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10th IGMF International Summer Course

THE VARIOUS APPLICATIONS OF PERCUSSION AND ORFF
INSTRUMENTS IN MUSIC EDUCATION AND MUSIC THERAPY

July 1st to July 6th, 1985

Session Leaders:

Bonn-Rdttgen, Deutsche Landjugend-Akademie, West Germany

Claus Bang
Music Therapist and Teacher of the Deaf,
Alborgskolen, Denmark

Musical Speech Therapy with Orff Instru-
ments, Demonstration on Audio and Video
Tape, Teachlng Session with hard of hearing
Children

Prof. Arnold Burkart

Professor of Music Education,
Ball State University, Muncie, Ind.

Joachim Sponsel

Percussion Teacher, Berufsfachschule fiir
Musik Dinkelsbiihl, Germany

Elementary Technique for Snare Drum,
Latin Percussion, Tympani and Drum
Set

Jean F. Wilmouth

Music Instructor at Sewickley Academy,
Percussion Teacher at School of Music,

Dugquesne University, Pittsburgh, PA

Active Listening Lessons, American Folk
Songs and Jazz with emphams on Orff
Process and Movement

Games and Songs from the American Heri-
tage for Orff-Schulwerk

Ulla Ellermann
Dance and Movement Specialist,
Deutsche Sporthochschule K6in, Germany

Rhythm and Dance to aid Social Integration,
International Folk Dancing

Included in the program will be a Dinner invitation at a famous Restaurant Downtown-Bonn, Tickets
will be available for Theater or Concert, Choice for Evening Sessions: Ensemble Playing - Singing ~
Dancing at the modern and comfortable Academy. Apply early!

For more information and enrolment
contact;

IGMF

Internationale Gesellschaft

fiir musikpédagogische Fortbildung e. V.
P.0.Box 1443

D-5920 Bad Berleburg - West Germany
Phone: {02759) 79221

Strokes Of (Genius From Sonor

The genius of Sonor’s Palisono®
xylophones is their unique fiber glass
construction. Unaffected by changes
in temperature or humldlty, fiber
glass bars never go out of tune. And
the durability of fiber glass ensures
years of dependable performance.

Palisono xylophones join Sonor’s
Orff style rosewood xylophones,
metal barred instruments, Orff style
drums, rhythm instruments and ac-
cessories to make Sonor the coun-
try’s largest source of genuine Orff
instruments. For your free Sonor cata-
log, write: Hohner, Inc., Department
ED-2, PO. Box 15035, Richmond,
Virginia 23227, Or call us toll-free at
(800) 446-6010.

HOHNER s'SONOR®

Want to spend more time in Europe?
Please, contact Arnold Burkart, leader of the
European Orff Study and Travel
Tours: Keeping Up With

Music Education

P.0.Box 2712

Muncie, Indiana 47302

(317) 286-0277 or 285-5126
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MOVING?

Don't forget to forward address changes
promptly to AOSA, Department of Music,
Cleveland State University, Cleveland,
Ohio 44115. Stay on our list, and you'll
receive your Echo and other communica-
tions without delays.
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lyor\s MUSIC, INC.

127 N. Walnut, Itasca, IL. 60143

CALL TOLL FREE 1-800-553-3692
IN ILLINOQIS, CALL 312-773-2394

YOUR HEADQUARTERS FOR QUALITY

ORFF
PRODUCTS AND PUBLICATIONS

AOSA SPECIAL

MENTION THIS AD AND RECEIVE A 10% DISCOUNT ON
SELECTED PUBLICATIONS LISTED IN OUR 1984-85 MUSIC
PRODUCTS FOR EDUCATION CATALOG BY THE FOLLOWING

AUTHORS:
v+ NASH v FRAZEE _
vWALLACH v DANIEL/KODALY
v/ SALIBA ... AND MANY MORE
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GILL®

RECORDERS

A QUALITY CLASSROOM
RECORDER

THE MUSIC EDUCATORS
CHOICE!

GILL®, accepted by
schools and music
educators — offers
the widest range in
models from the
Plastic
Soprano and Alto
to the finest quali-
ty wood models —
Sopranino,
Soprano, Alto,
Tenor & Bass.

Music
Educators
WRITE TODAY
on your stationery
FREE SAMPLE
PL-106 GILL
Plastic
Soprano
Recorder

Special School &
Educator Prices

PL-106
Plastic Soprano
$1.85* ea.
A-180
Plastic Alto
$6.50 ea.
Bag, cleaning réd &
fingering chart in-
cluded

*PL-106 — ORDER 50 pcs or
more $1.65 ea.

ORDER From Your
School Supplier:

RAYBURN MUSICAL
INSTRUMENTS, INC.
263 Huntington Avenue
Boston, MA 02115
(617) 266-4724




UNDERSTANDING THE LIMITS OF THE HUMAN VOICE:
SINGING WITHOUT BREAKDOWNS '

Interview with Dr. Darrel Teter, Associate Professor, University of Colorado Dept. of Oto-
laryngology, Colorado Medical Center, and practicing vocal therapist. Interviewer: Esther

Gray, Orff Echo staff.

Dr. Darrel Teter is a soft-spoken but
emphatic protector of the human voice. He
holds a Ph.D. in Speech Pathology and
Audiology. In addition to teaching voice
specialists and caring for patients with
vocal problems, Dr. Teter has given many
groups of music educators a clearer under-
standing of how the larynx functions. His
strong feelings about vocal abuse stem
from years of therapeutic practice — he
sees as many as 100 children a year suffer-
ing from vocal problems. Excessive sing-
ing is one of many ways in which harm may
be done to the voice. What constitutes ex-
cess varies from one individual to another.

In this interview Teter sketches the
physiology of the larynx and characterizes
common vocal disorders, their causes and
their consequences. The good news in
Teter’s message is the assurance that
teachers can make a significant difference
in the lives of students by helping them
learn to recognize the limits of their voices
and then to avoid stresses that could cause
permanent vocal damage.

Y

Gray: What is the nature of your practice?

Teter: There are nine of us in Darrel Teter
and Associates, Inc., each with a Master’s
or Ph.D. in speech, language, or voice
pathologies; we have been seeing patients
with vocal problems for some seventy-five
years, collectively. | myself have been in-
terested in the larynx since | was'a gradu-
ate student in the 1960s.

Gray: What are the basics you would like
every music teacher to know about the
larynx?

Teter: The first thing | think is important s
that they understand that the larynx is a
cartilaginous framework. The cartilages
tend to ossify or turn to bone as you age.
Most significant is the fact that the larynx
is not a framework that can be readily
altered. It can't be lengthened or changed,
and its muscles cannot be strengthened —
they’re not that kind of muscle. You might
learn to control your breath better, but you
really don't strengthen the larynx as you
would strengthen the muscles in your arms
or legs.

The vocal cords are very small. Inalarge
adult male they would be about aninch in
length. They are thin muscles and liga-
ments covered with a fine layer of epithe-
lium. When brought together to produce a

sound they are tensed — the amount of
tension predicts the pitch, the amount of
vocal cord mass in the given individual

determines the range, and the amount of

elasticity sets the frequency within that
range. Thus, a large male larynx would
tend to vibrate at a lower frequency
because it has more mass. As itis tensed,
its mass will be spread across its base and
the pitch will go up.

The cords are brought together and

- taken apart by means of nerves that come
out of the base of the skull from the brain.
These nerves tell the vocal cords when to
open and close. They close the larynx for
singing or speaking — closing the cords
allows air from the-lungs to vibrate them.

When one is blessed with a singing
larynx, it's because of two things. One, the
larynx itself is perfectly symmetrical—both
cords have the same length, same mass,
and the cartilages are symmetrical —
they’re equal on both sides of the midline
(unlike, for example, a nose which might be
a little crooked or one foot which might be
alittle longer than the other). When some-
one has this perfectly symmetrical larynx,
and then secondly, the innate gift to cor-
tically understand music, to hear it, to know
its ramifications — then you have a singing
larynx.

trachea

lung

The Human Singing Instrument

soft palate

vocal cords

esophagus

diaphragm

Gray: So you are saying that not everyone
would have this particular physical gift?

Teter: Exactly. That would be like saying
everyone can be an athlete. Everyoneis not
built to be an athlete, and even some ath-
letes are better able to take punishment
than others. One athlete is built, in terms of
body size, for long distance running, while
another is built for weight lifting. They have
totally different structures.

Gray: Theninthe same way we like to see
people maximize their athletic abilities, you
might say that average people can maxi-
mize their musical participation as long as
it’s in line with their capabilities.

Teter: Absolutely. However, the music
teacher will often ask a youngster to sing,
to hold a note, to carry a tune, when the
youngster doesn't have the ability to do
that. You may train some of them to maxi-
mize their musical abilities, but some of
them will never be outstanding singers, just
as some will never be runners, or wrestlers,
or basketball players. They just may not be
physicaily able to do that.

Gray: So you would caution teachers to be
sensitive to individual differences?

Teter: Yes. lt’s not possible for some
children to jump as high as others..No one
would think of asking them to. Why ask
themto carry atune just as well — it's also
a physically-based phenomenon. In chil-
dren the most common abuse to the larynx
is vocal abuse (the most common abuses
in adults are tobacco and alcohol). Chil-
dren are commonly very, very loud. They
tend to use their voices excessively at play
and in daily life. Then in school there are
demands on their voices. The biggest
problems | see in my practice are in gifted
children. The music teacher likes their
talents and uses them heavily — maybe
two or three hours a day. The social studies
teacher also likes them and has them work-
ingin social studies. And the dramateach-
er has them working. A child’s fine abilities
can lead to gross overuse of a young lar-
ynx, especially during the pre- and imme-
diately post-pubescent stages.

Gray: What happens when a young larynx
is overused?

Teter: | see probably eighty to a hundred
teenage children a year who are suffering
from vocal problems. Many of them will
have permanent vocal problems that are ir-
reversible because someone has placed
them in rehearsal with the notion that “if
they sing properly, and if | teach them the
right technique, they’ll be fine.” That is not
always true. The larynx was not meant to
sing — it was not even meant to talk; it was
meant to protect our lungs. We have super-
imposed these gifts on the larynx. When

Continued on Page 4
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one uses it five, six, seven hours a week
singing, and then uses it for basketball
games, cheerleading, work at the drive-in,
talking to friends and talking in school, a
larynx — expecially one that is undergoing
changes in size — can break down.

Gray: So you're emphasizing that every
sound a person makes works the larynx,
and we can't just count the hours that a per-
son rehearses?

Teter: The problem is that the music
teacher may be interested only in music
time, and the basketball coach generally
thinks his time is just as important, etc.,
etc., until suddenly | see fatigued larynges
in what could be promising children. | see
children who now have nodules and will
never have.— never have — the capabil-
ity they might have had if someone had
backed off.

Gray: What exactly is a “nodule’? Could
you characterize that kind of disorder and
comment on what sorts of behaviors might
aggravate it or have a healing effect?

Teter: Vocal nodules are growths either on
one or both cords at the point where the
cords vibrate maximally. A nodule comes
from singing or talking too loud, too high,
too hard, or too much. When suffering from
nodules, the voice is characterized by voice
breaks, by breathiness or by hoarseness.
Nodules are the most common singing
disorder; “singer’s node,” ‘“‘vocal node,’
“screamer’s node” — they’re all the same
thirg. Nodes develop when the edge of a
cora becomes inflamed and the fibers
reach out to help the cord structure itself.
A little callous or nodule is formed.
Sometimes this same thing may happen in
a less localized manner. In this case the
margins of the cord become puffy and
heavy and like a reed instrument in which
the reed was damaged so it cannot vibrate
with clarity. Your ears hear the sound of
the air escaping around the non-smooth
edges of the vocal cords.

The nodules, if they become hard, will
not go away without surgicai removal. if we
catch them early enough and they're soft,
they often will go away with voice therapy.
However, one is never totally free of the
disorder again. Since nodes always cause
some changes in the tissue, the affected
larynx is later prone to recurring nodules.

Gray: Do these disorders go untreated in
many adolescents?

Teter: They commonly are untreated,
because someone says, “Sing over them.”
When you siretch the cords tight enough,
you can sing high enough. You can sing
“over” nodes.

Gray: Does the person experience painin
doing this?
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Teter: No, unfortunately — never any pain
inthe larynx or nodules. If you have painin
the larynx, you either have an infection or
a disease process which affects the car-
tilages. One should never sing with a pain
in the larynx. If one sings and creates pain
inthe larynx, one is doing it wrong. Pain is
aprominent, early, and significant sign that
“you'd better stop now!”

Gray: You said that if students create a
more taut condition they can sing over
nodules. . . but what happens if they do?

Teter: What happens is that the nodes get
bigger and bigger until the student can’t
sing for several days or weeks. Often the
nodule patient says, “1 have no soft voice —
I have only a hard voice. I have no low voice

— W VI
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— I'have only upper voice. | have a break,
and | have to get over that break.” Then
they adduct the cords violently, much the
way a person with a swollen ankle might
shoveitinto a boot and hike. That ankle will
not have achance to heal, and neither will
the vocal cords. Eventually they will break
down all the way.

Unfortunately it's common for someone
to say, “Well, you’re not using your voice
right. Get up into your head register. Get
over that — now, project!” The singer
pushes harder and the voice now comes
out only because it simply mashes that
section of the larynx together. Of course,
the next morning the student is hoarse. If
a child is hoarse after an evening perfor-
mance, the performance was improper.

Continued on Page 5
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JEFF Kpiske  panoy oetelles

A delightful musical for intermediate aged using
Orff instruments. It was debuted at the 1984
AOSA Convention in Las Vegas. By Randy
Delelles and Jeff Kriske.
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The Cat Came Back
by
Mary Gaetze

“The Cat Came Back” and other American
folksongs arranged for two- and three- part
children’s voices and Orff instruments. By Mary
Goetze.

...........................

Write or call today for FREE 60 page cafalog,
listing Sonor, Studio 49 and Golden Bridge Orff
Instruments.

(319) 351-0482
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Often the hoarseness takes five, six, seven
hours to occur. When you rest the larynx,
then it swells. Many teachers think then,
“Well, it's because you haven't been sing-
ing. Now we'll warm you up.” What they’re
really doing is not warming up the voice but
abusing it.

