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A Consideration of ‘‘Traditional’”
Opening Address, “Atlanta Jubilee” 1989

It is my honor and pleasure to have the
opportunity to explore with you some charac-
teristics of traditional music, with the purpose
of demonstrating the striking parallels with
what we who are involved in application of
the Schulwerk often call the “Orff process!”

For as long as | can remember, AOSA
conferences have included sessions devoted
to “traditional” musics of various cultural
derivations. In Detroit, the conference theme
was “Watercolors: An International Palette,”
with a rich variety of offerings from several
traditions. And here we are in Atlanta on the
brink of a treasure-laden “Southern jubilee;”
with the core of the conference being tradi-
tions with roots in this area of our own
country.

Before your experiences here begin, |
would like to raise a few issues that may serve
to stimulate your thinking about the relation-
ship of traditional music to the Orff Schul-
werk pedagogical model and ultimately to
the teaching situations in which you as
individuals apply it.

We know that.Carl Orff sought to revitalize
music making through a return to age-old
sources through active involvement with the
basic components of music making, This
search is reflected in his output as a composer
as well as in the Schulwerk. He set out to
structure—or better, to evolve—an integra-
ted, expressive formy that would include
speech, singing, dance, poetry, drama, cos-
tume and other visual elements; in essence,
paralleling music making that is part of life
experience, rather than a separate art or
entertainment form with a clear-cut division
between producers and consumers.

As material for development, Orff drew
from his own traditional heritage, that of the
south German state of Bavaria: proverbs,
riddles, rhymes, myths, legends, folk songs—
joined with the elemental music structures
characteristic of the same heritage. But the
parallels between the Schulwerk and tradi-
tional music extend far beyond?irawing from
one’s own heritage as a starting point for the
development of musicality.

The term “traditional” refers not to an end
product but to a transmission process, in
which information of some nature is passed
down by direst means—by ear and eye and
sounding word—rather than by written sym-
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bolization. It applies to processes involving
many kinds of needed life skills—how to
build a log cabin or how to make good
blueberry jam as well as to the creative arts. In
music, since sound is a crucial component,
we call the process “oral transmission,” and
the product is usually termed “folk music”
The development of such a tradition assumes
a society that is sufficiently stable for a long
enough period for an oral tradition to flourish,
and also a society in which the concept of
community is valued.

In a 1955 statement, the International Folk
Music Council included the following three
factors as shapers of folk music tradition. First
is a continuity linking the present with the
past. This connection varies considerably—
e.g. new text, new melody, new accompani-
ment. A quotation in Charles Seeger’s article
on folk music in the New Groves Dictionary
states that it can be “new wine in old
bottles” or “old wine in new bottles!” but
hardly ever “new wine in new bottles/

The second point shaping folk tradition is
this: variation springing from the creative
impulse of the individual or group. The
variation process itself, as applied by the
community over time as it integrates the
influence of specific individuals, is some-
times called “communal re-creation’—a
clear enough term that | delight in purposely
misreading as “communal recreation,” cal-
ling to mind an immense volleyball game that

goes on for centuries, with thousands of
players involved.

The third factor shaping folk tradition is
determination of the form or forms in which
music survives by community selection, In
order for traditional music to survive, there
must be strong degree of acceptance by the
society in which the tradition lives. A certain
degree of change will be accepted within the
process of variation, but that which goes
beyond the norms of style at any given time
will simply not be retained. The variation
process within the norms of the community is
absolutely crucial, however; | quote from the
1955 statement: “it is the re-fashioning and
re-creation of the music by the community
that gives it its folk character”

The relationship of the Schulwerk to the
past by virtue of its use of traditional materials
has already been mentioned. It is very impor-
tant, however, to remember that Orff brought
life to this connection through the commun-
ity variation process. The early chapters of his
autobiography document the tremendous
energy generated at the Guntherschule by
requiring student participation at every level;
together they created a music new and im-
mediate, although centuries old in concept.

Years later the search for the elementai was
restructured in work for children, with the
invaluable aid of Gunild Keetman; the five
volumes of Orff-Schulwerk plus Paralipo-
mena and other supplements stand as docu-
mentation of this process.

The models in these volumes introduce
and reinforce basic elements of Western
musical tradition—meters, modes, forms.
Rather than being ordered in perfect chrono-
logy with actual historical development—and
we must remember that history is anything
but orderfy—it has its own internal logic for
guiding the participating music maker to an
ever-increasing competence with these links
to the Western musical past.

In my opinion, the items in the Schulwerk
volumes not based directly on folk material,
but instead composed as examples (this
repertoire consists primarily of small pieces
by Gunild Keetman), are indeed experiments
in the process of variation, of re-creation,
using specific musical elements. Many of
them are jewels in their own right and are
well worth performing as they stand. But we
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miss the point if we do not see them also as
notated possibilities in an on-going variation
process.

The Schulwerk emphasis on developing
improvisation skills directly addresses this
focus on variation of known material. Any
particular musical product in the Schulwerk
approach, as in folk tradition, may be consi-
dered a point on a continuum. It is always
subject to further change, further revision,
further evolution to something at another
point on the continuum.

The statement quoted earlier regarding the
character of folk music—it is the re-fashion-
ing and re-creation of the music by the
community that gives it its folk character
_can very easily be modified to describe
the “Orff process”: “it is the re-fashioning
and re-creation of the music by the group that
gives it the essential character of the Orff
Schulwerk?”

Let's look further at the role of the individ-
ual and the group in both the folk tradition
and the Schulwerk pedagogical model. Cer-
tainly in every group comprising a commun-
ity, some individuals are recognized as
having more skill than others in making
particular kinds of music. It is generally
recognized that most folk music originates
with individuals. In Schulwerk workshops,
we sometimes create small compositions in
groups, but experiencing the complications
of composing “by committee” helps us

. understand why truly fine material almost

always can be traced to talented individuals.
In folk communities, these creations become
community property if they are accepted by
the group and thus become subject to the
variation process.

We must also note that the norms of
tradition usually allow for us all to become
involved in some way—singing, dancing,
playing instruments, hand clapping, toe tap-
ping, even adding whoops of joy or en-
couragement. The social significance here is
considerable. The group members tend to
identify strongly with their “own” music, and
involvement in the music is a visible state-
ment of community support.

Most of us have seen this principle opera-
ting in Schulwerk classes, with both children
and adults, A successful experience in shap-
_ing music can and often does foster group
cohesiveness. As this develops, individuals
feel a responsibility for adding parts to the the
total; in doing so, they identify themselves to
each other, as well as to outsiders looking on,
as members of this community.

Another point of comparison: folk music-
making and Schulwerk music-making are not
music in isolation but are allied closely with
other expressive forms—story telling, poetry,
drama, dance, handcrafts—forms also hand-
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ed down by tradition, with their own pro-
cesses of variation. Anyone who has attended
a modern-day folk festival is aware of the rich
variety of expression that tends to be asso-
ciated with folk music-making.

The definition of folk music as that which is
transmitted orally rather than symbolically is
somewhat ambiguous, since the practice- of
oral transmission is not limited to folk music.
As a generality we can say “all folk music is
traditional, but not all traditional music is
folk” Some highly complex forms of art
music, such as the classical music of india,
are passed form teacher to student through
the oral. process. Jazz in its infancy was
primarily an aural tradition and remains
somewhat so even today. And the oral
transmission process itself has been revolu-
tionized by our increasingly sophisticated
sound technology.

Learning from recordings is now widely
practiced in folk styles and is utilized in many
popular and art musics as well. With record-
ings it is even possible to regenerate an
“endangered species”-that is, to bring back
into living practice a type of music that has all
but died out. This whole area of ambiguity
concerning the terms “folk” and “tradi-
tional” caused the Intérnational Folk Music
Council to rename itself in 1981 the Inter-
natiohal Council for Traditional Music.

What about the role of “oral transmission”
in the Schulwerk? Anyone who has ever
responded to the invitation “echo me” has
been involved in honing the skills that make it
possible: continually refined memory and
recall.

And what of musical notation? Orff ex-
pressed his views briefly in his Introduction
to Volume I:

“In order to achieve freedom in perform-
ance, the children must play from memory.
The teacher should nevertheless instruct
them in musical notation right from the
beginning, starting with the speech exercises
where only rhythmic notation is necessary.
At first musical notation should primarily be
used to write down original inventions of
melody and rhythm.”

In this statement, | hear Orff as composer,
preparing children for a stage of music
making extending beyond the elemental,
However, he clearly states his intent that the
music making must come first. We see this
approach now coming into language instruc-
tion in our schools—the “whole language”
approach, with writing coming as a need to
record something that has been created by
the children themselves.

In folk tradition, notation is accepted as a
means for facilitating the learning process
where it serves the purpose, such as for
learning already established melodies. But it

does not contributeto the creation ofjyariant
material. It is worth keeping in mind that
probably three-fourths of the world’s:music
making is done without the use of notation,
and that aural recall tends to'be much sharper
in those who must depend on it rather than
on.notation.

School music making has tended to em-
phasize that which is facilitated by reading.
Perhaps this places unnecessary limitations
on the types of music making included. The
discussion of “when is music reading useful
and appropriate” is another topic for another
time, with many issues to be included.

Imagine, for example, how the romantic
impact of a strolling mariachi group would
suffer if the musicians had little mini-scores
suspended from the brims of their sombreros
—perhaps with clothespins . . . At the other
extreme, orchestral musicians could prove
themselves truly heroic by playing the Eroica
from memory. Perhaps a platoon system
would develop, with a new group of per-
formers for each movement—the sonata-
allegro team, the scherzo squad and so on.

Let me approach the end of this discussion
by focusing on the use of folk music in the
classroom. Songs and other material from the
established folk repertoire offer a strong link
with the past; any particular version almost
certainly exists in a number of other variants,
opening the door to further “re-creation.’
These materials also stand as those that have
persisted through the sorting process based
on acceptance, But can this material be made
relevant for today? It hardly seems necessary
when we have such an abundance of pub-
lished material written to serve present-day
needs and those that include contemporary
musical idioms.

Of course, new material is needed; some of
it is excellent, and new elements must be
added to the stream of tradition to maintain its
vitality. However, creating variants of older
songs that bring in the topics and musical
characteristics that speak to today is tradition
in action, in the deepest sense. And what
better raw materials than items from folk

DULCIMERS
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Backyard Music
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heritage that have already undergone many
reshapings?

Facilitation of such tasks in re-creation calls
for a knowledgeable, creative and risk-taking
teacher, sensitive to the material at hand and
skillful in helping to shape, but not dictate,
the new directions. (But how else would we
describe a good Schulwerk teacher?) If some
attempts are rather ordinary or even down-
right failures, this is also a part of tradition in
action. If we really want to be “traditional,”
we can save our more successful “re-
creation” projects not in notation, but only
on cassette. If others who hear it wantto learn
it, they must learn it from the tape. What they
can't get by listening they must fill in for
themselves, which merely extends the vari-
ation process.

In this discussion, | have treated the process
of tradition as pan-cultural and made the
comparison with the Schulwerk on the basis
of principles that override cultural differ-
ences. The function of music as a symbol of
identity and the problems involved in selec-
ting traditional music from various cultures to
use in the classroom, is still another topic for
another day.

Meanwhile, here at this conference we
have much to learn and experience about
tradition, and within the context of tradition.
Whether we realize it or not, Schulwerk
music-making is now somewhat of a tradition
in itself, having persisted some forty years and

having developed a number of viable vari-
ants. As carriers of this tradition, we do have
certain ideas, flexible but strong, about what
is acceptable within it.

Many of you have established Schulwerk
music-making as a tradition within your
school community as well, contributing
significantly to the development of these
students as total human beings. May this
conference experience revitalize you with
new energies and new insights with which to
continue, in your own communities, the
process called tradition. [J

Dr. Mary Shamrock, Past President of AOSA
and former editor of The Orff Echo, is
Professor of Music at California State Uni-
versity.
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Parents in the Classroom

DEBORAH GOODELL

To build support for music education or to
maintain it, there has to be ongoing commun-
ication between teachers and parents, who
are often represented only by school boards.

Most music teachers spend a great deal of
time and energy on planning and preparing
for public presentations. But do such perform-
ances really inform the public about the kinds
of learning experiences taking place in the
classroom music programs? How can we
show parents the actual process of learning to
listen to music discerningly, responding to
poetry or exploring how to use the whole
body expressively and creatively? After wres-
tling with this issue for several years, [ finally
came to the obvious solution: let parents
come to the classroom and participate right
along with their children.

Last year | initiated a “Parent Partners in
Music” which proved quite successful. The
parents from each of my eleven first and
second grades were invited to a music lesson
during the school year Parents were re-
quested to wear comfortable clothes and
shoes for dancing, It was easy to have partner
activities in creating body-percussion pat-
terns, in movement and in sharing instru-
ments. Often the child ‘partner’ became the
model for the parent, a really exciting exper-
ience for the children involved.

With improvisation so essential to Orff
Schulwerk, yet so rarely seen in perform-
ances, | tried to include it in every aspect of
the lesson. Sometimes the improvisations
were part of a musical game or dance,
sometimes music and movement were added
to a story and at other times, parents and
children worked in groups on a specific
music/movement project.

As revealed on an evaluation form, the
parents admitted how much they enjoyed the
activities. “Stimulating” “exciting,’ “took
more concentration,” “more complex,’
“more creative than | realized” were com-
ments often repeated. It also became clear
that parents did not have any idea of the
extent to which music class touched on so
many important areas of their child's total
educational growth. A list of basic objectives
of most music lessons was distributed and
really seemed meaningful to those who had
just experienced a lesson that embodied so
many of them.

The classes included the major areas of
music and dance that were in my curriculum
guide, but also some general objectives |
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wanted parents to be aware of: development
of listening skills, language skills, logic skills,
motor coordination development and diver-
gent thinking and imagination. Group func-
tioning skills were also listed; sharing and
collaborating on a project, the ability to
appreciate beauty for its own sake, the non-
competitive nature of music and the oppor-
tunities for self-expression which build self-
esteem.

There were no behavior problems with the
children. There was no stress. They did not
feel as if they were performing. Parents were

/introduced and sat on the floor with their
children. It was a special occasion, a time to

share and learn.

And so | would urge more of my Orff
Schulwerk teacher colleagues to open their
classrooms to parents whenever possible.
They need to experience for themselves how
Schulwerk teaching develops and integrates
language, movement and music. We can
involve parents—body, mind and spirit—in
the whole process, and hope they will
translate their new understanding and enthus-
jasm into much needed, wholehearted sup-
port of music education.

AOSA Election Results

The following results of the re-
cent election were announced by
Cindi Wobig, AOSA Executive Sec-
retary, on February 15, 1990.

E Recording Secretary,

- Judith Cole, Texas

E Regional Representatives:

E Region |, Marshia A. Beck

E Region 11, Sue McCormick

E Region I, Hilree Hamilton
Region 1V, Jim Solomon

Region V, Susan Ayres Davis
Industry Representative,

b Judy Triggs Pine, lowa
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You Can Play Percussion Instruments!

Have you ever been bullied by the bongos?
Tricked by a guiro? Intimidated by the cow-
bell? You're not alone. Most music teachers
have been afflicted by feelings of frustration
when they are faced with the bewildering
array of all those percussion instruments. As
undergraduates we receive little, if any,
instruction in their use and even in our
Schulwerk courses there is often too little
time devoted to correct playing practices. So
when we begin to teach, we make it up as we
go, shy away from or choose not to use the
percussion instruments at all.

Itis important, though, to develop a certain
attitude toward their use. You do not have to
be a percussionist or have instrumental back-
ground to use them effectively with your
students. You will find that you are capable of
playing a wide range of non-pitched percus-
sion instruments—not only adequately, but
well,

The first step is to observe them being
played correctly, talk to people who know
the basic techniques, or take a class. The next
step, as always, is to practice, to get the
instruments into your hands until the feel of
them is familiar. Fortunately, a few minutes a
day for a few weeks with each instrument will
develop your technique sufficiently to dem-
onstrate it to your students.

They are so fascinated, so inherently inter-

JIM SOLOMON

ested in the sights and sounds of these
instruments that they do not need a profes-
sional player as a teacher. Rather they need
someone with enthusiasm who can com-
municate it, who can teach basic techniques
and use the instruments musically.

As with all other instruments, there are
appropriate and tasteful ways to use non-
pitched percussion. Most important to re-
member is that the role of the instruments
changes according to the type of ensemble!
1. Accompanying a song: percussion instru-
ments (and Orff instruments) should be
played softly to highlight the children’s
voices. Instruments play a supportive role
here.

2. As part of an Orff instrument ensemble:
percussion instruments should blend in with,
support and highlight the Orff instruments.
All too often, a loud conga drum, cowbell or
even a poorly played triangle can overpower
the barred instruments.

3. In a totaily nen-pitched percussion en-
semble: here the instruments can speak with
full voice. Strive for careful balance among
the parts, with accompanying instruments
getting a bit softer so the lead instrument
stands out during an improvisation.

4. In an Orff ensemble that includes song
and percussion, you may want to accent the
lyrics with a special effect sound (vibraslap,
slapstick) or make one section of arondo into

- Jacksonville University
> Continuing Education

—Orff Schulwerk
d‘iﬁ Levels I and II
Teacher Training Courses

Jim and Mary Helen Solomon
July 30 to August 10, 1990

For additional information contact:
Dept. of Continuing Education
Jacksonville University

2800 University Blvd. N. Jacksonville, Florida 32211
Telephone 904-744-3950, ext. 2271

presents

Instructors:
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a purely percussion break. In these instances,
there is no danger of overpowering the
melody.

Of course, there are exceptions to these
guidelines. In some types of African music,
for example, the vocal line and percussion
are performed with full strength, but we
should be careful at all times to be faithful to
the style.

The following are some basic playing
techniques for bongos, claves, guiro and
cowbell and a short example of a percussion
ensemble for upper-grade elementary stu-
dents. To avoid confusion among left-handed
students, it helps to label the dominant hand
as “‘the pencil hand’ and the non-dominant
hand as the ““helping hand.”” All references to
hands used will follow that terminology.

BONGOS

Bongo drums, a smaller and larger drum
joined in the center, are wonderful for the
elementary school because their high and
low pitches mean that exciting rhythms can
be played with very simple technique. True,
professional bongo technique is very chal-
lenging, but for school purposes we can use a
simplified fingertip technique as shown.

The importance of buying good bongos
cannot be stressed enough! There is a distinc-
tive “bongo sound,” a popping, cracking
sound that cannot be achieved unless the
skins are tight enough and thick enough. Latin
Percussion makes the cadillac of the industry,
a professional model that can be purchased
with a stand. Remo makes a good, non-
tunable set. Good tunable bongos are heavy
and are best held by a stand for young and
even older players.

if you do not have a stand, grip the bongos
between your knees; you can lock your feet
together to help strengthen your grip. Tilt the
drums away from you slightly. Place the
bongos on the floor for students who cannot
hold them between their knees, This position
has its drawbacks: it deadens the tone and is
not in a correct playing position, but may be
necessary until you can get a stand.

