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COLORADO COLLAGE . . .
A Whirlwind of Sounds and Colors

MARCIA LUNZ, RICHARD SPALDING, KAREN MORRIS,
SALLY MILLER, RUDI REGISTRATO, JOHN STANTON

Step into any museum or galiery and try to
imagine the thoughts of the people looking at
the shapes and colors on display; attend a
concert and it will be just as difficult to sense
the reactions of those seated near you. Come
to an Orff conference; the unity of purpose
opens those silent paths; we touch and share
thoughts and responses without words—with
eyes, smiles, voices, dances . . . and hugs.

Every conference for the last twenty-one
years has carried its own distinctive “sense of
being,” and now Denver has stepped smooth-
ly into that line. From the moment the plane
nestled into the ring of mountains, from the
swirling snows to the no-coat bus rides, from
the parade of handsome banners to the
bouncing balloons on the banquettables . . .
every session, every lunch, even every ele-
vator ride meant instant rapport and a mo-
ment of delight,

Herewith, the impressions of the Colorado
Collage by six people from across the country
—some long-time and some first-time atten-
dees. If you were there, surround their words
with your own memories; if you were not,
perhaps the colors and sounds can be impro-
vised. After all, isn't that ability one of the
reasons we came to the Schulwerk in the first
place?

“Language as a Tool in the Development of
Musicianship” was a demonstration with fifth
and sixth graders. They followed Barbara
Grenoble’s invitation to music making
through body percussion, word play expres-
sed in movement, recorder and instrumental
improvisation woven together with song,
words and story.

Guest presenter Jacque Wuertenberg titled
her session “The Subject is Music and
Language: The Curriculum is the Child/
Between imaginative readings of some of her
favorite books and singing songs with us, she
gently stressed how important it is for us and
for our students to write about those topics
that interest us, about which we have informa-
tion. A vital point: affirmation, given and
received, is crucial for creative endeavors.

Barbara Haselbach's pace was perfect for
Saturday afternoon in “Dance and Lan-
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guage!” From a few words, she developed a
whole movement lesson for individual and
group composition through the exploration
of opposites. Motion (moving and still),
objects (water and stone), living organisms
(animal and tree) and colors (red and blue)
became the impetus for creative movement.

Carol Huffman, working with colorful
charts and a pocket chart, interwove language
and reading learning with music learning in
“The Hidden Agenda: The Music Teacher’s
Contribution to Whole Language” From the
opening song Good Friends to the Proverb
Rap, each piece focused on both a musical
concept and a reading concept.

In “Natural Connections: Nurturing Mu-
sical Growth through Literature,” Susan
Snyder soon had us involved in the world of
select stories and poems, including “The
Very Busy Spider”” Music and language arts
concepts were explored further through an
imaginative spelling activity with the word
“mischievous,” an unmetered poem, Sky
Dwellers and The Lizard’s Song.

A demonstration .of “Opera in the Class-
room,” led by Duane Wolfe, had sixty fifth
and sixth graders immersed in the realm of
opera, They listened to two professional
singers perform and then joined them in a
short production based on a song by Ben-
jamin Britten. Wolfe's well thought-out pro-
cess and clear directions to the class chan-
neled the enthusiasm of the group very
successfully.

Dan and Claire Seger, husband and wife
team, combined their fields of interest—
qualitative research and music teaching—in

“Making Music, Making Meaning: Language
Arts Theory in a New Key” Claire taught a
sample lesson for a primary class to the
participants; the analysis of learning from that
lesson as it relates to whole language was
discussed by Dan.

Another interesting demonstration ‘paired
Barbara Grenoble and Dee Coulter. Adapt-
ing quickly to the unfamiliarity of a large hotel
ballroom, Grenoble’s class of five- and
six-year-olds provided participants with a
firsthand observation of music learning.
After this, Coulter highlighted some notable
events and pointed out some observed
behaviors for reflection: a sympathetic teach-
er, one who enters the world of children, wili
more easily achieve attention and partici-
pation from a class. Knowledge of children’s
physical development is the key to planning
and choosing materials wisely. Both the
visible and the visceral are important.

Guest presenter Gerald McDermott, in
“An Artist Explores Mythology,’ shared his
history as an artist and projected slides of
published and in-process illustrations from
his books. He researches a tale he likes until
he finds the earliest version, and retains the
originality of the tale, but uses his own words
and illustrations.

McDermott believes that all children are
born artists but most have it “ground out of
them.” If our drawings come from a pre-made
grocery list of aspects of an object, eg.,
horse = hooves + mane + tail + ears + . ..
then the image drawn will not match the
mind’s eye picture, Rather, it is necessary to
draw from the comprehension of essence,
e.g., the power of a horse.

On Sunday morning, large projection
screens on four sides of the Sheraton ball-
room framed the closing “Colorado Col-
lage,” performed by students of Peggy Mc-
Creary and Barbara Grenoble. On center
stage and against the backdrop of projected
slide collages, a Native American story of
how Coyote brought music to the world was
told with narration, movement and musical
accompaniment.

Marcia Lunz, OSF, Wisconsin
WINTER 1991 — THE ORFF ECHO



_ Ina matter of minutes, Jack Neill really did
have all 250 of us “Jazzin’ Up the Joint.” We
made a melody for a poem, then for scat
language riffs (with ostinati), added a walking
bass, improvised melodies and ‘traded fours’
with question and answer phrases.

Soon Jack led us into the 12-bar blues with
#The Homework Blues” (Orff Echo, Spring,
1989). Again we began with a melody, builta
“ower of riffs” with vocal and melodic
improvisation and were soon wailing about
homework like any seventh grader. Jack’s
pace was well suited for the time allotted—I
found that his jazzy manner put me at ease.
Truly an upbeat session!

Gerry and Sonia Burakoff introduced us to
easy recorder pieces appropriate for an ele-
mentary ensemble, First, there were a few for
sopranos with keyboard; then two sopranos;
two sopranos + voice + percussion instru-
ments, Once we had added the vocal part,

we then experimented with creating new and \

original combinations for varied arrange-
ments, :

Personally, the advice | appreciated most
was to choose, as a starting point, the most
basic notes to which the children had been
introduced, without adding extra notes,
alternate fingerings or accidentals.

WINTER 1991 — THE ORFF ECHO

With echo whistling, Mimi Samuelson
captured our ears on Thursday afternoon.
Soon we were playing a familiar piece from
Volume Il of the Schulwerk, accompanied by
the instrumentarium, with as much nuance
and precision as if we'd been playing together

for weeks. The rest of this beautiful session?

Well, it just went by like . . .
just had to be there.

Jan May, basing her session on her experi-
ences in Ghana (Orff Echo, Winter 1989)
attempted to recreate a celebration in a
Ghanian village with the 175 of us as
villagers! We sang, played and danced; |
especially enjoyed seeing and using authen-
tic costumes and instruments and hearing
about her days as a naive Western music
teacher in an exciting, but totally -different
culture. Jan faced several obstacies that made
this a difficult session—notes not printed in
the program book, the VCR she requested not
available, and the problems of working with
such a large group.

“pffttt” . . . you

For me, the most useful part of this work-
shop was a speech rhyme that illustrated the
many different rhythmic accents possible in
this kind of music. In the same way that many
meters or styles become apparent when the
same piece of music is performed in various
ways, so working with one speech pattern for
Jearning where to place accents can be very
effective. :

Barbara Haselbach’s Dance, Language, Fine
Arts:

Heartbeat; steady, rhythmic drumming,
Moving, life-giving, organizing source

Of expressive movement—pulse.

With quiet direction, Barbara had us express
the pulse of drumming through movement
and later through drawing. She is very
skillful—notonly in encouraging our creative
selves to emerge without inhibition, but also
in guiding our energies into aesthetically
pleasing forms.

Taking the movement and music into the
realm of two- dimensional art really stretched

me in new directions and provided fresh
ideas for me to consider and develop in my
own work.

Barbara Grencble had two groups of
children—4th graders to play soprano re-
corder and 5th graders to play alto recorder
and dulcimer. They helped her fulfill her
purpose—to take us through a unit on West-
ward expansion, showing how music can be
incorporated. With songs (melody and har-
mony), speech play, imaginative drama and
folk dance, she showed many ways to make
the connections. As always, | found myself
impressed with Grenoble's identification
with the children’s needs and feelings.

In a joint session with Dee Coulter, Gre-
noble’s demonstration with elementary-aged
children showed the progression from word-
play and voice levels to pitch notation, then
reading notation while playing on drums
tuned to three pitches.

After the demonstration, Coulter offered
her observations on Grenoble's teaching
process, particularly her use of a sympathetic
approach to learning. The opposite, said
Coulter, would be an antipathetic one, in
which the teacher becomes emotionally
separated, both from the subject matter and
the learner, and in so doing, implies that
neither the subject nor the learner bears
importance. :

| believe that Coulters discussion of the
processes Grenoble used, from the aspect of
child development and learning theory,
could be valuable to the growth of any
teacher.

Dee Coulter began by sharing a few per-
sonal experiences that showed the impor-
tance of musical education. Then she opened
the floor to participants for discussion. The
main topic seemed to be the difficulty of
teaching under restrictions: space, time and
assessments in music, an area that presup-
poses creativity. It would have been helpful
to hear about her research that supports the
need for music in schools.
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My Saturday began and ended in “alike
and different” ways. Elizabeth Gilpatrick’s
session, “Aleatoric Composition” was dif-
ferent from what | expected, although totally
appropriate for the conference, In a pur
posefully cautious manner, our tasks were
presented in clear progression.

We began by looking at a picture of the
natural world, talking about what we saw and
making individual interpretations of the
information, including the possible events
two minutes before and two minutes after the
time of the picture. Then we interpreted our
stories in movement in small groups, eventu-
ally adding some musical sounds. At each
step of the way, Gilpatrick encouraged us to
come to consensus with each other before
taking action, a very valuable approach.

On Saturday afternoon, Barbara Haselbach
continued to address the connection be-
tween dance, language and fine art—in this
session, sculpture. We began with a few
images, among them an arrow, bare wall and
a screw to explore in movement. Soon we
developed these into a longer dance form to
the music of Arvo Part, Estonian composer.

A slide of a Henry Moore sculpture stimu-
lated discussion about what we saw and the
emotions it called forth. Our final task was to
interpret the sculpture in small groups—
making the movement that might have begun
just before the moment of the sculpture and
ending just after it occurred.

The beautiful shapes and images evoked by
each group's sculpture were very moving.
Haselbach encourages and stimulates us to
learn, to assimilate new information and use
it creatively—all so sensitively and effort-
lessly. | was so glad to have the opportunity to
work with her.

Karen Morris, Georgia

Thursday began with Miriam Samuelson’s
‘A Celebration of Syllables: Music and
Language for Recorders” Whether practicing
an exercise study or performing a work of
Early Music, she showed us how to play
beautiful music by paying attention to the
details. In her words, “ . . . if we can think of
the recorder as a text, then we must learn the
language of that text” We discovered the
nuances of recorder playing and interpretive
performance and enjoyed ensemble playing
with the addition of non-pitched percussion.

Steven Hedden (in conjunction with Re-
gina Mims) and Gloria Day led “Research I:
The Teacher as Researcher” They walked us
through their respective projects which had
stemmed from classroom- related research.
Along with insight into research practices, we
gained encouragement to pursue our own
projects in the classroom and were given the
opportunity to join in future data research of
both Hedden and Day.
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“Club Improv” opened Thursday night
with a double feature session given by Julie
McNamara and john Krumich. Using words,
solfege and orchestration for Orff instru-
ments, Julie shared a lesson on classroom
composing. John followed with a sound
sequence of movement and music experi-
ences designed to develop children’s coordi-
nation and awareness of meter.’

Cleo Parker Robinson, with some of her
dancers and conga player Fred, transported
all of us into the world of dance in a really
intimate experience. Through the use of
sounds, syllables and movement, we ex-
plored the space around us and the feelings
within us. The session progressed logically
from'simple beat competency to interpretive
dance. The close of the session was a
highlight as Cleo choreographed the entire
class in a piece from her own ensemble’s
repertoire, “Rain.

“Colorado Collage After Dark” was an-
other exciting world in the two hotels. It
started on Wednesday night in the exhibit

area, where the Rich Chiaraluce Quartet
played everything from jazz to be-bop. The
excellent musicianship of this combo was a
pleasure to listen to, whether examining the
varied merchandise or just standing nearby.

Thursday night, we watched the Cleo
Parker Robinson Dance Ensemble with ex-
citement as the dancers developed stories
and images through their movements. The
music they chose included a variety of styles
and cultures, put together in a program that
was both entertaining and thought- pro-
voking.

The evening ended with International Folk
Dancing with Leader Shukar Basanow, as-
sisted by Ron Tomocik on accordion—good
fun, and some challenging dancing. Some of
the dances came from Russia, Greece, Israel
and the United States,

On Friday evening, the American-based
Taiko ensemble performed with great pas-
sion and conviction. Trained by master
teachers both in Japan and the U.S., this
group of men and women proudly carries on
the tradition of the Taiko. Playing on impres-
sive drums and various types of metallic

percussion, their performance included
some fancy footwork as they jumped from
instrument to instrument, never missing a
beat.

To follow this, Paul Kerlee gave an excel-
lent presentation of some traditional Japanese
dances, teaching with very clear directions.
Along with the enjoyment of learning and
doing these dances, he gave us some great
material to take back to the classroom.

Rudi Registrato, New York

Robert deFrece: “Toward Healthy Singing/
But First We Sing . .. "

“You sing well when you play the instru-
ments because you know how to sing well
when not. playing the instruments” Robert
deFrece urged teachers to pass on to pupils
the skills for beautiful singing of high artistic
merit, “It is a matter of expectations,” he said.

With wry humor and a casual manner that
belied his serious intent, this superb clinician
deFrece demonstrated detailed, no-nonsense
applications of child-oriented vocal prac-
tices, Vowel, consonants, jaw positions, the
cheek bones, the eyes, body alignment,
mental focus and emotional attitude all had
their share of careful attention.

Stressing that the primary Orff instrument is
the voice, deFrece practiced the rule, “sing-
ing first, movement second, instruments
third” while teaching an absorbed assemb-
lage to sing a variety of part songs (with
movement and instruments), In the Canadian
folksong, “C'est laviron” he insisted that
“the vowel is the tone” and corrected the
French pronunciation to to approach the true
Canadian color and placement.

Robert deFrece reminded us that, while
vowel drill is important, songs deal with real
words and that the transfer of skills is not
automatic,

Kudos for AOSA Conference from Guest
Administrator, Dr. Steven Miller. A self
described “first-timer,” Dr. Miller, tongue in
cheek, suggested that AOSA change its title to
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“american Quality, Concerned Music Teach-
ing and Learning Association.!” “That sums
up, for me, the broad, eclectic, humanistic
appeal of the association and its members,
Thanks for inviting me!”

Richard Spalding, Kentucky

The Denver Conference, the third AOSA
conference | have attended, meant four days
filled to the max!

Thefirst day, | had the pleasure of attending
a session presented by one of the eight
founding members of AOSA, Isabel Carley.
This session was titled “Speech Play: The
Magic of Words!” She led us through a series
of examples using vocal sounds, nonsense
words and rhythmical phrases, adding move-
ment in large and small group settings to
enhance the sounds of the words. In one
notable example, each of several small
groups was assigned a different saying or
proverb to act out while two other groups
performed nonsense-syllable ostinatos.
These were combined to form a large rondo
piece.

This conference really did offer many
opportunities to experience music and lan-
guage. The secend day, | was mesmerized by
Opalanga Pugh, a story-teller from Denver

who studied in West Africa in the 1970s, She

led us through the oral language traditions
(lullabies, riddles, fables, legends and myths),
and story-telling levels. She told us one story
of the creation of man and woman and had us
chanting and singing games like “Little john-
ny Brown! We finished in one large circle
singing spirituals,

My first session on the third day was with
Judith Thompson from Michigan. We trav-
eled through a year with holiday activities for
varied age levels. The ideas presented were
mostly open ended, to be expanded by our
own creativity and our children’s experi-
ence. Movement was the key element to
keep everyone actively involved.

If you missed the Denver Conference,
don't miss the next onel Start making your
plans now for next November in San Diego.

Sally Miller, Alaska

Several things encouraged me to attend the
AOSA Conference this year for the first time
ever—the stated focus on whole language
and the desire to immerse myself in “renew-
al” activities found through music. Another
reason was the number of presenters utilizing
arts and theatrics, and these reviews tell of
two of such sessions.

