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Music-making Children of Africa

TEXT AND PHOTOGRAPHS BY JOHN MILLER CHERNOFF

With permission from NATURAL HISTORY, Vol. 88, No. 9; Copyright the American Museum of Natural History, 1979

One of the things children everywhere love
is music, Take your guitar to a park and begin

playing; the first people to stop and listen will.

be children. Among the Dagombas of north-
ern Ghana, it is the same.

“When we are going to a house to play,’ a’

Dagomba drummer once told me, “it is the
children who meet us. Some of them will
walk with us and lead us; the others will rin
ahead to inform the whole house, 'the
drummers are coming! The drummers are

coming!’ Don't you see that it's nice? It is one

way that music adds to us. Music makes us
happy, and music shows us things about
ourselves, and again, music is something we
can pass down to our children.”

When we consider the different conditions
in which human beings grow up and the role
of artistic expression in life, we must acknow-
ledge that “wealth” is an ambiguous word: a
measurement of quantity for some people; a

reflection of values in human experience for-

others. The children of the world share a love
of music, but African children in particular
enjoy the benefits of musical life; they are as
involved with music as our children are with
television.

In the traditional societies of Africa, chil-
dren’s musical activities are more than recre-
ation. Through music, African children learn
social habits and personal discipline. Among
the Dagombas, music making gives children a
chance to participate in important events,
and for some children, musical training also
encompasses the study of history and folk-
lore.

Dagomba children begin working at an
early age. By the time they are four or five,
boys are already accompanying their fathers
to the farm, where they may be asked to fetch
drinking water or farming implements. In a
few years, they can weed and plant. They also
care for such domestic animals as cows,
sheep, and goats, and they have special
techniques for finding food— mainly termites
and ants—for chickens and guinea fowls.
After a farmer has planted his crops, he may
build a tree-house on his plot, and his chil-
dren and their friends are sent to it every day
with balankon, a slitdrum made from a
hollowed-out log. Their job is to drive off
monkeys.

Girls work with their mothers, sweeping
the compound, carrying water, cutting and
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grinding vegetables for cooking, and. in
season, collecting the sea nuts from which
Dagombas prepare cooking and lamp oil.
The children’s work is difficult, but the
Dagombas measure character in the willing-
ness to do hard work, and parents are careful
to match tasks with a child’s ability and
strength.

At night, after eating, the children have no
work to do and are free to roam. If they live in
a town, they might be given money to attend
a movie, but generally they meet with their
friends and play. Those children interested in
learning more about their tradition sit with
old people. It is typical of Dagomba life that
people from neighboring houses gather after

the evening meal and talk. The children sit

quietly to the side; they sometimes massage
the legs of a storyteller while he talks: “In the
days of such and such a chief, this was what
was happening” or “During the war between
the Dagombas and the Gonjas, this was what
happened.” If a child is sitting alone with an
old man, he may press the legs of the feet of
the elder until both man.and child fall asleep
side by side. In the villages an old man may
relax with jenjili, a musical bow, or moglo, a
guitar-like instrument; he sings songs to

amuse himself and his grandchildren—songs’

that tell stories, illustrate proverbs, and
sometimes recount history.

A sense of history is central to both
Dagomba culture and musical tradition. The
Dagompbas have an elaborate political system
based on hierarchical chieftaincies, and the
paramount chief, called the Ya-Naa, sits at

Yendi, about 60 miles east of Tamale, the

most populous Dagomba town. Drummers
know the most about history, and at certain
times during the year, they sing and beat
different parts of the Dagomba drum history
outside the house of their town's chief, who
sits with his wives and elders while the
populace assembles around them. The drum-
mers. start in the late evening and play till
dawn. The Dagomba drum history resembles
no other art form so much as as it fesembles a
Homeric epic.

Most of the drum history tells of Ya-Naas
and their accomplishments, lending meaning
to Dagomba traditional dances, which are

-based on the proverbial praise-names of the

paramount chiefs of Yendi and the chiefs of
other traditionally important towns such as

Savelugu and Karaga. Although a typical
Dagomba’s preference in. dancing is not
necessarily political, different dances have
associations with family origins because most
Dagombas trace their ancestry to former
chiefs. Not every son of a chief can become a
chief, however, and someone for whom the
“door” to chieftaincy closed generations ago
may still respect his family’s line by dancing
to the name of a great forefather.

A dance called Nanto Nimdi can served as
an example. Nanto Nimdi is a praise-name

‘for Naa Yakubu (ca. 1850), and it means that

meat that has been touched by nanto, a very
poisonous crei;ture, cannot be eaten or even
approached. In addition to obvious respect
for the power of chieftaincy, the name
implies that whatever a chief's hand touches
becomes a dangerous thing; thus the name
cautions that citizens should not do anything
bad or become involved in a matter that will
come before the chief. Drummers beat the
name Nanto Nimdi and improvise on its
rhythm, and people dance to it. Dances such
as Nanto Nimdi are danced individually
inside a circle of spectators. Drummers.call a
person to dance by beating praise-names of
his or her forefathers. A dancer may dance
several dances inside the circle, while friends
and relatives press coins on the dancer’s
forehead or place coins into the dancer’s

"hands. The children of some drummers may

dart in and out to pick up the money falling
from the dancer and give it to the drummers,
who later share it according to status.

In such a context, drummers must possess
not only musical skills but also a detailed
knowledge of a 500-year-old history and a
familiarity with individual genealogies within
their communities. Among the Dagombas,
therefore, drumming is a professional calling,
and to insure the continuity of professional
excellence, Dagomba drummers maintain
distinct lineage grouping and their own
hierarchical .chieftaincy organization. Not

-every son. of a drummer is compelled to

follow the vocation, although most do so for
enjoyment and respect, but every daughter of
a drummer must give at least one of her sons
for training. Because drumming is knowledge
as well as music, the Dagombas say that
drumming has no end and that no one can
know all of drumming. Each drummer can
learn only his extent, and even old drummers
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characterize themselves as “still learning
more/”

Their main instrument is an hourglass-
shaped tension drum; the skins that cover
both mouths are sewn to rings of bound reeds
and laced with leather strings. A Dagomba
drummer secures the drum under his armpit
with a piece of cloth, and by squeezing the
drum, he can produce notes ranging more
than an octave. Commonly known as a
“talking drum,” this instrument is played in
‘many West African societies, Dagombas call
it lunga. The bass beat is provided by gungon,
a large tom-tom with a thin leather string that
acts as a snare; like lunga, it is hung from the
shoulder.

When a drummer's wife gives birth, he
takes his drum outside this house and beats
praise of God and of the chiefs of Yendi.
When the child is about three years old, his
father will make a small drum by attaching

two half calabashes back to back or by simply
covering a metal can with a skin. Atage five or.

six, achild is given a small version of lumbila,
the small-sized lunga, and among the first
things he is taught to beat are the proverbs
every drummer beats when picking up a
drum throughout life: A bachelor is a child,
and a married person is the elder; the person
who has an owner will eat, and the person
without an owner should sit down; the
person who says there is no God should look
to his front and his back (his ancestors and
children).

Next the child learns to beat the names of
his parents, grandparents, great-grandparents,
as far back as his father knows, From his
family, the child moves to the names of the
past chiefs of Yendi up to thé present, and
after learning the Yendi chiefs, he progresses
to the chiefs of other important towns such as

Savelugu, Karaga, Mion, Kumbungu, Tolon,

Tamale, Nanton, Gushegu, Voggo, Sunson,
and also the chiefs of villages in his area.

'When a child is about ten years old, he will _-

accompany drummers to functions, carrying
their drums for them. There the drummers’
children collect money from the ground and
also learn to recognize the various people of
their community and how the drummers
praise each of them with the drum. In a few
years the young drummers can begin beating
and following the other drummers. By the
time they are teen-agers, they may get Jundaa,
the medium-sized Junga, and they are distin-
guishable in the extent of their knowledge.
When they meet their contemporaries at
functions, they bluff each other. One young
drummer will beat the chiefs of Yendi and
Savelugu, only to be embarrassed when
another youth follows him all the way and
then goes on to beat Kumbungu and other
towns.

Learning drumming is difficult work, and
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the Dagombas say that if a person’s heart is
not in it, he will not learn. In describing the
act of beating alone, Dagombas say that it is
the heart that talks and the arm that does what

the heart wants; only a child with a “bright -

heart” can gain wisdom. In the evenings;

drumming children go to their master and-~

massage his legs and feet while he lectures to
them and teaches them singing. Some chil-
dren learn everything easily; Dagombas say
that these are “born with a drum! Those
who are unwilling learners may be beaten or
knocked on the head with a drumstick to
motivate them. Some drummers can display
scars on the top of their head; they remember
their suffering but are happy that their masters
did what was necessary, for they treasure the
satisfaction their eventual mastery has given
them. Beatings are not common, however,
and children without talent or desire are
generally left to achieve their own level.

Typically, young drummers reach the high-
est standard by traveling to different towns
and staying with great drummers, There is no
charge for the teaching, but a young drummer

v

gives his elder many gifts when he has
finished learning from him. Dagombag,.say
that two wise people cannot stay together; to
learn drumming, therefore, one should make
oneselfafool, put aside what one has already
learned, and add the knowledge that the
master can give. For the Dagombas, wisdom
comes from saying, “I don't know,” and then
asking. Dagomba drummers do not reveal
their hard-earned knowledge to those who
are not serious, and to learn drumming
requires patience and respect. Because drum-
ming has no end, drummers move into
maturity with the promise of continued
growth in the practice of their art and the
appreciation of their heritage,

Drumming by traditional drummers, how-
ever, is not an everyday occurrence but is
reserved for events such as weddings, funer-
als, festivals, the installation of chiefs, and the
public “outdooring” of newborn babies.
Besides drumming, such events are likely to
feature the music of goonji, fiddles with
strings made of hair from a horse’s tail. The
music of fiddlers is given an extra punch by a
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number of gourd rattles in cross-rhythmic
.accompaniment. Fiddles were introduced
‘into the Dagomba tradition about 200 years
ago, but unlike drummers, fiddlers do not
restrict entry into their profession by family
origin, Although not as knowledgeable as
drummers, fiddlers also sing songs of praise,
and children who learn fiddling follow an
apprenticeship that involves singing and
rattle playing as a prelude to learning the
main instrument.

The participants at social functions relate to
the beat of drums and the tune of fiddles by

dancing, and Dagomba children learn their

traditional dances by watching and later
practicing when they meet their friends to
play in the evenings. The children are such
avid fans of music that they think nothing of
setting out after dinner and walking several
miles to a neighboring village if there will be
drumming and dancing to watch. Often,
when the children return in the early hours,
they find the doors to their houses locked
because their parents have assumed that they
fell asléep at a friend’s house. Afraid to wake
up the neighborhood by knocking on the
door, the children climb over the walls of the
compound. Climbing over the walls of their
houses after musical events is something
‘older Dagombas recall fondly as a part of
childhood,

Dagombas who remember their childhood
love of music often organize occasions for
their own children to dance. Tora, Takai, and
Lua are three popular dances for children and
young people. '

Tora is a dance for girls. The girls stand ina
line, and two jump out in opposite directions,

- then turn and run toward each other, knock-
ing their buttocks when they meet; the first
girl out goes to the end of the line, and a new
‘girl comes out to bump the second. Our
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teen-agers may think that the “bump” is a
new dance, but Dagomba girls have been
doing it for more than a hundred years. Much
of the drumming for Tora is the same as the
drumming for Takai, a dance for young men
and.boys. The Takai dancers knock sticks or
metal rods as they spin in alternate directions
in a circle around the drummers; their tradi-
tional smocks bell out as they turn gracefully,
offering a lovely spectacle. Lua is an athletic
dance in which girls form a small circle, and
one girl dances in the center. When the
drummers reach a certain rhythm, she runs to
one side of the circle, where three girls pick
her up and throw her in the air so that she
lands at the other side of the circle.

Baamalaya is probably the beat that Dag-
omba children first learn to recognize, and it
is especially popular when mosquitoes are
out in force. Baamaaya’s meaning is that
mosquitoes should not find a place to rest,

and Baamaaya dancers twist their waists

continuously as they circle around the drum-
mers. Metal shakers on their ankles add
complementary beats to the drumming, and
they wear striking headdresses and earring
and also carry fans that they use while
dancing. | tried to dance the Baamaaya once,
but | sat down in minutes, my -stomach
knotted in pain, and | had to content myself
with watching the others while | swatted at
what seemed an inordinate number of mos-
quitoes, which had, | suppose, no other place
to land. : ‘

Many Dagombas continue to dance Ba-
amaaya or Takai into their adult lives, but
young people also organize their own type of
music, called Simpa, through neighborhood
clubs. Club members pay dues and may be
fined for missing rehearsals or performances.
A tourist on an evening stroll in a Dagomba
town would have a good chance to meet

different Simpa groups practicing for one of
their competitions, singing songs with flute or
harmonica and drum accompaniment. Sim-
pa originated about 50 years ago from a
Kotokoli dance called Gumbe, but the young
Dagombas have transformed Simpa into an
eclectic style that includes High Life, rumba,
soul, merengue, blues, bossa nova and other
generic beats. Different groups use different
types of instruments, from traditional Da-
gomba drums to sets of square-frame drums
to sets of conga and jazz drums fashioned of
metal by local blacksmiths. In an active
Simpa club, members come every evening to .
sing in the chorus. The songs are often based
on Dagomba proverbs, but the singers also
comment on community issues and satirize
rival groups. The dancing is done by 12- to
15-year-old girls who come out, one or two
pairs at a time, to dance matching, studied
steps with intense concentration. Simpa
groups usually participate in Dagomba funer-
als, and newly installed chiefs call them to
help the young people celebrate.

Simpa stylés are diverse and open to

“influence and change. In recent years, popu-

lar movies from India, romantic musical
fantasies, have caused a sensation among
young Dagombas, who remember the songs
and set their own words to them. The
melodies also provide inspiration for long
improvisations on plastic flutes. To fit the
music, one young Tamale man called Ali
Bela, after the swashbuckling hero of some of
the films, created a new style of drumming,
using the fingers of one hand on different
parts of the bottom of a five-gallon oil drum
while using the other hand to play accents on
the rim with an empty can of evaporated
milk. The music is beautiful, and | was
impressed by the notion of walking in the
streets of Tamale and coming across a music-
al group with a name like Bombay, singing"
Dagomba homilies fitted to Indian tunes,
with instruments acquired from Western oil
companies and food processors and from
Asian toy manufacturers.

But it is the small children who have most
recently astounded Dagomba society with
their- musical inventiveness. Atikatika is a
new dance that started in Tamale and swept
through the other towns. A few young adults
help the Atikatika groups solve organiza-
tional problems, such as acquiring uniforms
and arranging transportation, but it is the
children who plan the music, songs, and
dancing. The children, of course, are true
believers, and only rain—or an Indian film—
can make them miss their nightly practice.
The drummers are boys eight to ten years of
age. The dancers, boys aged from four or five
to eight, dress in white singlets with matching
colored shorts and beanies; they tie metal
shakers to their ankles, and dance precision
acrobatic steps in a circle, using the shakers in
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various ways to cross the heavy, character-
istic 12/8 beat of the drums. The chorus of

young girls is led in high-spirited singing by an -

older girl, perhaps in her edrly teens.

Because the Atikatika children sing witty
“political songs, they are often in trouble with
Jocal authorities, who periodically ban their
music. -The children respond by planning
new songs and dance steps and starting up
again—only to be banned again. Some songs

abuse pretentious prominent figures or are’

obscene commentaries on adult hypocrisies;
sometimes, they resemble “children’s rights”
‘manifestoes, featuring complaints about such
matters as being given yesterday’s food.

Atikatika began during the political and

social turmoil that followed the overthrow of

the Nkrumah regime in 1966 and, on a local
level, the escalating crisis in.a continuing
dispute over the Yendi chieftaincy. Many of
the old people who object to Atikatika feel
‘that the inflammatory songs the children sing

are contributing to current problems, but’

Atikatika is popular with young people who
consider themselves modern. Many young
people, alienated economically or disturbed
by the inequities of the modernization pro-
cess, encourage the children to continue
speaking out through their provocative, hu-
morous songs and dances. When an Atika-
tika group practices, young spectators gather
to be entertained, waiting to see what new
things the children will do next, many old

- people stay way and mutter among them-
selves, until they take action.

Whatever happens in the future to change:

‘Dagomba society, music and dancing will.

. A
‘%
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continue to be a vital part of Dagomba life.
Dagomba children will continue to learn
their traditional dances and to find musical
means to express their ambivalence about
the world in which they are growing up.
Music, for them, is a source of continuity in
their own lives, a link to the past and a path to
the future. Older Dagombas, even those who
look at Atikatika and wonder what today’s
children are coming to, acknowledge that
children give meaning to tradition. As one
Dagomba toid me:

“If you want to see our way of life, you will

see it from the children. Even when we watch
them play and we watch how they are with
each other, we know how they will end up.
So it is the children who make our culture,
because the children can do something and it
will come to stand as something for the old
people. All our old dances, the children

“didn't start them, but when children play,

they dance them. And the new dances we’
have not seen before, it is the children who-
started them, and when these children grow
up, these dances will become an old thing to
them. And so, as for our way of life, it all starts
from the children![]

* Shenanigans - Dance Music for
Children. Levels 1, 2, 3 available.
$13.95 book & tape

e Jelly Belly by Denni$ Lee. Hilarious

_original nursery rhymes. $8.95 book

e Blank Recorder fingering

Charts - you fill in. One

$7.50 per dozen.

Ethnic instruments our specialty.
Please write for our free complete
catalog containing Studio 49 and
Sonor Orff instruments at very
competitive prices plus a large
selection of small percussion,
books and records for the
elementary music classroom.

CATALOG FEATURES

fingering per sheet, 11 x 17,JO ' '
suitable for laminating. i ru
{

ecials

¢ Axatse (shekere) from Ghana, strung
with seeds. Small & medium sizes
available, $30.

s Talking Drum (squeeze drum) from
Ghana. $75.

s NEW!
S o Talking Drum from

Nigeria. Smaller size, very
high quality, tremendous
sound. $125.

D New Address & Phone:
4501 Interlake N, #9
Seattle, WA 98103

(206) 548-0816
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Introducing Jazz in the Classroom rar 2

_ In the first part of this introduction to jazz
in the middle school classroom (Orff Echo,

JACK NEILL

Students may freely sing “riffs” to a neutral
syllable, transposing in measures 5 and 9 and

Some examples of riffs:

Winter, 1989), an historical background and inventing new ones. To provide examples 1. o
some examples of speaking rhymes with a  and build confidence, | have adapted a i " o —
“jazz feel” were offered. This is the first  technique used by Bobby McFerrin ini a —xd e e "
exploration of the blues and approaches to  concert. Itbecomes a game in which the class - -
understanding their harmonic structure. repeats a riff (or one riff for the boys and a 4
The blues had its beginnings in the “hol- different, complementary one for the girls) ) - }
lers” and field songs of the slaves. Since itwas ~ While I vocally improvise a tune. ) — ——
originally avocal style, it seems logical to start Q _'}_ - Sea
with the voice in introducing students to the This exercise should be supplemented with
blues. Once they have an understanding of careful listening to good, “classic” record-
tonic/dominant/subdominant harmony, they.  ings. Count Basie’s records are especially 3. -
have a “right to sing the blues,” s0 to speak! good for this. - ]
Begin with the harmonic structure of the ﬂ%_j -
12-bar blues, | O .

vV IV 11 ). '

V VI B e — = i
and a bass instrument playing a very basic i:\ e e p 1 " —
tonic accompaniment: i ¥ L =

- T ==
" e — T — Once the blues became established as an
L& J_ J_ J_ _"_ S B S S S L SIS S Sl instrumental form in early New Orleansjgz;,
the 12-bar structure became the norm. This is
— e e e 7 T 'one of those “basic blues” structures in the
a: .J.- _"__"_ + S S :J_ J. J- == H key of C. Students may begin by chanting the

Central Connecticut State University

offers
Orff-Schulwerk

Teacher Training Courses
Levels I, Il and I

July 2-15, 1989

- Faculty includes -

Vivian M. Murray, Level |
Shirley McRae, Level I
Judy Bond, Level lil
Cindy Hall, Recorder
Jacqueline M. Schrader,

Movement

Available for 3 semester hours graduate credit or for non-credit.
Room and board available on campus.

