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lusic

by Keith Terry

Body

Musical copyist: Thomas Lawrence McKinley

Body Music is that music/dance created by the sounds the
body can produce via clapping, slapping, stepping, and
vocalizing. Body Music was probably the first music. Before
people began slapping rocks and hollowing logs for drums, they
were probably stomping, clapping, farting, and grunting to
express-their musical ideas. There are many Body Musics still
thriving today. In the United States, hambone was popular at the
turn of the century and is still in practice. Some South Pacific
island people create music by clapping and slapping the chest
and thighs, and in Morroco, there is a version that involves
beating the chest while singing. Certain Sumatran line dances
use slapped chests and legs for percussive accompaniment, and in
Ethiopia armpit music is produced by groups of players who cup
their hands under their arms and force the arm in a downward
motion, creating tones with air rushing around and between the
fingers of the cupped hand. These are only a few examples of a
varied and vital Body Music scene.

“Body Music” is the term I use to describe my work, a name
suggested to me in 1979 by friend and colleague, Paul Arslanijan.
Similarly, I think of Body Music as an umbrella term to describe
a form that has existed for centuries. This form is composed of
many styles. My own Body Music is not a traditional style, but is
certainly influenced and inspired by those that have preceded it. I
started working on Body Music in 1979 by displacing my drum
patterns onto my body, combining my interest in trap set
drumming and rhythm dancing. It also fullfills my desire to do
something that is music/dance and yet is totally portable,
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Reprinted from the International Tap Association Journal. Used by permission.
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acoustic, and self-contained.

I'am particularly attracted to those cultures that make no
distinction between music and dance and simply would not
think of performing one without the other. In Body Music as
well there is no such distinction. Since the body movements used
to produce the rhythms have visual impact, the player is also a
dancer. Unlike most dancers who have a relationship to music
(performing either with it, without it, or in spite of it) the Body
Musician is the music. Audibly and visually the limbs create a
dance of sound, enabling us to see music and to hear dance in
ways that are simple yet complex, elemental yet sophisticated.

COMPOSITIONAL FORMS

There are four rhythmic techniques I often draw upon when
developing Body Music material: polyrhythms, phasing, cross
pulses, and polymeters. '

Polyrhythms

Polyrhythms are simply multiple rhythms, two or more
rhythms going on simultaneously, hopefully in a musical fashion.
Take, for example, a few parts from “Atsia”, a piece from the Ewe
people in West Africa, shown to me by Ghanaian master
drummer, C.K. Ladzekpo. Note how the simple rhythms, when
played together, become an elaborate weave of interlocking parts.
Polyrhythmic music reminds me of the alignment of wheels and
gears inside a clock.
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CLap

)
GANKOGU! J
)

Axatse 7 Iy U D 'y
Kagan (7)“ I’J ﬁ_J_ “
Kror mnammnrn

Sogo ) J M

Example 1

Polyrhythms can also be heard in Balinese music where Kotekan
(interlocking parts) is a major aspect of the music, in Pygmy music
from Central Africa, panpipe music from the Soloman Islands, and
in the samba from Brazil.

Phasing

Phasing is similar to a round or canon. It involves playing,
singing, or dancing one rhythm with two or mgre starting
points. Take these vocal parts from the Balinese 4eczk (Monkey

Chant).
Dy Py dy
Tjok Tk Tisk
Mo hov by
Dak Uak T}'bk
vy Dy Do)
Tiok 'l)ak 'ljak
Example 2

Also, listen to Steve Reich’s Clapping Music.

Cross Pulses

Cross Pulses are created when two or more underlying
pulses, meters, or time signatures are going on simultaneously, in
the same amount of space. Here is an example of 6 over 4:

Example 3
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Note in the earlier example of polyrhythms how the Gankogui
(belly and Sogo (drum) work together in a cross pulse relationship.

bl
I N

Example 4

Cross pulses are common in much of the music and dance from
West Africa. You can also frequently hear cross pulses in jazz.

Polymeters
Polymeters are similar to cross pulses, but in a more linear
fashion. They involve two or more time signatures sharing the

same pulse as in this 5 with 4:
2
LN 5 2 ¢ 5 3 45
2 4 2 3 2 3 4

3 4
(ORI @

i

2
If the vertical lines represent the pulse and we superimpose
groupings of Ss and 4s onto that pulse, it will take 4 groups of 5s
to equal 5 groups of 4s, or one complete cycle. Also, notice that
in some ways cross pulses and polymeters are the same. In this
example the 1s of the 5 parterns, and the s of the 4 patterns,
become a cross pulse of 4 over 5. Further examples are found in
South Indian classical music, certain Pygmy songs from Central
Africa, and the relationship of music to movement in the
Brazilian martial art, capeoira.

