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IN MEMORIAM
Norman Goldberg

President of Magnamusic-Baton, Inc., St. Louis, Missouri

A legend in his own lifetime, Carl Orff
died in his native Munich on March 29,
1982 at the age of 86. A Requiem Mass
was celebrated in the Theatrin Kirche in
Munich,-April 2nd, with private interment in
the Klosterkirche in Andechs. An official
memorial ceremony will be held by the City
of Munich and State of Bavaria on his birth-
day, July 10.

Born July 10, 1895, Carl Orff was the
son of Heinrich and Paula {(nee Koestler)
Orff. Both grandfathers were also named
Carl — paternal grandfather Carl von Orff
and maternal grandfather Karl Koestler ~
all residing in Munich for many years, con-
tinuing a family tradition and love of Munich
and Bavaria which was deeply rooted in
Carl Orff.

Music was everywhese in the household.
His parents played piano duets every day
in the afternoon or evening and chamber
music every Sunday, with string quartets
and piano quintets, as Carl Orffstatesin his
autobiography, “Uberall Musik”. From the
age of two when he sat under the piano at
his mother's feet while she played, music
had besen a way of life, and the piano-
playing an important part of every day until
shortly before his death when he was no
longer able to play. Thus was the foundation
laid for a career as composer and music
educator that began as a teenager with his
Op. 1 “Songs of Spring” for soprano or
tenor and piano and continued for almost
the full biblical threescore years and ten. In
1821 in Berlin, Carl Orff, along with soprano
Lotte Leonard and tenor Hans Depser,
performed the first of many concerts devoted
entirely to music by the 26-year-old Orff. In
the following years many such perform-
ances have occurred all over the world.

Theatre was important to Orff from the
time that he saw his first opera, Wagner's
“Flying Dutchman” which made such an
impression on him that he said, “I did not
wish to speak or eat forthe entire day.” Just
as Wagner took new paths in music drama
in the nineteenth century, so did Carl Orff
in the twentieth century, combining music,
dance and text in unique ways which made
works such as “Carmina Burana” perennial
international favorites. Many of his other
stage works are regularly performed: “Ca-
tulli Carmina,” “Der Mond,” “Die Kluge,”
“Astutuli,” “Die Bernauerin,” “Trionfo di Afro-
dite,” “Prometheus” and “De Temporum
Fine Comoedia.” Orff's daughter Godela
often performed the leading role in “Die
Bernauerin.”

Carl Orif is as well known as a music
educator as he is in his role as a composer.

CARL ORFF

The Orff-Schulwerk is now used in much of
the world, but the greatest development
has been here in the United States. The
original five volumes, written in collabora-
tion with Gunild Keetman, have beentrans-
lated into many languages. They have been
added to in many directions, and have
been expanded by editions indigenous to
various areas, like the American Edition so
widely used here in the States. The uni-
versality of elemental music as perceived
by Carl Orff is demonstrated by the use of
the various editions all over the world.

itisthrough the Schulwerk that ourlives
have been so intimately touched by Carl
Orff. This has been a major force in changing
the way of life for many of us. Orff spoke of
“music humana,” and surely the Schulwerk
is one of the most vital humanizing forces
within the entire reaim of Music.

*10, 7. 1895
+ 29.

in addition to immediate family surviving
Carl Orff, his wife Liselotte and his daughter
Godela, there is a world family who will
carry on the legend of his lifetime for many
generations to come.

MAILGRAM TO FRAU ORFF

WE SHARE WITH YOU A DEEP SENSE OF
LOSS IN THE DEATH OF DOCTOR ORFF,
THE CREATIVE GENIUS OF THIS GREAT
MAN IS AN INSPIRATION TO ALL WHO
HAVE LOVED HIM AND HAVE BEEN IN-
SPIRED BY HISWORK. MAY THE JOYFUL
SPIRIT THAT IS ALIVE IN HIS MUSIC FOR
CHILDREN BE ACOMFORTTO YOU AND
HIS FRIENDS IN THE DAYS AHEAD.

MILLIE BURNETT, PRESIDENT, ON BE-
HALF OF THE AMERICAN ORFF-SCHUL-
WERK ASSN.
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EDITORIAL:

ON TEACHING
STYLES

In the last few months I've come across
several articles on Learning Styles, in
which children’s visual, auditory, or kin-
esthetic learning styles are clearly dif-
ferentiated, along with their natural pref-
erences for a quiet atmosphere or con-
stant background sound; for solitude or
group participation: for blocks of time or
short interrupted spurts of concentration;

- for bright or subdued light; for a straight
chair at a table or desk, a soft chair, or the
floor. The list goes on and on and every
effort is made to help classroom teachers
spot the natural learning styles of their stu-
dents, and to find ways of encouraging
them to follow their own natural bentsina
regular classroom situation. Rather a tall
order! And then there’s the additional dis-
tinction between the left-hemisphere dom-
inant children, with their logical, se-
uential, verbally skifled analytical minds,
and the rightbrain dominant students who
think in “Gestalts,” in wholes, choosing to
go from the whole to the parts, are spa-
tially and kinesthetically gifted, and often
prove impatient with standard sequential
approaches. Until about the age of eleven,
when the two hemispheres are abruptly
separated and hemispheric specialization
develops, children automatically use both
sides of their brains in everything they do.
Special efforts and techniques must be in-
troduced to keep these older children in
touch with their natural artistic abilities
and deepest feelings. It is up to us to find
ways to tap these resources, as the chil-
dren are rarely able to do for themselves,
and to help them to learn to trust them-
selves and us enough to exercise their
gifts before their peers at this painfully self-
conscious stage in their development.

With all these problems of learning
styles in our students, it seems to me
imperative for us teachers to figure out
what our own learning styles are, our own
habitual ways of planning and of teaching.
Probably most of us unconsciously teach
much the way our own best teachers
taught us, and with the teaching style that
come naturally to each one of us, without
ever giving it a thought. Do we always
approach our lessons in the same way,
moving from one part to another until we
can put the whole thing together in public?
Do we always ask for analysis of differ-
ences in patterns and forms and for critical
appraisal as we go along? Are we so-intent
on completing the assignment we've
chosen that we completely miss the
serendipitous contributions the students
are ready to make? Or do we naturally in-
troduce a new undertaking in its entirety
first,and only when the general impression
has been made, move on to work out its
separate parts? Do we teach more by eye
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than by ear, feeling comfortable only when
there is a visual record of everything we do
in class, whatever the age of the children?
Do we emphasize theoretical understand-
ing more than its practical applications?
Are we naturally kinesthetic, aiways wanting
to transfer every activity into movement to
make it really secure and meaningful for
us? Whichever our own natural learning
style may be, whichever our own teaching
style, we will be missing at least half the
class, whichever style we use! How can we
afford, by using the same approach every

"day, all year iong, to leave out such a large

proportion of our students, always teaching
to the same small group and denying the
rest of the class the opportunity to learn in
their own best modes? No wonder our
traditional success rate in teaching music
in the schools has been so limited, so that
there are few communities where the aduits
love and enjoy music all their lives, and
continue to make and encourage it in their
communities.

Music has traditionally been taught,
even to young children, as a left-brain
subject like any other, as a logcal, visual,
theoretical discipline, - except when the
curriculum has been interrupted by prep-
aration for performance.The most extreme
example of this theoretical approach |
have ever encountered was about twenty
years ago in Puerto Rico, where my family
and | spent a summer as musical mission-
aries. It was my responsibility to teach
basic musicianship and theory, to which
most of the participants had had no pre-
vious exposure whatever. (Their learning
was completely aural, so we taught each
part by rote and then put the four parts
together, with each member of the family
teaching a separate part,) | learned from my
local mentor that in their own traditional
approach to music literacy, students were
expected to study solfege for two or three
years before they were allowed to utter a
single sound! No wonder they had been
convinced that music reading was a diffi-
cult and arcane skill, reserved for the rare
specialist who had both the time and the
money for such long-term training! (They
soon learned otherwise.) in our own tradi-
tion, music literacy has been the avowed
goal of most of the music teaching in our
schools until very recently, with very un-
even results.

We Orff teachers have a great advan-
tage in that our approach continually
mixes these contrasting styles of learning,
so that a child who is most at home with
movement can rely on kinesthetic expe-
rience, a child who functions best with
visual stimuli can depend on them, and a
child who learns best aurally can learn by

- rote while, at the same time, all the children

are having to exercise all their faculties,

learning some things one way, some an-

other. Even so, we still need to consider our
Continued to page 10, col. 3
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AN INTERVIEW WITH HELEN KEMP

Gray: Some people say that children sing
less today than they did twenty years ago.
is there reason to believe that children did
sing more in the past or that they don’t sing
as much now?

Kemp: With television, with so many re-
cordings, children are entertained in many
ways where they listen and don’t partici-
pate. 'm thinking of the influence of Sesa-
me Street. Many of the songs are meant to
be sung to children, and not meant for chil-
dren to sing.

G: So the child is just the receiver.

K: The receiver, right. And somebody, a
teacher, has to come in there and get the .
spark started —the singing. You know, sing-
ing has to be in a child’s environment.

G: And a “teacher” might have many dif-
ferent kinds of roles in a child’s life; it
wouldn’t have to be what we traditionally
think of as a school teacher?

K: That's right. Forinstance,a motherora
father or an older sister or brother — many
children start their first singing because of

the songs that older children bring home

from school.

| do think that there are not as many
child songs - things that are right for the
child. The strong influence of rock and folk,
even with older brothers and sisters, is a
different type of singing. The voice is used
in another way. Such songs are not in the
right range for children. For that reason,
children must be taught.

G: What kind of singing-material is desir-
able for children?

K: Well, | think the real folksongs — Amer-
ica has many of them — are really fun and
nice to do. With my own children we started
singing in such a way that it was a part of
life. Blessings around the table, rounds and
canons and that type of thing. | often think
that we should have classes to teach par-
ents songs to sing on trips in cars!

G: Alotof times the way a teacher begins
is crucial to the success of the learning of a
group of children. | was wondering what
kind of advice you might have for a teacher
who was beginning, who planned to take
singing seriously as a part of the music
curriculum.

K: There is a problem with taking it seri-
ously. | think if you get to be justa singing
pedagogue, you can spoll itinaway. Ithink

Esther Gray
Manhattan, Kansas

Helen Kemp

ateacher hastofill (himself) herself up with
knowledge, but always has to know that
singing must be an expression. It has to be
joyful. It has to be something that can be
both spontaneous and also entered into
little-by-little as a study.

Singing is so strongly connected with
an experience. If it's pleasurable, children
are going to like to do it. If it's fun, if it's
imaginative, if it means a nice, warm mem-
ory. | know my own children remember
being rocked and sung to. They think of the
fun times around the table, and they think
of holiday times when songs carried the
feelings. So it's more than a sequence of
teaching to get started, but it's someone
putting a song to express something.

When you think of a child in that early
time when they are learning to speak, their
ears are just waiting for sound images to
imitate. If singing can be started then, in
those early years, as a part of experience -
then by the time that children get in fourth,
fifth and sixth grades—even third~itcanbe
a planned thing. They can learn. For in-
stance, they can have a chorus, and sing-
ing can be the beginning of a discipline.

G: How would you characterize the dis-
cipline of singing?

K: Imean...the person,the whole person
singing, so that they learn: “O.K. to sing |
have to have my body in a position where
my voice is going to be able to emit the
sounds.” . .. and the way of breathing . ..

“I've got to have a mouth that's somewhat
open.” The child feels, “I've got to learn
these skills.”

G: So you would be saying that a third
grader already can begin to be very inten-
tional about these things.

K: To a degree — to be somewhat inten-
tional. Fourth grade, | usually say, rather
than third. By fourth through sixth, the way
they sit, the way they stand - and the

"breath and the vowels can be helped.

G: This makes me think about the distinc-
tion some people make between children
enjoying and learning — and children per-
forming. How do you view the role of the
teacher as “performance coach” as op-
posed to the teacher as the person whois
sharing music with children?