“You cannot warm up a larynx. A larynx
is being used every time you take a
breath ... What you do is warm up the

singer in you.”

Gray: So “warm-up” is not the answer to
hoarseness?

Teter: You cannot warm up a larynx. A
larynx is being used every time you take a
breath, allday and all night. Whatyou dois
warm up the singer in you. You warm up the
psyche — you get yourself ready to sing.
You get yourself relaxed or tensed or
psyched up or whatever, but you do not
warm up a larynx. Many larynges are in-
jured by warm-up exercises, some of which
are absolutely absurd. You should never be
stressful when you’re exercising a larynx.
You should never push massive weights
against your stomach. You should never try
to warm up a larynx when itdoesn’t “want”
to warm up. If a student has to sing for five
or ten or twelve minutes and work hard to
“take the hoarseness out,’ the student
should not be singing.

Gray: So the teacher should be looking for
hoarseness, the inability to sing low notes,
and. ..

Teter: And a voice break in the upper third
of the register.

Gray: What happens to the larynx during
a common cold?

Teter: When a larynx becomes inflamed or
is infectious, its mass changes. You should
never sing in those circumstances
because in order to make the larynx vibrate
at its usual pitch you have to elongate it to
its maximum point. This is very hard on the
related muscles. Also, it means forcing the
vocal folds together, which is very hard on
the vocal cord margins.

Gray: What would you suggest to the
teacher who works with children who have
colds intermittently — is quiet singing as
undesirable as any other singing?

Teter: If | were ateacher in a school system
where children come in with colds, { would
simply say to them, “If you have a cold and
feel like it’s difficult to sing, don’t sing. To-
day you can be in the tambourine section
or help us with the music” or whatever —
because it's not at all wise to sing over a
cold if the cold in any way affects the larynx.
Now some colds are head colds which
don't affect the laryngeal mucosa, but
that’s very rare because the mucosa s con-
tiguous. It's all one, and even though you
may not feel like you have achange in your
larynx, the best thing to do is to not sing.
Thisis especially true with the performing
larynx. Don't sing — bag it — stay away
from it. It is not dangerous in terms of be-
ing “life-threatening” to sing with a sore
throat. But one would never use a clarinet
to drive nails, so why use a singing instru-
ment — your larynx — when it is not
healthy? It won't kiliyou, but it certainly can
‘hamper your long-term singing career, and
it should be carefully avoided if at all
possible.
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Gray: What is the effect of climate on vocal
disorders?

Teter: Vocal disorders are extremely com-
mon, and more so in a dry climate than in
a moist one. This is also true for dry times
of the year. The larynx does not have a
good mucus supply when the heating
system dries out the air. When you breathe
that air all night your larynxis very dry in the
morning. Singing larynges should be kept
moist with alittle water. They should not be
kept moist with something that causes the
mucus to become heavy because it will
tend to hang in the vocal cords — this is
true of milk, ice cream, chocolate, pop, and .
such. Most experienced singing teachers
know that if you give your choir milk before
a performance you're in big trouble. Then
the mucus is heavy; students can’t have the
vocal clarity and often they will have pro-
blems. But a sip of water before, during,
and after rehearsals and performances is
excellent.

“If | had to give one single caution, it
would be to use your ears not only to
listen to how children are performing but
also how their voices are performing.”

Gray: You speak often about the adoles-
cent. Are you also concerned about
elementary-age children?

Teter: Elementary-age children are just as
prone to vocal problems — maybe more so.
The difference is that they don't have the
same demands placed on them. General-
ly they are not as involved in heavy produc-
tions. ltis sad when a youngster adopts the
“show must go on” attitude and valiantly
puts forth the effort in spite of the fact that
he or she is destroying the larynx. It's a very
common thing for me to see. Usually the
larynx breaks down five or six days before
the big performance. So then what do you
do?

Gray: That’s a question I'd like to ask you
— what would you do?

Teter: Depends on how committed you are
to that performance and how much you
want to protect the child. Saving the voice
can be helpful. If possible, we can keep the
child quiet in other areas. Teach your
singers not to talk over noise, not to talk
while lifting something, not to yell from one
room to another. Crowd the microphone if
one is being used. If singing along with ac-
companiment, turn the instruments down.
Sometimes we can use medication, if a
physician will give it. Itis not something that
can be done often, but anti-inflammatory

Continued on Page 6
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Teter — from Page 5

drugs can be used to shrink swollen vocal
cords. The most important thing is to not
place a child in that position. Once he's
there, you've already gone beyond the
halfway point and then you have to figure
out how to handle the situation.

Gray: What encouraging words can you
give music teachers who react to your cau-
tions with such concern that they find
themselves reluctant to go on teaching
children to sing?

Teter: | have never dealt with teachers who
were overly cautious. | would be encourag-
edif [ felt teachers did react like that. In a ci-
ty such as Denver | may get three or five
teachers who understand — there are
many more wholiterally are ignoring vocal
problems. They are doing the very things
| am talking about: “Sing over it — we'll
warm you up more — we'll have to show you
how to project better — if you use proper
techniques it’ll be all right.” Of course it’s
often not all right. One is never wrong in
saying, “I think we had better not sing for
awhile, Jamie — let’s back off and get so-
meone to look at this.” If that larynx is
hoarse, something is wrong. It may only
take two days for it to go away. But
something’s wrong.

Gray: Then the sooner you back off, the
more quickly it will improve?

Teter: Absolutely, absolutely! And often
when a child complains, “this number is
hard for me to sing — the pitch is too high,”
he or she may be telling you it's simply
beyond the limits of the larynx. If | had to
give one single caution, it would be to use
your ears not only to listen to how children
are performing but also to how their voices
are performing. When you hear breaks,
when you hear hoarseness, when you hear
fatigue, then recognize that something is
wrong. Many times it cannot be trained out.
If the problem is technique, the student
should respond very rapidly. If it is
physiological, it will not respond to anything
except rest, medication, and proper long-
term care. Five weeks of improper use may
take five to six months to correct. Unfor-
tunately, two days of improper use follow-
ing that will put you right back where you
started from. It's like a bad back; you can be
fine for months, but bend over wrong once
and you may be down for weeks. it's a very
good anaiogy, | think.

Gray: What resources could you recom-
mend for a music teacher who wants to
know more about the larynx and vocal
problems?

Teter: They might look at a fine book by

Daniel Boone entitled The Voice and Voice
Therapy, published by Prentice-Hall.
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Guest Editorial

MUSIC IS BASIC

Dr. Robert Wentz
Superintendent of Public Instruction,
Nevada State Department of Public
Instruction

(Address presented Nov. 8, 1985 at the
opening session of the national AOSA Con-
ference, Las Vegas, Nevada)

Currently there is a popular cry for “back
to basics” in public schools. Some critics
charge that frills, which are defined differ-
ently by different people, should be sacri-
ficed so that greater time, money, and effort
can be applied to the “basics.”

While some have charged that musicis
one of these frills, music education pro-
grams do not lack for champions. Those of
us here this morning are keenly aware that
a world without music would be a sterile
and impoverished place to live. And we
must never lose sight of the fact that educa-
tion is not merely to train; rather, it is to
prepare us for the art of living and for
lifelong expression.

Music is the only universal language we
have. It can also be an intensely personal
bond between the performer and the audi-
ence. When music is performed, its aim is
to contact the substance, the inner core, of
another human being. The splendor of
such a bond can be soul-stirring.

Music can be a unigue expression of
every emotion of the human spirit. [t stirs

503-399-0345

that spirit to fight for a cause; worship God;
express national pride; yearn for love;
share tearful sorrow; experience tender-
ness, majesty, excitement, and joyfulness.

Music was the means for storytelling and
folklore long before the human race had
printed books. It was the expression of the
soul of an enslaved people in the negro
spiritual. It has preserved the heritage of
unique cultures. It transcends politics and
national boundaries in forming human
bonds of communication. ltis a part of the
giving by ourselves and the receiving by
others.

In the developmental years of children
and youth, music addresses other basic
facets of education. Music students learn
about the cost of sacrifice necessary for ac-
complishment. They learn the cost of loyal-
ty and responsibility to a group. They learn
of the tremendous self-discipline and
cooperation required to be a member of
any large and successful ensemble. They
learn of pride in accomplishment and de-
velop a self-esteem which flows over into
home, work, and treatment of others.

Music can aid in body coordination and
be therapeutic for better health. it certain-
ly relieves the monotony and drudgery of
many daily tasks. It soothes troubled spirits
and contributes to mental health. Music
helps to preserve uniquely human qualities
in a growing technological environment
where such human qualities tend to be
diminished. Gur society must seek to keep
a balance between the musical keyboard
and the computer keyboard. Musicnotonly
prepares the mind and body for a career, it
also prepares the personality for life. There
is nothing more basic than that.

Continued o Page 12
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MUCH FANFARE. . . GREAT BEATING OF HAND DRUMS!

After 312 years it’s time to find
more space. Now you will be able
to come in and browse, listen to,
play on, and talk about resource
materials for your music situations
in the Elementary Classroom.
Please come in and start your New Year with me.

Aulos, Blocks, Carroll Sound, Daedalus, Hohner, LP
Educational Activities, Studio 49, Nova Diversified,
Oscar Schmidt, Per-Del, Remo, Sonar, Zen-On, HUGS

Music, Records, Poetry, Short Stories, Recorders
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COME RIDDLE ME, RIDDLE ME REE!

Tossi Aaron

"Riddle come riddle, come riddle me ree, None are so blind as he who won't see.”

—Annotated Mother Goose

1. What is it that walks upon four legs in
the morning, two legs in the afternoon, and
three legs in the evening?

2. What can go up the chimney down,
but can’t go down the chimney up?

Today riddies seem to be the exclusive
property of children, but it was not always
so. The first one shown above is from Greek
literature, one of the earliest known riddles
in recorded Western civilization — the rid-
dle of the Sphinx. It was posed to Oedipus,
who saved his life by answering it correct-
ly: Man, who crawls on all fours as an in-
fant, grows to walk on two'legs and totters
with a cane in old age, the evening of his
life. The answer to the second, a riddle
popular a generation ago in schoolyards
and at parties, is ‘‘an umbrella.”

One of the first printed collections of rid-
dles was sold in 1629 on the streets of Lon-
don under this title: The Booke of Meery
Riddles, together with proper questions and
witty Proverbs to make pleasant pastime,
no less useful than beshouefull for any yong
man or child to know if he be quick-witted or
no.” (Very concise, those Londoners.)
Shakespeare alludes to this very collection
in The Merry Wives of Windsor. From a later
“choice” pamphlet of Diversions by Peter
Puzzlewell (in truth a lady, Sarah Newberry)
came many of the pieces that appeared in
nursery rhyme books printed about 1800.
By 1803, a favorite spoken riddle came to
print:

Humpty Dumpty sat on a wall,

Humpty Dumpty had a great fall.

All the king’s horses and all the king’s
men

Couldn’t put Humpty Dumpty together
again.

As ariddle (an egg) he is familiar to children
in Sweden as Thille-Lille, in Denmark as
Lillerill, Boule-Boule in France, Annenad-
adeli in Switzerland, and by many other
names in parts of Germany and Austria.
When Alice met him in Wonderland, there
was speculation that he represented a real
English king, dethroned and unable to be
restored, even by his fierce armies.

Riddles may be divided into three broad
categories:

1. The true riddle
2. The problem question or puzzle riddle
3. The conundrum or trick question

Atrue riddle deals with familiar associa-
tions and comparisons, where one object
or action is described in terms of another,
in order to suggest something quite differ-
ent and cause puzziement. For example:

Little Nanny Etticoat

In a white petticoat

And a red nose.

She has no feet or hands,
But the longer she stands
The shorter she grows.

While it sounds like a description of a girl
we know it is not, because this is, after all,
a riddle. The answer — a candle — stays
with us; “she” can't be anything else. Ina
playful way we are rehearsing our use of
lyric metaphor, make-believe, and secret
poetry. Sometimes it is an action that is
suggested, as with the umbrelia of number
two above, or as in this example: “What

" runs all around the yard but always stands

still? {the fence) in this case the vagaries of
language tead us into seeing mistaken im-
ages, which confuse our ability to answer.

The problem question or puzzle riddle,
on the other hand, gives all the facts quite
clearly and logically and only asks that we
find the solution to a realistic problem —
how to weigh the gold in three weighings,
or how to transport the fox, the goose and
the corn across the river safely. These
belong as much to riddles as they do to
philosophy, as much to mathematicians as
to Talmudic scholars; they are seen as
often in computer games as they are in
logic puzzles.

The third group, conundrums, is alive
and well in our country today, both in
spoken and written form. They involve a
play on words, a trick, or a pun, both sim-
ple and outrageous.

Why did your cat join the Red Cross?
She wanted to be a first aid kit.

What did the cow ask the silo?
Is my fodder in there?

Why can't you starve in the desert?
Because of the sand which is there.

(Any of the -above is usually followed by
“d’'ya get it?"”’ from an eight-yearold.)
Because they depend so strongly on the
aural pun, the “double entendre” conun-
drums seem to remain the longest in
spoken tradition. It is only a recent phe-

nomenon that they get printed in elemen-
tary grade ‘“‘newspapers” and national
children’s magazines. They ask that the
teller keep a straight face and that the one
questioned listen carefully and untangle
the oral clues.

In the early 1930s it was the “knock,
knock” joke that was being passed swiftly
from mouth to ear all over the country. It
was illegal to drink, and those who chose
to do so had to go to hidden taverns or
“‘speakeasies,” knock on the door and
identify themselves or give a password (in
itself a very ancient custom!). Probably the
jokes were a spin-off of that era, perpetu-
ated by Marx Brothers and Three Stooges
films and the routines of comedians.

Knock, knock.

Who's there?

Cantaloupe.

Cantaloupe who?

Cantaloupe tonight, my father’s
watching.

Knock, knock.

Who's there?

Dishes.

Dishes who?

Dishes me, is dish you?

Some of these still flourish in contemporary
form.

By the next decade “Little Audrey” in all
her innocence kept the spoken riddle alive
with such gems as

Why did little Audrey put a clock under
herbed? Becauseshewantedtogetup
on time.