@3 +0 + O
3 4 5

-~

@ :
4

Example 5

TECHNIQUE AND EXERCISES

Begin with clapping. There are many ways to clap, ranging
from the short staccato claps involving force and tension, to the
round, rich, fat tones of relaxed open clapping. The most
common clap I use is simple and relaxed, involving minimal
tension in the arms and hands. Playing Body Music with too
much force can result in bruised or sore body parts. Volume is
not the main consideration; I am much more concerned with
precision, dynamics, and time. Be aware of the force you are
playing with, and try to keep it light, relaxed, and musical.

If we start with a single clap (C) and move down the body,
the next available sound will be produced by striking the chest.
Strike with the right hand (RC), then the left (LC) in the center
of the sternum. You will know when you are playing the correct
spot as the whole chest will resonate with a rich tone. Strike and
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release. Next come the thighs (RT) (LT), which you strike on the
front or side. There is no need to reach lower than the natural
extension of your.arms. This is followed by the hips (RH) (LH).
Be certain to make a distinction between the thighs and hips;
they create different sounds and the visual contrast is important
when considering the movement. The sounds from the feet (RF)
(LF) are produced by low, flat-footed, grounded steps with a
minimum of extraneous movement. As you move down the body,
hear how the pitch descends from your clap, to the chest, the
thighs, hips, and down to the feet. The sounds correspond with
the trap set, starting with the cymbal and descending ronally to
the snare drum, then the side tom, the floor tom, and the bass
drum. These are the basic strokes. There are many options and
embellishments involving finger snaps, brushes and slides in the
feet, playing the mouth, cupping the hands, and so on, but these
are the fundamental strokes we will deal with in the following
exercises.

Try this series of sounds using all the basic strokes in an
ostinato 9 pattern:

RC Lc
LA Jﬁ )
RH LH
RF LF

Example 6

Now, take the pattern of example 6, leave out the chest
strokes, and add a rest at the end of the phrase. Rhythmically it
resembles the tap dance time step, “Thank you for the buggy
ride.” Try it first in a straight 8th-note feel, as in a rock or Latin
groove; then with a swing feel, as in a jazz ride with an
underlying triplet. A time step is equivalent to a ride in jazz
drumming.

Example 7

Hanny Budnick
(215) 844-2474
WORKSHOP NEEDS (YOURS)
+ FOLK DANCES (IMINE)

= GREAT EVENTS (OURS)

Convime

PAGE 4

Now, this time with a friend, or by recording the second
part yourself and playing along with the playback, let's phase it
as in the example below:

by v
° ﬁrlﬁtt‘!ﬁ"?7ﬁtﬁh

(;P 7)

Example 8

By adding a clap in the beginning of the second rhythm, you
are displacing the part into a different relationship with the first
thythm, e.g., phasing. Try adding more claps at the beginning to
be phased in a different place. Remember to add the extra claps
only when you first begin the phrase, not each time it repeats.

Now let’s try this time step with another simple thythm to
create polyrhythms:

M D
¢ / ¢ . ~
RT Lﬁﬂ LD P Yy RT L'ﬁ“ d‘ RJ;- L.: ¥

FoLF

P ¥y 7 P 7 7 RT LT
RF LF RF LF
And another:;
7 ;t t ’ Eh t t
I I
RE LF RF _F
Example 9

Next, let’s try polymeters. If you repeat a 5 pattern in your
hands with a 3 in your feet, the result sounds like this:

™
e

’1 a?m’ﬁﬁmﬁr
RE7 77577]’,775

Ly
34
7

; .
RF

Example 10
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Or try 5s with underlying 4s.

Lhuhr”ﬁp

¢ RT LT
b 777 bor o7 7 b~
RF LF RF
CoNTINUE LF RF \F

e R I L R

v v b o7 v |7 b7 ot 7
RF

RF LF

Example 11

Try examples 10 and 11 together with a friend or tape
recorder. The combined feet parts will be a cross pulse —

4 over 3.

4 Dy by ke )y
3 [,777{,777[,777

Example £2

Now try the two parts while phasing the 5s. The
permutations are endless. Experiment with your own variations.