Whether sitting or standing, position the
smaller head opposite your pencil hand. That
is, if you are right handed, put the smaller,
higher pitched drum under your left hand.
This drum is the lead drum and many
traditional bongo patterns start with both
hands working on the small drum. By tilting
the drums away from you, your fingertips will
fall into the proper playing position.
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Play with one to two inches of the middle
and/or index finger. Keep the other fingers
up above the playing fingers. Play the edge
of the skin. Playing in the middle will deaden
the sound.

The Cuban martillo is a widely used
traditional bongo rhythm and easy to prac-
tice. Start with the pencil hand on the smaller
drum.

[mnnyl

CLAVES

““Make your helping hand into a 'hot dog
bun.’ Lay one ciave lightly on top of the bun
like a hot dog, but leave room underneath for
the mustard and coleslaw.” This is one way
to help children understand how to set up a
resonating chamber with their hands. The
“clave test” is for you to see if you can slide
the handle of a mallet under that clave.

In your pencil-hand, hold the other clave
lightly, almost at a right angle to the other.
Strike the center of the clave with a re-
bound. The sound should be very crisp.

Frequently, each clave will have a different
pitch; test for this by changing which one is
resting on the hand/resonating chamber.
Rosewood claves give the best sound. (Re-
mind classes to pronounce the name “clah-
vayz.')
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The basic Cuban clave rhythm is:

2.4, 4] 2 )]

GUIRO (hwee-row)

Hold the “mouth,” or opening, out toward
the audience and the “tail” toward your
body. Place thumb and index (or middle)
finger in the two holes. Use the pencil hand to
hold the thicker part of the scraper. Adults
should scrape both down and up; children

or the reverse: will find it easier to scrape down only.

J2ade]d ). Jl

You can teach this rhythm with speech, for
example:

InnBpn!

L P

i |
|Ham-burger Hamburger O_nQon) - So Good -

or have the students make up new words.

A basic guiro rhythm has one long, accented
scrape followed by two short scrapes. Quick
taps may be substituted for the short
scrapes.

EXE s

The thick side of the scraper will produce a
completely different sound from the thin
side.

in New Y@rk

Orff-Schulwerk _ Faculty
Music/Movement Education Linda Monssen
Courses for Teachers Marsha Baxter
Levels 1 & 2 Dixie Piver

Certified by AOSA

July 2-16, 1990

Three college credits

For Information call or write

The 92nd Street Y School of Music
1395 Lexington Ave. NYC 10128.
212/415-5580
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Music Education Workshops

Create and Produce Music Theatre from
the Ground Up
Roger Ames
. June 25-29

Training Young Voices
Helen Kemp
June 25-29

Choral Music Symposium
Gerald Mack
June 25-29

Using Traditional and Folk Instruments in
the Junior High and High School General
Music Class

Rick Bunting

July 2-6

Music in Early Childhood
Katalin Forrai

July 2-6

Classroom Guitar Technigues
Richard Provost
July 2-6

Teaching Instrumental Music Based on
Music Learning Theory

Richard Grunow

July 9-13

Making Folk Music Come Alive in the
Classroom

Jill Trinka

July 9-13

Teaching Movement and Folk Dance: A
Sequential Approach

Phyllis S. Weikart

July 9-13

Handbells: A Comprehensive Course in
Leadership Training

Donald Allured

July 9-13

John M. Feierabend, Coordinator

Performance Ideas from WORLD OF MUSIC,
the 1990 K-8 Music Program from Silver
Burdett and Ginn

Cici Hunt

July 16-20

An Introduction and Overview of Computer
Appiications for the Music Educator

Tom Rudolph

July 16-20

Percussion Resources and Methodology
Rosemary Small
July 16-20

Choral Institute in St. Moritz, Switzerland
Frauke Haasemann
July 27-August 12

Administration and Supervision in Music
Kenneth R. Raessler
July 30-August 3

The Suzuki Method and the Public Schools
Amy Rosen
August 6-10

Misic Technology Workshops

Wind Instrument Maintenance and Repair
Jim Gebler
June 25-29

Piano Maintenance, Tuning, and Repair |
Ken Lawthorn
June 25-29

Piano Maintenance, Tuning, and Repair Il

Ken Lawthorn
July 2-6

HARTT

SPPARTRORS

Recording Techniques and Sound Technology
David Budries
July 16-20

Master Classes

Flute
John Wion
June 25-29

Piano
: Luiz de Moura Castro
June 25-29

Voice
Jerry Pruett
June 25-29

The Art of Conducting
Stanley DeRusha
July 9-13
Kodaly Musical Training Institute

Laurdella F. Bodolay, Director
July 2-21 Certificate Program

Additional Kodaly Courses from
June 25-July 21

Hartt Suzuki Institute

Teri and David Einfeldt, Directors
August 7-12  Teachers and Students
Piano, Violin, Viola, and Celio

Hartt Summer Youth Music Program

(HSYP)

Stanley DeRusha, Artistic Director

July 22-28 High School Band, Orchestra,
Choir, Piano, and Guitar

July 29-August 4 Jr. High School Band Camp

For detailed information and application write: Dr. John M. Feierabend, Hartt Summerterm, Hartt School of Music, University of Hartford,
200 Bloomfield Avenue, West Hartford, CT 06117. Or call: (203) 286-5020, 1-800-234-4412.




COWBELL

[t is very important to have a good player on
the cowbell, even if the part is a simple steady
beat. Cowbell is a powerful instrument and
can do much to hold the whole ensemble
together.

Open your helping hand, palm up. Lay the
cowbeli on the palm with the mouth, or open
end, facing out toward the audience.

PERCUSSION ENSEMBLE FOR UPPER ELEMENTARY STUDENTS

A SECTION 144

Play this as a rondo, with each instrument
taking a turn to improvise: i.e. claves in the B
section, guiro in the C section and so on. Help
students create a rhythm to be played by the
other instruments during the improvisations,
This pattern should be sparse so as to support
and not overpower the soloists.

The guiro part is challenging at this tempo—
the scraping and tapping motions must be
very concise. Teach the bongo part with a
variety of techniques—echo play, speech

0.2.5.
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if you want the bell to be loud, hold it
away from your palm with your fingertips. If
you' want a more muted cowbell sound
(which is most often necessary in children’s
ensembles) put more of the bell in contact
with the palm of your hand.

Play with the stick across the top edge of the
mouth, or with the tip of the stick on the
‘“‘heel” of the bell, near the closed end.

SPRING 1990 — THE ORFF ECHO

patterns or notation. The cowbell player
should be carefully chosen, as the steady beat
will keep the tempo consistent so the synco-
pations can be heard. With this as a model,
students can create other parts or adapt these
to their own abilities.

Using non-pitched percussion will help
you teach a wide variety of music funda-
mentals and bring added excitement to your
lessons. With a little practice (and belief in
yourself) you can play percussion in the
music classroom.,

Jim Solomon is a percussionist who teaches
K-5 music in St. Augustine, Florida. He is
Adjunct Professor, Elementary School Mu-
sic, at Jacksonville University and Past
President and Co-Founder of the North
Florida Orff Chapter. Solomon has been a
presenter at five AOSA National Confer-
ences including Atlanta, 1989. He is author
of Monkey Business, A Village Day and The
Body Rondo Book. He has made a video,
Congas, Bongos & Other Percussion—A
Guide to Technique.

THE UNIVERSITY OF NORTHERN IOWA
School of Music
presents
Second Annual
Orff Schulwerk Teacher Training Courses
(Levels 1-2)

June 11-22, 1990

INSTRUCTORS: Esther D'Agrosa (ensemble, recorder), Patricia Wallace Hughes
(ensemble, pedagogy), Chris Judah (movement, recorder)
SPECIAL TOPICS: Gretta Berghammer— child drama, storytelling, puppetry

Dean Dederman— modern American square dance
FOR MORE INFORMATION, CONTACT:  Orff Schulwerk Courses

Patricia Wallace Hughes
School of Music

University of Northern Iowa
Cedar Falls, Iowa 50614-0246
(319) 273-2024
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"DOMINO"
AMERICAN VIRGIN ISLANDS
Jump Rope Chants & Songs,
Circle Games & Elimination Games

ETHNIC PROVERBS, MAPS, CULTURE

PICTURES & ILLUSTRATIONS
: AUTHENTIC
LIVE SOUND FIELD RECORDING

COMPLETE SET... $19.95
BOOK only $13.50
TAPE only

PA. Residents add 6% Sales Tax; S & H $2.00

SEND CHECK / MONEY ORDER TO:
KAREN ELLIS
944 Montgomery Ave., Suite 157
Narberth PA 19072
FAX: 215 668 3652
-- Distributors Welcomed --

Off The Record
JACK NEILL

All right, V'll admit it—I'm addicted to
record stores. A state of near euphoria comes
over me whenever I'm surrounded by thou-
sands.of LP’s, CD’s and cassettes. My family
has threatened to change the locks if | come
home with yet another recorded set of The
Brandenburg Concerti.

Much to their amusement and dismay, |
can (and often do) spend hours browsing
through the bargain items, searching for out-
of-print treasures. My heart skips a beat at the
thought of finding something in the “Orff,
Carl” bin besides Carmina Burana. One of
the ultimate pleasures in my life is having an
intelligent discussion with a knowledgeable
store employee regarding interpretations of
French harpsichord music, or recent re-issues
of Horace Silver, or the early recordings of
Bob Dylan.

There are a number of superb record shops
that contribute to the support of my audio-
phile habit, shops that are well stocked and
staffed by people with a passion for.music,
And then there is the mall record store,

Certainly there is nothing inherently wrong
with the record store in the local mall. Itisa
perfectly adequate place in which to locate
your 25th recording of the 1812 Overture or
to purchase James Galway’s latest foray into
the realm of pop music. | can live with the fact
that Roy Coniff is included with the Classical
Section and that approximately three times
more space is allotted to Madonna than to
Jazz. ’

Discover Eh’glish Country Dancing!

An exciting way: to teach musical and physical skills

ENGLISH COUNTRY DANCE

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

- Easy-to-understand dance instructions

- Diagrarms 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 ___VYolume 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;

Details of one recent visit will serve to
illustrate just what it is that irritates me about
the place. Upon entering the store, the first
thing that strikes you (quite literally) is the
music (?) blasting forth from overhead speak-
ers that are approximately the size of a Buick.
You can expect to hear these sounds at a
volume level that makes you suspect that the
store’s manager receives royalties from Ty-
lenol.

Soon afterward you'll notice that the most
offensive recordings are prominently placed
at the front of the store. Indeed there is a
direct correlation between the size of this
sales.display and the amount of embarrass-
ment the performer’s name causes to most
parents. The pictures on the album covers are
reminiscent of the nightmares one has after
eating cold pepperoni pizza late at night.

All of the sales clerks are 16 years of age;
they all punctuate their conversations with
liberal doses of “like” and “you know”; they
all wear spandex pants, The latter fact is- not
particularly remarkable, since throughout
most of this area spandex pants are con-
sidered appropriate for just about every
occasion except state funerals.

| approached one of these salespersons (a
boy who had evidently styled his hair with a
Weed-eater), and foolishly asked, “Do you
have the new recording of Praetorius’ Terp-
sichore?” The volume of the background
music, a few decibels short of a DC-10 at
take-off, prevented him from hearing me, so |
wrote my request on the back of a bag. He
spent nearly four minutes reading it; as the
overhead speakers mercifully came to a
momentary halt, | heard him ask another
employee, “Have you heard of this band
called Tupr-sa-core?” Needless, to say, he
hadn't, the record was not in stock and never
would be.

Another time | had spent months searching
in vain for an obscure recording by Bing
Crosby, one which had been out of print for
several years. Before conceding defeat; |
elected to try my local mall store once again.
The usual array of adolescent clerks was
joined by the store manager—an older. man,
about 19, He was most helpful: | had no
sooner uttered the name “Bing Crosby” than
he escorted me to a display labeled “Crosby,
Stills and Nash!” I'll never learn.

But it wasn't a complete loss; before
leaving | bought another recording of The
Brandenburg Concerti. Know any good
locksmiths?
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Hesperus and Crossover

The excellent liner notes on their tape
“Crossing Over”™* tell us that Hesperus was
drawn to Appalachian music because it had
so much in common with the medieval
music they were playing: modal tunes, drone,
improvisation. They called the fusion of the
two styles crossover, and presented it in
Atlanta.

On hearing the crossover music, many
questions presented themselves. At that
time there was more listening than talking to
be done, so questions were thrown at Tina
Chancey, Scott Reiss and Bruce Hutton with
the invitation to answer them at their lei-
sure, individually or together.

The plan was to separate the replies to
each question as an “interview in print,” but
that seemed to make their tunes get inter-
rupted mid-phrase, Therefore, all the ques-
tions are grouped first, and each of the
voices takes a solo,

1. How did you getstarted . . . or lured away
from your original interest in folk or early
music? What was it about the crossover idea
that appealed to you? Did you or do you have
mixed feelings about it? ’

2. Was there one person or one momentora
particular concert which said, ‘“Aha! Cross-
over!'?

3. When or how did you realize that a
blending of early and folk music was viable
for public performance?

4. How do you choose the pieces to work
on? What is your approach to scoring and
arranging them? How often do you rehearse?

"5, What does crossover teach you about
yourself, your playing or your ideas about
performing? In what way do you believe it has
added to your total musical growth?

6. Do you have a favorite audience? Are
there some that respond especially well or
those that don’t?

7. For the future of Hesperus and the cross-
over idea, do you feel there are challenges yet
to be met, both personally and for the group?
What other styles would you like to explore,
or is there something musical you might want
to add later?

BRUCE HUTTON

(Five-string banjo, guitar, mandolin, ukulele,
mouth bow, mountain dulcimer)

When Scott and Tina first suggested the
idea of working together and mixing early
music and folk music, | was rather skeptical.
This was probably because other more
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familiar fusions of traditional and contem-
porary music (such as “folk-rock”) had no
appeal to me as a performer. | was also
concerned about my ability to learn by ear
the music played by those who are classically
trained and musically literate.

This folk/early crossover became more
appealing when | learned that the performing
group Hesperus had already begun this music
with Mike Seeger, performer and folklorist.
He has been a profound influence on me
since | first started to play old-time music and
i share his respect for traditional styles. When
I heard a tape of their performance together, |

was intrigued, surprised at how impressed 1
was with the music that resulted—and
convinced to try it.

Doubts about my ability to learn to play
early music were soon eased, both because
of the skill and patience of Scott and Tina as
teachers and because | soon realized that
playing by ear might be a key to how this
crossing over with folk music could invigo-
rate the performance of early music.

Has this jured me away from my original
interest in performing *‘straight” folk music? |
don’t think so. Adding crossover to my
interests hasn’t diminished my desire to
continue to present traditional music as
faithfully as | can. | continue to perform as a
soloist with the Double Decker String Band.

If anything, exploring these new horizons
has reinforced some notions |'ve had about
just what it means to present traditional music
“faithfully.” Through the years, traditional
musicians have not merely recreated the
music of the past, but have kept it a living
tradition through the process of making the
music their own, Those many variants of a
single ballad or banjo tune are the result of
the individual creativity of those who kept it
alive over the years.

I've come to accept the fact that as much as
} would like to think | sound exactly like
traditional performer Doc Boggs, | never
could . . . any more than he could sound like
someone else. My performance of his music

Uganda Drums limited availability
Wooden drums completely skin-
covered, marvelous deep sound.
Sizes range from 8” x 10" to 17”7 x
24" and from $39.00 to $295.00

Small Talking Drum
Made in Ghana, 10” high, very easy
for kids to handle and quite durable.

AFRICAN INSTRUMENTS

Axatse (Shekeres) - from Northern Ghana (Ashanti
land), these gourds have the handle broken off and a
string tied to them so that they can be hung around
one’s neck, thereby eliminating dropping; can be
tossed to and fro between the hands. $35.00

African Castanets (Firikyiwa)
Made in Ghana, used like claves
in music from Ghana; made of
iron, one hollow piece struck
with iron ring, cutting sound.
$25.00

$35.00

4501 Interlake N., #9
Seattle, WA 98103
(206) 548-0916

Please write for our catalogue including ethnic
instruments, small percussion, books, records,
and Sonor and Studio 49 Orff Instruments.
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will be in my own style, one within the
context of the tradition, but uniquely my
own. | believe this is in true justice to his
music, and -inevitable,

This is exactly the approach I've taken in
working on crossover arrangements. There
can be both frustration and freedom to
interpret medieval music when we will never
know how it sounded originally. Of course,
there were no banjo players in the 14th
century and while we know there were
rebecs, we have no way of knowing how
their tunes were arranged.

The goal, then, in working out pieces with
Hesperus, is to base our sounds on a respect
for traditions of many ages, but also to have
them be an expression of ourselves, With our
special mixture and the instruments we have
available, it's not hard to sound unique. What
is more challenging is the search in any piece
of music for what is right, if not historically,
then right for our special group; more lmpor-
tant is the search for good music.

Working through this search in playing
crossover has enhanced my thinking about
this process with whatever type of music |
perform and has taught me much about
myself. I've also learned that an audience
need not be familiar with a type of music to
respond favorably, One of my greatest plea-
sures over the years has been to present

C o

DEPARTMENT OF MUSIC

traditional music in school concerts, and to
see the enjoyment of students who didn't
know much about folk music, or thought they
didn’t like it. | feel the same satisfaction when
performing an Appalachian ballad for a
recorder society or a medieval estampie to a
folk audience.

Whatever we attempt in the future with the
crossover music and Hesperus, I'm sure it
will be a reflection of the types of music we
each know and love. New Age music is
probably safe from our crossover because |
just don’t think that the future is what it used
to be.

SCOTT REISS
(Director, recorders, hammered dulcimer,
percussion)

| wasn't so much lured away from my
original interest in early music as crossover
was a direct outgrowth of that interest. One of
the aspects of early music that attracted me to
it more than 20 years ago was that it was a
pioneering field; | wanted to participate in
that pioneering.

After working for a number of years in the
field of “historically informed performance”
{the current orthodox appellation) one thing
kept bothering me; that history could not
inform us very much about very old music.
There is abundant information on perform-
ance practices of the 18th century, so ba-

2 [

- 0rff- Schulwer k]

o

)J)))

MUSIC EDUCATION AT
MEMPHIS STATE UNIVERSITY

DOCTOR OF MUSICAL ARTS
Concentration in Music Education

Candidates are able to pursue coursework in the area of
Orff-Schulwerk. Degree can include some of the following courses:

- Levels I, II, I in Orff-Schuiwerk

- Master Class in Orff-Schulwerk

- Music In Early Childhood

- Orchestration for Orff Instrumentarium

- Survey and Research In Music Education
- Music for Exceptional Children

Konnie Saliba
Department of Music

For information, contact:

Memphis State University

Mermphis State University is an Equal Opportunity/Affirmative Action University. 1tis itted to ion of a fally identit student body.

Memphis, Tennessee 38152
Tel: 901-678-3760
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rogue music can indeed be “historically
informed”’ if not absolutely ““authentic.”

But the further back we venture into
history, the less we actually know about how
music was played. By the time we get back to
the middle ages, we are sailing in a vast sea of
unknowing

How, then, have musicians ‘‘recreated’’
the sounds of renaissance and medieval
music? Using pictures and the very few
documents available, we have put instru-
ments to the music from the same time
period. We have taken clues from the music
itself, even though it often presents us with
more questions than answers, and we have
done what sounds good to us.