It was in 1962 and 1963, however, that the
largest single herd of these riddles arrived
with the elephant jokes, some of them
cogent and sophisticated comments on
contemporary life:

How do you stop an elephant from
charging?
Take away its credit cards.

What made this particular riddle explosion
unique was the broad appeal to adults and
children alike and the simultaneous
publication of endless booklets of new
elephant jokes guaranteed to make you the
hit of the party. Their very silliness seemed
to be an antidote to world conditions, offer-
ing a moment of relief.

But riddles once rested less lightly on our
minds. In the Middle Ages it was advised
that everyone learn and practice all possi-
ble riddles and their answers. Fairy folk
might accost you on a lonely road, and you
would risk being carted off to fairlyland
should you fumble an answer. Old ballads

Continued on Page 8
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tell of narrow escapes by naming the ques-
tioner (see Rumpiestiltskin) who is then
consumed in flames. By the sixteenth cen-
tury it was the Devil, perhaps disguised as
a peddler, who might challenge you with a
riddle or three. Awrong answer could cost
you your soul. The safest place to try your
riddles and answers was a crossroads,
where the Devil would not go. Can this be
why market squares were set up at cross-
roads and the towns grew around them?

So familiar was the practice and pastime
of riddling that the very first ballad in Fran-
cis James Child’s definitive collection
(Child Ballad #1), printed in Boston in 1882
to 1898, is “Riddles Wisely Expounded.”
He gives a version from the fifteenth cen-
tury in which a gentleman in search of a
sweetheart asks these questions:

What is longer than the way?
What is deeper than the sea?
What is louder than the horn?
What is sharper than the thorn?
What is greener than the grass?
What is worse than a woman was?

After her correct answers — love, hell,
thunder, hunger, poison, the Devil — they
are wed, butthe ballad carries in its refrain
a magical charm against the Devil. Yet
another later ballad has similar riddles and
a macaronic refrain— that is, one that
mixes in (and mangles) a much older Latin
charm:

Petrum, Partrum, Paradici Dominum,
Perri merry dixit, Domini.

In “Captain Wedderburn’s Courtship”
(Child #46) the gentieman asks the lady to
get him six impossible things, such as a
shirt that a needle never went through and
apriest unborn. After the lady answers, she
makes a few requests of her own for the
wedding supper: ' '

A chicken without a bone,
A cherry without a stone,
A gentle bird,

A bird withoutagall. . .

Of course he answers correctly, even to the
dove, a gentle bird that flies without a gall.
Forthwith, he leads her by the lily (little)
white hand directly to his bed of silk and
down. Since the long ballads suffer the in-
juries of poor memory and good morals, it
is often the scraps that are left for children
to sing three hundred years later:

| gave my love a cherry that had no stone,

| gave my love a chicken that kad no
bone,

I gave my love a ring that had no end,

| gave my love a baby that’s no cryen.

(see familiar melody )
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glockenspiels
® Replacement xylophone bars
@ Refinishing
® Prices to fit your budget

Give your instruments the same
loving care you give your students. j

In The Nonsense Book folklorist Duncan
Emrich suggests: “lt is a certain-sure bet
that Lincoln, Walt Whitman, Carl Sand-
burg, Robert Frost and comparable other
Americans were brought up on riddles,
even as you and |. And they were all the bet-
ter for it.” Perhaps we can add ourselves
and the children we teach to that list.

* k k * Kk * X

Bibllography

Baring-Gould, Wm. and Ceil, eds. The Anno-
tated Mother Goose. Bramhall, 1962.

Emrich, Duncan. The Nonsense Book. N.Y.:
Four Winds Press, 1970.

Leach, Dr. MacEdward. The Ballad Book. N.Y.
Harper & Bros., 1955.

Schwartz, Alvin. Witcracks. Philadelphia: J.B.
Lippincott, 1973.

PAPERS FOR MENC 1986:
A REMINDER

Are you by chance one of those go-
getters who has a fascinating research pro-
jectin process? Or maybe you just finish-
ed one? Or perhaps you’re about to start
one? Please consider reporting on your
project at the national MENC conference in
Anaheim, California, April 9-12, 1986. Pro-
posals sent to the MENC screening com-
mittee must be postmarked by August 1,
1985. For complete information, see the ex-
tended announcement on page 26 of the
Fall 1984 Echo. Now let’s have some AOSA
response!
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NEW ZEALAND:
TWO WEEKS
WERE NOT ENOUGH!

Grace C. Nash

In January of 1982 | had the good fortune
to be invited to Auckland, New Zealand for
two weeks, to participate inteaching a Na-
tional Teachers Refresher Course. It took
place at the end of their summer vacation,
just before schools opened. The eighty
classroom teachers came from various
parts of New Zealand to work with ten dif-
ferent instructors in music education con-
cerned with three areas: methods, perfor-
mance, and new ideas. The participants
were divided into three groups according
to the age levels of their students: five
through seven, eight through ten, and
eleven through thirteen years. They had a
rotating schedule of one-hour classes with
each instructor, and | had an extra session
each day with the entire group.

We may think our six-hour days in Orff
summer classes are intensive, but these
hardly compare to their schedule. Classes
went from 8:30 AM to 4:40 PM, with daily
assignments in recorder, choral music,
Musikit (explained below), Orff and Koda-
ly — plus evening sessions from seven to
nine in which two operettas — one suitable
for primary and one for intermediate level
— were prepared. For the primary operet-
ta we used Orff instruments and other per-
cussion to accompany the singing and
dancing. (The operetta is an importantand
expected yearly project in New Zealand
schools. Therefore, a good part of the eve-
ning sessions were spent in singing
through and evaluating operettas. For the
most part they were well written and
musically acceptabie, with their story lines
taken either from legends or from signifi-
cant historical events.)

Music is a required subject in their
elementary schools, implemented by the
classroom teacher. A teaching trade-off
sometimes occurs, however, so that a
teacher with strengths in music may teach
several classes. In this Refresher Course
| found good instrumentalists and good
singers, all with a strong interest in
upgrading their work with children. Their
eagerness and willingness were matched
by a keen sense of humor and a personal
warmth that made every class a delicious
experience for me.

One of the daily classes was a thorough
study of their curriculum guide, called
Musikit, developed for Auckland’s seven
hundred schools by Music Advisor
Catherine Buxton and Senior Advisor John
Orams, both skilled and sensitive musi-

cians and teachers. Following a visit to
Flagstatf, Arizona in 1980, Catherine had
incorporated some of the Orff processes
and Kodaly system into the Musikit pro-
gram and into her workshops with teach-
ers, so they were hungry for more. We had
Orff tonebar instruments and plenty of un-
pitched percussion to work with, as these
are being added gradually to the instruc-
tional materials in their schools.

Recorder is taught to children
throughout New Zealand as an integral
part of music study; consequently, daily
preparation and “finals” in recorder were
of major importance. Recorder instructor
Roger Buckton is a jovial giant in his
knowledge and performance on the
recorder family of instruments; his instruc-
tion books and accompanying cassettes
are exceptionally fine.

There are many highlights to remember
in my glorious two weeks “down under”:

sightseeing in beautiful Auckland; picnics
at a mere dozen of the twenty-nine (!)
beaches; ice cream cones that were
aesthetic experiences in taste; an evening
barbecue when we sang Polynesian folk
songs with beautiful body language, also
play-party songs and games accompanied
by a variety of instruments; a celebration
performance night of choral music, the two
operettas, and talent sharing. | remember
the hearty laughter in every class, how |
struggled to understand their musically
staccatoed speech and how they struggl-
ed with my midwestern talk! | love the
wisdom expressed in such Maori proverbs
as “Little dogs make most noise” and “an
idle young man, an unhappy old man.” The
legends and folk tales | often re-read before
going to sleep. | treasure their singular and
rare gifts, and | would like to become ad-
dicted to their morning, afternoon or
anytime “‘cup-a-tea and biscuit” breaks
that kept us energized throughout the
course.
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KANSAS CITY
CONFERENCE
PROGRESS REPORT

Judy Bond
National Conference Chair, 1985

Come to the heartland! The Heart of
America Chapter invites AOSA members
to HEARTLAND HORIZONS, the nine-
teenth annual national conference. At the
time this is being written many aspects of
the conference are still in the planning
stage; however, the following may serve to
whet your appetite for the varied menu to
be offered in Kansas City.

There will be a strong emphasis on the
most vital of instruments—the voice! Two of
our major guest presenters, Alice Parker
and Michael Lane, will contribute in quite
different ways. Composer and conductor
Parker will lead us in sessions devoted to
folk'songs, spirituals, and vocal improvisa-
tion. She will also conduct a concert featur-
ing AOSA members who will form a confer-
ence.choir* Mr. Lane, well known in Eng-
land and at the Orff Institute, will deal with
use of language in sessions that will appeal
to classroom teachers as well as music
specialists. He, too, will lead the entire
group in singing, using a clear teaching
process that produces beautiful musical
results very quickly. Other guest
presenters will help us learn more about
vocal health and how to maintain the best
vocal quality for ourselves and our
students.

A group of well-known teachers who
have had an important role in the growth of
Orfi Schulwerk in the U.S. through their in-
volvement in teacher training courses will
present “Future Focus.” Following their in-
dividual sessions, in which the content wilf
center on curriculum goals and materials
for different age levels, these presenters
will participate in a panel discussion, shar-
ing ideas about the-future of music educa-
tion. At this time the group includes Jane

PAGE 10

Frazee, Avon Gillespie, Grace Nash,
Konnie Saliba, and Judith Thomas. In a
letter accepting this responsibility at the
conference, one member of the group
commented: “The idea of ‘Future Focus’ is
one whose time has come, especially for
AOSA. .. The sharing of ideas within a
panelis very necessary, and should serve
as a stimulating high point of our ‘Future
Focus"’

One of several children’s groups partici-
pating in the conference will be the Univer-
sity of indiana Children’s Choir, directed by
Mary Goetze. Ms. Goetze will also present
asession as part of the vocal emphasis, in-
cluding the choir for demonstration.

In addition to the above, there will be a
full array of muiti-choice sessions, chil-
dren’s concerts and demonstrations, and
evening events (for those with lots of
energyl). The summer Echo will include
detailed program plans. Note the early
date, October 23-27, and make plans
now—Come to the Heartland!

* Wanted: singers for this Conference
Choir. The group will have one rehearsal
with Alice Parker for a concert Thursday
evening, October 24. Parts will be sent in
advance. If interested, please write Judy
Bond, 16 Fareway Drive, Northfield, Minne-
sota 55057. Specify soprano, alto, tenor or
bass.
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For The Classroom

RECORDERS IN THE ORFF APPROACH:
MOVING, SINGING, PLAYING, IMPROVISING

Beth Miller, music specialist from Atlan-
ta, Georgia, presented a session atthe Las
Vegas AOSA Conference in which she
demonstrated ways to relate recorder play-
ing to the entire scope of activities in the
Orff approach. | asked her to share her ses-
sion with our readers, espemally upper
elementary and junior high music teachers
who want to use the recorder as much as
possible. The material was organized into
a sequence focusing on the concepts of
duple and triple meter; the examples
presented were chosen because they had
been developed successfully with her
students. —Jacobeth Postl, ed.

My session began with an introductory
fanfare (1) and a piece with canonic
ostinato for recorder (2). The group then ex-
plored a variety of metric patterns through
movement and speech play. The speech
piece became the basis for melodic im-
provisation on recorder, and the improvisa-
tions accompanied movement with hand
drums. Experience with triple meter
through movement and speech was
preparation for a piece in 3/4 from the
Schulwerk (3). We sang it, played it, danced
it, arranged it for recorder, and changed
it to duple meter. After adding a moving
drone and experimenting with the sound of
organum on soprano, alto, and tenor
recorders, we compared the Schulwerk
piece to a similar one from the Medieval
period (4). The outline below contains por-
tions of the conference session, a se-
quence which would be developed over a
period of time with students. Itis presented
as an example of one way in which a
resource (in this case a Schulwerk piece)
can be introduced and used to teach
musical concepts, then extended, related
to historic literature, and used as a basis for
improvisation.

"Allegretto” from Music For Children, V. 2, Murray Ed.
Copyright B. Schott’s Soehne, 1959. All rights reserv-
ed. Used by permission of European American
Distributors Corp., sole U.S. agent for B. Schott's
Soehne.

8,
4 Af Allegretto

I. Exploration of Meter through Move-
ment and Speech

Movement:

—Move to drum beat, changing direc-
tion on accents (teacher plays accents ran-
domly at first, then in patterns).

—Move to music (teacher improvises on
recorder in a variety of meters); listen for
strong beats and change direction.

Speech:
“The higher they go, the farther they
drop.”

—Learn proverb by echo, say in many
ways, discuss.

—Try in a variety of meters and rhythms

—Add gestures, speak in canon, sing im-
provised tunes

Ii. improvising in Triple Meter

Recorder:

—Play the speech rhythmin triple meter
on one note (B,A,G,E)

—Make simple tunes on E and G, then
E.G,A; then EG,A,B '

—Share tunes, compare ideas

—Improvise question/answer melodies
with a partner (using rhythm of speech)

Movement:

—A few recorder players improvise
tunes to the speech rhythm while others
clap the strong beats, stretching and mov-
ing claps in space, following hands with
eyes.

—With hand drum and a partner, one
person moves the drum while partner
reaches out and plays drum on strong
beats; switch roles.

Iil. Movement to a Schulwerk Piece (3)

Hand Drums:

—Listen to melody (teacher plays on
soprano recorder, key of G).

—Play the pulse (3 per measure) as
teacher plays the tune.

—Play only the strong beats (beat 1)

Movement with Drums:

-—Play and walk strong beats, moving
drum in different directions and to different
levels

—Play and walk all beats (3 per
measure), making interesting patterns in
space.

—Play beat 1, walk on all 3 beats. Then
reverse this.

IV. Playing and Dancing the Piece

Form:

—Analyze the form of the melody

—Move strong beat on A section, alt 3
beats on'b section. Then reverse.

—Students improvise their own dances,
moving sometimes on beat 1, sometimes
on all 3 beats.

Melody:

—Students sing the tune, also the mov-
ing bordun.

—S8ing the parts with syllables

—Locate the note names inthe key of G

—Notate the tune, then play it on the
soprano recorder. Add the bordun. (Since
the melody is hexatonic, previous exper-
ience with this scale in G is required.