BODY MUSIC IN PERFORMANCE

In 1979, I created my first Body Music piece, “Tune for
K.B.” It was a fifteen minute piece in three sections combining
Body Music, tap dance, and choreographed movement while
playing portable instruments. The piece was performed for five
years in the repertoire of the Jazz Tap Ensemble by Paul
Arslanian, Fred Strickler, and myself. The first section was
primarily in 12/8. Here is one of the opening patterns:

r

2

RF LF
RF
ot RF RF iF LF
ok (F \F ol :r
F
Example 13

During my work with the Jazz Tap Ensemble from 1979 to
the beginning of 1984, I also composed “Encore” for six
petformers, combining Body Music and the “shim sham,” a
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traditional tap dance. These are three of the parts of a
polyrhythmic section of that piece:

! !

t t
Iy
k /AT RALT RT LT 2T
S S LY B
RF LF RF LF

RALT RAT

oy oy

LK

Mr My ?7{'

[ad
Py

v )t

8 LF RF L

Example 14

“Out There” was a later work that combined Body Music
and tap dance. The following is a break from that piece:

b ) ﬂ m ‘:,)
J) T lﬁ J'—] RT LT
LF e RELFRFOLF

Example 15

5 b b

Tap dance and tap dancers frequently give me thythmical
inspiration for Body Music parts. Over the years dancers such as
Honi Coles, Cookie Cook, and Eddie Brown have shown me
techniques and steps that have been directly incorporated into
what I do. The following Body Music time step was strongly
influenced by a tap time step that [ heard Camden Richman

play:

I )
oo P JART Ly
NJF-—L? IJ: L'P RF o I..Fb RF RF L{—R]F
Example 16

In addition to tap dance, a number of musical, dance and
theatrical forms have influenced my work — from jazz to circus,
to Japanese £yogen, South Indian solkatz, and Balinese gamelan.
Also, my experiences of collaborating and performing with a mix
of artists representing a wide range of styles and disciplines
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continues to expand the limits of my Body Music. Working with
artists such as singer Bobby McFerrin, physical comedian Geoff
Hoyle, choreographer Kimi Okada, éathat dancer Purnima Jha,
dancer/actress Blondell Cummings, and Balinese dancer I Wayan
Dibia frequently leaves me with a changed perception as to how I
see Body Music's potential.

In addition to Body Music's accessibility in a variety of
performance contexts, I have found it to be extremely valuable in
teaching rhythmic skills to other performers and non-performers,
both adults and children. I have worked with modern, ballet, and
jazz dance companies, university music, dance and thearer
departments, the learning impaired, and high school and-
elementary school students. In all of these contexts Body Music
has proven to be a fun and effective way to develop rhythmic

JAZZ & ORFF SCHULWERK

with Doug Goodkin
* June 22-26 * San Francisco State University *

Now in its 5th year, the course
that helps bring America's own
music into the classroom.

For further information, contact: Doug Goodkin
1232 2nd Ave., S.F., CA 94122 #(415) 564-1597

skills, coordination, ensemble awareness, and
concentration.

There are many aspects of the work that I have not addressed
in this brief article, such as movement and spatial considerations,
the left/right brain shifts that occur, playing Body Music with
other “external” musics, solo versus group work, and the
potential for voice in Body Music. Body Music’s applicability to a
wide range of settings frequently amazes me — it is accessible
yet totally unique, crossing cultures and disciplines in its origins,
spanning generations in its appeal, and blending artistic
sensibilities in its scope.

© 1984 Keith Terry
revised 1989

Keith Terry is a percussionist, rhythm dancer, and Body Musician. Terry
is the recipient of music and dance fellowships from the National
Endowment for the Arss and a Japan Fellowship from the Asian
Cultural Council. He is the founder and Artistic Divector of the arts
organizasion, Crosspulse. Terry recently co-directed Body Tjak with I
Wayan Dibia. This project involved 12 American and 12 Balinese
Derformers, and has been seen in the United States and Indonesia,

Thomas Lawrence McKinley is a composer and is presently an Assistant
Professor of Masic at Tulane University in New Orleans, LA. He bas
breviously taught at Tufts University and the College of the Holy Cross.
He studied at the University of Cincinnati and Harvard U niversity,
where he worked with Norman Dinerstein, Leon Kirchner, and Peter
Maswell Davies. He was one of the founding members of Extension
Works, a Boston-based music performance group.

New for
Summer 1992...