Many performers struggle the the lack of
authority this method presents. Others harbor
thoughts in the secret recesses of our hearts
that ““it simply must have been this way.”
Most of us simply could not bear the thought
that we were making it all up.

After all was said and done, however, we
were making it up. Sooner or later | had to
accept that most of the secrets of medieval
minstrels and jongleurs had died with them.
Then | was left with the uncomfortable
question, where to go with early music? Play
it? Forget it? Admit that our performances
could never be authentically reproduced
because we didn’t know what to do with the
instruments, or what instruments were appro-
priate for which music, or what the vocal
styles were and so on?

Faced with these awkward questions, |
began to think about basing our medieval
performance practices on living traditions.
The folk traditions that exist here and around
the world tend to use many of the same kinds
of instruments seen in our medieval pictures,
The actual practices in these traditions are
rich and deeply varied, yet certain themes
recur.

These thoughts percolated in me for a
number of years until Tina and | met folklorist
and performer Mike Seeger at a folk festival in
1983. We all noticed a certain similarity in
interest and method; both Mike and we were
fascinated with unusual instruments and in
creating interesting sonorities and textures
with those instruments,

Events progressed rapidly after that. In June
of 1984, we produced a workshop in Appa-
fachian and medieval music, calling it ‘‘Ear-
Trade,” named for the combination of early
and traditional music and for the decision to
transmit all the music by ear, This produced
utter terror in some of the participants who
had never played anything by ear. Within two
days their terror abated and actually grew into
an apotheosis for some. It was this feeling of
revelation that made me first think that
perhaps this crossover had something of real
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value to offer; freedom from the “tyranny of
the printed page.”

My own revelation occurred in the concert
the three of us put on at the end of that week.
It was the first time | had ever performed an
entire concert without printed music, the first
time Mike had played medieval music and
the first time Tina had played country fiddle
in public. We broke down the barriers of two
very different styles of working, the formal
print-oriented style of classical music and the
looser, intuitive oral tradition of folk music.
That concert had the magical quality of atruly
creative and successful effort. The audience
was rapt, then ebullient. For me, early music
was transfigured at that moment, and would
never be the same again.

When we produced our own Ear-Trade in
Washington, we worked with Bruce, who
played the same styles and instruments as
Mike. After the second Ear-Trade we offered a
concert of crossover music on the Hesperus
series in Washington with Mike Seeger and
Bruce. From that point on, crossover has
been more than just a concept; Bruce, Tina
and | were an ongoing group.

We worked as a trio or with Mike or Jean
Ritchie. These respected folk musicians add-
ed a depth toour concerts that in the world of
oral tradition can only come from great
experience, Their willingness to perform with
us gave us a certain credibility in the folk
world,

Working in the idiom of crossover has
added a new dimension to my work as a
musician, both in the creative realm and also
simply in the process of music making. The
only time I look at printed music is when I'm
looking for a new tune to develop.

The creative act of making crossover music
has both a foot in each style and a quality
unique to itself. We usually begin creating
new repertoire by offering up to the others
two tunes that we like ourselves. Then we
experiment with scoring, mixing the vielle
with the lap dulcimer, adding a drum or
accompanying the recorder with the banjo,
or mixing the mandolin, viola da gamba, and
hammered dulcimer. This scoring process is
almost identical to the one we use when we
are doing “straight’” medieval music; it is a
process of creating sonorities and textures.

Once we have a number of tunes that are
working or during the process of developing
them, we may start thinking about creating
medleys. The creation of a medley that
includes pieces from the ancient European
repertoire and the traditional American reper-
toire is an important part of the presentation
of crossover music, | think the mixing of
instruments is a first step, but when someone
hears a medieval estampie segue into an
Appalachian breakdown, or a Machaut vire-
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lai into a blues song, something happens
inside to jolt the consciousness. In a way, this
jolt is wrenching, but just as it happens the
person may perceive that the musical juxta-
position is pleasant. That is the point at which
crossover really works for me.

This process cleans-out my preconceptions

- about the music, and | think it does the same

for the audience. The early music is given a
context that is completely different from, and
foreign to, its normal milieu. In one sense that
context is absurd—there is no intellectual
justification for it. But that is exactly what
frees it from the constraints of its normal
context. It can be interesting, joyous, deli-
cious, without having to rationalize its own
existence.

Our development over the past two years
has occurred in seéveral different areas. Our
repertoire has expanded into blues, Cajun,
ragtime, swing, vaudeville, and parlor styles
on the traditional side and into 15th-century
carol singing (in three parts with middle-
English texts) and late renaissance from the
early music side.

We have done collaborations with many
individuals and groups in the folk field, and
have experimented with creating larger forms
with our medleys. | think these directions will
occupy us for at least the foreseeable future.
We want to do more singing, both traditional
and early and would like to become comfort-
able in other {anguages.

There’s athought in the back of my mind to
create something staged with crossover mu-
sic. As achamber group, our sound is limited
by the number of people who can hear and
see the quiet music in one space. Amplifica-
tion could reduce that limitation and | would
like to find more subtle and sophisticated
ways of doing that. But basicaily there is justa
lot of music out there waiting to be crossed
over. ’

TINA CHANCEY:
(Viol, vielle, fiddle, rebec, kamenij)

Perhaps because of my family background,
1 always wanted to do things my own way. |
first heard early music at a Christmas party

JANE FRAZE
SARA NEWBERRY « TUNES

SUPPLEMENTS TO

MUSIC
for children

ALL AROUND THE BUTTERCUP RUTH BOSHKOFF
NALD SLAGE IM' CROCO!

S FOR YOUNG TROUBADOUR
DIANNE LADENDECKER » WIND SONGS PHILUP RHODES
[ e ]
Published by

SCHOTT

European American Music Distributors Corporation
Sole U.S. Agent / Valiey Forge, PA

Avadilable from your favorite music dealer

Orff-Schulwerk®
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E'VENEVER
SUBSCRIBED
TO THE NOTION
THAT CHILDREN

SHOULD BE

SEEN AND NOT
HEARD.

Introducing the Primary Line of musical
instruments for children. They have the exceptional
tone and resonance you've come to expect from
German-made musical instruments by Sonor. And
their affordable prices will be music to your ears
as well.

Crafted in durable all wood construction, each
metallophone and xylophone features holes for
mallet storage and pockets for extra bar storage.
Single pin placement allows for the easy removal
of each bar. And these pins are also flexible, which
eliminates the chance of bending or injury.

Plus, we've printed note names, staff lines
and notation symbols on each bar so that children
can easily find the correct striking range.

On the other hand, the sound quality is strictly

professional. Infact, eachbaristunedto“A’ = 440hz.”

Other features in the Primary Line include
Timpani legs which are height adjustable. Tension
tuning. Storage for extra bars on all the bass instru-
ments. And cloth covered tubing that prevents drying
out and ensures longer life.

'To learn more, why not sample these new instru-
ments for yourself? We think you'll conclude they’re
definitely not the same old song.

PRIMARY LINE
> SONOR'

HSS, Inc., PO. Box 9167 Richmond, Virginia 23227 (804) 550-2700



when | was twelve but didn’t get a viol until
my sophomore year at Oberlin. I had been an
indifferent classical violinist, but immedi-
ately the viol felt right.

1 moved to New York City, got a degree‘in
viol from Queens Coiiege, and began to play
professionally with the Ensemble for Early
Music. | was expected to play viol, vielle,
rebec, mandora, recorder and Scottish fiddle.
Those first moniths were pretty terrifying, but
led me to decide that my goal in life would be
to play as many bowed string instruments as |
could. Later | added lyra, kamenj and the
pardessus de viole, as well as baroque violin.
[ still can’t play Brahms convincingly on a
modern violin, but that's OK.

Folk music always intimidated me (those
players didn’t read music, there were so
many notes, they played so fast) but the more
improvisation, playing by ear, and renais-
sance dance tunes | did for EEM, the more |
gravitated towards it. | never played with
traditional performers till we worked with
Mike Seeger, though.

| still can't figure out why Mike was
interested in the crossover idea or how he
could stand playing traditional music with
two total novices, but that Ear/Trade work-
shop in 1984 was a pivotal time. We didn't
know exactly what we were doing, but it felt
so good! | started working with fiddle players

ST E N SRR,

New Susato

& For voices, recorders & Orff instruments

% Tun Bach Chorales

% For voice and SA T'B recorders or viols

Quartet for Recorders
@ Quintet for Recorders

2 and elaborations for S A TB recorders

...............................................
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% Measure for Pleasure, Vol. I In settings by Gerald Moore -
% Songs from Shakespeare's plays for voice & S A TB recorders $7.50 &

Spirituals and Folksongs Arr. by Michael R. Nichols

Love Songs of the Renaissarice In settings by Jokn S. Kitts
& 22 settings for S AT recorders , gemshorns or crumhorns

Sextet for Crumboms : 'Guardan almo Pastore’
g (Wedding of Cosimo [ de’ Medici & Eleonora of Toledo 1539) $8.00 %

Elegaic Trio for Recorders By Johin.S. Kitts 1987
By John S. Kitts 1987
By Jofin S. Kitts 1987

Terpsichore with a Twist By Wayne Hankin 1987
2 Pieces from M. Praetorius' Terpsichore with several new pieces

Ask for our complete catalog! Big selection of recorders ! ‘

Kelischek Workshop for Historical Instruments

to learn style and repertoire, but it was a good
five years before my own fiddle playing
passed muster. And to think that some
classical players look down on traditional
music!

From 1980-89 Hesperus presented its own
series of concerts. We scheduled our first
concert with Mike and Bruce because we
decided that if it was so much fun for us it had
to be fun for an audience. As it happened, it
was even fun for the reviewer!

Then we wanted to see how it would work
to cross our music with other traditional
performers, so we invited Wild Asparagus (a
New England contradance band), Jean Rit-
chie, Double Decker String Band, and New

Saint George (English folk-rock) to play with

us. Jean Ritchie and her husband George

Pickow have their own record company,

Greenhays, and they put out our first cross-

over album, ““Crossing Over,” which we

produced ourselves. Of course, spending

time on all this self-producing will only work

if you're independently wealthy or make a -
Jiving some other way.

We do a pleasant variety of school pro-
grams, lessons, free-lance performing and
touring with Hesperus. Both Scott and | are
becoming more involved in baroque solo
playing; he just made a recording and | plan to
make one in the fall. Life is not dull.

Scott, Bruce and | are so busy that we
usually rehearse only when we have a
performance coming up; we try to arrange
our concerts so we'll see each other regularly.
Bruce has a fine, inexhaustible, supply of
eclectic tunes running through his head; he
encourages us to sing, and he'll try anything
once.

Our usual procedure is to sit around with
our instruments and one of us will play a
favorite tune of the moment. The others will
pick up an instrument and do what suggests
itself until the results are satisfying. Then
someone may say, “‘That reminds me of this
tune”’ (for any one of a number of reasons not
often clear to the others) and we may noodie

$6.75 §

$4.00 §

$4.00 %

$7.50 §

8550 §

University of California Extension, Santa Cruz

Orff Schulwerk

Summer Certificate Program

in California
August 6 - 18, 1990
10 days, Monday-Friday
9 am.-4 p.m.
Levels I, IT and III

(]
Faculty

$5.50 Mary Shamrock Richard Layton
$6.50 & Kathleen Poole Doug Goodkin
: Ursula Schorn  Vicki Alexander

€

For a brochure including course fees and housing
information write UC Extension
Orff Schulwerk Program
740 Front Street, Suite 155, Santa Cruz, CA 95060
or call (408) 427-6610
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with those two tunes like kids who fiddle with
an erector set until the pieces fit,

Crossover has taught me that music can be
fun and soothing and catchy and profound at
the same time, and that there needn’t be a big
separation between “/classical’’ and “tradi-
tional” music, except as audiences and
performers make those separations for their
own reasons. Crossover teaches me that often
my instruments will tell me what to do, that
there can be a lot of space between the beats
if you look for it.

My favorite audience is any one that smiles
back. It's a kick to perform for early music
audiences and watch them realize that they
like this, because most of them were riot sure.
It's a pleasure to play for folk audiences,
because they're usually ready for anything, as
long as it has a good beat and some hot
playing. Older audiences like the swing and
vaudeville tunes, children like the unusual
instruments. | look forward to performing
abroad to see what aspects of our music will
appeal to non-Americans.

Every time I'm. afraid we've run out of
ideas, we get a second wind, so | don't see
why we should stop this until we have to. |
play a lot of different styles of early music, but
crossover is still the most fun | have. For the el
future, | have a sarangyi Id like to learn how K
to play and I'd like to learn more about jazz. ¢
Contemporary bluegrass really doesn’t inter-

est me but gospel and the roots of bluegrass

do. And with 600 years of music to choose ;
from, | think we’ll never run out of early :
music. [J .
*"’Crossing Over’* by Hesperus with Mike st

Seeger. Greenhays Recordings, Flying Fish  This is the brochure cover for the Victoria (Australia) Orff Schulwerk Assn. Spring School.

Records, 1304 W. Schubert, Chicago, IL

60614.

West Chester University Summer 1990

June 25 - 29 Choral Conducting According to the Kodaly Concept
A Survey of Choral Materials (3)
Janos Horvath, William Trego

July2-6 Handbells (3)
Phyllis Hentz, Ken Bissell, Karl Zinsmelster
July 9.13 Technology in Music Education (3)

- Don Muro, Tom Rudolph, Floyd Richmond
July 16 - 20 Choral Music in Motion
Sally Albrecht, David Riley
July 23 - A. 3 Orff-Schulwerk (O-S), Levels I and II (4)
Sue Davls, Karen Markey, Colleen Ludeker, Martha Crowell
Kodaly Methodology, Levels I and II (4)
Musclanship According to the Kodaly Concept
Gabriella Thesz, Jane Pippart
Aug. 6-10 Instrumentarium Practicum (O-S), a.m. (1)
: : Recorder Practicum (0-S), pm. (1)
Isabel Carley
Aug, 13-17 Movement Practicum (O-S), a.m. (1) Barbara Schonewolf
Ethnic Music: Hispanic p.m. (1) Elizabeth Villarreal Brennan
with Corazon il Sur

Graduate Credit: $ 116. per credit.
For further information: Orff Level I and II must include graduate credit fee.

Jane Pippart, Music Ed. Dept., West Chester University, West Chester, PA 19383

lFo/kor in Action

CONCERTS
ASSEMBLIES
RESIDENCIES

612-374-4364
1-800-877-9284
2308 Fremont Avenue South
Minneapolis, MN 55405
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Eclectic Is Not a Four-Letter Word

Guest Editorial

The following is reprinted from Center-
pieces, newsletter of the Center for Con-
temporary Music Education Hamline Uni-
versity Graduate School, St. Paul, Minne-
sota. It was written in response to those who
often think of “eclectic” as a catch-all term

for gimmickry in music education. If it.

stimulates new thoughts, discussion or con-
troversy, please write to The Echo.

American music education at the threshold
of the 21st century is in a state of reform, This
reform is not a result of government reports or
university studies, but is rather a product of
grassroots efforts on the part of music teachers
themselves. These efforts are a reaction to
conventional music education which had
failed to identify purpose, develop classroom
goals or to substantiate outcomes.

The winds of change had begun to blow in
the mid-1950s in the United States with the
publication of Foundations and Principles of
Music Education by Leonard and House in
1959. This book placed aesthetic considera-
tions at the core of school music curriculum
content and method discussions. Although it
helped address the “why do we do it?”
questions, we needed assistance with the
more basic “how do we do it?” problem.
Teachers who realized that they needed help
in order to make music meaningful to their
students thus began, in the early 1960s, to
investigate a variety of European music
education systems.

These European approaches were built on
solid musical and artistic principles and so
offered means of skill development for stu-
dents of all ages. Kodaly, Orff and Dalcroze
each addressed the fundamental issues of
musical behavior: listening, writing and per-
forming, but they were given unequal weight
in each system, For example, listening and
performing received more attention in Orff
than literacy, while notation was stressed in
Kodaly.

In spite of these differences in emphasis,
there are a number of principles which are
common among the eclectic methodologies.
These are:.
® Music learning is initiated through active
participation. One proceeds to the symbolic
only after the children have had much
concrete experience;

e Emphasis is placed on process, rather than
on product, outcomes;
* Musical elements are taught early. Young
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JANE FRAZEE
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children work with—and label—melody,
rhythm, form, texture and (especially in Orff)
color; '

¢ Experiences accommodate a variety of
learning styles: aural, visual and kinesthetic;
¢ An aural vocabulary of rhythm and mel-
ody patterns is taught;

* The curriculum is child-centered.

These principles appealed to teachers
looking for guidance and direction in their
teaching. There may have been some early
confusion about ends and means, for instead
of serving as the means to aesthetic develop-
ment, an inexperienced teacher might have

treated the methodology as an end in itself.
And as is true of all skill debate, there
continues to be lively disagreement about
which of these approaches “best” accom-
plishes the task of guiding children to music.
Some say none, some say one, | say all.

Among those who still argue against skill
development in music education are Bennett
Reimer and Peter Fletcher. Reimer, in the
February, 1989 issue of Music Educators
Journal, argues that “our reliance on meth-
odology is dangerous because it has led to the
widespread and largely accurate perception
(both inside and outside the profession) that
music education is a field entirely devoted to
music training!” He responds to the February
1986 Music Educators Journal devoted. to
Major Approaches to Music Education by
telling us “nowhere did an author suggest that
these methodologies could play an important
role in a comprehensive program that in-
cluded but transcended skill training.”

He goes on to say that “because a compre-
hensive music curriculum cannot be reduced
to a step-by-step methodology, it tends to
become invisible when compared with ap-
proaches that are more easily understood.”
We can see by these arguments that Reimer
argues against European methodologies be-
cause he believes that their single-dimen-
sional means (skill training) obscure the end

Kodaly Center of America
1990 SUMMER COURSES

at Southeastern Massachusetts University
"Distinguished faculty from Hungary, U.S., England, Kenya, and Sweden

CERTIFICATE COURSE: 4levels, 6 credits

NEW SPECIAL COURSES: credits available
® Koddly for Singers with Sarolta Kodély July 9-21
e Koddly Approach to Piano Performance and
Studio Teaching with Denise Bacon July 9-18
‘@ Creating Humanity in Children
with Dr Klara Kokas July9-13 & 19-27
e Koddly for Early Childhood
with Cleo Knight & Faith Knowles July 9-13 & July 19-27
o Advanced Refresher Course with Eva Vendrei July 19-27

KCA, 295 Adams Street, Newton, MA 02158 — (617) 332-2680

July 9-27

PAGE 17



The Twentieth Annual Orff-Schulwerk Course: Levels I, II, III
Instructors: Jann Battersby, Judy Bond, Jay Broeker, Steve Calantropio,

Randy Edinger, Jane Frazee, Mary Goetze, Cindy Hall, Deborah Lamb, Nancy Miller,
Jacque Schrader, Arvida Steen

Introduction to Contemporary Music Studies
Instructors: Robert Abramson, Ann Kay, Arvida Steen

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

Curriculum Development for Orff Teachers
Instructors: Jay Broker, Arvida Steen

Composing and Arranging in the Orff Style
Instructor: Dianne Ladendecker

Choral Techniques for the Middle School
Instructor: Sally Herman

The Method of Jaques-Dalcroze:

Levels I, I
Instructors: Robert Abramson, William Bauer Call or write for our
_ complete catalog.