Group improvisation:

—Students work in groups to develop
the piece in the following ways:

a) make a group dance; b) play melody
and bordun on recorders, add an introduc-
tion and ending; ¢) orchestrate the piece for
barred instruments

V. Extending the Lesson

Other Recorders:
—Some students play tune on aito
recorder with same fingerings used

. previously (sounds in key of C).

—Divide group into soprano, alto, and
tenor recorders, all playing the same
fingering. The sound will be organum ir
parallel 4ths and 5ths.

Meter:
—Change tune to duple meter, play
again in organum style

Combining Parts Into An Extended
Form: (can be correlated with study of
medieval music and times; story and
costumes could be added)

—Part 1: a procession in duple meter.
Recorder players and singers process, per-

Continued on Page 12
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Miller — from Page 11

forming piece in organum style.
—Part 2: a dancein triple meter (the out-
come of group improvisation)

V1 A Medieval Song

“Orientis Partibus,” (4) a twelfth century
song found in both duple and triple meter
(also known as "“Carol of the Beasts”)

—S8ing and play in triple meter with
bordun

—Sing and play in duple meter in
organum style

—Listen to recording of the piece as
found in early sources (5).

* kK k Kk ok k * * K

1Isabel Carley, Recorders with Orff Ensem-
ble I, Schott, p. 15.

2 Gunild Keetman, Spielstucke fur
Blockfiloten 1A, B. Schott’s Soehne, p. 6.
3 M. Murray, ed. Music for Children, Vol. Il.
B. Schott’s Soehne, p. 10 #4.

4 Sargent, ed. Troubadours: Medieval
Music to Sing and Play. Cambridge Univ.
Press, 26-29. ;

5 History of Music in Sound, V. I, RCA: Ox-
ford Univ. Press.
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Wentz — from Page 6

None of this begins the moment a per-
former steps out on stage. Hour upon hour
of sometimes tedious rehearsal combined
with discipline and dedication must be
spent by the student as well as the instruc-
tor in preparing for a performance. It is
perhaps in practice sessions that music
students grow the most.

Music—a universal language, a unique
expression of the soul, a taskmaster which
teaches dedication, responsibility, self-
discipline, and self-esteem as it develops
the mind, the body, and the personality. But
first, last, and always, music should be en-
joyed! Inthis respect, | can telll am among
friends. We share a common appreciation.
I commend you for your efforts to help
others discover the many facets of music.
I wish you well as you work to make this
conference a productive learning
experience.
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CONVENTION CASSETTES
AVAILABLE

The following tapes of Las Vegas Con-
ference sesslons are avallable for you to
purchase:

Bob Samples (Music of the Mind); Mary Helen

- Klare/Nedra Schnoor (Orff in the Band & Or-

chestra Program; Nancy Ferguson (Vocal Im-
provisation); Pat Hamill (Give Them Tools. . .and
Let's Go); Brown/Klare/Wilson (Chamber
Ensemble Concert); Kathy Baumgartner, Grace
Nash, Phyllis Weikart (Research: Approach &
Process); Barbara Grenoble/Marie Blaney/Jen-
ny Potter (Establishing the Private Orff School—
panel); Isabel Carley (Introduction to Schulwerk,
Pt. Il & Pt. lil); Wilma Salzman (IS Movement, Pt.
11 & Pt. 1Il); Millie Burnett (IS Ensemble, Pt. I &
Pt. l}l); Patricia Brown (IS Recorder, Pt. |, Pt. I,
Pt. lll); Marion O’Connell (IS Movement, Pt. 1, Pt.
I, Pt. ll); RuthHamm (IS Ensemble, Pt. |, Pt. 11,
Pt. Il}; Judy Bond (IS Recorder, Pt. 1, Pt. I, Pt.
Ii1); Carolyn Tower (IS Ensemble, Pt. 1, Pt. If, Pt.
.

Send order directly to NEVADA AUDIO
VISUAL SERVICES, INC., 3062 Sheridan St.,
LasVegas, Nevada 89102. Costis $7.95 for single
session tape, $19.95 for triple session tape. Add
50 cents per tape for shipping ($1 minimum and
$5 maximum for shipping charges). Double this
for overseas or air mail. (Nevada citizens must
add 5-3/4% sales tax).

———

f

ANNOUNCING!

Come Children, Sing!
by MARY ELLEN PINZINO

come
children,
._OAY.

(9

A new, revised edition of this pop-
ular collection of over 60 original
children’s songs, with practical
movement suggestions.

MIMIB |

MMB MUSIC INC.
10370 PAGE INDUSTRIAL BLVD.
ST. LOUIS, MISSOURI 63132
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box one e allison park,pa 15101

ﬂg (412) 366-3631

PUBLICATIONS OF DISTINCTION

Christmas Cantata J. Wuytack $3.75
Dance Down The Rain,
Sing Up The Corn M. Burnett 7.95
For Hand Drum and
Recorders I. Carley 7.95
Jubilate Deo B. Warner 5.50
Melody, Movement,
& Language M. Burnett 7.95
School for Hand Drum W. Stadler

& M. Perchermeier 8.25
Sound Ideas J. Frazee & K. Kreuter 10.95

“MUSICIANS SERVING MUSICIANS”
IN MEMORIAM HANDICé\g:Egl?LYEI\f:)POSIUM
BETTY ANN RAMSETH

DECEMBER 17, 1984

We are deeply saddened to learn of
the recent death of Betty Ann Ramseth
in an auto accident near her home in
Sacramento, California. Her joyous
spirit and her many contributions to
church music for children as composer,
choral director and clinician are well
known throughout the country. Many
Orff teachers had the-good fortune to
participate in her session at the
November 1984 AOSA Conference in
Las Vegas. We are grateful to have had
her as part of the Orff “family” in the
U.S. May we extend our sympathy to her
husband, Rev. Rudy Ramseth, their five
children and other family members.

The fourth international symposium of
Music Education for the Handicapped will
take place August 5-9, 1985, at Goldwater
Memorial Hospital, Roosevelt Island, N.Y.
For information and registration form, write
MEH, Box 454, Summit, N.J. 07901.

REMINDER:
International Orff Symposium

Dates: June 28-July 2, 1985
Location: “Mozarteum,” Salzburg, Austria
Theme: Orff Schulwerk in
the World of Tomorrow.
Lectures, Studios, Seminars,
Performances

THE
—

APPROACH TO EDUCATIONAL MUSIC

ORFF, EARLY CHILDHOOD, RHYTHM
INSTRUMENTS
“AT AFFORDABLE PRICES!”

263 Huntington Ave.
Boston, MA 02115
L (617) 266-8164 — ([617) 266-8165

PLEASE SEND FOR FREE FULL COLOR CATALOGUE

KEETMAN SCHOLAR
REPORT

Robin Kelley

1 was first introduced to Orff Schulwerk
in college education courses. Ever since
then | have been attending workshops; the
new materials and lesson ideas have
helped my teaching greatly. | have always
gone home with things I'm anxious to try,
whether or not they fitinto my curriculum at
thetime. Thatis why | decided | needed to
take Level l—as a beginning in learning to
understand Orff Schulwerk as a total ap-
proach rather than only the fragments
brought home from workshops.

We did so much in those two Level !
weeks that at first | wasn't sure | could
remember half of it well enough to assem-
ble it into a sequenced teaching program.
Gradually | am fitting more and more of
what | learned into my program; the results
please me greatly. The joy the children ex-
perience in creating their own music tells
me | must continue to learn all 1 can about
Orff Schulwerk.

I would like to thank the National Board
of AOSA and everyone who contributes to
the scholarship fund for making it possible
for me to take Level | last summer.

{In aletter accompanying the above article
Robin made the following comments: “I
was asked to submit an article by Septem-
ber 1 describing my project and the
changes that came about as a result of it,
but before | started teaching and using
what | had learned | really didn’t know what
to say. | wasn't sure that | had absorbed
enough in those two extremely busy weeks
to be able to use it. Now (after teaching
several months) | realize it helped me a
great deal, and that | must continue next
summer with Levelll. | intend to be a faithful
contributor to the Keetman Fund in hopes
of helping other people learn more about
Orff Schulwerk—Ed.}

TED BROWN MUSIC COMPANY
1121 Broadway Plaza

Tacoma, WA 98402
(206) 272-3211

Toll Free (WA) (800) 562-8938
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‘WORLD LEADERS IN MUSIC EDUCATION

SUZUKI IS INSTRUMENTAL in music education because we offer so much musical
instrument variety at prices you can afford. In all product catagories, the quality,
discount pricing, 5 year warranty and immediate delivery add up to rewarding
learning experiences for you and your students. Look to the leader for the
finest recorders, Orff instruments, sturdy rhythm instruments, timpany sets,
hand drums & tambourines, and tone bell sets. And now available,
the amazing Omnichord System Two with 84 chords, memory,
chromatic melody keyboard and SonicStrings strumplate! It's the
most versatile classroom musical instrument you’ll ever need!

WRITE FOR OUR FREE COLOR CATALOG

it's filled with a vast array of musical instruments
designed especially for the music educator. If you
haven't already received a copy. write to Suzuki
Corporation, P.O. Box 261030, San Diego,
California 92126. \X/e’ll send you a copy
free of charge. Or call 619-566-9710
for immediate service. See what a
difference the leader can makel

R P ORATI ON
MAKE MEMORIES WITH MUSIC




L

({
i

L

o

nler

. exture

Richard Spalding, Prof. of Music Education & Piano, Univ. of Louisville
(report of a visit made during his 1984 sabbatical, which was spent at the

Institute JaguesDalcroze in Geneva, Switzerland)

Streaking through the French country-
side at 150 m..p.h., the sleek orange train
Paris-Gengve contrasts strikingly with the
medieval churches, the ruins of hillside
chateaux, the geese and sheep in the
fields. Lulled by the music and movement
of France's finest high tech vehicle (T.G.V.)
I mused on my coming meeting in Paris
with French Orff specialists Martine Belle-
Croix and Anne-Marie Grosser.. During
the 1983 AOSA Conference in Cleveland
Frau Liselotte Orff had spoken convin-
cingly, both in public and behind the
scenes, of her interest in supporting a
hardworking group of French teachers in
their efforts to organize, to instruct profes-
sionals, to influence music education in
France. As my sabbatical plans progressed
I'made arrangements to visit Paris; the an-
ticipated experience was about to become
reality.

Emerging from the Metro at the Porte
d’Orléans into Montrouge, I encountered
thick pedestrian traffic and impatient cars,
busses and trucks, all intermingled with
the morning haze of Paris. Map in hand,
weaving in and out through the crooked

" streets, passing shabby old and tarnished
new buildings, crumbling sidewalks (no
Paris chic here), I atlast discovered 85 rue
Gabriel Péri, an immense warehouse.
After crossing the parking lot] gained ac-
cess to the rear door; in the window was a
neatly hand printed sign: Centre Musical
Orff. In the vast space inside an Algerian
workman was putting down bright blue

"carpeting on bare concrete. I asked,
“Madame Grosser, s'il vous plait?” His

-head nodded straight ahead. There before
me were Anne-Marie and Martine, smil-
ing, ready to talk shop ala Orff. We each
sensed instantly the common ground, the
empathy that think-alike Orff persons
share the world over. Instinctively I knew
these strangers to be enterprising,
courageous, dynamic, generous, open,
and very dedicated. Thad many questions
ready for my charming hostesses: Who
teaches Orff in France? Where? Are there
general music classes in public schools?
Does the French language present any
special problems to the Orff teacher? How
does your organization function? Can you
unite with Orff teachers from other
French-speaking countries?

OUR FRENCH CONNECTIONS:
LA PEDAGOGIE ORFF

My first inquiry concerned how their
Orff Association had gained access to this
wonderful center. Ilearned that they had
approached the reknowned French pub-
lishing firm Leduc for assistance, express-
ing the need for'a workshop area and for
instruments. The association would pro-
vide labor. Leduc did indeed “lend” them
the space, as well as a very complete set of
instruments. At the time of my visit an of-
fice and two session rooms had been com-
pleted, with room to grow remaining
(since then the possibility for expansion
unfortunately has been lost).

Organized in July 1979, I'Association Orff
de la région parisienne is the only organized
Orff group in France. A group called
I'Association francaise d’Education Musicale
Orff ('AFEMO) was organized in 1981 by
music editors and instrument manufac-
turers, with the intent of coordinating the
affairs of the different regional groups that
would be organized. Due to the absence of
regional groups and lack of personnel,
'AFEMO as yet has not functioned.

With the opening of the Centre Musical
Orff, the Paris group has expanded its in-
fluence throughout France and other
French language countries. In the 1983-84
year more than 1800 contacts were made
with interested parties. “But alas,” ob-
served Anne-Marie, “we have only about
one hundred dues-paying members.”
Dues are 100 francs per year (about 12
dollars). Membership brings the two
issues per year of the association's journal
(see below) plus numerous announce-
ments concerning workshops for children
and adults, pedagogy and music therapy
courses, meetings, conferences, and con-
certs, within France and in other countries.
Dues constitute the organization’s sole
income. :

The term “Schulwerk” has never been
used in France. At the time the Schulwerk
approach was introduced in France (in the
mid-sixties) there was still a strong legacy
of opposition to German culture as aresult
of World War II. So the terms “pedagogie
Orff” and “pedagogie musicale Orff” came
into being. The term “Orff method” is
never used; they understand, as we do,
that Oxff pedagogy is an organic, con-
stantly changing idea which never
becomes set in a specific way.

Anne-Marie Grosser and 5-year-old, 1980.
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Martine Belle-Croix with very young children, June 1984

“In France, la pedagogie Orff was first in-
troduced some years ago by Aline
Pendleton and Jos Wuytak. Now one finds
workshops and courses fairly widespread.
Children are taught Orff in conservatories
and schools of music and more and more
in private studios!” (Quoted from the first
issue of the Cahier de Pedagogie Musicale, the
“mouthpiece” of IAssociation Orff de la
région parisienne). Aware that the printed
page can be abinding force, a well of infor-
mation, and very significantly, a vital
source of inspiration, teachers Grosser,
Belle-Croix, and Genevieve Martin
founded this news medium in early 1983.
Dr. Hermann Regner of the Orff Institute
in Salzburg responded to this first issue in
November 1983: “. . .here in Salzburg we
are quite delighted to have, atlast and once
again, news about what is happening in
France. ..we admire your initiative, for
heretofore, Orff Schulwerk in France was
just barely established” These
“notebooks” have carried a history of Orff’s
Schulwerk, with careful accounts of the
philosophy and procedures. There are
practical model lessons, other thought-
provoking articles, and many captivating
photos of children and teachers absorbed
in the music work that is child’s play.