Orff-Schulwerk
Level I

June 15-26

Faculty: Judy Bond,
Nancy Miller, Cora Lippi

4 semester hours graduate credit

<4

For information on the Orff course

or the M.M. in Music Education, Fioat th

o

Raft Idaho’s Salmon River
with Keith Terry

BT e

6,000’

contact Dr, Kathryn Smith,
Webster University Music Dept.
470 East Lockwood

St. Louis, MO 63119-3194

(314) 968-7035

Webster

UNIVERSITY

SAINT LOUIS, MISSOURI
GENEVA + LEIDEN « LONDON : VIENNA

‘Webster University is accredited by NASM and the North Central
Associatlon of Colleges and Schools, Webster University admits
students of any race, creed, color, age, sex, nondisqualifying
handicap or national ethnic origin.

rough an exquisite
deep granite canyon with boisterous
rapids by day. Explore the possi-
bilities of “Body Music” using cross-
cultural rhythms with the accom-
panying sounds of the river and the
light of a campfire by night.

This workshop features the joy of
paddling, the camaraderie of wilder-
ness living, gourmet cuisine, a
veteran crew of professional guides,
and the special artistry of body
musician/percussionist/rhythm
dancer, Keith Terry.

July 21 through July 26, 1992. Trip Cost: Adults, $825*:
Youths 17 & under, $650* (*Land Package Only).

For more information and a detailed itinerary contact:
James Henry River Journeys
P.O. Box 807-OR
Bolinas, CA 94924
(800) 786-1830
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Teaching from Models: Speech

“The speech exercise comes at the begin-
ning of all musical practice, both rhythmic
and melodic.”* Carl Orff wrote this as a
prefatory note to the Speech Exercises in the
first volume of his Schulwerk. In the final
volume he wrote: “The speech exercise is a
cornerstone to the building of rhythmic
education. It began as a fundamental exer-
cise in Volume 1.2

Orff himself left little doubt in these state-
ments and elsewhere as to the importance of
speech as an element in his approach to
music education.

It is appropriate then to continue the
series, Teaching From Models with the
printed speech models which have been left
to us. Although many speech exercises have
appeared in printin the last several years, this
article will treat only those found in the five
standard volumes of the Orff-Schulwerk—
both Hall® and Murray* editions, with refer-
ence to the German edition®*—and to Ele-
mentarias, Rhythmische Ubung’, Paralipo-
mena®, and Orff Schulwerk Introduction to
Music for Children®.

These few books are the heart of the Orff
Schulwerk library and will provide a wealth
of models—perhaps all you will ever need—
to use, adapting your own materials found
elsewhere, with students of any age. This
article will be most useful if you read it with
the books at hand. They will be referred to as
follows: Hall: H; Murray: M; German: Ger;
Elementaria: Elem; Rhythmische Ubung: RU;
Paralipomena: Par; Orff-Schulwerk Introduc-
tion to Music for Children: Keller.

Another statement by Orff should be
repeated at the beginning of any reference to
the printed materials of The Schulwerk: “I
knew that the publication and the attendant
fixing in notation did not correspond to the
nature of improvisation, but it was unavoid:
able for the development and expansion of
the work”1[. He further writes, ... [Ilt is
possible to practice and perform each piece
as it stands. To do this would mean a total
failure to recognize the purpose of the book.
It is not the playing from notation but the
free making of music in improvisation that is
meant and demanded, for which the printed
examples give information and stimulus.”

To accept this basic premise of the Schul-
werk, we must understand the nature and
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purpose of the models given to us. Of course
they are to be used by teachers and children,
but they are to be used as examples, as
patterns which stimulate our own musical
imagination. “The printed examples are
meant to serve only as inspiration for one's
own patterns. The teacher should make
himself independent of the notated exam-
ples, which he can study at home to get ideas
for other patterns. With the children he must
freely adapt and practice the examples.”
(Keller: 24)

“The speech exercises commence with
single words and rows of words, arranged
according to sound and sense and in fixed
rhythms"12. Volume | in all three editions has
the largest number of examples and speech
exercises. Three settings—""The Campbells
Are Coming," #32, “The Grand Old Duke of
York,” #33, and “Oliver Cromwell,” #34—
appear in the Murray edition. The first and
last of these are in 6/8 Meter, as is much of
the nursery rhyme literature of English-
speaking children. In all three settings, one
voice recites the words of the poem very
rhythmically and in natural speech rhythm,
while the other voice maintains a strong beat
foundation. The teacher is cautioned to pay
attention to the “sound” of the words. This
should avoid “sing-songy’" production and
stimulate interpretive ideas.