Recorder Pedagogy
Instructor: Eva LeGene

nstructor. cen r for
Elemental Musicianship con mmg%rary
Instructor: Steve Calantropio edu cal‘n on
Children's Vocal Development gmﬁg;gzﬁglsity
Instructor: Joan Gregoryk 1536 Howitt Avenue
Music in Early Childhood St. Paul, MN 55104

Instructors: Marcelyn Smale, Katharine Smithrim (612) 641-2900
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which he values: aesthetic education.

In his delightfully iconoclastic book, Educa-
tion and Music, British music educator Peter
Fletcher joins the chorus against skill develop-
ment. He tells us that, “Our current obsession
with methodology (just one of the cultural
phenomena with which we have been in-
fected by the United States) is having one
disastrous effect: it is blinding us to content. It
has become a ‘manner’ conditioning the
‘substance! The musical substance being
offered to children as a result of this publica-
tion fever is largely dominated by pop,
third-rate functional composition and classics
distorted by context and arrangement to such
an extent that the spirit has been destroyed
with the letter. The artistically exciting, the
emotionally gratifying aspects-of music have
often escaped attention—and this almost
without notice” (page 131). Fletcher here
demonstrates strong opinions but with limit-
ed familiarity with the materials of the
methods he opposes.

One of the most widely recognized meth-
odological purists is the well-known Kodaly
teacher Lois Choksy. In the closing summary
to Teaching Music in 20th Century America,
she concludes that there is too much to know
about any one of the systems (Orff, Kodaly,
Dalcroze and Contemporary Musicianship)
to permit overlap in approach. Her view is
that the teacher should make a choice,
become proficient in a given methodology
and not attempt to borrow from the others,
She writes, “If the authors of this book could
erase one word from the English language as it
is used in music education, it would be
eclecticism.’

My own view is respectful disagreement
with both of these positions. Surely it is
possible that preparation in any of the content
areas may be incomplete. Can any one of us
who consider ourselves “specialists” say that
we have solved all the riddles in our favorite
approach? But | would argue that a healthy
curiosity about possibilities is far preferable
to the stultifying effect that adherence to
dogma can produce. Let us remember that is
was this willingness to take risks that led us to
the European approaches in the first place.

Further, many Orff, and Kodaly practi-
tioners would be ready to admit that there is
the danger that skill development can be-
come an end in itself, or can offer children the
musical equivalent of Dick-and-Jane quality
literature, The far greater danger seems to me
to be the presentation of the masterworks of
Western art music tradition to children who
know nothing of the symbol or structure
system of music itself—a procedure akin to
presenting Shakespeare to children who
don't speak or understand English. Those
who argue against skill development are
really arguing for continued musical illiteracy

THE ORFF ECHO — SPRING 1990



in this country. Our children deserve better.

As we all know, musical behavior consists
of listening, writing and performing. Each of
these requires specialized skills which must
be taught; listening is a quintessential part of
the others. The music student, whether a
second grader or a college sophomore, needs
to be taught to think about how the the
musical materials being heard or performed
actually work.

However—and this is what sets music apart
from most of the core subject areas—there is
another factor, creativity. It is here that the
student can effect musical events; the out-

come of a class piece or performance may .

depend on an individual contribution. A
student using acquired knowledge and skills
takes ownership of the musical results.

If we agree that skills, knowledge and
creativity provide the foundation of the music
curriculum, we must then address the funda-
mental questions of what to teach, when to
teach it and how it should be taught. Our
attempts to answer these questions will, if we
are faithful to our art and trusting of our
children, lead us to those musical behaviors
which can best be taught through a variety of
means: musical eclecticism.

! In fact, as we enter the twenty-first century
we must be aware that skill underlies sub-
stance, and that the means to skill develop-

University of Wyoming
in conjunction with the
Wyoming Chapter

American Orff-Schulwerk Association
announces

Orff-Schulwerk
Certification
Levels | and Il

June 18 - 29,1990
Cheyenne, Wyoming

Instructors:
Randy Delelles
Jeff Kriske
Shirley McRae
Mary Ann Fritz

Write: patwi
3503 Randly Road

Cheyenne, Wyoming 82001

CENTER FOR THE FINE ARTSAUNIVERSITY OF WYOMING
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ment are many and varied. Music teachers

i
who recognize that a variety of approaches to |
their subject matter offers the most likely e
chance for the success of their students,
welcome the opportunity which eclecticism USE OF HYPHEN
provides. These teachers know that their -
place in the schools is not assured by
enhancing other subject areas or public Attention AOSA members, chapter
relations work but by effective teaching of officers and advertisers: The use of a
their subject. hyphen in the name Orff Schulwerk is
They do not hesitate to take advantage of strictly limited :)y the AOSA constitu-
the current opportunities provided by Orff t;:)n' tl:je laws of the State of Ohio and
Schulwerk, Kodaly and Dalcroze to open the the Federal government.
windows to fresh ideas for providing a
musical education of substance and delight. The. oply place the hyphe‘n may be
used is in the name “American Orff- i
Schulwerk Association” or in any |
Tbé)‘e is po sapctiop in my chapterlname that inco_rp(()jra|tes this |
terminology, as in “Brookdale Orff-
philosophy for any single B i
Schulwerk Association!
set ofepds or goals. The
fact that sunshine is ben- Any other appearance of the hy-
e'flClﬁl totbe bOd does phen between “Orff” and “Schul-
ot werk” is illegal, unacceptable and may
{ T’all;e ﬂ)te Sha‘l))am an d subject the user to legal action. The
i ce to lve 1n- Al’) simple name “Orff- Schulwerk” is
no slt)gle prmmple will owned by Schott, Inc. and is protected
roduce an harmonious by copyright.
and Well'balanced life.
Lewis Mumford Please attend to this important
¢ \Vhﬁt 1 Bel'leve-" matter in the future!
THE BEST KEEPS GETTING I'l'E
The entire country is talking about the NEW AULOS
one-piece recorder which is considered to be the best
classroom recorder available. 1t plays in tune, is built t
last and has many outstanding features not available on
other recorders. Switch to AULOS and have your
students play the BEST!
NEW! One-piece $2 95
Soprano Recorder . .. Only .
A103N Baroque Fmgenng | ALN German Fingering
truchon w1th accurate n Single holes for low C & D pmwde
intonation ease of playing in lower register
# Built-in thumb rests places right | Deluxe appearance
hand in correct, relaxed position u Ease of playing in all registers
& Curved windway m Accessories: Carrying bag and
& Constructed of strong ABS plastic fingering chart
Congratu lations to Mr. Nobuo Toyama, President and
Founder of Toyama Musical Instrument Co., Ltd. on the
35th Anniversary of AULOS recorders. Teachers and
students in the United States thank you! . .
e 'ORDER FROM: ~ ‘Gamm
Call or write for .
a color catalog Rhythm Band Inc., .
‘o P.0. Box 126, Ft. Worth, TX76101 ‘
listing over 600
musical products Order Toll Free 1-800—424 4724
P ' In Texas 1-800-433-4724
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DEPAUL

UNIVERSITY

School of Music

Celebrates 25 Years of

ORFF SCHULWERK
TEACHER TRAINING COURSES

June 18-June 29, 1990

Combining the world of children’s play and creativity
with musical development

Lillian Yaross, Level IeJacobeth Postl, Level Il*Brigitte Warner, Level III
Claire Levine, movementeCarol Erion, recorder

Special sessions with Chicagoland guest teachers:
SHERAN FIEDLER, PAT HAMILL, SANNA LONGDEN, MARION O’'CONNELL

For further information, write;
Workshop Coordinator

DePaul University

School of Music, 804 W. Belden
Chicago, lllinois 60614-3214

Credit Applicable
To a Master’s Degree
In Music Education

Orff Instrument Stands!

Percussion Services Orif
Instrument Stands are made of
the finest quality steel tubing for
alifetime of educational use.
They are totally adjustable in
height and on rubber wheels for
ease in mobility, yet the ultimate
in stability.

Our exclusive one point height
adjustment and ingenious
mounting of instrument to stand
make our stands absolutely the
bestdesigned, engineered, and
crafted stand on the market, at

the fairestprice.
$120.00 BX/BM
120.00 AX/SX Percussion Services
115.00 GLOCK
o P.O. Box 80846
ADD*16.” SHIPPING Las Vegas, I(\)I);vada 89180
EACH , (702) 365-6262
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Keetman Fund Recipient:
Donna Kling Knudson

My Gunild Keetman Scholarship allowed
me to take a Master Class with an inspira-
tional teacher and musician, Richard Gill.
Because of this award, | was able to attend his
class on 20th century music,

Our week explored themes such as the
breakdown of the diatonic system, equality in
scales, theatrical works, links to literature,
and the development of rhythmic notions.

We explored works of Debussy, Ravel,
Stravinsky, Satie, Bartok and Berg. We dab-
bled in minimalism and twelve-tone music.
We struggled with dictation and analysis,
moved in mixed meter and chanted and
clapped canons from the Keetman collection
of hand drum pieces.

I was constantly challenged to improvise
rhythmically, vocally or instrumentally, often
in mixed meter and in modes. | stood in the
shoes of my own students for many of those

-hours, worried about my own competency as

I coped with the long, intense days in the
classroom. Somehow it always ended with
the “aha” experience that comes from cre-
ating music with colleagues.

My teaching has been influenced by this
training. It feels risky to give up my arrange-
ments and rote approaches and to let the
students improvise, but | owe them under-
standing and solid preparation like this. | owe
them a wide range of quality music in
different styles to inspire that musical experi-
ence. Now [ have more confidence in the
accessibility of art music as it was explored in
the summer of 1989,

| know that the Master class with Richard
Gill will have an impact on my teaching and |
thank him for that. My gratitude also goes to
the Board of Trustees of the AOSA who made
this experience possible for me. Finally,
many thanks to all of the members who
support the Gunild Keetman Fund through
individual and chapter contributions. it can
only help to strengthen our membership and
the quality of the music we teach. (1
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Orff SchulwerKk As An Expression of Freedom

When a people’s liberty is threatened,
every opportunity for freedom of choice
becbmes a precious privilege. Ata time when
their country faces this possibility, some
citizens of Hong Kong proved to be acutely
appreciative of a special encounter that
permitted the expression of free agency.

| had never envisioned Orff Schulwerk as
an experience of freedom and democracy
until | saw the reaction of participants from
the Hong Kong Association of Workers
Serving the Mentally Handicapped in a Music
Therapy and Orff Schulwerk Workshop in
June of 1989, They seémed thrilled to create
music in an elemental way, to be allowed
(and encouraged) to express themselves in
natural and unrestricted ways with speech,
movement, song and Orff instruments.

More than 75 teachers, nurses, welfare
workers, speech, physical and occupational
therapists, university instructors and admini-
strators attended the course. They came from
many kinds of institutions; schools, hospitals,
day centers, rehabilitation centers and civic
and religious organizations. Although most of
them had not met prior to this course, com-
mon interests and the compelling Schulwerk
activities soon bonded them into close and
friendly relationships. Dr. Bruce Saperston,
RMTBC, Director of the Music Therapy
Degree program at Utah State University and
1, as Orff Schulwerk teacher, combined our
skills to offer the two- week seminar,

The experience in Hong Kong stimulated
my thoughts about the many parallels that
can be drawn between the Schulwerk music
experience and our concepts of freedom.
Psychologists tell us that the hatred of re-

Bruce Saperston with “chopsticks in a non-
traditional use”
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GLEN FIFIELD

(From left) Dr. Bruce Saperston, Kit Ying
Ming, Dr. Glen Fifield at the Hong Kong

Goddess of Democracy statue, june 1989. -

straint is one of the universal qualities found
in children from birth; even a tiny baby will
resist violently if its hands and feet are
confined. This is probably the basis for our
instinctive love of freedom.

Often, there is little physical and creative
freedom in our crowded traditional class-
rooms, but in Orff Schulwerk, children have
the freedom to move, to choose, to create.
Exploration, imagination and improvisation
are not only encouraged, they are tenaciously
nurtured. '

In any of life’s activities, we feel free when
we can follow personal instincts and make
choices based on our prior experiences. Our
freedom does not exist in a vacuum; it
involves other people whose freedom must
be respected. We have the right to make
choices, but as we grow up, we learn how to
restrain some of our choices so they do not
infringe upon the rights of others.

In Orff Schulwerk, these lessons are quick-
ly and joyously learned as children discover
by doing; that music cannot be made unless
each member of the ensemble becomes a
sensitive listener and a considerate partici-
pant. Specifics and boundaries are essential;
gently and easily, instantly understood. A
quality musical ensemble experience is a
powerful lesson in the democratic process.

Although we in the United States have
come to accept freedom as part of our
birthright, it cannot be handed down from

one generation to another. Each new genera-
tion must cherish itand protect it. So it is with
Orff Schulwerk. Each of us must be ready and
willing to help preserve its integrity through
personal involvement and attention to high
musical standards. We have the obligation to
“spread the word,” to introduce other teach-
ers and children to the freedom this music-
making approach offers.

To participate in Orff Schulwerk is to be
given the freedom to explore, to make
choices, to create, to understand our place in
a group. It offers us the freedom to move, to
speak our ideas, to receive and give. We learn
to respect the ideas and rights of others and to
accept this responsibility as part of freedom’s
gift. We have the freedom to achieve success,
to show our feelings, to be spontaneous . . .
and the freedom to participate, without
binding supervision and strictures, in the
joyful experience of making music. 0]

Dr. Glen Fifield is Professor of Music Educa-
tion at Utah State College in Logan, Utah.
His Schulwerk training was with Barbara
Crenoble and Grace Nash and he is pre-

sently Secretary of the provisional Utah
Chapter of AOSA.

NEW TO
“TEACHING THE
RECORDER?

The Soprano Recorder Songbook for Children
($3.50) and Teacher's Manual ($15.00) are listed

by The American Recorder Society Education
Program — Level 1 (a recommended materials list).
The American Recorder says, “This excellent
songbook and manual will do much to improve
classroom recorder instruction, especially when the
teacher is untrained. .. Highly recommended.”

SOCTRTY, 35C.

PRAMISKON
Manhattan Beach Music (Dept, E1)
1595 E. 46 St. Brooklyn, NY 11234 (718) 338-4137
WRITE FOR FREE BROCHURE TODAY!

The Complete Source

o Maimark Handbelis & Choirchimes
® Syzuki Choirchimes

® Handbelt Music
All Titles in Print In Stock

¢ Handbeii Gloves
Music Risers ¢ Stands e Foiders
Mallets o Polish » Tables
Repairs  Clip Lights
The Handbell Connection

Nationwide (800) 422-0044
Local (213) 439-0481

CA (800) 635-0587 - -
10328 Redondo, Box 91235, Long Beach, CA 90809
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EDUCATION MATERIALS

Come On Everybody, Let's Sing!
Lois Birkenshaw-Fleming

® Music activities for all children in regular, mainstreamed and
special classes.

¢ Includes over 170 songs and 85 poems plus plays, games and
chants.

® Each song has teaching suggestions, ideas for accompaniments
using speech, body percussion and instruments.

¢ Containsa “Help” chapter with informationabout verybasic music
concepts and helpful hints for working with special children.

® Mainstreaming is discussed and a chapter is devoted to various
disabilities most often encountered in a school setting withideason
how to adapt music activities.

® By the author of Music for Fun, Music for Learning, this is sure to
become one of the most invaluable collections available.

® A 4record boxed set of 33 rpm records is available containing 136
songs and interesting accompaniments.

Book $35.00 4 Record Set $70.00

This and other exciting new titles available from MMB Music!

i A\

@ NEW HORIZONS IN MUSIC
2 |

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.

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

for educational requirements.” ﬂ

See your local dealer or contact MMB Music, Inc.

STUDIO 89

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




HELs

A Bibliography:

Picture Books Inspired by Folk Songs

Have you ever been browsing in the
children’s section of a bookstore—even if you
didn't have children to buy for—and dis-
covered a book based on a song you had just
taught? Did it make you think how much
more interesting and exciting your intro-
duction of that song could have been?

The purpose of this bibliography is to
provide a list of books that fit this category—
and there are many more than we might
expect. Most have about 20 pages with a few
lines of the song lyrics under each of the
illustrations; often the piano score of the
whole song is printed at the end. Some are
offered in sturdy hard-cover editions, others
in inexpensive paperback format. They range
in price from $5.00 to $15.00.

Schulwerk teachers may find that these
books suggest ways to incorporate dramatiza-
tion, movement, instruments, ideas for illus-
trating other songs and new rhymes or speech
echoes. Some song texts make a particular
point of teaching numbers and colors, valu-
able for younger children.

While it is not intended to be a comprehen-
sive listing, this may be a guide for beginning
a personal collection. The bibliography has
been checked against the most current issues
of “Books in Print” and shows those books
that are currently available from bookstores,

Unfortunately, as indicated with an aster-
isk, many are currently out of print and
libraries may be the only places they can be
found. Kindergarten teachers may have some
on their own shelves; many of these books of
illustrated folk songs may be in your school
library. In searching the card catalogs, others
inspired by folk or traditional songs and not
on this list may turn up. Seasonal/holiday
songs are listed separately.

* Abisch, Roz and Boche Kaplan. Sweet
Betsy from Pike. New York: Dutton. 1970.
Adams, Pam. Oh Soldier, Soldier, Won't You
Marry Me? Wiltf, England: Child’s Play
International, Ltd. 1978

...... Old MacDonald Had A Farm. Ibid.

...... There Was An Old Lady Who Swal-
lowed A Fly. Ibid. 1978.
...... There Were Ten In The Bed. Ibid.

...... This Is The House That Jack Built.
lbid. 1977.
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...... This Old Man. ibid, 1974,

Aliki. Go Tell Aunt Rhody. New York:
Macmillan. 1974.

...... Hush Little Baby. New Jersey: Pren-
tice-Hall. 1968. :
Azarian, Marian. The Tale of john Baleycorn,
Boston; David R. Godine. 1982.

* Bonne, Rose. | Know an Old Lady. Chi-
cago: Rand McNally. 1961

* Brand, Oscar. When | First Came to. This
Land."New York: G. P. Putnam’s Sons, 1974
* Bryan, Ashley, I'm Going To Sing. New
York: Athaneum. 1982,

...... Walk Together Children. New York:
Macmillan. 198t

Caldecott, Randolph. Sing a Song of Six-
pence. New York: Merrimack. No date
(reprint of antique original, no date.)

* Chase, Richard. Billy Boy. San Carlos,
California: Golden Gate junior Books. 1966.
Conover, Chris. Froggie Went A-Courting.
New York: Farrar, Strauss, Giroux, 1986.
...... Six Little Ducks. New York: Harper
Jovanovich. 1976.

* DeRegniers, Beatrice Schenk. Catch A
Little Fox: Variations on a Folk Rhyme. New
York: Houghton Mifflin. 1968,

* Devlin, Harry. The Walloping Window
Blind. Princeton, N.J. Van Nostrand. 1968

* Digby, Desmond. Waltzing Matilda. New

York: Holt, Rhinehart and Winston. 1970.