K: Waell, 1 think that children fourth through
sixth can handle performance if the teacher
knows that what happens before - the pro-
cess is very important and that performing
is the expréssion of that. There is a time
when you say through sharing your music:
“This is what we have learned.” | think this
is good for the-child.

We want to reéach the highest we can.
Now that depends on the wisdom of the
teacher. Performance is not for the teach-
er's pride. You have to be careful always
that you keep that in balance.

At the sanve time, you want to develop
performance skills in your children. They
have a great satisfaction in sharing. Itisan
impetus for their improvement.

And the way a teacher responds is-im-
portant. | mean, if things fall apart, that it's
not the end of the world. Or a commenda-
tion when the timeis right.

G: What about the child who is shy and
freezes? The child has mastered a song
and sings it beautifully, but in front of a
group of parents the song doesn’t come
out.

K: | try to play the role of the enabler. If
somebody really goofs, there is nothing
bad about saying, “Would you like to try
that again?”’ Or, “Would you like to do it with
me?” Or in some way to save face for the
child. | have always tried to be the enabler,
and also to eliminate fears. | take the atti-
tude that there is another chance: “Do it
again.”

Continued to page 6, col. 1
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Kemp, continued

Children’s feelings are very important,
and the way they remember certain things.
A teacher can and must lift an experience
out of failure and put possibilities into it
again.

G: Do you have advice on howto precede
a performance so the anxiety wouldn't be
so great?

K: Children need to be secure: in where
they are going to be, how they are going to
be arranged, what the expectations are. If
they are ili-prepared, we will never have
good singing. Because all the little fear
things affect the throat and the breath.

G: It seems as if you really work with the
child on a lot of levels, and include the child
in the understanding of the total picture. |
wondered, wouid you teach the child enough
physiology to understand how the body is
working when he or she is singing?

K: {do as far as the posture. How to hold

" the “instrument.” Posture is good to teach
from third grade. | give them suggestions
for how their voice will work best: “If the
body is in this way and in this feeling.” But |
rarely mention the voice box or larynx.
They are not ready to be that specific, phys-
ically. If you get the mental image of pitches
in the brain, the brain is going to produce
them.

G: There was a concept that you used to-
day that | liked. You said, “Go to the child’'s
world. Think about the vigorous games that
they play . ..” You were talking about the
way that you help the child to have an
image of the singer as a vigorous person.

K: Yesl! | believe in that. | think that we
lose a lot of our energetic boys because
somehow singing and music have too much
the connotation of an aesthetic levef that
they can’t handle yet. But if | can enter their
world, and they see that this experience
can be very rewarding, can be full of vigor,
thenlcangetaroundtothe beautyaspects
which | know | am going toward.

| don't play up the most delicate aspects
of the art of singing. In children’s singing
you cannot be too refined too fast. You've
got to get things emitting, and thengetinto
the aesthetic. | find that same thing with my
singérs on the adult level. If we try to get
too refined without first getting that physi-
cal connection and that vitality, then we
end up being less than we could-be.

G: You gave so many colorful images to-
day for making children alert and poised
and “ready to spring” —the kinds of athletic
images that you have found successful like
“batter up”.

K: Yes.Notonly athletic. | do use the idea
of the coach helping the position or the
body posture -1 think that’s important. But |
also think of things that spark or tickle the
imagination. | use puppets or the tennis
ball with a slit for opening the mouth. And
swinging the jumprope to show a pulse
coming within a continuous movement.
Thatis almostimpossible to explain without
the imagel! | teach with imagery for children.

Now, some pedagogues pooh-pooh the
idea of imagery. | say, for the child’s mind,
the image is the thing that sparks interest
and clarifies. The only thing is, the teacher
has to know why he or she is using an
image.! have for every one of those images
a solid vocal pedagogical concept. | would
tatk to any of the pedagogues about the
use of imagery for children because through
images they can experience the concepts.
Later we can explain them.

G: Would you comment on “singing atti-
tude?”

K: What matters with singing has to do
with helping children’s expression of their
personalities. When you express tones or
sounds it is different than just using the
speaking voice. That is very hard for some
children to do if they don’t come from a
singing environment.

The idea of presentation matters, too:
“Here, thisis for you. | am sharing. It comes
out of me to you. Itis my thoughts, my song.
And the “Ta Dal” — the joy of sharing, the
pride. Later we get to the fine points of per-
formance.

There is a place for the select choir. Yet
singing should be universal, taught to ali,
because the voice is the one instrument
that all children have available.

Here are some things that | teach that |
value. “You don't teach merely a subject,
you teach a person.” People are what they
are taught to be. | think that is so in singing.
It's a learned behavior. You can make a dif-
ference as a teacher.

One thing that has helped people who
were having difficult times, for instance in
inner city situations, where the environment
is verybad, is the idea that “hostility breeds
hostility.” Teacher to pupil. In singing this is
important, because hostile children have
difficulty singing.

“Respect commands respect.” We need
at least to come to that. One thing that |
work for: “Love awakens love.” That means
for the subject matter and for the spirit.
Sometimes the hardest thing that you have
todoisto bring that about. Sometimes that
saying reminds me: “Be careful!” if 'm
getting too edgy about a performance. |
come back to a balance.

EDITORIAL SEARCH |

Isabel Carley, editor of The Echo since
its beginning, will leave her position at the
end of the 1982-83 membership year.

All persons interested in applying for
the editorship should contact Cindi Wobig
at Executive Headquarters for a job de-
scription and application form.

Completed applications must be
returned by August 15 if they are to be con-
sidered by the Editorial Search Committee.

Gin Ebinger, Chairman

CLASSIFIED ADS

Ads may be placed for 20¢ per word, in-
cluding name and address. $3.00 minimum

WANTED - ORFF SPECIALIST ~ full:time,
levels I-1ll,ages 3-11 department expanding,
Community Music School. 185 children in
department. Salary negotiable. Teaching
experience, references required ORFF and
New York State Teachers Certification not
required. Please call or send resume to
Helen Jackson, David Hochstein Memorial
Music School, 50 North Plymouth Avenue,
Rochester, New York 14614.

FOR SALE

OCARINA - Genuine musical instrument
with flute-like tone. Attractive pendant.
Ingenious 4-hole fingering plays chromatic
octave.

Free brochure from:

HANDVERKS, Box 143-T, Sister Bay, Wis-
consin 54234

CLAVICHORD

-Custom-built portable Sperrhake clavi-
chord with canvas and leather carrying
case; $1500. Save $500! Carley, Brass-
town, NC 28902

i' COMPREMHENSIVE GUIDE FOR THE USE OF THE MOUNTAIN 'i

DULCIMER IN TEACHING OF MUSIC TO CHILDREN
120 PAGES — 6§ MODAL. TUNINGS — 29 SONGS
B8 PLAY PARTIES/GAMES/DANCES

The
Aeuntain
Dulcimer

by Patricia Broﬁ

TO ORCER:
Patricia 8rown

on $14, Woods Hole, MA 02543

Price: $12.00
Plus Postage: $1.00




NO TWO THE SAME

A report on instrument-making
Louise Bradford
Philadelphia

Louise Bradford with
John Watkins, Rugby,
England working on
instruments for chil-
dren and the handi-
capped

In my music room an unusual collec-
tion of about forty instruments awaits the
players’ arrival. Named, they seem or-
dinary: claves, maracas, drums, chime
bars, glockenspiels, dulcimers, guitars,
cellos. They are unique because all are
handmade. A few are mine; most are the
work of my students who are partially
or totally blind. Testimony to exhilarating
experiences of patient labor in unortho-
dox ways, they now come to life each
week in the hands of about twenty elderly
blind people who sense new dimensions
of vitality, awe and joy in creating music
with their own creations.

Until four years ago, making musical
instruments was the last thing | ever ex-
pected to be involved in. As an Orff
teacher, my technical experience had con-
sisted of little more than the occasional
repair of a crooked xylophone pin or the
patching of a bashed maraca. But then a
dulcimer-making workshop with George
Kelischek sparked such interest that, after
dissecting model instruments, reading
books and bedevilling proprietors of lumber
yards and hardware stores, | went on to
make twenty small psaiteries for my
students at the Bucks County Associa-
tion for the Blind. The response was so
enthusiastic that | was asked to lead an
experimental workshop for about eight or
ten of the most able people. At the same
time this new passion propelled me into
more work of my own, even to the point of
having to rent studio space when clouds
of sawdust and a bandsaw became more
than my family could tolerate.

The intense commitment to instru-
ment-making became possible largely
through the help of a master craftsman

in England, Ronald Raoberts, who for over

thirty years has taught amateurs how to
make simple, inexpensive instruments of
good quality. At first | benefited from the
guidance in his book, Musical Instru-
ments Made to be Played (Dryad Press).

Then, a letter to him opened the way to

extensive correspondence and even-
tually to our meeting in England. it also
led to my taking further training in the
Rugby workshop of John Watkins, a
musician who now specializes in teach-
ing the making of the “Roberts Instru-
ments’’ — especially psalteries, chordal
duicimers and Nordic lyres. {Incidentally,
the formation of close friendships with
beth men and their wives now seems far
more important than any progress in
woodwaorking!)

The project with the students of my
‘Orff” group began with making simple
percussion instruments: maracas, guiro

" sticks, claves, nail rasps, drums of skin-

heads over various frames and bases.
Lucky to be under no time pressure we pro-
ceeded slowly, inventing whatever de-
vices or procedures proved needed for

the “‘craftsmen” to do everything on.

their own. Among the triumphs of those
early sessions was a Jingling-Johnny
of over a hundred beer-bottle caps nailed
to a long stick which Bill, its creator,
then embellished with filed and ham-
mered indentations. Another was a
pentatonic rasp of six large graduated
nails; its maker, Ed, a former carpenter,
wept when he first heard it, saying, “I've
hammered a million nails in my life and
| never knew they had a sound.”

In the second stage, about four
months later, we moved on to wood-
Continued to page 8, col. 1

LAMONT SCHOOL OF MUSIC

UNIVEF%STY OF DENVER

@e
Orff
Schulwerk_

Certification
- Program

INTRODUCTORY WORKSHOP
JUNE 21-25

LEVELS I, II, IIL
JUNE 28-JULY 16

FACULTY

Barbara Grenoble, Director
Isabel Carley
Judith Thomas-
Danail Gagne
Virginia Ebinger
Peggy McCreary

BEGINNING
ARRANGING IN THE
ORFF STYLE

Isabel McNeill Carley
Instructor

A correspondéence course in
composing and arranging

MASTER OF ARTS
WITH ORFF EMPHASIS

FOR INFORMATION:

Vincent C. LaGuardia,
Director
Lamont School ot Music
University of Denver
Denver, Colorado 80208
(303) 753-2196
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No Two the Same, continued

simple string instrument to carry sus-
tained bass parts in the Schulwerk, |'ve
been absorbed in developing a trapezoidal
bordun instrument with two or three
strings. Helping me with this is Jane
Lenel, a violinist with experience in violin-
making, who has given our instrument the
the name “bassello.” A special pleasure
has been incorporating the suggestions
of several colleagues, such as guitar
machines instead of pegs, and an attached
capo for changing pitches. No two instru-
ments ever turn out to be the same —
and | trust they never will!

Jim Mortimer, totally blind, trying out
the bass xylophone he just finished

working. First came resonator boxes to
convert bars of an alto metaliophone into
individual instruments; then some indi-
vidual projects. George, with partial
vision, made two glockenspiels, Jim,
with only minimal light perception, made
gato drums and a one-stringed guitar of
his own design. Ted, totally blind, achieved
a tear-drop dulcimer, and three others
made rectangular dulcimers.