Ron and Marsha Feller are artisans who
educate as well as perform their craft, Watch-
ing them work (and experiencing working
with them as they gently draw conceptual
ideas from their students) was quite gratifying.
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They had the children (and adults) think a
moment about the given subject, envision
how it would move, what it would do or
perhaps what it would look like. Thus
immersed in the subject, we could begin the
next phase of the work, the construction of
masks.

In this particular session, | believe that the
important part was not the creation of masks
or books; the process was the key. As in Orff
Schulwerk, the process is the important
element.

| asked Georgeann Sugden to sum up what
she presented. Her response was short and
precise; “Invite everyone to the party” Her
sessions on Theater in the Classroom con-
sisted of very minimal lecturing and maxi-
mum use of time “playing.” Her theory is that
if we just took notes, we might never use the
materials, but if we actually do the activities,
we would be more likely to absorb and
employ them,

Her session began with a set of warm-up
activities, encouraging us to explore the
space, experience use of energy, work in
different levels of motion. Inhibitional bar-
riers were gently eased until we felt fairly
confident about our participation. Many
basic theatric skills and exercises were pre-
sented.

To return to the level of the child: children
are often just as hesitant as adults to try new
things. If we want children to audition and
perform in plays and shows, we need to find
ways to enable and assist them in developing
basic skills that will enhance their ease at
audition time. “Invite them all to the party,’
develop basic skills, enjoy their participation.

John Stanton, Nebraska

Those who returned to a school holiday on
Monday appreciated the day to sort out the
impressions, file the papers and finish hum-
ming the songs. Thank you, Colorado, for a
true Schulwerk collage—sights, motions,
colors and sounds to last at least a year—and
some to live a teacher’s lifetime. Vival

Membership Drive Opens

Chairperson B. ). Lahman announced the
official beginning of the AOSA membership
drive at the business meeting in Denver
where a banner to indicate goals and achieve-
ments was unfurled. Buttons bearing the
slogan “Each One Reach One” appeared, a
signal that the wearer was pledged to enroll at
jeast one new member, then pass on the
button. Chapter Presidents and Regional
representatives will continue the practice in
their chapters.

DULCIMERS
/1 and KITS

/¥ for Schools
and Beginners

Backyard Music
P.O. Box 9047 /

New Haven, CT

06532

-, (203) 469-5736

Because
Good Orff Teachers
Want To Be Better...

Center for Contemporary Music Education
Master of Arts in Music Education

(]
Hamjine
UNIVERSITY
Hamline University Graduate School
1536 Hewitt Avenue = St. Paul, MN 55104
(612) 641-2900
Harmline University admits studerits of sy mee, color, ational or ethok: arigin,
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New York Nights of the Round Table

Although | enjoy many kinds of singing—
folk songs, show tunes, Gilbert and Sullivan,
classical, Sacred Harp and Gospel—rounds
have long held a special place in my heart.
Even after many years of collecting and
singing them, the thrill remains. They are an
ideal way to get any group of any age to sing,
whether professional musicians or novices.
To my continuing surprise, excellent new
rounds are still being written, and at a pro-
digious rate.

Here in New York City, our “Round Table”
has been meeting every month or two for
more than six years and is still going strong.
I've tried to analyze what we've been doing
right. You may think that it helps to live in a
major cultural center with a large pool of
singers from which to draw. However, the
multitude of competing activities, plus the
transportation and parking hassles are ob-
stacles that can easily outweigh the apparent
big city advantages. Many smaller communi-
ties and/or college towns probably have the
edge. -

Beyond locale, over which there is little
control, what are the ingredients for develop-
ing a successful round-singing group? Most
essentially, there must be at least one person

willing to devote the necessary thought, -

planning, time and energy. There will be
others who'll be glad to help, and their
assistance should be gratefully accepted.

SOL WEBER

There should be one or more suitable
places to meet, locations that are convenient
and large enough for the group. If you meet at
irregular and unpredictable times (as we do,
adroitly avoiding holidays and major con-
flicting events), there should be a mechanism
for spreading this information. A frequently
updated telephone list, divided among a few
volunteers, is a strategy that has worked for
us.

Of course, before all else, there must be
singers and something for them to sing, Initial
members (aside from your musical friends)
can be drawn from local music and dance
groups, though in fact you'll find singers
everywhere, Ask group members to bring
friends, put up notices in music stores and the
library, get into organization newsletters,
make announcements at festivals and invite
others to spread the word. Most importantly,
keep at it—because normal attrition and
turnover will keep nibbling away at the
numbers: After six years, most of our original
people have been replaced by bright new
faces. This can be an advantage; you can
always resurrect some earlier rounds for
these new singers.

Decide for yourself the question of musical
standards. After its initial start, the New York
group has kept them fairly high through an
unobtrusive “by invitation only” member-
ship. Basically, | think it is valuable to

maintain a “critical mass” of good singers and
to supply them with music that will hold their
interest.

Ah, yes, the rounds. Where to get them? Of
course there are many collections on the
market, some books more interesting than
others. Collect as many of these as possible
and go through them with friends (or a tape
recorder) to select rounds that seem to sing
well, Ask your musical friends if they have
any to share, or if they know people who do.
Word of mouth is still the best way to learn
fresh, new material—and of course, you'll
share your rounds with others, ’

Carry a small, inexpensive tape recorder
when you think you might encounter these
round-bearers. Be sure the contributor’s
name and any pertinent facts are clearly
spoken; source (person or collection), num-
ber of parts and entrances. To make sure you
get the words, have them recited after the
singing, if possible. As an alternative to this
instantaneous taping, some contributors may
prefer to send you the rounds on a later tape,
or written out,

Make maximum use of every occasion to
share, sing, collect and trade rounds. For
example, NEFFA festivals (New England Folk
Festival Association) always have enjoyable
rounds workshops, but the best rounds can
often be learned in the corridor immediately
afterward, when the true fanatics, tape re-

@ Breq kfast Joanne Olshansky, 1987
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Computer scoring for Olshansky rounds: Steve Calantropio
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Canons Are Fun |

‘Joanne Olshansky, 1983
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Ending: "t'm glad this. ... "
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some real goodies, or to exchange addresses 3 partsat ®
for iater correspondence. Swaylng John Krumm
. . St ——1 T ) S . —
Don't be afraid to contact professional L = s e — ——t— t+—
composers, even famous ones, in a courteous D) = . g Jl ¥ e o -
manner. Once | wrote to Peter Schickele Ive been  wait - ing the day long to
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was no—he was about to publish it elsewhere v < s ¥ A
—but his “no” was in the form of a very see the stars in  your - eyes. My
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arrived just in time for one of our gatherings %" a {’ +1l? t ; 3 —¢ |
and was a big hit. love come dance  with me now.
Perhaps the main ingredient in the success 41 ! ! | T § r—t —t —
of the “Round Table” gatherings has been e S — e = ——
; 0y T
that. our sings are a!ways fun— pleas.ant, See how  the eve - ning  flies. And,
sociable gatherings with good conversations
and snacks providing an occasional counter- Al S— r—t { " — ; : {
point to the music. We have tried to keep a %# 3 — — i —T—]
delicate balance, maintaining respect for the : v - M T v
music while having fun with it. And this is an as yousleep my dear, knowthat Pll be  near to
invitation to all Orff Echo readers to trade g yo—— —r—r— — . H
rounds with me and to share the pleasures of g —— g —e —#® T4 — s
singing them. .. .
hold you when you a - rmise.

Sol Weber . devotes his non-retirement to
music and children’s writing. He is pre-
paring a book of rounds by present-day
composers, with human interest sidelights
and good music. “It hasn't yet been officially
born, he says, in search of a publisher. Sol
Weber can be reached at 25-14 37 St,
Astoria, New York 11103,
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“Breakfast” from “Pizza Boogie,” rounds
and songs for.adults and children, book and
tape by Joanne Olshansky, © 1987.

“Canons Are Fun?” by Joanne Olshansky, ©
1983, Used by permission

“Onawa’s Waltz” from “A Book of

Rounds,” originals by John Krumm. Used by
permission.

John Krumm wrote this for Onawa, a young
girl who never returned from a coma after
an accident; he admits the words have
double meaning.
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Orff Schulwerk: A Continuing Heritage

Welcome Address, Symposium 1990, Salzburg, Austria

BARBARA HASELBACH

Director, Orff-Institute of the “Mozarteum” Academy of Music and Dramatic Art

Honored guests, dear friends from around the
world:

It is a true pleasure to welcome you in the
name of the Orff-institute of the Mozarteum.
The symposia that are held here every five
years are a special opportunity for contact
and exchange among graduates and faculty of
the Orff-Institute, as well as all those others
who take an interest in this field, and those
whose work throughout the werld of music
and dance education is built on the ideas of
Carl Orff,

These occasions cffer also the challenge of
sharing and discussing work situations, both
problems and results, with one another. That
this is not done in the form of a strict
professional conference, but rather in an
encounter of celebration, lies truly in the
substance of “musike” on which everything
here is based.

We hope from our hearts that for all
participants—those in the audience, those on
and behind the stage, those whose planning,
organization and financial support made this
meeting possible, and finally those who have
chosen to serve as presenters—this sympos-
jum will be a powerful and positive experi-
ence.

STUDENT
TEACHER
PERFORMER

Send for
FREE
catalog.

weet SLipes

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

PAGE 8

JA

As we searched for a motto for this event,
many themes came to mind which would be
significant enough to serve as leitmotif. We
have chosen a central focus that has great
meaning for the understanding of the purpose
of the Orff-Institute,

This Institute has been in operation for
nearly thirty years. It has educated well over a
thousand students from all the continents of
the earth, and assuredly has had an inter-
national influence. Today it remains in a
continuing state of change, sometimes strong-
er, sometimes weaker, impacted by shifts that
range from hearty, enthusiastic recognition to
understanding or condescending tolerance,
or even vehement rejection. Yet it long ago
survived all the avant-garde “isms/ if, in-
deed, it ever belonged among them.

As the responsibility of today’s activities at
the Orff-Institute and in the planning of its
future directions, the key issue is not whether
Orff Schulwerk has contemporary meaning.
Rather, we must ask the following questions.

What is the imperative essence of Orff's
thoughts that we must not abandon? In
contrast, what part of the tradition is a form or
model that is bound to a particular time and
must change and adapt in response to the
changing factors of life? The Orff Schulwerk
did originate from the spirit and style of the
1920s. Must it be confined to the view of life
of that epoch? Or is the idea of the Schulwerk

timeless? And even if the idea is timeless, are-

the accompanying methods timeless as well?

There can be no doubt that we have been
entrusted with an enormous inheritance, one
that came with the charge that we be good
stewards, that is, that we make it useful for
other people. Is caring for such an inheritance

a matter of keeping it alive? According to
Orff's words, keeping something alive means
“changing in and with time” But cannot this
transformation with time carry danger? Might
it lead so far that one may forget or betray the
heart of what is timeless in Orff's pedagogy
through endeavors to make it contemporary,
and attempts to fit it into the trends of the day?
Might we lose what we seek to preserve?

Or at the opposite extreme, must the
inheritance be bound up with the strict
maintaining of a status quo as the protection
from unauthorized adaptation, or from the
falsification of the original idea? Can the
inheritance then be so rigidly protected that it
stifles natural development and finds its fate
as a fossil in a museum?

Must the choice be limited to one extreme
alternative or the other? Is it not possible to
participate constructively in the changes of
one’s own time and yet cherish the inheri-
tance? Can we not understand it as a product
of its time, yet with the media and insights of
the present, bring it to new expression?

Where do we stand regarding this dilem-
ma? What do we believe between honoring
and cherishing, between fossilizing and
betrayal, between natural change and carry-
ing forth? And where do those stand who at
one time studied here and now must find a
personal position on the matter?

Orff himself said that his approach in terms
of pedagogy is not new. He developed a
representation of older, timeless ideas in an
expression of his own time, through his
personality, He himself was able to achieve a
wide span connecting present and future, The
task falls to us, those who come after, the
heirs, to find a balance between caring for the
imperishable essence and fostering its living
transformation into an expression of our time.

The three days of our symposium should
give us an opportunity to seek this balance
through our consideration of the lectures and
discussions, and through our own participa-
tion in the workshops; through observing the
demonstrations and performances and
through talking with one another reflectively
to exchange our ideas. | wish you all a rich
experiencel

Translation: Esther Gray
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Salzburg: Symbol of Unity and Diversity

Last summer | was privileged to teach at the
International Symposium and in the English-
speaking Summer Course sponsored by the
Orff Institute in Salzburg. Although | had
experienced the Institute vicariously through
the people | have known who studied there, it
was a great thrill to stand, finally, on the
doorstep of this institution that has been the
source of so much that is meaningful in my
life.

School was not yet in session and the
building seemed deserted when | entered.
Yet the display case filled with familiar
“ethnic” instruments, the photographs on the
walls of musicians from all corners of the
world, the spacious classrooms with large
windows and beautiful woodwork and the
warm greeting from Verena Maschat made
me feel immediately at home. That feeling
increased in the weeks that followed.

| was curious to see if the flavor of the
Institute would differ from my experiences of
Orff-Schulwerk in the United States, What
follows are some personal reflections and
initial impressions from that intense two-and-
a-half weeks.

The first thing that struck me was the
exquisite dance and movement presented in
the Symposium performances. l've rarely
seen such a high level of technique, con-
ception and choreography in the United
States. It is clear that the Institute is firmly
committed to the origins of the Schulwerk,
extending the sensibilities of Orffs initial
collaboration with dancer Dorothee Guen-
ther in the 1920s. In the United States, the
music side of the marriage seems to have
greater emphasis, but here music and move-
ment appeared to be equal partners.

Second, there seemed to be little concern
with curriculum sequencing and the practical
details of teaching. Instead, there was an
atmosphere of exploration, of “playing
around,” of structure evolving from the inside
out. The model seemed to be the organic
process of a seed growing and developing,
rather than one of building a house for ideas
to live in,

It occurred to me that as music teachers we
are faced with the immense challenges of two
worlds—we must be both musicians and
teachers. Each alone is a lifetime of study. It
feels to me as if in the United States, our Orff
training often accents the teacher side—
“here’s some good material, here’s the
step-by-step process, here are some ideas for
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class management, here are some curriculum
goals and some ways to test and measure
them.”

The feeling | got in Salzburg was that there
was less emphasis on the teacher and more
attention to developing the artist within,
offered with confidence that the spirit of art
will overflow into teaching. Since music is an
art form, it can't be treated in its whole form
the same way as any other academic subject,
with finite goals and information to be
covered and tested, The real task in music
education is not to cover material, but to
uncover it, and to contact the artistic impulse
within each of us. A teacher who does not
have the personal experience of artistry might
as well be teaching accounting.

Of course it is a disservice to make teacher
and artist an either/or proposition. | believe
both are needed, having seen artists who
need guidance in the art of teaching, and
teachers who need to go deeper into their
artistry. Perhaps the United States and Salz-
burg have something to offer each other, to
bring these into balance.

The highlight of my time there was the

dynamic energy of 180 students from 21 -

countries and many cultural backgrounds
joined in a common experience. On two
different nights the students shared music and
dance from their own countries, often ending
with an invitation for all to join in. The
richness of that experience was unforgettable
as we were invited to express our boisterous,
elegant, playful, refined, humorous and
mysterious selves through the accents of each
cultural style.

It was a vivid reminder of how essential itis
to celebrate and preserve the diversity of
cultures, even as we speak of a “one world
vision.” Too often, that vision translates into

an homogenous distillation of Western (and
often American) values that counts its vic-
tories by placing a McDonald’s in Moscow, a
Disneyland in Japan and by Australian abori-
gines drinking Coke while listening to Ma-
donna.

The alternate vision finds native citizens
steeped in the lore of their own culture,
keeping the work of their ancestors alive
through stories, songs, dances, poetry, rituals,
social and spiritual values. Starting from
there, we might find Chinese playing Mozart,
Americans playing gamelan, Japanese play-
ing bluegrass, Australians playing Bolivian
music and everybody playing jazzl--rooted
in their own cultures and fanned by the
breezes of other ways. This was the spirit | felt
during those magical nights in Salzburg,

The danger of accenting the differences in
cultures is that it may encourage a leaning
toward separation. The balancing act is to
transcend the differences and find the point
of unification at the heart of all cultures,
Nowhere was this more eloquently achieved
than in the movement classes taught by
Wolfgang Stange.