* Domanska, Janina. | Saw A Ship A-Sailing.
New York: Macmillan. 1972,

...... If All the Seas Were One Sea. Ibid,
1987.

* Emberly, Barbara. One Wide River To
Cross. New Jersey: Prentice Hall. 1969.
o Simon’s Song. Ibid: 1969,

* Emberly, Ed. london Bridge Is Falling
Down. Bopston: Little, Brown and Co. 1967.
* Frankland, David. Old MacDonald Had A
Farm. Columbus, Ohio: Charles E. Merrill.
1980.

* Gauch, Patricia Lee. On To Widdicombe
Fair. New York: G. P. Putnam’s Sons. 1978.
* Glazer, Tom. On Top Of Spaghetti. New
York: Doubleday. 1982,

* Gordon, Margaret. A Paper Of Pins. New
York: Seabury. 1975.

* Graboff, Abner. Old MacDonald Had A
Farm. New York: Scholastic Books. 1969.
Hale, Sarah Josepha. Mary Had A Little
Lamb. New York: Holiday House, 1984,

* Hazen, Barbara. Frere Jacques. Philadel-
phia: Lippincott, 1973,

* Higgins, Don. Papa’s Coing To Buy Me A
Mockingbird. New York: Seabury. 1968,

* Hoffman, Hilde. The Green Grass Grows
All Around. New York: Macmillan, 1968,

Central Connecticut State University

offers

Orff-Schulwerk

Teacher Training Courses
Levels I and II
July 2-14, 1990

— Faculty Includes —
Vivian M. Murray, Level I
Shirley McRae, Level II
Beth Bolton, Recorder
Jacqueline M. Schrader, Movement

Available for 3 semester hours graduate credit or for non-credit,
Room and board available on campus.
For more information call (203) 827-7251 or write Dr. B. Glenn Chandler,

Music Department, Central Connecticut State University, New Britian, CT 06050,

Central Connecticut State University, a part of the Connecticut State University,
is located in the Greater Hartford area and is an AA-EEQ institution.
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Hurd, Thacher. Mama Dont Allow. New
York: Harper and Row. 1985.

Ivimey, John W. Complete: Version Of Ye
Three Blind Mice. Ticknor and Fields. 1987.
(Reprint of 1904 Edition.)

LI The Adventures Of The Three
Blind Mice. New York: Scholastic Book
Services. 1965,

Jeffers, Susan. All The Pretty Little Horses.
New York: Macmillan 1974

e If Wishes Were Horses. New York:
E. P. Dutton. 1979.

...... Three Jovial Huntsmen. New York:
Macmillan. 1989.

* Johnson, James Weldon and Rosamond J.
Lift Every Voice and Sing. New York: Haw-.
thorn Books, Inc.

Jones, Carol. Old MacDonald Had A Farm.
Boston: Houghton Mifflin. 1989.

* Keats, Ezra Jack. Over In The Meadow.
New York: Four Winds. 1971.

* Kellogg, Steven. There Was An Old Wo-
man. Ibid. 1974

PR Yankee Doodle. Ibid. 1976.

Ibid. 1976,

Langstaff, John. Frog Went ACourtin. New
York: Harcourt Brace and World. 1955.
. Gather My Gold Together. Garden
City, New York. Doubleday. 1971.

. Hot Cross Buns. New York: Atha-
neum. 1973.

...... Oh, A-Hunting We Will Go. New
York: Macmillan. 1974,

o O’ Dan Tucker. New York: Har-
court Brace & World. 1963.

...... Over In The Meadow. lbid. 1957.

LI Saint George and the Dragon.
New York: Athaneum. 1973,

LINPU Soldier, Soldier, Won't You Marry
Me? Garden City, N. Y. Doubleday. 1972.
oo The Golden Vanity. New York:
Harcourt Brace Jovanovich. 1973,

oo The Swapping Boy. New York:
Harcourt Brace and World. 1960.

o The Two Magicians. New York:

Athaneum. 1973,

* Nic Leodhas, Sorche. Always Room For
One More. New York: Holt Rinehart and
Winston. 1965.

o Kellyburn Braes. Ibid. 1968.
o The Laird Of Cockpen. 1bid. 1969.
* Parker, Robert Andrew. Sweet Betsy From
Pike. New York: Viking. 1978.

* Paterson, A. B. Waltzing Matilda. New
York: Holt Rinehart and Winston. 1970.
Peek, Merle. Roll Over! A Counting Song.
New York: Houghton Mifflin. 1981.
Pearson, Tracey Campbell. Sing A Song Of

* Quackenbush, Robert. Clementine. New
York: J. B. Lippincott. 1974.

L Go Tell Aunt Rhodie. New York:
Harper Jovanovich. 1973.

oo Man On The Flying Trapeze. New
York: §. B. Lippincott. 1975.

. Old MacDonald Had A Farm. lbid.
1972.

...... Pop! Goes The Weasel and Yankee
Doodle. New York: Harper Jovanovich.
1988.

...... She'll Be Comin’ Round The Moun-
tain. lbid. 1988,

AP Skip To My Loo. Philadelphia: ). B.
Lippincott. 1975.

...... There'll Be A Hot Time In The Old
Town Tonight. New York: Harper Jovano-
vich. 1988,

* Ray, Deborah. Abdul The Bulbul Ameer
and Ivan Skavinsky Skavar. Philadelphia;
Macrae Smith Co.

Rees, Mary. Ten In A Bed. Boston: Little
Brown & Co. 1988.

* Rice, Dorothy. Gypsy Laddie. New York:
Athaneum. 1972,

* Rounds, Glen. Casey Jones: The Story Of A
Brave Engineer. San Carlos, California: Gold-

Sixpence. New York: Dutton. 1985. en Gate. 1968.
* Price, Christine. Widdicombe Fair: An Old

English Folk Song. New York: Frederick York: Holiday House. 1989,

Warne & Co., Inc. 1968. oo Sweet Betsy From Pike. San Carlos,

...... Old MacDonald Had A Farm. New

Revised, expanded, and

updated! |

» Explore the nine newly
developed key experiences
in movement

v Learn to teach more than 110
beginning folk dances

v Use the new, easy-to-read
rhythmic notations

» Discover exciting new teaching

techniques
Order #M1006, $25

Teaching Movement
& D un c e 3rd Edition

by Phyllis S. Weikart
To order call 313/485-2000 or write: HIGH/SCOPE Press, 600 N. River St.,
Ypsilanti, M1 48198.

Special Discounted Teaching Package — only $169

Set includes

v Teaching Movement & Dance, 3rd Edition (textbook)

v Rhythmically Moving 9-record/cassette series (accompanying music)
v Beginning Folk Dances Illustrated 1 - 3 (instructional videotapes)
Order #M5006SET

Attend 21990 Summer Training Institute

v Certification Program — June 17 - July 1, 1990; July 29 - August 12, 190

» Endorsed Trainer Program — August 14 - 28,1990

» Techniques for Teaching All Ages — June 18 - 24, 1990; July 30 - August 5, 1990

» Early Childhood Institute — 3-day session June 27 - 30, 1990 or August 8- 11, 1990; 6-day session
August 18- 24, 1990 '

» Introduction to Orff-Schulwerk: Music & Movement — August 1217, 190

Call 517/456-4062 for registration and additional information, or write: High/Scope Conference Center, 15141 Sheridan Road,
Clinton, MI 49236,
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Calif.: Children’s Press. 1973.

o The Boll Weevil, San Carlos, Calif.:
Golden Gate. 1967.
. The Strawberry Roan. Ibid. 1970.

* Shackburg, Richard. Yankee Doodle. New
Jersey: Prentice Hall. 1965.

* Seeger, Peter and Charles Seeger. The
Foolish Frog. New York: Macmillan, 1973,
*Singer, Marilyn. Will You Take Me To
Town On Strawberry Day. New York: Harp-
er & Row. 1981.

Spier, Peter. The Erie Canal. Garden City,
NJY.: Doubleday. 1970.

...... The Fox Went Out On A Chilly
Night. Ibid. 1961

...... london Bridge Is Falling Down.
Ibid. 1961.

* Stanley, Diane. Fiddle-I-Fee. Boston: Little,
Brown & Co. 1975.

* Taylor, Mark. Bobby Shafto’s Gone To Sea.
San Carlos, Calif.: Golden Gate. 1970.

. Jennie Jenkins. Boston: Little,
Brown& Co. 1975.

o The Bold Fisherman. San Carlos,
Calif.: Golden Gate, 1970,

o Old Blue, You Cood Dog You.
Ibid. 1970.

¥ Old Woman And The Peddler.
Ibid. 1969

* Troughton, Joanna. The Little Mohee: An
Appalachian Ballad. New York: Dutton,
1971,

Wescott, Nadine Bernard. | Know An Old
Lady Who Swallowed A Fly. Boston: Little,
Brown & Co. 1989,

Winter, Jeanette. Hush Little Baby. New
York: Pantheon Books. 1984,

Wolff, Ashley. The Bells of London. New
York: Putnam Publishing Group. 1984.
Wood, Audrey. Twenty-four Robbers. Sing-
apore: Child’s Play International, Ltd, 1989,
Zemach, Harve. Mommy, Buy Me A China
Doll. New York: Farrar, Strauss & Giroux.
1975.

Zemach, Margot. Hush Little Baby. New
York: Dutton. 1976,

* Zuromskis, Diane. The Farmer In The Dell.
Boston: Little, Brown & Co. No date.

Books Inspired by Seasonal Folk Songs

* Ames, Adrienne. Bring A Torch, Jeanette,
Isabella. New York: Scribner. 1963.

* Baker, Laura Nelson. The Friendly Beasts.
Berkeley, Calif.: Parnassus. 1957,

* Broomfield, Robert. The Twelve Days of
Christmas. New York: McGraw-Hill. 1965,
Chartier, Normands. Over The River And
Through The Woods. New York: Simon and
Schuster. 1987.

Child, Lydia Marie. Over the River And
Through The Woods. New York: Scholastic
Books. 1974,

* Di-George. The Twelve Days Of Christ-
mas. New York: Neineman. 1967.
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lllustration (reduced) from “The Tale of John
Barleycorn” by Marian Azarian (Godine).

* quanska, Janina. Din Dan Don It's
Christmas. New York: Morrow. 1975.

* Hirsh, Marilyn, One Little Goat. (Passover)
New York: Holiday House. 1969.

Jeffers, Susan. Silent Night. New York: E. P.
Dutton. 1984,

* Karasz, enka. The Twelve Days Of Christ-
mas.”New York: Harper and Row. 1949,
Keats, Ezra Jack. The Little Drummer Boy.

New York: Macmilan. 1968.

Knight, Hilary. The Twelve Days Of Christ-
mas. New York: Macmillan, 1987,

Kovalski, Maryann. Jingle Bells. Boston:
Little, Brown & Co. 1988.

* Langstaff, John. On Christmas Day In The
Morning! New York: Harcourt Brace &
World. 1959,

* Lobel, Adrienne. A Small Sheep In A Pear
Tree. New York: Harper and Row. 1977.

* Mendoza, George. A Wart Snake In A Fig
Tree. New York: Dial Press. 1968,

de Paola, Tomie. The Friendly Beasts, New
York: G. P. Putnam’s Sons. 1981.

Pearson, Tracey Campbell. We Wish You A
Merry Christmas. New York: Dial Books
Young. 1983,

* Shideler, Ross. Staffan: An Old Christmas
Folk Song. Berkeley, Calif.: Parnassus. 1970.
Shoemaker, Kathryn. Children, Go Where |
Send Thee. New York: Harper & Row. 1980.
Swan, Susan E. The Twelve Days Of Christ-
mas. Troll Assocs. 1981,

Wildsmith, Brian. The Twelve Days Of
Christmas. London: Oxford. 1972,

Note: Many of the books listed here are from
the private bibliography of Dr. John Feier-
abend, Hartt School of Music, University of
Hartford, with his permission.

1990 Orff-Schulwerk

Teacher Training Program
July 9 - 20
3 levels based upon AOSA guidelines

with
Barbara Peacock, Director
Steven Daigle
Lynne Rahmeier
and
Pamela Yankowskas

For more information contact:
Special Programs - OE
University of Lowell Continuing Education
One University Avenue
Lowell, MA 01854-2881

University of Lowell College of Music
One University Ave - Lowell, MA 01854-2881 - (508) 934-2480

The University of Lowell is an Affirmative Action/Equal Opp

ity/Title IX Uni

2
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Video Previews

Nancy Ferguson:
Jewels for Juveniles 35 }J)

Two tapes from the Detroit, 1988 confer-
ence are probably the only ones in the AV
Library collection intended for the middie
school (grades 5-8) music classroom. Nancy
Ferguson’s “Jewels for Juveniles” works with
music familiar to many and particularly
appealing to the pre-adolescent age group.

Middle school teachers often have special
problems, says Ms. Ferguson. Their students
may come to them with little previous music
experience and often are reluctant to partici-
pate in a class activity like music making. By
choosing music which is appealing and by
presenting it elementally, Ms. Ferguson
hopes to stimulate those students especially.

The first piece presented is John Denver's
“Grandma’s Featherbed,” arranged by Nan-
cy Ferguson for Orff instruments. The accom-
paniment is first taught rhythmically through
clapping, then transferred to xylophones. The
accompanying movement is based on tradi-
tional square dance figures with the vocals
added last. Ms. Ferguson gives suggestions for

MANSFIELD 5=

UNIVERSITY A&

ansield, PA 16933

Announcing

Clinicians

ORFF-SCHULWERK COURSES LEADING
TO CERTIFICATION

LEVELS L, II, III - July 16-27, 1990

DEMONSTRATION WITH CHILDREN
IN ALL ORFF LEVELS

Lorraine Neill - Level I; Jack Neill - Level IT;
Barbara Potter - Level ITI; Kit Bardwell - Movement;
Martha Crowell - Recorder

Available for 3 semester hours graduate credit or as non-~credit.

For further information write or call:

'DONNA MARCHETTI

improvised sections and additional instru-
mental possibilities.

The second piece is a calypso arranged in
jazz style by Ms. Ferguson. It is instrumental
only with improvisational sections played on
xylophones. Accompanied by keyboard osti-
nato, they are in the mixolydian mode.

The 47-minute tape has good picture
quality; some slight sound problems may be
annaying, but do not interfere with hearing all
of the session.

Richard Layton:
Beginnings to End 36 BE

Of a different nature entirely is Richard
Layton’s session “Beginnings to End.” True to
the title, Layton presents the beginning of a
musical experience, leaving it up to our
imaginations to conceive the end. His intent
is to show how the establishment of quality
from the beginning with a good idea, good
music and good movement can be the basis
for musical exploration initiated and com-
pleted by the students. This kind of open-
ended situation is most rewarding for them,

says Layton, because in the end “they own it;
it is theirs”

Layton begins with a story about early
man’s quest for fire, which is possessed only
by the gods and goddesses. The story is
recited accompanied by a Schulwerk piece
for recorders and instruments. Improvised
movement and music tell the story and the
mood is chill and dark, depicting people’s
fear of the setting sun and oncoming darkness.
and cold.

A second piece, stately in nature and also
from the Schulwerk, becomes a dance of the
gods and goddesses in their adoration of fire.
This, too, is played by recorders with instru-

~ mental ostinati. '

The session ends here: the story is incom-
plete, At this point, Layton says, he allows the
students to create their own ending. They
improvise melodies, dialog and movement to
depict the search and attainment of the gift of
fire.

The hour-long tape has both geod picture
and sound quality.

CHESAPEAKE ARS WORKSHOP

3 hours graduate credit available.
For information and brochure contact
Ken Koester, Box 1302, Centreville, VA

Scott Reiss, Tina Chancey

(of HESPERUS), co—directors

JULY 8-14, MT. VERNON COLLEGE
Washington, DC

CLASSES IN: Recorder technique,
medieval, renaissance, baroque
early American, traditional folk,
jazz and new age music.

MUSIC TEACHER TRAINING COURSES:
Early music and Orff-Schulwerk,
Early and traditional music in

the classroom: Carol Erion,

Tina Chancey, co—teachers.

Dr. Joyce C. Wanderlich
Department of Music
Mansfield University
Mansfield, PA 16933

(717) 662-4738
AA/EOE

Located in Beautiful North Central Pennsylvania
Resort Mountain Area.

22020 (703) 830-5839.
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VIDEO TAPES NOW AVAILABLE

SPECIAL: AOSA film
now available on videotape.
American Odyssey

John Bergamo, Kansas City, 1985
Hand Drum Technique

Dr. Edith Bondi

Papa Shamus Hanukah Operetta
Steve Calantropio, Kansas City, 1985
Intermediate improvisation:

A Matter of Style

Freda Ensign
Music Making with Children

Jane Frazee, Kansas City, 1985
The Gift and Challenge of Carl Orff

Danai Gagne and

Judith Thomas, Boston, 1986
Children Involved—

Developing African Materials
Richard Gill, Portland, 1982

I Can Make Music

Moving Mostly Musically

Closing Speech and Performance:
United We Stand, Divided We Fall

Doug Goodkin, Kansas City, 1985

A Multi-Faceted, Multi-Cultural Exper-
ience for Upper Elementary Students

Lynne Jessup, Kansas City, 1985

Back to the Roots—African Xylophone

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

1MGK1 1MGK2 11GK3
1MGK4 TMGK5 11GK9 11GK16

12 SR

Helen Kemp
Sing and Rejoice:
Guiding Young Singers

12 BM Body, Mind, Spirit, Voice:
Developing the Young Singer
John Langstaff, Boston, 1986
Ritual Dance, Morris and Sword
13RD1Part1, 13RD 2 Part 2
Peggy McCreary, Kansas City, 1985
14 CO Caring for your Orff Instruments
Beth Miller, Boston, 1986
Introduction to Schulwerk, 3 Sessions
15181 15182 15183
Konnie Saliba, Kansas City, 1985
16 SP Singing, Playing and Moving:
Theory, Activity, Creativity
Marcelyn Smale, Boston, 1986
17 YL Young Learner, Active learner
Jim Selomon, Kansas City, 1985
18 LA Latin and African Rhythm Ensemble
for the Elementary School
18 SB  South of the Border, Detroit, 1988
Shirley Sushereba
19 CS Challenger Shuttle Tribute
Jos Wuytack, U. of Washington, 1979
20 OS The Orff Schulwerk Process
20 FP  Final Performance, U. of Washington
20 CC  Orff Schulwerk Process,
Chicago, 1987
" Lillian Yaross, Boston, 1986
21PD Prop Up the Day
21 NB  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)

23 RR

24 AF

25 SH

26 AA

27 JF

28 EA

29 MC

30FS
31PP

33 LS

34 MG

35))

36 BE

37 FP

38 MB

39 OT

Reminiscences, Reflections of
Toronto, Detroit, 1988 (D. Hall,

. Matthesius, G. Nash)

Margaret du Gard, Chicago, 1987
Afro-American Culture, Grades 2-6
Shenanigans, Chicago, 1987
Multi-cultural Folk Music

Pat Hamill, Chicago, 1987

Arts Alive

Dr. John Fines, Chicago, 1987
Imaginative Approaches to Art

Sue Snyder, Chicago, 1987
Educating Administrators 1 & 2
Grace Nash, Music With Children
Rhythm and Pulse, Musical Forms, Fx
pressing Note Values, Music in Action
Bob deFrece, Chicago, 1987

From Song to Movement

Portrait of Polynesia

Lois Birkenshaw-Fleming,

Detroit, 1988

Everybody, Let's Sing

Dee joy Coulter, Detroit, 1988
Music’s Gift to the Developing Mind
Nancy Ferguson, Detroit, 1988
Jewels for Juveniles

Rick Layton, Detroit, 1988
Beginnings to End

Ursula Rempel, Carolyn Kunzman,
Detroit, 1988

For Our Pastance, We Play and Dance
Mary Shamrock, Detroit, 1988
Multi-cultural Bridges: Asia
Katharine Smithrim, Detroit, 1988
Once Upon a Time for Pre-School

1. All tapes are in VHS format, Conference tapes are usually 90

minutes long; others may be shorter,

2. Please write two separate checks: one for all fees, one for all
deposits so deposit check can be returned promptly. Limit: three

tapes per order,

For each tape ordered: $20.00 deposit

$5.00 postage and handling for each tape requested.

