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Am 14. Dezember 1990 ist im 87. Lebensjahr

Gunild Keetman
Mitautorin des Orff-Schulwerks

nach einem erfiillten Leben gestorben.

- Thr kiinstlerisch-pidagogisches Werk wird weiter wirken. Ihr sprithendes Temperament, ihre grofie
Bescheidenheit und tiefe Menschlichkeit werden in unserem dankbaren Erinnern lebendig bleiben.

Im Namen ihrer Freunde in vielen Teilen der Welt:

Carl-Orff-Stiftung Diessen/Ammersee
Liselotte Orff

OrffInstitut der Hochschule ,Mozarteum® in Salzburg
Barbara Haselbach

OrffSchulwerk Forum Salzburg
Hermann Regner

On December 14, 1990 in the 87th year of her life

GUNILD KEETMAN
co-author of the Orff-Schulwerk
died after a full life.

tistic and educational work will continue to have its influence. Her effervescent temperament, her great
eness and her deep humanity will remain alive in our grateful memory.

In the name of her friends in many parts of the world:

Carl Orff Foundation Diessen/Ammersee
Liselotte Orff

Orff Institute of the Mozarteum Academy of Music and Dramatic Arts in Salzburg
Barbara Haselbach

Orff Schulwerk Forum Salzburg
Hermann Regner
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On Celebrating the Life of Gunild Keetman

How can we celebrate the life of Gunild
Keetman? When someone has touched and
enriched our lives as she has, | believe that
celebrating that gift is an important task.

We in AOSA face the loss of a person
whom circumstances and geography have
prevented us from knowing closely as a friend
and colleague. Yet we feel we know Gunild
Keetman. Over.our years in Orff Schulwerk
we have developed warm affection and
esteem for her through knowing her composi-
tions and arrangements, her exacting work
with Carl Orff for the Schulwerk volumes,
and her unstinting efforts in collecting and
setting down models for elemental teaching
in her own book, Elementaria, First Acquain-

“tance with Orff Schulwerk (English edition
Schott, 1974).

At times we have errbraced her musical
_genius and her educational ideals with a
fervor that could only puzzle so shy and
humble a personality as Gunild Keetman. A
massive weaving loom and a rich collection
of elemental instruments dominated the
small rooms in the centuries-old mill where
she lived from the thirties to December 1990.
Her art in weaving fibers and in music
dominated her life. Although she shunned
public appearances, and according to col-
leagues was at times hard to work with
because she seemed to fear failure in spite of
turning out superior work, Gunild Keetman
would conquer her fears and her shyness to
serve the causes of music and Orff Schul-
werk.

In the 1920s and 30s, after completing a
diploma at Munich’s demanding Guenther
schule, she was offered duties teaching,
composing and conducting there, where
Orff's Schulwerk was first introduced and
developed. According to the late Maja Lex,
star dancer and and director of choreography
at the Guentherschule, Keetman often re-
sponded to a fequest for a particular kind of
composition for the school’s dance troupe
with a reluctant, “but | can’t!” Yet she would
go off and experiment. “Then she would
come back the next morning and play for me
the most wonderful music for our dancing!”
Keetman and her music won raves from the
critical press when the Guenther Dance
Group made tours and captured international
prizes during the active years from 1931 to
1943,
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We can come in contact with Gunild
Keetman on any day by opening the pages of
her Elementaria or the Schulwerk volumes,
where her work is intermingled with that of
Carl Orff, Her imaginative rhythmic exercises
and the elemental melodies and accompani-
ments she contributed, each with its own
unique melodic and rhythmic color, spring
readity to life.

In the 1950s Gunild Keetman was needed
for model teaching at Salzburg's Mozarteum,

for goodwill appearances abroad, and for.

leading Bavarian children on regular, live
Schulwerk television broadcasts. Collaborat-
ing with Carl Orff's daughter Godela, the
charming host of the television shows, Keet-
man taught children on camera in the studio.
Together, teacher and students demonstrated
the progressive steps through the volumes of
the Schulwerk. Their live experimental work,
including such courageous feats as a complex

.echo canon on hand drum, are impressive. |

have met no Keetman colleague who main-
tains that this was fun for Keetman. She was
willing to make sacrifices to help people
better understand and appreciate the plea-
sure that can come from Carl Orff's Schul-
werk.

What Gunild Keetman loved to do was to
make music, especially together with others.
She believed making music should grow out
of movement and a person’s individual taste
and style. There were musical conventions
and patterns to learn, but for her, making
music necessarily included some personal
invention.

In her eighties, Gunild Keetman still re-
calied her abhorrence for the private piano
teacher she had had as a child. Although she
remembered him as a kind person, she could
not identify with the music and movement
activities he required her to do. She described
watching for him. When his dignified figure
approached her home, music portfolio
tucked under his arm, she would often disap-
pear into the woods and watch till she saw
him Jeave. Eventually she won out, and her
parents dismissed him. Gunild Keetman
never stopped believing that the dignity and
personality of the student must be considered
if one wishes to make music instruction
effective and meaningful.

Her search for satisfactory music and

movement education as a young adult led her
through trying semesters that were a disap-
pointing mismatch with her interests and
talents. When at the age of 22 she appeared at
the Guentherschule, she found it challenging
and gratifying. She reported later that Orff's
style of teaching was very person-centered. It
included canny challenges for his individual
students, as well as talk about how his life
experiences had impacted his understanding
of music. His approach inspired Keetman and
her classmates to struggle with their assign-
ments, working them over at length, often
until 10:00 at night when they had to vacate
the school building.

| believe it remains to us, in memory of
Gunild Keetman's life and work, to know and
celebrate the beauty of her music, the dedi-
cation and commitment that contributed to
the Schulwerk volumes, and the courage
with which she was true to music and art,
even when it meant stretching to fill unfamil-
iar or even uncomfortable roles. | see us in
our own personal ways doing this in our
day-to-day work. Her models are vital to our
understanding of Orff Schulwerk. Carrying on
the traditions and enthusiasm is our best
monument to the inspiration we have gained
from Gunild Keetman.

© 1989 Christa Pilger-Feiler
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William Penn's feet atop Philadelphia’s City

ity of Lowell is an Affirmative ActionEqual OpportunityTitle IX University Hall. They have become a visual symbol of
faith, support and “something to do” in a
difficult time.
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Call for Papers

The American Orff-Schulwerk Association
will sponsor research poster sessions at its
1991 National Conference in San Diego,
California, November 13-17, 1991. Research
reports dealing with any aspect of music
learning through movement, speech, singing,
playing, improvisation, or, composition in
general music or music therapy settings
would be particularly appropriate.

A poster presentation format will be uti-
lized, and the author(s) of each accepted
paper will be expected to be present at the
poster session in order to discuss the project
with interested music educators. The au-
thor(s) also will be asked to furnish 100
copies of a report summary of two pages or
less, as well as 10 copies of the complete
report,

The following guidelines will be in effect
for the paper selection process:

1. Submit seven copies of the completed
study and seven copies of a 250-word
abstract to;

Cindi Wobig, Executive Secretary
American Orff-Schulwerk Association
P.O. Box 391089

Cleveland, OH 44139

‘Include both a self-addressed, stamped,
letter-size envelope and a self-addressed,
stamped postcard with the submission.

2. The author’s name and institutional affil-
iation should appear only on a separate cover
page for each copy of both the paper and the
abstract.

3, Papers submitted for the conference must
comply with the ‘Code of Ethics’ published in
each issue of the Journal of Research in
Music Education.

4, Submissions must be postmarked by May
1, 1991, and received by May 15, 1991,

5. Aqualified group of judges will screen the
submitted reports, then notification letters
will be mailed by June 15, 1991. The
abstracts and reports will not be returned.
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FIRST POSTER SESSION HELD

Under the guidance of Research Chair
Hilree Hamilton, one of the new directions
AOSA has taken in its research offerings is the
addition of a poster session at national confer-
ences. Modeled after similar sessions at other
education conferences, a poster session is an
informal presentation during which research-
ers have the opportunity to discuss their
projects with interested participants.

At the 1990 conference in Denver, re-
searchers exhibited fifteen posters represent-
ing their recent work. Each poster displayed
important aspects of a study with a variety of
photographs, tables, graphs, musical ex-
amples and illustrations. Presenters were
available to answer questions and provide
written summaries of their projects. In addi-
tion, the researchers donated complete
copies of their papers to the AOSA library.

This is a list of posters presented at this
session:

Movement as a Musical Response Among
Preschool Children: Elayne Metz Achilles

The Effect of Two Assessment Procedures on
the Range of Children’s Singing Voices;
Carol Brown

Rhythmic Movement and Public School
Education: Conservative and Progressive
Approaches; Patricia Shehan Campbell
Musical Compositional Processes in Chil-
dren Aged Seven Through Nine Years; M.
Kay Hoffman, Steven K. Hedden, Regina
Mims (this issue)

Orff Schulwerk in North America 1955-
1959; Patricia Wallace Hughes

Training the Child Voice: A Review of the

Literature and Research; Barbara S. Leyden

Temporary Worlds: Influence of Play Set-
tings on Preschool Children’s Music and
Play Behaviors; Dannette Littleton

A Description and Analysis of an Orff Schul-
werk Program of Music Education; Sylvia C.
Munsen (Orff Echo, Winter 1997)

Traditional Singing Games of Elementary
School CHildren in Los Angeles; Cecilia
Riddel!

Effects of Two Methods of Rhythm-Reading
Instruction on Prospective Elementary
Teachers; Marcelyn Smale

Children’s Ability to Communicate Inter-
pretive Aspects of Music Through Move-
ment; Susan R. Snyder

Perceptions of Undergraduate Music Educa-
tion Majors About Their Functions Within a
School Organization; Carolee Stewart

Effects of Single-Mode Versus Multiple-
Mode instruction on the Singing Accuracy of
Young Children; Susan M. Tarnowski

A Comparative Study Between the Creative .
Musical Compositions of Second Grade
Gifted and Talented Students and Average
Second Grade Students Utilizing the Orff
Schulwerk Music Education Method and the
Xylophone Instrumentarium; Karen Tink-
ham-Robinson

A Comparative Study of Self-Reported Ver-
sus Observed Classroom Activities in Ele-
mentary General Music; Cecilia Wang and
David W. Sogin

To participate, please refer to details in the
call for papeérs for the 1991 poster session in
San Diego.
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HARTT SCHOOL OF MUSIC

SUMMERTERM 1991

JOHN . M. FEIERABEND, DIRECTOR

Music Education Workshops

June 24-28
Percussion Methodology and Pedagogy
Rosemary Small

Administration and Supervision in Music
Ken Raessler

Lifelong Voice Education and Care
Leon Thurman

Choral Music Experience for Children
Doreen Rao

Handbells: A Comprehensive Course
in Leadership Training
Donald Allured

July 1-5
Learning Theories Applied to the Teaching
and Learning of Music

Edwin Gordon

Teaching General Music and Choral Music in the
Middle or Junior High School
Larry Eisman

July 8-12
Early Music for the School Music Program
Imanuel Wilheim

Teaching Instrumental Music Based on Music
Learning Theory
Richard Grunow

Silver Burdett and Ginn
Surmmer Workshop

Teaching Movement and Folk Dance;

July 22-26
Music Alive in the Classroom: Current
Trends in British Music Education

Jill Scarfe

Making Folk Music Come Alive in the
Classroom
Jill Trinka

Lessons from the World: Music for Children
in a Multicultural Society
Pat Campbell

July 26-August 11
Choral Music Institute in St. Moritz,
Switzerland

Frank Hassemann

July 29-August 2
Early Childhood Music and Movement
John Feierabend

August 5-10
Suzuki in the Public Schools
Amy Rosen

Music Technology Workshops

June 24-28
Wind Instrument Maintenance and Repair
Jim Gebler

Piano Maintenance, Tuning and Repair Level |
Ken Lawhorn

July 1-5
Piano Maintenance, Tuning and Repair Level
Il

June 24-29

Hartt Piano Institute
Luiz de Moura Castro
Aquiles Delle-Vigne
Robert Preston

July 29-August 2

International Saxophone Seminar
Kenneth Radnofsky

Kodaly Musical Training Institute

July 1-19

Levels I, 11, 11l Certification Program
Laurdella Bodolay, Sarah Ferrebee
Victoria Loebell, lvy Rawlins,
Lamar Robertson, Gabriella Thesz,
Ellen Shifrein Velardi

July 8-12
Music for the Classroom and Chorus Grades
5-8
Sarah Ferrebee, vy Rawlins
The Music of the Classical Era for The

Classroom
Ivy Rawlins, Gabriella Thesz

Hartt Suzuki Institute for Parents,
Students and Teachers

August 5-10
Teri and David Einfeldt, Directors

Hartt Summer Youth Music Program
July 21-27

A-Sequential-Approach KenLawhorm

Phyllis Weikart Recording Techniques and Sound Technology
Using Traditional and Folk Instruments in the David Budries
Junior High Schoot General Music Class July 22-26

Rick Bunting Composing and Printing Music by Computer
July 8-19 Tom Rudolph
Opera America Workshop for Teachers Teaching String Repair

Roger Ames, Clifford Brooks, J.R. Weene

Marthalie Furber, Karen Rice,

Carroll Rinehart Master Classes
July 15-19 May 22-26

A Choral Symposium: Communication in the
Rehearsal

Paul Salamunovich,

Gail Poch, Jim Jordan

Vocal Master Class
Jerome Pruett

Youth-Gamp-forunior High-Students
Stanley DeRusha, Director
July 28-August 3

Youth Camp for High School Students
Stanley DeRusha, Director

HARTT
School of Music

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.
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Focus on Research

Music Composition With Young Children

Replicating Previous Research

Replications of studies are important contri-
butions in all areas of music research—
historical, descriptive, philosophical and
experimental. The findings of one study are
strengthened when they are supported by
the findings of another, and music teachers
can have more confidence in the informa-
tion that has been gained. However, when
the results of a replication refute the original
research, further research is necessary in
order to derive more information.

In the research summarized below;, Steve
Hedden, Kay Hoffman and Regina Mims use

a study conducted by John Kratus (1989) as

the basis for their investigation. While their
project does not replicate Kratus’ study
exactly, they draw on many aspects of the
design of his research. The results reported
below do not support Kratus’ findings and
Hedden discusses some of the reasons for
the differences in the outcomes of the two
studies.

Carolee Stewart, Editor

This article reports a research study
which Kay Hoffman, Regina Mims and
Steve Hedden conducted. The focus of
the project was to investigate the pro-
cesses through which young children
create compositions, The most impor-
tant finding of the research is that the
second, third and fourth graders re-
quired, on average, less than two
minutes to create their compositions;
this may encourage teachers to incor-
porate additional compositional activi-
ties and lessons into the curriculum.

In a recent study, Kratus (1989) explored
the ways in which young children function as
they work at an electronic keyboard on a
music compositional “assignment.” He
asked the children to “make up a little song
on the little piano” during ten minutes, then
to play the song two times “for the tape
recorder” at the end of the session. He
discovered that seven-year-olds tend to treat
a compositional “assignment” as an oppor-
tunity for continual improvisation; they used
nearly 60% of the tenth minute of the testing
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STEVEN K. HEDDEN

period to explore new ideas. The comparable
figure for the eleven-year—olds was less than
20%, for these older stude ° %

much more attention to

repetition.

1. Composition was not pi MO
program at the school. A
2. Students who had keybc

were excluded from the stuc

3. All students had to observe
time period; they were ‘‘asket
on the experimenter’s sched\

The results of the Kratus
ing; however, they are s.
limitations:

4. The students were askec
“song’ without reference -
words, they had no lyric

These limitations we
research study which ¥

Mims and | conducte ad
been engaged in crea’ ory
activities in theirmus der-
garten; they had we =, {] and
melodic improvisa CQKZW ’\& and
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uled music classes 2 ( 112 atleast
minimal experien er key-
board and compi 6 1s noted
below, the stud 1ent had
total control o é Ké‘ ime they
devoted to tf and they
composed a § - ext.