Central Connecticut State Univaersity, a part of the Connecticut State
University, is located in the Greater Hartford area and is an AA-EEO
institution. For more information call (203) 827-7251 or write Dr. B.
Glenn Chandler, Music Department, Central Connecticut State
University, New Britain, CT 06050.

o o |
MANSFIELD UNIVERSITY 7 org=

Presents

ORFF-SCHULWERK WORKSHOPS
Levels I & II - July 10-21, 1989

AOSA Approved - Graduate Credit Available

OBSERVATION/PARTICIPATION WORKSHOP
with
8-14 year olds - July 24-28, 1989

Clinicians

Jack and Lorraine Neill
Kit Bardwell

* ok % &

For further information write or cail:
Dr: Joyce Wunderlich,
Dept. of Music, Mansfield University,
Mansfield, PA 16933
(717) 662-4738
AA/EOE
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poem with a jazz feel. Then chant poem
again while the bass xylophone accom-
panies.

We've got to work together,
don’t you understand?
Respect for one another’s
what the times demand.
We've got to work together,
don't you understand?

Respect for one another’s

Bass Xylophone Accowpaniment:

N ! s
4 | N A 1N 4 I, J
) L . ] i T 1 4 )] 3 2 I pd 1 L I P.J 1
Lo 2. P A 1 1] a H ] o, . b o rd H | i i 2. i
Sl A e 1 ! — I ! -, ! i - — — A — 1 ] A )
T - R -+ - -5~
- Nt Nt
) N ; ~
74 () i 1 | Y . i L S Lo, .
23 | g3 )] 1. & i | I 4 Tl i [« ] i 1 ] <
N ) VA ! Z. 1] ] k) I rd 1 ¥ 2 o L 1 ] H i -
L] = ,I l o~ 2 _F —~ L ! o~ — i —_— H i Y
. ——
: 0 i ] ]
4 H B - T 1 oL ! Sy 3 I . Ny
7] 1 L4 | xRSO | ! ] i rd 1 N ldl 1] L N | Y N L
Ea a—o—1 I o —l] 2 P B | E— | -4
hed 1] - 1 e I i ootk ] — i I -
' - <+ o

Students then use the speech rhythms to
improvise, either vocally or. instrumentally,

When confidence-has been gained, students
may use other rhythms, passing tones and so

what the times demand. using the notes indicated for each measure. on,
I'm walkin’ with my. neighbor, .
walkin’ hand in hand, e — o ',! — e C = &wa
Celebrating brotherhood across the fand. €~ '9‘ = Al ' e
h 1 O -
-t o A Sma— s 27 bt
A === == e
Traditionally, the lyrics of the 12-bar blues - - e
consist of two lines of words, with the first A A
one repeated—AAB—as illustrated by this o ——o T — . TSt
“classic” piece, Joe Turner Blues. o— T — e — -
. = = ©
“TOE TURNER BLVES'
7 i C;__'! } < D~ < < F
P y] { 1 1 | - g ~ -
pa L L | ] )| - | N 2 . S N =
e
THEY TELL ME RNER' G -
ToE TURNER'S Come AD GeNE THEY TEwL NF  TeE
. )[) E . C C &7 G’ : c <
. é ! i vl AR . — N O l i Vol i C lan ‘
N = : - : C 1 1 | 1 } L | l 1‘ C
[ & [ - '—J—. D
TvaneR HE LerT ME NG T e
RNER'S COME AND GONE, E HNERE TO THIS  SoNG

"TYE v TN
> T HgMEWOM:BLUES c c c
p ria 1 i ) 1 M
| By el 1 L | 1 B ~ N | L 1 <l { Py A P AN
:@H_#_H_‘}_{_J_.H 1 L S U S y A —
, ' —‘_'—bd-l'd-—j—d—-é !
OUR TEXCHER PILES on/ THE MoMewopyx EV'RY mmj TOLR
y F F c :
= L4 i+ [t  — - T
k] 1 ) | 1 1 1 yd rA 1.1
= e —
TEACHER. Plgs o THE HONEWORK EV'RY NIGHT. * WERE
G? - - G’ C c
ya P~ 7 t | 1 Y - = Ty
i [ 1 ) | £ 2
d i i i -

Y ' + e "'\—
WORKIN' AND VE'RE SLAVIN ptm pusk 'TIL MORNING'S LIGNT €

2. There's History and Spelling, there's Math and Health and Science too.

On top of that, tomorrow a ten-page book report is duel

(2x)

3. We've got no time for talkin', we've got no time forseeing our friends, (2x)
We've got no social life 'til this homework misery ends! :

SPRING 1989 — THE ORFF ECHO

My affluent suburban fifth graders
_have very few reasons to sing the blues
(aside from a broken Nintendo game),
but together we've enjoyed singing,
playing, improvising and dancing “The
Homework Blues” set in 12-bar form.
Use a blues accompaniment previous-
ly “described, or devise your own.
What new verses can your students

invent?

continued on page 17
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Poetry in the Music Room

The substance of speech is sound, just as it
is in music. Poetry is conveyed and mani-
fested to us as musical language. Poetry, like
music, has rhythm and cadence; it must be
read aloud or listened to for full appreciation.
“When poetry is expressed well orally, other
commonalties (with music) are present, such
as dynamics, texture and pitch. Music must
be heard, and poetry may be deemed music
when it is spoken and experienced through
the eart

All of us interested in teaching the Orff
approach have used speech exercises to
develop musical concepts of rhythm, form,
texture and notation. But are we reluctant to
go beyond Mother Goose and rhymes in strict
metric pattern, beyond canon and rondo
forms? Are we willing to continue with more
advanced fechniques? How many of us go as
far as developing a structure for aleatoric
composition and using graphic symbols for
speech notation, as suggested in Guidelines
For Orff Schulwerk Training Courses, levels
I, 1, Il; AOSA 19807

RUTH HAMM

Development of speech and poetry tech-
niques to be used in Orff Schulwerk follows a
fairly definitive sequence. We are most
familiar with the early experiences. Rhythm
is usually at a constant tempo; tonal range
may be narrow, but mood and inflection are
probably stressed. Often the poem is learned
by rote. Pauses (rests) are used to delineate
structure and metric pattern is intensified
with sound gestures and/or instruments.

In the middle ot intermediate grades, there
is-greater poetic diversity, fewer metric tech-
niques are employed, and poetic points of
intensity demand wider tonal range of
speech, reflecting climax and meaning. Some
learning may be by rote, sometimes words
may be read. In the upper intermediate
grades it may be appropriate for certain
structural speaking arrangements to become
more clearly defined. A single line, phrase,
thought or even an individual word may be
spoken by one student or a small group.
Non-metric poetry and that which is similar

to spoken prose will occur and demand

Conservatory of Music
Oberlin College

Teaching Music
To Children
June 12 - 16, 1989
Catherine Jarjisian, Director

For teachers of elementary general music,
elementary classroom teachers, and
teachers of preschool children.

Designed to enhance musical and pedagogical skills,
increase knowledge of current educational practices in
music, and stimulate creative ideas for engaging children
in purposeful activities.
For a detailed brochure, contact:
Connie Georgas

Conservatory of Music, Oberlin College, Oberlin, OH 44074
216/775-8044

 OBERLIN

greater tonal color and broader use of dyna-
mics. Not all poetry will be memorized, but
the keener efforts and greater refinements will
often motivate to the level of excellent recall.

Selections chosen at the advanced level
require knowledge of moods, ideas and
forms so that words may be enhanced by
some instrumental and vocal sounds of
considerable sophistication. Tonal color,
proper breathing and enunciation are ex-
pected as a matter of course, to create a truly
fine aesthetic performance.

Now children can take on conducting tasks
and may create their own notation for
scoring, and invent gestures for the delivery of
the poem. These conducting movements
may be formal for certain needs (upbeat,
attack, release, metric pattern), but often
unigue movements are created to best serve
the demands of poem and conductor.

Experimentation should be encouraged
within a group of various voice textures and
conditions, such as placing an atypical voice
between two resounding ones, or putting
atypical voices together for a special effect.
The solo voice may be heard within the group
or much apart from the group, depending on
the desired effect. It is sometimes useful to
explore "time spacing for vocal effect, i.e.
“tight” versus “open” or “separated” to
stress contrasting ideas in a poem.

STUDENT
. TEACHER
- PERFORMER

- : Send for

SN
N o=

L

ESweet Pipes
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As music teachers we should involve the
classroom teachers in our work. Make it
known that we are interested in increasing
many language arts skills (and indeed we arel)
with the same degree of interest we have in
musical skill development. There is a fine
article on how such cooperation can be
implemented in the Music Educators Jour-
nal, September, 1982, (p40) by Glenis T.
Shaffer, entitled Music Teaches Poetry.
Justifiably, the title could also read Poetry

- Teaches Music. With this article is a well-,

judged list of selected readings and record-
ings.

Explain to the language arts teacher that
students benefit.in very specific ways when

_involved in choral speaking. These include

effectively improving slurred and sloppy
speech habits with little or no toilsome éffort
on the the part of pupil or teacher. Often by
using choral techniques, duliness and tedium
are removed from specific basics in reading
skills.

Involvement in group oral poetry reading
relieves the stutterer and emboldens the less
confident reader; there is more individual
assurance within the protection of a group
endeavor. Often there are results less imme-
diately obvious: better listening habits, great-
er self-esteem, broader and more perceptive
powers of mood and imagery, more positive

feelings towards words and the study of

language.

Children’s libraries have many--poetry’

collections .and excellent anthologies that
include works by-less well-known authors as
well as familiar ones, There are poetry

selections included ‘in most contemporary

school music texts.

Some years ago |.wrote, a review in The
Echo of the four volume anthology by Geof-
frey Summerfield entitled First Voices, with
the recommendation that these selections

were especially fine for the intermediate.

grades. Although out of print as separate
books, they are included in a school poetry
program called AWARE, by Random House
School Division. The program is'not new, and
may still be found in some schools.

‘Be adventurous, try the foliowing lessons
with the classes you teach; the suggestions are
meant to be proposals for exploration. When

your own enthusiasm and eager support for '

poetic works are demonstrated in the class-
room you will find they are contagious. There
will be many surprises and rewards for you
and those you teach, as rich as those from
Orff Schulwerk itself, “A word fitly spoken is
‘like apples of gold in a picture of silver”
(Proverbs 25:11)
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DANCE AFRICAINE
- by Langston Hughes

=y e e
The ll'JW beating of the tom-toms,

- =] - | |
The slow beating of the tom-toms,

| i M
Low — slow —
1= 1=
.Slow — low —

Sti!’g your blood.
Dance!
A night veiled girl
Whirls softly into a
Circle of light.
Whirls softly — sIowiy,
Like a wisp of shoke around the fire —
And the t;');-toms bjéat
And the tém-t;_ms Beat,
And the I(I)wT)eLting of the .tc|)m-t_c;ms
Still'é your blood.

from Selected Poems of Langston Hughes,
Vintage Books (Random House, 1974)
Used by permission.

SUGGESTIONS:
The poem moves along in an even flow at

the beginning and the end; while the middle
section has a much freer feeling.

o Establish an even two-pulse meter, appro-
ximately mms=104.The sign / is used over the
word which falls on the first pulse and - is the
sign used for the unaccented second pulse.
Sometimes it is necessary to hold a one-
syllable word for two beats. Do try to
maintain this pattern, but do not allow the
flow to be lost or the language to become
stilted in 'an attempt to keep the rhythm
precisely as marked.

e Use conga, bongo or bass drums as they are
available. Otherwise, strive for three drums
with different pitch levels.

e Begin with the bass drummer. With a large
soft wool mallet, he plays a steady even beat:
at the tempo the speakers will use on the

accented words. After 8 primary beats, he is -

joined by the conga player with a more
complex rhythmic pattern. ‘After 8 more
primary beats, -the bongo enters with yet
another contrasting but complementary rhyth-
mic pattern. The instrumentalists play 8 more

primary beats and then the speakers begin.

(Bass drum, 32 primary beats, conga, 24 and
bongos 16.) Older students or those skilled in
improvisational rhythmic techniques can
create their own conga and bongo rhythms.

* A small group of voices speaks each of the
words Jow and slow with different speech
ranges. Students can use their own judgment

in deciding personal pitch differences. The
desired quality is a wide variety of pitch
levels. Stirs your blood'is the climax and
should be spoken loudly (fortissimo) and
with much thrust. Instrumentalists and speak-
ers stop abruptly at the same time on the word-
blood.

NON-METRIC SECTION:

e Play finger cymbals just before the word
Dance is spoken by a light quality voice. The
next three lines could be a solo, a slightly
fower-pitched voice using good inflection
and a slightly mysterious sound. A small
group may speak whirls softly and another,
slowly. Like a wisp of smoke around the fire
is best expressed by a girl with a light, high
quality in her normal speech. Students may
want to experiment ‘with various sound
effects on the word whirls. A large hand drum
played with a wire snare drum brush in a
circular motion makes a nice wisp of smoke.
Take care not to cover the spoken words with
sound and do not use too many effects that
will obscure the meaning.

e A more sophisticated version could have
the drummers in an effective setting while a

“dancer moves during the middle section.

Place the speech chorus on risers at one side
of the stage. Or use one or two dancers
behind a shadow screen on stage, with the
speech chorus and instrumentalists on risers
to the right and left just below stage level.

METAL MUSIC
by Ruth Pollock Hamm

Round blows the wind,
Up blows the dust;

"The old auto’s half buried
~And covered with rust.

But look closely, dear children ...
i think | see life!
A skunk and his babies—

- And of course, his dear wife.

They’ve built a snug home
in under the hood,
Which indeed, they prefer
To field or the wood.

Now why do they like

Such an old hunk of junk?

The engine is gone

And the front wheels have sunk.

Well, 1 think [ know
What made them settle—

‘It’s the MUSIC that’s played

By raindrops on metal!

Copyright Ruth Pollock Hamm. Used with
permission.
’ continued
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SUGGESTIONS:

* This poem lends itself to mime, movement
and sound accompaniment. It may be as
elaborate or as simple as the teacher wishes
to make it. There is great potential for stirring
the children’s imaginations and incorporating
their creative ideas. A lesson could be
nothing more than the teacher reciting the
poem and improvising on the piano while the
children mime the actions as their fancy
dictates.

* If used as part of a school program, the

following ideas may appeal to the class.

While none of the described development is
arbitrary, this type of elaboration may spark
student’s thinking.

1. A small group of children comes to center
stage and mimes the decrepit state of the
auto. Use as few props as possible, perhaps
individual signs to designate which part of the
auto each child represents.

. Skunk family arrives, mvestlgates, then
settles in. They freeze.

lI. The rest of the class forms a semi-circle (if

on a stage) around them, or a circle (if in a -
gym with bleachers). They bring instruments

and place them on the floor in front of them.
Reading of poem begins.

* A combination of solo voices, small groups
or the entire group speaking adds variety and
color,

* Remember that all movement sections last
only a few seconds! For in-class exploration,
locomotor movement may be acceptable,
but there will be less confusion on a program
if group Il performs its movement in place.
(Wind-and dust.)

e Group |,

as the auto, shows gradual
collapse. :

® Group Il should find a way to identify each
member of the skunk family and appropriate
actions.

* After raindrops on metall Group Il plays a
small composition to describe this. Children
may wish to use other sound effects during

the reading of the poem. Let creative ideas be
expressed, but don't overdo.

For the teacher inexperienced in this sort of
development, it could be undertaken in three -
segments. First, introduce the poem and
explore the speech qualitiés. Give children

. opportunities to read the lines with various

inflections—the children will- know who
reads well and with expression. Soon speech

From the New York Times
May 22, 1988

“Learning to read is really not the
business of childhood,” says Ann Marie
Mott of the Bank Street School for
Children in New York. “The business
of childhood is play”t If in playful spirit

.the poem is what the audience should hear.

University of Alberta
Orff-Schulwerk Certification
Course
July 3 - 14, 1989

Level I - Diane Shieron
Level II - Judy Sills
Level INI - Jos Wuytack

For further information, contact:
Dr. R. L. Ware, Associate Chairman -
Department of Elementary Education

University of Alberta
Edmonton, Alberta, Canada T6G 2G5
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a child learns to read, that's great; how
wonderful to discover for yourself the
meaning of those hieroglyphics of the
printed page. But other things must be
learned during this time, too; building
. with blocks and runningdown hills and
dancing and singing and being read to.
And they must be learned by the child
" at the child’s own pace—not imposed
- on the child because that's the subject
matter next on the agenda. As Jean
Piaget, the Swiss psychologist put it,
“Every time we teach a child something,
we keep him from inventing it himself”

parts can be assigned.

At another class time, develop the move-.
ment and begin to combine it with the
speech. At a third class time, decide on the
appropriate “sound envelope! Remember
that quality does not equate with quantity—

Keep the movement soundless and the instru-
mental accompaniment sparse and within
bounds.[]

1. Fence Posts and Other Poems, Ruth
Pollock Hamm, Schott Music Corp., Mainz,
London, New York, Tokyo, 1982.

—“Should Baby Read?”
by Robin Marantz Henig

& _///'
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DUO MEDITTERANEO

DUO MEDITERRANEO recently performed and were presenters
at the 1988 AMERICAN ORFF-SCHULWERK ASSOCIATION

CONFERENCE in Detroit, Michigan. Jannis Kaimakis and Issam
El-Mallah make up the exciting musical duo and have produced
two recordings.

DMCASS  DUO MEDITERRANEO RHYTHMIKA
e 11 =) 1 - $12.00
This cassette refiects four different styles of music. These include
Folk Music, Historic Music, Carl Orff and Greek Music and
Guniid Keetman and the Duo. (Besides Carl Orff, G. Keetman

- also endeavoured to revive the art of improvisation in both theory

and practice. The initiative of Frau Lieselotte Orff resulted in a

musical encounter between Keetman and the Duo jn 1987. This

cassette contains two pieces recorded during that session.

DMDISK  DUO MEDITERRANEO
compact disk « oo evvenerorncnas Crees e $17.00
This compact disk contains music which covers a penod of 400
" years, beginning with the Middle Ages up to the Renaissance.
Though an instrumental ensemble, the Duo also plays vocal music:
vocal compositions are being interpreted instrumentally in medievil
minstrel manner. .