Currently, five men are working on
chordal dulcimers; rectangular resonator
boxes on which will be mounted guitar
strings spaced to provide three chords.
Since these have proved very useful in
the music-making sessions, we hope to

Children Playing Louise Bradford's
instruments — Chordal Dulcimer,
Bowed Psaltery, and Bassello

f "AOSA GUIDELINES
' for

, TEACHER
TRAINING
COURSES,

LEVELS 11l

now available from

AOSA Headquaters
$5.00

1976 Level | Guidelines are
available for $1.00 additional
on this special combination.

with Guidelines |, 1976 $6.00 ppd.

Prepaid orders only

make enough for everyone — twenty to
twenty-five. The present workers may Workshop in

eventually be replaced by another “shift”’ B MUSIC for the

as there are so many others who want a

o _ HANDICAPPED and the
LEAST RESTRICTIVE

ENVIRONMENT

On two occasions I've had the oppor-
tunity to lead school workshops. A sixth
grade class at Friends Select, interested
in Africa, made calabash-like rattles, skin
drums, sansas and one pentatonic angle-
harp. Fifth graders at Germantown Friends
made solid-board psalteries, three-string
rottas and a half dozen monochords which
they used in a medieval pageant. Both
projects involved working with a few
children at a time in a corner of the

July 26-30, 1982
University of South Dakota

Faculty: Clive and Carol Robbins
Richard Stromberg

3 hours undergraduate ($33/hr.) or

regular classroom, with some indepen-
dent flights to the wood-working shop
when needed.

My own current projects include
work on chordal dulcimers and bowed
psaiteries with pentatonic tunings, mainly
for various friends involved with Orff
teaching. Also, knowing the need for a

PAGE 8

graduate ($41/hr.) credit available.
Low cost room and board.
Write for details to:

Dr. Dick Stromberg  Kris Bowers

USD Dept. of Music State-Ed. Services
Vermillion, SD 57069 Vermillion, SD 57069
(605) 677-5274 (605) 677-5281

Psstl....
Have you

heard the latest?

Ligueil, France

ORFF INSTRUMENTS
They’re not only authentic...
They’re the best!
¢ Best Quality!
* Best Price!
* Best Guarantee!
* Best Service!
Ask your friends who have
already purchased them.

They’ll tell you.

Write for Catalog:
the world of Py

Browns Mills, N. J. 08015
(609) 893-9111




CHANGE IN EXECUTIVE COMMITTEE
PROPOSED BY AOSA BOARD

Arvida Steen
Past President and Chairman of the Reorganization Committee

President Millie Burnett appointed an
ad hoc Reorganization Committee to review
the terms of executive officers.

One major concern was that a single
year's tenure as president might notbe the
best solution for AOSA. Under the present
plan, the conference chairperson moves
directly into the presidency without any
preparation for the new responsibilities of
the office. A one-year term neither accom-
modates long-range planning and achieve-
ment nor promotes smooth management
of AOSA’s growing responsibilities.

The new plan, on the other hand, opens
up the pool of those eligible for high office
to all former board members and allows for
different kinds of leadership. Some people
enjoy arranging conferences; some like
chairing meetings and being in charge,
some function happily in both assignments.
The changes proposed by the ad hoc com-
mittee would encourage both types of leader-
ship and nolonger require that a candidate
for the presidency agree to undertake both
assignments, and the two-yearterm of office
should allow for stronger, more imaginative
leadership.

The diagram below pictures the proposal
presented to the National Board in March.
Changes in Article I!l of the Code of Regu-
lations of AOSA on file in the State of Ohio
will be presented to the membership with
the Conference Call and again at the annual
meeting at the National Conference in
Portland in November. The Board requests
that you discuss this matter with other
members and be prepared to vote for or
against the change in November.

The reorganization of executive offices
will affect only the terms of President and
Conference Chairpersen (now Vice Presi-
dent). The primary objective is to lengthen
the term of president without extending
the term of Vice President/National Con-
ference Chairperson. As outlined in the
diagram, the Vice President portion of the
present office will be termed National Con-
ference Chairperson, a two-year term with

the same responsibilities as that of the .

present 2nd and 1st Vice President. Any
person with previous board experience is
eligible to run. The elected Conference
Chairperson is eligible to run for one addi-
tional term and is also eligible to be con-
sidered for President.

CHANGE IN EXECUTIVE COMMITTEE PROPOSED BY AOSA BOARD

TWO YEAR TERM, RENEWABLE

FOUR YEAR TERM, NOT RENEWABLE

Assistant
Conference Conference Vice Past
| Chairperson| Chairperson | President President | President
1982-83 Thomas Rapley - Tower Burnett
1983-84 A Thomas - Rapley Tower
1984-85 B A X (1 yr.) Thomas Rapley
1985-86 c B Y X Thomas
1986-87 | D G Y X -
1987-88 E D z Y -
1988-89 F E Z Y -
Z
A

Continued to page 10, col. 3

JUST RELEASED!

TEACHING MOVEMENT

AND DANCE ... .by
Phyllis Weikart

Other books available
by Phyllis Weikart:

Folk Dance Manual

Movement to Music in
Confined Spaces

Movement to the Musica
Poetica

(Recordings of Musica
Poetica also available)

Music and
Instruments
For Chiildren

2680 So. Columbine
Denver, CO 80210
303-733-4571

REC‘RDER
MUSIC

STUDENT
' TEACHER |

PERFORMER

t “Send for Iree catal

é&ﬁeaf é!’ of Sipes

HO AR LANE, LEVITTOWN NY 11756'

. PITTSBURGH CONFERENCE

MULTI-CHOICE NOTES are still
available from AOSA. Executive
Headquarters, Music Department,
Cleveland State University, Cleveland.

OH 44115 for $3.50 ppd.

PAGE 9




AMERICAN ORFF-SCHULWERK‘ ASSOCIATION
BUDGET PROJECTION: 1982-83

INCOME
Membership $55,000.00
Publication Sales 2,600.00
Echo Ads 7,680.00
Mailing Label Sales 2,300.00
Conference(Portland) 7.000.00
‘ Total Income $74,

EXPENSES

Echo Publication Executive Secretary Office

580.00

Editor Stipend $3,000.00 Exec. Sec, Stipend $11,000.00
Conference Expenses " 600,00 Conference Expenses 550,00
Editorial Board Meeting 1,600.00 Office Expenses
Advertising Manager's Mailing 4,500.00
Expenses 100.00 Phone 600.00
Printing 9,000.00 Office Supplies 800.00
Office Expenses Printing &
Mailing 1,240.00 Stationery 2,300.00
Phone 50.00 Xeroxing 500.00
Office Supplies 120.00 Computer Services 1,500.00
Xeroxing 140.00 Directory 5,100.00
Computer Services 375.00 Contract Labor 3,500.00
Freight In 150.00 Inflation 500.00
Contract Labor 470.00
Editor Transfer Expenses 1,000,00 Total $30,850.00
Total $17,845.00
Executive Board Treasurer Qffice
Board Meetings (2) and President's Treasurer Stipend $1,800.00
Conference Expenses Conference Expenses 550.00
Travel $12,000.00 Office Expenses 735.00
Hotel 2,600,00 Audit & Accounting 650.00
Professional Dues 50,00
Publicity (Advertising Total $3,735.00
in Publications 1,800.00

Chapter Workshop Grants 800,00 Expense Summary
Legal Fees 200.00 Echo Publication $17,845.00
Miscellaneous 200,00 Executive Board 22,150.00
Exec. Sec. Office 30,850.00
Total $22,150.00 Treasurer Office 3,735.00
Total Expenses $74,580.00

ORFF-EAST AT C.W. POST CENTER
OF LONG ISLAND UNIVERSITY

August 9-20, 1982

Two-Level Certification Program in Orff-Schulwerk
Music Education for Children

Level | - SHELLEY PIXTON, Workshop leader at National A.O.S.A.
Conv_ention,1981; member, National Board, A.0.S.A.

Level I-KONNIE SALIBA, Professor of Music Education and
Director of Orff Studies, Memphis State University.

Recorder, Levels | & Il-KAREN MEDLEY, graduate of Eastman
School of Musie, University of Rochester, Orff Master's
Certificate, clinician at many Orff workshops, an
accomplished flautist. _

. For infb_rmation on credits, tuition and housing, please contact:

Kathy Kovins, Program Coordinator b ET 0,

Office of Summgr Sessions . 2 & £)

LONG ISLAND UNIVERSITY “’,
% .\\

GREENVALE. NEW YORK 11548

An Equal Opportuni!y/Afﬁrmative Action institution

(516) 299-2431 or (516) 499-4149

C.W, pOSt center s

Changes continued

The President will run for a four-year
term, with the exception of the candidate in

- the transition year 1984. During the first

two years of office the president will assume
responsibilities now assigned to the Past
President: - to chair all regional represen-
tative and advisory board meetings; to serve
on the Gunild Keetman Assistance Fund
Committee; and to function elsewhere at
the behest of the president. These respons-
ibilities should provide a valuable orienta-
tion to the work of the two-year presidency.

With this new plan we have enlarged
the pool of those eligible for office; without
increasing the size of the National Board;
we have met the primary objective of extend-
ing the term of the presidency; and we
have allowed for different kinds of leader-
ship ability by more clearly defining and
separating the responsibilities of the Con-
ference Chairperson and the President.

On Teaching Styles
continued

own teaching styles in each area that we
teach. It is possible to teach movement
through visual diagrams and verbal in-
structions, though for many chiidren
demonstration and imitation would be
more effective. It is possible to teach rep-
etoire through notation although many
students would learn better by rote. It is
possible to teach speech patterns and
compositions simply from the printed word,
which provides no clue to the musical
elements of speech,~inflection, dynamics,
tempo, timbre, etc. It is equally possible to
teach the same elements through kines-
thetic means, or by ear. it is possible to
teach either from the parts to the whole or
vice versa. Perhaps we need to recognize
our own natural teaching style and delib-
erately shift gears to other ways of teach-
ing that may at first feel very strange and
make us feel quite insecure. When we
become really aware that we miss from a
third to half our class whichever teaching
mode we choose, it seems high time for us
to direct part of each lesson to each of the
three main groups of learners we will have
in any classroom, the visual, aural, and Kkin-
esthetic learners. Instead of teaching
mainly to those whose learning is most like
our own.

lslabel Carley
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You’re On Our List

Don't forget to forward address
changes promptly to AOSA, Depart-
ment of Music, Cleveland State Uni-
versity, Cleveland,Ohio 44115,and
STAY ON QUR LIST!!




REFLECTIONS ON JEMEZ PUEBLO

Ora Wry
Narragansett, Rhode Island

Jemez Pueblo rises from the dust, its
low level buildings of adobe backdropped
by red hills and deep brown mountains.
Jemez, a community rich in its own
unique tradition, was our touchstone
to the authentic musical tradition of the
American Indians. For us participants at
the National AOSA meeting in Albuquer-
que, this vista of an ancient Indian Village
became the site for a profound encounter
with people whose roots challenge our
awareness of the transcendent.

We boarded buses at noontime and
drove for ninety minutes northwest of
Albuquerque. There was a sense of some-
thing special about the trip. The desert
was punctuated by bright yellow cotton-
wood trees in their autumnal splendor.
As the bus curved its way to Jemez, we
were informed by a guide about the history
and topography of this beautiful com-
munity. There were to be no cameras,
tape recorders or sketchbooks, by order of
the Governor of the tribe. Respecting
this mandate, we visitors knew we wante
to capture a very special moment in the
lives of the Jemez Pueblo residents. We
had to hear, feel, see, experience as
much as our training and natural gifts
would permit without our usual audio-
visual crutches.

The buses parked at the gate, and soon
the rumble of their motors was replaced
by the faint sounds of distant drums and
rattles. The pueblo was celebrating the
Feast of San Diego and we were privileged
to be able to join the Indians in our silent

observation of their primitive ritual danc- |

ing. As we neared the main street the
music grew louder. We found the street
lined with adobe houses with many people
crowded respectfully on the sides of the
street, while down the center of the
thoroughfare danced men, women and
children beautifully dressed for the fes-
tivities. )
Young men and boys wore a badge of
shells diagonally across their chests.
Around their waists hung beaded belts,
large silver bells, and coyote pelts. Their
strong legs were decorated with leather,
fur, and sprigs of evergreen. The women
and girls wore headpieces painted in
familiar turquoise to match the silver and
turquoise jewelry which hung from their
necks and reflected the brilliant sun and
arching azure skies. Their dresses were
black, yet embroidered with red and white
geometric designs. Their mocassins were

white and their legs were swathed in
white leather up to their knees.