The purpos - E’@‘ as to obtain
additional ir. : 1e composi-
tional processes utilizeu .., . agstudents (a

definition of “compositional processes’”’ ap-
pears below). We labeled our subjects as
“’knowledgeable’ students because they had
experienced creative and improvisatory acti-
vities since kindergarten. Three specific ques-
tions guided the investigation: How much
time would second, third and fourth graders
use in creating compositions? Would there be
differences in the use of compositional pro-
cesses between “naive” students (those in
the Kratus study) and “knowledgeable’’ stu-
dents? Would there be differences between
“naive’ and “knowledgeable” students in
their ability to “play the song twice” at the
end of the compositional period?

We worked with 27 students from grades 2,

3 and 4, chosen randomly from a school in
the suburbs of Phoenix. Experiences in their
regular music classes that prepared the stu-
dentsfor testing were: locating patterns in
music—step-wise melodic progression vs.
leaps, or repetition, and improvising on tone-
bars to a given set of words. The students in
the study then reported individually to the
music room, where each sat in front of the
- Roland D-10 synthesizer. On the instrument,
the ten white keys from B3 to D were marked
with strips of tape and */C"’ appeared on two
of them.

After acclimating each subjectand answer-
ing questions, Kay. read the following direc-
tions aloud before starting a tape recorder:

I'd like you to make up a a song that no one
aas heard before, using the words “Will you
wy some food today? Any kind will do.”” Use
nly the white keys that are marked with tape

nd start on “C."” Be ready to play your song
for me twice the same way. Tell me immedi-
ately when you are ready for me to hear it.
(Review: What keys do you use? What note
do you start on? What are the words? How
many times do you need to play it for me?
What do you do when the song is ready?
That's right—tell me immediately.) Get ready

. start.

These directions were a paraphrase of
those Kratus used; also, “/C’* was the starting
note in the previous study.

Regina and 1 evaluated the tapes indepen-
dently and on a blind basis so that we did not
know whether a tape was produced by a
second, third or fourth grader. As we listened
to the 27 tapes, we coded every five-second
interval as belonging to one of the four
categories of the compositional process estab-
lished (and defined) by Kratus (p. 9): explora-
tion, development, repetition or silence.

Exploration: The music sounds unlike music
heard earlier. No specific references to music
played earlier can be heard.

Development: The music sounds similar to,
yet different from, music played earlier. Clear
references to music played earlier can be
heard in the melody, the rhythm, or both.

Repetition: The music sounds the same as
music played earlier.

Silence: No music is heard because of the
subject’s silence, subject’s statement or ques-
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tion, or investigator’s statement.

Length of time in creating compositions
was significantly linked with grade level:
second grade, an average of 58.67 seconds
(range from 9 to 127); third grade, 98.89
seconds (range from 43 to 163); and fourth
grade 188.33 seconds (range from €5 to-334).
The overall average was 115.3 seconds.

In a second analysis we learned that there is
. a difference between ‘‘naive’” and ‘know-
ledgeable’”’ students as to how they allocate
their time to the various compositional pro-
cesses, The “Age 7" students in the Kratus
study devoted nearly two-thirds of their time
(65.6%) to exploration; in contrast, our
second graders allocated less than two-fifths
of their time (39.4%) to exploration. The
comparable figures for older students were:
“Age 9,” 39.7%: ““Grade 4,” 14.5%.

We also discovered that there are substan-
tial differences among students at the three
grade levels in how they allocated their
attention—to exploration, development, re-
petition or silence—while they created their
compositions. Five of the nine second-grade
students were involved in development and
repetition of ideas for less than 30% of the
total compositional time; in comparison, all
nine of the fourth-graders devoted at least
44% of the time to development and repeti-
tion.

Finally, only 10% of the seven-year-olds
{Kratus) could completely replicate the song
they created, as compared with 22.2% of the
second-graders, The difference was even
greater for the older students: 35% of the
nine-year-olds and 77.7% of the fourth

-graders could completely replicate their

melodies.

Discussion

The most interesting result of the present
study is that obtained for the first research
question: How much time would students
utilize in creating their compositions? The
finding that the second, third and fourth
graders required, on average, less than two
minutes to create their compositions may
encourage teachers to incorporate additional
compositional activities and lessons in the
curriculum,

Also of interest were the differences in
results between the Kratus study and the
present one. Students in the present investiga-
tion demonstrated greater ability to replicate
their melodies and placed much greater
emphasis on development and repetition
while working on their melodies. Possible
explanations for these differences include:

1. The students in this study experienced
composition and improvisation during their
regular music classes; those in the previous
study did not have this advantage.

2. The students in the previous study lacked
experience with keyboard instruments, so
they would have devoted more time to
exploration.

3. The students in the present study had the
advantage of an assigned text (““Will you buy
some food today? Any kind will do.””) Their
compositions were more “to the task’’ than
those in the published study.* '

Reference

Kratus, ). (1989). A time analysis of the
compositional processes used by children
ages 7 to 11. Journal of Research in Music
Education, 37, 5-20.

* The complete report is available by request:
Steven Hedden, School of Music, The Univer-
sity of Arizona, Tucson, AZ 85721.

Applications Open

for Editorial Board

Applications are now being accepted for
future seating on the Editorial Board of The
Orff Echo. Term of service is four years;
placement and possible reappointment are
made by the Editorial Board and the Board of
Trustees. A detailed job description and
application form are available from:

Cindi Wobig, AOSA Executive Secretary
P.O.Box 391089
Cleveland, OH 44139-8089.

Stunio a9
Owff -SCHULWERK

HAMEL MUSIC ENTERPRISES
8703 NORTH BLUFF VIEW DRIVE
-BERRIEN SPRINGS, MI 49103

SUBSTANTIAL DISCOUNTS AVAILABLE

Percussion instruments for
Kindergarten, School,
Therapy and Family
Finest Quality available

to place order or request catalogue -

CALL TOLL FREE
1-800-346-4448

You'll be glad you did!
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RESEARCH INTEREST GROUP FORMED

The recent development of a Research
Interest Group (RIG) within AOSA is evi-
dence of the momentum that has been
gaining strength for some time, At the Denver
conference last November, the first meeting
of a fledgling RIG was held as a culmination
of the many research activities scheduled
throughout the conference. As the new chair,
| feel fortunate to find myself faced with the
challenge of helping to launch the RIG—to
determine (as the group has charged me) the
direction the members want to take. So,
navigate | will, through seemingly “new”
waters.

Many may ask, “Why was a Research
Interest Group formed?” and “What is the
purpose of such a group?” Given the many
imaginable and yet-to-be determined direc-
tions this RIG might choose, | can- only
speculate about what this group might do and
why it was formed. The answers lie some-
where in our assumptions about research and
Orff Schulwerk. With regard to the first, we
must ask ourselves “What is it, exactly, that
constitutes research?” “What kinds of things
can we learn from doing research?” “Who
will do research?” The answers, it seems to
me, can only come from the members
themselves.

From where [ sit, | see a group that will not
be led by “authorities” but instead by the
authority of its members, And who are its
members? Of the sixty-one people who have

joined the RIG, thirty-six have already indi-

cated their background and research interests
in response to the research committee’s
survey, first published in the Summer, 1990
Echo. Ten teach in universities, twenty-four
work directly with children as music special-
ists or classroom teachers and two are full
time doctoral students. Unlike our MENC
counterpart (SRIG) whose members are pri-
marily people in higher education, the make-
up of AOSA's research interest group (RIG) is
a healthy blend of teachers at all levels.

What are these people interested in with
regard to research? Again, the survey re-
sponses provide some clues, Of the range of
research interests that have been articulated,
a few stand out. These include inquiries
about (1) the interdisciplinary nature of Orff
Schulwerk pedagogy, particularly how Schul-
werk experiences influence language devel-
opment, (2) the creative and imaginative
development development of children who
participate in Schulwerk experiences, (3) the
Orff approach’s teaching process, and (4)
teacher training.
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Finally, how will we pursue.our research
interests? What methods shall we use, and
who will do the research? Collaborative
projects have been suggested, where teachers
and researchers work together, asking ques-
tions, collecting and analyzing data and
reporting findings. Teachers-as-researchers—
a concept which has been promoted at recent
AOSA conferences—is a well-established
tradition in education research, which may
enable us to gain a more comprehensive and
multi-layered perspective of Schulwerk pro-
grams and practices. And many people will
inevitably venture off on their own, con-
ducting research as part of their masters’ or
doctoral work.

What has been missing in the past has been
a way to communicate our ideas with one
another. One of RIG’s more obvious func-
tions might be to facilitate dialogue among its
members, In addition, it has been suggested
that the RIG take responsibility for dissemina-
ting information about existing research
related to Orff Schulwerk. There is much
work to do, and it appears to be up to us.

Like Max from Sendak’s Where the Wild
Things Are, | feel as though | have just begun
to travel in and out of weeks and over a year. |
find that what appears to be a journey to
some unknown destination is, in fact, one
that is connected to courses already charted

" —to real worlds of work and play that are

familiar to all of us. We are connected, and
most likely guided, by our interest and invest-
ment in Schulwerk principles, by our know-
ledge of what works and what doesn't in the
classrooms we inhabit, and by the sense of
community that we reclaim each time we
sing and dance and play with our students
and with each other. Like the children we
teach, we must all have an active role.

Although this RIG is new, it represents the
realization of a concept that is actually well
established in the minds of many; namely,
that teaching and research are inseparable.
Everyone who shares this perspective has
contributed in some way to the making of this
RIG. My own enthusiasm for the RIG is
rooted in the past—both in my career-long
interest in Orff Schulwerk and in my involve-
ment between 1984-86 as librarian of what
was first called the Isabel Carley Research
Library. What | recall most clearly about my
work at the library was the growing number of
research-related requests that were coming in
at that time, and the contacts that were
established with people doing research. A

network of those interested and involved in

research was taking shape, and the potential
for the emergence of a community of re-
searching teachers within AOSA looked
promising.

Since that time, much has happened. The
research committee’s visibility has increased,
particularly through its work with the AOSA
Research Grants. The institution of a Re-
search Advisory Review Panel to work col-
laboratively within the research committee
was announced. The “Focus on Research”
column has become a permanent feature of
the Orff Echo, a research agenda at AOSA
conferences is more evident than ever before,
and now a Research Interest Group is born.
Have we finally arrived? [s it time now (in
Sendak’s words) for the Wild Rumpus to
begin?

1 want to believe that this is the case—that
the RIG is a place where voices are heard,
where questions are asked, where endless
accounts from Schulwerk classrooms are
shared, and where the illusive “magic” of
Orff Schulwerk is- within our grasp to hold
and to understand. For those of you who are
already involved, continue to speak out.
Questions, ideas, thoughts, should all be
directed my way. For those of you who have
not yet made contact with the new RIG,
please do so soon, so that you can receive
future mailings specific to RIG members. I'l]
be listening for the wild rumpus and waiting
for a rush of mail.

Write or call:

Janet Robbins (Zimmermann)

204 Maple Avenue

Morgantown, West Virginia

304-296-3738 (home) )

304-293-4617 (West Virginia University Di-
vision of Music)

travel !

Hannyg Budnick
(215) B44-2474
WORKSHOP NEEDS (YOURS)
+ FOLK DANCES (IDINE)

= GREAT EVENTS (OURS)
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State Chapter Name

Alabama Alabama

Alaska Alaska

Arizona Arizona

California Inland Counties
Los Angeles

Monterey Bay
Mount Lassen

Northern California

Orange County
San Diego
Colorado Rocky Mountain
Rocky Mountain West
Southern Colorado
Connecticut Connecticut
Florida Central Florida
North Florida
South Florida
Southwest Florida
Suncoast
Tallahassee Area
Georgia Atlanta Area
Coastal Empire
Hawaii Hawaii
Idaho Idaho
iHinois Greater Chicago
Indiana Indiana
lowa First lowa
Greater Des Moines
Kansas Kansas
Kentucky Kentucky
Louisiana North Louisiana
Maine Maine
MD-DE-DCVA  Middle Atlantic
MAVENH-RI  New England
Michigan Greater Detroit
Mid-Michigan
Western Michigan
Minnesota South Central Minnesota

AOSA CHAPTERS, 1990-1991

President

Marsha Alexander
Elaine Larson

M. Kay Hoffman
Jeffry LaMarca
Cynthia Lilley
Gloria Souza

Joan Middlebrook
Merlyn Katechis
Cathy Crawford
Lucille Wooton

Judy Sapegin
Carolyn Dorman
Suellen Levy

Carol Ricken

Grace Jordan
Debbie Etheridge
Christine Hill
Margaret Bunck
Ollie M. Stanley
Sara (Sally) Chandler
Joyce Gunter

John Krumich
Roxanne Lang Shoemaker
Beverly Schumacher
Paul Jacobson
Judith McMillen

Pat Wallace Hughes
Mary Lu Graves
Susan Liotta

Cindy Abernathy
Betty Watson Adkins
Elizabeth Mikenas-Smith
Carol Robinson
Becky Ellis

Nancy Hanson

Nell Veenstra

Nancy Colburn

Teri Larson

MANSFIELD P
UNIVERSITY A&

Announcing

ORFF SCHULWERK COURSES
LEADING TO CERTIFICATION
LEVELS I & II - July 15-26, 1991

DEMONSTRATION
WITH CHILDREN

Clinicians

non-credit

Lorraine Neill - Level I; Jack Neill - Level IT;
Brian Burnett - Movement;
Martha Crowell - Recorder

Available for 3 semester hours graduate credit or as

For further information write or call:

IState
Missouri

Nebraska
Nevada
New Jersey

New Mexico
New York

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

Utah

Virginia
Washington

Wisconsin
Wyoming

Chapter Name

Heart of America
Ozark Mountain
St. Louis

Great Plains.
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
Oklahoma

Lane

Portland
Philadelphia Area
Pittsburgh Golden Triangle
Black Hills

Sioux Valley
Memphis

Middle Tennessee
Central Texas
Dallas Metroplex
Texas Gulf Coast
Utah

Virginia Highlands
Evergreen

Inland Empire
Greater Milwaukee
Wyoming

President

Brenda Strickland

Lori Van Stavern Stewart
Marjorie Sue Phillips
John Stanton

Kay Lehto-Thompson
Bonnie Ludwick

Jean Breza

Debra Nemeth-Tarby
Louise Loomis

Stephen F. Leonard
Rosemary Eichenlaub
Geraldine M. Stromberg
Sherl Gottlieb

Susan Fiala/Peggy Schackman
Mary Benzel

Mary S. Redfoot

Donna Staton

joan Eckroth-Riley
Rene Boyer\White
Vickie Nagel and Allan Purdum
Charlotte Marlasy

Linda Forrest

Richard P, Kaiser
Melinda Jordan
Deborah Pizzi

Beverly Antis

Anne Kuecks
Constance Van Engen
Fran Addicott

Susan Ramsay

John C. Lile

Jan Baker

Maurene Bridgewater
Glen Fifield

Bill Sykes )
Donna Kling Knudson
Melinda Harper
Kathleen Smith

Marilyn Collins

-

&0 Orff Schulwerk,

Teacher Training
Courses

Levels I II e I11

June 17-28, 1991
A0SA Approved

at the Dalton Center on the WMU Campus
Instructors: Carolyn Tower, Pat Hamill,
Marion O'Connelf e Beth Miller

Dr. Joyce C. Wunderlich
Department of Music
Mansfield University
Mansfield, PA 16933
(717) 662-4738
AA/EOE

Located in Beautiful North Central Pennsylvania Resort Mountain Area

PAGE 14

WESTERN MICHIGAN UNIVERSITY

Contact Western Michigan University
Kalamazoo Off Campus Programs
Division of Continuing Education
Kalamazoo, M| 49008-5161

(616) 387-4170
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MINNA RONNEFELD HONORED

The Denver conference saw the presentation,
in absentia, of an honorary AOSA member-
ship to Minna Ronnefeid of Denmark. The
following is condensed from the remarks
made by Carol Erion at the announcement
and presentation.