MusIcC company
12125th St. P.0. Box 5521
Coralville, IA 52241 1-800-225:0623
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Teacher Honored on Retirement

Traude Schrattenecker, movement teacher
at the Orff Institute, was honored there this
winter on the occasion of her retirement,
Known and admired on both sides of the
Atlantic for her clear and direct teaching,
Traude was the first movement teacher for
many, especially those of us who trained at
the University of Toronto’s Royal Conserva-
tory of Music.

“Traude Schrattenecker with children’s class at the Orff Institute.

Originally a professional dancer, Traude
worked closely with Carl Orff and Gunild
Keetman and was one of the leading contribu-
tors to the development of the Schulwerk.
Herewith, a salute and congratulations to
Traude Schrattenecker, teacher and inspira:
tion. Long may she wave! '

[d

Antioue Sounp
Worksaop [P

1080 BEACON STREET
BROOKLINE, MA 02146
(617) 734-7415

The LARGEST Selection of
Imported Historical Instruments
In The United States

@ Over 600 models of fine recorders by leading European makers.
Every instrument is custom voiced and tuned before delivery.

@ More than 450 other historical woodwind, brass, string, keyboard,
and percussion instruments in stock for immediate delivery.

@ Send $4.00 for our complete 56-page catalogue and receive free our
newsletter and a special AOSA discount on your first order.

@ We accept telephone inquiries from 10 A.M. to 6 P.M. Monday
through Friday. Visits to our workshop are by appointment only.

Traude Schrattenecker

Conference Lookout

1989 Choristers Guild Summer Seminar:
July 30—August 4, 1989

Carthage College, Kenosha, Wisconsin
Presenters include Heler Kemp; Anton Arm-
strong, Children’s Choir Methods; Brent
Stratte, Handbells; Mary Morrison, Drama;
John Ferguson, Organ, Hymn Festival and
others. Contact:

Choristers Guild

2834 W. Kingsley Rd.

Garland, TX 75041

(214) 2711521

THE SCHOOL OF MUSIC
UNIVERSITY OF MANITOBA
CARL ORFF:

MUSIC FOR CHILDREN
JULY 5-20, 1989

LEVELSI, i1, 1l
Faculty
. Virginla Ebinger, Marcelline
Moody, Carolyn Kunzman
Susan Reimer, Dianne Sjoberg
Ruth Wiwchar, Ursula Rempel

For detalls, contact
Professor Ursula Rempel
School of Musle
Univearsity of Manitoba
Winnipeg, Manitoba R3T 2N2
CANADA
- (204) 474-9577 or 474-9310
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Interview with 1sa Bergsohn

Dance Department, University of Arizona

NF: Tell me, Isa, about your association with
Professor Orff. How was it important to you?

IB: My only personal association witty Profes-
sor Orff occurred when L.was a young student
of Mary Wigman in Leipzig, and since she
had been invited to choreograph Carmina
‘Burana there, she asked Carl Orff to come to
the class to give us an idea of the work. That's
precisely what he did. He came, but he did
not justsitat the piano, he attacked it from all
sides with his hands and his feet, and
produced all kinds of different sounds with
his voice. We were absolutely fascinated
because he gave us a kind of holistic idea of
the work.

Mary Wigman worked with us to prepare
us for it, taking the ideas which Orff had

stressed, but working out her own framework .

at thesame time. | saw the performance itself
in Leipzig and thought it was very beautiful; |
made the decision that if | ever became a
choreographer | would like to do that work
because it had some aspects that{ would like
to bring out. And that’s what 1 did later on.

NF: You did get to choreograph Carmina
Burana?

1B: Yes, in fact | did two different versions,

one in California and one in Arizona. In

California one of the local voice teachers

asked if  would help with a production and I -

asked him if his people would be willing to
rehearse with me, to sing AND move. He said
they would, without really knowing what |

NANCY FERGUSON

‘meant. (I spent more time with the chorus
than | did with the dancers!)

As a result it was really a unified group that
came together quite well, | sent some photo-
graphs of this production to Martha Wampler
who sent them on to Carl Orff. Not long after
this | got a very kind letter from Professor Orff
expressing his delight that Carmina was still
being interpreted in new ways. | thought that
was particularly nice.

NF: Is it true that you found Professor Orff
more associated with the gymnasium than
with the dance studio?

IB: The Guntherschule (founded by Doro-
thee Gunther) had a good reputation ‘as a
school for people who wanted to teach
eurythmics. The largest part of the school was
for gymnastics with only a small artistic
segment called dance training.

NF: I know you were associated with several
people prominent in the field of modern
dance at the time. Were you lnfluenced by
the work of Jaques-Dalcroze?

. IB: As achild | was sent to a Dalcroze school
because my mother believed that a child
should learn something basic about music
before studying an instrument. | went when |
was about five or six years old, but then when
I began my music classes she felt there was no
more need for Dalcroze.

NF: Tell me about your association with Mary
Wigman. Who do you think most affected her
work?

CALL TOLL FREE

ANYWHERE IN THE U.S.A. INCLUDING ALASKA

1-800-247-1536

WASHINGTON STATE RESIDENTS CALL: 1-800-562-8938

GB
Studio 49

Sonor
-Recorders

Knowledgeable personnel
Music -

Recordings

Charal

TED BROWN MUSIC COMPANY

FULL SERVICE MUSIC STORE

SERVING MUSIC EDUCATORS FOR OVER 50 YRS
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1121 Broadway Plaza
Tacoma, Washington 98402
(206) 272-3211

IB: She was, first of all, herself. She worked
between 1913 and 1917 with Laban, who
was a great scientist of modern dance in
Europe. He certainly exerted a great influence
on-her, but | wouldn’t dare to say how much
was Mary and how much was Laban. When
she presented movement materials, she pre-
sented them as her own ideas. There was no
bad intention behind it; it was simply her way
of experiencing- somethmg S0 as to make it
her own. :

| mention this because later, when | came

to Jooss, | was very surprised.at his way of

presenting the Laban material. He would say,
“Laban did this in this way,’ and we would
learn the taban way. The he would say,
“Don't think that’s the only way. Now you
come up with modifications on it”” So we.
did, but at the end he would say, “I have
some other ideas and I'll show you what [ -
have done with it, but don't take tha: as a
bible. This is just to get you started, because

.all previous material should be just a spring-

board for you to do your own thing, and not
pass everything on as if you are a museum.”

NF: Was it in Switzerland where Laban
initiated the “new freedom of movement”
that transpired in the thirties? Was Laban
responsible for this movement revolution?

IB: He WAS itl He was one of the priests of
that mystic modern dance where you have
complete unity of body and mind. | know that
idea was originally Greek, but it was very
new to the dance world in 1920. Peaple had
to rediscover it, to see it as ritual and not as
entertainment, a ritual that everybody can
take part in.

So in 1917 large movement choirs came
together. The event was so big that groups.
covered a whole mountain side and people
danced for three days. It was not a gymnastic.
display, but a very soulful event.

NF: It was more like a therapy?

I1B: Absolutely. Rich ladies really paid the
price for Mr. Laban’s dance school because
they got private lessons in the morning and
came together with all the people who just
wanted to dance in the afternoons. You had
the combination of people changing their
lifestyles, going back to their beginnings, and
at the same time playing Chopin. it was a wild
mixture which we called Ars Nouveau. In
1917 Laban left Switzerland and my teacher
Kurt Jooss came to him.

NF: Who was Jooss?
IB: He was a young man who lived close to
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Kurt Jooss (left) and Isa Bergsohn

Stuttgart, one of the German cultural centers.
He came to Laban in 1920 and showed him a
dance he had made, based on an Indian
prayer. At the end Laban said, “If you can find
five other young men, | can teach you!” By
this time he had started to find a notation
system for all the the possibilities of move-
ment in space.

Jooss looked up to him and admiréd him as
an authority, and it is from Jooss that we have
the image of Laban'as a scientist who made
great discoveries but never took time to work
them out. On purpose, he dropped the whole
mystical aspect of Laban because he himself
was not a mystical person; Jooss had his two
legs on the ground. He wanted a clear,
friendly atmosphere, so he ignored the mysti-
fication and the ritual feehng of that earlier
time.

NF: So Jooss and Wigman were really Laban'’s
important students?

IB: Yes, it was they who really made modern
dance a stage art in' Germany . . . the Mod-
erne Tanz of the 20's. Wigman did her main
work and was at the climax of her artistic life

in the late 20's. She was invited to perform in.

the United States and. had great success
here . . . until 1932, the start of the Nazi time.

Jooss had just produced “The Green
Table a pacifist work with Frederic A.
Cohen, later on the Director of Opera at

Juilliard, Because Cohen was Jewish, jooss:

was warned to leave Germany just two weeks
before the Nazis really took over. He went to
Holland and then to England, where the
Elmhirst family offered him their beautiful
facilities, Dartington Hall. From 1934 on,
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Jooss had a training school for the dancers
from Germany who came with him and
started a new company. They came to the
United States five times.

That was before my time; | was still in
school and didn't meet Jooss until 1949. | was
in a German theater company when Jooss
came to town for a summer course. At that
one class, | decided to leave the company; |
knew this was the person | wanted to study

with. It was a very clear decision and | think it

was a good one; | believe it really determined
my professional life.

Everything was so exciting and innovative
.no money but lots of revolutionary
things going on. Young people were des-
perately looking for a good teacher, a profes-
sional person to lead us. For about a year and
a half he trained people who came from all
over and not just Germany: England, Uru-
guay, France, Belgium...it was a very
international group. Jooss dldn’t formitintoa
company right away, just laid the ground-
work, When he asked me to assist him, | felt it
was a good apprenticeship for me.

| had taken a job as a ballet mistress in a
German opera house in the hope that | could
do some modern chorepgraphy. But it turned
out that the other ballet mistress was . . .

NF: More traditional?

IB: She was more than traditional, she was
afraid of anything new! Fortunately, Professor
Jooss called in the middle of the season to ask
if | would be one of the main teachers at the
school. | was there for seven years.

NF: And while this was going on, Orff was
developing his pedagogy for children?

IB: That's right, but as long as | was studying
dance, | didn't know much about this. At this
time, | wasn't interested in children. Later on
in New York, when | had children of my own
and was asked to teach children’s classes, |
became interested in Orff’s ideas.

Then | moved to California, met some Orff
people; they liked what | was doing and |
learned from them. While | was at the
University_‘of California Santa Barbara, |
brought those of my senior students with,
movement experience to a regular elemen-.
tary school. | organized an after-school
program with mothers and my students to

Each volume of English Cauntry Dances for
Children contains a delightful variety of traditional
and authentic dances that children just love! With:

- Basy-to-understand dance instructions

- Diagrams of dance formations

- Dance music notation with guitar chords

- Historical information, teaching tips, glossary

- Two cassette tapes: one with instructions and

calls; the other with just the music.

Order Now!

English Country Dances for Children
by Martha Chrisman Riley
___Volume 1 ___Volume 2 __Volume 3
Each volume is $16.95 (plus $.85 tax for IN
residents). Add $1.50 postage for one volume,

. $.50 for each additional volume. Send to Dept. D4:
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Memphis

State
La== University
DEPARTMENT OF MUSIC

July 17-28
1989

-
P Ol" = .

ummer Courses

LEVEL L, 1L, IH
Faculty:
Nancy Ferguson
Shirley McRae
Karen Medley
Konnie Saliba
Jos Wuytack

For information contact:

Ms. Konnie Saliba
Department of Music
Memphis State University
Memphis Tennessee 38152
Phone: 901/678-3760

plan what was appropriate, movement-wise,
for the children.

It was about this time that the conductor
who asked me to do Carmina Burana brought
Martha Wampler to Santa Barbara. | met her
when she did her workshop for the teachers.
Gradually, my program developed into a
more integrated one; | am proud to say that
I've been away from it for eight years and it is
still running. '

NF: That is really wonderful to hear! Now
we've heard about your journey from Ger-
many to New York to California . . . how did
you come to Arizona?

IB: | lived and taught in California for 12
years. It was a wonderful place to bring up
children, but when the second child was
grown, | was invited to interview at Univer-
sity of Arizona. | remembered that | had been
there once before and liked it very much. |
was ready for a new start and felt | could

. contribute. When | gave a class the kids were

very responsive, | also liked the different age
levels | was given to work with.

NF: How did you come to do Carmina
Burana at University of Arizona?

IB: Actually, | did it on the side of my other
duties, and the conductor did iton the side of
his duties, too. When Professor Woods came
for his interview he said something about

HOTT

Crocodile and Other Poems Ruth Pollock Hamm

Edition SMC15
$ 8.95

The Magic Forest Lynn Johnson

Edition SMC16
$11.95

Ringaround, Singaround  Ruth Boshkoff

Edition SMC33

$ 6.95
Something Told The Wild Geese Craig Earley it Spac21
Tunes for Young Troubadours Diame Ladendecker T tigr ShAC34

Available from your favorite. Music Dealer
Sole U.S. Agent: -

European American Music Distributors Corporation
P.O. Box 850, Valley Forge, PA 19482

Orff, just as a bit of conversation. He said,
“Some time we will have to do Carmina
Burana!”

That was in 1985. He came to one of our
dance recitals and was very impressed. |
asked him when we could do the Carmina
and he said to go ahead, even though the
orchestra conductor said he did not have the
people to do it.

I had very good cooperation in the drama
and dance departments, The costumer loved
the piece and offered to give me anything |
wanted. We went through the whole ward-
robe and pulled out medieval clothes. Every-
one was so cooperative that it all came

_together for a good performance. About 800
‘people were left standing outside of Cen-

tennial Hall—it was sold out! Nobody really
expected that, of course. So that's the story of
Carmina Buranal’

NF: Thank you, Isa Bergsohn, for telling us
about these people and the interesting times
in your life. O

ORFF SCHULWERK FILM LOAN
(A Service for AOSA Members)

Two films are available as a service
to AOSA members:

1. "American Odyssey," the AOSA film.
2. "I Can Make Music," Richard Gill,

Send checks and requested dates to:
Donna Marchetti, Film Librarian .
3105 Lincoln Blvd.

Cleveland Heights, OH 44118

Format Deposit Loan Fee
__ 16mm. $200 $15
172" video $25 $10

__ Beta ___VHS

____3/4" video (For public service
broad- casting only - No charge.)

Loan Only "I Can Make Music,"
Richard Gill -~ 18 min., color film

Purchase ("American Odyssey" only):
__ 3/4" video ~ $75
___1/2" video - $50: Beta___ VHS

Viewing Dates, allow 10 days for
. mail delivery.

Ist choice

2nd choice

Name:

Address:

City,State,Zip
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Alice Mix died on Feb. 18 p Q‘AMERICAN :

in Sharon, CT. She vas / ’\ RECORDER Elec“;’“

the wife of the late Ted -

'Mi?(,wioffzunde: 02 ;'aiagfxa— . SOCIEIY AOSA EQS:] tss . .
Xecutive osecretary,

music-Baton, how MMB, Inc. |
In 1979, she became owner A 1959"1989 Cindi Wobig, has announced
: the results of the January elec-

of Magnamusic Distributors,
a music publishing company

; Thee American ReégrderSociety will mark tions. They are:
known for recorder music. its 50th birthday with a simultaneous, world- . id
wide play-in on April 1, 1989 at 5:00 PM., Vice President:
‘Eastern Standard time. For the first time ever, | Marllyn' Davidson

groups all over the world will be playing the Regional Representatives:

: “ARS Night Watch,” an almain with five parts
0 : by Anthony Holborne, at exactly the same Region 1, Lisa Parker
A DULCIMERS moment. The time has been adjusted for Region Il. Pam Mah
participants from Greece (midnight) to Japan egion ll, Fam Mahoney
' 4 and KlTS (7:00 A.M. Sunday). Region HI, Judy Thompson
4 Lutenist Lucy Cross has written delightful : ;
f.or SC.hOO|S lyrics, should your group decide to add Regton IV, Karen Medley
and Beglnners ~ singers. if you are a member of ARS, you have Region V, Steve Calantropio
:.recel\fed the music and instructions; if you Congratulations to the winners
Backyard Music are not, call a friend who is and participate in

P.O. Box 9047 this extraordinary event. ARS headquarters at KRR Welcome aboard!
iy X / 596 Broadway #902, New York, NY 10012- The propos al to become an
New Haven' CT 3234 has all the necessary information. o
06532 ' . Auxiliary Member of MENC
(208) 469-5756 - (I this reaches you after you've been part d
S of the play-in.on April 1, will you write and passed.

j

tell AOSA about the experience? Thank
you.)

MONKEY BUSINESS!, by Jim Solomon, takes you on a rhythmic )
Ny £ER romp through 52 pages full of creative, progressive lessons. for § gk

Orff instruments. $9.95 :

Gy 08 Dance for the Children of One Earth, by Mary Helen Solomon, ,
is an out-of-this-world tour of nine wondOrfful countries via their native

songs and dances. Basic choreography and standard Orff \

arrangements. $6.95 N i

Orf to the Circas, by Linda Ahlstedt, is a Big Top full of exciting |- @ay patE-
ideas for songs, dances and costuming. Clown around with youry - .
animal friends in this circus production! The Main Event—color the S
songs as you learn them! $5.95

¥ | SAY NO!, by Madeleine Zimmerman, is a short play and a musical
Sy (or non-musical) rap with a serious message—say, “NO!” to drugs.