The dancers were too numerous to
count, probably somewhere between two
and three hundred. A group of ten or
twenty men gathered at the top of the
hill and chanted a low-pitched bourdon-
like song punctuated by a drum playing a
counter-rhythm to that played by the two
leaders of the large group of dancers.
Upon questioning, an elder of the tribe
graciously explained that the dancers
and chorus were celebrating the seasons
as well as the elements of rain, wind, fire
and the consequent life they brought to
the dry countryside which shelters this
pueblo.

The description of this event pales
before the reality and its rich memory.
For us members of the AOSA, visiting
Jemez Pueblo established a special con-
tact with the primitive and primordial, the
original and elemental. We sensed an
authenticity in these Indians that caused
us to reflect upon our own authenticity.
| understood for the first time the rever-
ence and excitement Carl Orff must have
felt when he dreamed of a new kind of
music education which would respect the
ancient traditions of unfamiliar cultures.

Our participation in the celebration

" of San Diego’s Feastday at Jemez Pueblo

with our brothers and sisters, the Ameri-
can Indians, left us realizing that we had
been immeasurably enriched. There was a
mystical quality about the visit which
nearly defies description — an unforget-
able experience for all who were privi-
leged to share in it.

Ora Wry, DMA  URI

NAMES
IN THE NEWS
EIizabeth Nichols

Judy Thomas of Nyack, NY was voted
teacher of the year in her area. Congratu-
lations, Judy!

Marian Grabbe, of Ames, lowa, has been
teaching in the Department of Music Edu-
cation at Fort Hayes State University in
Hayes, KS this term, replacing long-term
Orff advocate, Phyilis Schleich, who died
unexpectedly just before Christmas.

Jake Postl, Pat Hamill, Marion O’Con-
nel, and Millie Burnett are ali planning to
attend the ISME Conference in Bristol,
England next summer. We’'ll expect a full
report.

Arvida Steen, Edith Elliott, Sally Haw-
kins, and Jean Wilmouth leave the Na-
tional Board this spring with the thanks of
the membership and the National Board
for their-hard work and dedication to the
Orif movement in this country.

Dr. Arthur Harvey Associate Professor of
Music at Eastern Kentucky University in
Richmond, KY, has three new workshops
scheduled this spring and summer: a one-
day workshop on An Introduction to the
Therapeutic Uses of Music on April 24; a
Teachers' Renewal Retreat May 7-8 in
which the participants explored aris pro-
cesses, products, education philosophies,
express feelings and communicate through
the arts; and a weekend workshop on Music
and the Brain, June 9-11 at Maywoods
Retreat Center.

Please submitto AOSA Headquar-
ters your ideas for possible ways
in which AOSA might honor Carl
Orff.

| _Photograpby Contest]
| Members are invited +o submit-their |
 hest Fertlhent j)ho*og raJDhs for pub-
Lication m thbe Oe’ff Echo . De%aﬂs m
the dall Tssve.
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GUIDEPOSTS:

FROM PULSE TO IMPROVISATION WITH

Sometimes a lesson sequence based on a
simple idea turns out to be a winner, equally
enjoyed by children from very different so-
cio-economis backgrounds with varied
experiences and interests. One such was
created by Janet White, who is now teach-
ing in ‘only’ Schwegler and East Heights
schools in Lawrence, Kansas after six
years’ “trial by fire” in a different inner city
school each year in a neighboring city.
Jacobeth Postl

| taught in the inner-city six years and
was in at least one new school every fall. |
needed positive experiences to transfer
my idea of ensemble (group activity) to my
new students, provide them with an un-
threatening way to approach improvisation
(a priority for me as a certified Orff teach-
er), and put me in touch with their level of
auditory expertise This lesson was a result
of those concerns. It has worked for me.

Material: all my rhythm instruments, 6
poster sheets, favorite music selections (I
use Music for Movement, a tape of music
selected by Phyllis Weikart and assembled
by GIA, Inc)

Preparation: | titled each poster with
one of these families: CLICK, JINGLE, RAT-
TLE, SCRAPE, RING and BOOM. (This or-
ganization of rhythm instruments comes
from Barbara Grenoble) | divided my in-
struments and placed them on their proper
family posters, then outlined them. The
children used the outlines to return the
instruments to their proper places.

Set-up: children count off 1 through 6,
repeating this sequence until all children
have a number. Primary children put the
number in their fingers to remember.

/
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RHYTHM INSTRUMENTS

by Janet X. White
Shawnee, Kansas

Janet White with her students

The “1” children stand up. | assign them
one of the six families and then allow them
a moderate 10 count to choose their in-
strument, congregate with the other “1”s,
and sit down with them. (RULE: instru-
ments on floor, hands in laps for your basic
sanityand aheadache-less day.) | continue
inthis procedure for “2” through “6”. In the
end, | have a pre-orchestra setting.

Performance: Using selection #1, a
slow “Montuna” on Weikart's tape, | have
all children piace the steady beat on their
legs (awordto heavyleg-tappers, onelayer
of skin, please) and conduct with a baton to
indicate which family is to entertain us with
their tone color and a steady beat. Each
family has a turn to play separately. By this
time a “banger” has given me the oppor-
tunity to discuss playing musically.

Selection #2 (“Bumble Bee” in 2 on
tape):
Children are still playing the steady beat
on their instruments or legs when not
chosen to play (this patsching of the beat
reinforces ensemble). | combine two fam-
ilies simultaneously, allowing time for the
combined sound to be appreciated. Hope-
fully, children will remember these com-
bined sounds and have a basis for select-
ing instruments for future composing ex-
periences (building auditory skills).

Selection #3 (“Gospel Call and Re-
sponse” on tape): All children play their in-

struments only on the response, — which
forces them to be sensitive to group be-,
ginnings and endings. Again, | have an
opportunity to speak of playing musically,
this time in relation to the entire ensembie
instead of just a specific family (“Do not
bang your instrument to hear yourself,
blend with your family”).

Selection #4 ("BossaNovall"ontape):|
introduce the composition technique of
layering by adding one family to another
until the full ensemble is performing, then
subtract in simple retrograde. By this time
some children are playing intricate impro-
vised rhythms and others are enjoying the
steady beat, so all children are performing
at their own level. This cues me in to their
specific auditory expertise.

Selection #5, 6 and 7 (“Latin Rock,
“Spanish Minor” and “Lydian Disco”): |
arbitrarily assign families to improvise
within the framework of a specific form, e.g.
AB, ABA, AABA or rondo form, reinforcing
these forms and providing the children
with a firm basis for future independent
composition.

At any time | may hand the conducting
baton to individual children for them to
take turns as conductors. | also provide
another time to perform in a tripie meter
(on the other side of Weikart's tape). Inci-
dentally, | use Weikart's tape for basic
movement, its original purpose, too!
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“TIS THE GIFT . . .”

Gifted children are often shortchanged. Society seems to say to them, "If you're so
smart or talented, you don't need extra help. You can do it by yourself". Unfortunately,
that is not the way it works. Studies have shown that without attention to their special
needs, many gifted students settle into a kind of comfortable mediocrity. (Martha Howard,
MENC NEWSLETTER, January, 1978.)

"Treating every child exactly like every other may seem democratic --- but it actually

is as unequalitarian as anything could be, because it ratifies and enforces inequalities
that already exist. Giving special support to the gifted may seem biased or elitist ---
but it actually enhances the democratic quality of our schools...”" (Mary F. Berry, Ass't.
Secretary for Education, May, 1978.)

“AND WHEN WE FIND . . ."

Researchers in the field, such as Joseph Rehiulli, suggest that the basic traits of the
gifted include an intrinsic motivation to perform in an area of chosen interest, the
ability to think and behave creatively and above-average intelligence.

More specifically, one might observe such characteristics of the gifted as: the ability
to learn at a very rapid rate, the ability to think at more abstract levels, a challeng-
ing and questioning mind, the tendency to set very high standards, an unusual ability to
concentrate and a high degree of energy.

Music teachers are aware of the highly motivated students who wish to participate in
musical activities and who demonstrate skills or a keen musical memory. However, a good
standardized test helps identify students who might otherwise be overlooked. Among
those tests currently available are the Primary Measures of Music Audiation (Edwin
Gordon, ages 5-9), the Music Aptitude Profile (Edwin Gordon), and the Elementary Music
Achievement Test (Richard Colwell, grades 4-8).

Carol Irwin of Phoenix, Arizona, has used the following performance test to identify
gifted children in the primary grades.

1. Rhythm patterns echoed by child.

2. Visual-auditory-motor memory.

DN I o [ARY 93N

Clap and speak one pattern at a time (written on board). Erase one pattern
at a time until all are erased. Clap and speak from memory. Walk to drum-—
beat and clap all patterns.

3. Pitch discrimination. Using two identical instruments, student echoes 15
melodic patterns in a C-pentatonic, each one starting on "G".

4. Extended pitch motor skills. Child plays a bordun pattern while singing
a simple nursery rhyme on Sol-Mi.

5. Creativity. Student creates a composition on non-pitched percussion.
Teacher looks for creativity in the use of the instrument, as well as
dynamics, form, variety and general musicality.
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The ability to relate and to connect, Perhaps if we were franker on personal

sometimes in odd and yet in striking creativity, we might reach out and
fashion, lies at the very heart of occasionally touch, with a passing
any creative use of the mind, no matter radiance, some other star in the night.
in what field or discipline. LoreN EIseLEY
GEORGE J. SEIDEL “The Mind as Nature”

“The Crisis in Creativity”

The magical sound of poetry easily motivates and inspires crea-
tive work. One example is "SUZIE'S GALOSHES" (verse one)

Susie's galoshes
Make splishes and sploshes
And slooshes and sloshes,

As Susie steps slowly along down the street.

A representative class assignment specified these guidlines:

Goal: Create a musical "picture" of this poem (1 verse per team)

Length: 20-30 seconds ’

Sounds: 1 body sound, 1 vocal sound, 1 original instrument, 2 classroom
instruments

Limitation: Begin with one sound, adding the others one at a time until all
sound together.

The first group of children quickly isolated words and phrases that suggested sounds, e.g.
"splishes", "sploshes", "slooshes", "sloshes". Sound sources were then selected: rubbing
knees (body sound), popping tongue (vocal sound), pouring water into a plastic dishpan
(original instrument) and metallophone and cabasa (classroom instruments). The composition
began with slow, widely-spaced tongue poppings (rain drops), gained speed with the addition
of rubbing knees ("splishes and sploshes") and small "slooshes" of water poured at irregu-
lar intervals into the dishpan. Tone clusters, using three mallets on the metallophone,
moved slowly from high to low "as Susie steps slowly down the street”. The cabasa was
added to augment the sound of the '"sloshes". The poem continued with groups two and three
adding their musical "picture" of this poem.

Children also demonstrate amazing ingenuity when given the opportunity to create their own
instruments which produce sound by striking, blowing, and scraping. They enjoy demonstrat-
ing their instruments for the class and using them for composition experiences. The
limitations for their instrument might be:

1. TIllustrate an interesting and potentially "musical" tone.
2. Produce a sound that can be heard across the room (not necessafily loud).
3. Make the sound as attractive as possible.

Follow-up: Listen to Harry Partch, "Delusion of the Fury" wherein the composer utilizes

his original instruments.