Sensitive to the unevenness of people’s
English-speaking ability (in itself an uncom-
fortable reminder of the drive toward homo-
geneity), Wolfgang invented a nonsense
language named Chipro by one of the stu-
dents. Speaking fluent Chipro, Wolfgang led
us through an entire class of improvised
movement, The Taiwanese woman who had
giggled the night before when | struggled to
count to 10 in Chinese (just as [ had smiled
watching her move to Johnny Cuckoo0), was
now my partner as we closed our eyes and
improvised movement together, We created
something entirely new, transcendent of our
respective cultures,

This play back and forth between honoring
the diversity and the unity 'was an enactment
in microcosm of what we can only hope to
achieve some day in the larger picture, This
makes us as Orff teachers the potential
leaders in a movement toward a healthy,
culture-sustaining, peacefu} co-existence,

By the end of that session, we were all
united in our mutual experience—we
opened our eyes and suddenly there were no
Chinese or Greeks or Americans in the room;
sometimes the Chinese were Greeks and the
Greeks were Chinese! Mostly we were all
human beings, united in the joy of Orff
Schulwerk.[J
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Poets and Composers Meet

Reprinted from Melodious Accord Newsletter, Vol. 6, No. 2-3, June 1990. Useéd by permission.

in the first conference of its kind, Mel-
odious Accord brought together poets, com-
posers, performers and singers on a spring
weekend in New York. Convened by Alice
Parker, song leader, choral director and
composer, it was clear to all present that new
ground had been broken, as poets and
composers explored, to their mutual fascina-
tion, their common ground in the marrying of
words and music. Singers and accompanists
entered the lively exchange of remarks, and
the ease of interaction with the audience
fostered two-way communication. Alice Par-
ker's comment: “the ‘ears of their ears’ were
awake!” (e. e. cummings)
(The following words are summaries of
comments by some of the singers, poets and.
composers at the “Poems and Songs” confer-
ence. Ed.)

Alice Parker, opening the conference on
Friday morning, spoke on “The Sound Con-
nection”—the close relationship between the
music of speech and the speech of music.
Poets and song-writers obey the same muse,
and need to be aware of the connections

between the two arts and their similar
materials. She told of how she memorizes
poetry before she sets it to music, trying to
think her way into it to such a degree that the
music comes from the same seed that brought
forth the poem.

Luci Shaw, poet: “Rhythm, Rhyme-and the
Music of Poetry” Walking leads her into the
rhythm, as does the iambic beat of the heart.
“Truth creates its own form,” each meter has
its own sensuous feel; the poem arises from
an image, expressing through form and meter
the words which tell the poet what the
experience was. She shared the genesis of a
poem begun the day before during a visit to
the Cloisters,

Gerald Ginsburg, composer: Songs arise
from the inner child, and the need to keep a
sense of play and imagination; the piano is his
tree house, his sanctum sanctorum. As a
teacher of elementary school chikdren his
own creativity was released in the effort to
encourage theirs. His first songs were written
for them to sing; he looks for poems that don't

say it all, that leave room for him to add
something. His musical word-pictures feel
almost like photographs; his musical forms
arise from the words, even canons and
fugues. He works entirely at the piano, getting
melody and accompaniment at once and not
writing until the song is complete.

Amy Jo Schoonover, poet, asked a series of
pointed questions about how and why a
composer chooses a (particular) poem, and
what happens next. Is it the subject or topic?
the style or form? to suit a performer or voice
type? Is the chosen poem used in full,
excerpted, fragmented? Is it for a specific
audience or publisher? How well does the
poem faret is it enhanced, at odds with the
setting? can it be repaired? If modifications
are made to suit the music, is the poet
consulted, the poem submitted for approval,
or collaboration explored?

Richard Hundley, composer, told how he
came to write music. “The chief inspiration in
my songs are the words themselves and | try
to recreate the emotion | experienced on first
reading the poems. My ultimate aim is to

11th Annual Orff Schulw

(A.0.S.A. approved)
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Division of Continuing Studies at:

1-800-648-7898
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crystallize emotion.”

Madeleine UEngle, author, shared her recol-
lections of growing up with music. Often
today she doesn't know if she is writing prose
or poetry. Important words are encountered
by accident. “Over and over again, what we
need is given to us: We need only listen, ] am
a servant of the work; it is full of wonderful
surprises.”

Margaret Smith opened Saturday morning
singing two Irish folksongs. For the first, she
used an old love song text and made up the
tune; for the second, an old tune and her own
text. The link between folksong and artsong—
between poet and singer—was very clear.

Sheila Nickerson introduced a work-in-
progress, being set by Nome (Alaska) com-
poser George Sabo for speaker and electronic
accompaniment. She feels that “song” is the
most important part of the poem; in the
nineteenth century, the name ‘melodrama’
was used to describe readings with music.
Her first poems used sounds of seal calls,
waves, wind and sea spray.

Robert Baksa began to compose while he
was an announcer on a_classical music
station. He feels that poets need to know
singers; the beauty of the language as it is
sung, how it differs from speaking, the ‘open
throat’ of the singers on high notes and their
ability to project the text. He gave examples
of difficult texts to set and asked, “What can |
do as a composer to enhance the beauty of
the poem?”

Dan and Jane Gawthrop explained their
relationship as husband-composer and wife-
textwriter collaborators who enjoy the luxury
of consultation for changes in both the text
and the music. Dan recited thelr Ten Com-
mandments”:

1. The composer has final authority on the
text {groans).

2. The poet has final authority on changes
suggested by the composer (cheers).

3. The composer should read the text aloud
three times before beginning to write.

4. The poet should not end a line W|th a
dipthong or an 'r.’

5. The composer should know all the arts, all
life.

6. And the poet likewise.

7. The poet shall be aware of ‘the long
sinuous sentence, with many a winding turn
and dependent clause, etc., that would make
both singer and listener stumble and grope.’
8. Thou shalt not steal (but do quote the
best).

9, The poet shall not fuss when the com-
poser can't set the words.

10. Both shall vow to love and honor the
partner’s work, for each word and note has
been born in joy and pain.

Paul Gallagher closed the conference. Both
singer and composer, his knowledge of the
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voice is evident in his compositions. Heand

Barbara Hess sang two of his original rounds,
in which he calls his texts lyrics, not poems,

- written for the fun of performance by friends;

the music came first, then the words. His texts
for the song ‘“Aspens’’ brought our thoughts
full circle, demonstrating that a musician who
understands words can be a true poet, and
that the reverse is just as possible.

Note: The Second Annual Poems and-Songs
Conference will be held in New York City
from March 7 to March 10, 1991. The
program includes two days of readings by
invited poets and recitals by composers. All
sessions, including discussions, will be held
at the Central Presbyterian Church, Park
Avenue at 64th Street, in New York City.

Melodious Accord was founded by Alice
Parker, now Attistic Director. it offers open
sings of a broad range of music, sponsors
lectures and song workshops across the
country, concerts, composition searches and
recordings. Alice Parker’s editorials from the
newsletter have been reprinted in The Orff
Echo.

For further information, write to Melodious
Accord, Inc., 801 West End Ave., New York,
NY 10025, or call Nancy Schmidt, Chair of
Planning Committee, 212-663-6021.
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BERCUTIVE MAADGRMERE MO BOK Bt CLAVILANE, ONID Sebiited

This is a very-much reduced, black-and-white copy of the official
AQOSA poster: in real life it measures 24” wide by 36" high. Printed in
black on light blue and silver, it would make a handsdme addition to
the music room or mounted on cardboard and placed on an easel
outside the chapter meeting place. It arrives in a mailing tube that is
easily wrapped as a gift or award. To order, send $5.00 to AOSA,
Cindi Wobig, Executive Secretary, PO. Box 391089, Cleveland,
Ohio 44139-1089.
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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

‘ Wi’i'_ei:oimd"books'
that stand alone!

Le( s Slng & Plly, Peg Hoenack.s well-
loved book. Kids play dozens of folk
songs and classics usmg casy-to-read
LETTER NOTATION,

Let's Write & Read Music, Jorgensen’s
ingenious transition to STAFF
NOTATION. Kids write, then read the
songs they've played,

Recorder Teaching: A classroom
approach, Chapmanss secrets to
MUSlC LITERACY FOR EVERY

Recorder fingering charts — 18 large
: pictures of hands on a recorder.

i Rhythm & pitch notatios charts — 32
\ large visuals,

Peg Hoenack's

cMusicWorks

8409 Seven Locks Road
Bethesda, Maryland 20817
301 - 365.1818
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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-
jation 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. A qualified 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.

NEWSFLASH
Gunild Keetman died on Dec. 14,
1990, near her home in Breit-
brunn/Chiemsee, Germany.
“Without Keetman’s decisive
contribution through her double
talent (music and dance)
Schulwerk could never have-
come into being.” —— Carl Orff

Featuring these fine products:

Have it

Quality products ¢ Competitive pricing
Same day processing
Friendly, knowledgeable people.

Aresource center for elementary classroom music teachers,
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Studio 49 Nova Diversified Percussion Silo, Inc.

Blocks Magnarmusic Baton Hohner

Zen-On Remo, Inc. Rhythm-Tech
Aulos Magnamusic Distributors Performer Mallets
Educdtional Activities

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

e

Oscar Schmidt

T Iletgschgo‘;w
ns,fs’?o, oror

399-0345 forg silery

E. ¢ Salem, Oregon 97302 Aoy 1O
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Focus on Research

Carolee Stewart, Editor

A Description and Analysis of an
Orff Schulwerk Program of Music Education
, SYLVIAMUNSEN

Society today faces the challenge of pre-
paring its youth for life in the 21st century!
What tools will people need to life in the year
20017 In The Farther Reaches of Human
Nature Abraham H. Maslow addresses this
problem and discusses the need for creative
people.

Our era is more in flux, more in
process&\'more rapidly changing than
any previous one in history. The rate of
acceleration of accumulation of new
scientific facts, of new inventions, of
riew technological developments, of
new psychological happenings, of in-
creased affluence, presents every hu-
man being today with a situation
different from any than has ever hap-
pened before. Among other things, this
new lack of continuity and stability

" from past to the present into the future

makes all sorts of changes necessary
which many people don't realize yet
. . . Itis quite clear that we must teach.
them [people] to be creative persons, at
least in the sense of being able to
confront novelty, to improvise, They
must not be afraid of change but rather
must be able to be comfortable with
change and novelty, and if possible
(because best of all) even be able to
enjoy novelty and change...We
must develop a race of improvisors, of
'here-now’ creators? :

Maslow goes on to challenge educators to
rethink the educational process.

What | am really interested in is the
new kind of education which we must
. develop which moves toward fostering
the new kind of human being that we
need, the process person, the creative
person, the improvising person, the
self-trusting, courageous person, the
autonomous person.?

in the Orff Schulwerk approach to music
education, musically creative opportunities
are the focus of the program philosophically
and pedagogically. Students are guided
through a process that builds musical skills
and concepts developmentally. The goal is
musical literacy and independence through a
.process of active music making. Fundamental
to the development of those skills and con-
cepts are opportunities for students to explore
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and improvise with musical materials, i.e., to
create their own music# Orff maintained that
improvisation was “the starting point for
elemental music-making”®

Belief in Maslow’s assertion regarding the
need for creative people struck a responsive
chord in me. An increased interest in the Orff
Schulwerk approach as practiced in the
United States by the music education com-
munity, coupled with the lack of evidence
documenting the process and outcomes of
such a program, motivated this investigator to
pursue the study.

Problem

The problem of the study was to describe
and analyze selected aspects of ‘an Orff
Schulwerk program of music education atan
elementary school which purports to develop
the ability of students in Grades 1, 3, and 5 to
improvise rhythmically and melodically.
Analysis of the problem led to the formula-
tion of the following subproblems which
served as the basis for observation and data
collection.

1. What are the classroom dynamics?

2. a. What is the level of participation in
musical activities?
b. What is the attitude of students

. toward those activities?

3, What are the characteristics of ques-
tion/answer improvisation?

4, To what extent do the improvisations
of students in Grades 1, 3, and 5
differ?

Procedures

The locus of the study was a private school
(K-5) in the upper midwest with an estab-
lished exemplary Orff Schulwerk curriculum’
taught by a leading Orff Schulwerk specialist.
The investigator spent four weeks immersed
in the program: observing and collecting data.

Demographic information was collected
about all students in Grades 1, 3, and 5: 1Q,
musical aptitude, self-concept, classroom
musical sensitivity, and musical background.
The music curriculum and all lesson plans for
the three grade levels during the fourweek
study were included. In addition, the in-
vestigator observed and reported on the
activity and climate of the art, drama, science
and social study programs.

A modification of the Flanders System of
interactional Analysis (FSIA) and a narrative
description were used to assess the classroom
dynamics. An education consultant with a
music background was hired to conduct the
FSIA which distills the classroom interaction
into three categories: teacher talk, student
talk, and silence/confusion. (Five of the FSIA
category definitions were elaborated to in-
clude musical behavior activity.) She also -

Third Grade

provided the narrative description of the
classroom interaction.

The investigator developed a Musical Activ-
ity Record (MAR) to assess the amount of time
students participated actively in musical
activities. This observation tool took the
shape of a time line for six areas of musical
participation: singing (which also included
expressive speech activities), moving, play-
ing (differentiated between/among body per-
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cussion, pitched percussion, non-pitched
percussion) listening, reading (included writ-
ing, composition), and creating. The tool
encompassed one page and recorded music-
al activity every 15 seconds. Looking at the
six time lines, one can easily see specific
musical activity (e.g., playing body percus-
sion or moving), as well as simultaneous
musical activity which often occurs in the
Orff process.

The investigator developed an opinion-
naire to assess the attitude of the students
toward their school subjects and the six
musical activities included in the MAR. The
investigator developed the Orff Improvisa-
tion Rating Scales (OIRS) to assess rhythmic
and melodic question/answer improvisation.
All rhythmic and melodic improvisations
from randomly selected students were no-
tated in the study as well as improvisations

hlrd Grade
from every student in a given class at the three
grade levels.

Conclusions

The following conclusions were drawn
regarding the selected Orff Schulwerk pro-
gram.

1. Utilizing both quantitative and
qualitative techniques resulted in a
dramatic portrayal of the classroom
which provided a more representative
picture of the program.

2. The teaching style was direct, yet
included a high level of student talk.
3. The approach emphasized singing
and playing in Grades 1 and 3 and
playing, listening, and creating in
Grade 5.

4. Students reflected increasingly neg-
ative attitude toward music and music-
al activities from Grade 1 to Grade 5.
5. The ability of students to improvise
in a question/answer format appeared

to peak at Grade 3.

As teachers we conduct research every
day, making several thousand decisions
daily. Will | continue that activity? Should it
be modified? Should | discontinue it at this
time? Why did it work for this class and not
for the last one? What did | do or not do? The
exciting aspect of a formal research study is to
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Fifth Gre

see what emerges from a systematic collec-
tion of data which illuminates our perception
of the teaching/learning environment.

There has been an increased interest in the
collection of qualitative data including many
ethnographic studies which presume no
hypotheses or problems. After conducting
this study, | believe more firmly that the
inclusion of both quantitative and qualitative
data provides the most powerful and dra-
matic portrayal of a situation.

An example which supports the inclusion
of both qualitative and quantitative data
concerns the students’ attitude toward music.
The attitude toward music was increasingly
negative from Grades 1 and 3 to Grade 5.
{Numerous studies report the same findings.)s
However, one gains a different perspective of
the attitude of 5th grade students toward
music through observation. There was energy
and excitement evident in the classroom; 17
out of 20 students enthusiastically raised their
hands for the opportunity to play an instru-
ment or improvise rhythmically. There was
laughter and commitment to the task at hand.

The results of the FSIA were interesting,
especially to the education consultant hired
to conduct that observation tool. She was
amazed at the high level of student talk
{ranging from 41% to 52% of the class time)
and the low leve! of silence/confusion in the
classroom (2-6%). The single greatest “/cell”’
of activity in the classroom was student
response. In all of her work as a consuitant to
may projects/studies in many ‘‘general”’
classroom settings, she had never encoun-
tered such a high level of student response
and low level of silence/confusion. As Orff
Schulwerk teachers, we ‘‘know’’ that our
students are highly participatory and on-task;
now we have some evidence to support our
“informal”’ knowledge.

Regarding the conclusion that the ability of
students to rhythmically and melodically
improvise appeared to “‘peak’” by Grade 3, it
is important to note that in Grade 5 students
were involved in many other kinds of crea-
tive, improvisatory activities; they were not
limited to and, in fact, did very little question
/answer improvisation.