& Instill a vital mind-set in our most valuable resource—our children!
Say, “YES!” to SAY. NO! Only $1.95

Available from these fine music companies:
ABA-Music for Children « 217 Madrona Ave. SE « Salem OR 97302 + 503-399-0345 » Arizona Music Center « 4734 West Glendala Ave. « Glendale AZ 85301’ 602-934-3273
Cheistian Music Center » 2146 S, Division « Grand Raplds M| 49507 + 616-452-1418 « Duncan Music Co. « 1409 S Stratiord Rd, » Winston-Salem NC 27103 « 919-768-5680
Friedel Musikallen » 420 W Oakwood Bivd,  Redwood City CA 84061 + 415-369-3868» John McCrea Music + 8361 Allison « La Mesa CA 82041 » 619-698-7272
John's Music Center » 4501 Interiake North « Seattle WA 98013 « 206-526-8760 « Lyona » 2415 Industrial Parkway + P.O. Box 1003 - Elkhart IN 46515+ 219-204-6602
Magna Music Baton, Inc, « 10370 Page Industrial Bivd, « St. Louls MO 63132  314-427-566 » Manorino Sheet Music » 7605 Hamilton Ave. « Cincinnati OH 45231 « 613-522-8975
Music and Instruments for Chilideen - 2430 S University 103 « Denver CO 80210 » 303-778-6733 Music in Motion * 783 N. Grove Suite 108 « Richardson TX 75081 » 214-231-0403
Musik Innovations « 9600 Perry Hwy. « Plttsburgh PA 15237 +412-366-3631 » Paige’s Music * 5252 E. 65th 8t. « Indlanapolis IN 46220 « 317-842-2102 ’
Band Inc. * P.O. Box 126 » Ft. Worth TX 761010126 » 800-424-4724 » Sorden Music Store » 404 West Main Strest » Otturmwa |A 52601 + 515-682-8033
Ted Brown Music Company « 1121 Broadway Plaza « Tacoma WA 98402 » 800-247-1536 + The Recorder Shop « 2 Hawley Lane P.O. Box 34 « Hannacroix NY 12087-0034 « 518-756-2273
The Woodwind & The Brasswind » 50741 U.S, 33 North « South Bend IN 46637 « 219-271-9444 » The World of Peripole « P.O, Box 146 « Browns Mills NJ 08015-0146 » 609-893-8111
West Music Company « 1212 5th St. P.O. Box 5521 * Coralville A 52241+ 800-225-0623 - World Music Prees - 11 Myrtel Ave, « Danbury CT 06810 « 203 748-1131
Worid of Music + 20015 Stevens Creek Bivd, « San Jose CA 95120 » 408-262-8264 .

jﬁi@éﬁ teaching beat, note values and rests in the elementary school using

2l - ™

Comprehensive Music Services, Inc. + 9233 SW 8th Street, Suite lI9 « Boca Raton FL 33428-6866 « (407) 482-3821/392-9735
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‘NEW HORIZONS IN MUSIC
EDUCATION MATERIALS

NEW SUPPLEMENTS TO THE AMERICAN
EDITION OF MUSIC FOR CHILDREN

ff

Crocodile and Other Poems ' Something Told the Wild
] 4
Ruth P'ollock Hamm. A choral speech I Geese :
collection. $8.95 h—RING AOUND Craig Earley. A variety of Orff
. ‘ SING AROUND' experiences for the elementary school
ﬁiﬂvgafgoﬁi ?lreliltl.xsic and move- Ruth Boshkot student grades 2-6 (intermediate to
. . d d). $6.95
.ment activities for pre-kindergarten advanced). 56
through second grade. $11.95 ' ' Tunes for Young Troubadours
. . Orf-Schulwerk’ Dianne Ladendecker. Old and new airs
Rzng Around, S mg Around Esessrssmmssell  for voices and instruments. Material
Ruth Boshkoff. Games, rhymes and ' . ASUPPLEMENT TO represents four countries and
.f011:i song; for the eagy. el;menta:y Music encompasses eight centuries. $6.95
es. oic s . 7
gzags s. For voice and instruments for Chlldren
L sehorr

Please request our new 1989 General Music Education Catalog.

ORDER TOLL FREE! 1-800-543-3771

Those concerned with quality will look to a company with experience,

dedication and an excellent reference from a friend.
"Since its foundation STUDIO 49 has manufactured the instrumentsfor
Schulwerk. These instruments have been further perfected according

‘tothe latest experience and knowledge, and with special consideration -
for educational requirements.”

sl s

See your local dealer or contact MMB Music, Inc.

- $tupio a9

SOLE U.S. AGENTS
MMB MUSIC, INC., 10370 Page Industrial Boulevard, Saint Louis, Missouri 63132.
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continued from page 17

Perhaps speaking, playing, singing and
improvising riffs and interludes of dance
could become a total experience with this
rhyme that teaches a bit of jazz history as
well.

Verses are spoken in a jazz style; players
and singers improvise between the verses as
soloists, using the G pentatonic scale, pos-
sibly adding. “blue notes,’ the flatted third’
and seventh degrees of the major scale.

Accompaniment}

0. 1 ﬁ
BX <

& S | T i ) AL 1
s .55 2
-

N

JnlJl

This is not truly a “jazz piece,’ but then
neither was “My Favorite Things” until John
Coltrane got hold of it!]

_Suspended Cymbal:

Editors Note: Many traditional sing-
ers of the 1950’s and 607, including
Leadbelly and Bill Broonzy, recorded
blues, such as “Good Mornin’ Blues/”
“Careless love,” “Corinna,” “Trou-
bled in Mind” and “lrene’” These
blues and many others can be found
on Folkways Records and in books,
including “Folksongs of North Amer-
ica”

WORLD M USIC IN THE CLASSROOM

lmplementa’uon through the Schulwerk

THE JAZZMEN 3,
‘,{ ) IN © 1988 =40
PMo— — — | oy
We know that Louis Armstrong was hisj)actual name,

2 l

HJ.S sxnglng and his trumpet playlng bro’ﬁht him fame

— p [ ' :——-——-1
Some called him "Satchmo" and{some called him "Pops,

Mlr— rF—m — 3 7
But {ev'rybody ev'rywhere a?rees: he's the tops!

} [amammme | — { e r— t
Two great jazzmen. at the| front of the band:
Lamusst N mee | i eam = 0
Elllngton and Basie - won't youlgive them a hand?
| l—'—-—\ ~— — L X 4
At the Cotton Club, the Savoy, and thefParamount

s 3 s ' S
They're- dancing and they're swinging with the Duke and the Count.

n ——— — ,..._,, n ) py 7
A jname that is revered wherever Jazz is heard
—— fr—y — — 7
Is’that of Charlie Parker; he was known as "erd
[N ~ —y l — r—~'-1 [ 4
With|{Dizzy and Thelonious, thelcream of the crdp,

r— —— DU |
His{alto sax exploded with the#sound of "Bop. " ”

J .., " * . ""
Here's to Miles Davis, he was|nobody‘'s fool!
f)

. — ~—— — — 7
His|trumpet was responsible forfmaking jazz "Cool."

I Y I"“—"_LI ‘7
ined it with rock,
rl —— —alr— o 2
And [turned it into "Fusion," with ellectronic shock.

h l i ] | T 1
And then he took his jazz and he co

Advanced Workshop for the Orff-
Schulwerk Teacher

(Completion’of Level I Orff-Schulwerk
Training or Equivalent is required)

Participation in the Authentic Traditions
of Music Cultures to include African
Drumming and Dance, Javanese Gamelan,
Taiko Drumming, American Indian Songs
and Games, and many others.

New materials and creative classroom
applications for world music traditions
using Orff-Schulwerk techniques.

August 14-19

> . WORLD MUSIC EXPERTS
(Daily Monday through Saturday, includ-  Gpanaian master drummer, Javanese
Ing tyvo evening sessions) ) Gamelan instructor, African instrument
%:eletts, UCLA Graduate Professional maker, and many others.
FACULTY

also offering:

ORFF-SCHULWERK INTRODUCTION TO ORFF-SCHULWERK
FACILITATORS A workshop for ANYONE interested i a first

experience with Orff-Schulwerk, or for those
looking for new and fresh teaching ideas.

August 21-25 (Daily from Monday through Friday)
2 units of University Graduate Professional Credit
Faculty: Judith Thomas and other Resource
Persons

Mary Shamrock, Ph.D. in music educa-
tion/ethnomusicology; recent studies in
Schulwerk applied to Asian Cultures.

Judith Thomas, special expertise and
extensive experierice in integrating world
mausic into the classroom curriculum.

Dr. Maureen Hooper, UCLA Music Department, Los Angeles, CA 90024-1 616

for a brochure write:
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usic C@mes

The Nineteenth Annual Orff-Schulwerk Course: Levels |, I, |
Instructors: Jann (Muck) Battersby, Judy Bond, Jay Broeker,
Steve Calantropio, Randy Edinger, Jane Frazee, Mary Goetze,
Cindy Hall, Deborah Lamb, Nancy Miller, and Arvida Steen

Schulwerk Master Classes in Early and 20th Century Music
Instructor: Richard Gill

Introduction to Orff-Schulwerk
Instructor: Doug Goodkin

Jazz in Elementary Music: An Orff-Schulwerk Perspective
Instructor: Doug Goodkin

‘Curriculum Development for Orff Teachers
Instructors: Jane Frazee and Arvida Steen

Composing and Arranging in the Orff Style
Instructor: Dianne Ladendecker

Recorder Practicum
Instructor: Eva LeGene

Creative Performance
Instructors: Dianne Ladendecker and Nancy Miller

Children's Vocal Development
Instructor: Joan Gregoryk

Early Childhood Music: The Sequential Approach
Instructors: Marcelyn Smale, Lynn Johnson

The Method of Jaques-Daicroze: Level |
Instructor: Robert Abramson

Plus Much More!

Call or write for our compilete catalog:

e af Hamline

Center for Contemporary Music Education hamllne universlty

Graduate and Continuing Studies r r

Hamline Unlversity

1636 Hewilft Avenue

St. Paul, MN 55104 1C

(612) 641-2900 on
PAGE 18

IGMF Founder Recognized

Frau Elizabeth Link, founder of the Inter-
national Society for Music-Pedagogical Fur-
ther Education was honored'in 1987 by the
Federal Republic of Germany. She -was
awarded the Order of Merit for her contribu-
tions to music education and music therapy
in Germany.

Her husband, Horst Link, is president of the
Sonor Instrument company in Germany, and
Frau Link entered the music field when she
had responsibility for the school music
department of a leading music ‘store in
Vienna, Austria. Since that time, she has
assumed management responsibilities in the
Sonor music factories in Aus/Westphalia and
since 1965, has organized courses on /Play,
Music and Dance at School.” At presenit, she
is director of IGMF and presid%\t of the Music
Schoo!l Wittgenstein in Bad Berleburg where
she resides with her husband.

Frau Link organized international courses
and invited outstanding European teachers
from France, Denmark, Norway and the Orff
Institute as guest instructors. Beginning in
1975, AOSA members Arnold Burkhart,
Konnie Saliba, Carol Bitcon and Jean Wil-
‘mouth have taught in the Enghsh language
courses.

In her address at the award ceremony in
Bonn, she drew attention to the need for good
teachers to have skill and enpthusiasm for both
their art and the art of teaching.

““Music teachers must arouse enthusiasm
in their pupils; they must do this not only with_
creativity, but with their own excellent
playing techniques ... All those working
with the handicapped shall learn how music
as a means of communication can be used to
establish or to improve the contacts with
handicapped people . . . We must motivate
children, youths and adults to make music
themselves instead of just having music
presented to them.”

Congratulations to Elizabeth Link for being
presented with this prestigious award.

Elizabeth Link
THE ORFF ECHO — SPRING 1989



Reflections on Movement

PAT SONEN PAULSEN

Originally Titled “A Case for Dance Everyday”

Drawings by Marc Mathers

Repfinted from The Orff Echo, Vol. 5, No. 1, 1972. Original text edited-and condensed.

My world is movement and it has been for
50 years. Even when I'm not actually moving
much, | am aware of no-movement, or little
movement of my body. It's rathér like lis-
tening to a silence. The stiliness is beautiful;
the sound of music afterwards sweeter. The
sensation of my body moving after a calm is
thrilling. It is my being . . . alive!

Forced stillness is confining and hard to
bear. “Sit still” . . . “Be quiet;” the teacher's
voice rang out. How the child in me hated
that! And that same child resented always
being told how to move. “Stay in a straight
line” “Keep in step! Why couldn’t | move
the way | wanted to? Couldn't | try sitting in
my chair a different, crazy way just once and
still be regarded as a respectable person?
Goodness, nol Someone might snicker—or
someone might think the teacher in charge
didn't have control of me and the class.

| heard a speaker, Dr. Paul Lippman, say to
a conference of Dance Therapists, “Most
children are systematically and lovingly
taught from their earliest days what amounts
to denying their own experience; they are
told what to feel, what not to feel, what to
think, what to dare to say, how to move, how,
when and how much to express themselves!’

In spite of very early experiences of a sense

- )

of continuity, of my own individuality, |
remember being bewildered about some-
thing. Why did all the fun, all the exciting
(and now memorable) experiences happen
out on the playground, in the vacant lot or in
my own back yard?

There we threw ourselves into games,
running, flying, spinning into statues—
“Guess who | am?”. Bringing in fantasies,
making up stories from what we knew about
the world we lived in, acting out all the parts,
relating-to one’another in so many ways.
Rolling over in the; damp grass, feeling the
hard earth crunch uhder our bodies, be-
coming all things—a ball, a baby, a rock, a
caterpillar, a shooting star, a flowing willow
tree, a straight tall man like Daddy, a soft
woman like mother (blowing out my cheeks

- and swinging loose). “Guess what | am?” |

_ know now; | was the universe—| was all

things.

| was whole and | learned it totally through,
my physical self and imagination, my emo-
tions and experiences but not in the class-
room. Not just listening, not just watching, -
not just thinking, but.all of these; taking the

 NEW inside myself and feeling it there by

testing, and keeping it forever by feeling it
again and again with my body . .- moving
and showing the world that | have it. “It's
mine, I've learned it—it, the NEW, is now
mel”

And | don’t want to spit it back in words,
print itin cold, hard writing. | also want to
sound it out in rhythm, clap it out, and try it
out in space with my whole self. Even to lie
still on the sweet ground or scratchy floor rug
and let it tingle through my being.

Pear! Primus, anthropologist and dancer,
recaptured these memories for me when she
said, “Healthy children and persons are ONE
in body and mind, ill children are not. The
only way to maintain, expand or possibly
re-establish the sense of oneness which is the
source for all spontaneity, curiosity, creativ-
ity, openness and flexibility is through- &
physical-spiritual experience of one’s body.”

continued on page 33

DON'T MISS THIS

—

PLEASE SEND FOR FREE FULL COLOR CATALOGUE

ORFF, EARLY CHILDHOOD, RHYTHM

\_  (617) 266-8164 — [617) 266-8165

" Sotnd

APPROACH TO EDUCATIONAL MUSIC

INSTRUMENTS
“AT AFFORDABLE PRICES!”

283 Huntington Ave.
. Boston, MA 02115

_

-Music
Educators

$1.99

PL-106 GILL
Plastic
. Soprano
Recorder
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v Thank You for the support you
ave u s‘over the 1ast few years'

Just Head Your Purchase Order . . .

“For Keetman Fund”
... and We’ll Do The Rest!



Welcome to New AOSA Members
The following people and organizations joined AOSAsincethe ( )r f j. in tﬁg

Winter issue of The Orff Echo went to press. We welcome

Wendy J. Agron, NY
Dana L. Beattie, PA

Dr. Lois Blackburn, WV
Kassy Brohaugh, CA
Beverly Brouwer, M|
Brenda Brummel, Ml
Nancy S. Burgeson, NE
Dr. Zemula Camphor Bjork, AL
Mrs. Nancy W. Carrol! :
Donna Chaff, MA
Robin F. Chaly, GA
Susan Chami, PA

Lani Aloha Christian, OK
Norma F. Chun, HI
Peggi Chute, CA

Hugh Coker, TN

Pam Davis, TN

Robert C. Dee, NY -
Marta Dickson, CO
Joycelynn Drace, AR-
Diann Eachus

James L. Eaton, IN

Mrs, Sally Eckfield, MD
Deena Hester Faris, SC
Jennifer Fellows, MD
Marisa Fonterrada, Brazil
Betty Gandy, TN

Chris Gilling, Ml

Patricia E. Gonsalves, CA
Angel Gonzalez-Marti, OR"
Peggy S. Graff, NE

Silvia Greuter, AK
Donna Hackler, OH
Barry G. Haines, NJ
Robert Hamilton, TN
.Dr. Luella Hermanson, AZ
Wendy Hofmann, CO
Debra S. Hoppe, CO
Becky M. Huskey, CA
Alison Kenny-Gardhouse,
Canada

Marsha L. jones, FL
Gina Krause, NC

Mary Kreider, Ml

Cheryl A. Lackey, Mi
Joan F. Lediger, NY
William Lovelace, CO
Jennifer Maples, NV
Sean McBryde, IN
Julie McNamara, CO
* Annette Meek, OH-
Cindi Menefield, OH
Susanna Michaels, Ml
Laurie Mitchell, TN
Carlene J. Mudd, LA
Shirley Muidoon, IN
Patty Niemann, NE
Riekie Oberholzer,
Republic of South Africa
Daniel H. Olson, Ml
Alice Ostermiller, UT
Gayle Owens, Canada
Caroline Page, NY.

Mary R, Partlow, Ml

Gil Phillips, LA

Phoebe Pinney, CA
Kathleen ). Propp, NE
- David . Reid, Australia
Bobbie Reinhardt, CO
Wanda I. Rivera-Ferri, FL
Barbara Robinson, Ml
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them into membership for the coming year. -

. —Cindi Wobig, Executive Secretary, AOSA. : cean Smtg
Vera Russanow, Mi - q
Eric Shang-Jen Wang, CO | JULY 3 ! 4’ 1989
Bernard M. Spisak, NY VWorkshops & Certification
Betty G. Srock, KY .
Beth Sullivan, GA . Program in
Valia A. Vassila, MD | -
Cherie L. Webb, NY ORFF-SCHULWERK
Lisa S. Wright, NY at the
Mrs. janet Yarnell, NE University of Rhode Island
Concordia College, 1L '
Longfellow School, MO
University of W

Utah State University, UT :
“Winthrop College, SC /?/-m

Southern Maine, ME .
University of Wyoming, WY /vm

Resources for Creative

Teaching, OR LEVEL [ - JUDITH THOMAS
' LEVELS 11 & [Il - MAUREEN KENNEDY
i RECORDER - CAROLEE STEWART
MOYEMENT - DANAI GAGHNE
Degree credit available
- For further information call 401/792-2763 or write
Dr. Carolyn Livingston
Depariment of Music
The University of Rhode Iisland
Kingston, Rl 02881-0821

VWANTED: For the Summer BOHD: All
chants, . teases, jump-rope rhymes
and ball jingles fram your multi-
lingual  school populations. Send
with child's name and age by Ap-
~ril 1 for center feature. Thanks.

"New!

Let's Sing—Songs for Young Singers
by Helen Kemp :
Preschool and primary-age children will enjoy singing these
38 sacred and secular songs especially chosen for their sen-
sitivity and appropriateness for this age group. Charming
sketches throughout. 11-7210 3.60

God Be Near Us

by Mary David Callahan, O.S.B, music/texts

Contents: You Changed My Mourning into Dancing (Psalm

30)—Ring Out Your Joy (Psalm 33)—Awake, Awake (Psalm

44)—A Flickering Candle (Psalm 90)—Praise God (Psalm

147). Two-part or unison voices with keyboard and/or guitar.
114652 .90

Starchoir—A Songbook for Young Children

by Richard Avery and Donald Marsh

Children, ages 4-7, will joyfully sing the 11 songs that cover the major seasons of the church
vear. Includes directions for staging, costuming, and reproducible word sheets.

v 119944  8.50
Augsburg Fortress

426 S 5th St, Box 1209, MPLS MN 55440 ¢ 2900 Queen Lane, Philadelphia PA 13129 ¢ 57 E Main

St, Columbus OH 43215 » 3224 Beverly Bivd, Box 57974, LA CA 90057 » 6601 220th St SW, Box
) 199, Mountlake Terrace WA 98043 :

WATS: 800-328-4648 » MN WATS: 800-752-8153 . /
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A Case for Textbooks
CONNIE CHAMPION

In my first year as a music teacher, |
questioned the adequacy of the music text-
books [ found in the music room. The series
reflected a time when accountability had not
yet arrived. It was primarily a songbook with
an occasional listening lesson.

A vyear later the school board president
activated support to' improve the district’s
music program. Each elementary school
received a set of Orff instruments, a stereo
system, selected recordings and new text-
books.

Rock-style songs, detailed lessons, and
listening tests characterized the new series.
At first this seemed to be an improvement,
but the listening tests discouraged students.
Many had difficulty deciding if a piece played

by a string quartet had been AB, ABA or
AABA form. The detailed lessons were like
scripts for the teacher to memorize. There
was no interplay between the teacher and
students, no opportunity for growth. The
series lacked speech activities and lessons
incorporating the new Orff instruments.

