre-school and
early elementary child, though full of ideas
and activities appropriate to older children,
this book is packed full of good things for the
Orff teacher, logically arranged with
obviously well-thought-out concepts.

Gell’s orientation is the Dalcroze system
(which puts her in good company, since our
own philosophy was much inspired by
Dalcrozian ideas), and she stresses, therefore,
a considerably greater use of the piano,
particularly improvisational piano, and
recorded music that most of us find desirable.
In most cases, however, her suggested
activities can be pursued with recorder
and/or selected percussion, and a great many
of them are to be done—wonder of
wonders — in silence.

It's a fine book, a splendid addition to one’s
professional library.

Gin Ebinger

MUSIC IS: MOVEMENT, UNIVERSAL, SING-
ING, INSTRUMENTAL, CREATIVE, Elmira K.
Beyer, 1975.

On first reading of this book-—really a long
paper setting out a curriculum integrating

music into primary grades—I almost dismissed

it as superficial, something like a term paper
for Child Development 301, and a mishmash
of lesson planning materials.

But | couldn’t quite forget it, and ¥'m glad,
for on re-reading it | find excellent thought-
provoking material in chapters on learning
problems, motor pattern development,
auditory discrimination, visual perception,
concept and language development, andina
rather catholic, middle-sized bibliography.
There are also good ideas for units of study.

The busy, busy -daily lesson plans, which
take up 73 of the book’s 99 pages, however,
leave much to be desired.

Gin Ebinger

PUNCHINELLA 47, 20 Traditional American
Play-parties for Singing, Dancing, and Playing
Orff Instruments, Tossi Aaron, Coda
Publishing Co. Philadelphia, Pa.$6.00

Most of the tunes are well-known, though
some appear in lesser known versions. About
half the songs are based on traditional | IV V
harmonic accompaniments adapted to Orff
instruments, while a few on pentatonic retain
the elemental style.

The games are graded from K through
upper levels, and most would be just as joyful
for adults. As singing games and dances, these
traditional play-parties are a most valuable
collection for the classroom, and for

socialization anywhere.
Jacobeth Postl
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MAKE A GLAD SOUND

Herbert Rothgarber

Consort Music Inc. CM 1021 Magnamusic
Sharon, Conn. 06069 $1.50

This is a suite of eight pieces: five with words,
three for instruments only (which could be
performed as a set), and two appropriate for
dance or movement.

Arrangements are scored for two soprano
recorders; voices doubling both parts;
soprano, alto and bass xylophones, soprano
and alto metallophones, soprano and alto
glockenspiels; timpani; conga drum, tam-
bourine, wood block, whip.

Recorder notes used are D-D' in both parts,
with an F§.

The recorder parts are very easy, and in most
cases the second line is easier than the first;
ostinati for the barred instruments are short,
and the unpitched percussion is simple and
adds nice color to the ensemble. However,
the scoring is confusing when one staff is
shared by two instruments. The clef for the
bass xylophone does not indicate that the
pitch sounds an octave lower. In the seventh
piece, which contains changes of meter, the
time signatures are placed within the staff,
visually interrupting the flow of the music.
They would be better placed above the staff,
or indicated once at the beginning.

The suite is particularly good for 8-10 year
olds.

Patricia Brown

IN CANON, A Collection of Old and New
Canons from Europe and the U.S. Arranged by
Earling Bisgaard and Tossi Aaron, Hansenand
Magnamusic. $5.00

There are twenty-four musical melodies for
singing and playing in canon with suggested
ostinato patterns for Orff instruments
included in this book. Only a few are
orchestrated. The rest are to be worked out by
teachers and students.

Several interesting features are indicated in
the Forward:

1. A Simplified version is written
immediately under the tune.
2. The overlapping melodic lines for

soprano recorder are written out in score so
that the resultant intervals are immediately
apparent.

3. Teaching strategies to extend the forms
and use recorders are given. '

A variety of pentatonic, major, and minor
melodies and accompaniments is included.
“Rose, Rose” uses paraphony in an interesting
way, and the Purcell canon lends itself to
melodic improvisation over the harmonic
sequence. The “Little Suite” of three bell
songs provides a ringing finale.

facobeth Postl

STRAWBERRY FAIR, a Collection of Rounds
for Children, Composed and Arranged by
Jane Frazee, Schmidt Music Center,
Minneapolis.

This is a beautiful collection of fourteen
settings, mostly of Japanese Haiku and
American jump-rope rhymes. The original
songs (all but one) are as varied as their
sources, reflecting sensitive poetic qualities or
the exuberance of rhythmic rhyme. Instru-
mental arrangements are translucent, creating
“carpets of sound” for the haiku verses.
several modes, as well as standard major and
minor tonalities are used. This unique
collection of rounds is an important addition
to middle and upper grade repertoire.

Jacobeth Postl

The anthem, MORE LOVE (Augsburg 11-
0331) is a Shaker tune scored for soprano
glockenspiel, alto glockenspiel, also
xylophone, bass xylophone, cello, finger
cymbals, triangle, hand-drum, timpani on D
and soprano recorder. The choral section may
be either sung in unison or two-part treble
voices. The clever use of ostinato and
bourdon patterns give added interest and
vitality to the lilting melody of this folk song.

In these days of pseudo Orff Church Music
materials flooding the market, it is refreshine
to hail an exceptional anthem of pure Orff
by tsabel McNeill Carley.