Jacobeth Postl's gifted class in Skokie, Illinois, discovered that a brilliant performance
of the Street Song can be a tour de force. Add to that a series of mimed street games
developed by the children, one for each variation and the excitement mounts. Each group of
3 or 4 entered and continued their movement to the final variation which became a festive
celebration dance. The cumulative effect was intoxicating.
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It is to me the most exciting moment—
when you have a blank canvas and a big
brush full of wet color, and you
plunge. It is just like diving into a pond—
then you start to swim . . . Once the
instinct and intuition get into the
brush tip, the picture happens, if it is
to be a picture at all.

D. H. LAWRENCE
“Making Pictures”

“IN THE PLACE JUST RIGHT . . .”

The teacher's most important role is creating an atmosphere
which will help students increase their creative output. As
teachers, we must come away from the center of the classroom
and allow our students freedom, both in time and space. We pe——— .
must be prepared to abdicate the focal point and allow students Process

to explore a variety of actions and ideas without our dominance. We must acknowledge that
tasks encountered under relatively unchanging conditions in a monotonous environment will
evoke responses that are stereotyped --— flexible skills will degenerate into rigid
patterns. The person will more and more ressemble an automaton, governed by fixed habits,
whose actions and ideas move in narrow grooves. On the other hand, a changing, variable
environment will tend to create flexible behavior patterns with a high degree of adapt-
ability to circumstances.

Varying the challenge and the conditions in our classrooms will stimulate students to more
flexible ways of responding.  Continual emphasis on looking for the unusual, out-of-the-
ordinary solutions to problems will help students live in a desired open, free-wheeling
kind of atmosphere with ease.

Positive reinforcement plus a simple tactic of delayed evaluation, will help students
bypass the fear of failure. Evaluation is important, but must be delayed until a specific
time which is separated from the idea generation stage. (Richard Barbour, "Creativity
Training and the Music Teacher', ARIZONA MUSIC NEWS, Fall, 1976.)

Marion O'Connell has a program for gifted children in Skokie, Illinois. She has found that
four or five children working together as a "team of composers" is very effective, but very
specific assignments must be given --- not just the instruction to compose a piece.
Although challenging, it should be well within their capabilities. Limitations are defined
precisely by the teacher, e.g. the exact nature of the problem to be solved, the approxi-
mate length of the composition, and the number and type of sounds to be utilized. The
piece is usually an outgrowth or extension of one previously completed and, frequently, is
preparation for one to follow.

Compositional activities require time to discuss the specific assignment, experiment with
possible sound sources, choose the sounds to be included, agree on an organizational plan,
compose and rehearse the composition, perform it for the classroom audience, and discuss
its performance.

Inspiration, then, is the impulse which
sets creation in movement; it is also the
energy which keeps it going.
ROGER SEssions
“The Composer and His Message”

1)) : ’ ey ¢

p A 1 + i Y  S— 1 1 1 I -4 .t T f u
” oGy i 1 T T - | 1 I n " — 1 i ] 3 1
(ry? & & & e ey M— > 7 ! — > = — R~ S—~ R
v -~ 5

PAGE 15



g
e
lL_’
?

!

4
LN
1

i
]
— w2

“WE COME 'ROUND RIGHT!”

The range of musical experiences possible with a group of talented children was endless. A
set of wariations created on Twinkle, Twinkle Little Star included all the tonal and harmon-
ic possibilities they had experienced. Working in groups of 3 or 4, they produced melodic
elaborations of the melody in major and minor, metric changes, whole tone and tone row
melodies, incorporated retrograde and augmentation and a range of appropriate accompaniment
——— all for Orff instrumentation. The wonderful film Cosmic Zoom was flashed on the screen
as the music moved out of tonality. Its effect was out of this world.

One hundred world famous concert pianists, Olympic swimmers, tennis players and mathemati-
cians, between the ages of 17 and 35 were the subject of a recent study by educational
researcher, Professor Benjamin Bloom, of the University of Chicago. According to the study,
these gifted young people were born with enormous potential in one area, and were lucky
enough to have the environmental conditions that nurtured the development of that talent as
provided by extraordinary parents. In all cases, there was a first teacher, warm and
loving, who made the lessons seem like games and lavished rewards. A second teacher empha-
sized skills and self-discipline. There was a gradual change in child and family as both
realized the progress taking place and they now focused their resources on developing that
talent. Eventually, a ''master teacher" was found, one of the rare experts who knew how

to train top professionals and open the right doors.

While none of the children were identified as young "prodigies', the parents all placed a
high value on either sports, music, or intellectual activity so that the child absorbed
that "language" like speech. The parents believed in the work ethic. They took great
interest in the special study of the child, encouraging active participation, and praising
accomplishments. Parents emphasized the need to "do the best you are capable of", and
that "anything less was not enough'.

I wish to thank Lillian Yaross for her collaboration in compiling and writing this article
and James Grigsby for his design and over-all assistance. Lillian, James and T worked
together in the development and implementation of the Music, Art and Drama Program for
Gifted Children, sponsored by the State of Illinois from 1967-73; Marion 0'Connell for the
many examples of her work with the gifted. She has been teaching selected homogeneous and
elective gifted classes in Skokie since 1970; Carol Irwin for sharing her identification
procedures and other experiences of her gifted program; and Millie Burnett, President of
the AOSA and Joan Smutny, Director of Gifted Programs, National College of Education, for
their resource materials.

Jacobeth Postl
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RESEARCH IN MUSIC EDUCATION:
TAKING A CLOSER LOOK AT LEARNING

Research. When many of us hear the
word, “‘research,”” we think of computer
print-outs, graphs and jargon, and we
wonder if research can have anything
meaningful to do with children or adults
learning music. Not enough bridges have
yet been built between the Monday
morning classroom and the computer
center. Particularly in Orff musical
education there has been little formal
research to document the real-life mani-
festations of an educational approach
which has attracted increasing numbers
of music educators, music therapists and
general classroom teachers to work-
shops and certification programs in
recent years,

A sturdy interest in research has been
growing in AOSA. As thesis and disser-
tation topics are sought which will clarify
the process of Orff-Schulwerk in action,
it becomes important to foster this work
and disseminate the insights it brings.
This column will aid the newly established
AOSA Research Commiitee with one of
its objectives, that of serving as a clearing-
house for AOSA members who need to
review the work done on a particular topic.
Chairperson of this important committee
is Pat Brown. Please, if you have done
research (or know of a project someone
has done) that is Orff-related, send an
abstract to Patricia C. Brown, Box 514,
Woods Hole, MA 02543. In later columns
you will be hearing about the projects
which she has been cataloguing.

The growing concern for serious re-
search in Orff-Schulwerk was voiced by
AOSA president Millie Burnett as she
convened the panel, “Research, Re-
wards and Results,” this past November
at the AOSA National Conference in
Albuquerque, New Mexico:

Although most music educators are
well aware of the value of art expe-
rience to general learning, it is often
difficult to explain this value to
parents and administrators. We see
the growth of children in socializa-
tion skills, memory and retention skills,
physical development, and the ability
to solve problems in creative and
divergent ways. We know that there is
no sincere and authentic education
that does not place value on arts

Esther Cappon Gray,
Manhattan, Kansas

processes, yet research in this area

is scarce and difficult to mieasure. . ..

AOSA has taken a position in support

of research, both through funding

and through the appointment of a

standing committee to address the

issue,

After these words, Millie Burnett
introduced Lorna Dee Mistele, who served
for six years as the director of a $300,000
ESEA (Elementary-Secondary Education
Act) Title IVC project which was federally
funded and administered through the
State of Michigan Department of Educa-
tion. A music teacher in Birmingham,
Michigan before her recent retirement,
Mistele is enthusiastic about the value in
creatively seeking funding to turn dreamed-
of projects into reality.

Her dream was to integrate the
efforts of art, music and language arts
teachers to teach fourth graders through
the production of 5-minute animated
films.

Products of this project include two
publications: the initial report, The
Birmingham Creative Music Project
Guidebook/Sourcebook, and a Source-
book and Lesson Plan Book which de-
tails 30 lessons for children, each utiliz-
ing Orff. Persons interested in ordering
copies of these materials or learning
more about this work can make inquiries
to: Lorna Dee Mistele, 3405 Calle Azul,

-Laguna Hills, CA 92653.

Next on the panel was Phyllis
Weikart, professor of physical education
at the University of Michigan who team
teaches in the University of Michigan
School of Music. She is well-known to
Orffers, having shared her expertise in
teaching folkdance as a national clini-
cian in 1978 at St. Louis and as a head-
liner in 1981 in Albuquerque — and
having led popular evening sessions
at the national conferences in between,.

Weikart took off her dancing shoes in
Albuquerque to share her research in
rhythmic competency. She and her re-
search associates have tested 850
children K-6, roughly 100 per grade,
and additionally 90 adolescents. “Rhythm-
ically competent” is the term Weikart
has chosen to characterize a person at any
age who can: 1) identify the steady beat

of a piece of music, 2) successfully execute

a 4-beat movement pattern to that beat

while seated, and 3) walk to an external

beat. Each rhythmic competency tester

was trained to use a standard script and a

prepared tape. Weikart's graphs showed a

wide-spread lack of rhythmic competency

among students of all ages.Cautioning

against the casual expectation of many

educators that students will “‘get it

eventually,” Weikart pointed out that one

out of three males and one out of five fe-
males in the two adolescent groups she
screened failed to be rhythmically compe-
tent. These percentages are fairly consis-
tent with the college-aged, middle aged
and aging individuals who come to her:
classes of exercise and folkdance. Yet

after 3-7 weeks of rhythmic movement

activities all but one of the.45 members of

each teenage group tested out rhythmi-

cally competent. ‘

Sharing figures on the improved com-
petency of students in each age group
following an intervention of carefully
sequenced activities, Weikart stated, “The
intervention which we have found suc-
cessful has the same basic sequence at
all age levels. Rhythmic competency does
not appear to depend on gender or age.
Our data suggests that rhythmic com-
petency simply follows adequate experi-
ence, drill which may be a part of natural
play patterns for many children, and which
must be fostered by a teacher for others.”

When asked if she had evidence of
rhythmic competency correlating with
academic skiils, Weikart stated that she
had no formal findings in this area. She
then told about a first grade teacher who
came to her for training and consulta-
tion in order to administer a sequence
of rhythmic movement activities to her
class. In her 11th year of teaching, the
teacher faced a challenging group of 5
girls and 19 boys. At the conclusion of
the year, she reported enthusiastic appre- -
ciation of the rhythmic movement activi-
ties which Weikart had prepared her to
use with the children. For the first time in
11 years she had no children to hold back
for another year. For the first time in 11
years she had a class in which all chil-
dren learned to read well. Their coordi-
nation was graceful, and it was impressive
how smoothly they were able to copy

Continued to page 25, col. 1
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| have found the ORFF approach a
successful basis for my teaching because
it involves all the senses, the whole body.
Communication through body percussion
is transfeired to instruments of varying
timbres. Echo rhythms, question-answer
phrases, melodic improvisations, percep-
tual motor skill activities, as well as body
movement, allow student creativity
through games and dances. When working
on perceptual motor skiil development,
specific directions are given prior to
choosing a student model. | have achieved
a positive teacher-student relationship
which helps me teach and direct school
music programs throughout the school
year.

| have not always been in a wheel-
chair. For the time | remain on wheels,
I can truly say ORFF has made my teach-
ing all worthwhile. The ORFF SCHUL-
WERK approach allows no limitations,
regardless of one's disabilities, provided
one acquires a strong self-image and ap-
plies it to music.

A strong self-image of myself as a
teacher, regardiess of being in a wheel-
chair, is my basis for a non-restrictive,
unlimited approach to ORFF in the class-
room. Barriers can be overcome in any
situation, when strong self-awareness is
present. lIsn't that what the ORFF
approach is alt about?!

Three years ago | was on my feet,
actively teaching ORFF. | can'temphasize
that word “‘actively’’ enough. | was so
involved with lesson plans that the po-
tential of my students was overlooked.
Much of my time was spent demon-
strating body movement and intellec-
tualizing musical concepts which resulted
in stifling the natural creativity of the
children. | manipulated the children by
setting limitations on them. Consequently,
they would respond by giving me the
answers | wanted to hear. | was afraid
they weren’t capable of making their own
decisions and their values weren't as im-
portant as mine to the learning process.

