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/ACATION AND STUDY THIS SUMMER

NEAR ONE OF AMERICA’S FAVORITE
VACATIONLANDS, THE GREAT SMOKY
MOUNTAINS NATIONAL PARK. it 2

National Dalcroze Conference—July 23-25, 1986
Featuring England’s Elizabeth Vanderspar

One semester hour graduate credit

Orff-Schulwerk Workshop—July 28-August 1, 1986

Featuring Belgium’s Jos Wuytack
Two semester hours graduate credit

FOR FURTHER INFORMATION, CONTACT:

Eva Adcock, Workshop Coordinator
Department of Music

Western Carolina University
Cullowhee, North Carolina 28723

(704) 227-7242

An Equal Opportunity Institution

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

Palisono xylophones join Sonot’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, P.O. Box 15035, Richmond,
Virginia 23227. Or call us toll-free at
(800) 446-6010.
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BOSTON CONFERENCE

Pat Hamill and Marion O'Connell
National Co-Chairpersons

HEAR YE! HEARYE!...The SPIRITOF
'86!, AN AMERICAN EVOLUTION, will
be the scene for creative, musical acti-
vity in Boston at the Sheraton-Boston
Hotel from November 5-9, 1986.

The New England Orff Chapter cor-
dially invites AOSA members and
friends to come to Boston for this 20th
Annual Conference. Itwill focus on the
evolution of the Orff-Schulwerk philo-
sophy and musical exercises from their
earliest roots into the farreaching
future.

The musical evolution of the whole
person_from the pre-school child, to
high school students and on to the

‘adults and to geriatric patients will be

the focus this year. The Conference will .
have John langstaff's “REVELS” woven
like a brightly colored thread through-
out the sessions and demonstrations.

A’ Celebration of the Winter Solstice”
on Sunday morning will be the culmina-
tion of the 11 workshops in folklore,
song, dance and stories given by the
Langstaff team.

A daily “Boston Tea Party” will re-
juvenate participants after a day full of
excitement and activity. While you sip
your favorite tea and munch on scones,
various chapters will provide entertain-
ment for your pleasure and profes-
sional inspiration.

Everytime you hear or sing Do-Mi-
Sol, think of ”Goin’ to Boston” and plan
to come for what promises to be the
most exciting AOSA event yet!

The

Spirit of *86
i

Evoluiion

November 5-9,1986
Sheraton-Boston Hotel
Boston, Massachusetts

Her o, lowe yeo .
the New Engloed Orf] Chapler fovites
wonta o
Sessions on
Singing
Instruments
English Country Dancing
Mo'rris Dancing
Movement
improvisation
; Curriculum
. Listening
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INTERVIEW WITH ROBERT M. ABRAMSON

Patti Wiggins

This interview was done in July, 1985,
during the Dalcroze Teacher Training
Institute at the Manhattan School of
Music in New York City, where Prof,
Abramson is a member of the Music
Theory department and Director of
Dalcroze Studies.)

Wiggins: How were you first attracted
to Dalcroze? What aboutitappealed to
you?

Abramson: My earliestinvolvementwith
the work of E. Jaques-Dalcroze (and
Jaques-Dalcroze is his correct surname)
came aboutaccidentally. | was studying
at the Juilliard School in New York,
majoring in composition, after doing
undergraduate studies at the Peabody
Conservatory. A composer friend of
mine who was studying at the Dalcroze
school invited me to meet him there.

An advanced class in eurhythmics,
solfege and improvisation was in pro-
gress and | was invited to join the group
as a guest. Although | was already
accomplished as a pianist, conductor
and composer, | was amazed at the
possibilities of doing four rhythms
simultaneously with four different parts
of the body. | was asked to present not
only the separdtion of these rhythms
but the resultant feelings and qualities
of their counterpoint. That was very
challenging.

Even more exciting than that was the
performance of the teacher, who was a
brilliant pianist/improvisor. Her music,
being analyzed with my ears and being
expressed by my body movement, was
as closeto being within a piece of music
as anything | had ever experienced in
either composing, performing or con-
ducting. It was very exciting and made
me feel totally alive.

| decided to continuethe study. After
a semester of training, | applied for the
training course for teachers. At that
time, | did not realize how few people
received teacher certification, nor that
the personal, physical demands of the
course and the jury examination in
teaching were tremendously difficult.
But it was worth all the work because of
that constant joy.

You never teach the same lesson
twice, and you're constantly getting
new input about how people hear, how
they listen, how they express, how they
physicalize, and how they use them-
selves (well orbadly) to produce music.
It's always a source of amusement,
amazement and creativity in my life.
Wiggins: | have noticed in your classes
the stretching of the mind, this expand-
ing beyond what people already know

Robert M. Abramson

or are comfortable with, and | find it

very exciting, too. Those of us who are
involved in the Orff Schulwerk would
like to know your impression of the
relationship.

Abramson: | think that the people who

-have been trained in Orff Schulwerk

have learned a tremendous amount
about music for themselves as well as
how to teach it. They-might gain some-
thing from then continuing into the
Dalcroze work, which asks you for even
more skills, and it seems.to be a natural
outgrowth. They will be amazed at how
much they already know of these ideas.
There’s always been a kinship.between
Orff and Dalcroze. Certainly they lived
alongside each other; certainly two
people, Gunild Keetman and Mary
Wigman, who were infiuential in Orff's
firstworkin elemental music and dance,
were both students of Dalcroze.

The whole Greek idea of orchesis —
speech, movement, sound and instru-
ments is embodied by Dalcroze. His
belief that the Creek idea of rhythm,
which includes balance, proportion
and all the other elements of living, is
also part of Orff Schulwerk. So | feel that
they are very close in philosophy.

| don't think there is any discrepancy
atall in the basic, total vitality of the Orff
and Jaques-Dalcroze methodology nor
in the playfulness and joyfulness of the
improvisatory approach.

In practice, they are somewhat dif-
ferent. The students in the Jagues-
Dalcroze method, almost never imitate
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the teacher in the process of reaching a
creative moment. The students learn by
improvising movement, speech, song
orinstrumental performance to express
their personal analysis of the music they
are hearing the teacher play.

I do think the music and metho-

dological training required for a Dal-
croze teacher takes a longer time.
Wiggins: In your classes we had access
to some wonderful translations you
have done of the Dalcroze works. First,
tell us what you have done in transla-
tions, and second, what have you writ-
ten on your own and how is'it available
to the general teacher?
Abramson: You brought up a major
problem of the Dalcroze work. There’s
very little available in English, Almost all
materials in Dalcroze work are created
by each teacher for a specific group.
This is a very personal involvemient in
the imptovisatory and creative process.
Dalcroze himself wrote seven volumes
on the subject of solfege and solfege/
rhythmique. I've translated all of them
into English, but they're not published
yet.

There are a few things in English: on
his philosophy and some of his tech-
niques there is a book called Rhythm
and Music in Education and another
one, Rhythm, Art and Education.

Most of Dalcroze’s work was finished
by 1903 or 1904. He also did some
work on left and right brain in a book
called Coordination and Dissordina-
tion, the latter term invented to mean
the ability to have two different images
on the two hemispheres of the brain —
two different rhythms, two different
shapes, two different ideas, and to pass
them from left brain to right brain. He
was very interested in that quite early.

There’s a good book by Elsa Findlay
called Dalcroze Eurhythmics. There is
some good work by Fran Aronoff from
New York University, Music and Young
Children, and a wonderful book by a
woman now living in Australia, Heather
Gell, called Music Movement, and

Young Children, (Australasia Publish-. -

ers). There's also some work by Henri-
etta Rosenstrauch in English on per-
cussion improvisation.

My own published work consists of a
small volume called Rhythm Games for
Perception and Cognition, Volume |
(Columbia Picture Publications). Vol-
ume l will be outsoon. It has strategies
for music teachers and classroom
teachers — games of tempo, of accent,
of measure, of rests, of pattern. These
are of basic concern to all Dalcroze
teachers and others who use move-
ment. It tells how to use time, space,
energy, plasticity, weight, and balance
efficiently, so that people can move

Continued on page 3



Abramson — Cont.

well and not be hindered by physical
problems.
Many are games with balls, ropes,
and simple equipment to keep people
from getting too self-conscious about
movement — often a problem. [t has
two cassettes of music that | improvised
on the piano, to use with the games, for
those people who don't improvise at
the piano or don’t have a piano or who
want to be with the children.
There’s a new book just out that I'm
very excited about — 1 hope it's going
to be very useful — Teaching Music in
the Twentieth Century, Prentice-Hall,
1986. Lois Choksy did the Kodaly sec-
tion, Avon Gillespie the Orff Schulwerk,
and there’s a section on CMP by David
Woods. My section is on Dalcroze
eurythmics, and | think it's going to be
the first time that this is presented so
completely in English. It includes the
Dalcroze solfege, a major part of his
work. . )
We're hoping it will be a real contri-
bution, not so much in comparing the
different techniques as in presenting
them very clearly. | think the basic point
of view is that to do them well you have
to know them well.
In January, 1980, the MENC Journal
published an article 1 wrote called
Improvisation as Synthesis which might
be useful for people seeking more
information about the Jaques-Dalcroze
process.
Wiggins: I've noticed that here at the
Manhattan Schoo! there was a high
ievel of musicianship in the class. That
raises the question for me: is there
room in the Dalcroze methodology for
the general classroom teacher?
Abramson: There’s enormous room for
the general teacher to get a lot of
- important ideas, not just about music
training but real education, education
of the spirit, body, mind, ears, eyes. The
first premise with Dalcroze is that the
firstjob of the teacheris to turn on all of
the faculties of the student. Whether
you're going to end up learning music,
or sociology, or science, or math, or
religion, is not so important as the
ability to use musicto put you together,
to connect everything. ‘
I'm sure that is what the general
teacher is trying to do. More and more
we're getting people who are in general
music, in general classroom teaching,
and outside. of music. They're begin-
" ning to use the games, the strategies,
and the power of music to humanize, to
liberalize, and to develop skills of self-
control and self-discipline, as "tech-
niques for being able to teach students
to harmonize themselves-so they can
be taught. ‘ . :

The first week of our summer course
is a general week called “Introduction

to Dalcroze Eurhythmics” and it has all
kinds of people in it — performers,
teachers, conductors, dancers, psy-
chologists, social workers, physical
therapists. They come tofind out alittle

bit about what's going on and often’

leave with ideas that they can attach to
their particular specialties and disci-
plines;

The nextthree weeks are harder. They
are for certification training. That rarely
ever happens in one summer. The certi-
fication class people generally -have
had at least two years of classroom
teaching, preferably have an M.A. in

music, can improvise at the piano with -

speech, singing, percussion and move-

‘ment, and are generally interested in

developing their own materials and
techniques based on the Dalcroze work.

We have a small number of people
who receive certification. It is still a very
difficult thing to get. You really have to
be a musician and teacher and be ready
to take on some very heavy problems of

'watching students move, correcting the

movement, correcting the music, and
doing everything all at once. Teaching a
Dalcroze class is more than rubbing
your stomach and patting your head. .

Wiggins: Part of the excitement of the
class was that we had daily contact with
the same group of children. Those of us
going on to the later part of the training
will be working with these same children
that we have been watching,
Abramson: Yes, the children were from
a day camp/nursery school, varying in
age from about four to six. They started
out being, in the words of Jean-Jacques
Rousseau, “noble savages,” but more
savage than noble, I think

We work at getting them to under--

stand what space is about and how to
use it without hurting anybody else or
themselves. We try to help them re-
member paths in space, how to present
themselves in space, and how to mod-
ify energy; how to change dynamics
from screaming and yelling down to
singing and speaking, and then into the
quietest of expressions. Once the spec-
trum of expression is under the child-
ren’s control, we can start working
musically.

Wiggins: One aspect of the training this
summer which | have found to be
extremely valuable was the use of the
Alexander technique.

Abramson: Along with Beret Arcaya, a
master of the Alexander technique, |
have begun to incorporate Alexander
techniques into my classes. Many peo-
ple have problems with moving easily,
lightly, comfortably, efficiently and
expressively. Having an Alexander
teacher in the classroom is wonderful
because the teacher can direct students
quickly in ways to lengthen the spine'to
create ease and lightness, This is es-
pecially valuable because some people
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tend to jam themselves in and become
heavy when the work gets difficult, as
when several rhythms are being ex-
pressed simultaneously.

The Alexander work adds that won-
derful sense of lightness and the ability
to get you through the exercises and
experiences more easily, to express
your music more personally.

We need to deal with good body
techniques. Inthe past, the Dalcrozeans
relied on certain dance and gymnastic
techniques to develop strength and
suppleness. This takes a lot of time, is
often inefficient and sometimes stylisti-
cally too decorative.

Dalcroze does not ask for any particu-
lar dancing style. It requires the ability
to walk, run, jump, skip, swing, and do
thousands of ordinary movements —.
and do them expressively and effici-
ently to match the movement qualities
of any music. '
Wiggins: Being aware of yourown body
and your own movement is so import-
ant in teaching the Dalcroze method-
ology or experiencing it. But there is
one aspect of Dalcroze that is frighten-
ing to many people, particularly those
without vast experience in solfege. I've
noticed many people are concerned
about fixed or movable DO. Is there
anything you can tell us about their use
in the U.5.2
Abramson: Let me tell you first of all that
Jaques-Dalcroze uses both. He says,
and | paraphrase, that in order to
understapd the art music of the West-
ern world, you have to know the exact
name of the sound, its position in the
scale and how it relates to the function,
that s, the pulls and pushes and relaxa-
tions along the gravity path of the scale.

Of course, those functions change as
you go up a scale or down a scale —
they're not the same. And so he uses
both fixed and movable concepts. And
you can begin to teach Dalcroze sol-
fege with numbers or letters or solfege
syllables.

And he spends a great deal of time in
C major, because there is so much to
learn about creating melody and har-
mony and counterpoint out of simply
the little movements and connections
in one scale and one color.

There is something to be looked into
about fixed syllables and movable
numbers which is what Dalcroze used,
becduse he was teaching mainly in
French and German-speaking countries
where they had neverheard of movable
DO. That concept had never occurred,
50 it is mainly a problem for English-
speaking people.

However, we're not going to ask the
whole United States to change its edu-
cational methods because perhaps it's
too entrenched, for better or worse.,

Continued on page 19



MATERIALS FOR THE CLASSROOM

Jacobeth Postl

The fusion of a characteristic “hand
jive” with movement from the south
with an indigenous chant from New
England marks -this second contribu-
tion of folk materials extended through
the Orff process. | hope it will appeal to
many middle grade children whose
musical experiences have been limited,
but who need materials beyond the
primary level | suspect “Step Back
Baby” will also intrigue many others as
well,

The . contribution comes from Jim
Solomon who has his M.A.T. in Music
Education from Jacksonville University
and his Master Level Orff Certification
from Memphis State University. He
teaches music K-6 at Evelyn Hamblen
Elementary in St. Augustine, Florida, and
is Adjunct Professor in Elementary Mu-
sic Methods at Jacksonville University
and Flagler College.

TEACHING PROCESS:

A. Echo clap rhythm of song.

B. Teacher plays BX, sings song, asks

questions about song.