We honor today someone whose contri-
bution to Orff Schulwerk is enormously
significant, yet she is someone many AOSA
members do not know very well. Most are
unaware of her role in the development of
Orff Schulwerk as an international force in
music education.

Carl Orff and Gunild Keetman we know
well. We know their gift to us was the
understanding that musical art is the unity of
word, movement and sound. They created a
body of musical literature, historically
grounded, culturally based, entirely appro-
priate for children—models for our own
creations and the substance of sequential
miusic education.

Minna Ronnefeld gave us the pedagogy,
that interactive model for teaching the Schul-
werk that most of us have taken for granted for
so long. She showed us that the act of
teaching is an act of humanity. Her model
requires us to know our students well, to care
for them deeply, and at the same time to be
completely grounded in our musical mater-
ial.

Minna was in that first group of students
who studied with Gunild Keetman at the
Mozarteum in Salzburg in the early 50s. Then

she became Keetman's assistant for the
children’s classes that were taught there.
Together with Keetman, she developed the
pedagogical procedures that were suitable for
a music education that was to be aurally
transmitted to children, an education that
asked children to move and to improvise.

- Now Minna Ronnefeld is a Professor at the
Royal Danish School of Educational Studies.
She taught for several years in the University
of Toronto Orff Course during the 70s. She
was guest presenter at our Detroit Con-
ference; she has taught at the Orff Teacher
Training Course at George Mason University

_in Virginia. She has written a number of

books, some of them co-authored with

* Congas $179-$199
Full size with stand
Wood or fiberglass

instruments

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

Ethnic Instruments
Our Specialty!

from Africa, Brazil, China and Indonesia

¢ Sonor and Studio 49 Orff

* The latest books, records and tapes
Write or call for our free catalog.
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Keetman; unfortunately, none of these books
is in the English language. These are the things
she has done. What kind of person she is is
really more important.

She is a person who loves nature. | can
remember very few classes that did not
connect in some fundamental way with the
elements of nature, She abhors all the artifi-
cial things we do that take us away from being
in nature—like air conditioning. And she is
terribly offended by Muzak. She travels light,
carrying only a leather backpack and a tote
bag for books. She works very hard—play for
her is visiting an art museum.

Above all Minna is sensitive, caring. She is
indeed a master teacher. Of all the stars in the
Orff galaxy, many sparkle and dazzle the eye
with a great show in the sky—but Minna is
more like the North Star, not the largest or the
brightest, but the most constant, guiding us in
the way we should go.

AR

Course Offered in England

“Hands On Music—Aspects of a Music
Curriculum,;” will be given from july 26 to
August 1, 1991 at York, England. An unique
program of intensive Orff Schulwerk courses
and afternoon workshops will cover funda-
mental activities, tuned percussion and im-
provisation with Peter Sidaway, Tossi Aaron,
Kate Baxter and Wolfgang Hartmann.

Afternoon sessions offer workshops in
Gamelan, ‘West African Culture, Dance in
Special Education, Creative Technology and
Inventive Choral Training, Bongo-Conga tech-
nique will be taught by Rudolph Schingerlin
of the Orff Institute. Attendees choose their
own rosters, perhaps concentrating on one or
two areas.

All classes will be held at the college of
Ripon and York St. John near the medieval
walled city of York. Accommodation will be
in the college dormitories; fees may include
full board or non-resident meals only. Lively
evening events are included. Places are
limited in this varied and explorative course
and early registration is encouraged.

Reserve a place by writing for full applica-
tion to:

Orff Society, (UK)

31 Roedean Crescent

London SW15 5JX, Great Britain

Telephone: (from U.S.) 44-1-876-1944

PAGE 15



For the Classroom Jacobeth Postl For Use in Music Classrooms—Intermediate Grades

A Packet of Pleasantly Pungent Proverbs

Reprinted from Chapter One News, Newsletter of the Cleveland, Ohio Chapter.

BACKGROUND

Everyone knows what a proverb is, and
most of us can recite quite a lot of them, but it
is rather difficuit to give a short, concise
definition. Perhaps a proverb is a statement of
what people think about the human experi-
ence and about ideas they feel to be funda-
mental and universal. Usually proverbs are
vivid, sprightly and often pithy. Sometimes
they admonish and rebuke, frequently in a
teasing manner or with a dry humor. Many
times they conceal as much as they expose.
Contradictions abound.

Proverbs are found in every spoken tongue.
They appear in early Egyptian writing dating
from 2500 B.C. They also occur in ancient
Chinese inscriptions and East Indian Vedic
writings. The Biblical Book of Proverbs is
said to be linked to Solomon, but research
shows some proverbs originated earlier and
others later,

Many such rules of conduct also appear in
proverbs of tribal judgment and Middle
Eastern sayings. Often they show that the
nugget of profundity being figuratively ex-
pressed means the same in many languages,
but with a transference of condition, because
of diverse cultural patterns and the use of
wordplay, due to differences in language.

Arabic proverbs are considered holding
first place in quantity and quality. Turks are
said to have very shrewd sayings, while
Spaniards have a proverb for almost every-
thing! Italian proverbs are full of wit and
humor, but not so the French. The Japanese
wax eloquent about nature and derisively
about humans. We can thank Ben Franklin
for reworking European proverbs and giving
an American “twist” to the sayings in Poor
Richard’s Almanac.

TEACHERS

The ideas listed below are not arbitrary,
and the notation for each proverb is only an
example. The possibilities are many. Choose
those suggestions you feel comfortable with,
and that will not be beyond the abilities of the
class. Each step adds complexity and chal-
lenge. You are the guide. These steps will take
several lessons to accomplish. They need not
make up the entire allotted class time. The
presentation should be well paced, as this is
important to successful teaching. Check with
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classroom teachers and also inquire of the
children if they have written their own
proverbs and slogans in combination with
other curricula, especially language arts. (See
Fence Posts and Other Poems, p. 26). Use of
proverbs helps children interpret figurative
speech. Here follow some proverbs you may
or may not know. |deas given for their use in
the intermediate grade levels.

SUGGESTIONS

1. Narrow minds have broad tongues.
Arabic

2. Where there is least heart, you’ll find
the most tongue. Italian

3. If your mouth turns into a knife, it will
cut off your lips. African,

4. Timid dogs bark most. German
5. Mewing cats catch no rats. Japanese
6. Silence is the answer to folly. Arabic

7. The wise have long ears and short
tongues. Russian

8. Soft words don’t scratch the tongue.
French

9. A cautious tongue insures success.
Arabic

10. If you want to be revenged, hold your
tongue, Spanish

11. Sugared words generally turn bitter.
Spanish

12. A closed mouth catches no flies.
American

13. Action speaks louder than words.
American

14. Nothing asked, nothing gained.
American

15. Many things are lost for the want of
asking. American

Copyright Ruth Hamm. Used by permission.

DEVELOPMENT

1. Choose a proverb with the class and
decide how it will ““flow”” when spoken. As
much as possible, try to follow the natural
rhythm of the spoken proverb.

2. Find the basic pulse within the chosen
spoken proverb.

3. When class is secure in using the rhythm
of the spoken proverb that was decided upon
in step 2, use it as a rhythmic ostinato.

4. If desired, class may create sound ges-
tures as an accompaniment to the rhythmic
ostinato.

5. Selecta melodic Orff instrument and ask
a student to create a pentatonic ostinato using
the rhythm of the proverb for the creation. In
this situation, creating a short melodic pattern
is less threatening to the student because the
rhythm is already a given entity, and the
student concentrates on melody only. This is
an example of an important step between
creating a rhythmic pattern only and the more
complex task of composing both rhythm and
melody simultaneously.

6.. To build more such ostinati, select other
proverbs in the same basic pulse, but which
contrast rhythmically within the measure.
Use instruments best suited to the rhythm.
(i.e., simpler rhythms on bass instruments
and metallophones.)

7. Using phrases of a pre-determined
length, students may now improvise over
these ostinati, first with clapping, then other
sound gestures and/or non-pitched instru-
ments. Total improvisation (both rhythmic
and melodic) may be pursued with recorder
and/or Orff melodic instruments, but with the
certainty pupils are ready for it.*

OTHER POSSIBILITIES

Combine two proverbs of contrasting mean-
ing and rhythmic design into a two-part
exercise. (Examples: #2 and #8)
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1. Narrow minds have broad tongues. (Asabic)
: (talian)
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Where there 1s  least heart, you'll find  the most tongue,
3. If your mouth turns into a knife, it will cut off your lips.  (african
4, Timid dogs bark miost.  (Germen)
5. Mewing cats catch norats.  [Japanese)
RN (Arabic)
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Sug- sréd words

12. Aclosed mouth catches no flies.  (American)

lﬂJJJ

- tion speaks lou -

14, Nothng asked, nothing gained,  (aperican)

15. Many things are lost for the want of asking.
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cau~- tious fongue ¥n- sures suc- cess.

10. 1f you want o be revenged, hold your tongue.

(Spanish)
J {Spanish) .
gen-er - gl-ly prove bit - fer. l
{American)

13. 3N
T )

der than

words,

{American)

Try combining two proverbs in different
meter, such as 3 meter against a proverb in 5
meter, repeating the 3 meter measure five
timesand the 5 meter three times. (Examples:

#11 and #13) Carefully evaluate and change

as necessary so the two rhythms contrast
well,

Design and assign (cooperatively with
students), locomotor movement using
rhythms of two contrasting proverbs, and
combine into a two-part movement exercise.
Join with some of the suggestions under
development as meets the abilities and stan-
dards of the pupils.

At specific intervals over the instrumental
ostinati add 5, 6, solo voices and/or small
groups of voices in recitation of the proverbs.
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"Encourage proper |nflect|on and dramatic
flair!

For future classroom use, or for the purpose
of sharing with another class, help children
notate rhythmic pattern first, then melodic,
unless group is sophisticated to the point they

" can do both rhythmic and melodic notation

simultaneously.

* Begin with improvisation in pentatonic

scales. Depending on background and-exper-

ience, some sixth grade pupils may be ready
. for diatonic improvisation using the half steps

as passing tones. (Improvising over chordal

changes in the ostinati takes a considerable

degree of sophistication.) Of course, the
teacher must be secure and facile in these
techniques.

PROVERB COLLECTIONS REFERENCES

‘Ayalti, Hanan. Yiddish Proverbs, N.Y.:

Schocken Books, 1976.

Bailey, Karen. irish Proverbs, San Francisco:
Chronicle Books, 1986.

Baz, Petros. A D:cuonary of Proverbs, N. Y
Philosophical Library, 1963,

Hill, Jeff Japanese. Proverbs and Traditional
Phrases, Mt. Vernon, N.Y.: Peter Pauper
Press, 1962.

Leslau, Charlotte and Wolf, African Pro-
verbs, Mt. Vernon, N.Y.: Peter Pauper Press,
1962. :
Rosenzweig, Paul. The Book of Proverbs,
N.Y.: Philosophical Library, 1965.

Ruth Hamm, former president and a found-
ing member of AOSA is a member of #1, the
Cleveland Chapter in Ohio. Lessons similar
to the ideas presented here have been
hallmarks of her many Levels courses, Fond
of proverbs, she has been known to quote
them in her public remarks to educational
groups and in her official writings. “’Pro-
verbial Lessons’ appear in her Schott publi-
cations, Crocodile and Other Poems (Schott
SMC 15)and a full page of proverbs, slogans,
tongue twisters and quips, many composed
by children, in Fence Posts and Other Poems
(Schott Ed. 8138).

AOSA ELECTION RESULTS

“These are the results of the AOSA election,
announced by Cindi Wobig, AOSA Exec-
utive Secretary.

Vice President: Carol Erion

Regional Representatives
‘Region I: Lisa Ann Parker

_ Region 11: Penny Mahoney

Region 11I: Sheran Fiedler
Region 1V: Jack Neill
Region V: Peggy Breese

EEEERARA
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| Boulder Falo Wiusic Shop

Store Hours: Monday through Saturday, 10:30-5:30

Recorders - Historical Flutes - Cornetts - Crumhorns
Viols - Lutes - Baroque Violins - Harps - Dulcimers
Psalteries - Bagpipes - Tabor Pipes - Percussion
Instrument Kits - Bows - Strings - Accessories
Extensive Inventory of Sheet Music - Gift Items

Prompt Fail Order Service

§ Write for Free Catalogs - Specify Areas of Interest
2010 Fourteenth Street
Boulder, Colorado 80302 (303) 499-1301
§v: > Ze DO Zo, > Av &AV vv: D & P Fio 7, 7>MW’§V vv"&“ Ce “o o v,‘z

Left: Cover of new AOSA membership flier,
<::'<::' available from Executive Secretary’s office.

INA CLASS ALL BY ITSELF _I THE BEST!
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Vienna: The IGMF Summer Course

In the summer of 1990, the 15th Inter-
national Summer Course of IGMF (inter-
national Society for Further Education in
Music Pedagogy) was held from june 25th to
30th. The setting was a little yellow Baroque
castle on the outskirts of Vienna, Austria,
close to the famous Vienna Woods.

About 90 teachers—music, classroom and
therapy—attended. We came from Denmark,
England, Finland, France, Germany, the
Netherlands, Norway, Taiwan, Turkey and
the U.S. to explore ways to use movement
and dance and to explore the use of percus-
sion and Orff instruments in classroem
settings. :

Directed by Elizabeth Link, managing
director of IGMF and her staff, the course was
an interesting exploration of old and new
ideas. From the opening registration to the
fabulous farewell party in a Viennese vine-
yard, Mrs. Link’s warm and capable touch
was evident.

The castle, Bildunghaus Neuwaldegg,
served course needs well. Accommodations
on the premises were dormitory-style, clean,

cozy and reasonably priced, with meeting.

rooms large enough for our needs., Ample
Austrian food in the cafeteria made it hard to
keep the waistline trim—apparently Austri-
ans do not worry about cholesterol!

The two main objectives of this summer
course were 1) to provide exposure to music
and movement strategies for use in education
and therapy, and 2) to explore the various
uses of percussion and Orff instruments in
school settings.

Structured in one-and-a-quarter-hour
blocks in a workshop format, the schedule
included:
® Movement classes with Dr. Ulla Ellerman,
Kassel University, Germany,

e Orff Schulwerk, “USA Style” with Nancy
Ferguson, University of Arizona,

o Early childhood and primary school clas-
ses with Carol Bauer, Musicgrundschule,
Switzerland.

Two or three sessions were given by Mattias
Schmitt, percussionist, composer and
college-level percussion and improvisation
instructor, Germany, and by Manfred Breit-
feliner, a music school teacher and lecturer in
music education in Vienna.

Dr. Ellerman’s expertise in folk dance and

creative dance was obvious. Creative move-

ment, however, was her forte, Often move-
ment classes were quite rigorous in the
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85-degree heat of the day (with no air condi-
tioning) but they were almost always worth
the sweat! Ideas were clearly presented and
extremely adaptable to Orff Schulwerk set-
tings. (I believe she would be a wonderful
addition to a future conference program!)