As Orff Schulwerk teachers it is our respon-
sibility to establish an environment condu-
cive to nurturing the creative ability and
musical independence of our students. |
would like to suggest that we make a com-
mitment to a systematic evaluation of Orff
Schulwerk; we need additional studies which
document our programs so that we can
provide evidence regarding the impact of
such programs on the teaching/learning en-
vironment.

1. Sylvia C. Munsen, “A Description and
Analysis of an Orff-Schulwerk Program of
Music Education.” (Ed.D. dissertation, Uni-
versity of lllinois at Urbana-Champaign,
1986).

2. Abraham H. Maslow, The Farther
Reaches of Human Nature (New York:
Penguin Books, 1982), pp. 93-94.

3. Maslow, op. cit., p. 96.

4. Guidelines for Orff-Schulwerk Training
Courses, Levels I, 10, i (American Orff-
Schulwerk Association, 1980).

5. The Schulwerk. Vol. 3: Carl Orff/Docu-
mentation (London: Schott Music Corpor-
ation, 1976), p. 22.

6. Oliver Henry Broquist, /A Survey of the
Attitudes of 2,594 Wisconsin Elementary
School Pupils Toward Their Learning Experi-
ences in Music.” (Ph.D. dissertation, Uni-
versity of Wisconsin, 1961). Wallace H.
Nolin, “Attitudinal Growth Patterns Toward
Elementary School Music Experiences,”
(Journal of Research in Music Education:
Vol. 21 #2, Summer 1973). Robert B. Glas-
gow and Dale G. Hammreus, Study to
Determine the Feasibility of Adapting the
Carl Orff Approach to Elementary Schools
in America. (Washington D.C.: Office of
Education, 1968).

Note: The author wishes to thank the AOSA
Keetman Fund for its generous support of this
research project and Arvida Steen for allowing her
program to be observed and documented. Anyone
desiring more information regarding this research
may purchase the complete report from University
Microfilms International, 300 N. Zeeb Road, Ann
Arbor, M1 48106, or contact Sylvia Munsen, 5755
E. River Road ~2807, Tucson AZ 85715.

Sylvia Munsen received degrees from St.
Olaf College (B.A., 1973) and the University
of llinois at Urbana-Champaign (M.S., 1977
and Ed.D., 1986). She received her Ameri-
can Orff Schulwerk teacher’s certificate
from Hamline in 1975 and her master class
certificate from Memphis State in 1977, She
has served on the AOSA Research Advisory
Review Panel since her appointment in 1987
and has presented sessions at AOSA Nation-
al Conferences in 1988-90. Sylvia currently
teaches K-5 general music in Tucson, Ari-
zona, and is President of the Arizona Society
for General Music. She is the founder/music
director of the Arizona Children’s Choirs.
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Guest Editorial

On Principles
PATRICIA HUGHES

To not know is terrible, to not know that
you don’t know is tragio—Werner Erhard,

Carl Orff assumed a comparatively radical
position as a composer, considering the
musical trends of the 1920s and 1930s. He
did not proceed into the intellectual realm
as did a number of his peers. Instead, he
decided that, through his music, he wanted
to reach the souls of his audience. | believe
he achieved his goal and cite as evidence of
that achievement the continuing enthusiasm
for his 1937 composition Carmina Burana
which regularly appears on symphony con-
cert programs.

What is there about Carmina Burana
which engages the listener? How did Orff’s
desire to touch souls become specific com-
positional techniques as he put pen to
manuscript paper? What was the process he
took to find his own style? It is known that he
returned to the sources of music drama in
Monteverdi’s work. There he gained support
for his beliefs and formed the basis for his

compositional style. As a result of historical
research and style analysis, he was able to
establish his own identity as a composer.

Orff studied history while establishing his
own guiding principles. Should our search to
establish the principles of the Schulwerk in
our own practice include a turning back, and

" if s0, to what or to whom? This year AOSA is

seeing, in some areas, the fifth or sixth
generation of Orff Schulwerk Teacher Train-
ing Courses. Certainly, we have American
models from whom we can learn. The
openness of the Schulwerk and the conse-
quent diversity among its practitioners re-
quire substantial reflection about its potential
for the work of any individual teacher.

There are math teachers who give credit for

. good mathematical process, even though a

student may have come to an incorrect
solution- for the problem. In that process-
centered math class, how much credit was
given forsubmitting only solutions when the
process couldnt be explained? Obviously,
good teaching and learning examines process
as well as product. As professionals, we
should examine the process by which we
established our guiding principles as Schul-
werk practitioners. It is not-enough to focus
on the product of our teaching in a time when
there is still much misunderstanding about
the Schulwerk in current practice.

However, those underlying principles may
elude participants in workshops even as they
participate in the Schulwerk’s active music
making; “elemental music” is just as enthral-
ling to adults in werkshops as it is to students
in music classes. The opportunity to make
connections with musical sources/roots indi-
vidually and culturally is part of the Schul-

- werk and probably its main attraction.

This reaching back to his roots in the
German folk culture was an essential ingredi-
ent toward Orff's communication with the
collective soul of his audience. As wonderful
as the Carmina Burana or elemental music is,
the experience pulls the listener into the
music itself. The time for conscious reflection
on beliefs and values is not during perform-
ances or during active music making when
one is compelled to stay in the present
moment with the music.

If there is an ‘over-emphasis on experiences
which require music educators to function
primarily in the present moment (and I think
there is), we must all share the responsibility
for that situation. Perhaps the tendency is due
partially to the fact that the music teacher
education program is filled to overflowing
with curricular requirements. Students are so
caught up in meeting their deadlines that they
are too busy to reflect on the materials
presented, or to evaluate them. Considera-
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tion of the implications within the materials
presented requires well-focused energy, as
does the ability to make inferences from the
facts.

The trend to take this hectic pace for
granted extends beyond university training
into the profession in the form of the teaching
schedules assigned to music teachers by their
administrators. There are still new teachers
who, as | once did, must travel between
seven buildings, must be responsible for the
string program, have junior high school band
duties and teach 29 classes of general music
each week. To me, this reflects little improve-
ment in the employment of teachers’ talents
in the last twenty-five years.

Students in my “Developments and Trends
in Music Education” course are amazed that
music educators appear to retread the same
old ground, e.g., the continuing arguments
about academic credit for music; whether
music is a sequenced curricular subject or an
extracurricular activity; the prejudice ex-
hibited by professional musicians toward the
musicianship of music educators; the ebb
and flow of various contest movements; the
extent to which marching band is really a part
of music education. Is it possible that a
significant number in the profession don't
know of the progress made on certain issues
or tragically, as Werner Erhard wrote, “don't
know that they don’t know?”

We all need to take the time to reflect on
our professional beliefs and values; perhaps
we should begin with the thoughts of Charles
Leonhard and Robert House:

The truly practical way to professional
competence in music-education is through
extensive investigation and the formulation
and application of specific principles. Prin-
ciples may be regarded as fundamental
truths upon which one may chart his actions
. .. Because of the infinite variety of princi-
ples, it is necessary to devise a systematic
code which will apply to each phase of
instruction, Such principles, if they are truly
a matter of personal conviction, should
enable one to discharge his full responsibili-
ties as a teacher. Moreover, well-principled
music educators would improve the profes-
sion’s position within the schools. This is an
individual task, since no person has com-
plete information or perfect insight. Each
teacher must be able to establish his prin-
ciples!

Music educators committed to the Schul-
werk struggle to bring together a) Orff's
concept of elemental music with b) the desire
to transmit our musical heritage -through
North American folk tradition, and c) the
desire to foster children’s self expression
through improvisation in the art of music
making. This is very substantial stuff and must

/
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As process-oriented teachers, we might
wonder where and how to begin an evalua-
tion of principles. | recommend that writing
down in a journal, in thoughtful fashion
{refusing to be hurried), personal beliefs and
values pertainingto music education as the
first step. What was your motivation for
becoming amusician and an educator? What
was your introduction to the Schulwerk—
how is it interpreted in your practice?

Following these statements, try to answer a
question—how do these beliefs and values
interact with my program goals and use of the
Schulwerk principles and techniques? The
question does imply a knowledge of the
principles in addition to the techniques
studied in Schulwerk training. An historical
perspective is strongly recommended here.
As John B. Williamson has written in The
Research Craft:

The motives behind human behavior are
revealed through history, because culture
contains the values, aspirations and dreams
of a people, as well as a concrete record of
their achievements?

After a number of local chapter members
have undergone this searching process, a
chapter meeting or portions of several meet-
ings could be reserved for an examination of-
the commonalties and differences among the
membership; while respecting the diversity
we bring to the association. | believe it is
important to take the time to become well
grounded in the principles of the Schulwerk,
our interpretation of it in practice and confi-
dent in our personal histories as musici-
ans/educators.

Notes )

1. Charles Leonhard and Robert W. House,
Foundations and Principles of Music Education
(New York: McGraw Hill, Inc., 1960) pp. 40-41.
2. John B. Williamson, et al., The Research Craft
(Boston: Little, Brown and Co., 1982) p. 255,

GroldenGacte to Music.

ORGANIZATION OF AMERICAN KODALY EDUCATORS

NATIONAL CONFERENCE
SAN FRANCISCO, CA
APRIL 3.7, 1991

>

National Children’s Choir directed by Gabriella Thész of Hungary
Master classes and workshops concerning Kodaly Music Education
Khadra International Folk Baliet
Shantey Sing aboard an Historic Salling Vessel

For Information Contact:

Mary Ann Benson
49 Esiralia Avenue
Pledmont, CA 94611
{415)654.648%
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Grenoble: Distinguished Service Award

One of AOSA’s highest awards was pre-
sented to Barbara Grenoble at the “Colorado
Collage” Conference in November, 1990. A
graduate of the Eastman School of Music and
the University of Toronto Orff Courses, she
was among the earliest proponents of Orff
Schulwerk in this country. In 1974, Barbara
.organized the Rocky Mountain Chapter and
then served on the AOSA Board of Trustees.
She chaired the first Denver Conference—
how fitting that this award should come on its
reprise.

Barbara Grenoble was director of the Orff
Schulwerk courses at the University of Den-
ver and the University of Northern Colorado
at Greeley. Presently she is director of the
Grenoble School of Musical Arts with Peggy
McCreary. She continues to teach,- inspire
and provide a model for hundreds of teachers
in Schulwerk workshops and courses.

The purpose of the Distinguished Service
Award is to recognize and honor those who
have given exemplary service to AOSA and
who have contributed to the growth of Orff
Schulwerk in the United States. Barbara
Grenoble aptly fills that description.

CLASSIFIED ADS
“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 comtact Linda Noah,
17620 SE Haig Dr., Portland, OR 97236,
503-761-8646. CMCYS is 'a Unitarian-
Universalist Association Publication.

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

THE MAGIC CIRCLE: 81 Sequential Activity
Songs and Singing Games for Young Chil-
dren, $18.50 postpaid from Isabel Carley,
356 Kenilworth Rd., Asheville, NC 28805.

MOZART AND HIS OPERAS, 4-week sum-
mer seminar in Vienna for 30 music and
English teachers. Sponsor: Division of Educa-
tion, National Endowment for the Humani-
ties. For information, application contact
director, Dr. Richard Benedum, c/o Depart-
ment of Music, University of Dayton, Day-
ton, OH 45469-0290 by March 1. Stipend

Video - VHS - 17 min.

! Arabic Musical Instruments ;

$24.95 ||

Also available:

MUSICA ARABIA
arabic folksongs for Orff
instruments

Order from:

Alice Olsen Publishing Co.
3515 N.E. 130th Ave.

Vancouver, WA 98682
(206) 896-4048

$9.50F

WINTER 1991 — THE ORFF ECHO

PAGE 19



f(

LOOK TO STUDIO 49 FOR

QUALITY « EXPERIENCE « DEDICATION

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

et O

See your local dealer or contact MMB Music, Inc.

Stupio a9

SOLE U.S. AGENTS
MMB MUSIC, INC.

10370 Page Industrial Boulevard, Saint Louis, Missouri 63132
To request a free catalog, call toll free 1-800-543-3771

8

Benefit from an expert’s know-how...

Directing the Children’s Choir

SHIRLEY W. MCRAE

Designed for all directors of children’s choirs,
DIRECTING THE CHILDREN'S CHOIR will
serve as a useful resource. With keen insights
gained from years of study and practical experi-
ence with children’s choirs, Shirley McRae
provides suggestions and methodologmal foun-
dations for all choir directors, from the novice
to the professional.

Beginning with helpful tips on forming a
choir, and recruiting and auditioning new mem-
bers, McRae provides detailed information on
vocal technique (including discussions of intonation,
breathing, diction, and vocal ranges & the changing voice),
conducting, rehearsal format (including both a sample anda
generic rehearsal schedule with suggested vocalises and
exercises), appropriate age- -oriented vocalises and exer-
cises, and a detailed discussion of both the Orff-Schulwerk
and Kodaly methods and their applications in the children’s
choir setting.

Also discussed are the historical theological and educa-
tional foundations of children's choirs, and a special chapter

devoted to program enrichment in church-
based children’s choirs, including activities,
specxal studies, a.ndworksheets Non-sectarian
in tone, these materials will be a welcome addi-
tion to all choir programs.

Shirley W. McRae is Associate Professor of
Music Education at Memphis State University.
She has toured the country as a clinician on the
subjects of Orff-Schulwerk and children’s
choirs, and has published over 100 articles in
various periodicals. She is an active member of
the American Orff-Schulwerk Association, the Choristers
Guild, and the Music Educators National Conference.

Available Sfrom

SCHIRMER BOOKS

866 Third Avenue * New York, NY 10022 « Attn.: Dave Horvath

Or call TOLL-FREE (800) 323-7445,
and have your credit card handy.
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Mrs. Bea Romer, Mary Robinson Ramsay, Guest Educators and Hosts Evi Hitsf:h
Wife of Colorado Governor  President, Carl Orff Canada : Orff Institute

Marcelyn Smale : Mary Goetze Hilree Hamilton Rob Amchin and Taiko Drummer
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Handbell Choir of the School for Deaf and
Blind. Photo: Rudi Registrato

Photos:
Jim Tinter
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The FIDULA Series
of Muslic Education

Edgar Borkowski

Twelve Easy Melodies
in Pop - Folk-Style

J il (({ideb

ABACA
A 6 Takes A Walk
The Grear = Rest - Walcz

Spiel Vich Fret @ |
| T

tn December
é}.?:hq Labeck

Sedan >
Fara (TMorgana |
Severn 1 One Swar ( N

The approach taken to give tities to these pieces has
been to develop skills on a combination of intruments
with music which Is fun to play and appealing to a
group of students with a wide range of talents. More
or less, where everybody can play.

*For any combination of Insturments
Mallet instruments

Recorder / Flute / Strings

Guitar

Bass

Piano

Percussion

Teacher with orchestration information $15.50
Student $ 6.95

Fidula-Cassette 52 with
all tities to play along $11.00

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

Shop by 'phone with our free catalog.
(415)369-3868
Visa, MasterCard, American Express
We ship anywhere withirr the U.S.

For the Classroom
Jacobeth Postl, Editor

The Song “Dobbin, Dobbin” is a good
example of a melody with a repetitive har-
monicpattern throughout, ie. | ¥V V |
Thus, while not a melodic ostinato, as more
commonly used in the early grades, it is an
easier harmonic accompaniment than an

irregularly changing one, which would not

be appropriate for the early grades. The
suggested accompaniment could be ex-
panded rhythmically and instrumentally by
the children, according to their skills and
levels, and enhanced by additional per-
cussion.

Suggestions given for learning are valu-
able preparatory and enhancement ideas.
Note the use of speech as rhythmic play with
words, as an introduction and as an ostinato;
the addition of movement with the listening
lesson, and especially the suggestions for
ways to involve special nieeds children.

Lois Birkenshaw—Fleming

Lois Birkenshaw-Fleming, former head of
the Orff Schulwerk program for the To-
ronto, Ontario Board of Education, is now,
in her non-retirement, Director of the Orff
Courses at York University and at the Royal
Conservatory of Music in that city. Well
known in Canada and the United States in
the music therapy and Orff Schulwerk
fields, she is author of Music For Fun, Music
For Learning, (Holt, Rhinehart and Winston
and MMB) and The Goat With the Bright Red
Socks. Her most recent publication is Come
On Everybody Let’s Sing (Gordon V. Thomp-
son, Warner/Chappell, Toronto, songbook
and records with activities for main-
streamed children and those with special
needs.