C. Echo sing and learn.

D. Teach hand jive pattern (see be-
low.)
Teach dance (see below).
Teach instrument parts with simul-
taneous imitation.

mm

!

Reverse:
Left
palms
down
R, up

f Right palms down
L. up

A

G.  Form: Introduction (hand jive
twice)
A: song and dance
Interlude (hand jive twice)
A: song (2nd verse)-and dance
Coda (hand jive twice)
HAND JIVE:

A. First do without partners, teacher
mirrors.

B. In this pattern, the palms of your
hands always face opposite direc-
tions, i.e., when palms are parallel
to the floor, if your right palm
points up, your left palm points
down, and vice-versa; when hands
are perpendicular to the floor
(one hand on top of the other),
the right palm always faces to the
left and the left palm always face
to your right.

DANCE:

The dance is done while.the song is
sung; it contains the hand jive pattern
broken up into two parts; Measure 1
of the hand jive is done in measure 1
of the dance; Measure 2 of the hand
jive is done in Measure 5 of the
dance; The entire hand jive is re-
peated in the introduction, interlude
and coda. Formation: partners facing
each other: (could also have two lines
facing each other)

HAND. JIVE FOR"STEP BACK, BABY”

I

Reverse;
L. hand
above

(Perpendicular)
R. hand above

MEAS, 2

T

R. backs
of hands

o]

"High 54
high RH
slap - N

nr
W

Parallel sweep, side to side )
alternating R. and L. on top s

\

Y
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\/
f/i& ) r "High 5"L.
.'//“ L. palms L. backs
*

by
-

Meas. 1: Measure 1 of hand jive.

Meas. 2: Take four steps backward,
away from partner, snap on offbeats.

Meas, 3: “Hand wave” — both hands
parallel to floor, palms down;, Wave
hands side to side, one on top of the
other.

Meas. 4: Take four steps forward to
partner, snap on offbeats.

Meas. 5: Measure 2 of hand jive.

Meas. 6: Take four steps backward,
away from partner, snap on offbeats.

Meas. 7: Repeat “hand wave”.

Meas. 8: Take four steps forward to
partner, snap on offbeats.

“Step Back Baby” was very popular
with my 4th-6th grade students at two
different schools, one of which had
never had an Orff teacher before. Be-
cause of the chant-like nature of the
song, and because some of my stu-
dents had very little experience with
Orff instruments, the orchestration is
simple, but it has rhythmic interest. The
students loved the words, but what
really made the arrangement was the
hand jive pattern that was taught to me
by some sixth grade students in St
Augustine, Florida. After | learned the
hand jive (which is used as the intro-
duction, interlude and coda), | broke
the pattern into two parts and included
itinto a simple dance that is performed
with the song. My students enjoyed
adding some improvised movements
to the “step back” section of the dance.

STUDENT
. TEACHER

’,_l;, \ . Send for
LA
ﬂi&weef SPipes

23 SCHOLAR LANE, LEVITTOWN, NY 11756




STEP BAGK, BABY *Bogton
\h arranged by Jim Solomon
FI N I — | ) 1
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N\ Not last night but the night be-fore Step back, ba-by, step back.
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—& L i : (3 E

J Twen-ty four rob-bers at my door,

Step back, ba-by, step back.
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Open-ed up the door éﬁd let them 1in,

Step back, ba-by, step back.
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A Hit'um on the head wf%h a rol-lin' pin,

-

Step back, ba-by, step back.

Verse 2: I picked up my fryin' pan, Step back, baby, step back.
Should'a seen the way those robbers ran, (etc.).......
Some ran east and some ran wesbt, +ivieei it
. Some Jjumped over the cuckoo's nest, ....covviiiiiiiinn
Accompaniment:
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final guire : 3 D 4 “

#STEP BACK, BABY was collected by Keith Knighton in 1971-72 in the Boston
‘public schools. It can be found in The Kodaly Context, written by Lois

Choksy, published by Prentice-Hall, 1981.
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New England Conservatory

Orff Schulwerk
Workshops and Certification Program
Levels I, II, IIT
July 14-25, 1986
with

DANAI GAGNE MAUREEN KENNEDY

CAROLEE STEWART JUDITH THOMAS

Pirie Manor College
Chestnut Hill, Massachusetts
For further information contact:
Maggie Daly
New England Conservatory
‘Xf?\y 290 Huntington Avenue

\/’:‘L”‘ Boston, MA 02115
(617) 262-1120, ext. 283

APOLOGIA

The American Orff Schulwerk Asso-
ciation wishes to acknowledge that all
the fine photographs accompanying
the articles and reviews of the Salzburg
Symposium (The Echo, Fall 1985) were
taken by Karl Alliger, president of the
German Orff Schulwerk Association.
We thank him most kindly forthem and
regret the omission of credit.

— The Editor

DePaul University

June 23-July 3, 1986

ORFF-SCHULWERK CERTIFICATION COURSES
“Exploring the world of children’s play as a learning mode”

Lillian Yaross, level | Claire Levine, movement

Jacobeth Postl, level Il Sheran Fiedler, recorder

Brigitte Warner, level lll Roberta Sweet, recorder ensemble.

Applicabletoa .
Master’s Degree in Music Education

Mini-sessions . . .
Creative Drama

For further information, write:
DePaul University

School of Music, 804 W. Belden Folk Dance
Chicago, lllinois 60614 Early Childhood

L

PAUL REVERE AWARD 1985

The Music Publishers Association
(U.S.A) has awarded MMB Music, Inc.,
second prize for Graphic Excellence for
the publication Blessed Are Those Who
Work for Peace, with music by Hermann
Regner and scenic concept by Barbara
Haselbach, both of the Orff Institut,
Salzburg. Dr. Regner also designed the
cover. It was performed by the partici-
pants at the Cleveland Conference.

Honorswere shared by the publisher,
Norman Goldberg who is a former
Industry Representative on the AOSA
Board; the bookdesigner, Carl Simpson;
the printer and music note setter.

FIRST AID:
Help with problems in the Schulwerk
classroom. Send us your questions.
We'll try to help. (These answers were
gathered at an advisory board meeting).

Q. What shall 1 do with my buzzing
bass box?

A. Runabead ofwhite glue in all joints
top and bottom. Start at the bottom
of the vertical joints and work up.
Allow a long weekend to dry.

A. Put silicone caulking along the in-
side seams.

A. Turnitinto abeehive; buyasoprano
Queen bee.

Q. How do | teach movement in a
room full of desks?

A. Push desks into the hall. {I did and
they didn’t take them away for two
weeks because they were sure I'd
want them back soon,)

A. Improvise movement around, un-
der and between them. Go out in
the hall, the yard, the fawn,

A. Make sure they keep all four legs

going together.

Push the desks togethet and dance

on top like Fred Astaire.

A. If you move them around in a
teacher’s classroom, be sure to put

>

\ r them back. It's good public rela-
tions.

PAGE 6




WHAT'S NEW AT THE LIBRARY

by Janet Robbins Zimmerman

Research Librarian

Greetings from the new lsabel
McNeill Carley Library at Case Western
Reserve University in Cleveland, Ohio.
| sit here in a cozy little room on the
North Coast of America looking out on
snow and sun, This is the library — the
fitst place that we have claimed as our
official space — where the growing
collection of Orff materials now has a
home. The new:-library represents the
realization of a dream for many who
have long been a part of the Schulwerk
movement in America.

I feel fortunate to be associated with

that dream, and | hope to help the

library prosperwhile | am involved with
the project. Through the Orff Echo, you
as members, will be informed about
the current collection and activities at
the library. | invite your involvement, as
well, and hope you will contact me with
any questions, concerns and ideas that
could affect the library’s future.

We are fortunate to have received
several generous and significant contri-
butions thus far. European American
Music Distributors Corporation, sole
U.S. agent for Schott, has given the
library one copy of each of the Schott
publications, providing us with multi-
ple copies of many of the Schllwerk
volumes and adding to the collection
of foreign editions now available.
Other industry support came from Bob
Bergin who donated several volumes of
recorder materials published by Rhythm
Band.

The library has inherited materials
from Isabel Carley, the rarest, perhaps,
being the volumes of Orff Schulwerk
Informationen, published at the Orff
Institute in Salzburg. Joe Matthesius
gave us his archival material, adding
greatly to the historical documents in
the library’s collection. Ruth Hamm has
donated many reports which document
special curriculum projects throughout
the country relating to Orff practices.
She also contributed all her notes and
literature from the early International
Symposia in America, held in Bell-
flower, California.

Several people have responded to
ourpleafordonations at the Kansas City
Conference. Thankyou, Maydelle Meier
and Rita Shotwelll Dawn Kolakowski
recently sent a copy of her master's
thesis, “A Comparison Study of the
Musicality Achieved by Beginning Piano
Students Through the Orff Process and

Traditional Piano Method." Other

authors of theses and dissertations rele-
vant to Orff research are invited to con-
tribute their papers.

Please let me hear fromyou ifyou are
in the middle of a project so that [ can
begin to build a network of researchers
throughout the country. The research
part of the library needs your supportin
order that more dialogue can occur
between veterans (whose research is
behind them) and researchers who are
either in the midst of a project or about
to embark on one.

The bulk of the library holdings are
the result of the library committee’s
selection and recent purchases that
have arrived. The library now has com-
plete sets of the Schulwerk volumes,
Music for Children, (American, English
and German editions) as well as a good
selection of traditional literature and
special song collections by American
authors. Carl Orff's autobiography, The
Schulwerk, Barbara Haselbach’s books
on dance education and several books
relating to the application of the Schul-
werk to music therapy are among the
new additions to the library.

Finally, videotape (2" and %"} of
American QOdyssey are available for
loan ($15.00) or purchase ($50.00).
Videos from selected sessions at the
Kansas City Conference are currently
being reviewed by the film committee
and will be available pending approval
from the individual clinicians. Our
video library of documented teaching
has only just begun.

Aspecial acknowledgement must be
given to Peter Webster, chairman of
music at Case Western University, for
his interest in and support of our pro-
ject. He has lent me a shiny new com-
puter which should make life more
efficient. We are off to arunning start, at
last — Viva la Library!

Isabell McNeill Carley Library of the
American Orff Schulwerk Association
Department of Music
Case Western Reserve University
Cleveland, Ohio 44106
216-368-2360 or 216-368-2400
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"American Odyssey

ORFF SCHULWERK FILM RENTAL

Please indicate correct information. Mail
with two checks: one for rental fee, one
for refundable deposit. The deposit check
will be returned to you when the film is
returned to the Library. Send to:

Janet Zimmerman

Research Librarian

Department of Music

Case Western Reserve University
Cleveland, OH 44106

(Library) 216-368-2400

RENTAL | Deposit Rental Fee
_ l6mm, $200 $15
_1/2" video $25 $10

__ Beta ____VHS

__3/4" video (commercial studio size)
 No charge.

Purchase

___ 3/4" video - $75

_1/2" video ~ $50: Beta VHS
Viewing Dates, indicate two choices to

allow for mailing time:

(1) (2)

Name:

Address:

City,State,Zip

Phone:

® Susm ¢ HEENe BMEN ¢ EENS ¢ WENE 0 WNWE ¢ VR @ MW

FLORIDA STATE
UNIVERSITY

Orff Certification Levels I & 11
JULY 21-AUGUST 1, 1986

Faculty:
Isabel Carley
Beth Miller
Donna Poppe

For information, write or call:

Barbara Larkin
Center for Professional Development
and Public Service
Florida State University
Tallahassee, FL. 32306-2027

(904) 644-3801

/)
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Dear Orff Friends:

T S ' Please help me by suggesting some
- - he Ource. exercises or games that could help
Liguell, France K-1-2 graders stay in tune. [t seems that
for AUTHENTIC ORFF INSTRUMENTS my efforts at “siren voice” and other
ideas have not borme much fruit. And
OF THE HIGHEST QUALITY! the more | work with the out-of-tuners
individually, the more self-conscious
the world of on they feel. Any ideas would be greatly

Universally acélaimed! D appreciated.

New wide bar instruments! W for information

New curvalinear frame! call collect to:
New extended range

Patricia Seibold
(Editor's note: This is areal problem that

oe;ﬁo-sop_rano ins!rum’ents! SYLVIA PERRY ’ Browns Mills, NJ 08015-0148 many teachers face. Your suggestions
er unique features! (609) 893-9111 will help Patricia Seibold — and many
others as well. Send your replies to Beth
The “STATE OF THE ART” Instruments! Miller or the Echo for the next issue.)r

Ist Annual

ANDREWS INTERNATIONAL MUSIC FESTIVAL
open to all Suzuki and traditional students,
teachers, and their families

co-sponsored by Andrews University, Department of Music and
The Suzuki Music Association of Chicago

Dr. Sandra Camp, Executive Director

Dr. Ray Landers, Artistic Director and Founder

Featuring an outstanding faculty

June 22 (5 P.M.) through June 27, 1986
at Andrews University, Berrien Springs, Michigan
(90 miles east of Chicago—near South Bend, Ind.)

M o
L

S

e

Enrichment courses for teachers:

Tracing specific elements of technique through the Suzuki Piano School Books | to 6; Analysis of techniques found in Suzuki Violin School;
Repertoire interpretation-editorial considerations in performance practice, phrasings, fingerings, etc.; Suzuki Pre-Schools for non-musical and
musical subjects; Incorporating extra repertoire; Attitudes towards music education in Japan and America; Similarities in the Suzuki, Orff,
Kodaly, Dalcroze and Montesorri approaches; Introduction to the Talent Education Philosophy; Importance of arts in education— emphasis
on whole brain learning. . . (Teachers may file a staternent of participation with the Suzuki Association of the Americas. Each of these courses
will last from 2 to 4 hours dally. . . one may sign up for |, 2, or possibly 3 courses— up to 6 hours daily.)

Classes for students (ages 3 and up): ,

Semi private lessons in cello, flute, harp, oboe, viola, and violin with emphasis on repertoire found in the Suzuki Method books: Chamber music;
Orchestra; Children’s chorus; Improvisation; Orffinstrument study and movement; Eurhythmics and darice; Baroque performance practice;
Music history and composer biography; Recorder classes; Repertoire group classes. .. (Each student will receive a daily lesson in his instrument
and will, in addition, have 2 to 4 daily classes of his choice.)

Andrews University

offers a beautiful campus located in the Benton Harbor-Warren Dunes recreation area near Lake Michigan. The Music Department has
excellent air-conditioned facilities with several large auditoriums, classrooms, studios, and excellent practice facilities. Dorms are modern and
convenient. Recreational facilities include an Olympic size swimming pool and many nearby camping and boating facilities. -

Special activities:

Besides classes, lessons, practice, and recreation, several events are planned; These include picnics, chamber and orchestra concerts, solo
recitals for all students, faculty concerts, parent discussions, lectures, panel discussions, a final play-in concert and evening dorm musical
games. ..

The Andrews International Music Festival is designed to provide Suzuki and traditional students and teachers oppor-
tunities to learn from each other and from Dalcroze, Orff, Kodaly and Montesorri approaches. Learning will occurina
loving, fun, motivational and free, yet disciplined, environment.