Early childhood sessions with Carol Bauer
offered many ideas, We sang in German,
learned rhymes in French, played games from
Africa and practiced hand signs. It was
interesting to see and hear the similarities
among European songs, games and rhymes
that have American counterparts. One of the
highlights of Carol’s sessions was the demon-
stration of “instant” animal costumes with
the simplest of props—squares of colored
fabric tied in unusual ways for use in story
and game dramatization.

In Nancy Ferguson's sessions, participants
sang, strutted, scatted, became involved in
blues and jazz and did Orff Schulwerk
“American Style!” One Norwegian man was
heard to say that he had trouble under-
standing her Southern accent, “but can she
teach!” Nancy taught in the style that we take
for granted here—clear, sequential, offering
everyone involvement and success. We've
come to expect and assume that all clinicians
will work like this but we find it isn't always
true in other places.

In explorations of chromatic Orff instru-
ments, marimbas and traditional percussion,
we played arrangements of pop tunes, movie
and TV themes and famous instrumental

pieces. Apparently, in Manfred Breitfellner’s
school, Orff instruments are used as a sort of
“xylophone band” instrument. In other
words, one had to be able to read treble and
bass clef in order to play. Those participants,
classroom teachers, for instance, with limited
or no sight-reading skills had difficulty in this
class. The idea of using Orff instruments in
classroom “bands” not as Schulwerk en-
semble and improvisation instruments, was
quite new to the American contingent.

The course left free time to sightsee and go
to concerts, One of the highlights of the week
was a reception for IGMF participants, hosted
by the Mayor’s Office of Vienna at the
historic city hall. On the last day there was a
wonderful sharing session by participants
from each country. The farewell party, hosted
by the Links and the Sonor Company, spon-
sors of the course, sent everyone off in great
style. There was eating, singing, drinking,
toasting, thanking, and address exchanging—
and the setting in the vineyard was right off
the postcard!

Special thanks to Ann Dumbauld from
West Music and Bob Cotton of Hohner/Sonor
for their work in coordinating the United
States contingent and for their sponsorship.
They were a credit to American business
abroad and to music education in general.
Everyone left with fond memories, new-
found friends, new ideas and a few extra
inches on the waistlinel Aufweidersehen,
Viennal
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Editorial Song of Peace
from Friends Hymnal (Finlandia)
Sometimes ascrap of melodyoralinefrom  ,.p ¢+ 4 S T U NN WO SO S B L
a song remains with us for decades and |fsPA——d——d—p" 3 de— g
surfaces just when needed, like the first 9 J , . '
crocus. The line **. .. other hearts in other 19his is my song, O God of all the na-tions A somg of peace for
lands are beating with hopes and dreams as "2.My coun-trys skies, are blu-er than the 0 - cean, And sun-light beams on

true and high as mine . .. ” sang itself into my

head in the cold snows of February; it took  fp—r—f—f—r——4— o E—— 0 e
some detective work to find its printed source L T R H s e = —
and to get permission to reprint it. Herewith, | : e, : 6 ,
share it with you; with respect for its melody &mf 4 ];‘:: % e ‘;ﬁ“ d ttlritycr ZZ’ ﬁt‘fe courn .EZthtije :;y‘{ b ;:r
(lean Sibelius) and in the spirit of its thought- clo - ver leaf pine ut o- ve  sun - Ugith ’
ful lyrics. N . . \ L :
—,\3\’ ? i? ‘lF ) v fos - - i " C— . "’.F;;FFF—:E
Conference Lookout kere are my fopes my dreams, my ko - ly shrine, But o- ther hearts in
And skies are - ev - 'y where as blue as mine, O' hear my song, thou

The American Guild of Organists . X . ,
Region IV Convention in Mobile, Ale- | [Zo——t—p tes———H——
bama, July 1-4, 1991. For information, ' : i T ) :
call Verona Gazzier, 205-653-7591 or With fopes and dreams as true and high as mine.
John Gearhart, 205-342-9521. A song af peace for their land and far mine.

o- ther lands are beat-ing,
God of ofl the na-tions

“Song of Peace” reprinted from pocket song book, “Let Friends Sing,” published by World Around Songs,
Copyright 1934 by The Lorenz Corporation. Reproduced by permission.

NOTE: THE ZIP CODE FOR AOSA HAS BEEN CHANGED TO
44139-8089 BY THE POST OFFICE. PLEASE MAKE THIS CORRECTION
ON ALL FLYERS, DIRECTORIES AND CORRESPONDENCE.

THE RECORDER
By Nick Rossi

A multimedia teaching unit
providing instrument history
and a global look at fipple

University of California Extension, Santa Cruz

flutes.
Orff Schulwerk -
August 5-16, 1991 For Grades 3-8 -
Certificate Levels I, IT and I11 Kit includes: ,
' and ' filmstrip with soundtrack

listeriing examples
teacher guide
full-color poster

Introduction to Creative Music
and Movement for Children
: Faculty:
Mary Shamrock,'Richard Layton, Doug Goodkin,
Vicki Alexander Salmon, and Janet Greene

Now available from:

For a brochure and
housing information write:
UC Extension Orff Schulwerk Program

740 Front Street, Suite 155 a2
Santa Cruz, California 95060 KEY EDUCATIONAL SYSTEMS
PO. BOX 622

(408) 427-6610

BELMONT, MA 02178
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President’s Message

JUDY BOND

it's hard to think about music education at
this moment in time, when the war in the
Persian Gulf makes us aware of how little
progress human beings have made in their
ability to resolve conflicts without resorting to
force and violence. But life goes on, with all
the small and large concerns which.involve
time and energy each day. The situation
seems to force us to think in more global
terms, considering the impact of the conflict
on all aspects of life, and we are challenged to
seek every possible avenue that might bring
people together in a positive way.

With these concerns-in mind, | want to
share some thoughts about music education
and its importance at this time, especially in
regard to the spirit of Orff Schulwerk and the
Schulwerk potential for impact on human
life. '

In his book, Flow: The Psychology of
Optimal 'Experience, Mihaly Csikszentmi-
halyi points out the difference between
hearing music and listening to it, stating that
“it is not the hearing that improves life, it is
the listening” He also stresses the fact that,
-although . “flow experiences” occur from
listening, “even greater rewards are open to
those who learn to make music. . . Learning
to make (music). is not only enjoyable, but
like the mastery of any complex skill, it also

helps strengthen the self” Csikszentmihalyi
considers music, art, and physical education
basic to improving the quality of life. His
strong staterherits about the value of flow
experiences express, in a unique way, why
many of us are committed to music education
and Orff Schulwerk. | believe all people can
benefit from musical flow experiences,
which [ interpret as the times when we are so
focused that we become one with music.
How many people in our society experience
musical flow as a regular part of their lives?
One of the most positive aspects of music
education may be that we enable students to
achieve a richer life through acknowledging
the importance of the flow experience and
working to make it happen.

It also seems to me that in Orff Schulwerk,
an even higher level flow experience is the
goal. When people improvise in a group and
the improvisations are shared with one
another, we have the best of all possible
worlds. When we encourage students to try
new ideas, when “mistakes” are considered
steps on the way to success, and when
individual creative effort within a group
contributes to understanding and achieve-
ment for all, then we are truly teaching in the
spirit of Orff Schulwerk, and group flow
experiences will result,

Let Us Praise God—Music for

Instruments
by Shirley W. McRae

of Wintertime and more.

R B 3 2 5 PSS
T
g POLUe

Unison/Two Part Voices and Orfl

This collection uses the ostinato, the bordun
(drone accompaniment of the open fifth), trans-
parent textures, and small, unpretentious forms.
It draws heavily upon the folk traditions of many
cultures. Contents: Awake, My Soul, and Sing—Let
Us Eat—Hail the King Who Comes A-Riding—The
Holly Bears a Berry—The Lord’s Prayer—Now All the Vault of Heaven Re-
sounds—One More River—Psalm 83—Shepherd’s Carol—Twas in the Moon

Augsburg Fortress

New Collection

11-7203 83.00

WATS: 800-4R6-0115.

PUBLISHERS
MINNEAPOLIS MN 55440, 426 S 5th St, Box 1209 » 612-880-3344 - WATS: 800-328-4648
PHILADELPHIA PA 19144, 4700 Wissahickon Ave « 215-848-6800 « WATS: 800-367-8737
COLUMBUS OH 43215, 57 E Main St « 614-221-7411 « WATS: 800-848-2788 . )
LOS ANGELES CA 90057, 3324 Beverly Blvd, Box 57974 + 213-886-3722 « WATS: 800-421:0239
MOUNTLAKE TERRACE WA 98043, 6601 220th St SW, Box 199 « 206-778-1552 «

In a recent interview, psychiatrist M. Scott
Peck, author of the widely read The Road
Less Traveled, commented about a non-profit
foundation he started with his wife in an effort
to teach people how to “communicate, deal
with difficult issues, and overcome differ-
ences to form communities.” Peck stated that *
his process enables people to respect one
another and work together with “pheno-
menal efficiency” | believe he was talking
about what music educators might call crea-
tivity and cooperative learning. Do the words
bring to mind your own work with your
students? Many of us experience this process
with our classes every day. We must look for
opportunities to show others that this, too, is
what music education through Orff Schul-
werk is about.

The world conflict being acted out in the
Middle East has an alarming potential for
impact on all of human life. As in other times
of crisis, our concerns may lead to negative
thinking or they may instead cause a greater
awareness of what we value most highly.
More than ever, | believe in the importance
and power of music education. 1 rejoice in
the many ways Orff Schulwerk can help bring
people together and help them grow. We
have vital work to do. Again and again let’s
“begin the sharing that lasts a lifetime!™

Inadvertently, the name of Gwen Mickle,
local Co-Chair of the Denver Conference was
omitted from the kudos printed at the end of
the last President’s Message. Her dedication
and enthusiasm merit our sincere thanks and
applause—and apology.

*Quote from the cover of the new AOSA
membership brochure.)

World Music Press

Specializing in
Multicultural Music
Books, Recordings and Choral
Music from All Publishers

,ﬁ

Send for our free catalog!
Include this ad for $1-off coupon!

PO Box 2565 Danbury, CT 06813 (203) 748-1131
Judith Cook Tucker, Publisher
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usical Kaleidoscope
gives you—

Gurriculum with Teaching Suggestions and Music Listening Lessons

Hermann Grosse Jager !

INDERN

t KIND

mi
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MUSIKHOREN

Recordings by world renowned
orchestras.

apasse)enpid

q

L™

Suoljaejes Euop.,(m

Z
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Gearges Bizet - Der Kreiset - The Spining Top

Robert Woodcock - Gavatte

W. A, Mozart - Der Vogelfinger bin ich ja - The Magic Fiute

Georg Friedrich Hinde! - Hompipe

Robby Schmitz - Affen-Marciz - Monkey-Marcia

Modest Mussorgski - Ghomus

John Howsind - Good Bye, My Lady Love

Edvard Grizg ~ In der Halle Des Berghiinigs - In the Hall of The Mountain
King

Johann Pachelbel - Kanan - Canon

The lessons are adapted
for use in American
elementary schools

A’-’PWII "7 ”

SUOLBLSOYDI0 JO
sepparssod ayswaip

.

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

M”ld o y/

Shop by 'phone with our free catalog.
(415)369-3868

Visa, MasterCard, American Express
We ship anywhere withirr the U.S.

The selections are
appropriate in length,

Ontorino Respighi - Der Kuckuck - The Cuckoo

The Vienna Ci

Zolhan Kodaly - Ds V

iener ;
Antonlo Vivaldi - Der Friihding, 1. Satz - Spring

Antonio Vivaldl - Der Winter, 1. Satz - Winter
Robby Schmitz - Der Joker - The joker

Possibilities for extending

the lessons in depth and
into related areas are
included.

Facts about the composers

and their works.

Multi-age acfivities for each
individual composition.

JUNGES KAMMERORCHESTER NORDRHEIN-WESTFALEN
JOACHIM HARDER

L4

A Village Day Monkey Business The Body Rondo Book
Live through a day in Jim Solomon— waWa 2 Jim Solomon—
the life of an imaginery Go on a rhythmicromp | .r/ ™., | This book is omprised of
village in Africa, This ONKEY Blg, through 52 pages of o me— \F | 12 bpdy percussion
dynamic suite of 8 v Ve 1 creative, progressive Ftt iy | ronddpproceeding in
pieces written for Jessons for teaching £ g v | levelgof difficulty from
%‘F‘*"d percussion, L beat, note values & PR & simple to complex. You
L ey |\ B2 | by i
ey . school using spee %, S O ve & great time with
Zevunengzi; ‘}E‘P" sed pieces, movement & &.:z - 'iz‘ the Red Hot Rondo,
Solomon wifh: text & songs orchestrated for e 2 Alpha Three, . B
7ﬁ ;.; by Susan Liotta, gnrygtlltched percttx;sion, (945 W .'S;yr:gg;!sw{ 9Csf1¢bmlwn
i voice, recorder, dance
& movement, $11.95.
Great Big House Dance for the Children [0 - I’'m in the Mode
Mary Helen Solomon—| of One Earth I%m;&:.ﬁ‘;u;ommo for...Dancin’
In this Great Big House e Mary Helen Solomon— wwinmsawa | Dinosaurs
you'll find exciting %ﬁe A collection of folk Linda Ahlstedt—
material for Orff classes 8“‘,‘“ g‘h“ songs from 9 countries, Hop into your time
ranging from K-6th Each song is armanged machine and *'saur”
grade, The collection Lol for voices & Orff back to a time when
contains speech pieces, instruments with dinosaurs roamed the
instrurnental pieces, \ accompanying dances. Earth & modes were
p_m-singing, recorder Titles include; Music kings! This musical for
pieces, folk songs & 2 Dusees ma e tor otarnm | Alone Shall Live, Orff instruments &
original songs, plus P lis, Take Time in | S~ | yojces will introduce
activities. Life, Zum Gali Gali & sn your students to the
§7.95, original piece for special expression of
recorder and dancers, the Grecian modes.
Dance for the Children $8.95,
of One Earth. $6.95.
23123 SW 58th Avenue
Boca Raton FL 33428-2036

SAY NO!

Madeleine
Zimmerman—

This is & short play &
musical (or
non-musical) rap with
a message—say “NOI”
10 drugs. Instill & vital
mind-set in our most
valuable resource, our
children. $2.95.

Orff to the Clrcus
Linda Ahlstedt—

A BIG TOP full of
exciting ideas for
songs, dances &
costuming, Get ready to
clown around with your
animal friends when the
Ringmaster introduces
the various ncts in this
MAIN EVENT for Orff
instruments & voices.

407.482.4034 « FAX: 407.451.9635

May all your days be
circus days! $7.95,
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- Creative Play-Acting With Children

Reprinted from Re-Echoes |

Inher Teacher’s Manual, Doreen Hall says,
“ ... Orff has long felt that educationally we
are putting the cart before the horse, that
music is approached as an intellectual pro-
cess..."

The same s true in children’s dramatics. In
most schools, year after year, teachers of all
grades are called upon to present plays to
school and parent audiences. To the objec-
tive observer, the results are rather dismal.

In children’s play-acting, as in music, the
exploring, discovering and creative stage
must come before performance, and it must
be carefully scaled to the child’s level of
development.

Acknowledgment for the following outline
must be given to Mrs. Isabel Burger, a leading
authority in the field of creative play-acting.

In music there are two main factors which
complement each other and which give
meaning to it: rhythm, and sound. In Music
for Children, we make much use of the
primary force of rhythm.

In play-acting we also have two compo-
nents, the spoken word and the physical
action that accompanies it. The first step
toward creative play-acting is, just as in
music, to separate these two components
and to work with the more basic one: the
panto-mime.