Then one day, | found myself in a
wheelchair, attempting to re-evaluate my
teaching. | suddenly discovered that “my
students” were important individuals
with real feelings and very capable of
accepting responsibilities in the class-
room. The realization that | needed to
give more specific directions and use the.
students as models helped me become
more aware of their talents and ‘skills.
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ORFF ON WHEELS
Julie Nakoff
Portland, Oregon

Echo rhythms and phrases could be in-
troduced by a student as well as by the
teacher. Small groups and pairs of students
could improvise and explore the endless
possibilities for movement in drama, free

speech, poetry, rhythm games, percep--

tual-motor and sound awareness games.
Also, | needed to take time to develop a
climate for growth in my class-room.
In so doing, | found my students helping
me and each other; we learned from our
mistakes.

Positive self-awareness helped me
focus on my students and their abilities.
By giving the students more responsibility
in the classroom, my job became less
tedious. Now, instead of doing all the
work, the children readily accepted duties
to help in the music instruction.” Their
self-concept emerged and their personali-
ties blossomed with music. While focusing
on their abilities, | forgot about my
disability. :

A very important lesson was learned
from one of my students, a victim of
polio, on crutches. | asked myself, how

could he participate in movement activi-
ties with the other students who could do
the activity better? Again, to achieve self-
awareness, | decided not to set any limi-
tations on him. Kerek now participates
with the group. What is important is that
he feels the joy of movement and.responds
to the music as his body allows. Echo
clapping and rhythms in a follow-the-
leader activity allow him to participate.
The lesson | learned was not to set limi-
tations on any person, not even myself,
regardless of handicap. The ORFF ap-
proach helps nurture a strong self-concept
through music. If, as a teacher, you're
setting limitations on yourself, then you
are defeating your purpose.

The lesson that is remembered is
really learned. If the children enjoy them-
selves as they experience music and
relay these feelings to you, then, you
will have accomplished your goal as a
teacher. Many students have a poor self-
image and lack the ability to express
themselves. ORFF helps ““disabilities’’ of
students become “abilities”’!

iTUDIO 89

CHILDREN ARE SUSCEPTIBLE TO OUR STANDARDS. {F WE

TEACH THEM MEDIOCRITY, THEY
STUDIO 49 - THE ORFF INSTRUMENTS
MAGNAMUSIC BATON INC.

10370 Page Industrial Blvd. St. Louis,

MAY NEVER KNOW QUALITY.
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PORTLAND CONFERENCE:
A Cultural Kaleidoscope
Swannie Dobaj, Publicity Chairman
Beaverton, Oregon

AOSA's sixteenth National Conference
will be held in Portland, Oregon, Nov. 3-7,
on the scenic Columbia River. The empha-
sis will be on integrating the arts, as the
descriptive sub-heading A Cultural Kalei-
doscope, suggests.

Headliner for the conference will be
Richard Gill of Australia, an internation-
ally-known leader in the Orff movement,
both graduate of and Guest Instructor at
the Orff Institute. His new book, “Have You
Any Wool? Three Bags Full,” a collection of
settings of traditional nursery rhymes, has
recently been published by Schott.

To carry out the theme of the confer-
ence, there will be specialists in a number
of areas: Susan Cambique of Los Angeles
will lead session in Movement/and Dance;
Wayne Cook, a Drama specialist, also from
Los Angeles, on the staff of The Performing
Tree, a publication concerned with inte-
grating the arts for children, will share his
expertise; Scott McKay, a mime from Port-
land, will lead sessions in Mime and Non-
verbal Communication; Mara Stahl, also
from Portland, will offer sessions in Pup-
petry and Story-telling; and Ms. Lee Han-
son, a Visual Arts Specialist from Bonita,
CA will share her skills with conference
participants.

There will be several children’s perfor-
mances and demonstrations. Donna Otto
is bringing a group of her 6th and 7th
graders to perform for us; Greta Rizzutti of
Spokane plans to bring her advanced re-
corder group; Laura Frizzell of Portland will
do a demonstration with children from 3rd
to 5th grade; and mary Ward is bringing her
children’s choir from Denver to sing for us.

Other sessions will cover many special
interest areas: Early Childhood, Music Ther-
apy, Learning Disabilities, Percussion Tech-
niques, Choral Techniques, Orff in Church,
Right and Left Brain Research, etc. Satur-
day sessions will be designed for the many
classroom teachers in the area who are ex-
pected to attend. There will be evening folk
dance sessions with Phyllis Weikart.

Entertainment will include the Friday
evening prformance of Orff's “Carmina Bu-
rana” b the Portland Symphonic Choir and
the Keith Martin Dancers. The Saturday
banquet appearance of the Jefferson
Dancers, an excellent performing group
from one of the local schools; and the
performance of contemporary African ma-
rimba music by Vashiarba.

Two excursions are planned for guests,
- one to the famous Chief Laluska long-
house for a program of legends, songs,
dances, and masks of the Northwest Coasta!
Indians,and a bus trip to the scenic Columbia
River Gorge.

Plan now to come and enjoy the stimu-
lating sessions, sociability, and special
programs the Portlanders are preparing for
you.

Richard Gill, Portland Headliner

PHOTO ESSAY:
On Hosting a Conference

Nedra Schnoor

) “In November 19827”
“The National Conference in Portland,
Oregon?* =

“Help!!!”

.
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“CINDERELLA” PREMIERE

While much of our nation was experi-
encing blizzards in April, Washington, D.C.
enjoyed a cultural blizzard in the form of
four operas written specifically for children,
all performed within the space of a week.
Two of these operas received their world
premiere performances and a third its U.S.
premiere.

Gian Carlo Menotti’s “A Bride from Pluta”,
was performed at the John F. Kennedy
Center; Charles Strouse’s (“Annie”, “Bye-
Bye Birdie”,“Applause”)“The Nightingale”,
based on the Hans Christian Anderson
story, premiered at the Barns of Wolf Trap,
the Michigan Opera Theatre presented
“Alice in Wonderland” by Robert Chauls;
and the American premiere of British avant-
garde composer Peter Maxwel!l Davies’
opera “Cinderella” was given at the Sheridan
School, directed by AOSA member Nettie
Ruth Bratton. Of the four operas only “Cin-
derella” is written specifically for children
to perform both on stage and in the orchestra

pit.

Peter Maxwell Davies is perhaps best
known to American audiences through the

performances of his celebrated group, The =

Fires of London. This group performs works
considered to be the twentieth-century
classics as well as Davies’ own music and
new works by contemporary composers.

Davies was born in 1934 and educated
at the Royal Manchester College of Music.
He studied composition in Rome with Pet-
rassi and won the Olivetti prize in 1959.
Davies returned home and probably would
have continued to write brilliantly complex
avant-garde works except for the fact that
he became involved with children. Davies
was the director of music at the Cirencester
Grammar Schoo! from 1959 to 1962. This
experience with children was crucial to his
development as a composer and performer,
and resulted in a lifelong interest in music
education.

As a composer, he began to write in a
simpler, clearer style. He wrote new music
for the children to perform, and made special
arrangements of works by other composers
from all periods for the resources available
at the school. His teaching method empha-
s_ized both composition by children and
pen‘prmance, especially of contemporary
music, and attracted considerable attention
so that Davies was invited to lecture and
teach in many places throughout Britain.
Since 1970 Davies has made his home in
the Orkney Islands, and from time to time
he writes music for the children there.
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" Carol Erion
Alexandria, Virginia

Sheridan Schoo! Singers in the American Premiere of Peter Maxwell Davies’
“Cinderella” under the direction of AOSA member Nettie Bratton in Washington,

D.C., April, 1982

“Cinderella” calls for a large cast. Over
fifty children were involved in the Sheridan
Schoo! production. Cinderella in this version
is a new au pair girl coming to work for the
Widow Grumble and her three daughters
Hecate, Medusa, and Dragonia. The Fairy
Godmother is replaced by a Cat and an en-
tourage of Kittens. The Prince is appropri-
ately young and handsome and is saved
from the pursuit of the Three Ugly Sisters
by three comic military characters who find
the sisters irresistably charming. Akey role
is played by a Herald who, with the helpofa
marvelously funny part written forthe trum-
pet, announces all the comings and goings.
There is a chorus of Kittens, a chorus of
guests at the prince’s ball, and a chorus/train
which brings Cinderella into town in the
opening scene and transports the whole
cast to the wedding in the grand finale.

The most outstanding feature of this
opera is its sense of humor. It is in every
sense a comic opera. The libretto, written
by Davies, is meant to be changed to apply
very directly to the people and customs of
the locality where it is performed. It was
originally written for students of Orkney,
Scotland, and many of the jokes and puns
would make no sense at all outside that
area. It is easy to poke fun at Washington,
D.C., and this production did just that, men-
tioning popular eateries and local teen
customs as well.

Continued to page 21, col. 1
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Cinderella continul,éd

The music itself is great fun, with its
parodies of rock music and traditional waltzes,
tonal and atonal sections, and very singable
tunes. The opera is written in the British
Christmas Pantomime tradition (their word
Pantomime is not synonomous with mime,
but rather denotes a kind of vaudeville
play, done by most communities at Christ-
mas time, in which male roles are played by
females and vice versa). The Three Ugly
Sisters are meant to be played by older
boys whose voices have changed. In this
country, where such role reversals are not
customary, one of the sisters was played
by a boy who made quite aromp of the part.

The setrequirements are extremely sim-
ple, since only easily-carried cardboard
train cars prove necessary. At the Sheridan
School, the small stage was enlarged by
making use of the space below the stage
and the actors sometimes entered and
exited through the audience.

The score calls for seventeen players:
three recorders, xylophone, glockenspiel,
non-pitched percussion, strings, trumpet,
and piano. The writing for percussion is
particularly attractive. The recorder parts,
however, are difficult since they lie in the
lowest register and frequently require both
great rhythmic activity and facility in six
flats. The xylophone and glockenspie! parts
are scored for chromatic instruments.

Davies’ belief that children can readily
accept the contemporary idiom has enabled
him to write music that is ideally suited to
children; music that is appropriate, but
never cute.

Photo credit: Cashen/Stout
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Recorder Players at Sheridan School, Washington, D.C.

Nettie Ruth Bratton and the children in
gradesfour through eight of Sheridan School
are to be congratulated on a fine perform-
ance of a demanding new work, They obvi-
ously enjoyed producing Davies’ “Cinder-
ella,” and showed their enthusiasm both on
and off stage. What a pleasure it was to see
and hear these well-trained children do a

real opera designed specifically for them
by a first-rate contemporary composer, in-
stead of the usual watered-down adult
musicall- Other schools looking for a new
annual production might well consider this
delightfui children’s opera. Score and parts
are available from Magnamusic-Baton, Inc.
in St. Louis.

i

AUle

The Finest Name In Recorders'

PAYLESS FOR THE BEST
COMIPAIRE, OUR PIRICES
Write For Free Color Brochure

i) Rhythm Band Inc.

P.0.BOX 126 (817) 335-2561
FORT WORTH, TEXAS 76101
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LETTER FROM THE PRESIDENT

Dear Victoria,

i am responding to your letter of Novem-
ber 29, addressed to the Editor of the
ORFF ECHO. You have made some very
good points so | will try to speak to themas
best as | can.

This is the first year in a tong while that
our annual business meeting had to give a
great amount of time to a “new business”
item. In the past we have had the usual re-
ports and perhaps one or two shortitems of
business. Often it was difficutt to get people
at a conference to attend a business meet-
ing. That is why we began to combine itwith
a children’s performance.

You mentioned that people were not
informed about the items of change in the
Articles and the Code, and that these shou'd
have been sent to all members ahead of
time. Perhaps they should have been. A
rough estimate of the cost involved in
sending the numerous pages through the
mail would be between $800-$1,000,-a
large unbudgeted sum.