For a brochure and further information, write:
Dr. Sandra Camp, Executive Director, Andrews nternational Music Festival, Andrews University, Department of Music, Berrien Springs,
Michigan 49104 (phone (616) 471-3600)
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REDISCOVERING ORFF'S FIRST XYLOPHONE

Lynne Jessup

Working as .an ethnomusicologist in
The Gambia, West Africa, | was search-
ing for types of music that could be
taught both to Gambian and American
children in the regular music class. Up
until that time, most of my work had
been done with drumming. However,
the Mandinka drum ensemble con-
sisted of only three drums so what
would you do with the other 27 (or
morel) students?

Afriend of mine invited me tomeeta
Jjali (musician) he thought | should hear
play, and | found myself looking at a
balafon, a West African xylophone. As
the man played intricate melodies and
improvisations, | realized the musicwas
based on relatively short ostinato pat-
terns, and while the scale structure was
different than that of the European
diatonic scale, there were still seven
notes in it.

“This looks just like my Orff xylo-
phone!” | thought. | found out much

later that | had come full circle, back to,

an instrument that looked identical to
Orff's first xylophone (Orff, The Schul-
werk p. 94), Orff, through his friend-
ship with Curt Sachs, was aware that
xylophones originated in South East
Asia. Sachs had introduced him to the
gamelans (xylophone orchestras) of
Java and Bali.

Orff tried to incorporate the African
xylophone into his instrumentarium.
He called it a marimba, which is a
general term of Bantu origin widely
used in Central Africa. Among the Man-
ding speaking peoples of West Africa,
“balo” or “balafon” are the most com-
monly used terms, but no matter what
the instrument is called, it is the same.

Orff's second example of an African
xylophone was a trough-resonated in-
strument that the donor had said was a
“Kaffir piano”. In this one a wooden
crate had been used as the resonator.
Many African instruments are made
from materials at hand, demonstrating
a utilitarian attitude common in many
parts of Africa. However, when Orff
showed it to Maendler, the man who
built the first xylophone for him,
Maendler objected to the name *Kaffir
piano”. ‘Orff does not explain the ob-
jection, but it was most probably be-
cause "Kaffir” is an Arabic word mean-
ing “infidel” and was a negative term
generally used by Moslems to refer to
any non-Moslem African. The use of the
term “piano” is, of course, misleading,
in the same way as is using the term
“thumb piano” for the sansa or ka-

limba. Because there are no instru-

ments like those among European in-

struments, it was an attempt to make
them “fit” into the existing system that
was not only ethnocentric but also
wrong in terms of organology.

| proceeded with my research on the
Mandinka balafon, and when my an-
nual leave came, | went to London to
buy any books on Orff Schulwerk that |
could find. In reading Orff's philoso-
phy, | was encouraged by his elemental
approach, and the openness his system
offered, allowing for individual creativity
and new directions. In essence, | had
come back to where he started, butthis
time, | was starting with African music
and adapting the European version of
the instrument to it whereas Orff had
taken the African instrument and
adapted it to European music. Full
circle,

The main problem was the different
tuning or scale systemn that he en-
countered in the original instruments.
This was solved when Maendler built
instruments and tuned them to the dia-
tonic and chromatic scales.

In order to explore the wealth of
music that has been created for xylo-
phones of other cultures it would be
necessary to build instruments tuned
differently, or to temporarily re-tune
existing Orff xylophones. Fortunately,
neither solution is difficult.

Rather than permanently damaging
Orff instruments, temporary tuning
changes can be made with the use of
some kind of “tuning paste”. In In-
donesia, beeswax, sometimes mixed
with lead or other metallic substances,
is used for tuning weights.
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I experimented with various types of
materials such as modelling clay and
ceramic clay to act as a tuning paste,
and found the easiest to use was a re-
usable adhesive, “Blu-Tak”. It can be.
found among office or school supplies,
and is used for attaching posters and
papers to walls that could be damaged
by tape. When the adhesive is attached
to the undersides of the ends of the
keys, the pitch is lowered. “Blu-Tak’
sticks firmly, and can be removed with-
out leaving any residue,

With the help of an electronic tuner,
whole new scale systems and musical
repertoires can be introduced to stu-
dents. This solves the problem of play-
ing authentic examples of music of
other cultures that are both musically
and culturally valid. )

To adjust a bass or alto xylophone,
lower the notes as follows:

C leave as is

D minus 30 cents
E minus 58 cents
F# minus 76 cents
G minus 15 cents
A minus 44 cents
B minus 73 cents

All the above adjustments are made
by lowering existing keys rather than by
raising some as that would necessitate a
permanent cut instead of a temporary
alteration.

Sixty years later, it may be possible to
recapture the excitement of discovery
that Orff must have felt in creating the
instrumentarium by expanding the
repertoire to include the musics of the
cultures that created the instrument.

References: Jessup, Lynne 1983 The
Mandinka Balafon, La Mesa, CA. Xylo
Publications. (Tuning information in
Appendix #5) '

Orff, Carl 1976 The Schulwerk, Vol-
ume 3 of Carl Orff/Documentation,
New York. Schott & Co.



KANSAS CITY CONFERENCE: New Guest Administrator Program

Del Bohlmeyer,
AOSA Publicity/PR Chair

It was most exciting to see our new
Guest Administrator Program' actually
launched in Kansas City. The four ad-
ministrators selected for this conference
have a direct affect on approximately
220 elementary music teachers. The
-four were: 1) Dr, Tom Cummings, Ass't.
Superintendent for Instruction, North
Kansas City Schools (hosted by Karen
Stapleton(; 2) Dr. David Circle, Director
of Fine Arts, Shawnee Mission Schools
(hosted by Carolyn Tower); 3) Marilyn
Killian, Wichita, Kansas (hosted by Stan
Rowland); and 4) Don Davis from Little

Marilyn Killian of Wichita, Kansas is shown chatting with
AOSA host Stan Rowland at the Kansas City conference.

Rock, Arkansas (hosted by Del Bohl-
meyelr).

Based on their personal comments
and actions, we feel confident that the
Schulwerk will become a vital part of
the music programs in their districts. At
least one administrator arranged for an
Orff clinician to come to his district to
present a workshop. Evaluation forms
have been sent to the four guests as
well as to the AOSA members who
nominated them; a compilation of the
results will be forthcoming,

Now it's time for Region V AOSA
members to begin thinking about nom-
inees for our 1986 Conference in Bos-

ridgewood orff

suminer worﬁsﬁops

1986

in conjunction with Teachers College, COLUMBIA UNIVERSITY held at
West Side Presbyterian Church, Ridgewood, N}

LEVELS 1, Il and 11
Sue Snyder, Director

Marilyn Davidson
Jacque Schrader

POST LEVEL 1]

August 4-15, 1986

Steve Calantropio
Elaine Larson
Kelly Tyma

July 28-August 1,1986

Richard Gill

Contact: SUESNYDER, 5 LANCASTER DRIVE, WEST NORWALK, CT 06850
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ton. Just a reminder: up to two ad-
ministrators may be selected from the
Chapter area, and two additional from
within the region hosting the confer-
ence. Would you like your administra-
tor to know a lot more about the Schul-
werk? Write to AOSA Executive Head-
quarters for an application (deadline is
Sept. 1, 1986.)

A big thanks to all who helped in any
way to make this initial venture such a
success. We have only planted seeds,
butwe shall surely also reap the harvest.

Don Davis (left) of Little Rock, Arkansas visits the exhibition
area with host Del Bohlmeyer. .

GRACEFULL RECOVERY

To the delight and relief of us all, we
are happy to announce that Grace Nash
has come through serious surgery with
flying colors and is recovering with only
aheadache. Amazing Grace has done it
again!

NEW CHAPTERS FORMING

Three new chapters have applied for
provisional status, it was announced at
the March Executive Board meeting in
Chicago. They are expected to be
chartered at the Boston conference in
November.

The new chapters are in Hawalii, Si-
erra Nevada and Southern Florida. We
look forward to welcoming them to the
AQSA later this year.



CONFERENCE PANEL: FOCUS ON THE FUTURE
(Presented at the October 1985 AOSA Conference in Kansas City)

DR. DONALD CORBETT, MENC President-Elect (Moderaton):

o

Jane Frazee

DONALD CORBETT:

Colieagues in music education: To
forecast the future would be difficult —
most of us feel uneasy about trying to
understand the present. This apprehen-
sion is amplified by the perception we
presently find in our society in what is
widely known as a period of transition.
In his book, The Third Wave, Alvin
Toffler says that from the time man first
banded together in social groups and
began to forego nomadic life (hunting),
we've experienced two distinct societal
phases: that of an agrarian society, last-
ing some 800 years, and that of the
industrial society.

.He identifies our present society as
being a new entity, and refers to itasthe
information society. Problems occur,
however, as our mind setremains in the
previous, industrial society. In his best-
seller,.Megatrends, John Nesbittidenti-
fies the characteristics of this informa-
tion society as being a communication-
based economy, a high-tech labor force,
global economic interdependence,
decentralization, and informal -social/
economic networks.

He points out that the large industrial
corporations that we still evision as
representing manufacturing in the U.S,
are rapidly becoming a thing of the
past. | call your attention to the textile
and shoe industries of South America
and the auto/electronic industry of
Japan that have devastated our manu-
facturing industry with cheaper, well-
constructed products. Ironically, Japan
.is now rapidly expanding its high tech-
nology as it recognizes that it's losing its
leadership to Korea, Argentina, Bolivia
and Yugoslavia.

I'm particularly mindful of the im-
mense problems these changes hold
for the education profession. | was
trained as a music teacher by a system

Barbara Grenoble

Grace Nash

that was developed primarily in the
1930s. It didn't serve me too badly 30
years ago when | started teaching in a
small, rural western Kansas community.

The children in that community were - -

growing up in an environment of strict
discipline in both family and school
settings. No TV, no cars, few personal
radios and phonographs, no girls’ ath-
letics, and the church played a domin-
ant role in their lives. In school there
was no jazz ensemble, no swing choir,
no marching band contest and no
Broadway musical. Few of us were even
remotely prepared to function in those
areas.

As a contrast to that environment, let
me cite a few statistics supplied by my
friend )effrey Kenton of the Wichita
Public Schools. Sales of home com-
puters for the U.S. have quintupled,
and one in three homes now has a com-
puter. | find my six year-old grandson
now doing supplemental math pro-
grams on a computer in his home. VCR
sales have increased 100% with one in
five homes now having one. By 1995
the Federal Communications Commis-
sion estimates that there will be 900
satellite TV channels available.

Further, are we aware that 50% of
marriages now end in divorce, that 59%
of American children are not living with
their natural parents, that 33% of Amer-
ican households are headed by asingle
parent? The children | presently see in
the public schools are vastly different
from the children  was trained to work
with 30 years ago. They are constantly
being shaped and influenced by their
society and by the technology of their
times.

Think about future directions in mu-
sic education as we see our traditional
structures being confronted by year-
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Konnie Saliba

Judith Thomas

round schools, alternative schools,
voucher systems, and private aca-
demies. There is teacher competency
testing, student achievement testing,
increased high school graduation and
college entrance requirements, and -
other trends which affect our profes-
sional destiny and over which we seem
to have very little control.

Yet all is not lost. We are still in this
exciting profession because obviously
we enjoy the challenge. | would submit
to you that this is not a time for a
defeatist resignation. In my rather ex-
tensive travels over the past few years, |
can tell you that exciting things are
happening in music teaching. I have
witnessed plenty of this over the past
few days of this conference.

Dedicated, enthusiastic teachers are
developing wonderful programs. We're
experimenting with making music
more meaningful to children. It's atime
of great opportunity and great chal-
lenge for all of us.

As president-elect of the 55,000
member Music Educators’ National
Conference, | ook forward to the next
few years with a great deal of optimism
and enthusiasm. We're traveling in the
fast lane and it’s awonderful time to be
a music teacher. Fortunately we have
some dedicated; innovative leaders to

.Show us the way. This distinguished

panelis composed of just such people.
They have graciously consented to share
their perceptions and their concerns
with us this afternoon., .

JANE FRAZEE: As | thought about this
assignment, | started making a list of
things | consider important. They are in
no particular order; the most important
things may be at the end, as they often
are in my daily reminder lists.
Continued on page 12



Panel, Cont.

First, in the next ten years you will be
“hearing much talk about the “new
‘basics.”” Guess what — music is not a
new basic. Butit's not off the list, either.
When we read the excellence reports,
such as”A Nation At Risk”, which came
out in 1983, we find that the arts are
indeed considered important. The best
bookI've foundforreading about these
things is The Great School Debate. It has
a list of the various task forces and their
considerations. It gave me good in-
sights into what's happening in educa-
tion generally. This of course affects
what happens to music education in
particular.

In the next ten years you'll all prob-
ably still have a job. Some of you may
even get asalary increase. I'm not being
facetious — | think it very well may
happen. The year 1980 was the worstin
Minnesota history. We had a 12% loss
of music teachers in all areas. Now we
can see that this is turning around.
More babies are being born; teacher
shortages are being - projected for
Minnesota.

Also in Minnesota, you can still teach
without a curriculum. It's a good state
for music, but 60% of our schools do
not have a curriculum. When we talk
about saving music education, this is a
rather astonishing figure. Actually, only
23 states in the U.S. have developed a
music curriculum for their teachers.

The recent reports about exceilence
in education suggest that there’s going

be a new connection between educa-

tion and the business community. Per-
haps you’ll want to look at the pos-
sibility of a “J.C. Penney Instrumen-
tarium” for your school. It's possible
that business people may become your
good friends.

You may also be confronted with
some sort of voucher system. If the
conservative movement we presently
are experiencing continues, your stu-
dents may want to take a subject you
don't offer in another school. In Min-
nesota they can do this. So if they want
violin lessons or whatever from some
otherschool, youwill have to recognize
that they have the right.

The proportion of the money pie that
you get will continue to be controlled
by your administration. If you want
more, you need to learn to commu-
nicate with them, and also to enlist
parental support. There is more interest
from the state, but support for your
program still really depends on how
strongly you can speak up for it.

This point may be rather delicate. |
think you will have to continue to fight
for your place inside or outside the
muslc education establishment. Mem-
bers of the major college and univer-
sity faculties as well as most MENC

members and a great many more in the
profession — we all need to address
this: we haven’t really made up our
minds what should be accomplished in
elementary school music,

Ifyou believe as I do, that philosophy
precedes pedagogy, we ought to be
deciding what it is that we hope to
accornplish in music education. Those
of you sitting there have many ideas
along these lines — Orff and Kodaly
proponents have tried to suggest philo-
sophy firstand pedagogy second. How-
ever, at a major university where | teach
in the summer, we're still considered
“cultists”. Though we try our best, we're
still outside the establishment.

And if you're concerned about stu-
dent evaluation, it's still going to be
mostly a function of your own school
system. So far only three states have an
evaluation of student achievement in
place — Minnesota, Michigan and Con-
necticut.

You will be able to attend a summer
course if you want to, because as you
know, there are many around. However,
if you want to send students to an
undergraduate school which includes
Orff, Kodaly, orother”unusual” metho-
dologies, it will be difficult to find one.