Length of borrowing time: two weeks from date mailed.

4. Overdue tapes may result in forfeit of deposit; warning notifica-

w

tion will be sent.

5. AOSA pays postage and handling for outgoing videos. Borrower is
responsible for return costs. We strongly recommended that

returning videos be insured.

Use the form below or a copy to assure accuracy. Order by number

and give alternate dates. Order from

Donna Marchetti, Film Librarian
3105 Lincoin Blvd.
Cleveland Heights, OH 44118
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TO BORROW VIDEOTAPES

NOTE: All tapes are the property of the American Orff Schulwerk

Association, No tape may reproduced for any reason. We are sorry

that overseas borrowing is not possible at this time due to differences
in video equipment and format.

Tape(s) requested

Dates: 1st choice 2nd choice
Name

Address

City State Zip

To facilitate the return on deposit, please write two separate checks; one
for all postage/handling, one for all deposits.
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o~ Orff Schulwerk_
Teacher Training
Workshops
Level I er IT

- June 18 - 29, 1990

- at the ‘Dalton Center on the WMU Campus
~Instructors: Carolyn Tower, Marion O Connell,
- Pat Hamill, Jann Battersby, and Penny Mahoney

- WESTERN MICHIGAN UNIVERSITY

- Contact Western- Michigan University
~ Kalamazoo Off Campus Programs. - : ‘ The official AOSA poster would look handsome in

" Division of Continuing Education : your music room or at your chapter meetingplace.
 Kalamazoo. Ml 49008-5161 ; i It is blue and silver, measures 24" x 36", and is
- il - > : e shipped to you in a mailing tube, Send $5.00 to
_ (616) 387-4170 : AOSA, P.0. Box 391089, Cleveland, OH 44139-1089.

FREE
CATALOG

“THE NAME THAT MERITS YOUR CONFIDENCE"”

Since 1928

receive
a free

catalog
Wwrite to:

. P.O. Box 1003
Elkhart, IN 46515 219/294-6602
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President’s Message

A recent issue of Time magazine (February
5, 1990) included an essay titled, “Education:
Doing Bad and Feeling Good.” The author,
Charles Krauthammer, reported that although
13-year-olds in the United States came in last
on a standardized math test, behind students
from Korea, Spain, Britain, Ireland and Can-
ada, the students “felt good” about math. In
fact, U.S. students ranked first in answering
“yes” to the statement, “I am good at mathe-
matics,’ while the Korean students, who
came in first on the test, were refuctant to
acknowledge their own expertise.

This situation gives educators in our coun-
try yet another concern to ponder, for |
believe the issue of balance between good
feelings (some would call it self-esteem) and
real achievement is worthy of consideration
by teachers in many subject areas, including
music.

But this is not enough. The students’ good
feelings must be based on a solid foundation
of truly important musical learning and must
stand the test of critical inquiry over time. Can
our students demonstrate the ability to be
honest and non-judgmental in evaluating
their own work and the work of others? When
this happens, the “good feelings” become
honest and true, and self-esteem has deeper
and more long-lasting qualities.

JUDY BOND

Krauthammer concludes his essay with the
statement “the pursuit of good feeling in
education is a dead end. The way to self-
esteem is through real achievement and real
learning” Because good feelings and devel-
opment of self-worth are inherent in the Orff
approach, we need to continually ask our-
selves whether we have worked toward the
highest levels of achievement and under
standing with our students. We are truly
blessed with an approach that provides us
with good feelings as we teach, and they are

important. It is up to us to learn to use the

Special Offer

Music andl Instruments For Children

2430 So. Universlty #103
Denver, CO 80121 RN

(303) 778-ORFF

309: Aulos Alto Recorder — Outstanding solo Instrument;
strong, full sound throughout entire register; curved

windway. $15.00 each

311: Aulos Tenor Recorder — ldeal Instrument for solo

and consort players; crisp, clear sound; curved windway

and thumb rest. $45.00 each
Both $50.00
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approach at its most intensive, meaningful
level to enable our students to experience
“retal achievement and real learning”

Shortly after reading that essay, | encoun-
tered another thought-provoking item in the
newsletter of an esteemed music education
organization. A secondary-school choral
director had attended a conference where he
observed a group of elementary school music
teachers, To paraphrase his remarks: “They
were not terribly interested in music educa-
tion philosophy, just in picking up credits to
stay certified and picking up some new tricks
to get through their next class” Could this
have happened at an Orff workshop? Per-
haps. It's certainly food for thought, another
example of how we are challenged, not only
to search for the best in ourselves, but to
reach out to others and share these challenges
whenever we have the opportunity.

In the next Orff Echo there will be details
about a forthcoming AOSA effort to increase
our membership. Please think about this in
relation to what we have to offer potenitial
new members. Let's acknowledge that we
have something exciting and wonderful and
begin to take personal responsibility for
reaching out to music educators who have
not yet discovered the challenge of teaching
music with Orff Schulwerk..(]

Harps of Lorien
610 North Star Route OR
Questa NM 87556
(505) 586 1307

Little Minstrel

Lyra-Harp
Fine Quality Musical Instruments

for the
Whole Family
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NEW FROM JIM SOLOMON—AUTHOR OF

“MONKEY BUSINESS” & “A VILLAGE DAY”

...AVAILABLE THIS SUMMER!

The Body Rondo Book

(12 Body Percussion Rondos)

Elementary to Advanced:
A collection of rockin’ rbythmic adventures
Sfor upper elementary through adult ages.

HAVE YOU SEEN THESE THREE EXCITING -

NEW ORFF PUBLICATIONS FROM C.M.S.?

GREAT BIG HOUSE, by Mary Helen Solomon is & collection
of folk songs, rhymes & original music with fall and winter themes.
It contains speech pieces, part-singing and recorder pieces.

A VILLAGE DA%, by Jim Solomon takes us through a day
in the life of an imaginary village set in deepest Africa. It is written
for unpitched percussion, Orff instruments, voice, recorder,
dance and movement.

I’M IN THE MODE FOR DANCIN’ DINOSAURS,
by Linda Ahlstedt is a musical for Orff instruments and voices that
takes us back to a time when dinosaurs roamed the Earth and
modes were kings.

NOW AVAILABLE FROM THESE

FINE MUSIC COMPANIES!

ABA-Music for Children » 217 Madrona Ave. SE » Salem OR 97302 » 503-398-0345
Arizona Music Center * 4734 West Glendale Ave. * Glendale AZ 85301 » 602-834-3273
Cheistian Muskc Center » 2146 S Division » Grarxi Rapids Mi 48507 » 616-452-1418
Duncan Music Co. » 1409 S Stratford Rd. » Winston-Salem NC 27103 » 919-768-5680
Friade] Musikallen * 420 W Oakwood Blvd. « Redwood City CA 94061 = 415-369-3868
John McCrea Music = 8361 Allison » La Mesa CA 92041 +619-698-7272
John's Muslc Center = 4501 Interiake North #3 - Seattie WA 98103 » 206-548-0916
LM of Rasca, iiiinols » 127 N Wainut St. - Itasca I 60143 » 800-456-2334
Lyons « 2415 Industial Parkway/P.O. Box 1003 - Elkhart N 46516 +219-284-6602
Mannerino’s Shest Music « 7605 Hamilion Ave, * Cindnnati OH 45231 « 513-522-8975
MMB Music, Inc. » 10370 Page Indusirial Bivd. « St. Louis MO 63132+ 800-543-3771
Motter’s Music Houss, Inc. « 6228 Mayfiekd Rd. » Cleveland OH 44124 » 216-442-7470
Music & instruments for Children

2430 S Unlv., #103 » Denver CO 80210 « 303-778-6733
Music in Motion 783 N Grove, Sulte 108 » Richardson TX 75081 »214-231-0403
Muslk Innovations - 9600 Perry Hwy * Pittsburgh PA 15237 » 412-366-3631
Palge’s Muslc <5252 E 65th St. Indianapoiis IN 46220 «317-842-2102
Re-Creations *511 S Spruce « Vivian LA 71082 - 318-375-4783
Rhythm Band Inc. » P.O. Box 126 « Fort Worth TX 7610-0126 = 800-424-4724
Sorden Music Store » 404 WMalri St. » Ottumwa IA 52501  615-682-8033
Support Services « 221 Milk St. » Westborough MA 01581 *» 508-366-2051
Ted Brown Music Co. * 1121 Broadway Piaza - Tacoma WA 98402 » 800-247-1536
The Recorder Shop®

2 Hawiey Lane/P.O. Box 34 « Hannacroix NY 12087 »518-756-2273
The Woodwind & The Brasswind

19880 State Line Rd. « South Bend IN 46637 » 800-348-5003
West Music Co., Inc. » 1212 5th SUP.O. Bax 5521 «Coralvile |A 52241 - 800-397-8378
Wingert-Jones Music, Inc. *

2026 Broadway/P.O. Box 419678 « Kansas City MO 64108 » 800-821-5704
World of Music - 20015 Stevens Creek Bivd. » Cupertino CA 95014 » 408-252-8264

Comprehensive Music Services, Inc.
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State

Alabama
Alaska
Arizona
California

Colorado

Connecticut
Florida

Georgia
Hawaii
Idaho
Illinois
Indiana
lowa

Kansas
Kentucky
Louisiana
Maine
MD-DE-DCVA
MAVT-NH-RI
Michigan

Minnesota
Missouri
Nevada
New Jersey

New Mexico
New York

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

Wisconsin
Wyoming

AOSA CHAPTERS, 1989-1990

Chapter Name

Alabama

Alaska

Arizona

Inland Counties
Los Angeles
Monterey Bay
Mount Lassen
Northern California
Orange Coynty
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

West Michigan
South Central Minnesota
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 Hilis

Sioux Valley
Memphis

Middle Tennessee
Central Texas

Dallas Metroplex
Texas Gulf Coast
Virginia Highlands
Evergreen

Inland Empire
Greater Milwaukee
Wyoming

President

Marsha Alexander
Elaine Larson

Jane Lowery

Jeffry LaMarca

Lynn Kleiner

Gloria Souza
Carolyn Taylor
Merlyn Katechis
Cathy Crawford
Lucille Wooten

Meg Moeller Worth
Betty Johnson
Lillian Koppin
Susan J. Huber
Barbara K. Anderson
Madeleine Zimmerman
Christine Brown
Margaret Bunck
Susan Knowles
Diane D. Whitney
Pat Painter

Roxanne Lang Shoemaker
Beverly Schumacher
Linda Perney
Patricia Gillooly

Pat Osterby

Jeanette Callaghan
Myrna Vaughan

Sue McCormick
Jimmie Dee Kelley
Margaret P. Hall
Nancy ). Cash

Carol Robinson
Becky Ellis

Mary Anne Barczak
Bill T. Henson

Mary Ann Conklin
Linda Riihilouma
Ralph Maddox
Sherry Hill

Marjorie Sue Phillips
Denice Hendrickson
Elizabeth Molland
Diane VanHise

Kelly Tyma

Priscilla Zimmermann
Stephen F. Leonard
Claire Haines
Geraldine Stromberg
Anne Marie Spaliina
Peggy Wojcik-Schackman
Mary Benzel

Mary Redfoot
Karen B. Hudson
Judy Johnson and Jan Candee
Dale Poling

Carol Jacobus

Brian Burnett
Carolyn Ruffin
Richard P. Kaiser
Melinda Jordan
Deborah Pizzi

Jean Wilmouth
Beverly Williams
Carla Sue Wilde
Sandra Freund
Susan Ramsay

Jane Titterington
Lora Robison

Julie Marczak
Connie Southerland
Diane Graham
Melinda Harper
Mary Karlen Petersen
Patricia M. Will
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AOSA Ethics Statement

The statement on Professional Eth-
ics was adopted in November, 1988,
The AOSA Board of Trustees directed
that it be printed in The Orff Echo. It
also should be read at the start of all
AOSA and chapter meetings and Lev-

els Courses. It may appear in chapter .

newsletters, but if so, it must be
printed verbatim.

The American Orff-Schulwerk Asso-
ciation strongly encourages mem-
bers to be positive and discreet when

discussing our organization, specific -

courses and/or teachers and the Orff
movement. The very nature of the
Orff Schulwerk philosophy em-

bodies a broad spectrum of expres-

sions, exploring different paths to
arrive at artistic and educational
goals. Members are encouraged to
recognize and remain open to varied
approaches and to celebrate both
* our differences and our similarities.

Imagine. ... .Orff Schulwerk

 Summer 1990
in Fort Collins
at the foot of the Rockies

University

A comprehensive program,
A professional staff:

Elizabeth Gilpatrick with
Judith Cole, Dennis Rogers, and Leslie Timmons

June 11-15: Introduction to Orff Schulwerk
a preparatory workship

June 18-30: Levels I, II, III, and post-
training studies.
AQOSA approved training program.

Credit is optional and may apply to a MM, in Music Education.

Colorado State University offers bachelor degrees in Performance, Music
Education, and Music Therapy.

Master of Music programs include Performance, Music History and
Literature, Music Theory, Conducting, Music Education, and Music
Therapy; some of these programs are available in summer sessions.

For information about Orff Schulwerk, summer programs, or degree programs, write or call
Summer Programs Information
Department of Music, Theatre, & Dance
Colorado State University
Fort Collins, Colorado 80523
(303)-491-5529

STUDENT
. TEACHER
. PERFORMER

Send.for
) FREE

"( o catalog,

o

R B

weel Fipes

23 SCHOLAR LANE, LEVITTOWN, NY 11756

JumpStart!”

Charge up your recorder students
without draining your budget

)

. New Recorder Materials
A New U Copy'em F
g py em Format

Call or write today for FREE descriptive catalog

Gracenote, Inc. Dept. D
6 Summerwood Road West Simsbury, CT 06092
(203) 651-3320
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You Should!

I’m Oscar Schmidt, for over

100 years the most complete,
affordable source for your music
education needs. I bring you the
original AUTOHARP, a fine
selection of affordable Orff
instruments, and the magic of
rhythm band instruments. Get to
know me, I’ll leave a song in
your kids’ hearts.

For a free catalog, call us . . . 1-800-US-SOUND

OscarSchmidrt

... Let the Music Begin! 7

230 Lexington Drive Buffalo Grove, IL 60089 (708) 541-3520 or (800) 877-6863

Autoharp® is a registered TM of Oscar Schmidt, Int.



From My Bookshelf:

Every Schulwerk teacher has a few favorite
books of words, songs or games, those
dependable ones to dip into when ideas
seem a-bit tired. Do you have three or four
you couldn’t do without? Describe them, tell
THE ECHO why you like them and share
your discoveries with other readers for this
column “From My Bookshelf” Send to the
Editor, 332 Gerard Avenue, Elkins Park, PA
19117. Thank you.

SING A SONG OF POPCORN (Anthology)
Scholastic, NY. 1988

REFLECTIONS ON-A GIFT OF WATER-
MELON PICKLE (Anthology) Scott Foresman
and Co. Glenview, Ill. 1966.

YOU BE GOOD & FLL BE NIGHT; Eve
Merriam. Wm Morrow and Co., NY 1988.

I AM PHOENIX. JOYFUL NOISE, Paul
Fleischman, Harper and Row, 1985, 1988.

The nursery rhymes we depended on for
speech materials for use with children in the
early years may have lost their charm by third
or fourth grade. And somehow, many recent
collections of contemporary poems lack their

rhythmic swing, musicality, clear framework:

and whimsical appeal.

The books suggested here are gems, extra-
ordinary for their content, style and unlimited
possibilities for Schulwerk classes.

Sing a Song of Popcorn, once called
“Poems Children Will Sit Still For” contains
128 poems, both ancient and contemporary,
culled from the work of such poets as Vachel
Lindsay, Ogden Nash, Emily Dickenson,
Robert Louis Stevenson and Shel Silverstein.
Nine thematic sections cover people, weath-
er, animals, spooky poems, stories and
nonsense rhymes. Nine Caldecott Medal
artists illustrated the sections, each in a
striking, unique style. This is recommended
for every Schulwerk teacher’s bookshelf.

Reflections on a Gift of Watermelon Pickle
brings 300 poems of a more sophisticated
nature. There are as manyin free verse as in
crisp rhyme schemes; William Carlos Wil-
liams, Carl Sandburg, May Swenson and
Hillaire Belloc are here in company with
John Ciardi and Arthur Guiterman. We can
discover lesser-known poets who surprise us
with the music of their words and the colors
of their imaginations. In print for 12 years,
these are poems for older classes and may
provide inspiration for their own writing. My
copy is full of page-markers from reading it for

by Karen Lee Schmidt, is subtitled “jump-on-
the-bed poems” for their strong rhythms, but
to me their greatest appeal is in the pure
sound of the words. Her playfulness and love
for the language sing out; every page brings
new delights. It was hard to choose a favorite
to quote, but try this one aloud with a child
you know:

Knobby green pickle,
wrinkled purple prune,
what can you see

by the light of the moon?
Silver satin pickle,

velvet silver prune,
everything changes

in the light of the moon.

Very special for all ages from pre-talkers to
good readers . . . and you.

Any of these books would make a fine gift
for a birthday, holiday or to the parents of a
new baby. These two books by Paul Fleisch-

man, however, were written specifically to

be read by two voices or groups, and they are
pure gold for the Schulwerk classroom. The
duet and antiphonal poems in | Am Phoenix
have birds as their subject; the words flow,
interlock and soar. Illustrations are by Ken
Nutt. Strong integration with other subjects
can be found, as in “The Doves of Dodona”
with Greece, or ecology with “The Passenger
Pigeon!

Joyful Noise focuses on insects; the two
voices describe them well, singing back and
forth in fine fashion. But it is their inspiration
for movement (and graphics) that excited me.
[lustrations by Eric Beddows are accurate,
whimsical and fascinating. Try the “Whirligig
Beetle” on a blase 4th grade!

Libraries may yield other anthologies or
single-author books of poetry and you may
have favorites to suggest or share. It's a
sparsely-flowered field; our students can be
as inspired with fine words as they are with
the quality musical experiences we offer.