Hall, in a section of Volume | called Speech
Patterns, pp. 66-70, sets “Tromm, Tromm,
Tromm,” “To Market,” “This Old Man,” and
“Rumpate, Rumpate Bum.” The rhythmic

VIRGINIA NYLANDER EBINGER

ideas are much like those mentioned above.
Two of the pieces are in 6/8, two in 4/4. All
are written for two parts—rhythm of the
words and beat. Sometimes the beat seems
to be a sort of “punctuation’” and at other
times simply a continuing, steady pulse. A
supplementary section, pp. 9295, provides
still more material, mostly in song form. One
song with a spoken refrain is a natural for the
very young: “Old Jeremiah’’ almost guaran-
tees success in beat-keeping as the children
complete the phrases with “/puff, puff, puff.”
A number of other poems for children are
included as raw material for appropriate
settings.

Five pieces of this type are included in
Volume ! of the German edition, three in 6/8,
two in 4/4, all again with strongly rhythmical
speech over a steady pulse. Dialogue, echo,
triplets against duplets, a 3-part piece—all
find- their place here. An interesting long
piece with no English paraliel in either Eng-
lish translation is “Liebe Kindlein kaufet ein.”
(Ger: #62). Here recorders and percussion
alternate with solo and chorus in a role-
playing, dance-like visit to the fair. Near the
end of the piece the Child and the Seller
engage in spoken dialogue, at first prescribed
but quite fitting later for improvisation.

All three have a short spoken section in the
piece variously named “Old Mister Mul-
rooney” (H: #35) “Old Angus McTavish” (M:
#40) and “/Der alte Kastalter” (Ger: 63). And
the piece for percussion instruments labeled
simply “Allegro,” with its insertions of the
rowdy two-part “Hi-ya, Hi-ya” is found in
both the Murray and German editions. (M:
#38; Ger: #38)

After the teacher has studied, played,
taught these pieces, as models, she can find a
wealth of material in our own folkheritage (of
course, including Mother Goose and other
rhymes originating in the British Isles) that
can be set in a similar manner, and which stu-
dents will want to use in making their own
improvisations and arrangements. Especially
suitable for this type of arrangement are
limericks. My students have enjoyed “The
Young Lady From Lynn," finding the verse
funny, the rhythm appealing and the word
ostinati easy to find.

So far the emphasis has been on rhythmic
training for the young child. Arnold Walter

PAGE 7




writes, “Orff's starting point is rhythm, rightly
regarded as the most basic of all the ele-
ments. It is not taught mechanically, mathe-
matically (by subdivisions of whole notes

perhaps, or by counting beats); it grows out

of speech patterns.” And further, “For the
child, speaking and singing, music and move-
ment are an indivisible entity; it is this intimate
connection which leads quite naturally from
speech patterns to rhythm..." (H:
Introduction)

Each of the three editions of Volume | has a
sectiondevoted to Speech Patterns or Speech
Exercises. (H: pp. 6668, 73-74; M: 50-52,
57, 59: Ger: 68-70, 75-77) Here we find first
the familiar rhythmic patterns built on the
natural speech rhythms of groups of birds,
trees, names, and then we find many pro-
verbs and sayings, short rhymes and conver-
sations. At first they are simply set to rhythm,
occasionally with a suggestion for canonic
treatment; later they are given body percus-
sion accompaniment which, still later, can be
transferred to percussion instruments.

Gunild Keetman brings into focus and
organization the smallest units of rhythms,
discovered and realized through speech, in
what she calls the “Rhythmic building
bricks.” As introduction to this concept she
writes: “The smallest rhythmic units . . . are
derived from children’s rhymes, songs and
names . . . [Tlhey form the rhythmic founda-
tion for the firststages of teaching. With them
the children accompany the teacher’s melo-
dies and their own playing and singing, and

~ they play and improvise with them in many
different forms.”” (Elem: 17)

The beginninginstruction should be in sets
of two beats, all taken from known material—

* GB

e Studio 49
e Sonor

* Recorders
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games, rhymes, their names. These five, in
combination and repetition, form the basis
for further rhythmic training. They are to be
realized through speech:*4

J J JJJ
d 3 34 |4

Keetman suggests nursery rhymes, chil-
dren’s names, names of animals as categories
to “fit" the rhythmic building bricks; e.g.,
“Rain, rain, go away, come again another
day”; or “David, Christopher, John Michael,
Mary Helen, Joe’’; or “Monkey, elephant,
anteater, alligator, snake.”