Members were informed in the following
ways:

First, a notice was sent to ail members
and included in the conference call. The
notice stated that a business meeting would
be held on November 13, and that the pur-
pose of the meeting was to vote on changes
in the Articles of Incorporation and the
Code of Regulations.

Second, the proposed changes in both
the Code and the Articles were included in
the minutes of the September Executive
Board Meeting. These minutes are sent to
every chapter president so that they are
available for the perusal of the membership.
This gives the president of the local chapter
the opportunity to discuss anything that
concerns them with local members and
their own regional representatives. The
treasurer’s report was included.

Third, the Advisory Board met prior to
the start of the conference and went over
all of the material in detail. They were
asked to voice any concerns they might
have regarding the issues involved and to
discuss changes with members of their
individual chapters who were present at
the conference.

Fourth, once the notice was received by
membership, executive headquartersis there
to serve you and answer questions.

Regarding the time given at the meeting
for questions, | strongly feel that | did allow
for this, even permitting the meeting to be
extended far past the time alloted for busi-
ness on the morning’s program. Qur busi-
ness meeting was conducted according to
Robert's Rules of Order. The “no” vote on
resolution seven, Article I, of the Code of
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Regulations, was implied in the statement
by the president that “the ayes have it, and
the motion is carried.” This is recorded in
the minutes. if you had wished to have your
vote acknowledged personally, the proper
thing to do was to stand and ask that the
secretary record the “no” vote, and then
give your name. This had to be done at the
time, however, and cannot be added iater.
If you had any doubt that the majority of
people were not casting a “yes” by voice
vote, you were entitled to ask fora show of
hands on the issue.

Perhaps the overwheiming “yes” vote
on this issue came about because the
offices of Executive Secretary and Editor
have always been appointed offices. Thisis
not a change. The change was with the
office of treasurer. It now joins the other
two offices as an appointed position because
it will carry a stipend and will require a cer-
tain amount of expertise with banking, ac-
counting, and computer procedures. itwas
our very professionalism which you feel is
lacking that ied the board to seek profes-
sional advice regarding these positions.
The very fact that they are appointed, and
do carry salary/stipend, and have no consti-
tuent group by whom they are elected, sug-
gests that these offices not carry a vote.
(This changes only when those presently
holding office leave their positions.) It had
already changed inthe case of the executive
secretary when Ruth Hamm resigned. This
brings us a more professional way of operat-
ing our association, similar to other educa-
tional and non-profit organizations.

All of the changes which were made in
Albuquerque were a result of the associa-

tion’s “growing-up process.” The Natiopal
Board, since | have been a part of it, has
existed in order to respond to the needs
and concerns of the membership. Our staff
changes, electoralchange, and operational
changes have come about because of con-
cerns raised by interested members like
yourself. The fact is, the documents under
which we have been operating since our
incorporation were outdated and illegal,
primarily because of the many changes we
have made in the election process (region<)
and the organizational process (duties anu
responsibilities). Finally, with our commit-
mentto the idea of a paid executive seretary,
we were able to consolidate some of the
many volunteered responsibilities, many of
which deal with communications to mem-
bership. We engaged a lawyer to help us
draw up a legal and practical document to
take us through the-decade of the eighties
even if other changes occur.

In closing | can only say, please don't
stop asking your questions because ithelps
us clarify for everyone just how the board
does work. Believe me, all the time spent at
board meetings is work time, plus many,
many more hours in between. I've never
known a harder-working, more dedicated
group of people than those involved in the
Orff movement over the years. We may not
always agree on every issue, but the spirit
of cooperation is always present anditisa
good feeling to be associated with people
who care so much about what they are
doing.

Sincerely,

Millie Burnett
President, AOSA

ORFF-
SCHULWERK
| CERTIFICATION
' "COURSES

Levels 1 & Il

Level il In 1983

UNIVERSITY
OF SOUTH DAKOTA

Faculty: Arvida Steen, :
Richard Stromberg, plus others.

New Materials/Special Topics

JULY 12-23
1982

Graduate/Undergraduate credit.
Master of Music Program with Orff-
Schulwerk Emphasis, NASM & NC
accredited. Low cost room & board.
Cost: $200 plus $25 registration.
June 30, 1982 registration deadline.

For more information, contact:
Dr. Richard Stromberg Kris Bowers
USD Dep't. of Music.
Vermillion, SD 57069
(605) 6775274

USD State-Wide Ed.
Vermillion, SD 57069
(605) 677-5281



CHAPTER NEWS
Elizabeth Nichols

The Washington MEA, heid in Richiand,
WA, February 12-15, featured Carol
Bitcon in a no-host cocktail hour of Orff
activities. - ostinato of ice clinking in
glasses? Her Saturday sessions focused
on Integrated Arts and Mainstreaming.

Dave Asplund, Evergreen Chapter, taught
an Introductory Orff Course at Pacific Lu-
theran University during winter quarter
with 2-hour meetings on Thursday nights.

Chapter News is solicited from local edi-
tors and should arrive' in editorial form,
typed and double-spaced. Brochures and
newsletters announcing forthcoming
workshops and events ought to be mailed
right off the press for sharing of ideas with
other chapters. Focus for publication is.on
the unique and newsworthy. ltems for
Names in the News ‘are also needed.
Reports submitted in desired editorial for-
mat arrived from Beth Miller of Atlanta;
Alan Purdum of Greater Cleveland and
Inge Will of Central Carolina Chapters.
They are quoted verbatim:

Atlanta Chapter

In mid-March Jane Frazee flew to Atlanta
to do a Saturday workshop for the Chapter
and a special demonstration under the
aegis of the Goethe Institute on Sunday;,
with children from four different schools in
the Atlanta area. Both events were ‘well
attended, and proved exciting and reward-
ing to local chapter members. Beth Miller,
reports that the children’s rehearsal on
Saturday and performance on Sunday
were among the highlights of the weekend,
since it was the first time any such.cooper-
ative venture had been attempted. She
says, “My sixth graders (from Paideia
School) started with the “Ding Dong”
canon in the back of Volume | and then
switched to the accompaniment early in
the book while the other children sang.
Then a group of children from Arabelle
Luckhardt’s school did a speech setting
of “The Cats of Kilkenny,” followed by stu-
dents from Suzanne Mikalsen’s school
whotransferred the limerick to hand drums,
with their own improvised accompaniment.
The melodic version, by students of Sharon
Vrieland and Frederica Thames from Trin-
ity School, was sung, acted, accompanied,
and played on recorders. We ended with
“Ding Dong” sung in canon. It all went
together very smoothly, and the students
enjoyed working together and watching
each other.

Jane did a superb job of orchestrating, on
the spot, a dramatization with song and in-
strumental accompaniment of the story of

Noah’s Ark in which the kids and the au- )

dlence all Participated.”
""Continued to page 24, col. 1

FOR THE WIDEST SELEGTION
OF AUTHENTIC ORFF
INSTRUMENTS, IT'S SONOR.

Sonor Orff instruments are the choice of music educators and
Orff specialists all over the world. They are used in more Orff
workshops 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 construction. And they offer
the largest selection of these Orff instruments in America. To
get a free Sonor catalog, just write: Educational Department,
M. Hohner, Inc., Andrews Road, Hicksville, New Yor‘k 1’1802 Or
call us toll free at B00-645-3507.

HOHNER® (’SONOR'
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Chapter New cont.

The Greater Cleveland Chapter has of-
fered its members six excellent workshops
this past year. Konnie K. Saliba came in
September offering an “Ostinato Hour,” a
period of question and answer techniques,
some fine orchestrations from different
cultures, and a “Choral Hour.” Konnie’s
services were provided through a Presi-
dent's Grant awarded to the chapter.

In October, November, and March the
workshops were conducted by local mem-
bers and covered many facets of the Orff
approach, including “Orff with the LD Stu-
dent” improvisation, “Orff in the Junior
High,” phrasing and recorder playing. The
March workshop also featured Dr. Margar-
et Stone, Lecturer at the University of
Akron, presenting an overview of the
Kodaly Method in this centennial year of
Kodaly’s birth. The workshop was followed
by a salad luncheon honoring all the local-
member clinicians.

In January, Virginia Mead, professor of
music at Kent State University, presented
“Dalcroze for the Orff Teacher” and Chap-
ter president Carol Huffman, Tom Pol-
lock, Betty Gold, and Marjorie MacNeal
traveled to Pittsburgh to offer a full-day
clinic there. On April 24 Cak Marshall and
other members of the Pittsburgh chapter
returned the favor by offering “Pittsburgh
Sounds” in Cleveland.

In addition to this busy schedule the chap-
ter has been making plans for the 1983
AOSA Conference in Cleveland which
promises to be one of the best ever.

The Central Carolina Chapter raffied
$80.00 worth of unpitched percussion
instruments, donated by Burrage Music
Co. in Raleigh. Winner was Janet Ostap-
czuk, treasurer. The Sharing Session, held
at Meredith College in Raleigh featured
Ms. Ostapczuk who reported on her
work with patients at O'Berry Center, a
State Menta! Health Institution, Dr. Fran-
ces McCachern had written a script for
“The Princess and the Pea” — a silhouette
show with improvised musical interludes
on Orff instruments, and Inge Witt in-
volved participants in a Dalcroze Eurhyth-
mics session, using a Praetorius Canon
“Long Live the Art of Music” as core for
“rhythmic conversion,” vocal im provisation
and creative movement. A dozen students
from Meredith joined members for this
event, buoyed by the experience of. active
music making.

Please send news items and Chapter
Newsletters to Elizabeth Nichols,
School of Music, Ball State Univer-
sity, Muncie, IN 47306.
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OREF SCHULWERK AT
NEW ENGLAND CONSERVATORY

et

New England Conservatory is the only school in the country
to offer both a

1. Master in Music Education with an emphasis
in Orff Schulwerk in 4 summers, and

2. A cooperative liaison with the Orff Institute,
Salzburg.

The classes can be taken as part of Master’s degree —
4 summers.

Eulfillment of requirements for Orff Certification —

3 summers or for personal and professional enrichment.

The 1982 Summer Orff Schulwerk course will take place on
July 5-23rd. Our teaching staff will include Avon Gillespie,
Holly Jones, and Maureen Kennedy.

Tuition and Fees: Tuition: $375.00
Application Fee: $15 by June 15, 1982

$25 after June 15, 1982
For those majoring in Music Education a{. NEC:
Tuition: - $825

Application Fee: $15 by June 15, 1982
$25 after June 15, 1982

For more information write or call:

Jane Henkel-Sela
Director of Summer School
New England Conservatory
290 Huntington Avenue
Boston, MA 02115
(617) 262-1120 x 205




Research, continued

movement skills of older children on the
playground. There is research to be done
in this areal

Weikart's progressions for. attaining
both rhythmic competency and comfort in
space are detailed in her new book,
Teaching Movement and Dance, which
can be ordered from High Scope Press.
Inquiries about the book or Weikart's
rhythmic competency research paradigm
can be directed to Phyllis Weikart, The
University of Michigan, 3060 CCRB,
401 Washtenaw Ave., Ann Arbor, M|
481089.

A third project was briefly introduced
at the first Research Committee meeting
by Dr. Ora E. Wry of the University of
Rhode Island who served with Pat Brown
as co-facilitator of the Albuquerque
Research Committee meetings. Wry
utilized Orff-Schulwerk as Music Con-
sultant in her work with Project Director
Dr. Jean N. Ricketts, Assistant Superin-
tendent, Marlton-Evasham Schools, NJ,
in the Coordinated Arts Program for
Primary School Chilldren, (CAPPS), A
2%» hour six-week summer program,

The teachers in CAPPS, which has
been funded each summer since 1973
and is projected for continuation this
coming summer, have presented art and
music activities to enhance the abilities
of selected children who needed to
achieve minimum standards in communi-
cation and computation. CAPPS teach-
ers have recorded thorough preparation
and evaluation for each day’s work with
the program. Pre and post tests admini-
stered to the children who participated
(Metropolitan Readiness Test, Level P
and Evesham Township Kindergarten
Screening Test), have revealed exciting
growth spurts which occurred during the
six weeks of the project: significant gains
in reading readiness according to MRT
results and tremendous improvement in
fine and gross motor coordination, visual
and auditory discrimination, language
and speech development and conceptual
development in the areas of reading
and math readiness as shown in ETKST
results.