Among those panelists present are
representatives of certain exemplary
courses of this type, butthey'restillhard
to find. We know that teacher educa-
tion is also under scrutiny in this great
urge for evaluation, so we may see a
change in this situation. In law and also
in medicine they have discovered that
high qualifications attract the highly
qualified. We need to think about that.

In spite of all these things, |, too, am
optimistic. | see the growth of our
membership, the proliferation of our
summer courses, and the healthy dia-
logue thatis occurring within our mem-
bership and between ourselves and
other professionals, as holding much
promise for the future. Frankly, 1 think
the Orff contribution to music educa-
tion has just begun.
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(Jane Frazee teaches at Hamline Uni-
versity in St Paul, Minnesota, and St.
Paul Academy, and is a past president of
AOSA.)

AVON GILLESPIE: Yes, indeed, just
begun. I can give that a loud “Amen”’.
've been having all kinds of dreams,
fantasies and nightmares coupled with
that idea.

Those of us who have worked to-
gether know that often when we are
finished we ask ourselves what has
happened to us during the time we
were together, whether it be three
hours, a day or two weeks. As far as I'm
concerned this is a very important part

/in focusing.

After involvement in any kind of ex-
change, whether it be on the thinklevel
orthe child level, with singing-dancing-
playing, we have to analyze what we
have done. That way we can go away
from whatever experience we have had
with the recognition that we have
changed. We must realize that some-
thing has happened to us, and be able
to describe it and discuss it and under-
stand how to use it for ourselves.

l've been involved with this company
of “beatniks” and “heretics” in music
education for a long time. | think these
terms fit when you look at what we've
had to go through. When | fook back
and see what it was that impressed me,
that brought me into the whole move-
ment, it was Lillian Yaross and Jacobeth
Postl inviting me to do something not
one of my university professors had
asked me to do, and that was: enjoy
myself. Get involved — become and
make music. | was doing this, being a
choir director in high school, but all at
once | had this challenge not only to
teach singing but to teach how to sing;
not only to have a music class but to
make music in it. That became a goal
and a constant theme for everything |
have done in the last few years.

When | lock into the future the one

“thing | see on the horizon for me is to
take up the missionary work needed to
fulfill every child’s birthright: to sing and
to dance. If that's the case, | don't
even want to know that schools have
special choirs. | want the whole school
to sing.

By the end of the first grade | want
everybody to have discovered he has
the energy to sing in tune. It's OK for
them to know that. There’s a physical
thing that has to happen, but | have to
elicit that response. It took along while
for me to get away from the thinking
which says that we unscrew the tops of
the heads of children, pour music in
and then we get something out.

No, I'm sorry. | put the top back on
and assumed the responsibility of re-
Continued on page 13



Panel, Cont

leasing the music inside that child. |
think that is a focus that must be made
for us, for whatever we are. | want to
reach out and to dance. | want the
whole school to have afestival of know-
ing that they share something in com-
mon. | don’t care what their skin or eyes
look like or what they talk like. | want
them to boogie on timel And | want
them to feel good about doing it!

One of the things that this group has
to contribute is that we have done that.
| have enjoyed knowing people from
the beginning and sensingwho theyare
— knowing thatwe're dealing here with
a human experience. We're dealing
with a quality of beingin touch with the
child’s self, for being in touch with
people who can't understand the need
for being spontaneous, who don't
recognize “playing around” as an in-
road to education, orthat freedomis an
idea definitely linked with learning.

We are a trusting group. We actually
are primal. We can be cultists. It's OK
because we are thinking about it and
that's perfectly alright. [t has to be there
because you cannot play around if you
don't have discipline.

Ourfocus must be theunderstanding
that it's that playing around that makes
the discipline possible, and vice versa.
It's impossible for us to deal with free-
dom without understanding form. Our
focus must realize that the authoritarian
point of view which seems to come
from the “thinking” side of things must
understand the need to truly trust an-
other's point of view.

Lastyearinthe openingspeech ofthe
convention we heard about the won-
derful sense of being primal and the
balancing act as being secondary. Let's
not forget that. That is our focus. That is
our future.

I would like to think that as we
approach dealing with children, we're
seeing an extension of ourselves.
Martin Buber made it quite clear in the
I-Thou relationship, an I-Thou which
says, | see you, you see me — let’s
dance.”

This organization has been most sup-
pottive in allowing me to think and
dream this way. [ must be able to enjoy
both the “I-Thou”, you and me, child
and adult, thinking self and playing seif.
This is shown clearly in the yin-yang
symbol, where the black circle and the
white circle are separate identities, but
there is a touch of each in the other.
Together they make a complete circle,
perfectly balanced, which is what we
must become if we are to be musicians
in the thinking and dreaming sense of
the word.

This is how we know that we have a
focus. I'm prepared to deal with a long-
term involvement with this group, but |
also wish to know that we can act as a
balancing organization, one having a
right and a left, a black and a white, an
understanding of the depth of the
courage that it's going to take, Not just
an institution — an institution is death.
The Orff Schulwerk can be life.

I would like to close with an ex
perience | had the other day. | went to
McDonald’s — not because | wanted
to, but to test them out. Many years ago
I went, and asked for a double cheese-
burger with tartar sauce — | like it
When | went to McDonald's in Lewis-
burg they said, “Oh, I'm sorry, sir, we
cannot put anything different on the
double cheeseburger because it's trade-
marked. If we put anything else on, it
would no longer be the McDonald
cheeseburger.” | said, “I don’t mind
that. I'm going to do it my way at Burger
King.”

There's a place for both of them —
they're both doing business. They're
both institutions, but | think I'll stick
with a group that will allow me to be
Somebody, and to make my choice.

(Avon Gillespie is a member of the
music faculty at North Texas State
University.)

BARBARA GRENOBLE: | would like to
chat with you this afternoon about
some concerns of mine with the pres-
ent situation in music education and
the future of not just ourselves but of
the children that we work with on a day-
to-day basis. | don’t have a problem
once we have encountered each other,
the children and I, of talking and work-

ingwith them. We are one, oncewe are

no longer strangers and proceed down
the road of making music together with
instruments and dancing and singing.

My trouble comes, instead, from col-
leagues, administration, parents and
community people who don't have the
same-background that I'm giving their
children. There are peers with worries
and concerns about what I’'m doing to
their children that maybe was done to
them. I'm talking out there to a com-
munity that perhaps has never experi-
enced the joy of making music together.

That community is going to descend
on us, and has descended in various
districts across the country because we
are not being allowed to teach, orwe're
being sent to the classroom if we want
to renew our contracts.

The very thing we love to do, which is
to share our subject with children is, |
think, in grave danger. So | get worried
about how we can save ourselves, and
most importantly, how we can save the
young children who daily share with us

this love of music.
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Sometimes | reflect upon a principal |
once had. She was a tyrant — very large
in stature and she wore a large black
cape. There was no question about
discipline when the schools came to
together for a fifth or sixth-grade choir
festival. She also kept track of us in her
little black book, writing down such
things as who had misbehaved.

But there was one day that she came
to me and said, ”“Why are you notin the
teachers’ lounge, having lunch?” | re-
plied, “Because I'm trying to get a
recorderensemble going here, my head
on for the rest of the afternoon, my cart
arranged so [ can go here and there...”
And she said to me, Barbara, that's all
well and good, but there’s a faculty
there that you need to talk to. They
need to understand what you're about.
If you hide in a corner, what you be-
lieve in and are asking me to support
will die.” So she sent me forth to eat my
lunchin the lounge, with the rest of the
faculty.

| was very angry at her then — | had
musical things to do. But now when |
think back on the situation | know there
was some very important wisdom in
those words. We have a tendencyto get
involved with our music making and
our subject area and isolate ourselves. |
think instead we should be saying, in
the teachers’ lounge, “Wow — come
seewhatwe did today. Justwatch.” And
to myself VIl say, “Perhaps | might be
able to get you involved.” We need to
do a great deal of communicating about
who we are and what is different about
who we are — to principals, fellow
teachers and parents.

How can we show people what hap-
pens in the class? | think this is some-
thing we need to look at in our future.
How can we prove and evaluate Orff?
How can we test it without it turning
back at us and destroying itself? Are
there ways, as we work with the children,
that we could include evaluation? Is
there acamera handy, avideo machine,
that could show the children’s initial
struggles and then ten weeks later the
ensemble?

. As the children become involved
with composing and writing music, are
there ways to show the early attempts
and the later, as they progress? | think
we need to lookatthis aspect, the need
to show beginnings and then what is
acquired. | can’t put the faces of the
children on paper, so | need to think
about what | can use that says, “Look at
these children. Music is different this
way.”

Take a grumbly, growly bunch of kids
who say, “You're not going to get me to
do that,” and show what can happen in
a little time working with the process. |

Continued on page 14
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think we need to find ways to say, “We
are the professionals. We are respon-
sible. We care for the total growth of
children, and | can prove it.”

| think this is something we must do
or we will lose our jobs. Worse than
that, there will notbe musicfor children.
it won’t happen. And if it doesn’t hap-
pen, we're looking at a generation of
childrenwithout music. It'snotathome,
and if we don’t provide it in the school,
we are looking at a citizenship in this
country that has no humanities. With-
out that, they are going to make some
very, very unpleasant laws for us to live
by in our old age.

Thereis so much atstakewhenwe are
talking about what is ahead. | think our
association and indeed the whole world
of music education needs to take a
good look at how we can say to the
world about us how important our
subject is to the lives of children.

(Barbara Grenoble founded and
teaches at the Grenoble School of Mu-
sical Arts in Englewood, Colorado.

GRACE NASH: Please allow me to
quote from a forthcoming book by
Marion Ferguson entitled, A Visionary
Factor: “A visionary transforms a mo-
ment in history through art, statesman-
ship, invention, communication, dis-
covery, industry, or even daring. This

visionary does not match or watch the
cresting wave of current events, but
anticipates and rides it. The visionary
does not protect gains, but advances
into territory of intelligent risk.”

As Orff Schulwerk teaches, | thinkwe
must be visionaries because we have
travelled in risk for some time. Our
choice’ lies in the power of human
imagination. Our tendency as Orff
Schulwerk teachers is to stay within self-
made boundaries. Instead we should
invite inquiry.

We should ask for visitation, partici-
pation, an extension of ourselves and
Orff Schulwerk into new areas of great
human potential. In classroom sessions
we should be able to show how the Orff
Schulwerk process integrates right and
left brain functions, taps and activates
the imagination, builds creativity and
sensory awareness, develops concen-
tration, builds positive attitudes toward
music in adult life, develops the self-
image, and above all, builds self-
esteem.

As | look back on my first college
teaching of undergraduates in this work
— | had three classes of 40, with a
majority being elementary education
majors and no music majors — all 120
students had one thing in common;
either a very bad experience in elem-
entary years with music or no experi-
ence at all.

So we started from there. We should
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find out and understand ourselves as
teachers — how Orff Schulwerk ac-
commodates different educational sys-
tems and can compensate for outmod-
ed curriculum. According to reported
findings on the brain growth periodiza-
tion — how it alternates between spurts
and plateaus — we know that our curri-
culum is outdated,.and we're going to
have to make up that cushion between
until curricula are reformed according
to the child's rate of growth.

We must make use of integrated
brain techniques and be able to use
different learning styles. | think we
should also know how Orff Schulwerk
can furnish the glue that holds the rest
of the curriculum together. Therefore,
Orff Schulwerk classes are needed, they
are worthy, they are important to have
daily.

Leading to the present by going back
a bit — and | can go back further than
anyone here — in 1960 the Orff Schul-
werk was mostly unknown in the U.S.
Teacher training was available only in
Toronto, Canada. In 1970 the Schul-
werk was still unknown but was making
waves in several places — in work
shops and class demonstrations.

However, it was still “BO” — Before
Orff — in most schools. Today, in 1985,
itis widely known among generalmusic
educators, and is a positive force to be
reckoned with in elementary education,
in college music education depart-
ments and in school budget considera-
tions. Its philosophy of whole-child
development versus traditional teach-
ing of music as a subject is recognized.
Yet to thousands of children in hun-
dreds of schools, it is still “BO” Before
Orff in their music classes.

What will Orff Schulwerk be like in
this country in 19957 In its American
definition and scope, it is of proven
worth to children in their long-range
attitude toward music, to teachers in
their improved skills and techniques in
the classroom, and in their true musi-
cianship as music teachers.

How well can Orff Schulwerk be un-
derstood and applied to academic
learning, to alleviate learning problems,
to muscular coordination, speech arti-
culation and fluency, to musicality and
self-esteem? In essence, how much
change will Orff Schulwerk have brought
about in our total scope of education?
As a visionary, what do you predict? |
would happily predict — but it is up to
you for fulfillment. Therefore, you must
be visionaries.

(Grace Nash heads the Orff teacher
training faculty at Northern Arizona
State University.)

KONNIE SALIBA: We've come a
long way. Whenever [ work with groups,
do things with them and they with me,
we feel joyful. And | always know thatin

Continued on page 15
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some way these things will be taken
back to children and shared. This idea
of learning together in a joyful way is
probably one of the most important
things Orff Schulwerk teaching has
doneinthese past20 years. When | first
joined the faculty at Memphis State
University, the majority of our faculty
members called our teacher training
courses “kiddie music” courses. These
same colleagues taught “real” things,
such as piano, chorus and band.

By now, even those in the hallowed
halls of colleges and universities under-
_ stand more about what we do. But why
Orff is strong at Memphis State is not
because the University did it. It's be-
cause we, the teachers, did it. The
program -in Memphis began with a
federal grant. When the entire program
was threatened after th'e federal money
was gone, we said to parents, “You love
this program, right? Then you need to
help .us make these needs known to
administrators and to those in colleges
and universities,” They did and they
continue to do so. '

} have two challenges for you today.
First, I'm concerned about the teaching
at the college level and what is being
taught undergraduate music students.
Recently, | did a survey of textbooks
used in methods courses, K-6. | was
astounded to find one text | had had

when | was in college, a very long time -

ago. | was dismayed to find most texts
had been written in the 60’s and 70’s,
and had gone through several reprint-
ings.

The majority of the texts seem to be
designed to present a little Orff, a little
Kodaly, autoharp, guitar, recorder. Many
are targeted to just about everyone. ..
music specialists, classroom teachers,
and even administratars. Is it not better
toteach afew concepts well ratherthan
many poorly?

~As a collective group we are the ones
who spend money to go backto school.
And | can’t say this of colleagues in most
other areas in music education.

I ask myself why we have so many
summer courses in Orff Schulwerk. |
believe it is, in part, because the col-
leges are not meeting the challenge, so
we are filling in the gaps. | believe that
every teacher who teaches music should
have some training in Orff Schulwerk,

| still feel uncomfortable at times
when | do Orff sessions at State music
education conferences. { want to share
my enthusiasm with participants who
only want to be observers. | want to tell
them that Orff teaching is good teach-
ing, and that these techniques can be
used in all phases of music education.

We understand teaching technigues
which will help make any teacher of
music a better teacher because we
know how to break down the material
we teach. To.reiterate my first chal-
lenge: find out if the teaching in the
college or university near you is the
same as it was 30 years ago. If it is,
challenge someone to explain why.

Challenge numbertwo is my concern
with ourselves as articulators for what
we do and do well, teach. We are
products of discipline. |, like many of
you, spent hours and years in the prac-
tice room. This made me appreciate my
art, but perhaps also helped me be less
vocal about telling people what | do
and why | do it in this way.