Suggestions for working
with grades 2-4

This song, Dobbin Dobbin is one of the
most successful songs | have ever used—it
seems to be a favorite of every group.

1. Discuss horses: how they move, what
sounds they make, the various kinds there
are, what work they do, how they were used
in olden times.

2. Listen to recordings such as Galloping
Horses or High Stepping Horses by Leroy
Anderson. Have the children listen and move
as the music suggests.

3. Help the children think of names of
various kinds of work horses; clap the thythm
of their names: work horses, Clydesdale,

WINTER 1991 — THE ORFF ECHO
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Dobbin Dobbin

Musical Concepts beat / rhythm / harmany (pariner song) / form (ABA) / instruments

Developmental Concepts co-ordination / speech

Key of F major ~ first note F {(do)
F C7

Max and Beatrice Krone
F
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1. Dob-bin, Dob - bin,

on your way. We've been to-geth-er for man-y a day, So let your

2. Dob-bin, Dob - bin, don't you stop. Just let your feet go clip - pe-ty clop, And let your
) C7 F
i Jru— i 1
* A I 1 1T 1) 1 T J 3 i 1 L 1 1]l
oA P
J - (R 1 T
tail go swish as the wheels go ’round, Gid-dy - ap! We're home - ward bound.
tail  go swish as the wheels go 'round, Gid-dy - ap! We're home - ward bound.
Chorus * [ow} F
T T { b T I 3 1 | 2 1 1 :
T )3 + 1 1 1 T
o g v & LA T o 1 L ——
1 like to take a horse and bug-gy Whenl go trav-ling to the town. I, like to’
" | C7 ) F
7T H 1 T 1 1 + + i 1}
- T T H T )| 1 L M n 1 1 1 i |
e S e |
[ & hd Lf m— 1 -7 & d
hear old Dob-bin’s clip - clap, I like 1o feel the wheels go ‘round.

* If singing as a partner song, start the verse here.

2. Dobbin, Dobbin don’t you stop,
Just let your feet go clippety clop,
And ler your tail go swish as the wheels go 'round,
Giddyap, We're homeward bound.

palomino, running horses, race horses and
0 on.

e Write the names on cards. On another set,
write the various rhythm patterns. Can the
children match these with the correct names?

) (0h] ] pnjinn

4, Teach the song by rote and ask the chil-
dren to keep the beat in some way—clapping,
patting knees . . .

o Use a speech pattern to help keep the beat
steady, e.g. Hor-ses, hor-ses, or jig-jog, jig-
jog, or clip-clop, clipclop. Have a few of the
children chant the pattern while others sing
the song.

e Transfer this steady beat to an instrument
that the children feel will best imitate the
sound of the horse’s hooves. Sing the song
with this accompaniment.

5. Teach the xylophone accompaniment,
playing it first on the knees, then transferring it
to the instruments.

6. The form of the song is ABA—refrain,
chorus, refrain—as shown in the music. Have
the students discover this. Show the form in
pictures, in colored shapes or, if the children
are at a stage where they can grasp the
concept, in letters.

*7. Have the students arrange the rhythms of
the names of horses to make a speech pattern.

WINTER 1991 — THE ORFF ECHO

This might be used as an introduction as well
as an interlude.

4
I ™ M
RACE HORSES PALOMINO

A 1

RUNNING HORSES CLYDESDALE

8. The A and B sections of the song can be
sung together as a partner song if the
students have reached this stage. Begin at

asterisk as shown. An interesting form might

be: A A B A,
A B A A,

(A, has the same music but uses the words of
the second verse)

There are many ways that special needs
children might take part in these activitiesina
meaningful way.

o If they are unable to play the complicated
word rhythm patterns, these students could
keep a steady beat on claves, drum or by
patting their knees or clapping.

s The act of saying the words and clapping
the rhythms will assist speech production.
e [n the discussion about horses, vocabulary
will be developed.

¢ To achieve success in playing the xylo-
phone, the mallet handle might need to be

‘built up by wrapping it with tape, or in some

other way be made easier to grasp.

e A child who cannot manage the words to
the song could repeat the spoken ostinato
throughout the song.

e A child with vision problems should be
paired with a sighted student in movement
until the space is familiar, Remove all un-
necessary bars on the instruments to make
them easier to play.

e Pair each of the special needs students
with a “buddy’’ who will help these children
through all activities.

Dobbin Dobbin by Max and Beatrice Krone
© NEeil A. Kjos Music Co. Used by permission

From Come On Everybody Let’s Sing by Lois
Birkenshaw-Fleming. Published by Gordon
V. Thompson (Warner/Chappell) Toronto,
Ontario, Canada. 1989,

SUGGESTED (ALTO) XYLOPHONE
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Video Previews

Avon Gillespie (40 AG)

“Possibility Teaching,” is the title of the
1985 workshop given in Kansas City by Avon
Gillespie and it revolves around some very
simple concepts, exploring and then exploit-
ing their many possibilities.

Yo initiate the session, Mr. Gillespie writes
a series of unpitched quarter notesin 3/4 ona
blackboard. The participants are asked to
experiment with placing accents on different
beats while clapping. Then they are asked to
clap only the accented beats, placing the
unaccented beats on another part of their
bodies. They continue exploring the possibili-
ties, now accenting two of the three beats,
sometimes resulting in the illusion of duple
rhythm, They begin to alternate patterns, first
by lines, then by measures, until the resultis a
.much more intricate and interesting sound
than one would have first imagined. Dividing
into two groups, they play their patterns
simultaneously, then switch patterns on cue
from Mr. Gillespie. '

In the next phase of exploration of this
simple pattern, the beat is sub-divided into
pulses, six to a measure. Again, accents are
. placed on varying notes. The results are rich
in rhythmic vitality, incorporating the tension
and excitement of syncopation.

World Music Press

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

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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The session participants had been asked to
bring something that they could shake, bang
or scrape, Now they arrange themselves into
these three groups—shakers, bangers and
scrapers, Each player invents and plays a
thythmic pattern based on a six-beat frame-
work and all play together. The result is a
delightful and sometimes humorous sound-
picture: books, wallets and cough-drop
boxes snapping shut rhythmically, coins and
keys jingling, pencils dragged across zippers,
coins across combs. Finally, the same pat-
terns are played on instruments and built into
a rondo form.

The second half of the session concerns
itself with the children’s song, “Are You
Sleeping?” (“Frere Jacques”) Things become
a bit confused for a brief moment because of
some gaps in the editing, but bear with it; the
trail of ideas soon becomes clear. After some
experiments with singing the song in all the
familiar meters, participants work in 5/4,
singing the song in its relative minor, then on
one note, then in harmony on the tonic minor
chord; finally it is tried in mixed meter of
3+2. This challenge becomes even more
demanding when Mr. Gillespie requests that
it be sung this way in a four-part canon.

The last part of the session incorporates all

of the new-found variations of “Are You
Sleeping?” into a musical saga, “The Tale of
Brother John!” This ingenious, humorous and
decidedly adult segment of the session is
great fun to watch. It includes singing, instru-
ments and acting out a story.

Through changes in meter, the life of John is
depicted, from 2/4 in childhood, 6/8 in
childhood, 3/4 in Vienna and solemn 4/4 as
he takes his holy orders. At mid-life, John
reaches a crisis, and his doubts and stress are
conveyed by 5/4 meter in the minor key.
Finally, conflict gives way to resolution, both
musically and dramatically, in a delightful
and effective ending. The exercise is definite-
ly tongue-in-cheek. In particular, those who
have experienced a Catholic education will
appreciate the wry humor Mr. Gillespie
imparts to the tale of “Brother john.”

The seventy-five minute session is ex-
tremely well organized and follows a logical
sequence. Even so, many choices are left
open and one has the feeling that the final
result of the session was truly a joint effort.
The picture quality is good but the sound
fades out here and there. However, it is well
worth a little frustration to watch this master
teacher in action.

“We're musicians
helping musicians.”
David Mester,
General Music

Store Mgr. /Musician .

1

‘ORFF INSTRUMENTS?
. If you didn't buy from me ...
You probably paid too much.

|[l| General Music Store Catalog
/|| TOLL FREE 1-800-348-5003

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

instruments gives you everything from
Agogo Bells to Xylophones.

Call for our FREE

General Music
- Store

19880 State Line Rd.
South Bend, IN 46637
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VIDEO TAPES AVAILABLE

SPECIAL: AOSA film Beth Miller, Boston, 1986 Grace Nash, Music With Children
now available on videotape. Introduction to Schulwerk, 3 Sessions 29 MC Rhythm and Pulse, Musical Forms, Ex-
AA-AD American Odyssey 15181 15182 15183 pressing Note Values, Music in Action
. john Bergamo, Kansas City, 1985 Konnie Saliba, Kansas City, 1985 Bob deFrece, Chicago, 1987
2HD Hand Drum Technique 16 SP  Singing, Playing and Moving: 30 FS From Song to Movement
i ' Theory, Activity, Creativity * 31PP Portrait of Polynesia
Dr. Edith Bondi
3PS  Papa Shamus Hanukah Operetta Marcelyn Smale, Boston, 1986 Lois Birkenshaw-Fleming,
- 17 YL  Young learner, Active Learner Detroit, 1988
Steve Calantropio, Kansas City, 1985 : 331LS  Everybody, Let’s Sing
41 Intermediate Improvisation: Jim Solomon, Kansas City, 1985
A Matter of Style 18 LA  Llatin and African Rhythm Ensemble Dee joy Coulter, Detroit, 1988
for the Elementary School 34 MG Music’s Gift to the Developing Mind
Freda Ensign 18 SB  South of the Border, Detroit, 1988
5 MM Music Making with Children Nancy Fergueon, Detroit, 1988
Shirley Sushereba 35)} Jewels for Juveniles
Jane Frazee, Kansas City, 1985 19 CS Challenger Shuttle Tribute
6 GC The Gift and Challenge of Carl Orff Rick Layton, Detroit, 1988
Jos Wuytack, U. of Washington, 1979 36 BE Beginnings to End
Danai Gagne and 20 OS The Orff Schulwerk Process
Judith Thomas, Boston, 1986 20 FP  Final Performance, U. of Washington Ursula Rempel and Carolyn Kunzman,
7Cl  Children involved— 20 CC  Orff Schulwerk Process— Detroit, 1988
Developing African Materials Chicago, 1987 37 FP  For Our Pastance, We Play and Dance
Richard Gill, Portland, 1982 Lillian Yaross, Boston, 1986 Mary Shamrock, Detroit, 1988
81C | Can Make Music 21PD  Prop Up the Day 38 MB Multi-cultural Bridges:
8 MM Moving Mostly Musically 21NB  Near the Beginning, Report from China
8 CS  Closing Speech and Performance: Demonstration Class 3-5 yrs.
United We Stand, Divided We Fall - Katharine Smithrim, Detroit, 1988
i Margot Schneider 39 OT Once Upon a Time for pre-school
Doug Goodkin, Kansas City, 1985 22 OS Orff Schulwerk in China, 1985-1586
9 MF A Multi-Faceted, Multi-Cultural Exper- Aven Glllesple, Kansas City, 1985
ience for Upper Elementary Students Panel Discussion, Cleveland, 1983 40 AG Possibility Teaching
23 SP Soundings: Past and Future (D. Hall,
Lynne Jessup, Kansas City, 1985 B. Haselbach, . Matthesius, Danai Gagne, Atlanta, 1989
10 BR Back to the Roots—African Xylophone M. Murray, Liselotte Orff, 41MD Moving with the Drum, Drumming
N. Goldberg, mOdefatOf) With the Movement
Gunild Keetman 23 RR Reminiscences, Reflections of
All films from German TV~ Toronto, Detroit, 1988 (D. Hall, David Holt, Atlanta, 1989
Not for commercial use! J. Matthesius, G. Nash) 42)H Jaw Harp Playing
neks Meks Toks ok Margaret duGard, Chicago, 1987
- a a icago,
24 AF AfrorgA?merican Cu’lture, Ggrades 2-6 43 Vs ?/rsmf;,,?grggzglj’ Atlanta, 1989
2SR Siug and R - Shenanigans, Chicago, 1967
ing and Rejoice: " Shenanigans; Chicago, .
Gugﬁng Youlng Singers 25 SH  Multicultural Folk Music 44 BA r‘%’ik's‘&','s %3!?573’ lc‘:'fteB’I:éLa:tzw'e‘r?gg
12 BM Body, Mind, Spirit, Voice: Its Impact on Orff Schulwerk
Developing the Young Singer 26 AA :at I-/ié\almill, Chicago, 1987
" Arts Alive Marion O’Connell, Atlanta, 1989
__John Langstaff, Boston, 1386 - - 45GS A Guide on the Side—Working with
Ritual Dance, Morris and Sword Dance Dr. John Fines, Chicago, 1987 Musically Gifted Children
13RD1Part1, 13RD2 Part 2 27 JF  Imaginative Approaches to Art
- - Brigitte Warner, Atlanta, 1989
McCreary, Kansas City, 1985 Sue Snyder, Chicago, 1987 i i
14 CO E?isryg for youryOrff Instrun%nts 28 EA Educatlyng Adminisgtrétors 1&2 46 MP Musica Poetica
47 TR Atlanta Closing Session—
- Tribute to Gunild Keetman
' TO BORROW VIDEGCTAPES
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 Tape(s) requested
$5.00 postage and handling,
3. Length of borrowing time: two weeks from date mailed. Overdue tapes Dates: st choice 2nd choice
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 Name
videos be insured.
Use the form below or a copy to assure accuracy. Order by number and give Address
alternate dates. Order from
Donna Marchetti, Film Librarian City State Zip
3105 Lincoln Blvd.
Cleveland Heights, OH 44118 ‘
NOTE: All tapes are the property of the American Orff Schulwerk Association. To facilitate the returf\ on deposit, please w.ritg two separate checks; one
No tape may reproduced for any reason, We are sorry that overseas borrowing for all postage/handling, one for all deposits.
is not possible at this time due to differences in video equipment and format.
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Boulder Zarlp Tlvsic 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 Mail Order Service

Write for Free Catalogs - Specify Areas of Interest

& 2010 Fourteenth Street
Boulder, Colorado 80302 (303) 499-1301
§ Ze & % 2o e Tz e e 2o o Lot QYIY T Fe st To s 2o 2 At 2 QPJTIRPXVPAVYITIRAY;:

'Rovels Records & baal

_ Recordings and books of myths, rituals and traditions

LEARNING MATERIALS FOR CHILDREN

Music Celebrating the Winter Solstice

Children's Recordings
and Songbooks

‘English Customs
and Ceremonies

Early American Folkflore
Jewish and Russian Folk Music

CALL OR WRITE TO: Revels Records, One Kendall Square, Bldg. 600,
Cambridge, MA 02139 617-621-0505 FAX: 617-621-1709

PAGE 28 WINTER 1991 — THE ORFF ECHO



President’s Message

The preparation of future teachers is of
great concern and interest to al who care
about education, for teachers are second only
to parents and family in their potential for
impact on the lives of children.

This is a sacred trust, and those who accept
the challenge must be cognizant of their role
in shaping the very future of society. John
Goodlad, author of A Place Called School
{1984) and a major spokesperson for reform
of education in the United States, addresses
concerns about current practices in teacher
education in his latest book, Teachers for
Our Nation’s Schools (1990). The book
presents results of a five-year study of how
teachers are educated for their profession and
outlines .a plan for improving the current
rather dismal situation.

Goodlad's book is the latest in a series of
efforts to focus attention on the need for
reform of teacher education., The MENC
publication, Music Teacher Education: Part-
nership and Process (1987) is of special
interest to music educators concerned with
this topic. Why is reform needed? Because,
for the most part, teacher education has not
addressed the rapidly changing nature of
society. Teachers of the future will need to be
more adaptable, flexible, inspiring, under-
standing and caring than ever before. The
challenge for those involved in teacher educa-
tion will be to instill these general qualities in
addition to teaching philosophy and method-
ology appropriate to a given subject area,

As dedicated professional music educators,
AOSA members share the responsibility of
participating in the efforts to change and
improve music education, Throughout the
Denver Conference there was evidence that
more and more people involved in teacher
education are looking to Orff Schulwerk and
AOSA for assistance and support. Of course
teacher training has always been a preemi-
nent concern for those committed to the Orff
philosophy, but the apparent interest at the
1990 National Conference seemed to surpass
anything previously experienced.