At times, teachers would discuss the text-
books at workshops and meetings. Some said
that textbooks no longer met their needs and

Wirebound books
j thit stand alone!

At last. .. atotal classroom '
Recorder Program

Let’s Sing & Play, Peg Hoenack’s well-
loved book. Kids play dozens of folk

’ . songs and classics using easy-to-read
LETTER NOTATION. .

@ Let’s Write & Read Music, Jorgensens

ingenious transition to STAFF
NOTATION. Kids write, then read the
songs they've played.

Recorder Teaching: A classroom
approach, Chapmans secrets to

” MUSIC LITERACY FOR EVERY
CHILD.

‘ Recorder fingering charts— 18 large
pictures of hands on a recorder,

Rnythm & pitch notation charts — 32
large visuals,

Write or call
Peg Hoenack’s

cMuSicWorksh

Music for Young People

8409 Seven Locks Rd.
Bethesda MD 20817
(301) 365-1818

PAGE 22

they were using other materials instead;
books of folksongs, poetry, collections for
Orff instrumerits, teacher-developed lessons
and ideas from workshops they had attended.
Many felt that they, rather than a committee
of textbook authors, could best evaluate the
needs of their own students.

After these early experiences with text-
books, | doubted their value, Last year the

music curriculum committee looked for a

new series to adopt and all of those reviewed
reflected the important changes that music
education had undergone. Movement les-
sons, orchestrations for Orff instruments,
speech exercises and sfolksongs were very
much in evidence. We found a text that
complemented our curriculum and philos-
ophy quite easily.

There are some good reasons to use a
textbook. First, it provides a framework on
which to build and can be useful in sequenc-
ing lessons; teachers can avoid duplicating
their work. A good text will offer a variety of
teaching strategies—dances, songs, listening
examples—that correlate with the teaching
goals, Itis like having an experienced teacher
to consult with; perhaps not always to agree
with, but one that offers another viewpoint to
consider.

A text can also strengthen weak areas. For
example, ateacher who loves to sing may not
feel comfbrtable with movement,- but if
movement ideas are consistently incorpo-
rated in'to fessons suggested in the textbook; it
is less likely to be neglected.

Last, textbooks provide legal copies of a

variety of songs. Sometimes rote may be a less

effective way to teach, especially with older
children. Seeing the selected song in print can
help teach or reinforce a given objective.

Any music teacher benefits from haying a
wealth of good materials from which to
choose, and textbooks can be a convenient
starting point; their ideas can always be
expanded or adapted. However, for the
student, textbooks, videos or computer pro-.
grams should not replace the teacher. For the
music teacher, a good text can only support,
suggest and advise, it cannot teach.

M Faculty:

Py gty

Py -

Faculty:

July 31 - August 11, 1889
ORFF CERTIFICATION COURSES

UNIVERSITY OF CINCINNATI
Levels I, II and III

m::‘ Beth Miller, Jacobeth Péétl. Brigitte Warner, Judith Thomas,
Judy Thompson, Peggy True, and Rene Boyer-White

" EXTENSIONS IN ORFF-SCHULWERK

‘Extensions® is synthesis experience for those who have satisfactorily
completed Levels I, I, and Il. This two-week course Is designed to.
moct the needs of individuals who are experlenced in Orff-Schulwerk
and desire enrichment and supplemental materials at all levels.
Refinement of teaching pedagogy and skills will be realized during

a ‘two-week course with a Master teacher who will involve Extensions
participants in practical applications of Orff-Schulwerk with children,

Judith Thomas
'ELEMENTAL EXPERIENCES IN ORFF-SCHULWERK

A non-certification course designed to meet the needs of students
who seek experience with beginning materials and techrilques
comparable to a Level | Orff program,

Office of Summer Session
College-Congervatory of Music
University of ClAcinnati
Cincinnati, Ohio 45221
(513) 556-9460
(513) 556-6017

at the
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For the Clﬂassi'OQm
Jacobeth Postl, Editor

Ferry Me Across the Water

words” PANEEN FRONEBERGER
Chrstino
Reset | .
1 : . : , musc: ."v?o':‘i;grq" " Paneen Froneberger of the Piedmont
pe ) { —— Chapter, who was named Teacher of the
(= T I | ) L — Year (1985-86) in Gaston County, North
= t+ r ] + —N A A , ) ) »
N2} ‘! hod LA : 51 ~ Carolina, gives us this appealing melody and -
-+ ' —tee a o, setting for a poem by Christina Rossetti. It
' “Ferry me a—+ cross the wa-teq Do, Poatman do "If offers many possibilities; e.g., an improvised
' \ A I B section on glockenspiels or xylophones.
AG 3 < u| - Even beginning recorder players could play
SM al :’ A& £ » ) £ question/answer on_as few as 3 notes; cja,g
1 \ P or ged. Even though quite simple, this
, would create an effective contrast to’ the
\ J lilting melody. Or try antiphonal singing-
, f T @ - - - between the “boatmen” and the “passen-
AMIA—= = — > > gers” to inspire a little movement and
_ = < ~ L dramatization in only two short phrases. The
& l .l\ \ 1 \ children could write other verses
{£— * .. »-
. i D ? i 1
BX | 7X 1 y T 1
L1] . & 1 - '.l ;'
BM F—s 8
N T | r
2 — ]
| F— — 2 — i T
== 1 2
.", [ = v o | 4 } o rorrs
YOU'VQ a Pw"‘y W YOU'V‘ PUl"Se-l L]“ "FCY'U yau- "
A | | ‘ — j e The University of
e et Sound
7 I \ 1T L= " SCHOOL OF MUSIC
& and
A he J CONTINUING EDUCATION
V4 -
4 T = t proudly announce
AM(G—2 & 7 — LEVEL I and LEVEL IT
J \ \ ] | ) | ORFF SCHULWERK
& (lc‘ .. " ! % TEACHER TRAINING
X -} ] { W Y ummer - .
BX (& + v o = s June 26 - July 8

BM 7q~r-

Suggested procedure:

1. Echo teach song; isolate and compare
measures 3-4 and 7-8.

Sing, then play them on barred instrus
ments.

2. Add broken chord bordun; prepare cross-
over with patschen.

3. Teach A_G/SM ostipato with patchen and
words, perhaps

"¢ 1y | %

1
Take =~ me home, fer-ry boat.
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T

4. Preparef.c. and AM parts together, noting
alternation. -

5. Sing with accompaniment,

Arrange chairs, one behind the other, in
short lines, as if in a canoe. Using plastic golf
tubes as "oars,’ children ‘row’ across the river
with one stroke per measure. Alternate sides
or switch sides after 4 measures. (Imaginary
‘oars’ work, t0o.)

Setting simplified by T.A.

Teachers:
Valerie Johnson
Oscar Mufioz
Kathleen Poole
Lynn Schneider

Contact:
‘Lynn Schneider
4111 Teakwood Ct. SE
Olympia, WA 98503 -
Phone: 206-456-1273

>
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SEQUENCING MOVEMENT

&
FOLK DANCES

Phyllis S. Weikart invites you to try her proven methods!

BEGINNING FOLK DANCES ILLﬁSTRMED &1

The first of a'series, each new videotape illustrates teaching techniques for 15 beginning-level folk dances.
No more wondering how the dances are done — see them in action! Keyed to the book Teaching Movement & Dance
’ and the Rhythmically Moving record series. $29/each

SPECIAL DISCOUNT MOVEMENT & DANCE PACKAGES
Teaching Movement & Dance — Beginning-Level Package (A,B,C) $138
A Teaching Movement & Dance: A Sequential Approach 359-page book, $18.
B Rhythmically Moving Record Series Set of 9 records, $81.
C Beginning Folk Dances Hlustrated I & 11 Set of 2 videotapes, $58.

Teaching Movement & Dance — Intermediate-Level Package (D,E) $39
D Teaching Movement & Dance: Intermediate Folk Dance 300-page book, $18.

E Changing Directions Record Series Set of 3 records, $27.

Entire Teaching Movement & Dance Package (A,B,C,D,E) $177
Save $25 by purchasing this set!

1989 TRAINING INSTITUTES

Certification Program in Rhythmic Movement & Folk Dance
June 11 —- 25, 1989; July 23 — August 6, 1989; August 11 — 25, 1989

Techniques for Teaching All Ages
June 12 — 18, 1989; July 24 — 30, 1989; August 12 — 18, 1989

Early Childhood Institute
June 21 — 24, 1989; August 2 — 5, 1989; August 21 — 24, 1989

Beginning/Intermediate Folk Dance Weekend
August 31 — September 3, 1989

NEW!
Introduction to Orff-Schulwerk: Music & Movement
Led by Carolyn Tower, former president of AOSA. Phyllis S. Weikart
will coordinate the movement content.
August 6-11, 1989

MOVEMENT & DANCE ORDER FORM

[] Beginning Folk Dances Illustrated 1 $29

[ Beginning Folk Dances Illustrated Il $29

[ Teaching Movement & Dance — Beginning Level Pkg. $138
[] Teaching Movement & Dance — Intermediate Level Pkg. $39
[ Entire Teaching Movement & Dance Pkg. $177

[ Institute Registration:

Please indicate session
Name:

Home Address:

City: State: Zip:

Please enclose check for full amount of purchase or call us at 313/485-2000 to use VISA or MASTERCARD.
RETURN ORDER FORM TO D. BURKE, HIGH/SCOPE FOUNDATION, 600 N. RIVER ST., YPSILANTI, MI 48198.




Early Childhood

Unmapped Territory or Settled Terrain?

For those of us who teach Orff Schulwerk

in the elementary school, the greatest energy
- drain often dccurs from teaching preschool or
kindergarten classes. From time to time at
workshops, both veteran and neophyte teach-
ers have sighed, “But what do you do when
they finish the lesson in ten minutes?” Or

what to do when the class wiggles restlessly, -
or even more frustrating, if an explosive group-

mood seems to warrant an extended recess?
There are glimmers of recognition out there;
we have been in these situations together.

This is a given: the younger the child, the
more skilled and artful a teacher must be. A
primary teacher must change the pace often,
meet individual needs, balance play with
skill-building activities and hold a diverse
group's interest. Few of us would dispute the
statement that a kindergarten classroom
teacher probably works harder than a college
teacher who dispenses information in a
lecture fermat. By extension, any teacher of a
special subject (art, music or physical educa-
tion) must rise to the challenge anew with
each class of lively, independent four-
through-six-year olds.

Why does Schulwerk “work” with chil-
dren? What do we attempt to do that is
-different from other music approaches?
These are the kinds of questions administra-
tors and parents ask. We must be ready with

professional answers. which validate our -

work. Quite simply, we have the best recipe
from the child’s point of view.

It is an enticing mix: beat and rhythm,

speech and song, toncentration and laughter, .

drama and imagination, movement and

dance, discovery and delight, individual-

response and collective effort. Our curri-
culum is ever in flux, adaptable and active.
Our youngest students are increasingly more
sophisticated and accustomed to constant
stimulation from the media, but we who have

come enlivened from Orff training, work-.

shops and conferences come well prepared
to meet their needs.

Teachers of Orff Schulwerk attempt to

‘teach ALL children— from the slow learner to
the gifted; we try to adapt our lessons for all

levels of ability. However, how many of us’

" realize that we are so effective precisely
BECAUSE we maintain an ongoing balance
between all learning modalities: the visual,
the auditory and the kinesthetic? The most

" appreciative receptors are the youngest chil-
dren. They see, they hear and they do, in all
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VERONIKA SCHULTZ

combinations of active participation . . , and
they rememberl

Educational resej'ar'c'h' now proves that each-

student develops a preferred learning modal-
ity, quite likely by preschool age. It is also
believed that most teachers will teach ac-
cording to the learning style and modality
most comfortable for them. Therefore, there
is considerable richness and variety in Schul-
werk teachers’ classrooms.

We teach from our own strengths and are
adept enough to shift constantly between the
visual, auditory and sensory-motor in our:
:lessons. Students get multiple chances to
absorb the experience and have the musical
concept reinforced through whatever learn-
ing channel suits them best. It matters not that
we may see several hundred students each

week. The children retain and can transfer’

musical learning precisely because we have
taught them through these multiple modal-
ities. Perhaps if Orff Schulwerk were ex-
plained this way to non-music educators,

there would be so much more understanding .

and value assigned to-our approach!

Let us also emphasize our strong kines-
thetic orientation in teaching all children, and
particularly younger ones, through move-
ment. Except for physical education classes
and an occasional dance or drama class,
there is very little movement education in our
schools, Little children are honest; if they are
bored, they are restless.

If they are attentive and- happy in music

class, it is often because we have taught at’

least part of the lesson through movement
exploration, pulse awareness, perceptual-
mootor coordination activities, reaction-to-
sound tasks, games and body percussion

.accompaniments, Children are literally close

to the ground. It makes sense to take some
clues from'them and choose motor tasks as

_the constant of early childhood music exper-

iences.

Anyone who has read the historical begin-

nings of Orff's work prior to his radio
broadcasts with Bavarian school children,
knows that he and Keetman- worked many

years earlier with adult dancers in music and.

movement. No matter that we are mostly
trained musicians first and not experienced in
dance. ‘Car!'Orff and Gunild Keetman, in
their genius, made earthy, elemental move-
ment the core of the Schulwerk.

We should not hesitate to observe children

or- the playground; they will show us a
vocabulary of axial and locomotor patterns.
We should watch them playing with and
reacting to simple equipment such as hoops,
balls, ropes, sticks and beanbags. Children
will only improvise movement sequences
that are simple to do and easy for their peers
to-copy. There is nothing new out there that
children haven't already done. Only combin-
ations of folk-like, childlike patterns need to
be rediscovered, meshed together and en-
joyed. As music teachers we are limited only
by our physical teaching space and the time
and willingness to!incorporate movement .
into each of our classes.

For richer teaching: MOVE! The list of
possibilities is endleds and can be planned or
inserted quickly by the teacher: skipping,
stretching, relaxing; playing statue-freeze’
games and mirrorecho games; stretching
pieces of yarn on the floor and moving that

.floor pattern, showing a cymbal ¢rescendo

with a given body part, using a laminated
large polka dot on the floor for body aware-
ness tasks, developing a body percussion
introduction to a familiar singing game . . .

In fact, the longer we teach younger
children, the more of a stockpile of activities
we can acquire to channel and dissipate their

‘boundless energy. We are headed in the right

direction when a group of little ones isn't
quite ready to leave when time is up.

Teaching music in early childhood classes.
will never be mundane; young children will.
always make the day come alive with sur
prises. The joys we share with them will grow-

“along with our collection of workable ideas.

We have, tomorrow’s musicians, dancers,
artists and audiences shuffling into our
rdoms, wide-eyed and a little scared each

“fall. But through the Schulwerk we can

capture their hearts and minds with the magic
of movement and music.Cd-

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 letteér office, a waste of
_your dues money and a loss of im-
portant information to you
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Videotape Reviews

Children Involved—
Using African Materials (7 CI)
Judith Thomas, Danai Gagne

A different emphasis on African music is
found in this video of Judith Thomas and
Danai Gagne from the 1986 Boston con-
ference. This ninety minute session explores
African folksongs using voices, instruments
and movement. Intended for teachers of
students in the upper elementary grades; it
would be of interest and benefit to anyone
interested in African music and culture.

Most of the video is a children’s demonstra-
tion, with a short period at the end reserved
for working with session participants. Ms.
Thomas begins by teaching the children the
words of “Kelo aba weye/ a fishing song

-from Ghana in the original Ga language. The
words are then spoken in rhythm and a
clapping pattern is added.

She draws attention to the polyrhythms
which result from the words being in duple
and the clapping pattern in triple rhythm. She
works with the children, helping them to
_recognize these rhythms by listening to both

Ligueil, France

'DONNA MARCHETTI

simultaneously as she plays them on the
bongos.

The children learn the melody, a simple .

repetitive one of four tones. Ms. Thomas
discusses the various types of singing voices
used in different cultures and encourages the
children to use the “chest voice” prevalentin
African singing. Finally, percussion instru-
ments played in varying rhythmic patterns are
added to the clapping and singing. Listening
to a tape of the original song by W. K.
Amoaku, the children are pleased to hear that
their version sounds remarkably similar.

Danai Gagne then introduces the children
to patterns of African dance, drawing on
pictures and African artifacts for starting
positions. They are asked to pay particular
attention to the hand positions and bent
knees seen in these figures. Several move-
ment patterns are explored; later the children
will be given the opportunity to choose those
they will use.

Together, they develop an enactment of a

fishing scene and the celebration of the
villagers and their chief after the fish have

been caught. The final performance draws
together singing, instrument playing, dancing-

and acting out the story.

Two other songs are learned by the session
attendees. “/Si si nbom” is a song for oarsmen
and also involves compound rhythms. The
Ghanian tullaby “N’su fa mio” is the basis for
an exploration of African dance, once again
using the body positions of the artifacts as
departures for movement. '

Throughout the session Ms. Thomas and
Ms. Gagne return to the theme of weaving,
first mentioned in reference to African cloth
woven of varying colors and textures. The
analogy to music is easily made—woven
from different threads of melody, rhythm and
movement, it becomes a meaningful whole.
In a larger sense, a culture which encom-
passes music and dance to embellish daily
occurrences is one in which the interweaving
of art and daily life creates an richness which
is enviable.

Although there is some distracting talking
heard on a part of the tape, and Danai
Gagne's soft-spoken voice is difficult to hear
at times, the material and presentation are so
interesting that the value of this session far
out-weighs its shortcomings. 4

cont.on page 28

...1The Source!

for AUTHENTIC ORFF INSTRUMENTS
OF THE HIGHEST QUALITY!
UNCONDITIONALLY GUARANTEED!

Universally acclaimed!

New wide bar instruments!

New curvilinear frame!
New extended range

B For information
call SYLVIA PERRY .

the world of

or BOB ESKIN
1-800-443-3592

alto-soprano instruments!
New tenor-alto instruments!
Other unique features!

Browns Millsr, NJ 08015-0146

The “STATE OF THE ART” Instruments!
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VIDEO TAPES NOW AVAILABLE

SPECIAL: AOSA film.
now availabie on videotape.
AA-A0  American Odyssey.