Lynelle and Ken Williams

ON THIS THY HOLY DAY, Arr. Isabel Carley,
Augsburg, $.45

Attention, Church Musicians! How would
you like to find an anthem which:

1) generates so much excitement that the
congregation. spontaneously bursts into
applause at the end?

2) has a very comfortable voice range (¢’ to
d”y

3) can be sung by many combinations of
groups, including soloists, because it is a
call and response chant?

4) has a response easy enough for the con-
gregation to sing?

5) can be performed anywhere, indoors or
outdoors, needing no keyboard instru-
ment?

6) requires an orchestra consisting of drum

(hand drum,_bongos, congas), maracas,

cowbell, bass xylophone, and alto xylo-

phone?

is scored for the above instruments in one

‘measure or two measure ostinati, some in

three-quarter time, some in six-eight time,

and which, when layered produce cross
rhythms?

8) has a text appropriate for festival (es-
pecially: Pentecost) or general use?

Here it is: On This Thy Holy Day, a Nigerian

chant, arranged by Isabel Carley, Unison with

Orff instruments, published by Augsburg

Publishing House. Highly recommended.

Patricia Brown
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MAILING LABEL SERVICE

American Orff-Schulwerk Association, Inc.

Form: Pressure sensitive (self adhesive)
Cheshire (for automatic mailing equipment)

Cost:  5¢ a label - plus a handling and mailing fee of $5.00
Processing Time: Allow minimum of two-weeks delivery
Billing:  Full payment due upon receipt of invoice

Restrictions: Lists are for one-time use only, and shall not be
reproduced in any manner by purchaser.

Number of names in list changes continuously. Estimated number of membership
ranges between 2500-3000. Actual number of labels purchased will be computed when invoiced.

ORDER FORM
Form: (check one) Pressure sensitive Cheshire
Alpha order Zip order
NAME
ADDRESS
aTy STATE ZIp

Order from: American Orff-Schulwerk Association, Inc.
Department of Music
Cleveland State University
Cleveland, Ohio 44115

PLEASE CHECK ONE:

AMERICAN ORFF-SCHULWERK — July 1, 1979 to June 30, 1980 [ New Member
R I Continui
O Check if new address C1 Check if address same as 19781979 membership | (] jntermittent (hal pait memborshi]
: PLEASE CHECK ONE:
DATE 1.D. MEMBERSHIP NO.___ Regular $15.00 (in U.S, Funds)
Surcharge for foreign mailing:$2.00 in U.S. Funds
NAME PHONE _ __ _ /___  _ /__ Receives one copy of all publications, voting
privileges, listing in directory, reduced registration
MAILING ADDRESS O fees at annual conferences
Full Time Student $8.00 {In U.S. Funds)
ciTy STATE ZIp 0 Surcharge for foreign mailing:$2.00 in U.S. Funds
Educstional Institution $20.00 (In U.S. Funds)
) CHAPTER AFFILIATION Surcharge for foreign mailing:$2.00 in'U.S. Funds
POSITION Receives three copies of all publications, one
representative participating as a regular member
SCHOOL I Library $20.00 (in U.S. Funds)

Surcharge for foreign mailing:$2.00 in U.S. Funds
Receives three copies of all publications for serials
departments. No voting or membership privileges

National Dues do not include membership dues of local chapters. 5 .,

MAKE CHECKS PAYABLE TO: AMERICAN ORFF-SCHULWERK ASSOCIATION | — Surchargs o Toreiom sl 83 00 (o5 anc)

MAIL TO:  AMERICAN ORFF-SCHULWERK ASSOCIATION Recaives three copies of all publications, one vote
DEPARTMENT OF MUSIC—CLEVELAND STATE UNIVERSITY for a collectively elected representative on the
CLEVELAND, OHIO 44115 AOSA Board.

Pleass advise promptly of address changa. Keetman Fund Donation




AMERICAN ORFF-SCHULWERK ASSOCIATION

Cleveland State University/Dept. of Music/Cleveland, Ohio 44115 NON - PROFIT ORG.
U. S. POSTAGE
. PAID
Address correction requestgd MURPHY. NG

PERMIT NO. 61

AOSA
NATIONAL CONFERENCE
PITTSBURGH, PA.
NOV. 6-9, 1980

IMPROVISATION ON ORFF INSTRUMENTS - the key to children’s musical enthusiasm

Books by Tossi Aaron:
AMERICAN EDITION MUSICBOOK O v v eveeeevnneens $ 6.00

MUSIC FOR CHILDREN PUNCHINELLAA7. .. ovvveennianns $ 6.00

MUSIC
for CHILDREN

IN CANON (with Bisgaard and
Contributions by numerous e $ 5.00
'°"’d'"glu S. a“:_“”" ' JOY, SING, PLAY and DANCE
2 I;vx :3;;3:’_ ive supplements (with Wuytack) ......... $ 5.50

RHYTHM GAMES - Robert M. Abramson

. BOOK . v o vvveveennnnnns $ 3.00
Volume il -Primary...........coven $17.50 Set of 2 cassette tapes. . . . . $11.90

Volume 111 - Upper Grades (Jan. 1980). . . $17.50

Frazee: 10 Folk Carols for Christmas
(American) ......ccovvvnnns $ 450

Page: 4 Psalm Settings ..............
Regner: 8 Miniatures . ..............
Samuelson: Kukuriku ..............
Slagel: CircusRondo . ..............

STUDIO 49
.. the

AUTHENTIC
Orff
Instruments

... and still the leader!

MAGCNAMUSIC =BATON

10370 PAGE INDUSTRIAL BOULEVARD, ST. LOUIS, MISSOURI 63132