Many, many categories of words can be
suggested to the students who will be able to
find their own words to fit the rhythms. This
activity in a number of forms can be custom-
ized to students of any age. Classroom
teachers will appreciate the music teacher’s
extension of the science lesson or the history
lesson, and rhythmic patterns will be rein-
forced,when appropriate categories are used
for building the patterns.

Play many games with these building
bricks, concentrating on phrase building.
Some aresuggested byKeetman;the children
will find others. Start with the simplest; add
complexities only when the earliest steps
have been mastered. Be very careful not to
distort the speech to “fit” the rhythm. Such
distortion will be totally counter-productive
to your aims. You may find differences in
natural speech rhythm in differentsections of
the country; for instance, the word four may
be pronounced in two syllables in some
areas. One-syllable names of children by also
be pronounced in two syllables. The teacher

FULL SERVICE MUSIC STORE

1121 Broadway Plaza

(206) 272-3211

must be aware of these differences and
decide how to treat them.

Keetman did not intend that all speech
exercises be in duple meter. She suggests on
that 2's areeasier at thebeginningand thatthe
parallel building bricks in 3's could be, for

example, these; J JJ JDJ
4 [l [d

Although it is quite easy in duple meter to
make a meaningful musical phrase of build-
ing bricks from separate, independent words
tied together only by acommon category, itis
not so easy to do this in triple meter without
distorting speech. You may find moresuccess
by using an appropriately-méasured proverb
or line of poetry.Keetman suggests“as round
as an apple, as deep as a cup, and all the
King’s horses can't pull it up.” (Elem: 49)
With older children you might try part of a
poem by jehn Ciardi: “My dear, let me tell
you about the shark; his eyes are bright, but
his thoughts are dark.”"

Using the names of four birds—bluebird,
kingfisher, bob-o-link, robin redbreast—
rhythmically varied, Keller suggests ways in
which a number of rhythmic concepts, with
significance for music participation later in
the child’s life, can be.discovered: “/After the
children have learned to subdivide beats and
perform accompaniment rhythms by speak-
ing, clapping, stamping, and knee-patting

... they can begin to transfer these same
rhythmsto some of the instruments. They will
understand the rhythmic figures to be played
immediately because they are associated
with the words they learned earlier. ‘The
woodblock says “Blue-bird.” ' 'The rattle
now plays the “King"” part of “Kingfisher.” /
These and similar instructions spare the
teacher the need for complicated explana-

‘tions or demonstrations of a rhythmic figure,

Now there is no need to count out the beat
before or during playing, because the living
rhythm of speech accomplishes the same
goal without the danger of ‘mechanizing’ the
children’s sense of rhythm.

Syncopated patternspresent no problem if,
for example, the player of the figure ‘Bob-o-
link’ is instructed to think the ‘Bob-o’ and
play only the ‘link.’ The child will sense the
first half of the beat (or he may speak it softly
to himself) and learn the essence of synco-
pation naturally, i.e. to place emphasis on the
"light’ part of a beat and be silent on the
‘heavy’ part. The principle of being silent
during a portion of a beat once played, may
'be extended to the areas of form and macro-
rhythm, to remaining silent during larger
sections, for example a "tacet’ for a group of
instruments or a single instrument during a
complete formal section. Where, for exam-
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ple, a triangle earlier sounded to mark the
beginning of every beat, it may later be
restricted to play only at the beginning of a
section. If the player has once played his
rhythm throughout the section, he will con-
tinue to participate in the on-going rhythm
internally, keeping the tempo regular and
sounding it out loud only at certain places.
Long rests are then not ‘vacations,” but
‘rhythmic silences,” during which the child
does not setaside his feeling of musical pulse,
but keeps it alive internally.”” (Keller: 25)

A cautionary note reminding us that rhyth-
mic emphasis is not the total basis for speech
exercises is sounded here; “Itis important to
develop a feeling for the tonal qualities of
words, so that the characteristic sounds are
displayed to the best advantage: the sharp
clipped syllables of Phlox and Flax contrasted
with the warm smooth tone of Stephenandra;
or the clear bright vowel sounds of Sarsaparil-
la differentiated from the hissing consonants
of Sassafras and Saffron.”” (H: 66)

And Keller suggests still another reason for
the use of speech exercises: “Speech exer-
cises serve not only a rhythmic purpose, but
also help build the voice. Through clear
articulation they lead to correct vocal place-
ment and, thus, to optimal resonance. They
prevent coarse and throaty speaking and
singing.” (Keller: 24)

An effective, efficient way to work with
speech patterns, according to Keller (pp.
49-50), is found in the following steps:

1. Speak words clearly.

2. Children repeat.

3, Start always from beginning, adding
lines little by little; correct mistakes im-
mediately.