The association itself has several types of
meetings. Once a month the board of dir-
ectors meets to do organizational work,
plan workshops and courses for the Cen-
tre, compose and edit publications, do
needed research, and share lessons and
teaching procedures. Once a year all dues-
paying members come together to hear a
report on the state of the association (in-
cluding its financial status) and to par-
ticipate in practical work. Occasional even-
ing or weekend gatherings are open to any
members available to attend. These meet-
ings have a special theme for practical
work—"The Child and Self-expression,” for
example. Lastly, meetings are held with
leaders of other music pedagogies or
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philosophies. For example, during last
year two evenings were held with teachers
of the Martenot method, with the theme
being “The Child Voice!” And during this
year two weekends are planned for the
Orff/Martenot/Dalcroze leaders with these
themes: 1) The Child and his Body, and 2)
The Very Young Child and Music.

The Centre Musical Orff is used regular-
ly for classes. In the smaller session room
Martine Belle-Croix joyfully explores Orff
with toddlers and infarits. “You have heard
of ‘bebe piscine’(swimming),” she ob-
served with alaugh. “Well, we have ‘bebe
musique”” The course is called Eveil au
mond sonore (awakening to the world of
sound), and involves parents in participa-
tion. At that time she was working with
children of two years and up, with plans to
start with one-year-olds the next year.

The instruments are located in the
second working area, where older
children’s classes and teacher training
seminars take place. “Re-education
psychomusicale—communication, socialisa-
tion, integration” is taught by Martine to the
learning disabled, emotionally disturbed
and mentally handicapped (enfants en dif-
ficulte). Anne-Marie is primarily respon-
sible for the adult training, well organized
in stages leading eventually to diplomas
for the successful completion of all levels.
In addition there are courses for prospec-
tive music therapists taught by Martine
with the help of Genevieve Martin.
Genevieve is planning to offer a course to
children of six years and up which will em-
phasize playing the instrumentarium
along with singing and movement.

My visit to the Centre Musical Orff end-
ed with two “special events”: first, a
delightful lunch in a nearby bistrot, and
then the privilege of helping myself to any
of the published materials available in the
Centre office. . .all published, edited, or

handled by Leduc. So I took the oppor-

tunity to stuff my bag to overflowing with -

fresh, new Orff materials—settings of
French folk songs, recorder method books,
and music for the instrumentarium by
musicians from most of the French culture
countries.

Since returning to the U.S. I've con-
tinued my correspondence with Anne-
Marie Grosser. She has continued her
generosity by regularly updating my col-
lection of Cahiers de Pedagogie Musicale. In
the last issue I received, the second of 1984,
the focus is instruments; in earlierissues,
voice and movement have been featured.
In her editorial Anne-Marie sums up the

two years of the publication’s existence.

They are pleased with the reception of the
paper—it has gained considerable
popularity among French music teachers.
She makes a plea, however, for all who
read it to join the association and become
active members in the movement. (Any
corresponderice to [’Association Orff de la region
parisienne should be directed to 2 rue Thiers,
94500 Champigny-sur-Marne, France. Iwould
be delighted to hear from any teachers in the
U.S. or elsewhere who are interested in French
language materials. —Richard Spalding)

Laurence Fabre, age 11; retarded, motor
disabled. In the program 8 years since age
5; sent by her physician to A-M Grosser for
work in music. Here she participates inLa
Fete des Enfants, Paris 1984; she was en-
trusted with the opening ostinato.



MELCHIOR ET BALTHAZAR (Christmas Carol) —setting by A-M. Grosser and G. Martin
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Translation:

1. Melchior and Balthazar have left Africa with King Gaspard.
2. Arriving in Bethlehem, they emptied their hand baskets and their long wicker baskets.
3. Hungry as wolves, they ate soup—good cabbage soup.

Pronunciation Guide: (R.S.)
1. Mehl-kee-awr ay Bal-ta-zar sohn par-tee da-free-kuh, sohn par-tee da-freekuh, sohn par-tee da-free-ka-vehk luh rwa Ga-spar.
2. A-ree-vay-za Beh-tlay-hehm, eel day-feer luhr ma-nuh, eel day-feer luhr manuh, eel day-feer luhr ma-nuh-zay luhr ma-nuh-kin.
3. A-fa-may kuh-muh deh loo, eel mawn-gehr la soo-puh, eel mawn-gehr la soopuh, eel mawn-gehr la soop, la buh-nuh soo-poh shoo.
Preparation for Accompaniment:
- —bass xylophone and timpani: sing the two notes D and G while alternating knee pats (D left, G right)
—xylophones: sing the octave D’s while alternating knee pats
—glockenspiels: sing and play the left hand alone, then add the right hand a third above. Or divide the parts between two children.
Form: Bring in the parts every eight measures in this order:
1) bass xylo. and timpéni 2) xylophones 3) glockenspiels and finger cymbals 4) the melody. When the song is finished, continue accom-

paniment with a great crescendo followed by a diminuendo as instruments drop out in reverse order. (Suggestion: create a movement for
each line of accompaniment. R.S.)
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PAQUERETTE EN COLLERETTE —text “Pomme d’Api,” music A-M. Grosser
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par les jar-dins et les champs, fé- tez, fé- tez le Prin- temps.

Translation:

English daisy in your lacy collar, buttercup with your cap of gold, primrose in your green vest—in the gardens and across the fields, let us
celebrate, celebrate the season of Spring!

Pronunciation guide:

Pah-kuh-reh-tawn kuh-luh-reh-tuh, boo-tohn-dawr awn tuh-kuh dawr, preemuh-veh-rawn djee-leh vehr, par leh djar-dan-zay leh shawn,
feh-tay, feh-tay luh Pran-tawn. . ’ . o _ -

(Note: only approximate. Pronounce the “a” in par somewhat as in cat; flip the “1” slightly, or omit. The “in’” i$ similar to the first syllable
in anxious. Get some help for the nasals -an, -en, -in, -ain, -on, etc. The “n” here is not resonant.

Activities:

—sing while clapping pulses.
—sing while performing this ostinato:

hands —«—————em—.—r~ -
knees ‘-—o—i_.._“__v__

—couples facing, sing and perform this ostinato:
Mvt. A
partners hands

own hands

P a0

knees _..A

—same but add this: while patting knees, bend the knees;
while clapping partners hands, go to tiptoes.

—same, but reversing movements:

Mvt. B
partners hands -
own hands f r E
knees & r

—two couples with partners facing;
P P g i

1and 3 do Mvt. A, :><:
3

2 and 4 do Mvt. B 4

Seven- and eight-year-olds (third year
class) at the 1984 children’s festival. A
playlet with music; here they are acting out
the arrival of the gypsies in Paris in 1500.
Note their bear. “Pay us!”, they say.
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LAMONT SCHOOL OF MUSIC

JUNIVERSITY OF ARIZONA
SCHOOL OF MUSIC

N KODALY
U 3 B/

METHOD

June 10-14
LOIS CHOKSY

Clinician

USING THE KODALY METHOD

DALCROZE 2
EURHYTHMICS @ o

June 1721 7 o /@
ROBERT ABRAMSON e 7 i oﬁe

UNIVERSITY OF DENVER

Clinician

DALCROZE EURHYTHMICS: Vel

oyl RO BRI , Orff Schu Iwerk_

' INDIVIDUALIZED : :
% e Certification

June 24-28 .

e DAVID WOODS | Pri ogram
Clinician

;‘ i INNOVATIONS IN MUSIC TEACHING IN 1985

UPPER ELEMENTARY AND JUNIOR HIGH - July 8-12
) POST CERTIFICATION
MUSIC EDUCATION WORKSHOPS SUMMER ’85 WORKSHOP

One semester hour of graduate credit will be available for each workshop.
Contact; Dr. David Woods, Summer Music Education Workshops, School of Music
Box L, University of Arizona, Tucson, Arizona 85721

This unique week-long seminar is
designed as a refresher course for those
who have completed a three level Orff

certification program at any institu-

Comprehensive Musicianship ‘ ton. C(:ntt;]ant of@? week;vill ?i hgeared
An Approach ThrOugh tg:ill‘)nae'fts. e speciic needs O e par-

ORFF-SCHULWERK

Level II Orientation
July 8-12
This course is designed for those who
have completed Level I at an institution

Certification Levels | and 1l mM

‘ July 15-26, 1985 other than the University of Denver.
Crane School of Music Levels Il and Il
State University College of Arts and Science Certification Program

July 15-August 2
Orff-Schulwerk for Classroom

Potsdam, New York

Teachers
5-1
Jane Frazee Nancy Miller August 5-16
Program Coordinator St. Louis, Missouri Faculty
St. Paul, Minnesota Barbara Grenoble, Director
Arvida Steen Judith Thomas
William Crowder Minneapolis, Minnesota Danai Gagne

Peggy McCreary

Potsdam, New York Guest Faculty

Liz Wing
Robert deFrece Program Administrator MASTER OF w‘i*::"l's DEGREE
Alberta, C -
iberta, Canada Potsdam, New York ORFF EMPHASIS
For information write:
For further information contact: Jo Faulmann, Assistant Director

Liz Wing Lamont School of Music
Crane School of Music University of Denver
State University College of Arts and Science 2370 East Evans Ave.
Potsdam, New York 13676 Denver, CO 80208-0193
(315) 267-2459 or (315) 267-2166 (303) 753-2080

The University of Denver is an affirmative action institution.
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Orff-By-The-Sea

UCsantacruz
Extension

_Avon Gillespie, Kathieen Poole,
Mary Shamrock and Gabrielle Stocker.

Introduction to Creative Music and
Movement for Children

$135, X416 Music (6) July 29-Aug. 2
Santa Cruz, MBO76

Creative Music -and Movement for
Children - tLevel ]
$275, X440 Music {6) Aug. 5-16
Santa Cruz, M8077

Creative Music and Movement for
Children - Level I

$275, X448 Music (6) Aug. 5-16
Santa Cruz, M8078

Creative Music and Movement for
Children - Level 11l

$275, X452 Music (6) Aug. 5-16
Santa Cruz, M8079

HOUS ING, TNFORMATION

D Please send me housing information and
application, (Approximate cost for a
single room 1s $40.)

MaH to: University of California Extension
Santa Crur, CA 95064

FLORIDA STATE
UNIVERSITY

Orff Certification Levels I, I, IIT

JULY 7-19, 1985

Faculty:
Isabel Carley Beth Miller

Donna Poppe Pamela Grotegut

For information, write
W.O. Hughes,School of Music,
Florida State University, Tallahassee, Fla. 32308

Tel.: (904) 644-3801
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NEW ENGLAND CONSERVATORY
' OF MUSIC

ORFF SCHULWERK
IN THE COUNTRY
WITH

'MAUREEN KENNEDY
JUDITH THOMAS
DANAI GAGNE

, CAROLEE STEWART

MARILYN LEVINE

WORKSHOPS AND
CERTIFICATION PROGRAM

'LEVELS L II, Il

AUGUST 5-16, 1985
AT

GOVERNOR DUMMER

| ACADEMY
BYFIELD MASSACHUSETTS

' SUMMER SCHOOL
_ NEW ENGLAND CONSERVATORY
. OF MUSIC
290 HUNTINGTON AVE.
BOSTON, MA 02115
1 (617) 262-1120




—Beth Miller, editor

THREE NEW CHAPTERS
RECEIVE CHARTERS

The chartering of new chapters is always
a special part of AOSA's annual business
meeting at the conference. This year three
chapters had met the qualifications and
were chartered in Las Vegas. We are
pleased to introduce to you three energetic,
hard-working groups, all making contribu-
tions to music education in their respective
areas of the country. Congratulations and
best wishes to all members and officers of
AOSA's new chapters: Central Florida,
Homa-Okla, and Mount Lassen. The presi-
dent of each of these has a story to tell
about how and why the group got together.

Central Florida Chapter

When the central Florida Orff teachers
gottired of driving three or four hourstoan
Orff workshop they decided to call a meet-
ing in Orlando to see if anyone would come.
Much to their surprise, thirty-five people
came to this meeting, in November of 1983.
The participants were excited, asking
about dates of future meetings and what
dues would be. Officers were elected; the
new president, Carolyn Minear, and the
Board met quickly to decide on dues and
to promise a newsletter. By the second
meeting this eager group was ready to
apply to AOSA for provisional status as

Florida's third chapter. The Board organ-

zed workshops for the remainder of that
school year, inviting Ann Small from Stet-
son University and Beth Miller from Atlan-
tato present sessions. This fall, justa year
after the first meeting, the chapter had a
birthday party at which they read through
arrangements members had made and
celerated their official chartering from
AQOSA. In February 1985 the Orlando-
based group hosted a combined meeting
of the state’s three chapters. Jane Frazee
presented a workshop for teachers from all
over Florida, and Central Florida members
took care of housing and space arrange-
ents. Carolyn Minear describes the chapter
as an enthusiastic group. Members proud-
ly report that twenty people (2/3 of the
group) took summer Orff courses, and that
they enjoyed sporting their new chapter
shirts at the Florida Music Educators
meeting in January. The Central Florida
Chapter from sunny Orlando is clearly off
1o arunning start, with many dreams for the
future. —Carolyn Minear, Chap. Pres.
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Homa-Okla Chapter

Several years ago, Pam Grotegut moved
to Oklahoma. She had just completed Orff
certification at the University of Denver and
was eager to find others in her new home
who were interested in.Orff Schulwerk.
Alas, she could find no one. At an OMEA
meeting she attended an Orff music read-
ing session by Larry Murphy, owner and
operator of the company Music for Chil-
dren. She talked to others at the session;
they exchanged addresses and decided to
meet again. In April of 1983 about ten peo-
ple from all over the state met at Pam’s
school for a sharing session; Pam says, “it
was electric!” They shared ideas, interests
and goals, as well as the loneliness each
had been feeling. Before long they had
organized a provisional chapter, with Pam
as president. The nextfall fifty people came
to a workshop with Grace Nash, and in a
short time the chapter-to-be had forty
members. This year the Orff group has
combined efforts with a new Kodaly group
to sponsor aseries of Saturday workshops
for graduate credit at the University of
Oklahoma in Norman. Seventy-five people
attended the fall workshop by Phyliis
Weikart; many returned for the next ses-
sion by Barbara Grenoble. Six members of
the Homa-Okla Chapter traveled to Las
Vegas where they received their official
charter and learned a great deal from other
AOSA members. There are several more
Saturday workshops ahead; members are

Homa-Okla Workshop. L. to R.: Marilyn Wood, Lillian Yaross, Peggy Horton, Pam Grotequt

eager to find ways to establish night
courses and week-long training sessions in
Orif Schuiwerk. The new chapter is moving
full speed ahead to offer new opportunities
in music education to the children and
teachers of the state.