A list of conference events directly related
to this facet of music education includes the
following:

1. A Teacher Certification Task Force ap-
pointed by the AOSA Board of Trustees met
for discussion of ways to improve the current
system of three-level Orff training course. A
plan for future communication was devised,
sub-groups were assigned to work on specific
tasks, and goals to be met before the next
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conference were set.

2. Aninformal gathering of college methods
teachers who are AOSA members sparked
lively discussion. Those present agreed to
meet again at the next conference and AOSA
was challenged to provide more conference
sessions and journal articles directed toward
concerns of the group.

3. The number and variety of research
sessions took a leap, giving clear indication of
AOSA’s intent to support efforts to test and
document effective teaching practices.

4. A panel discussion, ‘“Teacher Prepara-
tion: Can Orff Schulwerk Make a Differ-
ence?’”’ provided the opportunity for ques-
tions, comments and sharing of concerns as
well as success stories. (A complete report of
this session will be available in the near
future.)

The energetic and provocative discussion
provided yet another piece of evidence that
AOSA members have the potential to makea
strong and positive impact at this crucial time
in the history of music education.

Through continued emphasis on explora-
tion and improvisation at all levels, including
the lesson process, through creative and
productive innovation, and through the total
involvement of the Orff approach, we can
make a difference in teacher preparation.

Every AOSA member can contribute to this
cause in some way. Let's meet the challenge
by taking personal responsibility fer helping

‘to make music teacher education the best it

can be.

Every AOSA National Conference is,
above all, a time for renewal. We come
together for personal, spiritual, musical and
intellectual growth. This year’s “Colorado
Collage: Celebrating Music and Language
through Orff Schulwerk” was filled with -
opportunities for ail who attended to exper-
ience renewal which enriched and inspired
us through words, music and movement.
Thanks and kudos to Ruth Ann Chiaraluce,
Doug Wilson, Meg Worth, and to all those
who made it happen!

CORRECTION

In the Fall 1990 issue of The Orff Echo, an
incorrect headline appeared on page 37.
AOSA President Judy Bond’s address was
made as a member of a panel at the Inter-
national Symposium in Salzburg, not at the
opening of the Orff-Zentrum, as incorrectly
stated. The editor apologizes for the error and
regrets any inconvenience or embarrassment
this may have caused.

Let Us Praise God—Musie for

Instruments
by Shirley W. McRae

of Wintertime and more.

Unison/Two Part Voices and Orff

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 23—Shepherd’s Carol—"Twas in the Moon

Augsburg Fortress

New Collection

11-7208 $3.00

WATS: 800-426-0115.

PUBLISHERS
MINNEAPOLIS MN 55440, 426 S 5th St, Box 1209 + 612-330-3344 » 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:; 800-848-2738 '
LOS ANGELES CA 90057, 3224 Beverly Blvd, Box 57974 - 213-386-3722 « WATS: 800-421-0239
MOUNTLAKE TERRACE WA 98048, 6601 220th St SW, Box 199 » 206-778-1552 «
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West Chester University
Announces

Orff-Schulwerk Levels I, IL, and III

—®  Orff Schulwerk
Teacher Trammﬂ
- Courses .

June 24—July 3, 1991

including Saturday and Sunday

Leve[s I II e’r m,

7une 17 28 1991

for addtional information:

Jane T. Pippart, Director

West Chester University
West Chester, PA 19383
(215 - 436 - 3032)

Karen L. Markey, Orff contact person
215-436-3030

Music Education Workshops

f - 4054 ﬂpproveaf

at the ’Da[ton Center or W the WM G ampus ;
 Instructors: Car 0[_/11 Jower, Pat ﬂ{amz[[ ’
- Marion O Connell, ‘]ann 'Battercﬁy anc[
- ?enny Maﬁonez/ , o

‘ Contact Western Mlchtgan Unrvers&ty
. Kalamazoo Off Campus Programs
Division of Continuing Education |
 Kalamazoo, MI 49008- 5161
| {(616) 387 4170 -

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

Teaching Movement
& D un c e 3rd Edition

by Phyllis S. Weikart
To order call 313/485-2000 or write: HIGH/SCOPE Press, 600 N. River 5.,
Ypsilanti, Ml 48198.
Special Discounted Teaching Package — only §199
Setincludes
v Teaching Movement & Dance, 3rd Edition (textbook)
» Dance Notations for Teaching Movement and Dance (card set)
« Rhythmically Moving 9-record/cassette series (accompanying music)

v Beginning Folk Dances Illustrated 1-3 (instructional videotapes)
Order #M5010SET

Attend a 1991 Summer Training Institute

beginning folk dances * Certification Program — June 16 - 30, 1991; July 28 - August 11, 1991
. oy s Music Endorsed Trainer Program — August 12 - 25, 1991
Use the .new' ea.lsy fo-ead v Techniques for Teaching All Ages — July 15 - 21, 1991
fhythmlc notations « Early Childhood Institute — 3-day session May 3 - 5, 1991; 6-day session August 15
* Discover exciting new teaching - 20, 1991 ‘
. techniques v Introduction to Movement for the Non-Music Educator — July 22 - 26, 1991
Order #M1006’ $29 Ca.ll 517/456-4062 for registration and additional information, or write: High/Scope Conference Center, 15141 Sheridan Road,
Clinton, MI 49236.
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Your thoughtful suggestions will help guide its production.

Mail by February 15, 1991 to:

~ Steve Calantropio
Chairman, Media Committee, AOSA National Board of Trustees.
PO. Box 835, Vernon, NJ 07462,

1. Do you believe such a video would be valuable? Why?

. What population should be depicted (e.g. children? adults?)
Should specific teachers be shown? Who?

oA W

end? Interviews with the teachers?

6. How would you personally make use of such a video?

Thank you.

Opinion/Suggestion Questionnaire

It has been-suggested that AOSA produce a new video that will demonstrate Schulwerk
teaching and learning processes, Please take a moment to copy and reply to this questionnaire.

. In your opinion, what facet of the Schulwerk should be its major focus and emphasis?
Would you like to hear commentary/explanation as the lessons proceed? Discussion at the

The Media Committee of AOSA welcomes any other ideas or comments regarding this project.

e

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-August2) .
Orft-Schulwerk Level IT
(July 22-August 2)

CONTACT:

Kenneth Kleszynski, Ph.D.
University of Portland
5000 N. Willamette Blvd.

(Optional) Name

Chapter Affiliation

Portland, Oregon
800-227-4568

No more L

- .a,‘For JllSt startmg out on B, A and G,
- the children felt like they were playmg a
masterplece.” — Elementary music teacher

"IumpStart! Invigorating, full-length,
ngs with lyrics—with an accompani-
beginners play sophisticated

es everyone want to practice.

‘ Students love Jump

5 P e -
<% - 9,-,:\’4/““1» Puiie
- P &
isstm ot
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ightly Row
 Bye bye Twinkle Twinkle

J azz up your class with JumpStart! Make music fun from day one.

Start! because
it feels S0 good to sound good.

4 JumpStart! is a refreshing addition to your
recorder curriculum.
4 Exciting accompaniments on cassette make k1d
play their best. '
4 Musical kids love it. Slower kids get turned on
by their ability to play.
4 JumpStart! pieces are perfect for perfonnance‘
4 U«Copy’em license lets you duphcate tapes books

10te, 5 & 6-n()te songs
_duets, ear training
& more!
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Grants Committee Report
KAREN MEDLEY

The past year, 1989-1990, was a good year
for both of AOSA’s grants, the Gunild Keet-
man Assistance Fund and the Gillespie-
Shields Scholarship. Individual members,
chapters and industry members supported
them both with creative ways to raise money,
contributions and special projects. An in-
crease in memorial and celebration dona-
tions proved that AOSA members keep these
funds in mind on special occasions. Thank
you to all who do so!

Souwatch

The handmade alternative
to ordinary conga drums

' » Best sound
* Small size, portable
¥ ° Full tuning range
4 * Well under $200
s Free catalog
s 30 day money back
guarantee

Sawatfl Timber Drums
P.O.Box 6
Poncha Springs, CO 81242

This year we awarded six Keetman Grants
to members Robert Allwarden, Diane Gra-
ham, Ruth Lowe, Sally Miller, Phyllis Stycos
and Virginia Urichko.

We are delighted to announce this year's
Shields-Gillespie Scholarship grantee, Sher-
rell Jones of Cheyenne, Wyoming. Sherrell
teaches kindergarten in a school serving
children of Hispanic and African-American
families of limited income.

AOSA applauds and congratulates these six
members and wishes them the best for the
future. Their individual reports follow. To
date, the Keetman Fund has awarded 51
grants. Do you have an idea for a special
project related to the Schulwerk that you've

AOSA rant winners take

fund? Have you wanted to take a levels
course but needed financial help? Any AOSA
member may apply for aid; if you or an AOSA
member you know is interested in applying
for a Keetman Grant, please request the
application forms from Executive Headquar-
ters. The deadline for the next year's applica-
tions is January 1; plan ahead!

if you or anyone you know is interested in
applying for a Shields-Gillespie Scholarship,
please contact AOSA Executive Headquar-
ters for the appropriate forms to begin the
application process for next year.

Established by the late Avon Gillespie, the
scholarship provides financial aid to teachers
of preschool and kindergarten children from
minority and limited income populations.

The “STATE OF THE ART”
~ AUTHENTIC
INSTRUMENTS for
ORFF SCHULWERK'

UNCONDITIONALLY GUARANTEED |

e Umversally acclalmed
"* New wide bar instruments!
« New curvilinear frame!
* New extended range
alto-soprano instruments
*.New tenor-aito instruments!
. .» Other unique features'
« Xylophones
* Metallophones
« Glockenspiels
» Contra-bass bars -
+ Stands (on wheels)
- Tables (on wheels)

B For ihformafibn[c"’:ail 4
SYLVIA PERRY
or-BOB ESKIN

1-800- 443 3592

Come See Us At the 1990 A o. S A Show Booths 14 & 15 See you there’
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Grant Winners Thank AOSA Members

Summer Course in Salzburg

Last summer, thanks to a Gunild Keetman
Fund grant, | had the invaluable experience
of attending the International Summer Course
atthe Orff institute in Salzburg. | would like to
thank the Board of trustees of AOSA for
helping me to realize a dream | had contem-
plated for two years!

Having completed the three Orff levels
course in the United States, | went to Austria
with an appetite for a new experience. | was
not disappointed. What? No homework? No
scribes? Hmm, now what's the process here?
What age would this be appropriate for?
Although process discussions and notes were
forthcoming, these staples were not para-
mount but instead hidden under the surface
for the inquisitive Orff mind to discover on its
own.

What did come to the surface and bubble
over the top was the experience itself. This
included the classes, the interpersonal rela-
tionships with colleagues from all over the
world, and of course the inherent beauty of
Salzburg and the surrounding area.

If | could point to one concept that | will
remember from Salzburg, it would be the
emphasis on movement. Each class, no
matter what the topic, incorporated move-
ment into every aspect of the teaching
process. This basic concept of Orff Schulwerk
was prevalent in the course, resulting in some
invigorating and exhausting days. (But with
no homework to worry about, who cared?)

Still the course was much more than this or
any one specific concept. The energy of the
teachers was contagious. In some whirlwind
classes we returned to our most basic human
forms, chanting nonsense phrases that turned
into ritualistic dancing. It was exciting to be
jumping to and fro hext to someone from
halfway across the world, both moving to the
same internal beat. Suddenly, you scamper
across the room to a new person, from a
totally different part of the world, moving to
an impulse that was, perhaps, encoded from
generations past. You couldn’t hope to under-
stand it, just appreciate it.

Outside the classes, much was to be

learned from classmates; when the language

barrier got in the way, the music took over. In
the Schloss Frohnburg, the castle converted
to a dorm where | stayed, it was quite
common to sing, dance and play until two or
three in the morning. It could start with a
simple Italian dance, then a Greek dance,
then on to a haunting Finnish melody or an
American folk song. This sort of international
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sharing was well worth the trip in itself. |
would highly recommend that anyone con-
sidering enrolling the Salzburg English-lan-
guage summer course try to stay in the

Greece and Finland in harmony,

Frohnburg. Its large reception hall is very
conducive to these international experi-
ences.

As | start school, | feel energetic and
revitalized, The summer course has given me
a new, more rounded appreciation of the task
we teachers have to educate our children. |
feel that my experiences in Salzburg will not
only be reflected in lesson plans, butalsoina
deeper sense, as | continue to search for more
enlightened ways to share our art.

Robert F. Allwarden, Massachusetts

A Start, Not a Finish

This fall, two large, new notebooks are on my
desk, filled with notes from Hamline Univer-
sity. | had the pleasure of taking the Level IlI
course there because | was awarded one of
the Keetman Fund Scholarships.

Most of us start our “Orff journey” by
taking a Level | course because we hear or
have seen that this “Orff thing” is pretty good.
We bring back to our classrooms lesson ideas
to last the entire year. We know we can
follow the lessons as laid out by the instruc-
tors because they are tried and true, and work
with students. From these examples we start
to fit our own style of teaching into those
lessons.

During Level Il, my own teaching style
began to solidify and [ found | could focus on
the needs and limitations of my own stu-
dents, and even begin to use materials of my
own creation. | could show my students the
musical joy, growth and skills they were
developing. | began to feel free to call myself
an Orff Schulwerk teacher, to explain
“what,” and more importantly, “why” | use
this process in my music classroom. In the

schools where | teach, | began to see a
positive change in the way music is viewed
by the administration and staff.

Levels | and il changed, developed and
enhanced me as an educator, But could |
really do Level Iil? It seemed to be for
super-scholars, for master teachers! Last
summer at Hamline became the most ex-
citing experience yet; | came with the feeling
that this was it, the finish to my Orff training.

The Level 1l class became a group united in
the same feeling and understanding of our
dedication to music and our love of teaching
children. We all had strengths in varying
areas, and we readily shared these with each
other. During late-night “teaching-exchange”
sessions we would work with each other on
our teaching lessons for class. (These proved
to be one of the highlights of the entire two
weeks.) The members of the Level IlI class
will always hold a special place in my heart!

Our daily observations of master teachers
in action, analyzing and working on arrange-
ments of folk materials, conducting, recorder,
movement—and especially the technique
and literature classes (which challenged me
as a scholar and a musician) made me
appreciate what fine professionals all the
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Hispanic Songs With Orff Instruments,
Games, Dances and a Bilingual Musical.

Book ............ .. ... ..., $ 9.95

Accompanyment Tape .. ...... $ 7.95

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

CHIQUITOS (Little Ones)

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

Book ............... . ... $ 895
Accompanyment Tape . ....... $ 6.95
Both...$15.00 All Four ....... $30.00

Also Available:
DANCE TIME IN TEXAS

Ten Great Dancehall favorites
Cassette tapeonly . .......... $ 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
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teachers are.

Level !ll was not an ending, but truly a new
and exciting beginning in my work with Orff
‘Schulwerk. | see now that | will never be
“through” | am grateful to all AOSA mem-
bers and friends who-have worked so hard to
develop the Keetman Fund and | truly appre-
ciate the opportunity afforded me as a
recipient of this grant. Thank you!

Sally Miller, Alaska

Symposium Help

In June, 1990, | was able to go to Salzburg,
Austria to attend the International Orff Schul-
werk Symposium, partially assisted by a grant
from the Gunild Keetman Fund. To put it
mildly, | feel privileged, pleased and very
grateful for that financial help.

Outstanding in my memory-are the wonder-
ful performances by children’s groups, stu-
dents from the Orff Institute and student
groups (ages 16-25) from Athens, Greece,
Regensgburg and Nurnberg, Germany, and a
mixed choir from the Mozarteum in Salzburg
that performed Orffs “Catulli Carmina
Barbara Haselbach's dance students from the
Orff Institute gave powerful, unforgettable
performances along with the instrumentalists
who accompanied them. In those three days
we were treated to a banquet of wonderful

sights and sounds!

With the aid of headphones to hear imme-
diate translations of speeches and panel
discussions, there was no language difficulty
(unless, of course, you were in a workshop
that did not translate). it was great to see and
hear our own Judy Bond and Mary Shamrock
presenting their thoughts and ideas in a panel
discussion at one of the main morning
sessions, They spoke on the future of Orff
Schulwerk in the United States and Asia,
respectively. Others on the panel spoke on
the Schulwerk in Australia, Canada and
Japan.