According to Mrs, Burger, the simplest form
of pantomime is termed Activity Pantomime,
in which a child recreates a familiar activity,
such as tying shoes, eating spaghetti, etc. The
simple activities will grow into others in-
volving a sequence of activities (putting on a
coat) or more than one person (throwing a
ball to someone).

The process of making up an activity
pantomime is quite complex and involves
several steps. The first step is to collect from
the children suggestions and ideas con-
cerning the pantomime, thereby activating
their imaginations. Each aspect must be
clarified to the last detail in order to make the
children feel secure and able to do their parts.
Then all the collected facts are put into the
correct sequence so that youngsters are able
to “make a picture in their minds” as Mrs.
Burger calls it.
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BRIGITTE WARNER

The second step is the more difficult one,
and success should not be expected immedi-
ately. As the children are actually beginning
to act out the pantomime, they must learn to
concentrate, not leaving out a single step,
recreating the exact movements that are
necessary to make the pantomime real.

Each pantomime, at first made in groups of
children, should, be followed by a short
period of evaluation in which all participate,
both the actors and the onlookers, as well as
the teachers.

At the beginning stage, nursery rhymes and
songs which are familiar to the children can
be acted out. The time to go on to more
challenging work must be determined by the
readiness of the children: they must be able to
make “pictures in their minds” and move
according to these with ease. Much of the
material for more advanced pantomime will
come form folklore and fairy tales.

The progression to “Mood Pantomime” in
which feelings are expressed through body
actions, can be made during an evaluation
period after an activity pantomime has been
acted. The teacher might ask why Davy
smiled when he prepared and ate the dump-

ling. A general discussion of feelings and
moods and how they bear on body posture
might follow. After having played little epi-
sodes in the same manner as before, the
children will learn that they must “think the
thoughts of the character they are playing” to
be believable.

When the children are able to explain
feelings through action, they might be asked
to express different moods and emotions
through music, first considering the choice of
instruments and of bordun and ostinato for
the pantomime being played.

Another important factor in mood panto-
mimes is sensitivity to touch, sight, sound,
taste and smell. Little pantomimes based on
sensitivity exercises will help perfect the
children’s abilities of observation and it will
also sharpen their senses. An exercise for
touch would be a pantomime of walking
barefoot on different surfaces.

Just as in music, where it only takes a

'second phrase to complete a form, so in

simple mood pantomimes it takes only one
change of mood to create a little “drama.”
The nursery rhyme of Little Miss Muffet
serves as a good example: the little girl's

DRAWING FROM ACADEMY OF THE SACRED HEART, BLOOMFIELD HILLS, MICHIGAN.
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mood of anticipation of a good meal turns
into fright when the spider appears. (He
needn’t be acted out, he can be imagined.)
Here we find everything needed for a play:
two different moods stimulated by incidents;
a climax, the arrival of the spider; and a
definite end, Miss Muffet runs away.

Later on pantomimes involving several
characters and moods may be created, after
the relationships between the characters
have been discussed thoroughly.

Besides ostinati and borduns, short pieces
and songs can be used for changes in moods.
Since the timing is always a problem, pieces
should be used at the beginning and the end,

- when there is no acting going on. During the

Musica Arabia

Arabic folk songs

for Orff instrum:
: o8 $9.50

by Alice Olsen

Order from:

@ Alice Olsen Puiblishing Co.

3515 N.E. 130th Ave.
Vancouver, WA 98682
(206) 8964048

the clinician.

Bloomington, IN 47405.
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ORGANIZATION OF AMERICAN KODALY EDUCATORS
announces
THE CHILDREN'S CHORAL INSTITUTE

July 21 - August 3, 1891
On The Campus Of Indiana University

DR. MARY GOETZE, Music Director

Teachers and Choral Directors may observe rehearsais with the children and
attend sessions on topics reiated to children's cheirs. Graduate credit available.

July 15-19 indiana University will offer a choral workshop with Mary Goetze as

For Information: Indiana University, School of Music, Office of Special Programs,

play, dances and songs can be used more
easily, since the actors will follow the music
and do the singing and dancing.

For the introduction of dialogue, Mrs.
Burger suggests a review of the most impor-
tantpoints of play-acting—mind pictures and
thinking the thoughts of the character—since
the same factors influence voice production.
Exercises with single words should be tried to
demonstrate the effect of mood on words
(e.g. “Look”).

Soon the dialogues may be lengthened and
some of the familiar change-of-mood panto-
mimes may be used again with words—
lengthened or changed for greater variety.
Every episode should still be created, then

clarifiéd, then played, then evaluated.

Mrs. Burger has listed some of the qualities
which she believes make a good and con-
vincing play.

1. a strong appeal to the emotions

2. action that moves and interests

3. adirect, unbroken plot line, rising smooth-
ly to a climax

4. a resolution leading quickly to a satis-
factory ending

5. incidents which can be grouped into a few
closely-knit scenes.

For the introductory session for a short play
based on a fairy tale or folktale, the teacher

-~ Y
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o

N
R

i

1991 Kodaly Summer Institute
Levels I, I, III - July 7-26

Ed Bolkovac - Judy Johnson - Rita Klinger
Michele Winter: Kodaly and Strings - July 8-12
Kod4ly and the Older Beginner - July 15-19
Jean Wilmouth: Movement and Rhythm - July 22-26

Name

- Clip and mail to: Director; Kodaly Program, Holy Names College
3500 Mountain Blvd. Oakland, CA 94619

(415) 436-1234
Phone ( )

Address

street
Please send me further information on:
[ Summer Certificate Program
[ Kod4ly and the Older Beginner

city state zip

O Kod4ly and Strings
O Movement and Rhythm

QO Academic Year Programs and Fellowship Awards

RO,

Bob Walser

National Touring Artist
Children's Folklore
Folk Music and Dance
Concerts « Assemblies
Residencies

1-800-877-9284
Folklore In Action
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should present the story in a most dramatic
way, so that the characters already begin to
live in the children’s minds, and so that the
dramatic action becomes clear. This should
be followed by a thorough discussion ana-
lyzing the characters, plot discussion, setting,
etc. The play should be separated into several
small sequences which should be improvised
more than once by several different groups.
The sequences are sure to improve in quality
this way. Music may be created for each of
these “acting units.” It will take several class
sessions to go through the whole play.
Casting should not begin until all the prepar-
ations have been completed.

One final word about speech: Although in
creative play-acting the children play mostly
for themselves, there is always another group
watching. Good, clear speech should be
emphasized. For a Schulwerk child this
should not be too hard, since he is used to
working with words, their sounds and their
rhythms. The greater problem will be the
command over the language. To help the
child gain a greater vocabulary and to use it
correctly, may interesting exercises can be
devised, which also will help to stimulate the
imagination. In these exercises drama as well
as fluency in speech are important.

1. Describing objects, observations, happen-
ings, experiences.

2. Telling jokes.

3. Telling scenes of stories: They should be
well know, and each child should have a turn
in continuing. A more interesting version for
older children: One starts making up a story
or tall tale, each child in turn adds something.
4. Telling a whole story, known or imagined.
If these tales are told well and show possibil-
ities for dramatization, they could either be
made into a play, or—as a nice change—the
dramatic effects during the story-telling could
be heightened through the use of music and
rhythms.

The same prerequisites are necessary in
dialogue as in acting: The picture hasto be in
the mind, and the more the child is able to
concentrate on the characters and on the
happenings in the story, the more it will come
alive. And this is really the whole secret of
play-acting: To make a story become real, to
bring it to life.

Welcome to New AOSA Members
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The College of Saint Rose
Albany, New York's Capital City

July 22 - Auvgust 2, 1991

rff'T her Trainin T

Level I : Peggy Breese
Anna Spallina

For more inforrnation' contact:

Dorothy Flood, CSJ
The College of Saint Rose
432 Western Avenue
Albany, New York 12203
(518)454-5228

~ ORFFin New Yerk

Faculty
Linda Monssen
Marsha Baxter

Orff Schulwerk Music,Dance
Summer Courses for Teachers

Levels 1 & 2 Dixie Piver
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For Information call or write

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

DONNA MARCHETTI

Barbara Grenoble (43 VS)

All music teachers have grappled, at one
time or another, with the dilemma of teaching
notation. When to begin? How to begin?
How can written symbols acquire meaning
for children? At what point is it important for
them to have notational skills? Why? Insight-
ful answers to these questions, as well as
many practical ideas are offered in Barbara
Grenoble’s 1989 session titled “Visualizing
Sound/

Justas an infant will not learn to speak until
a need unfulfilled gives impetus—food, juice,
mommy—a child will not internalize nota-
tional concepts, this new language, until he
himself has a reason or a need to do so. The
desire to write down sounds, Ms. Grenoble
reminds us, arises out of the need to preserve
what the child has created; acquiring nota-
tional skills is a natural outcome of the
improvisational process. The method of nota-
tion may not be the traditional one; in fact,
developing original systems of notation is
vastly important to the conceptual representa-
tion of concrete ideas. later comes the
understanding of traditional methods, and
beyond that, perhaps, preparation for con-
temporary notation.

The activities Ms. Grenoble outlines during
the session arose, she says, out of her need to
fill the gap between the experiential essence
of Orff Schulwerk and the all-too-often dog-
matic approach to teaching note reading.
First, she says, the children must become
sensitized to sound. it must become part of
their awareness. She takes her students on
“sound walks” outdoors where they collect
sounds to bring back to the classroom. Once

A computerized music typeselting

sworkshop notes « origl-

nal composltions « tran-
scriptions -sch_ool SONgs *

* em [research papers svocal
nd instrumental ar-
rangements ematerlals for
professional Joumals elead
sheels « orff insrumentarium
R __arrangements e
bqnd/orchesha

scores

Totat Music Systems
P.O. Box 835

Vermnon, N.J. 07462
(201) 827-8019

PAGE 26

there, they are asked to think about what they
heard and to draw what they think a particu-
lar sound might look like. The example used
in the session is the wind. In order to repre-
sent the wind on paper, the students must
have first experienced it. Later, they can take
turns conducting the other students as a
collective “wind,” using their representation
as a guide. By committing their idea of wind

to paper, and later eliciting sound by its use, -

the students have made the first step toward
understanding the rather abstract notion of
notation.

Ms. Grenoble describes a series of activi-
ties using traffic lights. One person is the light,
alternately holding up a green, yellow or red
circle. Another person beats a drum appropri-
ately—at a fast tempo, a siower tempo or not
at all. The students become people-cars,
watching and listening for their movement

cues. In a further development of this game,
circles without colors contain symbols repre-
senting pulse; short dashes indicate fast,
longer dashes indicate a slower pulse, and a
blank circle means rest. Still later, the dashes
are replaced by actual notes. By this time, the
students have experienced and internalized
the concept of pulse; they are ready to
respond to the symbols,

Ms. Grenoble also outlines many activities
that introduce awareness of pitch variation
and its representation. The session offers a
wealth of activities for many age and experi-
ence levels, but common to all is the vital
importance of the students’ own ideas as
springboards toward understanding and learn-
ing notation.

The 90-minute tape would beuseful to any
elementary school music specialist. Sound
and picture quality are both good.

Featuring these fine products:

Have it

Quality products ¢ 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 Magnarnusic Baton Hohner

Zen-On Remo, Inc. Rhythm-Tech
Aulos Magnamusic Distributors Performer Mallets
Educational Activities : ’

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

e

F ¥ ¥ ¥ I~ e = o o Oy, o4/
e
‘nsws o.o or
(503) 399-0345 ‘;g}e’ggsr?’
217 Madrona Ave. SE. » Salem, Oregon 97302 oy, e
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2HD

3PS

41

5 MM

6 GC

7C

9 MF

10 BR

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

1 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 use!

MGK1 11GK2 11GK3
11GK4 1GK5 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 Dance
13RD1Part1, 13RD 2 Part 2

McCreary, Kansas City, 1985

. Peggy
14 CO Caring for your Orff Instruments

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

long; others may be shorter.

2. Limit: three tapes per order.
For each tape ordered: $20,00 deposit
$5.00 postage and handling,

3. Llength of borrowing time: two weeks from date maiied. Overdue tapes
may result in forfeit of deposit; warning notification will be sent.

4, AOSA pays postage and handling for outgoing videos. Borrower is

responsible for return costs, We strongly recommend 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 Bivd,
Cleveland Heights, OH 44118

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.
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VIDEO TAPES AVAILABLE

15181

16 SP

17 YL

18 LA
18 SB

19 CS

20 OS
20 F?
20 CC

21PD
21NB

- 220§

23 sp

23 RR

24 AF

25 SH

26 AA

27 JF

28 EA

Beth Miller, Boston, 1986
Introduction to Schulwerk, 3 Sessions
15182 15183

Konnie Saliba, Kansas City, 1985
Singing, Playing and Moving:
Theory, Activity, Creativity

Marcelynt Smale, Boston, 1986
Young learner, Active Learner

Jim Solomon, Kansas City, 1985
Latin and African Rhythm Ensemble
for the Elementary School .
South of the Border, Detroit, 1988

Shirley Sushereba
Challenger Shuttle Tribute

Jos Wuytack, U. of Washington, 1979
The Orff Schulwerk Process

Final Performance, U. of Washington
Orff Schulwerk Process—

Chicago, 1987

Lillian Yaross, Boston, 1986
Prop Up the Day

Near the Beginning,
Demonstration Class 3-5 yrs.

Margot Schneider
Orff Schulwerk in China, 1985-1986

Panel Discussion, Cleveland, 1983
Soundings: Past and Future (D. Hall,
B. Haselbach,.]. Matthesius,

M. Murray, Liselotte Orff,

N. Goldberg, moderator)
Reminiscences, Reflections of
Toronto, Detroit, 1988 (D, Hall,

J. Matthesius, G, Nash)

Margaret duGard, 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

TO BORROW VIDEOTAPES

29 MC

30FS
Killyd

3L

34 MG

35))

36 BE

J7FP

38 MB

39 0T

40 AG

41 MD

42 )JH

43 VS

44 BA

| 45GS

46 MP
47 TR

Grace Nash, Music With Chiidren
Rhythm ancf Pulse, Musical Forms, Ex-
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

Ureula Rempel and Carolyn Kunzman,
Detroit, 1988
For Our Pastance, We Play and Dance

Mary Shamrock, Detroit, 1988
Multi-cultural Bridges:
Report from China

Katharine Smithrim, Detroit, 1988
Once Upon a Time for pre-school

Avon Gillespie, Kansas City, 1985
Possibility Teaching

Danai Gagne, Atlanta, 1989
Moving with the Drum, Drumming
with the Movement

David Holt, Atlanta, 1989
Jaw Harp Playing

Barbara Grenoble, Atlanta, 1989
Visualizing Sound

Dr. Rene BoyerWhite, Atlanta, 1989
Folksong Treasure of Black America:
Its Impact on Orff Schulwerk

Marion O'Connell, Atlanta, 1989
A Guide on the Side—Working with
Musically Gifted Children

Brigitte Warner, Atlanta, 1989
Musica Poetica

Atlanta Closing Session—
Tribute to Gunild Keetman

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.