—Pam Grotegut, Chap. Pres.

Mount Lassen

The Mount Lassen Chapter of AOSA was
organized in the summer of 1983 by Jan
Rapley, who contacted local music teach-
ersto form the nucleus of our organization.
It was felt that an Orff chapter in the Chico
area could offer a service to both music
specialists and classroom teachers in
Northern California by bringing quality
clinicians to the area. Members live as far
south as Sacramento and as far north as
Redding, California.

The first year saw two workshops, with
Grace Nash and Fran Goldberg as clini-
cians. The 1984-85 year began with an
“eruption” by Richard Gill in September,
followed by Liz Gilpatrick in November with
“Come to Your Senses.” Kathleen Poole’s
session in March is eagerly awaited.

It was very exciting to be one of the new
chapters chartered in Las Vegas. The
Mount Lassen Chapter is proud to repre-
sent AOSA in this area of California.

—Judy Johnson, Chap. Pres.
More on Page 22
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IDAHO ORFF CHAPTER
HAS SUCCESSFUL SAMPLE FAIR

The ldaho Chapter board members met
last summer to outline plans for the upcom-
ing year. We were eager and excited, anti-
cipating the year that was soon to be areal-
ity. Spring elections has brought us new
faces filled with enthusiasm. Our new pub-
licity chairman stressed the need foranall-
out campaign to increase our membership;
one of her ideas was a Sample Fair. Three
of our members had experienced such an
event at a workshop in Provo, Utah; it pro-
vided ideas, materials, games, songs,
plays, catalogs, and even food for the par-
ticipants to take home.

Our meagre budget would not aliow us to
do all we wished, but we selected a theme
and set a date. We wrote to individuals,
universities, and companies to ask permis-
sion to duplicate materials. My husband
Dale graciously agreed to do the copying,
which amounted to more than a thousand
sheets! In order to prepare adequately, we
insisted on pre-registration. Ten days
before the fair we had more registrations
than materials, so we hurriedly went into
production again.

The fair was held in a school; we were
able to use many areas, making it easier to
handle a large group (we planned for 50,
and 55 attended). Using three teaching sta-
tions, we divided the group for easier and
more personal contact. A local music store
set up a display and gave a discount on pur-
chases made that evening. Through a lot
of phone and leg work we assembled over
thirty items for the participants. A super
market donated large plastic bags to hold
the items. Banks and credit unions gave
pencils and note pads. Twctreats fromthe
recipe booklets were included as refresh-
ments. On our tables we had pencils, note
pads, music folders, information sheets,
songs (including a seasonal category),
warm fuzzies, bean bags, autoharp sheets,
recorder booklets, stick puppets, sound
cans, and more. Anything not self-explan-
atory was taught as part of the workshop—
i.e., computer games, a bean bag game, a
Scottish birdie song with actions, musical
bingo. We awarded prizes to the winners of
the various games. Door prizes, donated
by individuals and music companies, were
awarded as well.

As participants loaded their bags with
samples there were ooohs and aahhs and
expressions of “unbelievable,” “‘neat,” and
“super.” It was rewarding to hear the posi-
tive comments. Though we did little more
than break even financially, we increased
our membership. We believe the positive
PR for Idaho Orff more than balanced our
books. -—Marion Reed, Chap. Pres.
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Avon Gillespie
Lynn Johnson

Richard ““Rick” Layton

'NORTH TEXAS STATE UNIVERSITY

REF

NORTH TEXAS

June 24 - July 10, 1985

The joy of “elemental” music
with

Enroliment Limited

Contact Carl Ferre, North Texas State University, P.O. Box 5344,

Denton, Texas 76203-5344.  (817) 565-3481.

Orff-Shulwerk Certificate Program
Levels I & II

Professor, North Texas State
University, Denten, Texas
Pre-school and Movement Specialist,
San Antonio, Texas

Orff Specialist Grades 1-8
Annapolis, Maryland

FLORIDA ATLANTIC UNIV.

Level I Orff Certification

August 5-16, 1985

Jim Solomon
Mary Helen Solomon

Faculty:

Contact: Dr. Kate Gildan, A.D.M. 373, Florida Atlan
tic University, Boca Raton, Florida 33434

UNIV. OF SOUTH FLORIDA

Orff Certification Levels I and I1

JUNE 17-28, 1985

Faculty: Levell— Jim Solomon
Mary Helen Solomon

Level I1 — Konnie Saliba

Contact: Dr. Virginia Bridges, Dept. of Music,
Univ. of South Florida, Tampa, Florida 33620

Patricia Hamill

Mount Mary College

offers

ORFF-SCHULWERK

Certification Course
Levels | &1l

July 15-26, 1985
Guest Faculty

Contact: Sister Rita Schweister
2900 N. Menomonee River Pkwy., Milwaukee, W1 53222

Marion O’Connell

(414) 258-4810




CENTRAL
CONNECTICUT
STATE

UNIVERSITY

FOUNDED 1849

Orff Certification
Levell
July 1-12, 1985

Shirley McRae, Basic Orff
Rida Davis, Recorder
Barbara Chesney-Schmir Movement

3 Credits
{Reduced fee for non-credit)

Contact: Dr. B. Glenn Chandler
Music Dept.
Central Connecticut
State University
New Britain, Conn. 06050

School of Music

ORFF

CERTIFI

Levels |, Ii, and il

and/or Orff Certification)

Summer 1985
June 10 — June 21

Professor Charles Leonhard

61801 (phone: 217/333-3014)

June 17-28, 1985

ORFF-SCHULWERK CERTIFICATION COURSES

“Exploring the world of children’s play as a learning mode”’

Lillian Yaross, level 1 Brigitte Warner', level 3
Jacobeth Postl, level 2
Claire Levine, movement Roberta Sweet, recorder

Celebrating our 20th year!

For further information, write:
DePaul U., Lincoln Park Campus
School of Music, 804 W. Belden
Chicago, IL 60614

MINI SPECIALS...Music Therapy...
Creative Drama...Folk Dance..

Orffin Church...

Early Childhood...

University of Illinois at Urbana-Champaign

CATI

(applicable to a Master’s Degree in Music Education

Cost: $111 tuition for each level

Housing: moderately priced housing is available in graduate student .
dormatories and conveniently located commercial housing facilities.

For information and registration/housing materials, please contact:

University of lllinois School of Music, 1114 West Nevada, Urbana, IL

N\

—
¢ DePaul University

AN

'

SCHULWERK
C N C OURSES

faculty

Jane Frazee — Level il
Arvida Steen — Level li
Judy Bond — Level |
Nancy Miller — Movement
Cynthia Hail — Recorder
Robert deFrece — Choral

content of courses

sequential development of skills and
concepts

training of children’s voices
expressive movement

recorder playing

ensemble experience

choral experience

systematic approach to pedagogy

Note — Anyone with music training wishing
to acquire basic knowledge and pedagogic
foundation in the Orff Schuiwerk approach

may enxoll in Level I.
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Memphis

State
La==- University
DEPARTMENT OF MUSIC
1985
July 15-26
ummer Courses

LEVEL I: Shirley McRae

Nancy Ferguson
LEVEL Il: Konnie Saliba
LEVEL Ill: Jos Wuytack
Movement: Phyllis Weikart
Recorder. Carol King
Classroom Teacher
Orff Course: Karen Medley

Nancy Miller -

MASTER CLASS: July 29-Aug. 2

For information contact:
Ms. Konnie Saliba
Department of Music
Memphis State University
Memphis, Tennessee 38152
Tel: (901) 454-2541

Invitation
from
NORTHERN ARIZONA UNIVERSITY
in FLAGSTAFF
to attend

ORFF SCHULWERK ® KODALY @ LABAN
Summer courses

DEPARTMENT OF MUSIC

GRACE C. NASH

and Master Facuity

Carol Irwin, OKL/Recorder

Elizabeth Gilpatrick, Recorder/OKL

Phyllis Weikart, Movement '

Lynn Drye, Percussion

susan Kujawski, introductory OKL,
Coordinator

1985

introductory Course for Level |, June 10-19, two hours graduate-undergraduate
credit $96.

Certification In Levels 1, Il, lll. Special Level | for non-music teachers.

4 hours graduate credit applicable to NAU's OKL Master’s Degree.
Master Class.

Approximately $425 total. On-campus housing and meals available. ,
Write for Information to: Susan Kujawski, Coordinator OKL, Box 6041, NAU, Flagstaff, Arizona 86011-9990.

west of Asheville, N.C., near
the Great Smoky Mountains,
Blue Ridge Parkway, and the
Cherokee Indian Reservation.
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ORFF - SCHULWERK July 1 - 12, 1985 Western Carolina University

Level I - Music Teachers
Introduction - Classroom Teachers
Clinicians - Konnie Saliba, Becky Love
Also - Eurhythmics, Clogging, Dulcimer

Western Carolina University Cullowhee, North Carolina

Write or call: (704) 227 -7242
Eva Adcock, Workshop Coordinator
Department of Music

Western Carolina University

Cullowhee, N.C. 28723

An Equal Opportunity Institution
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CURRICULUM
DEVELOPMENT IN
FAIRFAX COUNTY,

VIRGINIA

Judy Hennéberger

Music is alive and well in Fairfax County,
Virginia with 105 elementary music spe-
cialists assigned to its 116 elementary
schools. Students receive music instruc-
tion with a specialist for thirty minutes twice
a week. To strengthen the program, ele-
mentary music teachers have been writing
their own curricutum for kindergarten
through sixth grade. Many of these teach-
ers use the Schulwerk approach and are
members of the Middle Atlantic Orff
Chapter as well as of AOSA. Between a half
and two-thirds of them have trained at the
Orff certification program at George Mason
University.

The first seed for curriculum develop-
ment was planted in 1971 when a group of
county music teachers metto share ideas
and provide mutual support, since no cur-
riculum specialist was available for ele-
mentary general music. Soon after, the
Fairfax General Music Educators Associa-
tion was born; this group began sponsor-
ing nationally-known clinicians for
workshops during the school year, among
them many well-known Orff specialists.

During the early stages teachers
developed and shared many lesson plans.
Then under the guidance of Lynn Arizzi,

. the first FGMEA president and at that time
Elementary Curriculum Specialist for Fair-
fax County, teachers met for several days
to begin rewriting and sequencing the
county music objectives. When this was
completed, the task of providing one or
more detailed lesson plans for each objec-
tive began — this led to the writing of texts
for each grade level. Many of the lessons
included Schulwerk materials and pro-
cess. The first books were published with
the titles Kinder-Music House and Little
Music House, Books 1, 2, and 3.

The committee of teachers writing levels
four, five, and six of the series, the Giant
Music House, has worked for three weeks
each summer as part of the school district’s
staff and curriculum development pro-
gram. As per schedule, level six is will be
completed in Spring 1985. (Note: plans are
now in progress for level seven, which will
be used in the Middle School). During the
school year teachers pilot test the lessons
in their music classes. A Januaryin-service
session is held to present sample lessons
to all elementary music teachers in the
county. These teachers may then make
suggestions for modifying or addingfothe

lesson material. In the spring, after all
editing is completed, the lessons are
recorded. Members of the writing commit-
tee select approximately fifteen students,
from both elementary and high school, to
perform the music lessons at the recording
session. At the first fall in-service of the
school year, the committee of authors fora
given book introduces further lessons to
the county music teachers; also at this time
they receive their new curriculum guide.

It has been exciting to be part of such a
comprehensive program of curriculum
development based on the ideas and con-
tributions of so many music teachers. Ms.
Arizzi, who recently became County Coor-
dinator of Music (K-12) has guided them
through this ambitious project with wis-
dom, energy and encouragement. She has
done the final writing of each book as well
as contributing many original songs and

Fig. 1: FAMILY OF THE SUN — OVERVIEW

Lesson One:

Lesson Two:
Lesson Three:
Lesson Four:
poem.
Lesson Five:
Lesson Six:

lessons. It is exciting to see our materials
being used in the music education of so
many students; they have been adopted by
several other school districts in the U.S. as
well as being requested by several foreign
countries. Since they are used throughout
our county, they provide continuity for our
students who, due to the large geographi-
cal area encompassed, are often trans-
ferred from one school to another. When a
student can come into music class in a new
school and recognize lesson material,
songs, and terminology, it contributes to
his/her sense of security and acceptance
in the new environment.

Figures 1, 2, and 3 are excerpts from a
lesson packet in the Giant Music House,
Level 4. They demonstrate another princi-
ple followed in developing the curriculum
guides — the integration of music with
other subject areas.

Sing “Family of the Sun” with vocal ostinati and as a round.
Begin instrumental parts.

Sing song with instrumental parts and play tune on recorders.
Participate in preparation exercises for speech and movement.
Divide students into groups for creative interpretations.of entire

Perform the entire poem (invite the classroom teacher).
Listen to excerpts from The Planets by Gustav Holst and respond

with lJanguage to the feelings of the music.

Lesson Seven:

Listen to “Saturn” or “Neptune’” and respond with art work. [Each

lesson is subsequently worked out in detail for the teacher]

Fig. 2: PROGRAM OF STUDIES — OBJECTIVES

2. Sing two and three-part rounds or canons and two-song quodl|ibets.
4. Perform at least two different vocal ostinati with a melody. -
6. Demonstrate recognition of ABA and rondo forms with movement or.art work.
10. Listen to program music and dramatic music and discuss how ideas, feelings, or events

are communicated by these compositions.