University of Arizona
School of Music performingl
1CB  Carmina Burana—Carl Orff
John Bergamo
Kansas City Conference, 1985
2HD Hand Drum Technique
Dr. Edith Bondi
3PS Papa Shamus Hanukah Operetta
' Steve Calantropio
Kansas City Conference, 1985
4.1 Intermediate Improvisation:
A Matter of Style
. Freda Ensign.
5 MM  Music Making with Children
Jane Frazee
Kansas City Conference, 1985
6 GC  The Gift and Challenge of Carl Orff
Danai Gagne and Judith Thomas
. Bostoh Cornference, 1986
7Ct  Children Involved—
Developing African Materials
Richard Gill, Portland Conference
81C | Can Make Music
8 MM Moving Mostly Musically
8 CS  Closing Speech and Performance;
United We Stand, Divided We Fall
Doug Goodkin
Kansas City Conference, 1985
9 MF A Multi-Faceted, Multi-Cultural Exper-
ience for Upper Elementary Students

-Lynne Jessup
Kansas City Conference, 1985

16 BR  Back to the Roots—African Xylophone -

Gunild Keetman
All films from German TV—
Not for commercial usel

MGK1 11GK2 11GK3
1MGK4 11GK5 1MGK9 11GK16

Helen Kemp -

12 SR Sing and Rejoice:

Guiding Young Singers
12 BM  Body, Mind, Spirit, Voice:
Developing the Young Singer
John Langstaff, Boston Conference, 1986
Ritual Dance, Morris and Sword Dance
13RD 1 Part 1, 13 RD 2 Part 2
Peggy McCreary
Kansas City Conference, 1985
14 CO Caring for your Orff Instruments
Beth Miiller, Boston anference, 1986
Introduction to Schulwerk, 3 Sessions
15181 1515 2 15183
Konnie Saliba, Kansas City, 1985
16 SP  Singing, Playing and Moving: -
Theary, Activity, Creativity
' Marcelyn Smale
Boston Conference, 1986
17.YL Young learner, Active Learner

Jim Solombn, Kansas City, 1985

18 LA Latin and African Rhythm Ensemble

for the Elementary School
‘Shirley Sushereba
19 CS * Challenger Shuttle Tribute’

Jos Wuytack
University of Washington, Oct. 1979

20 OS The Orff Schulwerk Process
20 FP  Final Performance, U. of Washington
20 CC  Orff Schulwerk Process—

Chicago Conference 1987

Lillian Yaross, Boston Conference, 1986

21PD  Prop Up the Day
21NB  Near the Beginning,

Demonstration Class 3-5 yrs,

. Margot Schneider
22 OS  Orff Schulwerk in China, 1985-1986 .
Panel Discussion, Cleveland, 1983

23 SP  Soundings: Past and Future (D. Hall,
.B. Haselbach, J. Matthesius,
M. Murray, Liselotte Orff,
N. Goldberg, moderator)

Margaret duGard
Chicago Conference, 1987
24 AF  Afro-American Culture, Grades 2-6
Shenanigans, Chicago Conference, 1987
25 SH  Multi-cultural Folk Music
Pat Hamill, Chicago Conference, 1987
26 AA  Arts Alive,
Dr. John Fines, Chicago Conference, 1987
27 )F  Imaginative Approaches to Art
Sue Snydeér, Chicago Conference; 1987
28 EA  Educating Administrators 1 & 2
Grace Nash, Music With Children
29 MC Rhythm and Pulse, Musical Forms, Ex-
pressing Note Values, Music in Action
) Bob deFrece
Chicago Conference, 1987
30FS From Song to Movement
31PP Portrait of Polynesia

GUIDELINES FOR BORROWING VIDEO TAPES

New tapes are added regularly and all are in VHS format only. Tapes
from conferences aré usually 90 minutes long; others may be shorter.
1. Fee: $5.00 postage and handling for each tape requested

NOTE: All tapes are the property of the American Orff Schulwerk
Associatioh. No tape may reproduced for any reason. At this time,
overseas borrowing is not possible due to differences in video

2. Deposit: $20.00 deposit for each tape . equipment and format, and the cost.

3. Limit: three tapes per order.

4. length of borrowing time: two weeks. from date mailed.

5. Holders of overdue tapes will receive written notification of the | Tape(s) requested
possibility of deposit being forfeited.

6. AOSA pays postage and handling for outgoing wdeos Borrower Dates: 1st"choice 2nd choice
pays postage and handling for return of videos. We strongly

] recommend that returned videos be insured. Name

Use the form (or a copy) to assure accuracy, and please give two

alternate viewing dates. Order by number: for example, 11 GK 9. _Address -

Mail to: Donna Marchetti, Film Librarian City State Zip

3105 Lincoln Blvd.
Cleveland Heights, OH 44118
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each film ordered.

Please enclose $5.00 postage and handling and $20.00 deposit for
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continued from page 26

Back to the Roots—
African Xylophone
Lynn Jessup (10 BR)
For anyone seeking an introduction to the

African xylophone;, this informative film is a
must. Taped at the 1985 Kansas City Confer-

ence, the 50-minute session covers many
historical, theoretical and practical aspects of
Mandinka balafon music.

The session begins with a discussion of the
instrument’s history—its Asian roots and
introduction to Africa by traders who had
long periods of time in port and therefore, it is
believed, taught Africans how to build and
play the instruments. The xylophone sub-

Orff in New York

at the 92nd Street Y
One of ﬁew York's Legding cultural Institutions
in conjunction with the City University of ﬁew York
| Levels I and II '
Faculty: Linda Monssen, Dixie Piver and Marsha Baxter
July 5_- July 18, 1989
For brocﬁure please write to.fhe Music Department
4 92nd Street Y School of Music
1395ALex1ngton Avenue
New York, NY 10128

For further information call: Linda Monssen (212) 549-6081

{(303) 778-ORFF

ALSO AVALABLE

Jamaican Folk | ‘2

Ten femaicen konot

B ot g score

only $24.00

Grroes AT bt

Music and Instruments For Children
2430 So. University #103 Denver, Colorado 80210

Jamaican Folk-Songs For Children
Purchase individually or by the set.

Tales and
Oral Histories NN T
with cassette KINGNSTON

ATLNGAE 1 MOOS BUTVTINLS] §rous By MIGHAT BLIRATY

VA  Shandy — $3.75

Complete set
of four — $15.00

| Brown Gal

in De Ring — $3.50

Beeny Bud — $3.50
Dandy

Run Go A Kingston — $6.75

sequently became an important part of
African culture, used as a means of trans-
mitting stories and music from one generation
to the next.

A discussion of the xylophone's structure
and tuning afe given. lts principles of con-
struction are the same as the Orff xylophone,.
which has the African one as its model, but
the tuning differs. The African xylophone is
tuned to a septatonic scale, seven tones
equally spaced in pitch. Mrs, Jessup offers
suggestions for retuning Orff xylophones for
playing authentic Mandinka music. (See her
article “Rediscovering Orff’s Xylophone,”
Orff Echo, Vol. XVIii, No. 3, Spring 1986.

Several taped examples played by Ms.
Jessup’s teacher in Africa are included. The
music is ideally suited, says Ms. Jessup, to the
Orff Schulwerk classroom because its open-
endedness allows for much creative explora-
tion. The relatively simple melodic lines

_invite variation in accent and dynamics; the

nature of the septatonic scale encourages -
modulation and improvisation.

Ms. Jessup offers suggestions for teaching,

_ including preliminary activities and methods

of notation. Some examples are taught to the
participants using her classroom methods
and system of notation, and employing-

‘simple variations on the melodic line.

She addresses other aspects of African
music about which she feels strongly. It
requires, she states, a different kind of
thinking than does Western music—holistic
rather than analytic. It must be experienced

" by the whole person, and by nature, it defies

systematic analysis. She makes a strong case
for cultural open-mindedness, pointing out
that our preferences are often the result of
cultural bias.

Finally, Ms. Jessup emphasizes the impor-
tance of this music within its cultural context,
reminding us that it is adult music, passed on-
by adults who have worked and studied for
years before they have been allowed to
perform or teach. It is in this light that it
should be presented in the classroom. It is
music that should be taken seriously, and
introduced to the older as well as the younger
student.[]
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President’s Message

DEL BOHLMEYER

The voice of the membership determines

the destiny of AOSA. How is the membership’
heard? How are decisions made? What are’

the-responsibilities of each member?

_AOSA is a democratically operated organi-
zation, and thus the vote of the majority of its
members and/or of the duly elected repre-
sentatives, the Board of Trustees, determines
all policy for the organization. This.policy is
generally in response to membership ideas or

* concerns, ‘

How is the membership heard?

The membership is heard through the
written ballot and through your Board of
Trustees. When enough individuals have a
similar idea or concern and voice it, discus-
sion will occur at Board of Trustees meetings
and action will most likely result.

The membership is heard when enough
individuals write letters voicing their con-
cerns to the president, specific committee
chairpersons, regional representatives or

other members of the Board. The member-

ship is heard when the local chapter presi-
dents make the effort to attend and actively
participate in Advisory Board meetings at our
annual conference.

How are decisions made?

Decisions are made when every individual
member enters a vote on the written ballot ‘

each January, and returns it promptly. This
ballot is your direct voice to the governing
body of AOSA.

Decisions are made by the Board of
Trustees at one_ of their three annual meet-
ings, in March, September and November.
The decisions made by the annual ballot are
based on a simple majority vote, unless they
include a change in the Articles of Incerpora-
tion, our constitution, These require a two-
thirds majority vote,

The process for decision making in the
Board of Trustees is a bit more complicated.
Currently, we have twelve standing com-
mittees with additional sub-committees in
some areas. Each committee has a chair-
person who, in advance of an upcoming
Board meeting, creates a committee agenda
based on .input from the members of that
committee and other Board members.

The first action taken at these committee
meetings is to prioritize the agenda to ensure
that those crucial topics get covered. There
are almost always too many agenda items and
too littie time; some items get tabled.-

SPRING 1989 — THE ORFF ECHO

Most topics are assigned to two or more
committees directly concerned with that
issue. The first committee reporting back to
the Board provides its rationale for any
recommended action, and offers a written
motion for specific action to be taken, Other
committees dealing with the same topic may
add their complementary thought. Motions
are made and either approved or not ap-
proved. Thus policy is created and duly
entered into the written records and minutes,

Hereis a listing of our standing committees
and the chairpersons of each: -

'Regional Representatives Judy Bond
Foresight Stanley Rowland
Personnel Doug Wilson
Nominating Karen Medley
Grants' Judith Kirby

(Research, Keetman, Shields)

Media (Film and Library) Donna Poppe

Conference Doug Wilson
Publicity Ruth Ann Chiaraluce
Professional Development Carol Erion
Membership Judy Bond
Publications Tossi Aaron
Finance Stanley Rowland

What are the responsibilities of each mem-
ber?

It is.the responsibility of every member to
register an opinion on the issues of the

general ballot each January, and to com- -
.municate with the elected representatives at

all other times.

It is true that a national governing board
cannot act each time one single constituent
speaks. But if enough individuals are saying
the same thing, the representative governing
body will be aware, very soon, of the
seriousness of the concern. And awareness is
the first step toward action.

It is the responsibility of every member to
communicate in a professional manner,
preferably in writing. This helps clarify one's
thoughts, helps prevent misunderstandings
and helps get the message transferred to
others more accurately. A letter with a clearly
written statement shoquld be sent to the
President, Regional Representative or the
appropriate committee chairperson. The
letter should describe the problem or con-
cern, how it affects you or your chapter, and
suggestions for possible resolutions or plans

for implementation.

It is the responsibility of the individual
member to read all correspondence from
Executive Headquarters and the Board of
Trustees and to follow through with any
requests therein in a timely manner. Written
communication requires a reader as well as a
writer if it is to be effective. Letters from
AQOSA to you are Tmportant; they keep you
informed of what is happening.

You may be only one of the 4000+members
in AOSA. But if you have the same concerns
and ideas as expressed by enough other
members, you will surely see action and
results. Please share these thoughts and
concerns with representatives and officers.
The voice of the membership determines the
destiny of AOSA. J

THE UNIVERSITY of ARIZONA

. . ORFF
BM: A ( M WORKSHOPS
BFA., MM. - ' SUMMER '89
D.M.A., Ph.D. SCHOOL of MUSIC _
Dr. David G. Woods, Director
MUSICAL EXCELLENCE FOR THE SOUTHWEST
June 26 - July 7
. LEVELS I and I ORFF SCHULWERK
Concurrent Workshops
Nancy Ferguson, clinician * Denise Phillips, clinician
The University of Arizona Inidependent Music Educator

These workshops will involve intensive Orff training, leading to either Level I or II certification

for qualified attendees. Both clinicians are noted for their certification workshops and will present
- activities that include singing, movement, speech, improvisation and recorder. Workshop fee for

each level is $190 plus $134 for 2 graduate units. :

For information, contact:

Workshops: Graduate Programs: SCHOOL.OF MUSIC.
Dr. Greg Steinke Dr. Roy Johnson - THE UNIVERSITY OF ARIZONA-
(602) 621-5929 (602) 621-1454 TUCSON, ARIZONA 8572

The University of Arizona is an Equal Opportunity Employer :

PAGE 29



LDEN BRIDGE U.S.A. INCJ

UALITY
o TOPC

v PRICED - A NEW STANDARD
IN OLD WORLD

SEE YOUR LOCAL DEALER

\ GOLDEN BRIDGE U.S.A. INC.
I  P.O. Box 24469 * Cleveland, Ohio 44124

Phone 216/461-1304



Guest Educator Program

“To provide a positive experience in Orff
Schulwerk for . . . school administrators and
college personnel . .."” That is part of the
stated purpose of the AOSA Guest Admin-

istrator Program, which brings these people.

to each conference. Based on direct com-
ments and written evaluations, we can beé
sure the stated purpose is being fulfilled.

The presenters, their sessions and materials
always make a good impression on these
visitors, many of whom have never had an
opportunity to be involved in Orff Schul-
werk. Often it is the enthusiasm for this
special kind of music education and the spirit
displayed by the participants that draws
comments.

Hot Cross Buns

Hot cress buns!
Hot cross buns!
One a penny, two a penny,
Hot .cross buns!

If your daughters do not like them,
Give them to your sons;.

But if you haven't any -

Of these pretty little elves,

You cannot do better

Than to eat them yourselves.

This familiar rhyme of early child-
hood music classes and inevitable
melody for new recorder players has
lost its second half in the course of two
centuries’ repetitions, Once it was a
street cry chanted by sellers of the little
buns meant to be eaten for breakfast on
Good Friday. Their distinctive feature
is a criss-cross of white sugar icing
across the top. Look for them in your
local bakery and bring some to school
“to share with the class after you sing,
play or patsch/clap the historic rhyme.
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LENTEN SPECIAL S

Fresh Bake
Hot Cross Buns)

6.99¢

Teacher’s Pantry

Try using the wording in this newspaper ad
and its possibilities for rhythmic variety to
build a “scene” with street seller, song/chant,
rhyme and sound gestures, Include the price!
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There were six guest educators invited to

the Detroit Conference, all' nominated by
members from Region [il. They appeared on
the panel on research in music education (see
Winter Echo, 1989). Chapters and/or indi-
viduals from Region IV may nominate guest
educators for the Atlanta conference; their
nominations will be considered by a special
committee,

Members of Region IV are eligible to nomi-
nate a school administrator or college
educator for an expense-paid trip to the
Atlanta Conference, November 8-12, 1989,
For more information and applications,
write AOSA Executive Headguarters, Box
391089, Cleveland, OH, 44139-1089. Appli-
cations must be filed by September 1, 1989.

to “sit in” with a band

(203) 651-3320

“Hot Cross Buns” a little stale?
Energize your recorder beginners with

JurpStart!”

MOTIVATING TUNES WITH ACCOMPANIMENT CASSETTES
~ «Upbeat, playful melodies are easy to play

» Compelling orchestrations on cassette allow your rookies

+20 illustrated student song books, complete lesson plan
manual, and accompaniment tape — only $39.95!

~ Call or write today for FREE descriptive brochure -

Gracenote, Inc. Dept. C
6 Summerwood Road West Simsbury, CT 06092

Kodaly Center of America
1989 Summer Courses

Hungary and Massachusetts

» Kecskemét, Hungary July 10 — August 4

in collaboration with the
ZOLTAN KODALY PEDAGOGICAL INSTITUTE OF MUSIC
15th International Seminar

® 6 credits
* American Methodology /Materials

* KCA in Massachusetts
Level IA (Cert. course) July 3-14
Early Childhood
Jazz Improvisation

For information on the above and KCA /West Texas State U. Certificate
courses, contact: KCA, 295 Adams St., Newton, Ma. 02158 « 617/332/2680

® 4 levels

July 3 - 14
July 17 - 21
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1989 Orff-Schulwerk
Certification Program at the

' - University of Lowell
College of Music

with Alison Yank,owékas, Bérbara Peacock,
Lynne Rahmeier and Steven Daigle

July 10 - 22, 1989
3 Levels based upon AOSA Guidelines
For more Information contact:
| Lorraine Luplen
Continuing Education
University of Lowell
One University Avenue
Lowell, MA 01854

or call: (617) 454-4664

University of Lowell Continuing Education
One University Avenue, Lowell, Massachusetts 01854

QUOTE:

The following quotes are taken from grade-
school essays on classical music.

e “|. S, Bach died from 1750 to thé present”

» “Refrain means don't do it. A refrain in
music is the part you better not try to sing.”

e “Henry Purcell is a well-known composer
few people have ever heard of”

» “Aaron Copland is one of our most famous
contemporary composers, It is unusual to be
contemporary, Most composers do not live
until they are dead””

* “Music sung by two people at the same
time is called a duel”

* “I know what a sextet is but I'd rather not
say.”

e “My favorite composer is opus.”

* “Probably the most famous fugue was the
one between the Hatfields and the McCoys.”

o ‘A harp is a nude piano.”

® “My very best liked piece is the Bronze
lullaby!”

‘From a column by Emily Walker in the

Tacoma (WA) News Tribune and reprinted
with their permission and our thanks.

. e
Have it

Quality products ¢ Competitive pricing

- Same day processing
Friendly, knowledgeable people.

Aresource center for elementary classroom music teachers.

Featuring these fine products:
Sonar Latin Percussion - Oscar Schmidt
Studio 49 Nova Diversified Percussion Silo, Inc.
Blocks Magnamusic Baton - Hohner
Zen-On Remo, Inc. Rhythm-Tech
Aulos Magnamusic Distributors Performer Mallets
Educational Activities

BOOKS, RECORDS, GIANT MANUSCRIPT PAPER, REPAIR MATERIALS, HUGS,

Interlochen Puzzlen

Fit the following names of musical forms into
the boxes so that they interlock. Or improvise

“and fill in with other musical terms.

CANON
CONCERTO
DUET
ETUDE Answer:
FUGUE
QUARTET
RONDO
SONATA
SUITE . ]
SYMPHONY
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continued from page 19
She was delighted when shé was sent to
England by the Ford Foundation to study
dance in the schools. She returned “walking
upon a cloud when | saw dance as a vital,
integral part of the curriculum, not as an
extra-curricular activity. Dance is not encour-
aging only those with nice little figures, or
those who can move well. Dance is encour-
aging all children. | have seen 40 children
moving in a room, not one bumping into the
other. They are learning that if you move a
hand, you've moved space. Therefore you
" have affected everyone who is around you.
They are learning that your body speaks, that
you are a part, not only of the air that is
around you, but the air that is around every-
body else, and therefore part of them.

It is fantastic to see this happen. Dance is
being taken into geography classes, English
classes, mathematics classes. Poems that are
danced are discussed in all their other

ek bbbk ke ok

Research
Grants

Related to the

Orff Schulwerk
Philosophy

available to fully or partially
fund qualifying projects

Applications Through:

Executive Secretary
Cindi Wobig

P. 0. Box 391089
Cleveland, Ohio 44139

Application Deadline

October 31

classes. They go out and bring in things that
look the way they feel. One could bring in a
shiny rock and dance that shiny rock It's
beautifult”

The child speaks:

Dear teacher, please move the chairs back
and let the kids and me BE the stars in the
constellation and the planets. | want to feel

~ the relationship of distance, speed and pat-

tern. My body will understand it all. | know
some planets will be so large it may take two
or three- of us big kids practically glued
together to show the proper size, but we like
teaming up and like knowing we're an
important part of something. We can do it!