PAGE 27




SUPPLEMENTS TO

Orff-Schulwerk”

7 ALL AROUND THE BUTTERCUP RUTH BOSHKOFF
* CIRCUS ROL%DO DONALD SLAGEL

DERS WITH O
l 3 ISABEL CARLEY » SING AROUND,
AROUND RUTH BOSHKOFF e SIMPLY 'SUNG
MARY GOETZE » SOMETHING TOLD THE WILD
GEESE CRAIG EARLEY « STREET GAMES
A CO- LéWSON * TALES TO TELL,

R YOUNG TRO
DIANNE LADENDECKER » WIND SONGS PHILLIP RHODES

Published by

SCHOTY

European American Music Distributors Corporation
Sole U.S. Agent [ Valley Forge, PA

Avallable from your favorite music dealer

"DEPARTMENT OF MUSIC

e

N

Orff- Schulwer k ,l:ﬂ:t;lj::;i
™

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, Il in Orff-Schulwerk

- Master Class In Orff-Schulwerk

- Muslic in Early Childhood

- Orchestration for Orft Instrumentarium

- Survey and Research in Music Education
= Muslie for Exceptional Chlidren

Memphis State Universily is an Equal Opportunity/Affirmative Action University. Itis o

‘ For information, contact:
Konnie Saliba Memphis, Tennessee 38152
Department of Music Tel: 901-678-3760
Memphis State University

=N
m

student body.
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Joan Jennings, DE

. Paul Jennings, WI

Carol L. Jensen, CO
Brenda Jewell, TN
Katherine Jobin, NH
Dr. Gladys johnsen, PA
Carolyn A, johnson, MO
Elaine johnson, WA
Robin L, Johnson, CO

- Rod Johnson, CO

Lillian Johnston, PA
Linda D. Johnston, CO
Carol Jones, TX

Carol M. Jones, NV
Stephanie Jones, NY
Kathy Josephsen, CA
David Kandel, MD
Sally Kappel, CO

Jay V. Kast, CA

Sarah Kastendieck, CO
Wm, Timothy Keene, TX
Belva Keever, SC
Bonnie Keiswetter, IA
Kathleen G. Keller, CA
Bonnie A. Kelly, MA
Nancy Kennedy, CO ~
Debbie Kenyon, CO
Jouni Kettunen, Finland
Patricia J. Keys, VA

Mall Kiil, Nj

Jan Kinder, N} )
Barbara E. King, OK
Jacqueline King, NC
Sandra A. Kirouac, Ml
Deborah Kleinay, KS
Nadine C. Kline, CO
Marilyn Klinkenborg, 1A
Carol Knop, CO

Laurel Knutson, WA
Keith Koepsel, CO
Peggy Kohl, CO

Robert Kolden, AZ
Kelly Kramer, TN

Linda Kay Kranovich, OR
CC. Kremer, MI

.Carolyn Kuban, CO

Mrs. Sherry Kuhrt, CT
Charles Kurchinski, CO
Sue Lajoie, NH

Jill N, Lambert, CA

. Abby A. lavoie, NY

Holly Leach, OH

Patricia C. Leavitt, CA

Lucy lee, FL

Ben leggett, WA

Brian R. Leist, CO

Cathryn J. lewien, CO

Diana M. Lichty, PA

Christine Livadas, CA

Marina D, Livshetz, MA

Maribeth Kaegi
Logsdon, KY

Andre J. Long, NV

Kay Lovingood, GA

Amy L. Lucas, CO

Deb Lund, WA

Cheri ). Luttermoser, WA

Fran tynch, CA

Cecelia Mac-Smith, MI

Diane Magnusson, AZ

Mary Marshall, WA

Shelley Marshall, CO
Kay E. Martin, NM
Sandra Masse, ME
Christina L. Massey, OR
Mrs. Mary Matteson, ME
Ann Matthias, CO

Teri L. McAnn, LA

-- Jane M. McCarthy, N}

Cindy L. McCaskill, CO
Cristi McClellan, OR
Cheryl McClenathan, CO
Barbara McCraney, SC
Sarah McDowell, CO
Heather A, .
McGiothlen, MN
Mary Ellen McGuckern
Vaughn, OH
Joan McHugh, OH
Peggy J. McKee, MD
Matilda G. McMackin, CT
James C. McReynolds, CO
Sally Meek, CO
Deborah A. Mello, AK
Marilyn Jean Merkle, IL
Sallie Ann Meyer, WA
Brenda Mikota, OH
Betty L. Miller, CA
june E, Miller, IL
Priscilla T. Miller, TN
Ted G. Miller, TN
Nancy Mills, CO
Saundra L. Mitcham, MO
lynne P. Mize, MS
Betsy Moll, PA
Margaret Mooha, IL
Joyce Moore, WA
Debbie Morenzi, NY
Susan Mueller, Ml
Brent A. Mullane, AZ
Mary Bettye Muse, KY
James Nacy, MO
Anita Narramore, GA
Kkathleen M. Naylor, CA
John Neely, CO
Margaret Neilsbn, NY
Connie Nelson, CO
Theresa A. Nelson, WA
Mary Newman, FL
Kerri Nichols, WA
Nancy A. Nichols, AZ
Caro! S. Nishita, HI
Caroline Northrop, MN
Carol O’Clary, CA
Darlene Olguin, CO
Shirley Olson, CO
Susan Overby, ID
Robert W. Owston, CO
Mrs, june Palm, OH
Kirstin S. Panikkar, CO
Ralph Pankratz, CO
Mrs. Denice Parker, CA
Elaine Parrish, CA
Phyliis R. Pasley, MO
Mrs. Beth M. Patrick, OH
Judy Peckenpaugh, SD
Mardi Jo Pepenburg, CO
Martha Perantoni, CA
Alisha Perkins, GA
Marsha L. Perry, FL

Judy Mahoney-Green, NM Janice M. Peters, NY

Barbara Maisonpierre, CT
Jo Ann Mangan, KS
Duncan M. Manning, NY
Robert Marks, NJ

Randy Marquardt, Ml
Martin Marsh, OR
Marcie Marshall, AZ

Pat Peterson, WA
Susan Petipren, M|
Atha B. Petty, CA
Carmine N, Petty, CA
Jurene L. Phaneuf, I
Lynn M. Phegley, Ml

_Ginger Phillips, FL

continued on page 31
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‘Guest Educator
Nominations Open

Every AOSA national conference for the
past five years has hosted six special guests;
educators, administrators or college person-
nel from the conference region.

The program, introduced in 1985 under -

Virginia Ebinger, President, and Del Bohl-
meyer, Vice President, is now called the
Guest Educator Program. lts purpose is to
provide a direct introduction to those educa-
tors with little experience or information
about Orff Schulwerk. Its value lies in the
effect these educators can have in starting
curricula or promoting support for Schulwerk
‘programs in their schools or colleges.’

In recent years, some have been stimulated
to start special workshops and summer
courses for their region’s music teachers. The
program has elicited enthusiastic responses
from these guest educators; many admitted
understanding Orff Schulwerk better after
participating (or even observing) sessions at
conferences and meeting teachers whose
commitment and involvement was so com-
plete.

A guest educator may be nominated by any
member of AOSA, primarily anyone from the
host chapter or other chapters within the
conference region. In September, the Publi-
city/Public Relations committee reviews the
applications and makes final recommenda-

PORTLAND

MASTER OF MUSIC
EDUCATION With
Orff Emphasis

(in three summers
of study)

SUMMER 1991
COURSES,

(A.O.S.A. Approved)
Introduction to -
Orff-Schulwerk

(July 15-19)
Orff=Schulwerk Level I
(July 22-August 2)
Orft=Schulwerk Level IT
(July 22-August 2)

CONTACT:

Kenneth Kleszynski, Ph.D.
University of Portland
5000 N. Willamette Blvd.
Portland, Oregon
800-227-4568

B
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throughout the conference, are chosen from
among the many letters received.

At the conference, each guest educator has
an AOSA member as escort and companion,
to offer explanations and answer questions.
Some guest educators become. involved
immediately in sessions, others learn by
watching and listening.

Interested members of Region | may write
for application forms and submit them to
Executive Headquarters by June 1, 1991,
Chapter presidents can offer more informa-
- tion on the procedure.

tions to the AOSA Board of Trustees. Six
guests from the region, who remain with us

Penny Mahoney

<\» Central Connecticut State University

offers
Orff-Schulwerk
{()CﬂT Sn Teacher Training Courses
. 'Y)s Levels I and II
- - July 1-12, 1991

&
@

. z - Faculty Includes -
§ Vivian M. Murray, Level I
4
\v

(I/ ' . ‘ Shirley McRae, Level II
\;}O &}, Debra Clifton, Recorder

. : Jacqueline Schrader, Movement
Available for 3 semester hours graduate credit ‘or for non-credit.

Room and board available on campus.

For more information call (208) 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-EEO institution.

in conjunction with the

@

California State University Los_AngeIes Chapter of
Dominguez HElls American Orff-Schuiwerk

Association

ORFF SCHULWERK: Level One
July 29 to August 9

Presented by Randy Delelles and Jeff Kriske
3 semester units credit and noncredit option

Located just south of Los Angeles, California State University, Dominguez
A Hills is in the city of Carson, convenient to ali Southern California attrac-
tions. Limited on-campus housing, reasonably-priced motels available.

TUITION: Noncredit: $325 3 units credit: $520
Pre-registration fee of $25 due by May 31, 1991

For information contact Cecelia Riddell, Music Dept., HFA, California State
University, Dominguez Hills, 1000 East Victoria Street, Carson, CA 90747,
213/516-3946 or call the Office of Extended Education 213/516-3741.
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Center for Cntemorry Music Education » Master of Arts in Music Education

UNIVERSITY

Hamline University Graduate School
1536 Hewitt Avenue, St. Paul, Minnesota 55104
(612) 641-2900

Hamline does not discriminate on the basis of gender, race, creed, national origin, disability, or affectional preference.

%
eye
P B

EX Y

Revised, expanded, and
updated!
» Explore the nine newly
developed key experiences
in movement
* Learn to teach more than 110

Teaching Movement
& Dunce 3rel Ediition

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

Special Discounted Teaching Package — only $199

Setincludes

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

» Dance Notations for Teaching Movement and Dance (card set)

* Rhythmically Moving 9-record/cassette series (accompanying music)
* Beginning Folk Dances lllustrated 1 - 3 (instructional videotapes)
Order #M5010SET

begmnmg folk dances Attend 21991 Summer Training Institute
* Use the new, easy-to-read + Certification Program — June 16 -30, 1991 or uly 28 - August 11, 1991
rhythmic notations » Endorsed Trainer Program — August 12 - 25, 1991
* Discover exciting new teaching |- » Techniques for Teaching All Ages — July 1521, 1991
techniques » Barly Childhood Institute — 3-day session May 35, 1991 or 6-day session August 14 - 20, 1991
Order #M1006, $29 * Infroduction to Movement for Non-Music Educators — July 22-26, 1991 -
Call Phyllis . Weikart at 517/456-4062 or 517/456-4346 or write: High/Scope Conference Center, 15141 Sheridan Road,
Clinton, MI49236.
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T. James Phillips, TX

Elizabeth Phillips
Galloway, AL

Nancy Pianfetti, CO

Lovena Pittsley, TX

Sr. Marie Therese
Poliquin, MN

Barbara Polfack, NJ

Patricia M. Pollock, WA

Karen E. Popkin, MA

Sally Porter, MO

Mark Press, WA

Rachel Price, VA

Constance M. Primus, CO

Ellen C. Privier, VA

Cecelia Quintana, CO

Charlene J. Quirk, CO

Judith T. Rachwitz, Ml

Michelle Rahn, CO

Johanne Ray, Ml

Marie Flowers Ray, NC

Dean O. Rees, CO

Rudi Registrato, NY

Katherine J. Reier, VA

Susan Reiff, MA

Tom Reinberg, NV

Esther Resler, CO

June C. Revi, IL

Susan Reynolds, VA

Precious Rhea, IN

Anthony Quinn
Richardson, TN

Anna Lee Riddle, MD

Marlene Riggins-Clark, NM

Trevalan Riggle, OK

Cynthia Riley, TX

Kathryn Rish, TX

Ruth Ritchie, NV

Scott A, Roach, FL

Melany Robbins, PA

Marcia Rober, TX

Deidre Roberts, WA

Roberta Roberts, NY

Debra Adams Roethke, VA

Dorothy Rohrbach, Ml

Amy Rose, MA

Beth Ellen Rosenbaum, NY

Erica ). Ross, NY

Linda L. Ross, WA

Dr. Sylvia Ross, GA

Carolyn Rossi, CO

Helen E. Rothfuss, MD

Karen J. Rotz, PA

Cecilia M. Roudabush, 1A

Julie Russell, CO

Carolyn H. Ryer, CO

Maryanne Sabat, NH

Adrienne Sabo, WA

Jan Saddler, IN

Karen Sainer, CO

Riitta Saini, Finland

Sandra Sanchez, CO

Steff Sanvik, Phillipines

Theresa Sapp, GA

Anne Sauer, TX

Edina Welsh Sauer, VA

Sunny Saunders, GA

Susan Savage, NC

Linda Saver, FL

David Saygers, OH

Ann B. Scheib, FL

Marta G. Schellberg, WA

Nancy Schmunk, CO

Jacqueline Schnitt-
grund, SD

Althea L. Schottman, VA

Lenore Schwankovsky, CA

Deborah' Sciomacco, PA

SPRING 1991 — THE

Jane Wells Scott, FL
Kathryn Scott, CO
Gayle A, Seal, CO
Paul W, Semadeni, CO
Nancy Semcken, NY

- tynn Sengstacki, NJ

Jacqueline Setny, OH
Katrina Setterlund, CA
Susan K. Shah, Ml
Julie Shepherd, OR
Cheryl Shoffrer, CO
Marian Shuler, PA
Peter Sidaway, |
Great Britain
Tracey Silver, CO
Sue Simon, CA
Ruth Singer, OH
Kim Skatula, WY
Steven W. Skiba, CO
Connie Skoski, M!
Pam Smelley, LA
Katherine N. Smith, OH
Kristina A. Smith, OR
Patricia A, Smith, CO
Elaine K. Snow, NC
Julie Soderquist, NE
Barbara Sparti, italy
K. Bridget Spencer, AK
Marnie Stacks, VA
Brenda Stafford, OK

* Claudia J. Start, WA

Becky Staton, SC

Karen Stauffer, CO
Daryl Stehlik, NE

Eileen Stein, CA

Shera Sinell Stein, OR -
Carol Steiner, WA
Jeanne Stiles, CO
Marty Stoddard, CA
Lisa Stuart, OR

Melany Sturgeon, MO
Jane Stutzman, NE
Dark J. Suderman, KS
Kathy Suilivan, MD

Lisa Sullivan, IN
Marilyn A, Sullivan, 1A
Claudia Sutherland, WY
Sheryl Svoboda, CO
Deborah A, Swick, OH
Mrs, Susan A, Szabo, OH
Laurie Talley, CO

Peggy Tasaka, CA

- Connie Taylor, WY

Margaret M. Taylor,
Canada

Mrs. Pat Taylor, NC

lynn Teague, WA

Kathy Teem, NC

Sarah Tenney, MA

Mary Terrell, TX

Sally Miller Theadore, NY

Andrea Theriault, CT

Mr. Pong Thiemmedh, OH

Carol Thompson, WA

De laine Thoms, OR

Nancy Thurston, NC

Lavinla G. Tikasingh, CA

tynne Tobin, GA

Laurel Toliver, WA

Loretta Tonak, WY

Janice Townsend, NV

Joni Trainor, NY

Sheila Traylot, CO

Jody WyssTreadwell, IN

continued on page 40
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New England Conservatory
established 1867
presenls

A Summer of Music Education in Boston
Six Weskdong seminars with a special emphasis on the Middle School

featuring

~
J

Mavureen Kennedy
Orff in the Middle School

July 15 -July 19, 1991

Other saminars led by Frank Abrahams, Frank Battisti, Lyle Davidson, Tim Gerber,
Edwin Gordon and Richard Grunow
J dvate and confinui credit

courses offered for gr g

4

please contact Alan Fletcher, Associate Dean New England Conservatory
& 290 Huntington Avenue Boston, Massachusetts 02115 J

CALL TOLL FREE

ANYWHERE IN THE U.S.A. INCLUDING ALASKA

1-800-247-1536
WASHINGTON STATE RESIDENTS CALL: 1-800-562-8938

GB
Studio 49
Sonor
Recorders

Knowledgeable personnel
Music

Recordings

Choral

TED BROWN MUSIC COMPANY
FULL SERVICE MUSIC STORE
SERVING MUSIC EDUCATORS FOR OVER 50 YRS

1121 Broadway Plaza
Tacoma, Washington 98402
(2086) 272-3211

ORFF INSTRUMENTS?