Certainly our first allegiance is to the
children whom we teach. But we must
be able to talk with administrators,
parents and anyone we meet who is
interested in education about what we
do, why we do it, and why we feel this s
the best way to teach. | think we're
talking not only about music education,
but about the life of education itself.

{Konnie Saliba is Professor of Music at
Memphis State University, and a past
president of AOSA.)

JUDITH THOMAS: In thinking through
this presentation | turned to some of
the psychologists, humanists and vi-
sionaries that Dr. Corbett mentioned at
the beginning. | must say that | was left
in a state of terror and- this is what
prompted me to write what | want to
share with you. )

We've been hearing the psycholo-
gists, humanists and visionaries tell us
forthe past 20 years that America— and
the entire world, forthat matter—isata
crucial crossroad. One road will lead us
to the mechanized society we always
hear about, with man being its helpless
cog the otherroad willlead us, possibly,
to arenaissance of humanism and hope.
Well, given those choices, | know which
road | want. '

My premise is that an essential ele-
mentin staying on that preferred road is
music. | have no statistics to bear this
out, and | feel a little vulnerable in the
presence of those who might need
some backup data in these futuristic
times. But there have been many good
folk through the centuries who didn't
have control groups who said it very
nicely.

They knew, too, that music is an
essential element. Confucius was a good
man who said that music produces a
kind of pleasure which human nature
cannot do without. And other people,
without a shred of documentation, have
brought theirtheories of the importance
of music. I've always liked the one Plato
observed: “Musical training is a more
potent instrument than any other, be-
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cause rhythm and harmony find their
way into the secret places of the soul.”

But back to this road which [ want us
to travel, where life has a quality sup-
posedly worth living. There is one pur-
pose | hope we can agree upon, that it
is desirable that the living organism
should grow and produce a maximum
of vitality and intrinsic harmony. If we
agree, the possibilities afforded on this
road to renaissance are simple and
plausible; namely, those of being alive,
joyful, interested, active, peaceful.

The counterchoices seem so dreadful
to me and so implausible that any living
organism would choose them — to be
unalive, dull, uninterested, passive and
aggressive. Erich Fromm points out, in
his Revolution of Hope, that we're mix-
ing our structures right now and pro-
ducing a sort of societal schizophrenia,
an illustration being the person who
finds it advantageous to be aggressive
and/or ruthless in his work, yet goes
home and wants joy, love, and gentle-
ness.

Thus the key question becomes how '
to stay on the course which ultimately
brings humankind closer to fulfilling its
personal and societal best. Without
one meaningful statistic to my name, |
again say, through music.

Fortunately forthose who are dazzled
by a good graph there are those musi-
cians and psychologists and scientists
who are doing serious studies to bring
scholarly proof that musicreally is good
for us. Let me mention some of these
people.

John Diamond, an expert in behav-
joral kinesiology, has done studies
which show how certain beat struc-
tures strengthen musculature — very
interesting.

Dorothy Retallack has brought the
plant world into the forefront by test-
ing their responses to music. In her
book, The Secret Life of Plants, they
respond positively to Western classical
music, literally wrapping themselves
around the speakers to the classical
music of India. They probably would
have flowered had they heard Music for
Children. Conversely, they withered
and died at an overassailment of heavy
metal-type rock music.

Musician Stephen Halpern, in research
with body frequencies and earth vibra-
tions, found that both vibrate at eight
cycles per second in relaxed states. He
concluded that thg phrase about being
in harmony with oneself and the uni-
verse might be more than a beautiful
poetic image. He has also done re-
search in applying appropriate musical
backgrounds to enhance and even ac-
celerate learning.

Murray Schaefer is another one. He
has explored all kinds of contemporary

Continued on Page 17
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sound scuptures, but he has also made
us aware of the need for what he calls
“cathedrals of silence” in the midst of
our increasingly noisy mechanized
world.

Most of us find our statistics inamore
pragmatic form. We who are bonded
by ourwork in musiceducation through
Orff Schulwerk see our synthesis in a
living, day-to-day context. We see mu-
sic contributing to the aesthetic and
spiritual quickening” of our children.
We see it forming humans more sensi-
tive to the details and variety of life,
more sure ofthemselves in makingtheir
way through its demands.

We see music enhancing, embracing
and evoking children’s efforts, in an
unbroken circle of creativity between
teacher and student. We see it provid-
ing the means to peak experience for
children of all ages and as a catalyst to
support all learning,

In some recent research that Maureen
Kennedywas kind enough to share with
me, she quotes Abraham Maslow, hu-
manist psycholgist. He practically des-
cribes Orff Schulwerk without really
saying the words, which give perfect
credence to my original premise.

This is from The Farther Reaches of
Human Nature: "’ Effective education in
music, education in art, education in
music and rhythms, is intrinsically far
closer than the usual core curriculum to
intrinsic education, the kind | am talk-
ing about — of learning one's identity
as an essential part of education. If edu-
cation doesn’t do that, it's useless.

Education is learning to grow, learn-
ing what to grow toward, learning what's
good and bad, learning what's desir-
able and undesirable, learning what to
choose and what not to choose. In this
realm of intrinsic learning, intrin-
sic teaching and intrinsic education,
[thinkthe arts, and especially the ones |
have mentioned, are so close to our
psychological and biological core, so
close to this identity, this biological
identity, that rather than treating these
courses as a sort of whipped cream or
luxury, they must become basic expe-
riences in education. | mean that this
kind of education can be a glimpse into
the infinite, into ultimate values.”

Many people have concluded that
we can find the necessary solutions to
take us down that positive path. With
the help of reason and a passionate
love for life, herein is where | think
music, with its mysterious powers and
persuasions, will ultimately play a con-
clusive role during the remainder of this
century, bringing us closer to these
solutions.

(Judith Thomas teaches elementary
music in the Nyack New York public
schoolsand is a past president of AOSA.)

CHICAGO BOARD MEETING, MARCH 1, 1986

(L to R) Rosemary J. Koepfle, recording secretary; Margaret Dugard (partially
hidden), Tennessee; Fran Goldberg, California; Richard Spalding, Kentucky; Marion
O’Connell Hlinois, conference co-chair; Ruth Ann Chiaraluce, Colorado. Fran,
Richard and Ruth Ann complete their terms of office as regional representatives in
June, They will be missed; their seats will be taken by Karen Logbeck, Carol Erion and

Ann Palmason.

THE UNIVERSITY OF SOUTH DAKOTA

Department of Music
Presents
Sixth Annual
Orff-Schulwerk Certification Courses
(Levels 1-2-3)
July 21 - August 1, 1986

INSTRUCTORS: Patricia M. Osterby, Esther D’Agrossa,
(Ensemble), Dr. Steve Yarbrough (Recorder), Claire Levine
(Movement), Dr. John Cooksey, Nancy Boone, Lois Har-
chanko (Special Topics)

SPECIAL TOPICS: The Child Voice, Elementary Choral
Techniques & Literature, The Cambiata Voice, Junior High
Choral Literature

Room and board available on campus, limosine service from
airports and graduate credit available.

FOR MORE INFORMATION CONTACT:

Orff-Schulwerk Courses —

Patricia M. Osterby

Department of Music

University of South Dakota /% \S
Vermillion, SD 57069 COLLEGE OF FINE ARTS
(605) 677-5274 UNIVERSITY OF SOUTH DAKOTA
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PRESIDENT’S MESSAGE
by Gin Ebinger

Outside my window as | write, a 20-
inch blanket of snow covers todo el
mundo. The brilliant sun creates a
myriad of diamonds. My part of the
world at its best, | think.

Reason tells me, of course, thatasyou
read this, the forsythia has bloomed,
the tulips and daffodils hold forth
again, and the fruit trees are bravely
flowering.

Another fascinating little mystery ad-
ded to the great Mystery of the dimen-
sion of Time! Both scenes are reality;
both scenes require present tense.

What's new about winter turning to
spring? Not very much. Yet there is very
real newness to every spring. And new
over and over again are our days, our
contacts with children, our continuing
discoveries in Orff Schulwerk; unfold-
ings in our human relationships, our
hopes and much more.

Some years ago at a conference an
AOSA president spoke of our passing
through adolescence into maturity as
an organization. Among the signs of
maturity, | think, are the ability to make
distinctions, to observe with an objec-
tivity thatis denied to the immature, the
recognition of the proper place in time

for everything, “a time for every
purpose.”

We have gone through a long period
— often emotional as well as reasoned
— of struggle, individually, within our
chapters, even in our general meeting,
concerning whether or not to assume
associate membership in MENC.

At last that time of struggle has
passed. We have spoken approxi-
mately 3 to 2 against such association.

Now let us lay aside the issue and
take up new onesl

Ouryoung library is growing; already
a few researchers have come to us for
assistance. Our list of approved teacher
training programs is constantly updated
and revised as needed. Research and
film projects abound. New ways con-
tinue to increase our visibility to the
public. The scholarship program ex-
pands. Our membership grows, slowly
and steadily. Our conferences never fail
to instruct and delight.

You have made the Executive Board's
task easier and its operation more ef-
fective and efficient with your over-
whelming vote of confidence which
allows it to make revisions when needed
in our Code of Regulations.

We have much happening and still
there is the unlimited opportunity to
grow, to reach.

What's blooming at MMB Music...
o5 X
A & the newest publication

from renowned author
RUTH BOSHKOFF

EUCHARISTIC PRAYER FOR CHILDREN

2\

We say goodbye to hard-working
Executive Board members; they have
served well, and they’ll be missed. At
the same time we welcome new mem-
bers as they begin their term of office.

This issue of The Ech6 marks a change
in editorship. We wish Mary Shamrock_
all good fortune as she finishes her
doctoral dissertation, and we welcome
Tossi Aaron as interim editor.

Changes and new beginnings. .. May
they ever bel Like the Schulwerk itself,
our organization, to remain fully alive,
with all its possibilities for broadcasting
its message, remains ‘... never conclu-
sive and settled, .. . always developing,
always growing, always flowing.”

Carly ¢ Fol R
fI??Zi’T;l me'n?‘s/
Jaleimers, Harps, Ralteries, ate,

Fine and econom Xits, custom
ade § drandname instrumenls,
Bducational Discounts ’
Kramples Aulos Sop. recorder’i 50
Call or wrilke:
- CPERTTONS
3877 Fichmond
Sarevepord, L.a.
318~-868~ 5 7RG

Memphis
State
La==- University

DEPARTMENT OF MUSIC
1986
July14-25

o 4 ] = T

I

1
<
N4

@

I .4 j | {1 T |
T l)pl’.k_‘_J_ﬁl_.;_J.
P ALET

EUCHARISTY
IRAVER
TR
CHILDREN

o fls Poddatt

A musical setting for use in the communion service
featuring unison childrens’ voices
and Orff instruments

$3.00

For complete information and our free catalog contact:

VIV

MMB MUSIC, INC.
10370 PAGE INDUSTRIAL BOULEVARD
314 © 427-5660

SAINT LOUIS, MISSOURI 63132 J

PAGE 18

Summer Courses

LEVEL [: Shirley McRae
Nancy Ferguson
LEVEL II: Konnie Saliba
LEVEL #ll: Jos Wuytack
Movement: Phyllis Weikart
Recorder: Karen Medley
Classroom Teacher

Orff Course: Nancy Miller

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




Abramson — Cont.

It is possible to study Dalcroze sol-

fege with movable syllables, but there
are some very interesting things that
can be learned by the study of fixed
positions.
_ One of the most interesting is Dal-
croze's use of scales. In order to really
develop a sense of the color of dif-
ferent scales and different tonalities,
you don’t always start on the beginning
note. You fix the position in space that
you will sing through. You might start
on Cas the second degree of the scale,
as in B flat major, and C as the fifth
degree of the scale, asin Fmajor, and so
on. What you begin to get are 12
different real starting positions.

I'm notjusttalking about positions in
space, I'm talking about position of
weight, gravity and balance. That's
probably his most interesting contribu-
tion to this area. Dalcroze solfege is
really a remarkable thing, but it has not
been studied very much by most Dal-
croze teachers..

Wiggins: The study of solfege as you
approached it with us this summer was
one of the most illuminating facets of
the course. You had the rapt attention
of all the people in the class. The next
question | wanted to ask is about your
feeling concering the importance of
piano improvisation and pianistic skill
as part of Dalcroze certification.

Abramson: For certification it is abso-
lutely necessary, but classroom teachers
and music teachers only need simple
skill in order to use Dalcroze techniques
to help children learn more. For the
professional Dalcroze teacher it's very
important because the final result of
rhythm is that the rhythm of movement
in time, the rhythm of pitch movement
through time space, all come together
in a series of different kinds of waves.

And that, finally, can only be ex-
pressed when you have melody, har
mony, and counterpoint, all going to-
gether. Forthatyou need a multi-voiced
instrument. It could be an electronic
instrument, a synthesizer. But for the
early childhood classroom the use of
percussion,. singing, speech, guitar,
autoharp are all perfectly suitable for
Dalcroze work

The day when the rhythm, pitch, and
improvisation training all come together
will be the day when music gets put
backtogether. Orff people have tried to
do that, introducing movement and

improvisation along with the instru- -

ments at an early age. | think that's
ideal.

However, for Jagues-Dalcroze, im-
provisation means speaking the musi-
cal language spontaneously and ex-
pressively and | think we all need to
cultivate that.

Wiggins: Ihat's encouraging to know.
In Orffworkwe talkabout afinal point. |
\

wonderifyou have afinal pointto make
in this discussion of Dalcroze eurhyth-
mics?

Abramson: | don't know whether my
final point is about eurhythmics or
about music and education in the
United States at this time. [ do want to
say some serious things about what |
consider the most important part of
Dalcroze training and of music educa-
tion, and that is the development of
listening skills. We use music to fill in
Jloneliness, orasan energy drug. We use
music and speech as repetitive chant,
as in rock.

A new category I've just invented is
“music as deodorant”. It's now being
used in restaurants in New York to cover
the enormous noise in the room. Then
people, of course, start yelling louder
over the dinner table or drop all pre-
tense of conversation. We have music
as refuse — that is, improvisations we
forget very quickly and never use again.

Because of all-these rather strange
categories of listening — or rather, non-
listening — we have along, long battle
to regain the ability to listen. We must
begin to listen with care, with respect,
with love, with real understanding for
the various codes that the arts use to
express life — and music certainly has
its own codes.

I think using the ear connected to the
body, connected to feelings and con-
nected to the mind, which is the central

issue of the Dalcroze methodology, is
one of the ways of repairing a very
important part of life. That is the ability
to listen to music, not as a background
oradrug, awarm bath, or only for fun —
or as it says on the curtain in the King's
Theater in Denmark, “Not for Pleasure
Alone”. This is a job we all have to work
at, whatever our methodology. . . itis
THE most important job.

Patti Wiggins is a member of the
Music Education faculty at “California
State University, Los Angeles. She re-
ceived her Dalcroze certification at the
71985 summer institute.