17. Perform more difficult rhythmic activities combining direction, tempo, levels, weights,
and/or locomotor skills in response to verbal or sound cues. .

22. Perform compositions ininstrumental ensembles using melody and non-pitched per-

cussion instruments, playing three to four different parts together and including at least

two pitched ostinati.

24, Play at least E,G,A,B, C (high), D (high) on the recorder.
31. Create a dance, mime, or combination of movements to a song, poem, story, musical
composition, or student-created musical accompaniment.

Figure 3: SONG: “Family of the Sun”
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The family of the sun, the family of the sun.
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There are nine pla-nets in the family of the sun,
—by permission of Marilyn Tabb Continued on Page 26
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1985
In lesson five, the song is used asa refrain before, between, ORFF COU RSE S
and after the verses of this poem: g - -
Seattle Pacific University
Mercury is hot, and Mercury is small;
Mercury has no atmosphere, it’s just a rocky ball.
Venus has thick clouds that hide what is below. July 8th - 1 2th
The air is foul, the ground is hot, it rotates very (3 credits) . )
W“s||ow.’t’h Earth our " ditst introduction to the
e love the Earth, our home—it’s oceans and its trees.
We eat its food, we breathe its air, so no pollution, Orff Ap proaCh
please. Jan Hall, Ann Palmason
Mars is very red—it’s also very dry and cold. Elaina Stewart, Sonja Yeager ,
Some day you might visit Mars if you are really bold.
Great Jupiter is big—we've studied it alot. July 15th - 26th :
We found that it has sixteen moons and a big red spot. (5 credits each)

Saturn has great rings—we wondered what they were; .
Now we know they’re icy rocks which we see as a Orff-Schulwerl: Levels | and I

blur. Shelley Nordiund, Susie Green

Uranus and Neptune we don't know much about. Greta Rizzuti, David Asplund
Maybe you will study them and then we'll all find out.

Pluto’s last in “ne; it's quite far fromthe sun. For further Informat'on contact: Dr. Caro,
It's small and cold and icy, too—to land there won'’t be Rogel Scott 0 school of Fine and Performing

fun. -, . .
{From Exploring the Planets Gallery, Naticnal Air and Space /;\glsl E[%e‘aztgg) FZ)aBC]lfIZCqLIJQIverSIty [ Seattle, WA

Museum, Smithsonian Institution.)
—Lesson excerpts reprinted by permission of Universal Press Syndicated.

Seattle Pacific University

ridgewood orff summer workshops

in conjunction with Teachers Coilege, COLUMBIA UNIVERSITY
held at West Side Presbyterian Church, Ridgewood, NJ

LEVEL | LEVEL 111
August 5-16 July 15-26
Marilyn Davidson Sue Snyder

POST LEVEL 111

REVIEW OF LEVEL | . .
Developlng' Stories Into Song

July 22-26

& Dance
Larsen, Schrader July 15-19
LEVEL II f‘;’onf”t'esf’ft —
. -3 graduate credits, or 6 continuing
August 5-16 education units available, AOSA certification
Sue Snyder guidelines followed.

FACULTY:

Marilyn Davidson—Music Teacher, Bergenfield, N.j., AOSA National Board; arranged Orff instrumental material for 1981
Silver Burdett Music series; Master Teachers Certificate in Orff, Memphis State University, numerous workshops including
National AOSA Convention, MENC, PMEA, NJMEA, Ithaca College, Hartt School of Music, and Towsen State University

Sue Snyder— Director, Ridgewood Orff Summer Workshops; Music Teacher, Greenwich, CT; adjunct faculty, Teachers
College, Columbia University, PhD candidate, University of Conn.; Co-founder NNJOSA; Master Teachers Certificate in Orff,
Memphis State University; numerous workshops including Wm Paterson College, C.W. Post, Fairleigh Dickinson,
University of Conn., MENC, National AOSA Convention

GUEST FACULTY:
Avon Gillespie— North Texas State University, guest faculty at Orff Institute, Salzburg, Austria; Orff Certification, University
of Toronto; internationally reknowned clinician.

With Elaine Larsen and Jacque Schrader—Movement Kelly Tyma—Recorder

Contact: SUE SNYDER, 5 LANCASTER DR., W. NORWALK, CT 06850
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ORFF SCHULWERK IN A SUMMER DAY CAMP:
A SUCCESS STORY

Lori Goldschmidt and Elizabeth Van Mater

Strains of Avon Gillespie's “Gruss Gott,
Hello” are heard as dots of yellow dart
across campus. Children in bright yellow T-
shirts sing happily on their way to their next
creative activity. Brookdale Community
College is the home of a unigue multi-arts
camp where creativity is nurtured in an at-
mosphere of joy, support, and discipline.

Brookdale, situated in Monmouth Coun-
ty, New Jersey, is a beautifully designed
modern campus on a former horse farm.
The camp functions in the professionally
equipped spaces of the music and art
buildings. Since the camp runs simultan-
eously with the college’s summer session,
the campers not only enjoy these facilities
butare ina milieu that is most assuredly dif-
ferent from elementary school life. For most
of them it is the first exposure to a college
campus. Scholarship money from local
businesses helps to bringin the financial-
ly needy and those students with physical
and learning disabilities.

The story began five years ago when
Dean Norma Klein and Director Mary
Carter envisioned a camp where the whole
child would be free to explore and develop
ail facets of his/her creative self. That first
summer it operated as a music camp with
related arts offered in the afternoon. Orff
Schulwerk, its process and philosophy,
was the basis of successful music making
for everyone. Each year has beenastep in
careful growth, with dance, visual arts, and
theater camps added in stages. We have
built into the structure a relatedness of all
art forms, an atmosphere of low risk,
acceptance and warmth, and a close per-

sonal involvement with all the campers.
There is a careful balancing of process and
product.

Campers, aged 7-14, register for one of
the four “majors” for either one or two two-
week periods. The children, further
grouped by age, remain within this major all
morning. Within the music area thereis a
further division into piano, band, or Orff/
voice/recorder. A very low stafffstudent ratio
is maintained. Complementing the excel-
lent professional faculty are alarge number
of high school and college age young peo-
ple known as interns. They are not paid, but
may work for college credit.

Following the morning program a half-
hour “special” is scheduled. This has in-
cluded such events as a tour of the college
broadcasting studio, a guided walk in the
college woods, a story telling period, and
lively folk dance sessions.

A highlight of the camp program is the
series of visiting artists; seven or eight are
scheduled for each two-week session. A
graphic designer showed, step by step,
how the camp brochure was created. The
author of a book on ancient Greece ex-
plained the long, slow development of his
work, from inspiration to publishing.
Another guestled the children, ever so sen-
sitively, in guided fantasy, showing the
deep connections between one's inner
dream life, the relaxed state, and creative
output. Campers were fascinated by a
demonstration on a Moog synthesizer. A
sixth grade class of expert jugglers per-
formed. A demonstrator of bread baking

SER 5

exclaimed, “Of course, you must knead
with love!” The list of guests has included
aconcert pianist whois also a brilliant jazz
improvisor, a folk dance performing en-
semble, and a mime performance.

The last segment of the day, that which
truly emphasizes the camp philosophy, is
incredible to observe; itis an hour in which
each camper attends another art area.
Here are young dancers doing pottery, a
saxophonist learning calligraphy, painters
in a small guitar ensemble, a mixed group
from various areas putting together a play
which, later in the week, would be taped in
the college’s professional TV studio.
Another group is hard at work on a creative
writing project. Small ensembies of re-
corders, strings, and woodwinds can be
heard rehearsing.

A particular source of pride for the camp
is the leadership training program. Each
teacher guides the interns both technical-
ly and personally so as to maximize his or
her ability to carry out projects with the
campers and to develop leadership skills.
Some interns are used on a one-to-one
basis with handicapped students. All in-
terns attend separate training sessions
and rap groups. But allis not work! The in-
terns, too, are artists, and many a lunch or
free period is spent putting together skits,
songs, dances, or even a rock band. Time
is provided for them to “show their wares.”
A few may be used in the Orff ensembles
to play the more difficult parts, and they
may also conduct the band in the final
performance.

The product of intensive efforts during
each two weeks is the gala and moving
“Parents’ Day,” held on the last Friday. The
art building becomes a gallery for display
of weavings, masks, pots, collages and
other projects. Creative writing is displayed
inthe theater lobby. Final rehearsals con-

Continued on Page 28
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Department of Music

UNIVERSITY OF CALIFORNIA, LOS ANGELES

HISTORICAL PERSPECTIVES IN ORFF SCHULWERK

Study of our Western musical heritage, with application of its principles through the Orff process. For those
experienced in Orff.

Instructor: Richard Gill Dates: August 19-23

INTRODUCTION TO ORFF SCHULWERK

Instructor: Millie Burnett Dates: August 26-30

with members of the LACAOSA Chapter

Each course earns 2 university quarter credits. For Information, contact: Dr. Maureen Hooper,
UCLA Dept. of Music, Los Angeles, Cal. 90024. Tel: (213) 825-4761

University of Cincinnati

COLLEGE-CONSERVATORY OF MUSIC
August 5-16, 1985
'LEVELI, LEVEL II, and CLASSROOM TEACHER COURSE

Faculty:
Brigitte Warner, Basic Orff Jacobeth Postl, Basic Orff
Judy Thompson, Movement Claudia Grayson, Recorder
Rosemary Keopfle, Classroom

For further information, please write or call:

Dr. Rene Boyer-White, Director, Orff Schulwerk Summer Program, College-
Conservatory of Music, University of Cincinnati, Cincinnati, Ohio 45221-0003,
Tel.: 513-475-4409, or 683-5606
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Camp—From Page 27

tinue throughout the morning. Atnoon the
gates are opened; the visitors join the
campers and interns for a picnic lunch on
the grounds. At one o'clock all go into the
music building to hear brief performances
by the guitar class and the piano class;
styles of music presented range from clas-
sical to jazz improvization. Finally everyone
enters the big theater for the culminating
performances. All Orffinstruments are on
stage, as are one hundred or more
campers, thirty or so interns, and the entire
staff. “Gruss Gott” has become our tradi-
tional opening number. Three more Orff
numbers follow; they have been carefully
chosen to present an exciting but balanced
view of the Schulwerk. A typical program
mightinclude an instrumental piece (such
as Music for Children, Vol. Il—Murray ed.,
p. 94), “Sur le pont d’Avignon (Murray, vol.
lll) and “Hambone” (arranged by Nancy
Ferguson in Hearing America).

Next on the program the dance campers
perform both ballet and jazz styles. Be-
sides dancing to well-known music on re-
cording, they also choreograph pieces to
original faculty and intern compositions.
After this the theater camp presents an
original short play. Lastly the band per-
forms. For the final selection all campers
again go on stage, as a stirring and weli-
known piece such as “This Land Is Your

"Land,” by Woody Guthrie, is sung, played,

and even hand signed. The audience is
awed by the discipline, organization, and
professionalism of the entire production.
“Amazing forjust two weeks” is heard over
and over again.

Acamp farewell song (Van Mater’s words
to the round *“Kookaburra™) sums up the
experience:

Just two weeks ago we said, “Hello, Hi,”

Now to all our friends, old and new,
“goodbye;”

Art, music, acting, dance, we can doitall
at Brookdale Arts Camp.

* dk Kk k k * *

Lori Goldschmidit teaches Orff at the New Schooi
of Monmouth County and the Monmouth Con-
servatory of Music. She also teaches recorder
and international folk dancing. She is program
chair for the Navesink Recorder Society.
Elizabeth Van Mater is president of the Central
New Jersey Chapter; she is on the faculty of the
Monmouth Conservatory of Music and the
Montessori-Alpha School of Highland Park, N.J.
She is director of music at Old Brick Reformed
Church,
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Statues in the Park

(see Music for Children, American Ed. Vol II, p- 148)

Photo: Students of Gin Ebinger,

Los Alamos, New Mexico
Drawings: Students of Gretchen Wahlberg,
North Fort Myers, Florida
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University of
Arkansas at Little Rock
June 17 through 28

Orff Schulwerk, Level
Desigtied for music educators

Music for Earfy Childhood
Desigried for preschool teachers with no musical training

Faculty
Milfie Burnett
Ruth Smith
Amelia Farlow

For information contact Linda Krute, UALR Division of
Continuing Education, 33rd and University Avenue, Little Rock,
Arkansas 72204, 501/569-3316.

hamline university
f JANET MCMILLION NANCY MILLER JANN MUCK M/
Ol' GOETZE SHELLEY GRUSKIN LYNN JOHNSON JANI

cen |
MARY GOETZE SHELLEY GRUSKIN LYNN ANN KAY
con m 1 craly KEMP JANET MCMILLION NANCY MILLER JANN M

GILL MARY GOETZE SHELLEY GRUSKIN LYNN JOHI
education

MARCELYN SMALE ARVIDA STEEN JUDY BOND JA
RICHARD GILL MARY GOETZE SHELLEY GRUSKIN L
ANN KAY HELEN KEMP JANET MCMILLION NANCY

JANN MUCK MARCELYN SMALE ARVIDA STEEN JU

Announcing a “Summerful” of
Courses and Workshops for 1985, including

e Fifteenth Annual Three-Level Orff Schulwerk
Certification - July 29-August 9

e First Annual Level | Kodaly
Certification - July 1-12

e Choral Music for School and Church
¢ And Much Much More

Questions?

Call (612) 641-2027 between the hours
of 8:30 a.m.-4:30 p.m. Monday - Friday.

Or address-your inquiry to:
Summer Sessions Office
Hamiline University

St. Paul, MN 55104.
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LETTERS TO THE EDITOR

Dear Editor,

| awaited my Winter Echo with great an-
ticipation. You see, | knew it would include
areport on the Las Vegas Conference and
| was more than a bit anxious. 1 had worked
on various committees for almost two years
— planning, preparing, cutting, pasting,
glueing, sewing, all for what | knew was
more than a worthwhile cause. When the
time finally arrived, | hauled instruments,
unloaded boxes, set up displays, and
worked long hours (1 even managed to at-
tend a few sessions!). But still | was anxious
to read about it afterwards. Sure, | was
there, but | wanted to read others impres-
sions as well. The article that appeared in
the Winter issue had many positive things
to say about our eighteenth conference,
and although | am probably a bit biased, |
heartily agree that a good time was had by
all,

But | am a bit confused about some of
the initial comments regarding our city. You
see, Las Vegas is my home. | have lived
here for thirty years (yes, there are natives
in Las Vegas). | am very proud of our city
and everything it has to offer.