If you didn’t buy from me ...
You probably paid too much.

j Fantastic prices aren’t the only thing. Our

“We're musicians
helping musiclans,”
David Mester,
General Music
Store Mgr. /Musiclan

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

1 'TOLL FREE 1-800-348-5003
General Music
~ Store

19880 State Line Rd.
South Bend, IN 46637
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For durable, long-lasting Orff
educational instruments, there’s
only one choice. Primary Line
by Sonor. That's because every
instrument is specially made
With children, and learning,
in mind.

MADE TOTAKETHE

- PRESSURE OFF BUDGETS.
Primary Line instruments are
also made with affordability in
mind. Which means you'll get
all-wood construction, a long
playing life, true resonance and .
sound clarity —all for a song.

Bars are professionally
overtone-tuned to “A’ = 440
Also, note names and symbols
are printed right on our xylo-
phones, metallophones and
glockenspiels. Which is ideal for
note introduction. And both our
xylophones and metallophones.
have bars of equal width to
make it easier for childrentogo -
from one instrument to another.
. Asoneteacher putsit, “The

- design of the instruments
creates an exciting musical
experience for both the instruc-
tor and the student.” _

For a free catalog, simply
write HSS, Inc., Department
ED-3, PO. Box 9167, Rich-
mond, Virginia 23227 Or call -
us at 1-800-446-6010.

You'll learn how Primary -
Line musical instruments are
so durable, they’re even made
to withstand kids’ greatest hits.

PRIMARY LINE

”4?SONOR’

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




NEWS AND VIEWS BARBARA POTTER, EDITOR

Welcome to Region I! Q

With this issue of News and Views we
begin a new feature: highlighting one of the
five regions of AGSA in each of the coming
issues of the Echo. The first region for special
attention is Region 1, since we will be going
there—to San Diego—for the 1991 National
Conference. This overview was prepared
with the assistance of the Region Is represent-
atives to the Board of Trustees, Marshia Beck
and Lisa Ann Parker.

Region | covers much of the far.western part
of the United States, with 16 chapters scat-
tered over seven states: Alaska (1), California
(7), Hawaii (1), Idaho (1), Nevada (2), Oregon
(2) and Washington (2). The geography is as
varied as the needs and problems of the
chapters, and includes one of the earliest
chapters (#21 in Los Angeles) and two of the
two newest, in Hawaii.(#85) and Alaska
(#88). '

Attendance at meetings and workshops
may- vary from 15 to 250 people, and those
who attend might be mostly music teachers
or mostly classroom teachers and students.
Many of the chapters are in districts where
there are no music programs in the schools,
so they fight to preserve what they can by
reaching children through the classroom
teachers,

Because of the continental or even oceanic
distances that possible presenters must travel,
all of the chapters struggle with the high cost
of airfares, as well as the isolation that these
distances can create, But this region is biessed
with a determined and creative leadership
that is deeply committed to the Schulwerk
and AOSA. Sometimes chapters share the
cost of presenters, hold consecutive sessions
nearby, divide the workshop day according
to attendees’ interests and training, and con-
stantly seek better ways to reach and educate
the newcomers, One of the chapters has been
successful in requiring national membership
in AOSA as part of chapter membership.
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It is a very proud region, since the San
Diego Chapter will host the 1991 confer-
ence, with Mary Shamrock as chair. The
other chapters in Region | are helping San
Diego in any way they can, but the full brunt
of preparation will be borne by the hard-
working hands in San Diego. Come see us in
November—we welcome you to our region’s
exciting, challenging and diverse beauty.

(Note: Chapters in Region | are indicated with

. asterisks.)

The newest chapter in California, the
*Inland Counties Chapter has found a home
at California State University, San Bernar-
dino. This gives the chapter a very supportive
university setting. In one year, the chapter has
more than doubled its membership. Con-
gratulations on a fine start for Chapter #91.

Unfortunately, the *San Diego Chapter
(#59) has had to request that members not
bring their children to workshops. This is
always a touchy subject, faced by many
chapters. How has your chapter handled this?

As noted in its newsletter, the *Idaho
Chapter (#61) has had a revival. In a com-
bined effort with the State Department of
Education, the fall in-service days were used
to sponsor a workshop. Teachers were ex-
cused from their classes for this purpose and
the attendance was quite good.

In Oregon, the *Portland Chapter (#29)
offers two scholarships each year to assist
members in financing summer study; they are
awarded through a drawing held for members
at one of their workshops.

Because music and elective subjects are

potentially on the “endangered species’ list
in that state, the chapter has urged its
members to speak out against the major
budget cuts in store for Oregon. A sample
letter, a listing of legislators and a plea for
members to become politically involved by
writing letters was included in a recent
mailing. .

*Evergreen Chapter (#42) has decided to
waive workshop fees for members who work
for the chapter as a board member, college
credit registrar, host/hostess, video/photo-
grapher. For the first time, a scholarship grant
was awarded to assist a member with the
expense of attending a national conference.

- During the fall session, the chapter spent

time learning how to wrap mallets, and these
were donated to the Keetman Boutique in
Denver.

In October, 1990, the chapter sponsored a
weekend mini-conference attended by more
than 100 people. A program of six presenters
was offered during the two days; Saturday

Restoration, Repair, and
Maintenance
of Fine Instrtuments

Collins and Williams

Historic Woodwinds

5 White Hollow Road
Lakeville, CT 06039
(203) 435-0051

We voice, tune, and repair
recorders to your satisfaction.

U.S. authorized repair for Moeck,
Zen On, Adler, Aura
and other leading makers

STUDENT
TEACHER
PERFORMER

Send for
FREE

catalog.

Sweet Fipes
23 SCHOLAR LANE, LEVITTOWN, NY 11756
(516) 796-4140
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Clinicians

(

Montreat Conference Center G. Kenneth an
P.O. Box 969 Mary Jane Cooper,
Montreat, NC 28757 Conference Directo:

(704) 669-2911
QX: (704) 669-2779

and Leaders

The Presbyterian Association
of Musicians

Sponsors

The 1991
Montreat
Conferences
on
Worship and
Music

Montreat, NC

Week I: June 16-21
Week II: June 23-28

For brochure and registration, write:

of

department

"MSU...global leader in Orff excellence”

Memphis State
Orff- Schulwerk _

el

LEVEL |I: Shirley McRae

Recorder: Karen Medley

Summer Courses

* July 15-July 26, 1991 *
LEVEL Ill: Konnle Sallba
Jos Wuytack
Movement: Beverly Boardman

LEVEL Il

* July 20-August 2, 1991 *
Master Class in Orff Schulwerk
Professor Jos Wuytack, Teacher

For information, contact: Konnie Saliba
Dept. of Music, Memphis State University
Memphis, Tenn. 38152 Tel: 901/678-3760

Mamphis State University is an Equal Opportunity/ Affirmative Action University.
1t is committad to educstion of 8 non-racislly identifisbla student body,
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More chapter logos next issue; send yours to
Tossi Aaron, Editor.
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night brought a performance by the teen-aged
dance group “Visions!”

The Arizona Chapter (#39) helps to ad-
minister the Ralph Nash Memorial Scholar-
ship, formed in honor of the late husband of
Grace Nash. It is granted to members who
wish to further their education in Orff Schul-
werk.

The North Florida Orff Chapter (#71) is
building national membership by offering
members a five dollar discount on local
chapter dues when they join national AOSA
at the same time.

Georgia's new Coastal Empire Chapter
(#95) held an interesting workshop last April
just before a symphony concert. It was
offered in conjunction ‘with the Savannah
Symphony’s unusual ‘presentation with
SCORE, the String, Choral, Orff and Recorder
Ensemble (See Orff Echo, Summer, 1990).

The Kansas Orff-Beat, newsletter of the
Kansas Chapter (#50) offered members a ride
on a sleeper bus to Denver, set up by the
Heart of America Chapter. it would be great
to hear how this worked out as a possibility
for future conferences. This chapter is also
one of those that holds weekend retreats for
members, with good sessions, college credit
AND air conditioning.

Missouri’s Heart of America Chapter (#60)
made up its own handout brochure with a
brief history of the chapter, AOSA ethics
statement, workshop information and a mem-
bership form.

The Great Plains Chapter of Nebraska
(#94), one of our newest chapters, holds its
executive board meeting at a local restaurant,
immediately after a workshop session. The
presenter is the guest, and everyone is wel-
comed. Nice way to get business done, too.

Ghost Ranch was once more the place for
the New Mexico Chapter (#34) to hold its
weekend retreat. Last year the focus was on
making items for the Keetman Boutique.

Western New York Chapter (#46) includes
news from Buffalo and Toronto in its news-
letter, keeping the whole area in touch this
way.

Berkshire-Hudson Valley Chapter (#17)
would be happy to tell you more about its
involvement in the performance of “With
Wood and Metal” a Suite for Orff Schul-
werk Ensemble and Orchestra by Emory
Waters. The Union Presbyterian Orff Consort
joined the Music Company Orchestra, giving
an opportunity for varied age levels and
abilities to make music together.

North Carolina’s Piedmont Chapter (#58)
started the year with a membership drive,
with a door prize drawing for new members
attending their first workshop.

Prairie Winds Chapter (#68) calls its
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newsletter “Prairie Winds Chimes” and fills
the first two pages with photos from recent
workshops. Each issue focuses on two mem-
bers, interviewing them about educational,
occupational and spare-time activities. What
a good way to get to know each other! Guests
are always welcome at workshop sessions—
in fact, a free poster is awarded to the
member who brings the most guests to a
workshop.

In Ohio, the Greater Cincinnati Chapter
(#7) sponsored a reception during one of the
local summer courses to acquaint students
with AOSA and the offerings of the chapter.
The chapter congratulates Rosie Koepfle,
recently named President-Elect of the Ohio
Music Education Association. Previously, she
served AOSA as Recording Secretary.

The Oklahoma Chapter (#75) held a res-
taurant luncheon after a workshop session
and watched a demonstration by a student
group from Sunset Elementary School; food
for mind, spirit and body!

This parody (with apologies to. Mother
Goose) appeared in the Central Texas Chap-
ter’s (#36) newsletter:

Mary, Mary quite contrary,

How do your Orff skills grow?

By taking a summer course, of course,
And putting your scattered .concepts in a

fow. continued on page 37
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Hispanic Songs With Orff Instruments,
Games, Dances and a Bilingual Musical.

Book ........... ..ol $ 9.95

Accompanymcnt Tape ........ $ 7.95

Both ............ ..ot $17.00
New:

CHIQUITOS (Little Ones)

Hispanic and English songs with games,
and Dances for Pre-K through First.

BOOK . ..ovve it $ 8.95
Accompanyment Tape .. ...... $ 6.95
Both...$15.00 All Four ....... $30.00

Also Available:
DANCE TIME IN TEXAS

Ten Great Dancehall favorites
Cassette tape onl

\ 2N $ 9.95
TX Residents add 7% tax; S&H $2.50

Send Check or Money Order to:
BRAIN DANCE INK

PO. Box 681268
San Antonio, Texas 78268

r

Free Tenor #311
Free Alto #309
Free Sopranino #207

Free set as above
and Soprano #303

Music and Instruments For Chlldren

2430 So. University #103
Denver, CO 80210

(303) 778-ORFF (778-6733)

FREE AULOS RECORDERS

with purchase of Sonor
or Studio 49 Instruments

. Bass Metailophone

~

with Alto Xylophone or
Alto Metallophone

with Soprano Xylophone
or Soprano Metallophone

with Alto or Soprano
Glockenspiel

With Bass Xylophone or

/
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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 , '
... Let the Music Begin!”

230 Lexington Drive Buffalo Grove, IL 60089 (708) 541-3520 or (800) 877-6363

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



An Orff Schulwerk version of Three Billy Goats Gruff, as developed by students of
Carol Friedli, Boise, Idaho.

(No credit given, so blame the editors,
Lindalee Rogers or Merie Skinner.)

This chapter offers a scholarship too—its

first recipient was Ruth Jungman. And at the
chapter’s first meeting in the fall, a door prize
of a rebated membership is offered to paid-up
members. This is also the meeting where an
inexpensive sack lunch is sold and the video
of American Odyssey is shown to start the
new season.

In Texas, the Dallas Metroplex Chapter
(#55) makes an appeal for national member-
ship in its newsletter, “Orff Essentials!’ The

chapter has grown rapidly from a start of 19
members to more than 100 today.

An interesting reciprocal agreement is set
up between the Greater Milwaukee Chapter
(#26) and the Greater Chicago Chapter (#4).
The members may attend each other’s work-
shops at local workshop fees without penalty.
It seems several chapters have worked out
exchanges like this when they are within
reasonable driving distances of each other.
It's a great way to get acquainted!

Look for the Highlight on Region 1l in the
next issue, and send in any news you'd like to
share,

CLASSIFIED ADS

ORFF SPECIALISTS’ SEMINAR, June 30-July
6 with lsabel Carley, 356 Kenilworth Rd.,
Asheville, NC 28805.

‘CHRISTOPHER MOORE COLLECTION
FOR YOUNG SINGERS’ is looking for
manuscripts to publish. they should be
unison/SA, gender inclusive themes of cele-
bration, friendship, nature, coming of age,
naming ceremonies, positive spiritual values
or significant role models, For further in-
formation please contact Linda Noah,
17620 SE Haig Dr., Portland, OR 97236,
503-761-8646. CMCYS is a Unitarian-
Universalist Association Publication.

Teachers say “Delightful production” “Up-
beat” “Easy to learn songs and parts”” MAN
NAMED NOAH. New Musical Pageant for
Elementary children by Emily and Robin
Uhr. Teacher’s Ed. $12.95, Student parts
$3.00 (min, 10), Orff Parts $2.00/set. Order
from Uhr Publications, PO. Box 258 Nas-
sau, NY 12123, '

The Northwest Instltute for Music Education
 SEATTLE PACIFIC UNIVERSITY

PRESENTS THE

11th Annual Orff Schulwerk Training Course

(A.0.S8.A. approved)

Venture to the beautiful Pacific Northwest for these innovative courses:
[0 Introduction to Orff Schulwerk — July 8-12, 1991
[ Levels L, II, III Teacher Training — July 15-26, 1991
[0 Plus other music teacher training courses!

For an informational brochure, call the
Division of Continuing Studies at:

1-800-648-7898

Seattle PacificUniversity
Quality Christian Education Since 1891
Division of Continuing Studies
Seattle, Washington 98119
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Living with Instruments

A fortunate Schulwerk teacher is one who
has a music room large enough for move-
ment, with pitched and non-pitched instru-
ments always available, neatly arrayed on
permanent tables. Alternately, accessible,
lockable, lighted, temperature-controlied
closets with adjustable shelves; proper stor-
age for mallets and small percussion, boxes to
hold drums and ample space to roll in the
bass xylophones and metallophones.

At the other extreme are those music
teachers who live “hobo style” from the
trunks of their cars, rotating schools, days,
weeks, grades (and heads), driving many
miles between schools and hauling instru-
ments in and out of classrooms on im-
provised carts. Somewhere between them is
the following situation: the music classes
squeezed into the full roster of activities held
in the basement auditorium/indoor gym/
muiti-purpose/rainy day room of a small
private school. During the 12 years | taught
there, a versatile storage arrangement
evolved.