Here an interesting aspect of the Schulwerk
appeared. A Japanese educator on the panel
mentioned that since their language has high
and low sounding inflections of the voice that
are more important than the rhythmic meter
and accents of European languages, the
rhythmic speech phase of the Schulwerk
presents its own unique problems.

Following the theme of the Symposium,
“Orff-Schulwerk: A Continuing -Heritage,”
speakers emphasized that the musical heri-
tage of our respective countries is not only in
the music of our past, but in the present and
the music to come.

The genius of Carl Orff has set a great
example for us, a splendid pathway to follow;
as we continue on that path using the lan-
guage and idioms of our various heritages, we

can feel with pleasure and satisfaction that
the creative and innovative music we are
singing, playing and moving to today with
children, will be part of the musical heritage
that they will look back on in the future.

Attending the Symposiumy was a great
experiencel Please consider going to the next
one in 1995!

Phyllis C. Stycos, Michigan

Mountaintop Experiences

Five years ago, after completing Level |, |
was so excited about the Orff approach to
teaching music: it was a practical, creative,
awesome big blur. | found myself using and
re-using the material that had been presented,
and my teaching techniques improved.

Three years later, when | completed Level
It, the blur faded considerably and | was able
to understand more cléarly what | was doing
and why. However, | still found myself using
and re-using other people’s materials in my
classes. '

Last year, | attended my first AOSA con-
ference in Atlanta. Undoubtedly, it was the
most concentrated and inspirational learning
experience of my life. (I hope to attend as
many as possible in the future.)

Then along came Western Carolina Univer-
sity in Cullowhee, North Carolina and Level
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write to:
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Elkhart, IN 46515 219/294-6602
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Ill, thanks to AOSA’s Keetman Fund. How
fortunate | am to have had these two moun-
taintop experiences (excuse the pun) within
one year! Level 1ll not only reviewed the
other two levels, but broadened my pre-
viously limited knowledge of the modes and
improved my understanding of the total Orff
process.

Perhaps the greatest gift 1 received from
Level Il was that of self-confidence. Now |
realize | can do it myself. It has helped me
integrate basic knowledge, previous experi-
ences and creativity to become a better
teacher. After only a few weeks of school, |
can predict that this should be my best
teaching year ever. Although | continue to
draw materials from many resources while
incorporating my own new ideas, | have
become much more selective and confident
in my use of the Orff Schulwerk process.

| am extremely grateful to AOSA and the
Keetman Fund for giving me the outstanding
opportunity to make Level il a reality. Thank
you!
Virginia Urichko, Florida

A Chance to Continue

In thanking you for awarding me a Keetman
Fund scholarship to take Level Il training at
Seattle Pacific University, | would like to
describe my situation, in case there are others
who might share these circumstances.

| have been a member of AOSA for over ten
years, but my Orff Schulwerk training has
been spread out intermittently, since | must
work in the summertime and cannot both
give up a job and pay tuition to take the
courses every year.

This time you made it possible for me to
take Level Il by paying the tuition. | was then
able to give up one of my summer jobs to
spend the time studying, singing, dancing and
playing the recorder and percussion with
wonderful teachers and students.

i will never forget the things | learned and
experiences | had; 1 feel that | am a better
teacher because of that course. | hope that all
the levels courses nationwide are as creative,
well organized and relevant as the Seattle
Pacific University Orff Schulwerk training
courses are,

Thank you sincerely once again. | am very
grateful for being awarded one of AOSA
Gunild Keetman Scholarships.

Diane Graham, Washington

A New Direction

From July 23 to August 3, 1990, | was being
prepared for a new approach to music educa-
tion by starting Level | at Augusta College in
Augusta, Georgia. The instructor, Vivian
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Murray and the coordinator, Dr. Alan Drake,
were so very inspirational during the intense
teacher training course.

1 express ardent thanks to the AOSA Nation-
al Board of Trustees for selecting me as a
recipient of a Gunild Keetman Assistance
Grant. | look forward to promoting the Orff
Schulwerk philosophy with my students and
colleagues and shall continue to support
AOSA. I'll make my personal philosophy, “I
shall never outgrow my need for the unaque
Orff Schulwerk training!”
Ruth Mason Lowe, Washington, DC.

From a Classroom Teacher

About two years ago, | went to Wyoming
with my sister and a friend to take some

 classes, Because theirs ran later than mine, |

sat in the gym each day watching their class
and wishing | was in it. This was my first
introduction to Orff Schulwerk, taught by
Randy Delelles and jeff Kriske.

Last year, my school’s music teacher told
me about a scholarship for Level | available to
preschool teachers, taught by the same
people, Application time was short, but i took
the chance and applied—and actually was
awarded the scholarship!

Innocently, | went to the course. | do have a
music background, but | soon found out that
“back” was the key word; “back” meant
“way, way back” | was told that the first
homework assignment would take about 15
minutes; 3 hours later, | was finished.

From all the instructors, | was given all the
help | needed and tons of encouragement.
No matter how badly ! thought | did, there

was always someone supporting me and
telling me very specifically how well | was
doing. it would be hard to thank them all
enough for their encouragement.

| have a Master’s degree in Creative Arts in
Education, but | have never taken a class that
provided me with so much specific, useful
information that is immediately applicable to
my work. Now | see so many ways to
integrate music and movement with math,
reading and handwriting. With Orff Schul-
werk, they all fit in so perfectly. Thank you
AOSA, for this marvelous opportunity. Please
encourage other kindergarten and pre-school
teachers to investigate and apply for this
wonderful Shields-Gillespie scholarship.

Sherrell Jones, Wyoming

Restoration, Repair, and
Maintenance
of Fine Instruments

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

e 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

e Sonor and Studio 49 Orff

¢ The latest books, records and tapes
Write or call for our free catalog.

Musie Cent
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CHOOSE E z For durable, long-lasting Orff
s educational instruments, there's

MADE YT R only one choice. Primary Line
PERFO (VLR ,;{ e by Sonor. That’s because every

= instrument is specially made

UNDER P ” SSURE with children, and learning,

in mind.

MADE TO TAKE THE
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 childrento go
from one instrument to another.
. Asone teacher 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 LIN

"6’ SONOR’

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




Welcome to New AOSA Members

The following people and organizations joined AOSA since the last
issue of The Orff Echo. There were so many new members that we do
not have space to list all of them in this issue. Those that we have not
listed will be named in the Spring issue. Listed or not, we welcome
them all into membership for the coming year.

Bruce A. Abbe, MN
Elayne Achilles, AZ
Janice Adamek, WA
Priscilla P. Adams, CO
Anna C. Allen, CO
Geordine Allen, CO
Shelly Alpert, NY

Jan Altemeier, |A

Karen Amedio, NY
American Choral Dir. Assn., OK
Amy Amerson, TX
Mary Alice Amidon, VT
Gail Anderson, MO
Jeffrey Anderson, CO
Denise Apperson, NM
Stephanie Archambeau, CO
Carmen Arndt, WA
Vicki Arnold, 1A
Allison Arthurs, FL
Sonya M. Ash, OH
Steve Ashton, CO
Carmelita E, Atacador, CA
Nancy Atkinson, CA
Malissa Attebery, OK
Jonathan T. Aubrey, MA
Vicki Ault, WA

Linda Austin, MS
Christine Austria, NY
Linda Babikian, PA
Peggy Backus, Mi
Helen J. Bakshas, WA
Nancy Baldwin, GA
Eileen M. Ballone, N}
Lisa Bame, NC

Sandy Barber, NC
Brenda Bartel, OR
Veronica Bartholic, NY
Leana Baskerville, OR
Stella Bass, OK

Helen M. Bator, CO
Alma Baynes, CO
Nancy Beard, TN
Sandra Beasley, FL

Jim Beatty, CA

Teresa M. Beaudoin, ME
Gina B. Beaver, M|
Karen Beer, KS

Mary Beleco, CO
Sondra Bell, CO
Michael Belloni, CO
Evonne Benson, MN

Carrie Brumbaugh, WY
Miss Ruth Bruning, NY
Kathleen Bublitz, MI
Peggy G. Buckner, NC
Alicia Bullock-Muth, MT
Jodi Burcham, WA

Mary Sue Burgess, CO
Lisa K. Burrows, IL
Kathy Burton, LA

Cache Children’S Choir, UT
Sharon L. Cain, CO
Diane Calhoun, Ml
Mary ). Caliendo, Ml
Carolyn J. Callen, CO
Teresa Campbell, CO
Gail A. Carpenter, CO
Jill Carpenter, WY

Karen Cashman, VA
Eleanor Chambers, OH
Robert Chapman, VA
Arlene Christiansen, MD
Jean Cioffi, CO

Charla Clare, TX
Rosemary Clark, CO
Anna Marie Coffman, OK
Buddy Collier, NV

Jim Collins, Ml

Julia E. Collins, KY

Lois H. Collins, FL
Catherine Coomer, TN
Robert Cooper, FL

Maria Copeland, VA
Charleen M, Cordo, CO
Glenda L. Cosenza, N)
Lori Beattie Courier, CO
Karen Courtney, CO
Monique Coustry, CO
Nancy Crabtree, CO
Sheila Crafton, Ml
Shelly Cranston, AZ
John R. Crawley, FL
Tami Crewdson, GA
Donna CrinklawMogt, VA
Vickie J. Crouse, Ml
Joyce W. Culwell, CO
Mary A, Dal Piaz, CO
Kathleen Daly, MN
Victoria G. Darpino, CO
Barbara Daugherty, CO
Caroline Davidson, PA
Virginia Jeanne Davidson, N

J. Beraitis, NJ Sara R, Davis, NC

Susan Bernal, CO Madeleine B. Dawes, WY
Alice Berry, Ml Lavencia De Berry, TN
Christy Bickham, LA John M. De Marco, OR
Diane Blacy, CA Joyce Dechant, CO

Paula Sue Blinn, CO
Wendy Bloom, IN
Threasa Bolton, KY
Kathleen Bone, MD
Barbara Bonisteel, NY
Alice L. Borregard, Mi
John A. Bowen, CO
Ron Bowen, CO

Jasper James Bowman, Jr., MA
Marie Boyett, GA

C. Randali Bradley, MO
Karen Brinkmeyer, 1A
Angela Broeker, OK
Robin Brooks, NV

Jan Brown, WA

Judy A. Dees, AR

Judy Delikat, AZ

Susan Berquist Dentel, OH
Laurie Dianuzzo, NJ
Morton Dickson [, CO
Diane Dolan, CO

Crystal Dosch, SD
Wendell Dotson, CA

Keith Doverspike, VA

Pat Drury, CO

Linda K. Du Rant, NC
Susan Du Vall, CO
Debbie Duff, WY

Cammy Dunford, TX
Duguesne Univ Sch Of Music, PA
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Robin Dunn, CO
Julie Dunnigan, ND
Kathleen Durochik, IL
Lisa Dye, CO

NEW MUSIC VIDEO FOR
K-5 CLASSROOMS

Diana Colson's AFRICAN SONGALONGS - 19 original
songs about animals of Africa with on-screen lyrics which

Stacey Nabors Dyekman, wy reinforce reading skills. Songs written and composed by

Judy Eckard, NC Diana Colson, a veteran elementary school music teacher.

Maryann M, Edmonds, OR Educational Package Includes:

judith H. Eldridge, MA * 34 minute music video showing animals in the wild

with song lyrics superimposed on-screen.
Sarah El‘ler, NC « Matching audio cassatte & lyric book.
Lena Ellis, FL « Reproducible lyric sheets for students.
Bonnie Emery, CO

* Music lead sheets for teacher.
R * On-site ficensing agreement for unlimited use
Gayle Entrekin, MS
Kay Ericksen, UT

af.-your school.

Send $5995 + $600 shipping
Scott A, Ericksen, WY and handiing to:
Peggy Ericson; IL Heck Svain Producions
Glenice Espeseth, WA Sarasofa, FL 34232
Amy Evans, WA
Caren Everett, CO
Debbie Fahmie, FL .
Kendra Farabee, CO

Alicia Farmer, CA We'll tum this:
Denise Farmer, CO

Norma C. Fay, CO n W

Jana Faye, CO 17 SN

Suzanne M. Feltner, OR
Anne Fennell, CA

First Baptist Church, NC J
Deborah J. Fitzgerald, OH
Ellen G. Fitzgerald, VA
Susan Fitzgerald, IL

S

Tit's B-&- men- Rl

into this:

Janie Forman, KY A 4 i

Joanne Forman, NM [ L33 I 8. ¢ D
B. Jeane Foster, NM 6 L .l .b 1
Pell Foster, NC [3) It's El- e- men- tal!

Meg Franks, NC

Anne Franta, 1A

Janet Freemore, MN

Laura J. Frye, OR

Suzie Fujita, WA

Dr. Darla Funk, OH
Bernadette Fuoco-Eddy, CO
Helene L. A. Furuya, H!
Margaret A. Futral, LA
Roxanne Gardner, CA
Virginia Gardner, MN
David L. Gaston, TN
Patricia A. Gause, PA

Tim Gauthier, CO
Margaret Geffrey, WA
Annette Genung, MO
Kristi K. George, NE

Ann C. Gilbert, OH
James C. Gill, SC

Laura E. Gilliam, DC
Janice P. Gillies, Ml

Mary Lee Gilliland, TN
Kathryn Gilmore, NC
Mary Giordano, WA

Kristi Gleason, WA
Brenda S. Gluth, Ml
Harriett D, Godwin, TN
Marie T. Goeminne, Ml |
Dr. Kimberly M. Golden, VA
Rodolfo B. Gonzalez, TX
Corinne Gooch, OK

Lorri L. M. Goodall, Mi
Mrs. Karen G. Gosselin, AL
Kelly A. Goulas, GA
Geraldine R. Graf, MN
Mary A. Green, VA

Susan Gregg, OH

Russ Gregory, CO

Mary Jo Grenfel, CO
Maria Teresa Grieco, NY
Claudia M. Grispin, NY
Gabriella D. Groom, CO
Julie W, Guise, AZ

Holly Gundolfi, CT

Mrs, Sally P. Guzzetta, NY
Cherie Haefner, KY

for just $12 per laser-printed page!

Elemental Press
1572 McKinley Court
Eugene, OR 97402

(503) 6835790

send SSAE to receive
a sample printed page

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

Little Minstrel

Lyra-Harp

Fine Quality Musical Instruments
for the
Whole Family
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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

- OscarSchmid

‘.. Let the Music Begin!”
230 Lexington Drive Buffalo Grove, IL 60089 (708) 541-3520 or (800) 877-6863
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NEWS AND VIEWS

BARBARA POTTER, EDITOR

New Chapters Chartered

Three provisional AOSA chapters were
chartered in Denver at the business meeting
on Friday morning. With their founding presi-
dents (in parentheses) and current presidents,
they are;

Utah #93 (Bonnie Brenner), Glen Fifield;
Great Plains #94 [Nebraska), (Beth Ann Shear-
er) John Stanton;

Coastal Empire #95 [Georgia), John Krumich.

AOSA welcomes these new chapters and
looks forward to their members’ continued
invalvement in Orff Schulwerk.

-ALASKA

The Alaska Chapter is very proud of mem-
ber Judy Boelts, who was named Fairbanks
Teacher of the Year for 1989. And last June,
children, not teachers, came to a workshop
held in conjunction with the performance of
“Carmina Burana” during the Anchorage
Festival of Music.

Last summer, 27 pre-school and 17 ele-
mentary school children participated in the
first Bear Valley Summer Music Works, a
two-week day camp with sessions based on
Schulwerk principles. Presented by the Bear
Valley Community School, the pre-school
group met in the mornings and the elemen-
tary group in the afternoons, in a total of nine
sessions.

Led by Steve Posegate, a teacher at the
school with Level Il training, the younger
children dramatized familiar folk tales and
discovered anew all the beginning Orff
Schulwerk ideas. Linda Ancell, a music-
teacher parent and other parents came in to
help. During the second week, both age
levels developed original materials through
Orff Schulwerk and explored folk songs and
dances in preparation for a presentatlon for
parents.

Relatives {(and camcorders) appeared for
- the performance; both children and audience
enjoyed the whole experience.

From a report by Steve Posegate

CALIFORNIA

In May, Orange County Chapter members
gathered to share experiences, songs and
dances in remembrance of Avon Gillespie.
Over $400 was raised in donations to the
Shields-Gillespie Scholarship Fund.