Can't | be a wave attached to other waves
and swish and rush together? My body can be
the pull of gravity—the tide—the tornado, |
can even look like one. When we study
Native Americans or Africans, let me try
being one of them all day. We could sneak to
the 'water fountain without cracking one
branch. We could sit cross-legged on the floor
and have a village council. We could move
through the imaginary village and farms

tending our cattle, hunting, planting and
harvesting and learn from these movements
that way of life. We'll also learn that from
these movements the native dances devel-
oped for the celebrations of life and death.

)

Some characters we study about seem
more important than others. Can’t we act
them out? Some were great leaders. | would
get an overwhelming sense of the responsi-
bility of a leader if the whole class followed
me, my movements, my directions. | see
sometimes it's not so easy to get people to
follow. If we can't act out the whole story
maybe we can reduce it to a few lines and
chant it out in rhythm. Some of us could
chant it, some make music and some could
interpret it in movement.

Jaculty that includes:

June 12 - 16:
workshop

June 19 - July 1:

For complete information write to:
Dr. Stephen E. Busch, Coordinator

Colorado State University
Fort Collins, Colorado 80523

Orff Schulwerk

Training Courses
and
Introductory Workshop

at Colorado State University
Summer 1989

A comprehensive program featuring a distinguished

Grace Nash, Elizabeth Gilpatrick,. Judith Cole,
and Karen Logbeck Jensen, and Dennis G. Rogers

Introduction to Orff Schulwerk, a preparatory

A special Level I section for ¢lassroom and
non-music teachers

Levels 1, 11, 111, and post-training studles

Undergraduate and graduate credit available for Introduction to Orff and Level L
Graduate credit available for Levels II and III and post-training studies.

Music Education and Graduate Music Programs
Department of Music, Theatre, & Dance

CO§(t)a%do

University
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University of Alaska
in conjunction with the
Alaska Orff-Schulwerk Chapter
Alaska Music Educators' Association
presents:
Orff-Schulwerk Level | Certification

June 19-30, 1989
Anchorage, Alaska
) 3 graduate credits
Jim and Mary Helen Solomon, Instructors
contact: Jennifer Dalby HCO4 Box 9021-D, Palmer, Alaska 99645
(907) 745-0193

SNV

. A Division of
The Woodwind and The Brasswind

Instruments and Supplies for Education and Entertainment

'GOLDEN BRIDGE
MEG
SONOR

AULOS
ROESSLER
TUDOR

LP MUSIC GROUP
REMO

RHYTHM BAND, INC.
SUZUKI Tonechimes

Boutique Items

Call or Write for our FREE Catalog

50741 U.S. 33 North * South Bend, IN 46637 * 219-271-9444
Mon-Fri 9-8 Sat 9-4
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Stick up one finger and then another—it
makes two and that’s addition. But what
about spelling? Just once in a while couldn't|
spell out a word in movement—tracing it
across the floor—daneing it with my body? It
wouldn't také much room, if we could go one
at a time.

| like feeling the new in me, it makes me
pop and wiggle, jump up and down and whirl
‘round and ‘tound. When | have a way to use
my movements they make more sense to me,
But sometimes | feel a scary heaviness that
can't come out. “Sparkle,” my dog died on
Saturday. Daddy said he'd get us another dog
if Mother said okay. But | ached for Sparkle.”
Can't | show everyone how we used to play’
together? Please watch me—maybe | could
BE Sparkle when we're acting out animals,

-when my turn comes. | know just what he

did—I think VIl be Sparkle every day. | have a
lot of important things going on in me to show
you and all the other kids, if you'd only
watch.

| was really scared yesterday whenil got
home and nobody was there for awhile. |
tried not to act scared because I'm “not

_supposed to” any more—but | felt. it there

inside, tingling in a bad way. Maybe some of
the.other kids and | could hook together and’
make a huge, creepy monster—one that
nobody ever saw before—big and scary . . .
while the other kids could make screechy
and groany sounds with their mouths or with
instruments to sound like our “fantasy mon-
ster”” Maybe it would make the scary feeling
g0 away.

| heard a teacher say the other day that we
shouldn't touch each other. She even said
that we kids don't like it. Sometimes | don't

. know what | like or want. | do know i'm too

big to be treated like a baby, and that hardly

"~ anyone at home touches me anymore except
- when | wrestle my little brother or when I'm

sick. But it’s fun to rub shoulders and backs.
to hook arms, to touch out-stretched finger-
tips, to connect with others and to feel their
warmth oozing into me.

As I'm growing into adolescence | have a
greater need for patterns, for formations, for
dramatic expression so | can make sense of
the religious and philosophical concepts that
I'm beginning to think about. Who am I?
What about tomorrow and me . . . the world
and me? | need to make the abstract not so
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abstract for myself. | need to catch hold of my
ideas and quickly dramatize them with
classmates before the ideas escape and are
replaced with ever-onrushing new ones.

Things are happening pretty fast now. My
body is changing so I hardly recognize me. |
need the door to human contact kept open for
me or | mightshut it forever and begin to use
only a tiny peephole. | need free expression

as always, butina structured place and time. |-

need a way, a reason and a bigger sharing
with others of the whole me. I've got more to
~ say now but somehow it seems to be less
important to everyone than the skill | use in
saying it. Only my training is being seen . . .
not me. '

As a new adolescent | need help in
expressing the total me. I'd like to be appre-
ciated, enjoyed; | need to feel the feedback of
belonging to my family-community and the
universe beyond.

If | were an ordinary person growing up-in

another culture | would dance till the day |

died. In our society this privilege is-reserved
for artists, performers, musical conductors

and a few “rebellious;’ liberated souls.

Anywhere else | would know what Zorba the
Greek experienced many times . . . the heal-
ing power, the joyous, centering power, the
strengthening, physical power, the relating
power, the natural living power that-dance
brings! .

As an adult | would dance to celebrate
marriages, births, puberty, death and dreams.
I would dance again with my children,
rolling, tumbling, clapping, laughing and
come to know and love them better. | would
dance with my mate and my friends, stretch-
ing, springing, weaving gently together, be-
coming as the years and centuries go by as
graceful and free as the animals of nature . . .
spiritually and physically at one ‘with the
universe.

“A child’s world is movement, | heard an-

educator- dance therapist say recently, and |
thought to myself, “Of course it is! We have
only to look and see it

FPat Sonen Paulsen DTR (Registered Dance
Therapist) works with emotionally disturbed
patients at Essex Hospital Center Cedar Grove,
NJ, and has taught creative dance to all age
groups, children, adolescents, adults, teachers.
She authored a pamphlet, “Using Movement:
Creatively”
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‘Wanted: Detectives! .

Become'a member of the AOSA Detective
Agency. We are in the process of identifying
existing research dealing with creativity,
higher order thinking skills, learning theory,
language development and acquisition, class-

_ room management, on-task behavior and

measurement tools. If you have done a

‘bibliography which relates to any of these

04{{ -SCHULWERK

s.r“ Dlu ‘I,q Percussion instruments for

HAMEL MUSIC ENTERPRISES
8703 NORTH BLUFF VIEW DRIVE
BERRIEN SPRINGS, M| 49103

SUBSTANTIAL DISCOUNTS AVAILABLE

areas, please send. a copy of it, or indicate
your interest by-July 1 to:

Sylvia Munsen, 5755 E. River Road #2807,
Tucson, AZ 85715,

Funds for expenses may be available.
Research Review Board: Sylvia Munisen, Sue
Snyder, Richard Spalding.

Kindergarten, School,
Therapy and Family ‘ h

" GALL TOLL FREE
1-8005-3’45-4-448 .
| Michigan: Call (616) 473-2280

'_%&RSWOFNOKIH]M
~/) . . A‘/f\
: {

Studies in Contemporary Music Education
Opportunities in Alternative Teaching Strategies

KODALY CERTIFICATE PROGRAM
LEVELS I, II, Il

June 5 - June 20, 1989

Carol Brown, Thomas Kite, Anne Patterson, Virginia Womack

ORFF SCHULWERK TRAINING COURSES
LEVELS IA*-B, II, I
June 21 - July 7, 1989 A
-Avon Gillespie, Douglas Goodkin, Richard Layton, Mary Shamrock
Level IA* for Classroom Teachers;
Level IB for Music Teacher Specialists, Music Supervision

For application, brochure, or additional information contact:
Avon E. Gillespie, Director SCME
School of Music, P.O. Box 13887, Denton, TX 76203-3887
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American

ORDER FORM
P21 Soft Yarn (yellow) $12.50 pr. *_ P31
P22 Med. Yarn (red) $12.50 pr. —_ P41
P23 Hard Yarn (blue) $12.50 pr. —_— P51
P11 Soft Rubber Ball (yellow)$ 9.00 pr. * . P91
P12 Med. Rubber Ball (red) $ 9.00 pr. * . P92
P13 Hard Rubber Ball (blue) $ 9.00 pr. —_— P83

* When these mallets wear out, do not discard them. They can be rebuilt for the following prices:

P21, 22, 23 Yarn rewrap $7.50 pr.

Large Soft Yarn
Hard Black Rubber
Wood Balil

Soft Tympani
Med. Tympani
Hard Tympani

$12.00 ea.
$ 5.00 pr.
$ 4.00 pr.

$15.00 pr.
$15.00 pr.
$15.00 pr.

P31 Large Yarn rewrap $7.50 ea. P91 and 92 Felt Tympani resew $9.00 pr.

Send check or P.O. to American Drum 8440 Barrens Rd., N.W. Roanoke, VA. 24019 (703} 563-1884




ARIZONA
In conjunction with the Amphltheater Com-

munity Schools, the Arizona chapter offered -

a workshop for pre-school, kindergarten and
first grade teachers in Tucson and surrounid-
‘|ng area. They have defined five goals as part
of an outreach program to align the Arizona
AOSA chapter with the encouragement of the
arts in their area.

CENTRAL CAROLINA

The chapter has found a way to ease the.

pinch. of sponsering workshops by working
closely with the University of North Carolina
.at Chapel Hill. The University provides the
meeting place, reproduces handout notes
and does the mailing for registration. Central
Carolina was eligible for-a President’s grant
this year which “really gave us a boost” and
is co-sponsoring ‘workshops with the Pied-
mont Chapter, Guilford County Schools and
the Duncan Music Company.

CENTRAL FLORIDA

At the first meeting (and only then), the
chapter has a packet of registration materials
available, with fliers about future workshops,
aname tag and a music pencil. Saves postage
and makes a pleasant “hello” for the new
season.

CENTRAL NEW JERSEY

Laurie Goldschmidt helped the 25 children
in her mixed-age classes work out a drama-

NEWS AND VIEWS

Barbara Potter, Editor

tization of The Blind Men and the Elephant

{Carol Erion-Linda Monssen, Schott Supple-
ment). There were new experiences for
teacher and students alike: e.g. children

-walking with eyes closed learned what it feels
like tobe without sight. Supplemented with

pieces from the Schulwerk, folkdances and
recorder pieces, the final performance was
taken out into the community. The children
wentto a nursery school and then to a nursing
home, enjoying the appteciation and. re-
sponse at both. Says Laurie, “It was a nch

experience for all of us, and there was much
value in letting the community discover what
our Orff program is all about”

CENTRAL TEXAS

Past President Penny Mahoney points with
pride to the amazing growth of the chapter,
and to its special people. “Their enthusiasm
radiates throughout the membership. Every-
one who can show membership in another’
chapter becomes a member ‘of ours auto-
matically, and the workshop fee is waived.

CHAPMAN COLLEGE

ORFF-SCHULWERK
TEACHER TRAINING

Levels I, II, III,
-Introduction to ORFF

July 17 - Aug 4, 1989

FACULTY:
MARIE BLANEY
GLORIA FUOCO-LAWSON
BRIGITTE WARKER

For Information, write or call:
DONNA CONBAY
4821 Chateau Drive
San Diego, CA 92117
SAN DIEGO CHAPTER
A.0.S.A.

(619) 279-4688

ORFF Levels I & II

For More Information Contact:

Ed Jones
Department of Music
East Texas State University
Commerce, TX 75428
(214) 886-5286

East Texas State University

Department of Music
presents

Eleventh Annual

ORFF-SCHULWERK
TRAINING COURSE

INSTRUCTORS: Nancy Ferguson, Carol King, Karen Medley
SPECIAL SESSIONS ON: Vocal Techniques, Movement
Instrumental Techniques, Guitar

ETSU is an Equal Opportunity, Affirmative Action University.

June 11-23, 1989

ETS IC
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Telephone numbers are provided to assist
with car pools——our newsletter goes to about
700 people!” Five collegiate institutions
encourage or bring their students and six
‘clock hours of advanced academic credit are
offered by the state for each full day work-
shop. ,

‘Free admission to any workshop is offered
to administrators; as their newsletter advises,
.it is to your students and your own
advantage to have your administrators aware
of the-quality learning experiences you are
providing your classes” (PS. And shows
them that you are interested in continuing to
learn, tool)

~ It's always thoughtful to say thanks and this
chapter makes it a point to do so in its
newsletter, It regularly gives credit for the
many contributions of services, facilities and
equipment which have helped the chapter to
complete a successful year. Good will=good
idea.
EVERGREEN (WA)

The results of a careful survey among

members showed that they ranked focal

chapter services i this order of prierity:

1. Workshops, 2. Mini-Conference, 3.
Newsletter, 4. Membership diréctory, 5. The
Orff Echo, 6. Scholarships, 7. Loan of the
chapter instrumentarium. The chapter is.
really listening to ItS members’ concerns and
w15hes!

Middle Eaem Music

AlArabic ‘Musical Instruments
Video - VHS - 17 min,
$39.95

Also available:

MUSICA ARABIA
arabic folksongs for Orff
~ instruments

$9.50
Order from:

Alice Olsen Publishing Co.
801 N. Garrison #36
b Vancouver, WA 95664

(306) 694-0499
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At some chapter meetings, classroom
instruments or Schulwerk materials donated
by local industry people are raffled. The
money raised is used for members’ scholar-
ships or donations to the Gunild Keetman
Fund.

GREATER DES MOINES

To encourage student involvement and
interest, the chapter co-sponsors a session
each year with Drake University’s Music

Education Department. Other chapters,

please copy!

HOMA-OKLA

- In March, the chapter will sponsor an Orff
festival. Members may bring their students at
no cost. We'd like to hear more about this;
please keep us informed.

INLAND EMPIRE (WA)

As door prizes at workshops, this chapter
offers two paid registration fees to a future
workshops. And some of those workshops
look really tempting.

KANSAS
The chapter is excited that its Past President

Beth Bolton was named Teacher of the Year
for the Lawrence Public Schools.

Kansas chapter's solution to a familiar
problem for many of us, the distances to be
traveled for workshops is unique. The state is
~ divided into 6 cluster areas, and sélf-sup-

DEPAUL

porting workshops led by well-trained and
experienced chapter members are offered
during the winter months. In the summer
there is a state- wide 2%, day Rock Springs
jamboree, itis held in conjunction with KME
and Kansas State, which help with funding.

KENTUCKY

The News-Enterprise newspaper printed a
very nice interview with Jimmie Dee Kelley,
chapter president, and other chapter mem-
bers Lorinda Jones, Ann Leach and Debby
Duda. All spoke of Orff’s philosophy, their
joy in teaching it and the children’s musical
growth. KOSA was mentioned, as was its
“Orffarama” held recently. Sorry we can't
reproduce the photos!

MOUNT LASSEN (CA)

Wwith the support of AOSA personnel at
California State University at Chico, the

- chapter is planning in-service programs for

teachers in the surrounding areas. They
anticipate continued growth as more people
hear about and experience Orff Schulwerk.

NEW ENGLAND

Member Edna Geary, after teaching many
years at the Curtis Middle School in Sudbury,
MA, has accepted the position -of Chair-
person of the Music Education Department at
the Boston Conservatory of Music. Best

wishes on the start of a new career!

UNIVERSITY

Lillian Yaross, level
Jacobeth Postl, level I1
Brigitte Warner, level II1

For further 1nformatlon, ‘write:

Workshop Coordinator

DePaul University

School of Music, 804 W. Belden
Chicago, Hllinois 60614-3214
312-341-5331

School of Music

June 19-June 30, 1989

ORFF-SCHULWERK
TEACHER TRAINING
- COURSES

Exploring the world of children’s play

as a learning mode
Claire Levine, movement
Carolee Stewart, re_corder

Applicable to a Master’s Degree in Musm Education

Elective Sessions:

Music in Early Childhood
Games and Play Party Matenals
Folk Dance

Recorder Ensemble

Creative Drama
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. NEVADA DESERTVALLEY

Two members were highlighted in a recent
newsletter, Lynn Kleinér and Randy McCom-
mons. A bulletin board page tells of substitute
jobs and college credit available, news of
chapter board meetings and a smile for the
day. How about “Show me a squirrel’s home
and Il show you a nutcracker suite!””

OHIO

This state has the distinction of hosting both
the first AOSA chapter (Cleveland, #1) and
the newest chapter (Northwest Ohio #90)!
Chartered in Chicago, the chapter grew out of
summer courses, thanks to the endeavors of
Donna Moyers, Loma Muir and Anita Kowal-
ski of the Bowling Green Schools.

In March the new chapter held a highly
successful “Honors Orff Festival” under the
leadership of judy Bond, Vice President of
AOSA. Member judy Beck reports that each
of the 39 chapter members selected and
prepared four students from their 4th and 5th

grade classes. A total of 112 singers and’

instrumentalists participated, rehearsing in
the morning and performingin a gala concert
in the afternoon. What a nice start for a new
chapter!

ORANGE COUNTY (CA)

Cathy Crawford, recent recipient of the
Encore Award, given to outstanding music
teachers in Orange County, feels that the
award is a tribute to Orff Schulwerk because
it has kept her motivated and stimulated in
her work. And Kathleen Allen was recog-
nized by the Golden Bell Award, given for
exemplary programs developed by outstand-

ing teachers and administrators. Congratula-

tions to both of these fine teachers.
PIEDMONT (NC)

With great pride, the chapter joins Western
Carolina to announce the first two graduates

with Master of Music Education degree with.

Orff Schulwerk concentration: Teresa Shiflett
in May and-Gloria Marham in August. And
the “Piedmont Pulse” newsletter featured
members Elizabeth Carlton, Dottie Tobias
and Patricia Bennett, Michael Nichols wrote
of his experiences in West Germany while
taking an IGMF course. []

y recovery has been blessed with
bougquets of thoughtfulness from so
many good friends, Thank you.
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University of Wyoming
in conjunction with the
Wyoming Chapter

American Orff-Schulwerk Associotion

announces

Orff-Schulwerk

Level One
Certification

June 19- 30, 1989

Cold February sky,
grey and heavy
between snow and rain—
Buffered against the wind,
hat and winter wool,
I bundle for a walk.
At the foot of my steps,
two snowdrops bloom,
and dance undaunted, Write: patwn

much braver than I. 3503 Randy Road
TA. Cheyenne, Wyoming 82001

Cheyenne, Wyoming

| Instructors:
Jeff Kriske
Randy Delelles

CENTER FOR THE FINE ARTS/UNIVERSITY OF WYOMING 1

- AIVEFENTY DR W YDA
Ermmmtl oL ks

AULOS has now produced the
best classroom soprano
recorder-available. It plays in
tune, is built to last and has
many. outstanding features not
available on other recorders.
Switch to AULOS and pay less
for the best.