TA
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Featuring these fine products:

- Have it
Quality products e Competitive pricing

Same day processing -
Friendly, knowledgeable people.

Aresource center for elementary classroom music teachers.

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.

my own pleasure.

Eve Merriam, whose lines on How to Fat a
Poem open the previous book, gives us the
best read-aloud poetry book to come along in
years. You Be Good & I'll Be Night, illustrated
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Letter to the Editor

To the Editor:

[ am writing regarding the piece “You know
you're teaching 6th graders when...”
which appeared in the Summer Echo 1989. If
this is a letter, it is a shame that Jack Neill has
such a naive attitude about 6th grade chil-
dren; if this is an article then shame on you for
printing such a put-down laden piece.

Itis unfortunate that such stereotypes about
adolescents are perpetuated like this. These
kids have a hard enough time dealing with
themselves as they change, without (I as-
sume) a teacher who regards them as “crea-
tures” adding to it. It is no wonder his
students don't respond with “good morn-
ing/ or groan when given directions or don't
want to look at or hug him as they pass in the
hall.

Sixth graders (and junior high students) are
one of the most vulnerable yet exciting
groups of people with which to work. They
need love and understanding. They want to
be challenged yet need to know it is OK to
make mistakes. They also need to know that
their teachers like them and do strange things
(don't we all say and do strange things?). And
don't forget: they know exactly what you

think about them because they certainly
aren’t dumb!

| hope Mr. Neill reflects on his attitudes
about these kids and that the Echo is careful in
the future, about what it prints (since AOSA is
an organization for the advancement of
music for children, right?)
Ron Ebbers

Response:

| agree with you that any teacher who
seriously regards sixth graders, or any stu-
dents, as mere “creatures” has no business in
a classroom or in The Orff Echo. However
my little piece was intended as a humorous
item, a caricature in words, so to speak and,
as in all caricatures, exaggerations were made
to enhance the comic effect. By no means
should it be considered-as a reflection of my
attitudes toward these students.

Humor plays a very important role in my
classroom. It has shortened many long days;

it has relieved many potentially stressful.

situations; it has aided my students and me in
maintaining our sanity all these years, Chil-
dren in my classes discover from the very
beginning that serious learning can occur

without the teacher taking himself too seri-
ously.

Wit is often most at its sharpest when it is
aimed at something the “jester” especiaily
loves. The comedienne, Joan Rivers, for
example, made us laugh for many years by
playfully poking fun at her husband’s sup-
posed foibles and idiosyncrasies. Her reac-
tion at his death a while back was indicative
of her true feelings.

| have taught sixth grade students for over a
decade and my experiences with them have
been immensely challenging and thoroughly
enjoyable, Throughout the years they have
been among my favorite groups with which
to work (I'm also quite partial to kinder-
gartners), Of course | am interested in my
sixth graders, indeed ALL of my students, as
individuals. [ am concerned with their pro-
gress and their growth, as musicians and,
more importantly, as persons.

Obviously, none of my students are likely
to read The Orff Echo, but if they did, I'd bet
that none of them would feel “put down” by
my writing. They have no doubts about my
feelings toward them. | am sorry that my
piece offended you, but | truly believe that
you misunderstood its intent.

Jack Neill

GOLDEN BR
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AUTHENTIC ORFF-SCHULWERK INSTRUMENTS

P.O. Box 24469 » Cleveland, Ohio 44124
Phone 216/461-1304

LDEN BRIDGE U.S.A. INC.
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NEWS AND VIEWS

BARBARA POTTER, EDITOR
CALIFORNIA

Recently, the Mt. Lassen Chapter honored
three of its members by making them Honor-
ary Life members. They are Susan Delgado,
Judy Lynn Johnson and Jan Rapley. And at an
October workshop, three AOSA presidents
were present: Judy Bond, Gin Ebinger and Jan
Rapley. Each was given a memento of the
occasion. :

COLORADO

“The Improvisor,” newsletter of the Rocky
Mountain Chapter, advises its members to
take some relaxing time for themselves this
summer, in preparation for the hard work of
the conference in November. We look for-
ward to seeing that beautiful part of the
country, too.

GEORGIA

The Atlanta Chapter would be well justi-
fied in resting on its laurels for that wonderful
conference. Then in February, it made a
bridal shower for Beth Miller, conference
chairperson, who was married to Robert
LeCroy on Valentine’s Day. To be sure, all of
us send our congratulations and best wishes
to Beth.

NEW YORK

In January, the New York City Chapter
held a cooperative workshop with the Dal-
croze and Kodaly chapters in the city. Word
has it that their unique T-shirts have been
spotted everywhere; not only in the down-
town New York Clubs, but in Europe and
Argentina.

At Nyack Chapter workshops, people
often attend from Connecticut, New Jersey
and New York City bringing food to share.
They meet in a dance studio, wood floor,
mirrors and all.

OHIO

Volume 1, Number 1 of the Greater Cleve-
land Chapter Newsletter (Chapter No.l)
recognized Ruth Hamm for her recent contri-
bution of many of her Orff Schulwerk materi-
als to the library of Cleveland State Univer-
sity. Summer course students must have been
really appreciative and we all thank her for
her generosity. She has been an outstanding
teacher and leader in AOSA; President,
Treasurer and founding member.

Greater Cincinnati Chapter has a new
newsletter, too. It announces that there is a
possibility that members will be able to take
evening classes that will equal the content of
a typical summer course. We'll be interested
to hear how this works out,

OKLAHOMA
The Homa-Okla Chapter offers members a
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back-to-school special. Two free-to-members
workshops are scheduled for the two week-
ends before school starts, one in Tulsa and
one in Oklahoma City. These sessions are
co-sponsored by the chapter and the Okla-
homa Kodaly Educators. What a nice way to
begin the term!

PENNSYLVANIA

Philadelphia Chapter, with Debbie Pizzi
as president, has started a newsletter, too.
Last spring it had a cooperative workshop
with the Central New Jersey Chapter with
Paul Kerlee leading, in the Philadelphia area.
This spring, a caravan will travel to New
Jersey for a cooperative workshop with Tossi
Aaron leading. It's fun to meet new people
to share with,

TEXAS

‘Central Texas Chapter is planning to start a
scholarship fund this year. There's a retreat
planned for this spring to encourage real
sharing between members, formally and
informally. One of the goals for experienced
Schulwerk teachers and newcomers to get to
know each other.

UTAH

Dr. Glen Fifield as its secretary, sends the
happy news that there is a provisional chapter
in Utah that wiil probably be chartered in
Denver. Welcome aboard!

WISCONSIN

The Greater Milwaukee Chapter held a
successful fund raiser, with members soli-
citing hourly pledges for workshop partici-
pation from friends and colleagues. Forms
were available at every meeting.

There's good news from the Waukesha
suburban school district. It has recently
adopted an Orff Schulwerk-based program;
all“elementary school music teachers have
completed at least a Level | training course.

A\

SPRING

Popping flowers everywhere,
Butterflies here and there, .
Birds are singing,

Chirps are ringing,

And all of this is spring!
Amy Wright 03-02

NIGHT
As | sit in the meadow
| hear the quiet of the night
The song of the cricket in the air
The wind settles down
As the moon welcomes the night.

B.J. Elias 03-02

Sent in by Karen Medley

purposeful activities.

' OBERLIN

Summer 1990

Teaching Music To Children
June 18 - 22
Catherine Jarjisian, Director
For teachers of elementary and preschool general music
Designed to enhance musical and pedagogical skills,

increase knowledge of current educational practices in
music, and stimulate creative ideas for engaging children in

Comments from past participants:
“Excellent...never a dull moment!”

“lam coming away with fresh ideas and techniques which will be most
valuable to me in my teaching experience.”

“Most definitely the best workshop I have attended.”

For a detailed brochure, contact:
Office of Summer Programs
Conservatory of Music, Oberlin College, Oberlin, OH 44074
216/775-8044
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ALBEMARLE

Coed Summerf Music Camp

0
The American Boychoir School
Boarding or Day * Boys & Girls 7-14

Session I: June 24-July 7
Session II: July 8-21

Choral * instrumental * Orff
Swimming * Arts & Crafts

For camp information write or call:
Anton Armstrong, Director

ALBERMARLE
609-924-5858

19 Lambert Drive, Princeton, N.J. 08540

Dalcroze Society To Hold Conference

The Dalcroze Society of America will hold
its biennial National Conference from July
22-26, 1990 at the University of Lowell in
Lowell, Mass.

Dr. Robert Abramson of the juilliard School
and the Manhattan School of Music will
present the opening address on Sunday. At
the core of each day’s schedule will be
classes in Eurythmics, Solfege and Improvisa-
tion at all levels and special demonstrations
and workshops related to teaching Dalcroze
Eurythmics. Beginners in Dalcroze are wel-
come,

The Dalcroze Method is based on the
principle that music is easier to grasp intel-
lectually when first experienced with the
body. The emphasis on movement (Euryth-
mics) combined with solfege and improvisa-
tion offers total involvement of mind and
body.

The goal of this conference is to provide
musicians, dancers, educators and students
with a personal experience in the method

.and to relate this experience to teaching and

performing.

Registration fee of $153 includes member-
ship in the Dalcroze Society and banquet fee,
For members of the Society the fee is $135.

ORDER FROM.
FRIEDEL MUSIKALIEN HAUS
420 WEST OAKWOOD BLVD.
REDWOOD CITY, CA 94061

(415) 369-3868

Konzert fur Kinder

mallet
wrcnpp/ng

All brands and makes - Only the highest grade of yarn and cord is used for
durability. Each maliet is hand-wrapped for consistency of sound and
maximum degree of quality control. Available in 3 hardnesses to cover the
total sound spectrum of both wood and metal bar instruments.
Mallets are atiractively color-coded for easy identification:

Red - HARD Blue - MEDIUM Yellow - SOFT
Percussion Services recommends yarn for wood, cord for metal.

Ship mallets with your preference of yam or cord and degree of hardness

Tuition does not inciude room and board.

For housing information, further details and
brochure, please call (508) 454-4664 or write
to the University of Lowell Special Programs
Office, University of Lowell, Attention: Na-
tional Dalcroze Conference, 1 University
Avenue, Lowell, MA 01854,

Kodaly Educators to Meet

The 16th Annual Conference of the Organi-
zation of American Kodaly Educators will
host a National Children’s Choir at its meet-
ing in Monitowoc, Wisc. on April 19-22,
1990, Under the direction of Mary Goetze, of
Indiana University, 120 singers will be cho-
sen from among Kodaly-trained choir mem-
bers, ages 11 to 14, with unchanged voices.
These young singers should represent Amer-
ica’s finest vocal and musical potential.

The choir will present two concerts on
Saturday evening, April 21. The music,
mailed in advance, will be rehearsed and
conducted by Ms. Goetze, a noted children’s
choir director and composer. She has been an
outstanding presenter at Orff Schulwerk
conferences as well.

along with $6.50 per par (includes shipping and handling)

TIMPAN!I MALLET COVERING - All brands and makes - Only the highest grade
of falt is used for Iong -life. Each mallet is hand-sewn for consistency of sound
and insures maximum quality control. Available in soft, medium, and hard.
Ship timpani mallets with your preference of hardness
along with $7.50 per pair (includes shipping and handling)

Percussion Services

P. 0. Box 80846
Las Vegas, Nevada 89180

(702) 365-6262
L J
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Orff Schulwerk Curriculum:

- Simplifying the Documentation

LORNA PARKER -

The following is reprinted from the Bulletin of the Orff Schulwerk Association of New South
Wales, Australia. Volume 17, No. 6, June, 1989, Used by previous agreement and with thanks.

Teachers using the Orff Schulwerk ap-
proach in their classroom music teaching
often express the view that documenting
what they do is far more difficult than doing it.
Assessing student performance against the
program (curriculum) is always a challenging
task, but something that Schulwérk teachers
find even more daunting because of its
creative and flexible nature,

Sometimes, uninformed critics of the Schul-
werk have maintained that the nature of the
approach is haphazard and essentially ad
hoc, that it is difficult to program (plan) for
and even more difficult to assess. On the
contrary, | find Schulwerk easy to program
(plan) and relatively easy to assess, both in
terms of student learning outcomes and
teaching effectiveness.

First, this approach concentrates on the
. student’s musical behavior or observable
musicianship. As the students listen, sing,
play, move or create, they can be observed
“performing” in these ways, making assess-
ment objective, measurable and fair.

| have always been keen on reducing the
amount of documentation while preserving
accountability and ensuring effective teach-
ing. If less documentation can be used in
curriculum planning and assessment, then so
much the better.
ldentifying “Descriptors”

The system | use entails the development of
a set of descriptors of learning experiences in
Orff Schulwerk, for example:
~—keeping a rhythmic ostinato
—taking the solo in a singing game
—moving sensitively and purposefully to a
musical or language stimulus
—playing a non-melodic instrument as an
accompaniment to own vocalization.

These are a few of the more than 200
descriptors | have developed for my own
use—with the help of my colleagues—but the
list does not have to be as extensive at first, It
is not difficult to identify the learning experi-
ences of Orff Schulwerk; they spring to mind
quite readily when you start. If possible, keep
your list on a word processor. You can add
and make changes easily; your curriculum is
dynamic and evolving and can change to
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meet the needs of your group. You might aim
to develop, perhaps, ten descriptors for each
of these areas;

* Singing/Speaking/Chanting

* Moving/Dancing

e Playing; Body Percussion/Melodic

and non-melodic instruments

¢ Listening

¢ Creating

o Recording/Interpreting—graphic/

traditional notation
At first, you may have trouble calling up ten
descriptors in one area but may think of
twenty in another,

The Question of Hierarchy

Do not agonize over putting the descriptors
in hierarchal order, although where it is
obvious, it is helpful to order them. For
example, “recognizing one’s name rhythm
seen in traditional notation” is a lower order
skill than “notating one’s own melodic
invention in traditional notation” Whether
clapping the pulse or clapping the rhythm of
the words to a song comes easiest to the
young child is less obvious in terms of the

hierarchy of skill development, but it is by no
means crucial to this exercise.

Approaching the Task as a Group

One way to set about the task of writing the
descriptors is to ask a group of fellow teachers
what they actually do in their Schulwerk
classes, referring to their programs (lesson
planbooks) if they wish. Descriptors for
teaching a foik dance might be:

—imitating the structure of the dance through
hand signs or simple body movements
—learning the dance by imitation while
listening to the music

—performing the dance with a group, re-
sponding to the music, without the teacher’s
direction

—inventing sections of dances, e.g. as an
episode in a rondo

—participating in the invention of whole
dance structures in a group-work situation

Another teacher might use descriptors such
as these for her vocal program:

- —singing along with a group

—remembering the content of a song by
singing along or performing the actions that

ORFF LevelsI & I1

For More Information Contact:

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

East Texas State University

Department of Music
presents

Twelfth Annuial

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 10-22, 1990

ETS IC
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go with it.

—joining in singing games

—taking the solo role in a singing game
—-singing with accurate pitch

—singing with all words clearly enunciated
.—keeping a part in a round/part song
—keeping a vocal ostinato

—creating sound effects vocally
—improvising melodies vocally

Documenting the Curriculum

When you have developed a working set of
descriptors, preface them with the statement,
STUDENTS ARE PROVIDED WITH LEARN-
ING EXPERIENCES IN:—The document now
specifies the music learning activities of the
Schulwerk curriculum, the actual content.
With the addition of a preface listing aims
(and learning goals) a school-wide Orff
curriculum is well on its way.

Class Program Development

To develop a class program, the téa'cl:uer
selects the learning activities appropriate to
the group from the listed curriculum content.
This is revolutionary for some schools where
the documented curriculum and what actu-
ally happens in the music class bear no
relationship to each other.

Teachers can document the class program
in one of three ways,
1. Write or type the required components for

CSiiGRa
Consewatory

of fMhesic

the group, selecting from the curriculum
document.

2. Use the word processor to choose com-
ponents and create a new (separate) class
program file (stored in the computer).

3. Make a photocopy of the (printed out)
curriculum and use a color highlighter to
indicate the components of the curriculum to
be used in a given time period.

Option 3 is certainly the easiest and
quickest mode of programming (planning)
and has a distinct advantage. For each
(planning) period, say a term, a different color
highlighter can be used. Over the school
year, a very clear picture of the Orff Schul-
werk learning experiences offered to a class
can be identified; it is evident that the
experiences have been consistent with the
curriculum.

These same sheets can be used to deter-
mine what Schulwerk skills the class is
already competent in. It is then much easier
to determine what still needs to be done. The
teacher can do either a full class assessment
or an individual assessment, according to the
time allocated to the task. While individual
assessments can give a more comprehensive
picture of musical behavior of the class as a
whole, most activities will be offered on a
whole class basis, so the group assessment
has validity.

presents

Suvmer SessioN Orrr COURSES
July 23 - August 3, 1990

& ORFF CERTIFICATION COURSES
Levels I, I and TII

Faculty: Beth Miller, Jacobeth Postl, Mary Shamrock, Judy Thompson, Peggy True and Rene Boyer-White

& EXTENSIONS IN ORFF SCHULWERK
Featuring noted Austrian Orff instructor
Wolfgang Hartmann

"Extensions'is a gynthesisexperienceforthose whohave natmfnctonly complete dLevels I, Tand IIL This

two-week course is designed to mest the needs of individ

s who are experi

enrichment and supplementnl materials at all levels.
gy and skills will be realized during this course with Wolfgang Hartmann,
who will involve "Extensiong' participants in practical applicati

el toft r;

d in Orff-Schulwerk, and desire

of Orff-Schulwerk with children,

Other features of the Orff summer program include "Orff for the Classroom Teachers'
and "Orff Camp for Children" (ages 8-10). For more information on the above courses,

Rene Boyer-White, Program Administrator; College-Conservatory of Music; University of
Cincinnati; Cincinnati, Ohio 45221-0003.
Or call Yvonne Becknell in the CCM Summer Session Office at 513/556-9460.
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Class or Individual Assessment

For this exercise, a new copy of the
curriculum will be required with a different
heading: “Fred Smith” or “Class 5B is
competent in":—Again the trusty highlighter
comes to the rescue. If the whole class is not
competent in a particular activity, but some
members are, the teacher can highlight, or as
here, underline only part of the sentence, or
mike annotations thus:—

“Class 5B is competent in:—

—Listening, without prejudice to a wide
variety of musical styles. (A few of the older
students in the group will not tolerate listen-
ing to anything but pop music at this stage.)”

One of the great advantages of the high-
lighted assessment sheets is that a very broad
picture of where the child or group is can be
seen at a glance. For instance, a group
assessment may indicate few highlighted
areas in the movement/dance section but
wide experience in graphic notation.

Other Aspects of the Curriculum

The copiable sheets are not the whole
story, of course. They do not indicate what
material is being used at what level, nor do
(they address) the important process of
evaluation. No value judgments have been
made about the suitability of the program,
rates of progress, etc., nor have implications
for the future been identified.

My experience has been that these areas
are much easier for teachers to cope with
once the learning experiences inventory has
been developed. The question of material is
seen in context as the vehicle by which
musicianship is developed, rather than the
end product. What is important is not that the
class can perform (a particular piece), but that
through it, students have developed the skills
needed to (understand and play) arrange-
ments of similar songs.