4. Vary dynamics, register, tempo, etc. on
each repetition.

5. Speak in canon; experiment with dif-
ferent entry times.

6. Speak rhythm with other sounds—
vowels, animal talk, etc.

7. Perform rhythm pattern with body
percussion.

8. Make an accompaniment from suit-
able words of the text.

All of the model-makers—from Orff and
Keetman through Keller, Hall, Murray—agree
the progress/process is the same: words first;
add body instruments; take to non-tuned
percussioninstruments, thentotuned percus-
sion. Ostinati, accompaniment, two-part
pieces, and even melody result.

“Volume 11 produces only two speech
models, both to be found in the Murray and
the German editions: a small section at the
end of “Five Fools in a Barrow" and “Bear
Dance.” There is, though, an interesting new
development in this book. “O my deir hart,”
under the title, “Two Early English Poems,” is

strongly in recitative style, a form in which
the melody and the rhythm develop from,
grow out of, the words and their -natural
speech rhythm. (M: #15; Ger: #16)

Volume I1l includes no examples of speech
models. This paucity of speech exercises is
not in any way meant to deny their impor-
tance. Examples in Volume | are meant to be
continued and expanded just as are theother
rhythmic exercises of that volume. It is not,
for instance, until Volume V that we again
encounter exercises particularly for rhythm-
ical development, though itis to be assumed
that rhythmic exercises are constantly prac-
ticed. The same idea should apply to speech
exercises.

In Volume IV we find more melodies set to
texts—both prose and poetry—which are
recitative style and in which “the singing
must flow from the natural speech rhythm of
the .words.” (M: 129) “From the Song of
Solomon’’ (M: #27) is a Biblical text, and
“There is No Rose of Such Virtue” (M: #28) is
amedieval lyric. Both have minimal accom-
paniment, giving the “reciter” great freedom
in following this natural songspeech. “Two
Prayers” (M: 29), “For Humility’” and “Even-
ing Prayer,” present more difficulties. The
first is paraphonic, creating the builtin
problem of three voices moving as one in the
elastic rhythmic movement of the style. The
second asks for the same kind of songspeech

Dr. Martha Giles, Coordinator
Department of Music
George Mason University
4400 University Drive
Fairfax, Virginia 22030-4444
703-993-1385, telephone

For applications or information, contact:

Summer 1592
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African, and Native American cultures. Judith Cook Tucker,
Carol Erion, and Martha Giles, dlinicians.
3 graduate credits, tuition to be announced.

July20-31 Level I- Donna Fleetwood
Level IT - Rick Layton
Level Il - Carol Erion
Movement - Cindy Campbell
Recorder - Laura Gillam
3 graduate credits, $345 for in-state and out-of state residents

July 20 - 24 Master Class - Judith Thomas
2 graduate credits, $245 for all students
Housing, $25 per day
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but places it in a tighter frame as the accom-
paniment plays upward-moving open fifths
on almost every beat. Another piece of this
nature opens the Phrygian section of Volume
IV: “Mother, Oh Mother.” (M: 76) Over
foundation tones a recitative in dialogue
occurs between the Child and the Mother,
with an ending tutti phrase.

A form not used before occurs in Volume
IV of the German edition (Ger: 46) but not,
unfortunately, in the others. Excerpts from
three fairy tales are set musically, and three
others are suggested for similar treatment.
The first and third, “Von den Machandel-
boom” and “The Goosegirl,” are essentially
songs with accompaniment, but the second,
“Rumpelstilskin,” is a setting for speech with
minimal nontuned percussion accompani-
ment and alto xylophone interludes. Wheth-
er or not you choose to translate these
specific excerpts, they can serve as models
for similar treatment of most fairy tales.