RHYTHM BAND INC.
DONATES $1500 TO
KEETMAN SCHOLARSHIP FUND

Bob Bergin, industry representative
on the AOSA Board and president of
Rhythm Band, Inc., last year offered to
contribute a portion of the sales of
Aulos recorders to the Keetman Scho-
farship Fund. The offer specified that
five cents from the sale of each recorder
to schools and teachers between Sept.
1 and Dec. 31, 1985 would go to the
fund. ,

In that period, Bob announced, al-
most 29,000 recorders were sold by
Rhythm Band, Inc, and a check for
$1500 was recently presented to the
Keetman Scholarship Fund Committee.

NEW STUDENT
SOPRANO RECORDER

ONLY

$2.50!!

AUeS

Pay Less for the Best!

7

#8038 Baroque Fingering
#8025 German Fingering

Order From
RHYTHM BEND INC.
PO. Box 126
Ft. Worth, Texas 76101
817-335-2561
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iz RIYTHMIC MOVEMENT
AND FOLK DANCE

Voo e
Success for All Ages!

Step-by-step, easy-to-follow
sequences and instructions,
valuable tips and suggestions,
and over 100 dances with
detailed instructions keyed

to Phyllis’s nine-record Rhythmi-
cally Moving series

Teaching Intermediate Folk Dance,
$18 (Softcover, 300 pages)

Tips and suggestions for
introducing intermediate-level

folk dance, plus complete
descriptions and instructions

for over 200 dances

Movement Plus Music: Activities
for Children Ages 3 to 7, $8
(Softcover, 50 pages)

Invaluable resource for introducing
beginning movement experiences;
activities keyed to Rhythmically
Moving 1, 2, 3, 4 records; a must
for.anyone working with young
children :

RECORDS

Rhythmically Moving 1-9 $9 each
Nine-record series of 334

RPM albums .

Music with a well-defined beat
for rhythmic movement activities,
beginning folk dance experiences,
and good listening for music
lovers, parents, and teachers

SUMMER ‘86
INSTITUTE SERIES*

August 2-8: Teaching Movement &
Folk Dance — A Sequential
Approach for All Ages

Fee: $300

August 9-12: Building a Repertoire
of Intermediate Folk Dance
Fee: $155

August 13-16 or 19-22: Key
Experiences in Movement for
Young Children Aged 3-7
Fee: $155

August 22-24; Teaching Beginning
Folk Dance
Fee: $110

August 29-31: Weekend of
Just Dancing
Fee: $110

*All institutes conducted by Phyllis
S. Weikart at the High/Scope
Conference Center in Clinton, MI;
fee includes room and-board.
University of Michigan Extension
Credit or Continuing Education
Units available for each institute.

Phyllis S. Weikart, one of this
country’s leading authorities

on rhythmic movement and
recreational dance, has been
teaching, lecturing, and conducting
workshops and conferences for
over thirty years. Professor Weikart
is coordinator of the Adult Lifestyle
Program in the Division of Physical
Education, The University of
Michigan. Her approach to
teaching movement and dance

is the direct result of her work

with young children, adolescents,
adults, senior citizens, and special
populations.

Piraseslabangy |
ety

A Baguant
Approdots o

Rhytn, j

Mavomeé

TO ORDER

To order books and records or to
register for Summer ‘86 Institutes,
call (313) 485-2000, or write to the
High/Scope Foundation, Dept. 11,
600 N. River St., Ypsilanti, Ml
48198.

Discover Phvllis S. Weikart’s Methods
in Her Books, Records, Institutes

DACLE n




Only the shadow knows . . . how
much personal success had been gained
when a child who is extremely shy and
self-conscious about performing any-
thing in public (whether for his peers in
a regular class setting or for a large
mixed audience) is able to play a char-
acter role in a play or scenario. His self-
image has just soared higher at the
sound of applause for his performance.
Ony the shadow knows . . . how much
courage it took for that child to even
agree to play the part.

Only the shadow knows . . . how
much joywas brought to the performer,
his audience and his teacher who
worked so hard to bring him to this level
" of personal achievement.

One of the best ideas of our music
department was the construction of a
shadow screen for use in creative dra-
matics. Originally it was a joint endea-
vor to provide the special reading de-
partment and the music department
with a unique outlet for dramatizing
short plays or original scenarios with
musical improvisation.

We approached our principal, who
gave us the small amount of money
needed to construct this learning tool.
if you are blessed with construction
abilities, you can build the screen your-
self. Ourwoodshop department is usu-
ally willing to do extra projects, so they
built our screen for us.

Basically, the shadow screen is a
wooden rectangular frame with a king-
size sheet stretched and stapled over it.
An overhead projector behind it serves
as the light source and the actors stand
between the screen and the overhead
projector. The nearer the child is to the
screen, the more life-size he becomes,
but the nearer he is to the overhead
projector, the larger his image becomes.
Naturally our “monsters” and “villains”
become huge and threatening very
quickly!

Our screen is 9’ x 6'5"”. The frame is
horizontally rectangular, with wooden
reinforcements at the corners. Two
wooden “T" frames at the sides were
constructed to enable the shadow
screen to stand alone. The king-size
sheetwas then stapled on oneside and
stretched as taut as possible to the
other side, and then stapled on that
side. The same process was done for
the top. Excess material was tucked and
stapled at the bottom rear of the frame.
Forease of movement, wheelswere put
on the ends of the “T” and then we
were ready to roll (no pun intended).

The scenario or short play is written
by the special reading students. The
nice thing about this arrangement is
that these are the children who rarely
get the lead parts in entire school pro-
ductions. These are the kids who usu-
ally have a fairly low self-image about
their ability to succeed in anything let
alone be stars in a mini-production.

NEW FOR HANDBELLS

David N. Johnson

PSALMS
Thomas Weitzel

Augsburg

RINGING THROUGH THE YEAR

Contents: Comfort, Comfort Now My People—
Infant Holy, Infant Lowly—Brightest and Best of
the Stars of the Morning—My Song Is Love Un-
known; With High Delight Let Us Unite—O Day
Full of Grace—All Glory Be to God on High.
11-8001 3.00

HANDBELL ACCOMPANIMENTS FOR

Two different accompaniments are provided for
each of the first five psalm tones as found in
Lutheran Book of Worship. Bells may be used
with the psalm singing in a variety of ways.
11-6370 1.25

426 S 5th St, Box 1209, MPLS MN 55440
57 E Main St, Columbus OH 43215

3224 Beverly Blvd, Box 57974, LA CA 90057
2001 3rd Ave, Seatile WA 98121
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ONLY THE SHADOW KNOWS.. . .

The music is provided by the music
classwhich is giventhe scenario orshort
play. They then decide what music they
would like for each character. | amthere
as a moderator to keep them tuned to
the task but they make the decisions.

(They are introduced to improvisa-
tion in first grade, and by fourth grade
are comfortable with their improvi-
sational skills.) For example, last Hal-
loween their choice for the skeleton
was the xylophone played withwooden
mallets; however, they were even more
precise — the alto xylophone would be
used for the “boy” skeletons and the
soprano xylophone was to be used for
the “girl” skeleton. (I love it when they
do things like that) Their “ghost” was
the bell tree. '

| guess the thing | like the best about
using the shadow screen is the way it
frees inhibitions. Even the most inse-
cure child is willing to perform behind
the screen. Children who have failed in
so many areas of their academic expe-
rience meet immediate success with
this project.

If you have the room to make use of a
shadow screen, | would urge you to try
it. We're very pleased with our results,

CAK MARSHALL

Shodow Screew

wheels

DULCIMERS
/ and KITS

for Schools
and Beginners

Backyard Music
P.O. Box 9047 /

New Haven, CT

06532

s (203) 469-5756




NEWS AND VIEWS

Kansas City 1985 was a special con-
ference for members of the six new
chapters that were chartered there.
Each of the five regions is represented.
Two are in states with no other chapters
(South Dakota, Wyoming); two from
states with four or five existing chapters
(New York, Florida); and two new ones
in Colorado.

We asked the presidents of these
newly formed chapters to share with us
something of the personality of their
groups; their ideas, successes, frustra-
tions and plans. We are pleased to
introduce to you the six new chapters of
the American Orff Schulwerk Associa-
tion.

REGION | — WYOMING CHAPTER,
Mary Ann Fritz, President. This chapter
grew out of a sharing meeting for ele-
mentary music teachers held in Chey-
enne two years ago. Mary Ann had
studied at the Orff Institute and was
involved in the beginning stages of a
chapter in South Dakota. Barbara Mil-
ler had gone with Mary Ann to the
AOSA Conference in Cleveland. Several
other Wyoming teachers had been
driving 100 miles to Denver for
workshops.

Back home in Cheyenne, they all
decided it was time to have an Orff
group in Wyoming, There are now 17
members, some of whom live too far
away to attend meetings in Cheyenne.
Mary Ann describes the group asaclose
fellowship, interested in children, will-
ing to learn and share.

This spring, the chapter will host its
first clinician. Members are also involved

-in an Orff presentation at the WMEA

DON'T M

—

ORFF, EARLY CHILDHOOD, RHYTHM

Introducing AOSA’s New Chapters

Conference. The group’s biggest proj-
ect was the making of the banner,
which is now displayed at members’
schools on a rotating basis. Eventually,
it will be hung at the Cheyenne ad-
ministration building,

-

Beth Miller, Editor

Fundraising efforts center around a
cheese sale, an idea borrowed from the
Black Hills Chapter. Goals are to build
membership, and to communicate more
effectively about the Orff philosophy

Continued on page 23

Facuity:
Dr. Marta Sanchez
Dr. Sally Stone

Guest Faculty:

For Information Write:

Carnegie Mellon University
Pittsburgh, PA 15213

Or Call:
(412) 268-2372

Dalcroze Eurhythmics
11th Annual Workshop

Carnegie Mellon University

Dates: June 23-27, 1986

Robert Parks (Alexander and Feldenkrais specialist)

Dr. Herbert Henke, Oberlin School of Music

Dr. Marta Sanchez, Department of Music

Accredited Since 1968 As Dalcroze Eurhythmics Training Center

E@ﬂld
APPROACH TO EDUCATIONAL MUSIC

—

INSTRUMENTS
“AT AFFORDABLE PRICES!"

S THI

263 Huntington Ave,
Boston, MA 02115

\_ ({617} 266-8164 — (617) 266-8165

PLEASE SEND FOR FREE FULL COLOR CATALOGUE
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News and Views, Cont.

with educators in the state. It is hoped
that some future meetings can be held
in other locations, perhaps a joint
meeting with the Black Hills Chapter.

REGION HI: Two new chapters, both
from Colorado, the SOUTHERN COL-
ORADO CHAPTER, Suellen Levy, Presi-
dent, and the ROCKY MOUNTAIN
WEST CHAPTER, Della Schneider, Pre-
sident. In the spring of 1984, teachers
in the Eastern plains area of Colorado
discussed the possibility of a new chap-
ter. Mostfeltitwastoo farto go to Rocky
Mountain Chapter meetings in Denver.
Under the leadership of Kathy Marcus
and Cherilyn Robeda, and with help
from officers of Rocky Mountain AOSA,
a workshop was organized in Pueblo.

There was a huge response, officers
were elected, and the Southern Color-
ado Chapter began. Members travel up
to 150 miles to the meetings which are
held in Chris Reed's church in Pueblo.
As a successful fundraising project,
members prepare and sell lunch to
workshop participants. The menu varies,
the money helps the chapter, and the
luncheon is a good chance to develop
camaraderie.

. This new chapter already has asense
of family. Vivian Hall and her mother
made the banner, and the current pre-
sident, Suellen Levy, is a sister of organ-
izer Cherilyn Robeda, Goals of the group
are to. increase membership (now
about 35), encourage more people to
receive training, and to find additional
fundraising ideas.

" The ROCKY MOUNTAIN WEST CHAP-
TER is in its third year. The 26 members
come from the Western slopes, most
from Mesa County, though some work-
shop participants come from as far as
Utah. Leaders Della Schneider and
Michelle Mclaughlin say the time was
right. People were looking for new
things and were impressed with the
possibilities of the Orff approach in
teaching music aswell aswith academic
subjects in the classroom.

They found children’s attitudes really
changed. Teachers made important links
between classroom and music room,
principals and classroom teachers saw
the values, and parents were pleased by
demonstrations. Chapter members, half
of whom are classroom teachers, have
managed to get funds for Orff programs
from willing administrators even though
they work in an economically depressed
area with many budget cuts.

The seed was planted by Grace Nash
through in-service workshops for edu-
cators, and it has grown beyond a
liaison of music and classroom teachets
to include physical education teachers

Continued on page 24

Grace Nash conducting a workshop last September for-the Rocky Mountain West
Chapter in Grand Junction, Colorado. Both music teachers and classroom teachers
participated.

l I Seventh Annual

(' u M Carl Orff: Music for Children
Summer Certification Program for Teacheérs

Level IIT
33.474

Level II
33.374

Level I
33.368

July 21-August 1, 1986 - Fee: $240 « Application Deadline: May 30, 1986

A Special Introductory (Pre-Level I) Orff Course
July 14-18,1986 + Fee: $100 - Application Deadline: May 30, 1986

For further information about our summer Orff programs, please contact:
The School of Music, University of Manitoba, 65 Dafoe Road, Winnipeg, Manitoba, R3T 2N2

() .
A Czlif . State Univ. At Loe Angeics

Presents

with
DR. ROBERT ABRANMSON

International Dalcroze Aucthority

JUNE 23rd - JULY 3rd, 1986
8:30 AM. - 1:30 F_ M. Weekdays

N

Enrich yowur ORFF Program

Sharpen  Teaching Skills

Rhythm Games, Group Improvisations
Daily Demos with Children

Pleasant Dormitory Housing & Meals
Free Time for Leisure Activities

For nformation ' Contact:

Patti S. Wiggins, Prof, of Music, CSULA
' (2133 224-3448

5151 State Univ. Drive

Los Angeies, CA 90032
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Bowling Green State University

For further information concerning course description,

‘ORFF SCHULWERK
LEVEL 1

A two-week course leading to level I
certification.

guest clinicians

A 4-15, 198
ugust 415, 1986 Bob de Frece & Carol Huffman

Moore Musical Arts Center
College of Musical Arts

Richard Kennell

Assistant Dean

College of Musical Arts
Bowling Green State University
Bowling Green, OH 43403-0290
{419} 872-2181

schedule and housing write:

College of Music, University of Colo;’ado, Boulder
Presents:

Certification Program

Kodaly

Methods and Principles
of Music Education

Kodsly)

Levels I, U, and IIl ¢ 2 sem. hrs. graduate credit optional

Summer 1986
July 14-25

Course work may be applied to Kodaly Certification or
Master of Music Education Degree, Kodaly Emphasis.

STAFF: Jean Sinor, Mary Goetze
® Pedagogy

e Children’s Choir and Vocal Development

e Solfege and Musicianship Training
¢ Folk Song Analysis
® Special Topics

For Brochure, Certification Requirements and Housing
Information, write to:

Professor Gretchen Hieronymus Beall, College of Music,
Box 301, University of Colorado, Boulder, CO 80309-0301
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in an integration of music and move-
ment programs. College credit is avail-
able forsome workshops through Mesa
College.