Inquiries regarding this model project
should be addressed to Dr. Ora E Wry,
39 Azalea Rd., Narrangansett, Rl 02882.

MUSICBOOK O

PULSE « PITCH
RHYTHM « FORM
DYNAMICS

TOSSI AARON

T
Magrnmmusic: Nditon Withesn Hanamn
—e BTN G Ba ton Withelm Hansan

B ———
Rriing Mlegrard . Guite Stehouwar

MUSICBOOK O - Tossi Aaron
For Pre-School and Early Grades

CIRCLE ROUND THE ZERO - Maureen Kenney

Pla

TEXAS TALES AND TUNES - Millie Burnett and
Mary Ann Cummins

MUSIC FOR ORFF-SCHULWERK - our greatly
expanded and reorganized catalog - the most extensive
group of O-S materials available anywhere.

A wellspring of ideas for music and classroom
teachers

Songs, singing games, movement activities
Traditional folk materials in very simple settings

6.00

y Chants and Singing Games of City Children

Universally captivating songs/games passed from
child to child

The exciting world of rhythm and melody alive
in your own neighborhood

Ideal vehiclgs for Orff-Schulwerk application

7.50

Songs depicting the grandeur, hardship and humor
of prairie life

Cleverly "'Orff-estrated”” with regional sound effects
Western ballads, energetic hoedowns, salty sayings
and proverbs, hilarious tall tales

A natural for upper grades 3.50

MAGNAMUSIC-BATON

10370 Page Industriat Blvd. St. Louis, Missouri 63132
NEW MEXICO CONFEREN’CENOTES $3.50
PITTSBURGH MULTI CHOICE NOTES $3.00
order from:
A.O.S.A

Department of Music

Cleveland State University

Cleveland OH 44115

Please add $ .75 per book for postage & handling. Make check payable to: A.O.S.A.

If your Echo fails to reach you or
you are planning to move, contact
AOSA  Headquarters, Cleveland
State University, Cleveland, OH
44115, not the Editor. Thanks.

w
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* Mountain Collegium “
Early Music Workshop
July 4th - July 10th, 1982
at Young Harris College
in the beautiful mountains of North Georgia
“Where good people, music, and food find each other™

WITH:

_ Arnold Grayson, recorders, director
Sheila Beardsiee, courtly dancing, recorders

11th Annual A,

Martha Bishop, viols, vielles

Valerie Horst, country dancing, recorders Tuition, Room and Board $195.00
Kathleen DeVore, flutes, recorders Register early!

Merrilee Wallbrunn, viols Write to:

Douglas Freundlich, lutes Kelischek Workshop

“‘Wayne Hankin, pipe and tabor, crumhorns for Historical Instruments

Jack Kitts, shawms, dulcians, crumhorns Rt. 1, Brasstown, N.C. 28902
George Kelischek, hurdy-gurdy, crumhorns Telephone: (704) 837-5833

Anthony Palmer, motet and madrigal-choir

John Tyson, recorders

%,
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MOVE WITH A SONG: CREATIVE
WARM-UP ACTIVITIES FOR MUSIC-
MOVEMENT PROGRAMS, Edith Wax
and Sydell Roth, Mostly Movement Ltd.,
1980, $2.95.

Move with a Song is a 24-page book
about “taking the reins.” The style a
teacher projects during the first moments
of a music class, as well as the teacher’s
timing, are powerful in determining the
direction of the day’s activities and the
group’s mutual success or failure. In this
simple, straightforward book, Wax and
Roth share nine songs which they have
used to open classes of 3-8 year olds.

According to the authors, a warm-
up activity is a good one if it effectively
and quickly: establishes teacher-student
communication, creates interest and ex-
citement, ‘““tunes up’’ the body and de-
velops a mood of ensemble and coopera-
tion. They advise observing children as
they enter the classroom and introducing
a song right away at the children’s
walking speed. Wax and Roth have used
their Dalcroze training in work with chil-
dren and adults. Move with a Song
provides the reader a glimpse into their
classrooms with detail showing how they
develop warm-up songs in activities for
body awareness, interaction, improvisa-
tion, changing meter, tempo or dynamics.
They advocate teacher flexibility at the
start of each class: in instants the teacher
must ‘‘read’’ the class mood and move
into a quiet or an active warm-up that fits
the children where they are, and at the
same time moves toward a lesson-plan
goal.

Wax and Roth use piano in their
warm-up activities, but many of their
suggestions could be adapted by teachers
who prefer not to use a piano. The
message in this book is not new, but it
is important and bears repeating.

Esther Gray

PIPING SONGS, Priscilla Evans, 6526
Waegwolvie Ave. Halifax, NS B3H2B4
Canada $7.00 inciuding postage with
US funds. 10% Professional discount to
teachers, and graduated discounts on
multiple copies.

Priscilla Evans’ PIPING SONGS is de-
signed as a first recordéer workbook for
young beginners in small classes, and is
intended for a full Ayear'é work. It includes
basic theory pages along with playing
exercises and simple pieces in a variety
of notations, sometimes using symbols for
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long and short tones, sometimes using
letter names, sometimes a combination
of letter names and stick notes, and some-
times standard notation until standard
notation is familiar. Notes are introduced
very gradually, so that the first ten lessons
complete the G-D’ pentachord. The teacher
is expected to reinforce the technical drill
on tonguing that is introduced at the
beginning and mentioned intermittently.

The second set of lessons reviews the
pentachord and then moves down to low
E and D, high E, and low F#, in that
order. Rhythms have been limited to
quarters and halves in Part |, to quarters,
halves, and eighths in Part Il. Part M
moves on into dotted rhythms, the scale
of D, low C, scales of C and E minor, G
major; the use of slurs and staccato.

There is a set of rhymes for tonguing
practice and an additional collection of
folk songs with texts underlayed and an

‘occasional historical dance tune, a page of

Recorder Games to provide plenty of read-
ing practice to parallel the lessons them-
selves. '

Priscilla Evans’ book should prove a
very useful and musical introduction to
recorder playing for children, although |
miss the improvisation and ensemble that
an Orff orientation adds.

L.M.C.

SONGS FOR SINGING AND PLAY-
ING, Keith Bissell, Waterloo Music Co.
Ltd. $6.50

Keith Bissell’s new book seems an odd
mixture of instrumental rounds and
canons, easy pieces for soprano recor-
der(s) and small Orff ensemble, traditional
and original canons in new arangements,
simple folk song settings, and quite so-
phisticated original settings for older,
more experienced students. Canons by
such masters as Okeghem and Purcell are
scattered between Palestinian, Spanish,
Hungarian, and French Canadian folk
songs. The songs are carefully chosen,
unfamiliar, and some of them quite lovely.
Mr. Bissell has a fine feeling for the lan-
guage, and chooses texts from poets such
as Wordsworth & Shakespeare, when
he's not using his own verses or his own
skillfull translations. Some of his arrange-
ments seem needlessly thick and complex.
He is at his best in the simpler settings
where every note and every pattern show.

I.M.C.

ROHRLEHN, VORTRAGSBUCHLEIN FUR
DAS ZUSAMMENSPIEL, A/A Recorders
with Optional percussion, $4.50. Euro-
pean-American Music Distributors.
Schott #6358

Don't let the title scare you. All it
means is Little Ensemble Book auf
Deutsch, and a fine one it is, with well
chosen selections of Folk songs and
dances and small pieces by both great
and less familiar composers from Prae-
torius to Keetman, Bartok, and Hindemith.
The first five pieces are duets with one or
two additional percussion parts; the
second section is scored for two sopranos
and one alto, usually with hand drum
accompaniment; and the final section is
for one soprano and two altos. In all but
the last one, the alto parts are consider-
ably easier than the soprano, ideal for a

- group ‘recently shifted to the alto finger-

ing. Don't miss the lively and effective
“Spielstuck’” by Keetman, which I'd never
found in print before, and used with my
Level lI's at DU last summer. lts drum part
is great fun to play, producing nice
rhythmic tension with the recorder parts.
Highly recommended.

I.M.C.

LET’S SLICE THE ICE Eleanor Fulton
and Pat Smith. Pub. by Magnamusic
Baton, St. Louis, Mo. 1978

Some old, some new, some easy, and
some a challenge to do—a collection of 34
black children's ring games, speech
rhymes, line games jump rope and clap-
ping chants, delightfully varied and at
many levels of difficulty. Some are for the
very young, and lots more are for the mid-
dle or more advanced elementary grade
children who need challenge. Here are
many variations of familiar materials with
added twists and movements you'll love.
You can teach them for the sheer joy of
participation and the energizing effect
they have, oryou can take off from there for
many musical learnings. They are full of
melodic and rhythmic interest: syncopa-
tion, polyrhythms, mixed and polymeters.
They are wonderful for sensory-motor
coordination, independence, self-image
and other developmental needs. Your chil-
dren will no doubt add their stamp of origi-
nality . . . and that's just what it’s about.
Many thanks to the authors for including a
number of Bessie Jones’ games from her
childhood, and making them so available
for our use. The illustrations are delightful.

Jacobeth Postl
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Teachers of movement and dance will

thus giving teachers an in-depth understanding of
age groups and special populations.

Phyilis S. Weikart, one of

and beginning recreational

lecturing for 30 years. The
approach described in
Teaching Movement and

“or” e~ ber work with young chil.
dren, adolescents, adulls and senior citizens. The
teaching/learning sequences presented in the
book stress the concept of active learning and
are designed o belp teachers provide successful
rbythmic movement experiences for thetr students.

Professor Weikart, Coordinator of the Adult
Activity Program in the Department of Physical
Education at the University of Michigan, bas
demonstrated ber approach to movement and
dance at conferences and workshops for music
teachers, preschool and elementary classroom
teachers, physical education teachers, and persons
who work with older adults and special populations.

A New Book from Phyllis S. Weikart
Teaching Movement & Dance

earth perspective, its practical guidance and advice, and its sound theoretical base.

Teachers will discover how to provide students of all ages with successful rhythmic movement
experiences through the step-by-step, easy-to-follow sequence of actions and expressions presented in this
book. The book also presents the theory behind the learning process for achieving rhythmic movement,

this country’s leading author-
tties on rbythmic movement

dance, has been teaching and

Dance is the direct result of

.

welcome this book because of its down-to-

why as well as bow to teach movement and dance to all

sitecsscsesaces «+«+« Clip and Mail

High/Scope Press
: 600 North River Street
+ { Ypsilanti, MI 48197-2898

Ship to:

. Name

E Address .

City

State

ZIP

Expected publication date: Spring 1982 .
Pre-publication price: $9.95 + $1.00 shipping and handling  *

0 Enclosed is payment in full,
0 Please bill. Institutional Purchase Order No.

0 Please send registration information for Folk Dance
Workshops scheduled in 1982.

seesscoesssrsnssssrnecan

0 I am interested in scheduling a workshop or inservice
training session on Teaching Movement & Dance. Please have |
Phyllis Weikart call: ( ) .

-----------------------------

Beginning Level: August 15-20, 1982

® Teaching Progressions
Rhythmic Competency
Comfort with Movement
Dance steps
Dances

¢ Teaching Strategies

¢ How to Choreograph

e Ideas for Mainstreaming

and for Older Adults

B

Folk Dance Workshops for Teachers
Conducted by Phyllis S. Weikart

Intermediate Level: August 24-29, 1982

Two University of Michigan Credits
available per workshop

For Information or enrollment contact:

Phyllis Weikart
C/0 Workshops )
High/Scope Educational Research Foundation

600 North River Street Oﬁi

Ypsilanti, Michigan 48197 (313) 485-2000
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