All components described here were kept
in a pair of deep, low, head-bumping (for an
adult) closets under a small balcony at the
back of the room. (It may have been the stage
at one time, and probably an under-stage
space would suit as well.) After many sketch-
es, woodworking parents and grandparents
volunteered and built the system to exact
measurements with beautifully finished
wood.

Pairs of sawhorses in graduated heights,
with alternate sets for not-so-tall players
served as supports for plank tables. The
boards laid across the two pairs of tallest
supports were 12” wide and held two each of
soprano and alto glockenspiels, and soprano
xylophones. On the next lowest supports,
three alto xylophones and an alto metallo-
phone rested on a double width plank. A pair
of 12” high sawhorses were under the widest
board for the bass xylophone (we had no bass
metallophone). These heights were mea-
sured so that the instruments could be played
standing up.

All boards had the outlines of the instru-
ments and their names drawn with perma-
nent marker for proper spacing and place-
ment. This helped the rotating teams of
students from the first class of the day who
came early to set up. Usually this was a fourth
or fifth grade; the last class (often sixth grade)
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put everything away.

The instrumentarium was stored on a large-
wheeled wooden cart that the woodworkers
had converted from a book, lunch or toy cart,
Plywood partitions were carefully measured,
finished and marked to hold instruments
nose-to-nose, with pairs able to be loaded
from both sides, The bass had its own com-
partment. We mounted pegboards with adapt-
ed hardware on the ends to hang mallets, and
an extension shelf on the forward end held a
padded, removable and lidded box for nested
drums and tambourines. Baskets in the top
tray (also labeled) were just right for bamboo
sticks and other multiples of small percus-
sion.

One thoughtful mother made a corduroy
slipcover for the cart that protected every-
thing from dust. It was astounding how
eagerly and well the children (many of whom
lived with housekeepers) took care of this
system, setting it up and storing it each day.
They wrangled over whose turn it was, who
had been absent or had had two turns. We
ended up with a chart just to keep track.

The portability of the unit meant it could be
rolled to a demonstration or program site
(with a little help from the janitor for the
boards) and could be set up in the familiar
classroom configuration for the players. A
single row, open halfcircle of tables and
instruments was arranged so that the end
players could see each other; the progression
went from the bass xylophone on their left, to
the glockenspiels on their right, matching
piano voicing. (Orff Schulwerk teachers DO
learn to think in reverse, don't we?) Small
percussion instruments were grouped in
families on the forward edges—toward me—
on the tables.

©

In this situation, there were enough instru-
ments for half of the students in most classes.
The other half, Team B, sat on the floor, or
later on low chairs, in front of the tables facing
me. They could patsch to echo-play or to
learn the ostinato patterns, and could sing
and hear the sounds behind them. This was
preparation for changing places with Team A,
who had set up. Because this exchange was
done frequently, every child had the oppor-
tunity to participate in every class. Of course,
I had the distinct advantage: | never had to
turn my back on anyone.

Without exception, there was always one
student per instrument; two on each would
distort the voicing of the parts, overlapping
upper alto xylophone range on to the so-
prano, for example. To me, the crowding and
dissension caused by putting two children on
one instrument are distracting; it rests with
the teacher to find ways to involve every
child in musicmaking.

Although my own training did not empha-
size it, | believe that it is important for the
instruments to be played standing, with the
bars at “belly-button” height. This allows a
free swing for the arms holding mallets, a
good sight-line to the bars and/or the con-
ductor and invites rhythmic movement of the
whole body. An erect posture brings good
heads-up singing, much harder to achieve
when sitting on the floor hunched over an
instrument. Standing to play also makes it
easier to alternate teams or to come out on
the floor to move.

Some metal instrument “cradles” have
appeared in recent years; they are rather
wobbly when raised to the height needed by
a lanky fifth grader to play while standing up.
These attachable legs may work if the chil-
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dren are young—but what about glocken-
spiels? In one school, [ saw funch tables used
to hold Orff instruments, but they were too
heavy for the children or the teacher to move
into position and it was left to the janitor to set
up each day.

Two sturdy chairs facing each other and
touching are often just right for the alto
instruments; stacked boxes, taped closed, or
fruit crates, or benches can be improvised for
a movable system. Most important; to make
the instrumentarium so accessible and com-
fortable that every child will come to know
the joy and satisfaction of playing in en-
semble.

Hardware store drawer pulls screwed into
the vertical ends near the tops of the larger
instruments prevented the top ends from
coming unglued, as they often do when they
are used as lifters. Watch two children
working together to carry a bass instru-

ment—it is a lesson in harmony.

A practice caretaking session at the begin-
ning of every school year was not time
wasted. It encouraged respect and under-
standing for these as carefully made, delicate
musical instruments, not banging toys. This,
by the way, is only one of the reasons that
ensemble work was started in fourth grade in
my classes. Earlier than that, I've used one or
two xylophones at a time in echo games, or as
a bordun under a song, or for making sound
pictures in a story—but not as an ensemble.

Putting the instruments away lovingly at the
end of the year, cleaning, wiping down and
wrapping the bars, tying up mallets, loosen-
ing drum heads properly and nesting them
with paper between them made a fine fare-
well gesture, The sixth graders, who probably
would not play them again, could choose to
do any one of the tasks on the list. They
looked forward to this, though it was often a

sad/happy time for all.

If you have found some special ways of
working with the very unique Orff instru-
ments and would like to share your ideas with
others, send a description to The Orff Echo.

|

DULCIMERS
and KITS

for Schools
and Beginners

Backyard Music
P.O. Box 9047 /

New Haven, CT

06532

(203) 469-5756

an exciting

method of teaching studenis
how to play ORFF and all
tone bar instruments ./

by Sue Byrnes

ORDER FORM
Total
Qty. Item Price
Set I (diatonic)
Includes 25 student BELLBOARDS
(6 assorted colors)

1 teacher’s BELLBOARD
1 teaching format
— . Complete - 84995 §

Individual teacher
$5.50 each

Individual student
$1.90 each

BELLBOARDS are durable, brightly
colored replicas of the tone bar
instruments. The teacher's large
BELLBOARD is silk screened and dry
mounted on heavy board. Demonstrate
how the music will visually appear then
monitor your students as they learn the
music at their desk before they play the
actual instrument.

BELLBOARDS;

e help students understand musical
patterns and direction

e provide practice - repetition

e reduce learning time

¢ eliminate fear

e provide instant success

e promote good self esteermn

e keep everyone involved at all times

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

Set II (chromadttic)
Includes 25 student BELLBOARDS
(red, black and white)
1 teacher’s BELLBOARD
1 teaching format
— _ Complete-549.95 $

Individual teacher
$5.50 each

Individual student
$1.90 each

POSTAGE & HANDLING RATES:
Each set BELLBOARDS $4.00
Minimum postage $2.50

Total Item Cost .......... ]
Postage and Handling ...$
Total Amount Due ....... S

ORDERS FILLED
ON SAME DAY RECEIVED

Send purchase order or check to:

BELLBOARDS

Sue Byrnes

10105 Beacon Hills Dr.
Cincinnati, Ohio 45241
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Madonna College presents

Introduction to
Orff - Schulwerk
for
Teachers of ANY Subject Area

July 29 - August 2, 1991
Major Instructor: Donna-Otto Spence of Vancouver, B.C.
One hour of either undergraduate or graduate credit
will be awarded for this course
For more information call (313) 591-5197

M MADONNA

COLLEGE 36600 SCHOOLCRAFT  LIVONIA, MI 48150

)rff Schulwerk e e

in the SRR
cean State |

JULY 9-AUGUST 2-9, 1991
Yorkshops & Certification
Program
at the
University of Rhode Island
Level 1 - Judith Thomas & Anna Marie Spallina

Levels 1l and 11l - Maureen Kennedy
Movement - Barbara Schoenewolf

. Degree cfedit available
For further information call 1-800/334-1550

Marsha ). Trelstad, CO

Kathy Trent, TX

Sandra Uhland, CO

Irene Vallejos, CO

Jan Vander Leest, AR

Pertti Vesterholm, Finland

Sinikka Vesterholmy,
Finland

Mary Lu Vieselmeyer, ID

luz Villalba, HI

Mirs, Cindy Vines, NC

Kathie Von Schwarz, Mi

Monda Wadsworth, -
Canada

Betsy Stuen-Walker, WA

R. Knowles Wallace, MI

Robert Ware, Canada

Kristy Warnke, IL

Judie Wass, CO

Linda Wassum, OH

Gretchen G. Weaver, M|

Mary Weber, MO

Lassie Webster, WA

Teri Weed, MA

Barbara Weidenhamer Ml

Sheree Weverstad, CO

Cheryl A. Whipple, OH

Mark Wilcox, WA

Sharon Wilkins, MO

Leona Wilkinson, WY

Audrey Williams, WA

Kathleen T. Williams, GA
Kay Williams, CO
Marcheta Williams, CA
Pamela Williams, PA.

Stact Williams, TX

Karen Willie, WY

David R. Willis, MD

Judy Wilson, WY

john (ay) C. Wingard lil, SC

" Bonnie Winkler OH

Lisa C: Witwer CO
Jennifer R, Wolfe, WY
Carol Wolfson, IL
Kathleen C. Woll, VA
Mrs. Patty Jo Woods, CO
Anne Workman, OH
Rev. Jan 5. Worms, IL
Katheryn Worthington
‘Muller, VA
Eileen Wright, WA
Ellen Wright, NY
Janet Wright, WA
Jo Ann Wright, HI
Yuh-Shiuan Yang, MD
Laurie Zentz, FL
Rhonda B, Zihlman, iA
Diane Zimmer, WA ~
Ruth Anne Zimmer, Ml
Nazareth College of
Rochester, Lorette
Wilmot Library, NY

NEW ENGLAND DANCING MASTERS PRODUCTIONS ANNOUNCE

Dance Resources For Physical Education, Music, And Classroom Teachers, And Community Dance Leaders

CHIMES OF DUNKIRK

JUMP JIM JOE

Great Dances For Children Great Singing Games for Children
A collection of 19 traditional dances from the U.S, and England

A collection of 20 traditional American, African-American,
for school and community groups.

and English singing games for children of all ages.

THE TAPE provides music for doing these dances in the class-
room or gym. The musicis performed by members of the Green
field Dance Band including fiddler David Kaynor.

THE TAPE is a resource for learning the songs to the singing
games which are sung 2-4 times through each by Peter, Mary
Alice, Sam, and Stefan Amidon and accompanied by banjo,

accordion, piano, and guitar.
THE BOOK includes instructions and written music to the

dances, information on the traditions and forms of the dances,

THE BOOK includes instructions, written music, and words
teaching tips, and a glossary of dance terms.

N
$10.00 per item (book or tape) add $1.00 shipping per item  to the singing games. -
Make checks out to: NEW ENGLAND DANCING MASTERS
6 Willow Street, Brattieboro, VT 05301  (802) 257-1006

Edited by Andy Davis, Peter Amidon, and Mary Cay Brass Edited by Peter and Mary Alice Amidon
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MEMBERSHIP CAMPAIGN MOVES AHEAD

membefs Del Bohlmeyer and Jim Solomon with B. J. Lahman, chair.

ampaign Committee  conference.

t phase of an on-going Committee chair B. ). Lahman compared
g the Denver confer- e campaign to climbing Pike’s Peak; a
One” was the slogan banner depicting that mountain was dis-
assed among confer- played by members of the committee at the
effort to recruit new  AOSA business meeting on Nov. 9. Although
March meeting ofthe e did notachieve the goal of 5000 members
nembers, one current by January 1, 1991, we were very close. By
-omplimentary mem-  tha time you read this, it is possible that we

vere drawn fr'om lists will have reached the summit.
d in the activity at the

quqQ/ ~ The “STATE OF THE ART” |

France NN ~ AUTHENTIC
INSTRUMENTS for
ORFF SCHULWERK!

UNCONDITIONALLY GUARANTEED

instruments
to instruments!
features!.

B For information call
8 SYLVIAPERRY.
or BOB ESKIN

1-800-443-3592
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For Additional Information, Contact:
Dr.Elza Daugherty, Chairman,
Music Education Department,
University of Northern Colorado
Greeley, CO 80639

(303)351-2254, (303)351-2678,

or Toll Free 1-800-548-8178

Introductory Course - June 21-26
Level I, II, III - June 27 - July 12

AOSA Approved Teacher Training Courses
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* ORFF ECHO

would likely be so well known to older
students that reaching the goal of sight reading
skill improvement would be diminished. And
if the tunes are not known, the level of
difficulty, especially in Volume Il, progresses
so quickly that most classes would be hard
pressed to keep up.

The pieces are presented in the style of
most Kodaly-oriented books: rhythm syl-
lables: syllable initials below the rhytiimic
notation before staff notation; melodic exer-
cises of progressive difficulty ranging, in the
first volume, from sol-mi tunes through the
“extended pentatonic” (la,la).

In Volume If there are no straight rhythmic
exercises, and the melodic examples in-
crease in complexity rapidly, moving from
“More Complex Pentatonic Melodies”
through “Musical Examples Using Altered
Tones” to inner modulations and a rather
nice selection of canons and examples of
early music, and later art music. There are
also sections suitable for functional harmony
accompaniment.

Adding to the interesting selection of songs
are chapters devoted to re pentatonic, then
Dorian mode; sol pentatonic, then Mixo-
lydian mode; and la pentatonic leading into
Aeolian mode.

Although | doubt that these books would be
very useful in the standard Orff Schulwerk

classroom, there are points which could
make them a useful resource to the teacher.

Gin Ebinger

ACCENT ON ORFFE, AN INTRODUCTORY
APPROACH, Konnie K. Saliba. Prentice
Hall, 1991, $29.00

Very recently published, Konnie Saliba's
spiral-bound book consists of materials and
pedagogical suggestions based uponthe Orff
Schulwerk Approach and sequenced ac-
cording to primary, middle and upper levels
of instruction. Each level is further divided
into categories of “rhythm,” “melody,’
“movement” and “Orff instruments!” Alto-
gether there are eighty-eight songs and thirty-
eight poems intérspersed with a fair amount
of text explaining and describing how to
teach them.

Although the subtitle is An Introductory
Approach, it would appear that this book is
aimed at music teachers who are familiar
with Orff Schulwerk. Saliba has stated that
she is well aware that a teacher who needs
fool-proof, turn-the-page-for-tomorrow meth-
odology would be disappointed in the Schul-
werk. Yet the publisher promotes this book as
an “instant” lesson plan book for educators
using “the popular Orff Schulwerk tech-
nique.”

The book is more difficult to use than it
should be, as explanatory material is often

HAREBELLS

ORFF SCHULWERK
TRAINING PROGRAM

&
Introductory Workshop
Colorado State University

Introduction to Orff Schulwerk:
June 10-14, 1991

Orff Schulwerk Training Program:
Levels I, II, IIT June 16-29, 1991

Independent Studies also available.

Credits earned in the training courses may apply
to a M.M. in Music Education program. Some
tuition assistance is available to persons accepted
into the M.M. program.

For Information, write or call:
Summer Music Education Programs
Department of Music, Theatre & Dance
Colorado State University
Fort Collins, Colorado 80523

(303) 491-5529

at
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NATIONAL CONFERENCE 1991

Embracing Music Cultures Through Orff Schulwerk

Hosted by San Diego Chapter
AMERICAN ORFF SCHULWERK ASSOCIATION

NOVEMBER 13-17, 1991

Town and Country Hotel and Convention Center
San Diego, California

American Orff Schulwerk Association
Executive Headquarters: P.O. Box 391089, Cleveland, Ohio 44139-8089 (216) 543-5366
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