The group holds three big meetings a
year plus several sharing sessions. Many
members have already completed
summer courses, and they challenge
each other to keep up performance
skills through concerts for chapter fa-
milies. Both of the new Colorado chap-
ters are pleased to join with Rocky
Mountain and New Mexico Chapters
for a fall retreat. All three Colorado
chapters are participating in an Orff
presentation at the CMEA Conference
this year.

REGION 1il: South Dakota’s BLACK
HILLS CHAPTER, Beverly Peterson, Pre-
sident. When asked how the chapter
began, Beverly replied, “Rapid City
schools got Orff instruments, Mary Ann
Fritz (now of Wyoming) helped get
people interested, and Pauline Lunde,
Rapid City’s Elementary Music Coordi-
nator, called a meeting.

Now 25 to 30 strong, the Black Hills
Chapter meets four times a year, draw-
ing participants from a 60-mile area.
Black Hills State College offers one hour
of credit for attendance at four work-
shops, a feature which helps attend-
ance.

Rapid City music specialists form the
core of the group, which pulls together
well, says Beverly. Goals are to keep
things going smoothly, to expand and
to raise more money. A secret of suc-
cess? They sell cheese!

REGION 1V: Florida’s fifth chapter, the
TALLAHASSEE AREA CHAPTER, Karen
Willes, President. This group began as a
direct result of the summer courses
organized at Florida State University
through the efforts of Dr. William
Hughes and Isabel Carley.

“Those of us who came were there for
varying reasons. Some needed credit,
some came out of curiosity, some came
on a whim, some had ‘wanted to go
away to take a course but couldn’t
afford it, and others just because it was
something to do,” says Karen. “Ob-
viously, it didn't take long to get
hooked and the chapter organization
came directly from those taking the
summer courses.”

It is not surprising that a large per-
centage of chapter members have al-
ready completed Level |I| Certification.
Members are public, private and paro-
chial school teachers and church music
directors who come from a five-county
area. They enjoy monthly meetings in
order to keep up with each other's
activities, In addition, they have com-

Continued on page 25
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bined with theother Florida chapters
for a yearly joint session.

Goals are to increase membership, to
use the Orff approach more consist-
ently, and to read through Schulwerk
materials together, They need money
and hope to apply for grants. At the
FMEA Conferencé in January, members
performed at the first faculty recital, and
they'll be sharing ideas at the Leon
County Music Educators meeting in
April. Tallahassee Area Chapter mem-
bers say that a big plus for their group is
the way in which they work together
with a special sense of cooperatnon

REGION V: The sixth chapter in New
York, the NEW YORK CITY CHAPTER,
Danai Gagne, President. A group of
teachers who had participated in an
Orff training course taught by Danai at
the Bloomingdale House of Music, went
to the Cleveland Conference. They came
home excited, and convinced that
there must be a chapter in New York
City. Invitations were sent to publicand
private schools in the city and three
workshops were held the following year.

With nearly 50 members, a strong
board, and areliable nucleus of partici-
pants, the New York City group sche-
duled five workshops this year. One will

be a joint meeting with the Tappan
Zee Chapter. Linda Monssen is doing
double duty as President of Tappan Zee
Chapter, and as hostess to the New
York City Chapter at her school, Friends
Seminary.

One of the unique features of this
new chapter is its short travelling dis-
tance to a number of other chapters in
New York, New Jersey and Connecticut.
This is an advantage in that members can
work together, share ideas and attend
each other’s workshops. The difficulty
comes in trying to avoid schedule con-

- flicts. Chapter officers hold board meet-

ings right after workshops, a more suc-
cessful arrangement than trying to
schedule extra meetings.

Goals and plans include the search
for more money, sharing of seasonal
topics, and workshops on Sequence
and Development, Movement and
Dance, and Black History

Congratulations and best wishes to
the officers and members of these vital
new chapters. Welcome to AOSA.

| FINAL TABULATION OF BALLOTS

Cindi Wobig, Executive Secretary of
AOSA, announced the results of the
January 1986 voting. Elected were:

Asst. Conference Chairperson:
Carol Huffman

Recording Secretary:
Rosemary Koepfle

Regional Representatives:
Region | Ann Palmason
Region 1l Karen Logbeck
Region 11l Donna Monticello
Region 1V Carol Erion
Region V Marilyn Davidson

The issue of association with MENC
was defeated 760 to 558. Both revi-
sions to our Code of Regulations passed
with a large margin. A total of 1421
ballots were cast. The tally was wit-
nessed and notarized in Ohio on Feb.
7, 1986.

Certification Levels [, Il and Ili

Comprehensive Musicianship ‘
An Approach Through
ORFF-SCHULWERK

=1 R

July 14-25, 1986

Crane School of Music
State University College of Arts and Science

Potsdam, New York

FACULTY
Level I: Judy Bond Level ll: Arvida Steen
Level lll: Jane Frazee  Movement: Nancy Miller
Recorder: Margaret Cawley

m‘;‘"

For further information contact:
Liz Wing
Crane School of Music
Box O ’
State University Gollege of Arts and Smence
Potsdam, New York 13676
(315) 267-2459 or (315) 267-2166

University of Kentucky
Schoo!l of Music
Announces
ORFF-KODALY WORKSHOP

June 913, 1986
CLINICIANS: Janet McMillion
of Mary Institute, St. Louis
Kodaly Workshop, June 9-11
and
Jane Frazee of Hamlin University
Orff Workshop, June 11-13
WORKSHOP DIRECTOR:
Cecilia Wang
ONE HOUR CREDIT
IS AVAILABLE
FOR MORE INFORMATION
WRITE TO:

Office of Fine Arts Extension
University of Kentucky
Room 5B, Fine Arts Building
Lexington, Kentucky 40506-0022
OR CALL:

(606) 257-8157
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KALEIDOSCOPE '86

%FF MUSIQUE POUR ENFANTS

The ninth Nationa! Conference of

MUSIC FOR CHILDREN: CARL ORFF
CANADA will take place at the historic
CANADAwillake place at the historic NATIONAL CONFERENCE
tobafrom May 8-11,1986. The opening
session on Thursday evening will fea-
ture a gala evening of multicultural
music, dance, festivities and refresh-
ments. Performing childrens’ groups
from Vancouver, Calgary, Brandon and
Winnipeg, St. Thomasand Jane Frazee's
group from St. Paul, Minnesota will
offer a wide spectrum of the arts. Par-
ticipants will see the world premiere of
“poems”, a tribute to Handel's tercen-
tenary, by the Royal Winnipeg Ballet.
Conference sessions for ‘Kaleido-
scope '86" will feature the following:
RICHARD GILL (Australia) Music,
Poetry, Dance — How they can serve as

springboards to music. Winnipeg, Manitoba
JANE FRAZEE (Minnesota) Session I: May 8-11, 1986
Rhythm, Session 1I: Melody, Session Il
Elements of Music. Structures for crea- f « 8 o .
tive, spontaneous learning. eatured clinicians:
%AR} GOEI%AE,(MiIchigan)I Singing — Richard Gill = Australia

e Key to Musical Development in :
Primary Children. Orff without instru- Jane Frazee - U-S-_A-
ments. o Mary Goetze - U.S.A.
JOYCE BOORMAN (Alberta) . Building
Learning Bridges Between Music, Story . Information Contact:
and Movement; II. The Battle of the Fairy S. REIMER
Tale. Music's capacity for fantasy.

: 467 Li

PEGGY EMMOND (Manitoba) A Kaleid- Lindsay St.
oscope of Improvisation — Story tell- Winnipeg, Manitoba
ing, movement, vocal and instrumental .

activities. R3N 1H4

EDNA KNOCK (Manitoba) Polyphoni-
cally Speaking — Canadian folk songs.

JOAN LINKLATER (Manitoba) Un atel-
lier de musique — Pour K-6.

B e CALL TOLL FREE

Upper Elementary, concepts of creative

improvisation. Teaching e Whole Child ANYWHERE IN THE US.A. INCLUDING ALASKA
— The Other Dimension — Songs and
Ims in Orff settings. Keep the D
praims n O setings. Keep he Do 1-800-247-1536
cation through music for “those diffi-— WASHINGTON STATE RESIDENTS CALL: 1-800-562-8938

URSULA REMPEL (Manitoba) From
Monophonic to Multiphonic — what
you can do with just one line — For Our
Pastance We Play, Sing and Dance —
Renaissance music.

RUTH WIWCHAR and DIANNE
SJOBERG (Manitoba) An Adventure in

Time — duple and triple meter in song TED BROWN MUS|c GOMPANY
and dance. : FULL SERVICE MUSIC STORE
DONNA WOOD (Ontario) Farly Child- SERVING MUSIC EDUCATORS FOR OVER 50 YRS

hood: MovingSinging Listening Playing

MUSIC FOR CHILDREN cordially invites 1121 Broadway Plaza
our American friends to share in “Ka- Tacoma, Washington 98402

leidoscope ‘86" in Friendly Manitobal ) (206) 272-3211
Join us from May 8 to May 11, 1986. — N I , ,

GB
Studio 49
Sonor
Recorders

Knowledgeable personnel
Music

Recordings

Choral




Book Review

Sound ldeas (Participatory Music

Lessons For Young Listeners)

by Jane Frazee and Kent Kreuter
- Musik Innovations, 1984

Need ideas for listening lessons that
will not only increase the understand-
ing of the composer’'s work but will also
enhance your long range goals? Well,
Sound ldeas by Jane Frazee and Kent
Kreuter might be just the answer. Sound
Ideas contains ten listening lessons en-
compassing a wide range of styles and
composers. You will find works from
Susato (1600), to Bach, Haydn, Beet-
hoven, and works as recent as Stravin-
sky's Tango from L’histoire du Soldat,
Webern's Five Pieces for Orchestra; Op.
10#4, and Carl Orff’s Tanzfrom Carmina
Burana.

Besides featuring a composer and
style, each lesson zeroes in on one
musical element. For example, the les-
sons include Changing Meter, Rondo
Form, Phrase Construction for Binary
and Ternary Form, Theme and Varia-
tions and Counterpoint. The book con-
tains movement ideas, instrumental ar-
rangements and charts to teach the ele-
ments of music and familiarize the stu-
dents with the work. There are prepara-
tory procedures and suggested activities
for application of the concept learned.

One unique feature of this book is
the set of follow-up ideas included in

each lesson. While the movement sug- -

gestions are very basic, the listening
activities are sophisticated and only
applicable to upper elementary.

Gloria Fuoco-Lawson
Nevada's Desert Valley Chapter

EXPERIENCE
AND
QUALITY

STUDIO A9

TRADITIONS!

Since. its foundation STUDIO 49 has manufactured the instruments for Schulwerk.
These instruments have been further.perfected according to the latest experience
and knowledge, and with special consideration for educational requirements.

(artl Dy,

Carl Orff

fTupio n9

INSTRUMENTENBAU

THE COMPLETE
AUTHENTIC
INSTRUMENTARIUM

Sole U. S. agents:-

VOB |

MMB MUSIC, INC.
10370 Page Industrial Blvd., St. Louis, MO 63132
314 @ 427-5660

__J
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COLORADO SUCCESS STORY

SUMMER SAMPLER
BUFFALO STATE COLLEGE

1300 ELMWOOD AVENUE BUFFALO,NEW YORK 14222

KODALY 4 4 DALCROZE 7

Presented by Presented by
Marielon Tatum John Stevenson
Cinlclan Cliniclan

For
Further

tnformation
Please Write

August
11-15

1986
1 Week

L3

Buftalo State College
1300 Eimwood Avenue
Buffalo, N.Y. 14222

Presented by

Judy Thomas

Clinlclan

fee for ELIGIBILITY
each workshop
1120 orff
{s for non-music
speclalists
Kodaly and Dalcroze
are for music students
or teschers

August
18-22

1986
1 Week

One cullege
credit for each
workshop may be
obtafned upon payment
of SUNY tuition & fees:

HYS Hon-
Resident Resident
Undergraduate  $49.20  $111.20
Graduate $90.85 $156.85

Shelledy Elementary School, Fruita,
Colorado, held an open house in Oc-
tober. Lynda Burdett, music teacher

- reports that the music roomwas packed
with parents from 7 to 9:30 p.m. Orff
instruments were borrowed from

Invitation from anothe}r school and the P.T.O. saw and
heard first-hand what the Schulwerk is
NORTHERN ARIZONA UNIVERSITY all about, v
Happy result? They donated $1500
IN FLA$SET\IQFF ‘ and the school district added a grant for
TO ATT $500. Says Lynda, “Now we are on our
ORFF SCHULWERK « KODALY ¢ LABAN | eyt Whatsiwonderful way toteach—
to have kids say, ‘Oh no, is music over
SUMMER COURSES already?’ "

Department of Music -
CLASSIFIED ADS

MUSIC — MOVEMENT — BRAIN " Cas-
sette tapes, books and reseurces on
new research in music, the ear, learning

GRACE C. NASH
and Master Faculty
Karen Logbeck, OKL/Recorder

Elizabeth Gilpatrick, Recorder/OKL 5+ ZZZ&XMREk | ordl thaionia by Dr. Dee Couter, Don
Phyllis Weikart, Movement " JUNE 18-JULY 9, 1986 Jcampl?le“' tDr' f}lf;ed T%matis ar}dtDr-
i ean ouston. Intormation on inten-
Jea.n Graham’ E’GI’CUSSIOI’I . sive training for Orff specialists. Write:
Susan Kujawski, Introductory OKL, Coordinator SOL, Box 38234, Dallas, TX 75238.

Introductory Course for Level |, June 918,
two hours graduate-undergraduate credit.

Certification in Levels I, II, Iil. UNCILASSIFIED ADS
Special Level | for non-music teachers. Wanted: Discounted or half-price Orff
4 hours graduate credit applicable to NAU’s OKL Master’s Degree. instruments, Write or call Carol Ann
Master Class Whitcomb, 1425 Fairhaven St., Salinas,
er - CA 93905. (408) 757-4972

On-Campus housing and meals available.

Write for information to:
Susan Kujawski, Coordinator OKL, Box 6041, NAU, Flagstaff, Arizona 86011-9330
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KEETMAN REPORT

by Nancy Batz

I attended Level | of the Orff Schul-
werk course at Hamline Unlver5|ty in
August, 1985. This was made possible
totally through the Keetman Assistance
Grant.

~ Howllovedit! | had been introduced

to the Orff philosophy through a good
friend and colleague and had dabbled
in it with my children at Christ the King
(Catholic) elementary school, but my
two weeks at Hamline really inspired
me.

Upon returning to school in Septem-
ber, | introduced new Orff materials at
the weekly children’s masses. The danc-
ing, creativity, and individualism lends
itself perfectly to our phllosophy of
children’s participation in the mass.

The ude of speech and body percus-
sion was a valuable experience at Ham-
line and I find it to be so good in the
classroom. Small children love the
rhyming and movement. They are anx-
jous to participate in all aspects.

Each fall | am a clinician at a work-
shop for church musicians. My section
is the music for children’s choirs, After |
returned from Hamline, | changed a lot
of gears and re-arranged my 90 minute
presentation to include the use of Orff
techniques. The room was full of peo-
ple clapping, snapping, singing, play-
ing and chanting.