The Mt. Lassen Chapter offers bed-and
breakfast accommodations for members trav-
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eling to their sessions and any early morning
arrivals are offered a recorder playing session.
The chapter has instituted a “lending library”
of non-pitched percussion for teachers with-
out access to such instruments; this is done
with the compliments of Mary Lott of ABA
Music in Oregon,

COLORADO

Suellen Levy, President of the Southern
Colorado Chapter was named Teacher of the
Year in the Academy School District (Colo-
rado Springs), Member Cerilyn Robeda and
her kindergarten class participated in an Arts
in Education national grant this year.

FLORIDA

The North Florida Chagter, in affiliation
with Jacksonville University, is able to offer
graduate credit for attendance at five all-day
workshops and five readings.

in the Central Florida Chapter newsletter,
Opus Orfflando, member Mary E. Leonardi
describes a cooperative learning experience.
Two teachers shared students and classes and
worked together to produce learning centers
for their classrooms, Want to try it? Write to
her. Several chapter members have recently
received high honors: Mary Palmer, MENC
Southern Division President Elect; Carlyn
Minear, Orange County Music Program Con-
sultant; Suzanne Gifford, Orange County
Music Resource Specialist.

INDIANA

This was baby year for the Indiana Chap-
ter! Leslie Carter had quadruplets—all girls.
Daughters also arrived for Quella Rutledge,
Martha Riley and Debbie Miller. Lisa Crem-
er's baby was the only boy—all born between

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
(206) 272-3211
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Leslie Carter and Abigail,
Katelyn, Catherine, Elizabeth.

December, 1989 and April, 1990.
IOWA

Dixie Gebhart, Des Moines Chapter, devel-
oped a language and music project with 3rd
through 5th grade classroom teachers. The
classes wrote poetry, Dixie composed melo-
dies and the children developed movement
and instrumental parts. One third grade class
was twice featured on educational TV. This
class then continued this as a monthly pro-

Jessie Lynn Riley (Martha Riléy.')

GOL
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Hodih

Lisa Cremer and Matthew John
ject; at the end of the year, each child was
given a copy of the music, a video of the
project and a booklet and cassette of the
SOngs.

KENTUCKY

Lisa Parker, prominent Dalcroze teacher
will present a workshop titled “Awakening
Musically Through Movement” on March
2nd, 1991 for the Kentucky Orff Chapter. It
will be held at and co-sponsored by the
University of Louisville School of Music.
Members of nearby chapters are cordially

DEN BRIDGE U.S.A. INC.

AUTHENTIC ORFF-SCHULWERK INSTRUMENTS

GOLDEN BRIDGE U.S.A. INC.

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

MICHIGAN

The Greater Detroit Chapter is moving its
meeting place to Madonna College in Li-
vonia. It's bound to provide better access for
people (and instruments) for them to meet on
the first floor of a residence hall.

MISSOURI

Congratulations to the Qzark Mountain
Chapter, with 90% national membership!
Their workshops draw people from Kansas as
well as Missouri, and they have just printed
the first issue of their newsletter. Their
meetings are held at a laboratory school for
Southwest Missouri State. Good luck to you
all,

The Heart of America Chapter chartered a
bus to take members to the Denver Con-
ference, stopping in Kansas to pick up some
of the Lawrence and Topeka members. Now

that's really pooling rides! The chapter will
continue last year's successful guest program;
each member may bring a guest to one
workshop without cost.
NEVADA

Desert Valley Chapter made a profit on its
publication “Las Vegas Writes” and the
money will be used to establish a video
library of sample curricula for circulation
among its 95 members,
NEW MEXICO

New Mexico Chapter is proud of member
Linda Greaf, who with 4th grade teacher
Mimi Russell, ‘was chosen as one of 20
teaching teams from across the U.S.A. to
attend an opera workshop sponsored by the
Metropolitan Opera Company in New York.
Now that fourth grade will form an opera
company; write the script and music, design
the costumes and sets and work on the
lighting and the public relations while the

teachers serve as guides and editors. What a
fantastic experience for those children!
NEW YORK

Berkshire-Hudson Valley Chapter holds a
raffle at its workshop sessions. Recent awards
have included full membership and vouchers
for merchandise at a local music.
QHIO

Congratulations to the Greater Cleveland
Chapter on its twentieth anniversary! It was
the first chapter chartered by the AOSA and
so carries the number 1 on its membership
cards, ’
TEXAS

The Texas Guif Coast Chapter hosted a
breakfast for AOSA and local members
during the Texas Music Educators Associ-
ation convention in San Antonio. This is an
annual event hosted by one of the three Texas
chapters. After a student presentation of the
“North Skelton Longsword Dance! the

an exciting

by Sue Byrnes

method of teaching students
how to play ORFF and all
tone bar instruments

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 betore they play the
actudl instrument,

4 ‘)
_n-n-_--—m_ﬁn__-l

SET1

BELLBOARDS:

e help students understand musical
patterns and direction

e provide practice - repetition

e reduce learning time

e eliminate fear

e provide instant success

e promote good self esteem

e keep everyone involved at all times

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

E—gm——s——-_1

ORDER FORM i
Total
Qty. Item Price
SetI (diatonic)
Includes 25 student BELLBOARDS
(5 assorted colors)

1 teacher’s BELLBOARD
1 teaching format
—  Complete-5$4995 §

Individual teacher
$5.60 each S

Individual student
$1.90 each S

Set II (chromatic)
Includes 256 student BELLBOARDS
(red, black and white)
1 teacher’s BELLBOARD
1 teaching format
- Complete-$4995 §

Individual teacher
$5.50 each S

Individual student
$1.90 each S

POSTAGE & HANDLING RATES:
Each set BELLBOARDS
Minimum postage

$4.00
$2.50

Total Item Cost
Postage and Handling ...$
Total Amount Due
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ORDERS FILLED
ON SAME DAY RECEIVED

Send purchase order or check to:
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i
|
BELLBOARDS I
Sue Byrnes |
1910§ Bea_con Hxlls Dr. |
Cincinnati, Ohio 45241 i
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teachers proceeded to learn it themselves!
WASHINGTON

Evergreen Orff Chapter, in a recent vote,
decided to waive workshop fees for its past
presidents. What a nice way to thank your
hard working volunteer officers!

WYOMING

Wyoming Chapter members Diane Hult-
gren, Mary Ann Fritz, Marilyn Collins, Cathy
Johnson, Mary Ann Bott and Pat Will have
formed a performing group of their own
children and selected students. They will
share the teaching of this mixed-age group
that meets once a week for an-hour. After the
first meeting, one kindergarten child told her
mother she did not like the class. Asked why,
she answered, “It wasn't long enough!”

Orff Schulwerk in the Lobby

Photo and news by Sally Miller

When the Anchorage Festival of Music
chose to perform “Carmina Burana” this
year, Barbara Garner, who was singing in the
chorus, thought it would be the perfect time
to show the other side of Carl Orff. She
presented the idea to the Festival committee
who agreed to support the venture, and in
three months Barbara had the-camp planned
and underway.

From June 18-22, Betty Wick, Steve Pose-
gate and Sally Miller were enlisted to teach
the sessions. These were to be held in the

orchestra and mezzanine levels of the Alaska
Center for the Performing Arts, Forty three
students were enrolled, divided into 1-3
grades primary and 4-7 grades intermediate.
The teachers’ day started at 8:00 a.m. when
they moved- 45 Orff instruments, 2 sets of
percussion and other equipment out of the
storage room on the balcony level.

Both groups joined at the beginning and
end of each day to sing together. A visitor who
came to observe ended up coming back to
help with kids and equipment.

The workshop ended with a performance
for parents—the week turned out to be a
special time for all of us.

IS

=——FLEMENTARY

P.O. BOX 24263 CLEVELAND, OHIO 44124
800-888-7502
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“In our opinion, nobody gets
any closer than this to
the sound of an
acoustic piano”

Keyboard Magazine,
August 1988

‘The Do’s and Don'ts
of Concert Series Pianos.

The DO’S. Concert Series pianos do have The DOIl’tS. Concert Series pianos

critically acclaimed, CD-quality sounds includ- don’t take up a lot of space or weigh very much.

ing grand piano, electronic piano, organ, vibes, They don't break down, go out of tune or need

harpsichord, strings and more. adjustments. They don’t get affected by changes
They have MIDI, the universal connecting sys- in temperature and climate. And they don’t

tem for today’s instruments and computers, so become outdated with time.

Concert Series pianos will never become obso- Find out more about the Do’s and Don’ts of

lete. You can hook them up to any MIDI instru- Concert Series Pianos at an authorized Korg

ment or computer. . dealer near you.

They’re available with either 76- or 88-note Yo o S T
Weighted or 1ight~tou ch keyb oards — plus a vari- €S, I'm }nterestec_:l. Please send me The I'<org‘Gu1de to MIDI
: . . and more information on the Concert Series Pianos and other
ety of other useful features like headphone jacks

Korg products.
for private practice and Surround Sound to simu- Name
late stage and concert hall environments. And
they come with alimited five year warranty. Street
Most importantly, Concert Series pianos let o ‘
kids get serious about learning and have fun with City State Zip

the music. My primary use for the Concert Series Piano would be:
. : ; ; . School...... . Church___ Otherlnstitution_________
DISCOVER THE POWER OF MIDI Please enclose this coupon in
The Korg Guide to MIDI is an informative and an envelope and send it to: “n RG
readable guide to the exciting new world of - DEPT C, Korg USA,

MIDI music. To get this free book; a $14.95 89 Frost St,, MORE THANA_
“value; fill out the coupon and send it to KorgU SA. Westbury, NY 11590 P l n “

©1989 Korg USA



BOOK REVIEWS

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

CARL ORFF by Werner Thomas, Translated
from the German by Verena Maschat.
Schott edition #12340, 1988, $3.98

Almost every Schulwerk teacher has been
asked at one time or another, “What IS Orff?”
This little book, just over 20 pages, won't

answer that question—if, indeed, it has an

answer—but it does offer an answer to
another question important to all Orff Schul-
werk teachers: WHO was Orff?

Werner Thomas, his long-time friend and
colleague, takes us through the interesting
background and childhood of Carl Off,
through his student days and his Wildwuchs
(tr. wild-growth), as Orff called his self-
designed plan of growth and musical under-
standings, and on through brief discussions of
his early lieder and most of his important
stage works. Where this book cannot—nor
does it propose to—give the detailed account
of his life which Orff's memoirs, Dokumenta-
tion, provides, it does make accessible in-
formation that is hard to find elsewhere, since
so far, only the third volume of Dokumenta-
tion has been translated into English. (The
Schulwerk, translated by Margaret Murray,
Schott, 1978.)

Orff's childhood home was “encircled by
and pervaded with music,” the author writes,
and the young boy was profoundly, perma-
nently influenced by all of it: the sounds of
the nearby military establishment, folk music
from the streets, church festivals, the theater
and the music made by his family.

The influence of nature in the Bavarian
countryside was just as profound and just as
permanent. Although his formal education
was somewhat out of the ordinary, Orff
immersed himself in study of the works of
Berlioz, Bruckner, Strauss, Mahler and De-
bussy, and was deeply influenced by Strauss
and Debussy. His interests also led him to the
study of classical literature and languages.

Later, as a young adult, he turned for
instruction to the works of earlier days—those
of Orlando di Lasso, Buxtehude, Byrd, Mon-
teverdi. A notation in his diary from 1917
reads, “Study the old masters!”

The reader is able to see an almost inevit-
able progression from these early interests
and studies and his experimentations in the
Guntherschule, to his large theater pieces.
And to the Schulwerk.

This book is a fine start into knowing more
about the man who dreamed and developed
the Schulwerk—and about the other parts of
his work. | strongly recommend it, especially
to all Orff Schulwerk teachers.

Gin Ebinger
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SUITE ON FOUR NOTES, Isabel McNeill
Carley. Loux Music Publishing Co., 2 Haw-
ley Lane, Hanmacroix, NY 12087-0034.
Score and parts, LMP-88, 1989,

How would you respond to the challenge
of preducing a suite of pieces for soprano
{tenor) recorder and piano, using a maximum
of only four notes? Take a lesson from Isabel
McNeill Carley, familiar to the music educa-
tion world as a master composer. Here she
shows an unlimited musical imagination and
provides unique solutions to the challenges
of the suite’s limitations. Isabel Carley is well
known as a fine teacher, long-time leader in
AOSA and was the first editor of The Orff
Echo, a post she held for 15 years.

The Suite is in five movements: Prelude,
Scherzo, Celtic Croon, Rondino and Faran-
dole. The first, third and fifth movements call
for B A G E, the second and fourth, for
B A G on the recorder. Assignments are

" suggested for Groups |, Il and I1l, Solo, Small

Group and Alto Glockenspiel. Rhythms are

not limited to the usual 2/4, 3/4 or 4/4.

Changing meter in the Rondino moves from
an 8/8 calypso to a 4/4 conventional rhythm.
The keyboard part is-accessible and fills out
the implied tonalities of the recorder part.
The rhythmic teasers, changes of tonal cen-
ters and articulation suggestions make it
suitable for rank beginners of all ages as well
as those at all levels of proficiency.

The Suite on Four Notes has been played
by my adult recorder group, by an Orff
Schulwerk-trained group of children and by
students in the Levels Certification groups.
Everybody loved it. Can there be a better
recommendation? Not in my book!

Pat Brown, Massachusetts

ORFFR-SCHULWERK MUSIC FOR CHIL-
DREN, (3 Cassettes). Schott & Co. Ltd,,
London,

With an average of two pieces on each
band, 19 or 20 bands on each of three
cassettes that sample the five OS volumes
(plus), this collection is truly a treasure. What
a welcome replacement for those worn-thin
Harmonia Mundi records!

Voices, spoken and beautifully sung, are
those of children from eight schools in the
British Isles. All instrumental parts are played

by adults—conducted by Carl Orff and Her--

mann Regner. Strings often join the Orff
instrumentarium and recorders.

Although the tapes offer the full spectrum
of exemplary pieces, infrequently-heard
works by Gunild Keetman and Carl Orff and
many original settings are a refreshing addi-
tion. Margaret Murray's speech settings (“Old

King Cole/ for example), open the ear to
new possibilities, as do her recorder pieces
and settings on LA and RE pentatonic. Listen
for surprises on every side. :

Yes, the favorites are all here—Hiya,’
“Street Song” and “Rundadinella’but
don't expect the tapes to follow the books’
music note-for-note. In true Schulwerk style,
they may have evolved differently. The
instrumental works could be inspiring mod-
els. Personal preference? Slower tempi, es-
pecially on the earlier spoken pieces so that
American children unaccustomed to British
accent could follow the words.

Margaret Murray’s comprehensive notes to
the boxed set give source and instrumenta-
tion. Dolby recording quality is very fine. This
is an essential collection for Schulwerk
teachers—and worth every shilling. Don't
miss it.
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Unique And
Innovative,
Our Products
Give An Added
Dimension To
Every Class
You Teach.

RECORDERS When only
the very best wiil do, our
quality recorders are value
packed. And now, a giant u KEYBOARDS The classroom
fingering chart comes with every order! pianos of the future are available
ORFF INSTRUMENTS Precision tuning, thoughtful right now in 61, 76 or 88 note electronic digital pianos.
features, 2 pair of mallets and a 5 year warranty— PIANO LABS Create the perfect teaching environment
there’s just no comparison. with our new PTS-16 systems. Accommodates up to 16

bourines, conga, bongo,
snare & bass drums.
TONECHIMES Invoive
your whole class or choir
with this exciting new
handbell style product—
at a fraction of the cost!
4 full octaves available.
OMNICHORD The uitimate
accompaniment instrument,
Omnichord piays up to 84
different chord combinations
—electronicaily.

RHYTHM Built to last year after year, Suzuki students. Get all the information you'll need to make your
Rhythm Band Instruments are constructed of teaching experience as rewarding as possible. Call or
rock solid maple—with no painted surfaces! write for our beautiful 24 page color catalogue

PERCUSSION Professional quality means today. It's free and so is the phone call.
concert hall sound for all our SUZUKI CORPORATION PO. Box
’ timpany, hand drums, tam- 261030, San Diego, CA 92196

AT I
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sTu DID llq Percussion instruments for

Kindergarten, School,

0‘# -SCHULWERK Therapy and Family

Finest Quality available

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

SUBSTANTIAL DISCOUNTS AVAILABLE

to place order or request catalogue -

CALL TOLL FREE
1-800-346-4448
You'll be glad you did!

Hosted by San Diego Chapter
AMERICAN ORFF SCHULWERK ASSOCIATION

NOVEMBER 13-17, 1991

Town and Country Hotel and Convention Center
San Diego, California
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