AULC

E ' ONE-PIECE
® SOPRANO

RECORDER

® - One-Piece Construction
with Accurate Intonation
® Built-In Thumb. Rest Places
Right Hand in Correct,
#103N Relaxed Position
Baroque Curved Windway
Fingering Single Holes for Low C and
D Provide Ease of Playing
#102N in Lower Register
German Constructed of Super-
Fingering Strong ABS Plastic
Deluxe Appearance
Perfect for Solo or Group
Playing
Ease of playing in All
Registers
Accessories: Carrying Bag
and-Fingering Chart
Lifetime Warranty against
Plastic. Breakage

@

ONLY

$275

Order from:
4 RHYTHM BAND, INC.
P.O. Box 126 ® Fort Worth, TX 76101
Order by telephone toll-free
1-800-424-4724

In Texas - 1-800-433-4724
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1-800-325-0427 or 203-243-4777

For a catalog and registration materials piease cali

, 200 Bloomfield Ave., West Hartford, CT. 06117

Week Long Workshops for Music Educators

J u N E
26-30 Edwin Gordon
Learning Theory

J U L Y
’ 03-06 James Jordan
Rhythm Seminar

10-14 Rosemary Small
Percussion Methods

10-14 Richard Grunow

10-14 Phyllis Weickart
Movement and Folk Dance

17-21 Kenneth Raessler
Administration & Supervision

17-21 Richard Provost

Classroom Guitar

24-28 Thomas Rudolph
Computers and Synthesizers

24-28 Doreen Rao
Choral Music

A U G U S T

(uy)31-04 Maureen and Rich DeiGrosso
Folk and Traditional Music

14-18 Donald Allured
Handbells

21-25 John Feierabend
Early Childhood Music & Movement

Master Classes and Special Workshops

For Conductors
J U L Y

08-15 The Art of Conducting
Stanley DeRusha
Larry Rachleff, Guest Conductor

A u G u S T
14-18 Seminar in Choral Conducting
Rodney Eichenberger

or write: Hartt School of Music, Summerterm 1989, University of Hartford

Instrumental Methods

Hartt Suzuki Institute

For Instrumentalists
M A Y

22-27 Guitar: David Tanenbaum

J U N E

19-23 Piano: Luiz de Moura Castro

19-23 Violin/Viola: Eric Rosenblith

19-23 Cello: David Wells

26-7/21 Piano: Walter Hautzig

(20th Anniversary)

Week-Long Workshops in Music Technology
J U N ’E & J U L Y

6/26-30 and 7/03-7/06
Kenneth Lawhorn
Piano Maintenance, Tuning and Repair | and ||

7/17-21 David Budries
Recording Techniques and
Sound Technology

Kodaly Music Training Institute
3-week program (7/3-7/22) with three
certificate levels

J u N E
26-30 Betty Bertaux:
Children's Vocal Training and Choral Workshop

J ] L Y
03-06 Erzsebet Hegyi:
Musicianship and Stylistic Knowledge

Hartt Summer Youth Music Program

J U L Y &. AU 6 U § T
Two Summer Camp Programs -
24-28 High School; for instrumentalists ]
and singers .

29-04 Junior High School Band Camp
including a special program for guitarists and pianists

A u G U S T
07-12  Student and Teacher Training Institute in
piano, violin, viola, and celio featuring many of the
best Suzuki teachers in the United States.
OFHARTFORD

OF

SCHOOL MUSIC |




Invitation to Atlanta

“Come on down, Come on down,

Come on down to Atlanta

- Come on down, Come on down,
.Come on down-to Atlanta.

Come by plane, bus or car,
.anyone can come, it’s not too far
Beat, Rhyme, Do, Re, Mi,
Southern Hospitality.
We've got jazz, folk and blues
-so don’t forget your dancing shoes.
Peachtree Street is the place to be
so come on down to the Jubilee!

Photo: Richard Kaiser

Come on down, Come on down, So sang the Georgia Peaches as they danced across the stage after the AOSA Business Meeting
in Detroit. Members from Region IV Chapters joined the Peaches in a rousing rendition of
Come on down to Atlanta “Georgia on my mind” to invite you all to attend “Atlanta ‘89, A Southern Jubilee” Many

people are already hard at work to make our next conference a joyful gathering of mind, body

Come on down, Come on down,

-and spirit. Region IV Chapters have taken on jobs with various conference committees, a
number of people have made squares for our Orff-Quilt, the program is being planned, the

scheduie is in process, the hotel employees are already asking, “What is Orff Schulwerk?”

get Georgia on your mind.”’

Excitement is in the air. We hope you will all join us at the Hyatt Regency Atlanta on November

8-12, 1989, right downtown on Peachtree Street, for a warm and wonderful time.

Beth Miller, 1989 Conference Chairperson
Frederica Thames, Sharon Vrieland, Atlanta Co-Chairpersons

Orff Schulwerk.
Teacher Training

Workshops
Level [ ¢7 IT

‘Iune 1) 30, 1%’9

at the Dalton Center on the WMU Campus
Instructors: Carolyn Tower, Tann Muck.
Battershy, Wilma Salzman and Phyllis Weikart

WLH] I;RN MIC J ”(J/\N U NIVERbﬂ\

Contact Western Mlchlgan Umversny
Kalamazoo. Off Campus. Programs
Bivision of Continuing: Education
Kalamazoo, Ml . 49008-5161

(616) 387-4170
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THE UNIVERSITY OF KENTUCKY

SCHOOL OF MUSIC
OFFERS

ORFF-SCHULWERK
TRAINING COURSES

LEVELS ONE, TWO, & THREE
June 19-30, 1989

CINDY HALL (Level 1)
ARVIDA STEEN (Level 2)
Jane Frazee (Level 3)
Nancy Miller (Movement)
Jay Broeker (Recorder)

For information: Write or call
Cecllia Wang
School of Muslc, University of Kentucky
Lexington, KY 40506-0022

Tel, 606/257-8203 or 257-4900
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State

Alaska
Arizona
California

Colorado

Connecticut
Florida

- Georgia
Hawaii
idaho
Ilinois
Indiana
lowa

Kansas
Kentucky
Louisiana
Maine
MD-DE-DCVA
MAVTENH-RI
Michigan

Minnesota

AOSA CHAPTERS, 1988-1989

Chapter Name

Alaska

Arizona

Los Angeles
Monterey Bay
Mount Lassen
Northern California
Orange County
San Diego

Rocky Mountain
Rocky Mountain West
Southern Colorado
Connecticut
Central Florida
North Florida
South Florida
Southwest Florida
Suncoast
Tallahassee Area
Atlanta Area
Hawaii

Idaho

Greater Chicago
Indiana

First lowa

Greater Des Moines
Southeast lowa
Kansas

Kentucky

North Louisiana
Maine

Middle Atlantic
New England
Greater Detroit
Mid-Michigan
Western Michigan
South Central Minnesota

President

Elaine Larson
Jane Lowery
Lynn Kleiner
Gloria Souza
Carolyn Taylor
Doug Goodkin
Joanne Andrews
Dick Slaker
Meg Moeller Worth
Carol M. Narvaes

J. Kathryn Marcum
Susan J. Huber

Barbara K. Anderson
Madeleine Zimmerman
Jovanna M. Saber
Darlene Maute

Susan Knowles

Wil Brecht

Pat Painter

Roxanne Lang Shoemaker
Beverly Schumacher
Linda Perney

Patricia Gillooly

Diane Logan

jeanette Callaghan

Sue Richardson

Sue McCormick

Jimmie Dee Kelley
Margaret P. Hall

Nancy J. Cash

Jack Neill

joan Dewsbury

Marilyn Collins

Bill T. Henson

Nancy Kielian-Boyd
Solveig Foley

State
Missouri

Nevada
New Jersey

New Mexico
New York

North Carolina
North Dakota
Ohio
Oklahoma
Oregon
Pennsylvania
South Dakota
Tennessee
Texas
Virginia
Washington

Wisconsin

- ' Wyoming:

Chapter Name

Heart of America -
Ozark Mountain
St. Louis

Desert Valley
Sierra Nevada

Central New Jersey

Northern New Jersey
New Mexico
Berkshire-Hudson Valley
Greater Rochester
Long Island

New York City
Tappan-Zee

‘Western New York
Central Carolina
Piedmont

Prairie Winds
Greater Cincinnati
Greater Cleveland
Northwest Ohio
Homa/Okla

Lane

Portland
Philadelphia Area
Pittsburgh Golden Triangle
Black Hills

Sioux Valley
Memphis

Middle Tennessee
Central Texas
Dallas Metroplex
Texas Gulf Coast
Virginia Highlands
Evergreen

Inland Empire
Greater Milwaukee

Wyoming

President

Ralph Maddox
Sherry Hill

Shirley Hogan
Denice Hendrickson
Beth Molland’

Diane Van Hise
Kelly Tyma

Priscilla Zimmerman
Jean Ryan

Kathy Coughlin
Doris Iverson

Anne Spallina

Peggy Wojcik-Schackman
Stephanie McGinty
Nelle Keeley

Karen B. Hudson
Judy Johnson and Jan Candee
Dale Poling

Connie Workman
Karey Stewart
Carolyn Ruffin
Sharon Boehringer
Ann Schmiedeke
Susan E. Ayres Davis
Jean F. Wilmouth, fr.
Beverly Williams
Dixie Wielenga
Melissa Gibson
Beverly M. Brian
Jane Titterington
Chris judah

judy C. Ruof

Connie G. Southerland
Diane Graham
Charlene Steele
Mary Karlen Petersen
Patricia Will
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Since 1928

FREE

CATALOG

“THE NAME THAT MERITS YOUR CONFIDENCE"

receive

a free
catalog
write to:

P.O. Box 1003

Elkhart, IN 46515 219/294-6602
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BOOK REVIEWS

The opinions stated are those of the reviewer and not of the editors or the American Orff
Schulwerk Association. The editors wish to thank those publishers and members of industry

who graciously donate copies of books and materials for review.

CROCODILE AND OTHER POEMS, Ruth
Polleck Hamm. London: Schott Music Corp,
1988. Supplement to Music for Children
SMC 15.

“As long as the dorbassam flits through the
dingbar

I shall nony my kingsom with tea.

Myself, sarnessing, fears forces of Tovars,
Named Silting, Linting and Klee!”

Not Lewis Carroll but Ruth Hamm! Here is
another collection of poems and proverbs,
some old friends, some lesser known, at least
one brand new—for-which Mrs, Hamm has
achieved a reputation in the Orff Schulwerk
movement,

Designed “to help those teachers who have
little experience with choral speech in class-
room activities,” the book is filled with
suggestions for expressive speech, for accom-
paniment, for movement, for creative writing
—and still leaves room for teachers and
students to follow their own paths.

Most of the poems are light of heart and
should prove to be lots of fun, especially for
upper elementary grade students.

TUNES FOR YOUNG TROUBADOURS,
Dianne Ladendecker. London, Schott Music
Corp., 1988, $6.95. Supplement to Music
for Children SMC 34,

A fine addition to the growing body of early
music adapted for use by young students, this
book contains ten songs. All are either old
tunes or charming settings by the author of
poems of interest .and value to children.
Sources are carefully noted, and each piece.
has a short analysis, either historical or
musical,

Although a full instrumentarium, a number

of untuned percussion instruments and so-

prano and alto recorders are called for, the
accompaniments are consistently clean and
tasteful. Patterned and sense-making ostinati
create the open, “early” sound and make it
possible for children to play the accompani-
ments with ease and understanding.

Early music has a prominent place in the
Schulwerk teacher’s offerings to students.
This book fits the bill; it will delight both
teachers and students and it is strongly
recommended. Gin Ebinger

Presents

ORFF

Florida Atlantic University
Division of Continuing Education

ON THE OCEAN

Instructors: Jim and Mary Helen Solomon
For information, call (407) 367-3097

MUSICA ARABIA: ARABIC FOLK SONGS
FOR ORFF INSTRUMENTS, Alice Olsen.
Alice Olsen Publishing Company, 1987.
$9.50. ’

Alice Olsen spent six years teaching in
Saudi Arabia, obviously gaining affection and
respect for Middle Eastern culture. In this
book, she offers eight folk songs and dances, a
traditional folk tale and a layered ostinato of
the Arabic numbers from one to ten—
“waahid” to “ashara/”

Olsen is careful to explain that her orches-
trations are not authentic, since Middle
Eastern music does not include harmony. She
tells -us she attempted to “preserve the

-general flavor within the Orff style” -She

accomplishes this through the judicious use
of barred instruments combined with layers
of non-pitched percussion.

The materials seem to be appropriate for
third grade through middle school, and will
be especially welcomed by teachers .con-
cerned with providing multi-cultural experi-

" ences for their students. Although Olsen

includes very little information about back-
ground or authentic performance practice,
she suggests other resources to augment this
booklet. This is a worthy addition to teachers’
bookshelves for aesthetic as well as peda-
gogical reasons.

Marcelyn Smale

Special interest Programs
Through Continuing Education at UNLV

Co“(ses
| oot T (o
4 1eve S 1y 7 edits
/'1 Dates:
,J\ June 19-30, 1989
“ ”j Distinguished Faculty:
ﬁ Marie Blaney
Danai Gagne
Gloria Fuoco-Lawson
Special Topics:
Ruth Ritchie (Instrumental Technique)
LevelsIand I Doug Wilson (Drama)
Teacher Training Courses For Information:
July 24 - August 4, 1989 Call: Gloria Fuoco-Lawson
Boca Raton, Florida (702) 451-7981
Or Write:  University of Nevada, Las Vegas

Division of Continuing Education
4505 S Maryland Parkway
Las Vegas,NV 89154

SPRING 1989 — THE ORFF ECHO

PAGE 43



AMERICAN INDIAN MUSIC FOR THE
CLASSROOM, Dr. Louis W. Ballard. Canyon
Records, 4143 N. 16th St., Phoenix, Arizona
85016 (1973)

* The author states as foreword: “It is not
enough to acknowledge that American Indian
music is different from other music and that
the Indian somehow ‘marches to a different
drum; as a way of paying obeisance to the
unique culture of our Native American
“people, What is needed in America, as it has
always been needed, is an awakening and
re-orienting of our total spiritual and cultural
. perspective to embrace, understand and
learn from the aboriginal American whatitis
that motivates his musical and artistic im-
pulses.

“To do so may very well be the one
significant step toward our survival as rational
and stable beings who need to be in tune with
a rational and stable environment where
dynamic art forms can flourish and where
mankind can truly hope to be uplifted in spirit
and in every day existence.

“The arts of any people in the history of
mankind have often been the only element to
survive . . . and it is a curious fact that the
surviving art forms are mainly those with a
rich heterogeneous influence, wherein in-
trinsic differences are allowed freedom of

expression. America has an historically artis-.

tic imperative to glorify and foster American
Indian music and art in any viable traditional
and/or contemporary terms . . . for upon this
basis we will ultimately be judged by pos-
terity!”

. Dr. Ballard is eminently qualified to pre-
sent this book, both because of his Cherokee/
Quapaw heritage and because of his position
as Music Education Specialist for the Central
Office of Education of the Bureau of Indian
Affairs. In addition to listing characteristics of
Indian music and explanatory notes to song
analyses, Ballard presents 23 songs from
- various American Indian groups. With each,
he includes suggested learning concepts and
cultural notes. Dance diagrams, game direc-
'tions, accompaniment ideas and photo-
graphs are found throughout the book. Highly
recommended-both for use with children
and as a valuable resource for the thoughtful
teacher.

Gin Ebinger

Me gustarfa tener canciones y
juegos de las clases de hoy.
Estardn publicados en el echg
del verano. Por favor, envi-
enlos antes del 1 de abril
con el nombre y la edad del
nifio. Muchas gracias. TA
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LOWELL MASON, HIS LIFE AND WORK.
Carol Pemberton. UMI Research Press, Ann
Arbor/London. $19.95.

Lowell Mason was the Man of the Year for
1988 in music education as we celebrated his
establishment of the first public school music
classes in the United States in 1838.

Carol Pemberton has given us the first
complete biography of this remarkable man.
Based on careful and exhaustive research of
materials that are generally inaccessible, she
gives us a treasure-house of data about the
man and his contemporaries, the musical and
educational culture of the era, and the
important changes Mason helped bring
about. Itis a very readable book, scholarly for
music educators and historians, but most
enjoyable for the general reader.

Mason accepted as his imperative the
teaching of music to all children, notonly the
“talented” as had been the custom. He faced
the enormous task of winning public support
for his ideas.

He worked tirelessly to train music teach-
ers, write instruction manuals and songs for
children and traveled long distances to teach.
Here was a man with a deep passion for
extending the good musical life to all.

The book covers all of Mason's life and
work: his commitment to improving church

music, his work as a composer, especially of’

hymns, his travels.in Europe and his work as
editor and publisher.

Today’s music teachers may find it easy to
identify with many of the problems Lowell

-Mason faced, though they first occurred 150

years ago. Pemberton’s book is informative,
true, but it is very inspiring as well.

Dorothy Gail Elliott

| s § e | | e— | | cm——

Orff Schulwerk:
A Philosophy for
the Music Classroom
™)
TJUDY BOND
Instructor
Ty Wersst
Recorder
o]

Tdune 19—-30, 1989
{4 hrs. Graduate Credit)
[ 4
Contact:

Tama Rowan
University of Oregon,
School of Music
Fugene, OR 97403-1225

f e} o | e

Schulwerk Teacher Needed!

Sheridan School (private) Washington, D.C
has an opening in September, 1989 for a
full-time, K-8 music teacher with strong
Schulwerk background. Please contact Hugh
Riddleberger, Sheridan School, 4400 36th St.
NW, Washington, D.C., 20008 or call (202)
3627900 immediately.

a
:lg«'-/
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The Tradition Continues.
Suzuki Corporation takes great pride in
presenting you with the most important
catalogue resource guide available today.
Qur unique collection of exciting musical .
instruments will turn your classroom into

a dynamic learning environment that will
create lasting impressions and enhance
every class you teach.

World Wide Experience.
As the worid’s leading producer of
musical instruments for education, our
experience transiates into a special
understanding of the needs of today’s
contemporary educator. The develop-
ment of both our equipment and soft-
ware support is always done with an
eye toward making your job easier,
more productive and rewarding as
evidenced by the quality, features and
service we endeavor to provide.

Our all new 1989 color catalogue is

filled with a vast array of musical
instruments designed just for the
music educator. So don't start class
without one! For your free copy, just
write to Suzuki Corporation,
P.O. Box 261030, San Diego,
CA 92126 or call 1-619-566-9710
for immediate service. The new
1989 Suzuki Musical Instrument
Catalogue . . . it's right—from
the start!

Free. New recorder
B teaching aid.
Now the whole class can clearly see
"the correct way to play the recorder

with our new, poster size chart.
Write for details!
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23rd National Conference
November 8-12, 1989
Hyatt Regency Atlanta
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