We never considered a conference
hosted in Nevada as a ‘‘gamble,” and are
surprised that some thought “the immedi-
ate response — both physical and cultural
—isnegative.” | was hurt to read thatjokes
were made to cope with the environment,
and the implication that Las Vegas is in-
congruous to elemental music.

Maybe | have misinterpreted the true in-
tention of the report. Those of us in town
that gave so much of our fives to do the best
job possible try to find the good in every
situation and look forward to visiting dif-
ferent parts of our country when attending
conferences. | have always prided myself in
being openminded and willing to seek out
and enjoy new experiences. Hopefully the
views expressed in the article donotrepre-
sent the majority and were well intended.

1love Nevada and | love Las Vegas. | had
hoped that all of our work and dedication
would make you feel the same.

Sincerely,
Debra J. Hofferd
Member, Desert Valley Chapter

Dear Ms. Hofferd:

Be assured that in my article on the con-
ference in the winter Echo no slight was in-
tended, either on the Desert Valley Chapter
or the people of Las Vegas. However, our
conference did take place on the Las Vegas
strip. Many of us had never before seen
neon architecture. Many of us had never
before been in a gambling casino, so that
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the several-times-daily trip through the
casino to the conference sessions was in-
deed an assault on our senses. The over-
whelming majority of conference partici-
pants appreciated the fine conference and
the considerable effort that went into mak-
ing it a success. But we also were aware
that the physical setting was very different
from other conferences.

That Las Vegas and Orff Schulwerk
make a curious combination was certain-
ly implied in the report. That is true if one
sees dice games instead of jump rope
games. ltis true if one is dazzled by neon
lights and blinking game machines but
neglects to go outdoors and be warmed by
the natural sunlight. But of course Orff
Schulwerk is more — it is people and ideas,
and the Las Vegas/Orff combination ful-
filled all promise in this regard. Highlights
| can mention were the two children’s per-
formances, the presentations by local
musical groups, and the warm welcome ex-
tended us by Chapter members.

| can sympathize with the feeling you ex-
press — that your home has in some way
been insulted. As a resident of Washing-
ton, D.C. | am accustomed to visitors
assuming that everyone living here is a lazy
bureaucrat squandering tax dollars. The
scale and architecture of the monuments
and federal buildings here make an imme-
diate visual impact on visitors, causing
many to refer to their government as the im-
personal “them.” But my own senses are
no longer bombarded on atrip downtown.
I am used to the scenery — I don't really
see it anymore. And bureaucrats with art-
istic temperaments and humanistic ten-
dencies number among my closest
friends. To be sure, those of us who live
here try to show visitors ‘“the real
Washington,” but for the most part we just
try to be tolerant of those who haven't yet
tearned to love our city.

Yours sincerely,
Carol Erion

REVIEWS

MOVE, SING, LISTEN, PLAY-—
PREPARING THE YOUNG CHILD FOR
MUSIC. Donna Wood (Toronto: Gordon
V. Thompson, 1982),

TODAY’S CREATIVE CHILDREN—
SING, PLAY, AND MOVE. Millie Burnett
and Patti Wiggins (Dubuque, lowa:
Kendall Hunt, 1984).

What a pleasure to review two more texts
whose central focus is Schulwerk process
and areas of activity and, coincidentally,
which bear very similar titles! Both books
are written by teachers of training courses
for music in the classroom and effectively
serveto reinforce the hands-on classroom

The American Recorder
Society Proudly Announces

Recorder
Teaching
Seminar

To receive a brochure
and application, contact
Martha Reynolds, Dept. O
5909 Hidden Valley Trail
Austin, TX 78744
(512) 441-0106

experience of their students.Both have
valuable offerings for the experienced
teacher as well. Donna Wood’s book is
limited to children between three and
five/six years. The Burnett-Wiggins book
extends its age range well into the elemen-
tary grades. In broad outline both books
deai with the child’s developmental and
corresponding musical characteristics
(early years), have a large collection of
musical materials and process sugges-
tions, and lastly, one or more sections
devoted to musical information and skili
development along with teaching sugges-
tions for the newly initiated teacher. Today’s
Creative Children includes a chapter on se-
quenced material for beginning soprano
recorder.

Donna Wood is both a ceriified nursery
school teacher and a music specialist. Cur-
rently she is teaching both pre-school
children” and teachers-in-training at the
Royal Conservatory of Music in Toronto,
Ontario. Her combined experience is
reflected happily throughout the text by a
warmth of understanding in regard to child
behavior and feelings as well as a
knowledge of the step-by-step sequence
need to help them experience and unders-
tand music. Part | details the five stages
from infant-toddler to six-year-old. Part II,
the main section of the book, offers many
materials for movement, singing, listening,
and playing instruments. These include
ideas for developing introductory singing
and reading skills, games, chants, songs
from the world of the nursery rhyme
through playgrounds of childhood folk
songs, and a carefully detailed introduction
to using percussion instruments. It is full of
the wisdom of experience and possibilities
for creative extensions of the materials.
The last section of the book discusses the
role of the teacher in the pre-school, need-

“

June 16-22, Tuition—$200
San Marcos, Room & Board—
Texas $140-165
Faculty will Fees subject
include: to change.
Edgar Hunt
Martha Bixler

Shelley Gruskin
Constance Primus
Martha Reynolds
Peter Seibert

Financial
assistance
available.

ed musical information and skills, and most
importantly, presents a series of clear, brief,
well-organized lesson plan models. Each
section includes a reading list and projects
for student teachers. There are many at-
tractive photos and drawings, and wonder-
fully clear diagrams for the move-
ment/game activities.

Much of the content of Today’s Creative
Children applies to elementary school
children from kindergarten up, with ample
opportunity for simple presentation and
selective adaptation for younger children.
Chapter | argues for activity as essential to
musical perception in child development,
emphasizing the need to know why we as
teachers do what we do, as well as the
greater importance of how we teach con-
tent. It stresses activity as a
significant and positive force in the child’s
affective and cognitive growth. The list of
identified goals in early childhood pro-
grams along with parallel musical goalsis
valuable information for music teachers of
the young. The second chapter, “Rhythm
Comes Alive,” is a very useful collection of
reaction training games, so important in
serving both developmental and musical
purposes. There is a wide variety of echo
games (beginning with those for the very
young), unison response games, and reac-
tion training- games for movement and
reading readiness. The chapter also in-
cludes games for establishing beat with
language materials and with props such as
bean bags, balls, and stones. Finally, there
is a group of movement “puzzie” activities.
It is an extensive list of great value to new
teachers and a welcome addition to the
storehouse of experienced ones.

The four chapters devoted to holidays,

American heritage, singing games, and
Continued on Page 32
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multi-cultural experiences have familiar
and traditional as well as fresh new
materials for pre-school and elementary
grades. Many have simple, realistic in-
strumental settings, along with sugges-
tions for creative musical and dramatic ac-
tivities. Some have guitar or autoharp ac-
companiments. The multi-cultural
materials might be especially enrichingin
classrooms with many chiidren newly in-
tegrated into our society. Chapter seven,
containing source materials for develop-
ment, offers four charming folk tales:
American Indian, African, South Ameri-
can, and Japanese.

Throughout the book there are sample
lesson plans and model learning se-
quences built on specific musical concepts
such as pentatonic scale, simple form,
pulse and rhythm, etc. The book has many
photos of children in action and charming
original designs. Unfortunately the spacing
from one activity to another is not well defin-
ed visually. Today’s Creative Children
deserves careful perusal by music
educators, whether as an Orff-focused text
for classroom teachers in diverse situa-
tions or as a well-defined collection of ad-
ditional materials for specific musical
goals. Like Donna Wood’s text for the very
young, this book is a valuable documenta-
tion of new directions foilowed for some
time by teachers making music with

“children. .
—dJacobeth Post/

FENCE POSTS AND OTHER POEMS.
Ruth Pollock Hamm (Schott, 1982).

This wonderful collection of poems,
many of them created by students, is an ex-
cellent resource for creative activities. The
book is written for upper elementary and
junior high grades, with many poems
suitable for those often difficult seventh

and eighth graders. The book includes a
wide variety of poetic styles — nursery
rhymes, limericks, haiku, cinguain, tanka,
and senryu (the last four with rather strict
rules of composition). The poetry is vai-
uable not only from a musical standpoint
but for stretching the students’ awareness
of poetry itself. My fifth grade, using the
form “found” poetry, developed a composi-
tion with movement and percussion to

. “May your holidays. . ”; subsequently they

spent a day creating original poems to
develop further.

The book is divided into five sections,
grouping the poems for particular use —
for melodic development, for sound set-
ting, etc. It is clearly stated, however, that
the poems can and should be enjoyed ina
variety of different ways, allowing the sug-
gestions to spark new ideas. My sixth
graders were particularly fond of the sec-
tion on jazz; it includes pieces by noted
poets (Carl Sandburg’s ‘Jazz Fantasia,” for
one) and a short playlet. As “jazzmen,”
students can create within the jazz idiom.
“What Is Jazz” by Mary L. O’'Neill was quite
successful because of its strong underly-
ing beat and rhythmic text. The delightful
title poem, “Fence Posts,” is included in the
section containing texts for musical scores;
this eight word poem is the basis for
originality in vocal and melodic
development.

As Ms. Hamm leaves her plans very
open-ended, the possibilities are un-
limited. The texts can be used for melodic
development, sound settings, movement,
and composition, truly accommodating
student independence and originality. The
material challenges both students and
teachers to expand their creative potential.

—Lisa Ann Parker
Bush School, Seattle, Wash.

UNCLASSIFIED ADS

This category is being instituted to provide op-
portunity for congratulatory messages, used
items for sale or swap, items or services
wanted—anything of an individual nature. The
costfor eachitemis $3, which willbe donated to
the Keetman Fund. Send your items, prepaid, to
the Editor. Editor reserves the right to condense
or modify items if necessary.

Looking for Someone | promised to re-
imburse for a cab ride Sunday morning
from the Hacienda to the AB/EB breakfast
at the Sahara. | lost your name — please
get in touch! —Gin Einger

Wanted: One Gorilla, to pay avisittocer-
tain principal. Apply in person.
—Pat Brown

Donna and Carol: Sorry, didn't mean to
leave those items in your room. Wasr'tthat
a great conference? Let's get together
again in Kansas City! —DW.

Secluded house in Northern California
to sublet or swap during holidays, sum-
mer, and early fall. 15 mi. from ocean
beaches, 80 min. from wine country &
San Francisco, hilltop view of redwoods
and meadows. Wood stove, garden,
Baroque record collection. | am looking
for a similar retreat in desert, mountains,
or East.Coast.

__Janet Greene, Box 33, Occidental, Ca.
95465,

AMERICAN ORFF-SCHULWERK ASSOCIATION

MEMBERSHIP

Regular - Receives one year subscription to ORFF ECHO, copy of annual membership directory, voting privileges, reduced
registration fees at annual conference.
Student - Receives same privileges as regular mem
Retired - Recelves same privileges as reguiar members
AOSA for the previous 5 consecutive years,
Educational institution - Receives three copies of the one year subscription to O
the organization holding such membership,
Library - Receives three copies of the one year subscription to the
Music industry/Business - Receives three coples of the one year subs

July 1, 1984 to June 30, 1985

ber but must be a full-time student.
but must be age 60 or older, retired, and have been a member of

tory, 1 vote for a collectively elected representative on the AOSA Natlonal Board of Trustees.

DATE oo — PHONE

area code

NAME

MAILING ADDRESS.

CITY

STATE ZIP

CURRENT CHAPTER AFFILIATION (if any)

Please check the following which are applicable to you.

Music Therapist
—__.University Professor

Muslc Specialist (classroom or private)
General Classroom Teacher
——Student at

1 Check here if you do not want
phone number listed in directory.

PLEASE COMPLETE

New Member

Renewal ID No,

Intermittent (held-past
membership)

MEMBERSHIP

Regular ($25.00)
Student ($12.00)
Retired ($17.00)
Educ. Institution ($35.00)
Library ($30.00)
Bus/Mus Industry ($45.00)

Add $3.00 for mailing
outside U.S.A.

Add $3.00 for mailing
inside U.S.A. after
11/15/84

00o

RFF ECHO. One person, designated by
shall be entitied to all ozher regular membership privileges.

ORFF ECHO. No voting or membership privileges.
cription to the ORFF ECHO, copy of annual direc-

TOTAL DUE $

MAIL TO:
Church Musician

(inctude copy of current 1D}
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Other

National Dues DO NOT Inciude membership dues of local chapters
MAKE CHECKS PAYABLE TO: AMERICAN ORFF-SCHULWERK ASSOCIATION
AMERIACAN ORFF-SCHULWERK ASSOCIATION
DEPARTMENT OF MUSIC

CLEVELAND STATE UNIVERSITY
CLEVELAND, OH 44115

Please advise promptly of address change
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Now,
authentic Orff
instruments
take on new
dimensions.

Our complete line includes everything from
xylophones, glockenspiels and metallophones to wrist
bells to central tuning timpani. Every instrument is made
with typically excellent Dutch craftsmanship. And the
best part is that all Wm. Lewis GB instruments are
authentic Orff in every way. Like genuine rosewood or
tempered steel bars. All wood tone chambers. Plus each
Wm. Lewis mallet instrument undergoes a special four
step tuning process. So you're guaranteed of true Orff
sound quality. Plus they're compatible with all leading
equipment brands.

Ask your local dealer about Wm. Lewis GB authentic
Orff instruments and you might even save money in the
bargain!

Sold only through authorized dealers. For more
information write or call (800) 645-8465. In New York
State call (800) 632-3322.

Wm. Lewis & Sons
3000 Marcus Ave., Suite 2W7, Lake Success, NY 11042
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® of Mus\®
October 23-27, 1985

Radisson-Muehlebach Hotel ,‘
Kansas City, Missouri | I
hosted by ™~
Heart of America Chapter
American Orff-Schulwerk Association
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