Special masses which involve the
whole school of 250 children, ages
5-12, are agood opportunity to use Orff
instruments and materials. This year for
Thanksgiving mass we used ""He's Got
the Whole World in His Hands” from
Music for Children. Primary 2, arr. by G.
P. Dyck, and sixth graders reserve the
honor of playing the instruments while
the whole church chants and sings —
“Giving Thanks".

This grant came along at a perfect
time. | needed a new challenge in my
classroom after 20 years experience.
The ever-present need for music for
children’s masses provides an oppor-
tunity and a challenge for me to do
some arrangements and compositions
of my own. I'm looking forward to Level
Il next summer.

Special thanks to all of you who made
this possible.

' Sincerely,
Nancy Batz
Christ The King School
Sioux Falls, SD 57105

Thanksgiving mass in Sioux Falls.

CENTRAL
CONNECTICUT
STATE

UNIVERSITY

FOUNDED 1849
Department of Music announces

ORFF SCHULWERK
CERTIFICATION COURSE
June 29 - July 3 Level | July 7 - 11

Shirley McRae, Clinician
Assisted by Barbara Chesnhey-Schmir and Rida Davis
Available for 3 s.h. graduate credit or non-credit.
Campus housing available.

Information and Registration:

Dr. B. Glenn Chandler, Chairman
Department of Music
Central Connecticut State University
_New Britain, CT 06050

(Tglephone: 203-827-7251)

The Best!

We recommend the Zen-On SB student soprano
recorder — net school price $4.00
 The absolute best school recorder avallable today
9, ¢ Not touchy (the student must blow fully)
JO l ‘ S ¢ Excellent intonation (English fingering only)
e ! » Full, dark sound

Try this instrument and you will want nothing else in
your classroom. .

Write for a sample Zen-On SB recorder $3.00
(includes shipping) Limit one per teacher

Q)) Write for our free catalog containing Studio 49 (at the best
i prices in the country) and Sonor Orff instruments, plus a
large selection of small percussion, ethnic instruments,
books and records.

Mus1 Center

5521-A University Way N.E,
Seattle, WA 98105
(206) 526-8760
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Choristers Guild National Seminar
July 29 - Aug. 1, 1986

Carthage College

Kenosha, Wisconsin

Contact: Choristers Guild

2834 West Kingsley Road
Garland, TX 75041

¥

CONFERENCE LOOKOUT

The following list of upcoming con-
ferences is provided to keep our mem-
bers abreast of other growth opportu-
nities. This is a reciprocal service
between the organizations listed and
AOSA.

North Texas State University
STUDIES IN CONTEMPORARY MUSIC EDUCATION

KODALY CERTIFICATION PROGRAM

with
CHOKSY/HAYS/PERRY
June 9 through June 24, 1986
and

ORFF SCHULWERK CERTIFICATION PROGRAM
with
GILLESPIE/GOODKIN/LAYTON
June 25 through July 11, 1986

for more information, Contact: Pat Roberts,
Center for Continuing Education and Conference Management,
P.O. Box 5344, Denton, Texas 76203-5344

JUDY BOND JANE FRAZEE RICHARD C
LYNN JOHNSON ANN KAY JANET MCH
MUCK MARCELYN SMALE ARVIDA STE}
RICHARD GILL ARVIDA STEEN JUDY B(

hamline university

cenl;gr for

(o pLripglo o) ¢c) 8" ANET MCMILLION MARY GOETZE AN
musicC NANCY MILLER JANN MUCK MARCELY]
education JOHNSON ANN KAY MARCELYN SMALI

. JANE FRAZEE RICHARD GILL MARY GC
' JANET MCMILLION NANCY MILLER JAP

Announcing Another “Summerful” of
Courses and Workshops for 1986, including

e Sixteenth Annual Three-Level Orff Schulwerk
Certification - July 28-August 8 ‘

o Level | & Il Kodaly
Certification - July 7-18

e Choral Music for School and Church

e Master Class

o And Much Much More

MARCELYN SMALE GOETZE LYNN JOH]|

MENC National Conference
April 9 - 12, 1986

Anaheim, California

Contact: MENC Headquarters
1902 Association Drive
Reston, VA 22091

MTNA National Conference

(Music Teachers National Association)
April 5 - 11, 1986

Portland, Oregon.

Contact: MTNA Headquarters

2113 Carew Tower

Cincinnati, OH 45202

Sixth Annual Interdisciplinary
Conference

The Use and Care of the Human Voice:
Freedom in Performance

July 16 - 18, 1986

University of Minnesota

Minneapolis, Minn.

Registration: Anne Dickason, Prog. Dir.

Dept. of Professional Development

209 Nolte Center

315 Pillsbury Drive, S.E

Minneapolis, MN 55455

In Memoriam: l
PEGGY PEACH 1922-1986 .

She was a risk-taker, one who said
“yes” and then figured out how. Even
before AOSAwas born she had installed
a full set of Orff instruments in her
classroom at the Key Schoo!l in Anna-
polis, Maryland, and had left familiar
ways of teaching to try the new.

Soon Peggy’s program made the Key
School a focal point for other Orff
pioneers in the area — those who
became the charter members of the
Mid-Atlantic Chapter which she co-
founded in 1969. She was president
from 1975 to 1979. She also ran for
national office several times.

After 10 years of Schulwerk-teaching,
Peggy joined the faculty of Anne Arun-
del Community College where she en-
livened courses with Orff-based inno-
vations. She played violin in the An-
napolis Symphony Orchestra and
Chesapeake String Quarter, conducted
achurch choir, and fortwo years headed
the Music Division of the Maryland
State Arts Council.

Peggy died February 1 afteran opera-
tion for-a previously-unsuspected can-
cer. We have lost a vibrant, intrepid,
generous, gifted friend.

Louise Bradford
Philadelphia

Questions? Or address your inquiry to:
Call (612) 641-2027 between the hours Summer Sessions Office
of 8:30 a.m.-4:30 p.m. Monday- Friday. Hamline University
St. Paul, MN 55104,
\. J
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Changing your address? Know an-
other member who is? Executive Secre-
tary Cindi Wobig requests that you
inform AOSA headquarters of address
changes and corrections as soon as
possible so that your Echo and other
correspondence will arrive promptly.
Many Echo copies wind up in the Post
Office’s dead letter office, a waste of

your dues money and a loss of im-

portant information to you.



REGION L
No. of Chapters Reporting 13
No. of Members 760
No. of AOSA Members 351
% Chapter Members

also AOSA Members 467
Average No, of Officers 9

Average No. of Board Meetings 5.23

Average No. of Workshops 3.61
Average Dues, Regular $17.30
Range ($) 5.00-35.00
Average W/S Fee, Members $ 3.07
Range (%) 0-30.00
Average W/S Fee, Non-mem. $10.30
Range ($) 0-35.,00
MEMBERSHIP MAKEUP
Music Specialists 442 (557%)
Classroom Teachers 139 (18%)
Students . 74 (10%)
Church Musicians 35 (. 5%)
PE/Recreation 5 ( 0%)
Music Therapists 14 ( 27%)
Administrators 11 ( 17%)
University Personnel 19 ( 3%)
Other 72 ( 97)

Cor}xpiled by Karen Stapleton

10/20/85

“There's an Orff
Teacher in my TV!"

The film was “The Killing Fields” on

AOSA 1984-85

ANNUAL REPORT COMPILATION

IT
11
771

393

51%
7.90
3.90
4.45

$ 9.59

4.00-15.00

$10.31
0-35.00

$13.90
0-35,00

571 (74%)
52 ( 7%)
49 ( 6%)
4t ( 6%)

5 ( 0%)
2 ( 0%)
11 ( 1%)
18 ( 22)
21 ( 3%)

INSTNTNSTN N NN

I
13
656
460

70%
6.38
3.61
4.15

$ 9.23
5.00-15.00

$ 6.84
0-35.00

$ 9.62
0-35.00

568 (86%)
6 ( 4%)
5 (7%)
71 (11%)

303 -

1%)

IV v TOTALS
13 12 62
558 670 3415
363 324 1891
65% 48% 55%
6.07 7.58 7.38
3.38 3.66 3.95
5.0 5.0 bbby
$ 8.96 $11.08 $11.23
5.00-12.50  3.00-30.00 3.00-35.00
$ 4.15 $ 4.85 $ 5.84
0-14.00 0-10.00 0-35.00
$ 9.54 $ 8.25 $10.32
0-18.00 0-15.00 0~35.00
500 (80Z) 537 (80%) 2598 (76%)
28 ( 52) 45 ( 72) 290 ( 8%)
13 ( 2%2) 4 ( 4%) 205 ( 6%)
92 (16%) 5 ( 5%) 277 ( 82)
0 ( 0%) 4 ( 0Z) 7 ( 0%)
10 ( 1%) 8 (1%) 3(1%)
6 ( 0%) 7 ( 12) 0 ( 1%)
26 ( 5%) 17 ( 3%) 119 ( 32)
13 ( 2%2) 13 ( 22) 144 ( 4%)

HBO. As the credits rolled at the end,
the music reached out to demand at-
tention. The melody was “Recuerdos
del Alhambra”, a dreamy tour de force
for classical guitar with a fluid melodic
tremolo over an ostinato for the bass
strings. This time the melody was on
slide whistle and the ostinato on ka-
limba or thumb piano. In per-adizione
fashion, plucked psaltry-sounding
strings entered and, yes, a xylophone
and at the very end, a soft glockenspiel.
And it all worked. No screen credits
were given for this musical fantasy. How
sad that the brave imaginative arranger
shall remain forever anonymous.

)@rf

| Teaching books for the

exciting use of
classroom instruments

Nine colorful volumes from the publishers of
the original Orff-Schulwerk series. A full color
brochure is available free of charge from:

European American Music

Distributors Corporation

P.O. Box 850
Valley Forge, PA 19482
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BOOK REVIEW;
Donna Poppe, Editor

Recorder Improvisation and Technique
by Isabel McNeill Carley

Book One, 3rd Edition, 1985

Book Two, 2nd Edition, 1985
Brasstown Press, Brasstown, NC 29002

As the title so clearly states, these
bookstteach the use of improvisation in
the Orff approach to the recorder.
Those familiar with this series (Books 1-
3) will find in the new editions a clarity
in type and layout befitting the wealth
of musical experiences offered the
serious student.

Book One, forsoprano recorder, leads
step by step through the C, G, and F
pentatonic scales and their related
modes. Independence from the musi-
cal score initially (through echo-play
and improvisation) allows focus on
physical technique and ear training.

Many short recorder pieces arranged
or composed by Isabel Carley are care-
fully. edited to accent the specific in-
tervals, articulation, and phrasing that
students would have previously expe-
rienced aurally. The new edition adds
22 melodies, manyrecently gathered in
Taiwan and China by the author. Simple
ostinato accompaniments, which she
defines as “stubborn repeated pat-
terns”, enhance these melodies.

HRTT

School of Music

SUMMER

TERM *86

Another outstanding program in beautiful New England
For Teachers, Performers and Technicians

Master Classes
(International Artists)
June 9-July 18

Kodaly Musical

Training Institute
Levels I, II, lIl, IV
June 30-July 19

Orff-Schulwerk
Levels |, Il
July 7-July 18

Applied Lessons
June 23-July 25

Write or call:

Weeklong Teacher
Workshops &

Seminars
June 23-July 25

Technology
Workshops

{one & two weeks)
June 23-July 4

Graduate Studies

Degree Core Courses
June 23-July 25

All carry graduate credit

Donald Harris—Dean

Office of Summer Prograrhs William C. Willett— Coordinator

University of Hartford
West Hartford, CT 06117
1-800-325-0427

Hartt Summer Programs

UNIVERSITY
OFHARTFORD
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Book Two begins by transferring so-
prano recorderfingering patterns to the
alto recorder. Pentatonic scales gradu-
ally add notes to create the parallel
major scales in F, C, G, and B flat,
extending the range of soprano re-
corder to high B and alto recorder to
high E. These new notes are introduced
with silent practice, then aurally, and
only then visually from notation.

Aeolian, Dorian, Phrygian, and Mixo-
lydian diatonic modes are performed in
technical exercises, in improvisation
over the ensemble, and from written
scores. The study of two accompani-
ment techniques — shifting chords and
paraphony — conclude this volume.

Isabel Carley draws on her extensive
knowledge of Western folk musics as
well as recorder repertoire from the
Middle Ages and Renaissance to choose
a variety of melodies which reinforce
each scale, mode, and stylistic element
presented. Any madrigal group would
appreciate hearing the lively Dorian
melody, Como Poden, from 13th cen-
tury Cantigas de Santa Maria. In con-
trast, shifting chord patterns are illustra-
ted by an improvisatory arrangement of
“Drunken Sailor”. : )

Book Two prepares for Book Three,
which. guides the advanced student
through major keys, modes, and minor
keys with their dominants. It also covers
melodic ornamentation and historical
techniques such as decoration of the
3rd and descants, variation forms, and
improvisation for movement.

The improvisatory approach of this
series leaves it somewhat open-ended
and adaptable to many levels of exper-
tise among students. It does require a
high standard of“modeling” technique
from the teacher for effective imitation.
Recorder Improvisatiomand Technique
1-3 presents a challenge for more expe-
rienced students and teachers who de-
sire thorough training in improvisation
skills through soprano/alto recorder
performance. It correlates well with the
basic material in the Orff Schulwerk
publications.

Carolyn C. Minear
Central Florida Orff Chapter

o .
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** In seeking knowledge,

the first step is silence,

/

XX

*

the second, listening; 8
the third, remembering; :x:
the fourth, practicing; and

s* the fifth, teaching others.
" IbnGabirol %

izthec.
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Qur complete line includes everything from
xylophones, glockenspiels and metallophones o 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 stee! 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,

W
3000 Marcus Ave., Suite 2W7, Lake Success, NY 11042



American Orff Schulwerk Assn.
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Cleveland, QH 44139-1089
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November 5-9,1986
Sheraton -Boston Hotel
Boston, Massachusetts

Now listen my children and you shall hear

Of a happy invasion of Boston, next year.

By land and by sea and from out of the clouds

Comes a force to be reckoned with - gentle, but proud,
Twenty years marching and skipping and hopping,
Saghay-ing, tip-toeing, boogien' and bopping

To so many different and wonderful drummers

And pipers and poets and whistlers and hummers,

"The Orffish are coming! The Orffish are coming!"
We've already sounded the gladsome alarm,

"The Orffish are coming! The Orffish are coming!"
Through every middle school, village and farm.

Yes, Boston awaits with a musical feast

To happily host all the Orffish out east.

We'll serve up a chowder of music and motion
And all sorts of interesting rhythmic commotion,

Come-all-ye to Boston, the perfect location

To declaim, "No notation without improvisation!"
And as you approach our signals will be:

"Duple by land - triple by sea,”

All of you mixed-meter voyagers make plans!

For this Twentieth Conference we call up all hands,
A New England Teaparty - some celebration -

And YOU should be part of this grand congregation!

by Tom Goux

AMERICAN ORFF-SCHULWERK ASSOCIATION
POST OFFICE BOX 3901080 ¢ CLEVELAND, OHIO 44139

EBINGER

VIRGINIA N.

- 1335 418T.
. LOS ALAMOS NM 87544

000583 74 85 34