Summary

This approach to accountable documenta-
tion may seem a daunting task and hardly a
simplification of the process. | can only
assure readers that it is not too time-con-
suming to set up this system if it is done as a
group, and the amount of time saved in the
long run is considerable. In addition, the
degree of consistency with assessment and
curriculum design is such that the initial effort
is seen to be most worthwhile. Ol

*(Editor's additions in parenthesis)

CORRECTIONS:

Due to typographical error, the name
Anna Halprin was misspelled in Ursula
Schorn's article "Dance and Imagina-
tion" (Winter, 1990). Also, Ursula
Schorn presently teaches at a school
for social workers in Berlin, not at
the Orff Institute., She will teach at
UC Santa Cruz July 23-27 and Aug. 6-18.
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American Recorder Society
Announces World Premiere

’ 4

Ezra Laderman’s “Talkin‘Lovintleavin
for alto recorder and String Quartet, commis-
sioned in celebration of the 50th Anniversary
of ARS, had its world premiere on March 9 in
New York City. It was performed by Michala
Petri and the members of The New World
String Quartet at the Metropolitan Museum.

The majority of thé recorder repertoire
comes from the Renaissance and Baroque
periods, However, through its annual Erich
Katz Competition, the Society has encour-
aged the composition and performance of
contemporary works, including those in the
jazz idiom. Laderman’s work represents a
major contribution to the contemporary
recorder repertoire.

Members of the American Recorder Soci-
ety represent all levels of performing ability
from beginner to professional. The Society
publishes The American Recorder quarterly
and regularly sponsors workshops and semi-
nars for its members; chapters in many cities
meet regularly.

For further information, contact the Amer-
ican Recorder Society at 596 Broadway
-902, New York, NY 10012-3234 or call
(212) 966-1246,

Doreen Hall, founder and honorary patron
of “Music for Children, Carl Orff Canada,
Musique pour Enfants” was awarded the
prestigious Canadian Music Council Medal.
{Previous winners include Maureen Forrester-
and Glenn Gould.) Doreen Hall is recog-
nized as the person who introduced Orff
Schulwerk to North America.

After studies with Orff and Gunild Keetman
in Salzburg in 1954-5, she returned to
Canada to teach at the Royal Conservatory of
Music in Toronto, where she taught and
Arnold Walter introduced the first Schulwerk
classes. The following year, Doreen Hall
joined the Faculty of Music at the University
of Toronto where she devised and directed
the Orff-based summer courses. Retired two
years ago, she is now Professor Emeritus at
the Faculty of Music.

Many of those working with' Orff Schul-
werk today, by going back several teacher-
generations, can trace their educational roots
to Doreen Hall and the Toronto courses. We
congratulate her on receiving the award and
join all of her former students world-wide in
offering our best wishes.

Ligueil, France

| More
| Songs For Little Singers |

: Also available:

Songs For Little Singers

$10.50

Get both books for $ 19.50
Offer good through July 1, 1990 |

Order from:

Alice Olsen Publishing Co.
3515 N.E. 130th Ave.
Vancouver, WA 98682

(206) 896-4048

dealer inquiries welcomed

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

e Universally acclaimed!

o New wide bar instruments!

e New curvilinear frame!
~e¢ New extended range

B For information
call SYLVIA PERRY

~or BOB ESKIN
1-800-443-3592

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

Browns Mills, NJ 08015-0146

The “STATE OF THE ART” lnstruments!
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Strokes Of Gemus From Sonor

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

Palisono xylophones join Sonor’s
Orff style rosewood xylophones,
metal barred instruments, Orff style
drums, rhythm instruments and ac-
cessories to make Sonor the coun-
try’s largest source of genuine Orff
instruments. For your free Sonor cata-
log, write: HSS, Inc., Department

ED-2, PO. Box 9167 Richmond,
Vlrguua 23227. Or call us toll-free
at 1-800-446-6010.

m HOHNER + SONOR * SABIAN
Inc

PAGE 40 THE ORFF ECHO — SPRING 1990




What IS the Alexander Technique?

MILENA YOUNG

The Alexander Technique is a means of
expanding the awareness of the body; how it
is used in all activities to enhance its inherent
potential in important aspects of life, whether
in performance, business or recreation.

The Alexander Technique takes its name
from its originator, Frederick Matthias Alex-

ander (Australia, 1869-1955). Alexander's

interests in the theater developed at an early
age and his enthusiasm grew into a determina-
tion to develop a theatrical career.

He supported himself with a variety of
employment while working toward his goal
as an actor and reciter. He was a conscien-
tious student and soon was able to embark on
this career. A popular form of entertainment
in Australia in the 1880s was the one-man
recital; it was disastrous, therefore, for Alex-
ander to find that he suffered from persistent
hoarseness and loss of voice following—and
sometimes during—a performance.

He sought help from doctors and voice
teachers who diagnosed inflamed vocal

cords; the only cure proffered was complete
rest, This succeeded as long as he didn't try to
perform, but the problem recurred as soon as
the voice was at all strained; it seemed that
conversational speech caused no problem.
After a particularly important recital He lost
his voice ‘and asked the doctor if the cause

could be something he did while reciting.
The reply was that it could be; however, no
new solution was forthcoming.

To continue his career, Alexander needed
to find a way to improve the reliability of his
voice, Others had not helped; now he turned

. to himself. He couldn't feel any difference

between using his reciting voice versus his
ordinary speaking voice. Thinking perhaps he
could see a difference, he used a mirror to
observe.

After some time, he identified the differ-
ence; he saw that when acting he stiffened his
neck muscles. This movement pulled back
his head, put pressure on his larynx and
produced a gasping sound as he breathed in
through his mouth. Prolonged investigation
led him to the discovery of the importance of
head, neck and back balance in achieving
coordination and good use.

Aldous Huxley described Alexander’s fun-
damental discovery thus:
“There exists in man, as in all vertebrates, a

Clinicians:

Also featuring:

Make plans now to attend...

Choristers Guild Seminar

July 22-27, 1990
Carthage College in Kenosha, WI

Helen Kemp, children’s choir methods
André Thomas, youth choir methods
John Fejerabend, Kodaly
Philip Baker, seminar organist

choral and handbell reading sessions
classes in visuals
instrumental and dance sessions

For registration forms or more information contact:
Barbara Merry, Seminar Coordinator
Choristers Guild, 2834 W. Kingsley Road, Garland, TX 75041

(214) 271-1521
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The First Invitation

Every AOSA National Conference has a
unique personality and a special set of
qualities that make it wonderfully unlike any
| others. The Rocky Mountain Chapter’s joyful
[ skit, presented in Atlanta, offered a keyhole
glimpse of what we can expect at the
| “Colorado Collage” in Denver, November
711, 1990.

“Celebrating Music and Language Through
Orff Schulwerk” is the focus of the confer-
ence to be held at the Sheraton and Hyatt
Hotels at the Denver Tech Center. Featured

presenters are Barbara Haselbach, Mimi
Samuelson, Gerald McDermott, Dee Coulter
and many of our best-known AOSA teachers,
Special guests include Cleo Parker Robinson
and her dance troupe, Denver Taiko and the
Colorado Children’s Chorale with Duaine
Wolfe.

Conferences are enriching and informative
experiences, important to your growth as a
teacher. Make this the year you finally go—
make plans and reserve the dates now: More
program information is coming soon; look for
the official conference call in the mail in the
summer. “Colorado Collage” will be very
special . . . a real highl

“We're musicians
helping musicians.”
David Mester,
General Music
Store Mgr. / Musician
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\ ORFF INSTRUMENTS?
’ If you didn’t buy from me ...
> You probably paid too much.

Fantastic prices aren’t the only thing. Our
large selection of brand name rhythm band
sets, percussion, string, pre-band, and wind

instruments gives you everything from
Agogo Bells to Xylophones.

Call for our FREE

General Music Store Catalog
TOLL FREE 1-800-348-5003

General Music
Store

19880 State Line Rd.
South Bend, IN 46637

primary control, conditioning the proper
use of the total organism. When the head is
in a certain relation to the neck, and the neck
in a certain relation to the trunk, then
... the entire psychophysical organism is
functioning to the best of its natural capa-
city. When for any reason whatsoever, the
proper relations between head, neck and
trunk are disturbed, the psychophysical
organism comes to be used improperly.”

Here, then, was the clue to solve the
problems that Alexander had encountered.
He had to find a way that allowed proper
functioning while maintaining good use
throughout his everyday activities, a way that
also dealt with the specific demands his
acting imposed. He had to overcome a
lifetime of habitual thoughtless, quick re-
sponses, and to replace them with taking time
to stop and consider the appropriate response
before choosing to go on in a balanced and
coordinated manner.

All of this Alexander accomplished alone,
and it is a testament to his integrity that he was
able to do so. When he returned to the stage,
his audience was impressed by his greater
presence and enhanced vocal control. As a
result, many other performers sought his
help. He devised a subtle way of working
with his hands to communicate directly this
experience of improved kinetic coordina-
tion, enabling his pupils to have a greater
knowledge of themselves. He taught them
that by paying attention to the quality of their
actions, rather than concentrating on the goal
to be achieved at any cost, they could free
themselves of the tyranny of habitual and
unreasoned control of their minds and bod-
ies. They learned how to allow proper use
and functioning to become established.

After leaving Australia in 1904, Alexander
set up practices in the United Kingdom and
the United States. He established the first
teachers’ training course in 1930 in London
and today there are teachers of the Alexander
Technique all over the world.

For information on teachers and locations
of schools of the Alexander technique in the
United States contact: North American
Society of Teachers of the Alexander Tech-
nique, PO: Box 806, Ansenia Station, New
York, NY 10023, Telephone: 212-866-5640.

Milena Young, of Great Britain, was intro-
duced to the Alexander Technique by a
musician friend in 1974 when she sought
relief from chronic back pain. The success of
this approach led her to seek a new career as
a teacher of the Technique, training for
three years at the Constructive Teaching
Center in london. Milena has a private
practice with students that come for help for
many reasons and she gives workshops for
schools and universities.
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New AOSA Members

The following people and organizations
joined AOSA since the last issue of The Orff
Echo. We welcome them into membership
for the coming year. Judy Bond, President.

Shari Anderson, AL

Billie Lu Bagley, UT

Kari Barkie, WA

Tim Behrens, WA

Jennie Beverage, CA

Mirs. Faye Black, AL

Mrs. Wendy Carter, CA
Todd Clickard, CA

Karen M. Corbett, IL
Andrew Davis, VT

Mary Demorest, 1A
Patricia Diegnan, MA
Sandra K. Dobbins, TX
Mary E. Downing, ME
Anne B. Emery, OR

Diana S. Epling, KS

Susan L. Fockler, MO
Gwen Garriott, Ml

Janelle R. Gatton, OH
Lisa Geddes, OR

Linda Arms Gilbert, TN
Karen Gleave, UT
Jennifer Hall, WA

Carolyn Henderson, MI
Michael Hensley, OH
Heidi-L. Hilyard, MA
Mary Hinshaw, CA
Marion Delano Holtz, CA
Kerrin Hopper, SC

Sue C. Hulsether, DC
Penny Johnson, iL

Sherell L. Jones, WY
Elizabeth Kolasky, OH
Cheryl Koller, VA

Judy Lambert, CO

Myra Laney, NC

Elinor Levin, OR

John T, Lewis, 1A

Marie H. Liebel, MN
Kathy M. Lioyd, FL

Ruth Lord, ME

Dr. Colleen T. Ludeker, PA
Sandra Mc Donald, 1A
Mrs. Mary Alice Meeks, OH
‘Patricia Mills, NY

Sallie Morton, OH
Maureen Murphy, NJ
Beverly Nelson, 1A

Nancy A. O’'Gorman, TX
Shirl O'Rourke, OH
Oakwood College, AL
Pamela Rezach, OH
Renee Booth-Risner, Ml
Martha Rogers, MA
Andrea Schachre, Ri

Laura Sperling, CA

Susan A. Spurlock, CA
Mary Lee Stuck, M|

Jean Swenson, IA

Mrs, Arlie Swett, AK
Cynthia Crump Taggart, OH
Michelle C. Talbott OK
Jeanne Tunwall, |A
Rebekah Ventura, Ml

Amy Vorreyer, NV
Wenger Corporation, MN
Ruth Ann S. Whitener, SC
Amy Womack, AL
American Recorder Society, NY
Mansfield University, PA
Monticello High School, NY
Virginia Commonwealth University, VA
Westchester Reform Temple, NY
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Introducing ...

“AN EXCITING NEW METHOD OF -
.TEACHING STUDENTS HOW TO PLAY
ORFF AND ALL TONE BAR .
- INSTRUMENTS

JUST ASK THE KIDS .
Betre you
-go—up_to_the taslecments
tjou_bnow howtn_
—P‘Aj..‘ﬂ’)&..ﬁons
Tltke them beausn whenyou mess
up People can't here youy messp.

easy fvﬁi l“(’i:;tma b“ms:nJroﬁ/ em
G he fea Be//.s‘lclzan\-y'ﬂ{{y 7'

Use the enlarged BELLBOARD to
demontrate then monitor your students
as they learn the music at their desk
before playing the actual instrument,

BELLBOARDS are durable, brightly
colored deskiop replicas of the tone bar
instruments, varnished for lasting
beauty.

BELLBOARDS help students to
understand musical patterns and
direction and provide practice —
repetition, greatly reducing learning
time.

Promote good self esteem with
BELLBOARDS. Watch fear disappear as
your students approach the instruments
with confidence. They will feel a sense
of pride and accomplishment as they
perform with instant success.

Each set of BELLBOARDS comes
with a teaching format, 25 brightly
colored student BELLBOARDS and one
large BELLBOARD, silk screened and
dry mounted on heavy board for the
teacher's use.

Order your BELLBOARDS today!
Your kids will love them! You will love
the resuls!

Send purchase order or checks made
payable to BELLBOARDS to:

BELLBOARDS

Sue Byrnes (513) 777-6889
10105 Beacon Hills Dr.
Cincinnati, Ohio 45241

ORDER FORM
Total
Qty. Item Price

SetI
Includes 25 student BELLBOARDS
(5 assorted colors)
1 teacher’s BELLBOARD
1 teaching format

Complete - $4495 §

Individual teacher
$4,95 each S

% %&&m

TThey_help_you feel_les_aftadd
that_yaulre_gaing e _mess up besause

e liear Monvcthe oeles Takey
.. AND ASK THE TEACHERS

“With BELLBOARDS students make an
easy transfer to the instrument The
tactile approach builds confidence and
Increases the student's rate of success
with more challenging music.”

"BELLBOARDS are invaluable in
teaching students with special needs.”

“Attractive teaching aids add zest to
any learning situation. These well-
designed, durable charts are inviting to
the learner. Any age group, including
adults could profit by their use.”

"A large BELLBOARD for the teacher’s
use focuses the attention of the learner
directly on a specific study.”

[ $5.95 each S
: Individual student
. $1.90 each S

: POSTAGE & HANDLING RATES;
+ Each set BELLBOARDS 54.00

(341bs.)
+ Totalltem Cost ................ S
* Postage and Handling ....... $
¢ Total Amount Due ............ $

Individual student
- $1.75 each $

SetII

Includes 25 student BELLBOARDS
(red, black and white)
I teacher's BELLBOARD
1 teaching format

Complete - $49.95 $

Individual teacher
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BOOK REVIEWS

The opinions stated are those of the reviewer and not of the editors or the American
Orft-Schulwerk Association. The editors wish to thank those publishers and members of
industry who graciously donate copies of books and materials for review.

RING THE BELLS! A Musical for Choral
Reading, Singing and Orff Instruments,
Alice Olsen. Poetry, Elizabeth Peach. Alice
Olsen Publishing Co., 801 N. Garrison #36,
Vancouver, WA 98644. h

“Ring the Bells” is the title of the latest
publication of Alice Olsen and Elizabeth
Peach. The history, symbolism and use of
bells is a wonderful theme for their mini-
musical, a secular composition that includes
enchanting choral readings punctuated by
sound effects and songs both singable and
simple. The orchestrations are adaptable fora
wide range of students’ musical abilities; the
use of ostinati and predictable patterns makes
it easy to teach. Standard instrumentarium is
required.

“Ring the Bells!” gets a “good buy”
recommendation. It is secular but would
make a lovely offering at any church service.
1t could be part of a larger program that uses
bells as a theme, presented simply or en-
hanced with staging techniques such as a
shadow screen. It would appeal to a wide
range of ages; young people would enjoy
presenting “Ring The Bells!” and they would
benefit from the total musical experience.

THE BAROQUE BOOK FOR SOLO INSTRU-
MENTS. Grace Feldman and Marshall Bar-

ron. Gracenote Press, 100 York Street 15E, .

New Haven, CT 06510

Our first perusal of this collection brought a
smile, asigh and an itch, The smile was one of
delight in the tasty choice of musicand clarity
of notation. The sigh was of relief at the

realization that at last, trusted musicians in .

their special field have collaborated to pro-
duce fine quality music for us to teach from.
And of course, the itch was to sit down and
play every page, right now, before lunch.

The Baroque Book for Solo Instruments
offers 31 brief (one page or less each) dance
forms and marches from the period of 1650
to 1830. Composers include Boismortier,
Purcell, Fischer and Rameau as well as
Telemann, Bach and Handel. Anon is cred-
ited with eight pieces.

Most of the music is perfectly voiced for
alto recorder but plays well on soprano or
tenor. Players should be comfortable with an
octave and a halfand altos should be ready to
read up octave in a few instances. Simple
meter, few accidentals, good keys and good
marking add to the learning value of this

Margaret Agnew collection.
Since both Barron and Feldman are string
players, violin students should be able to dive
VonderCook

=

k
=

Orff-Schulwerk Certification in San Antonio

VanderCook's MECA program will bring graduate-level courses for
music educators to the St. Mary's University campus in San Anto-
nio. The following two courses are being offered for a total of four
graduate semester hours of credit:

July 9-13  Orff-Schulwerk Teacher Training Certifica-
tion Course, Level I (week 1)
Steve Calantropio and Penny Mahoney, instructors

July 16-20 Orff-Schulwerk Teacher Training Certifica-
tion Course, Level 1 (week 2)
Steve Calantropio and Penny Mahoney, instructors

Information: For a complete listing of courses -and fees, contact
Larry D. Allen, Executive Director, MECA, VanderCook College of
Music, 3209 S. Michigan Ave., Chicago, IL. 60616

312-225-6288.
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right in, too. Best of all, though, is the
appealing, lilting quality of the melodies that
could make working on them a pleasure.
Recommended for grades 5-6 and up.
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Add a new dimen-

sion to your choir
with new Suzuki
ToneChime sets. They
are expandable to four
full octaves.

We have rhythm instru-
ments crafted from rock

| ToneChime

For all the rightfr'easo:}’i‘s;' call or

write to get our 24 page color
catalogue. It’s free and so is
the phone call.

Suzuki Corporation, P.O.
Box 261030, San Diego,
California 92126.

CALL TOLL FREE FOR YOUR COPY TODAY

Continental US

1-800-854-1594

In California

1-800-542-6252
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