Volume V continues and expands on the
songspeechmodelswith weathersayings and
proverbs (M: #9, #22) before arriving at a
section titled “In Conclusion.”” (M: #35, M:
#36) The first, “Incipiunt Laudes Creatur-
arum,” the “Hymn to the Sun” by St Francis,
is awork of the highest order. If the attempt
were made to find a paradigm for the highest
stage of child-like language that was also
consummate poetry, it would have to result
inthediscoveryof[this piece]. . .[Tlhisparticu-
lar work is of primary importance for Orff’s
methods of elementary language education

... [Olpen, swelling and capable expression
are[terms] characteristic of the musicOrff has
written for the text.”* voices far more mature
than those of our young elementary school

studentsmustsing this piece in itsthreeupper
parts moving in paraphony over long pedal
points. Concerning the text of this hymn, Orff
wrote: “The ecstatic, hymnic choral setting
must grow entirely from the words; use a
flexible, flowing tempo, mostly ‘quasi par-
lando.” " (M: 134) The second piece, “Jubila-
tiones,” is another joyful song of praise for
mature voices/percussion accompaniment.

Finally in Volume V there comes a section
called “Pieces Using Speech.” Here we find
three pieces from Faust, a chorus from Anti-
gone, four recitatives, one for Christmas, two
for Easter, and “Media Vita.” (M: pp. 111-
123; Ger: 117-134) The German edition has
an additional recitative, ‘‘Nachtmahr,” (p.
130) and a setting for the fairy tale, “The Flea
and the Louse.” (p. 117}

An index of speech models from the Schul-
werkcannot be considered completewithout
looking at Paralipomena and Rhythmische
Ubung. Nine of the 34 numbers in Paralipo-
mena are speech pieces illustrating different
models. Unfortunately they are untranslated
and thus unusable for most of us. Neverthe-
less, they are worth studying for possible
applications of other material. “Sitzt an
Engerl an der Wand” (Par: #6) is a childhood
story/rhyme from Salzburg, the first half a
song, the second a spoken dialogue. Four
speech pieces comprise #11 and, like most
proverbs and children’s rhymes, defy the
translator to put them in a sense-making
fashion into another language. The accom-
paniment ideas, however, should be studied
as models for the same kinds of material in
one’s own language.

“Havele, Havele Haahne (Par: #13) cele-
brates Fastnacht, called by some Shrove

“‘We’re musicians
helping musicians,”
David Mester,
General Music
Store Mgr. / Musician

)
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Tuesday, the day before Lent begins, in a
traditional rhyme for children. It is arranged
for a number of soloists, a speaking chorus
and nontuned percussion. Settings appropri-
ate to the mood and content of the subjects
are provided for a number of poems and
stories. Once again, we suggest that youstudy
these models, find your own fitting text, and
adapt.

Are there other “evening songs” which
would correspond to Matthias Claudius’s
“Abendlied?” (Par: #18) Not all these texts
are happy—or easy to understand—but all
have meaning and merit study. There are
“Vor der Ernte” by Martin Greif (Par: #19)
and “Der Tod,” another by Matthias Claud-
ius (Par: 20). “Das Arm Kind” by Georg
Buchner (Par: #28) is a thought-provoking
story enhanced by simple, effective accom-
paniment. A different kind of story is the fairy
tale, this one a contribution of the Brothers
Grimm, The Frog King and iron Henry (Par:
#32). Finally there is a cradle song “to sing by
the moonlight,” still another poem by Mat-
thias Claudius (Par: #33). Each of these
models shows a different musical treatment,
a different solution.

The last book, Rhythmische Ubung (Rhyth-
mic Exercises) is only 23 pages long, filled
with the vital, exciting rhythms we have
come to know in all the Orff and Keetman
works. [ have used materialsfrom thisbook as
models to work with children from pre-
school through ninth grade levels. As in
Paralipomena, the words are in German, but
no matter, for as you read the rhythms you
will almost surely think of rhymes in English
that fit rhythm, mood, style. For instance,
“Ene bene Bohenblatt, wie viel Kuh’ sind
noch nicht satt?”” (RU: #35) is just as easily
“Put a piggy in a poke, ziggy zaggy zoggy
zed.” And “Gretel, pastetel, was machen die
Cans?” (RU: #36) becomes “Little girl, little
girl, where have you been?”

tn another, Keetman uses one rhyme with
three different body percussion accompani-
ments. (RU: #58) This idea works well also
with three different rhymes, each assigned to
asmall group to work out, all joined together
in the introduction/interlude recurring
phrase. Workable poems include “Donkey,
donkey, old and gray,” “Robert Barnes, my
fellow fine,” "‘Eeny meeny miney moe,” and
countless others. Another piece is “Hinter
der Danaubruck steht a shons Hausle.” (RU:
#63) This is written for three groups, with
differentrhymesbetween tutti sectionswhich
would be good for development by small
groups. All the pieces/exercises in this small
book, 78 of them, can inspire word settings
~—proverbs, sentences, rhymes.

Examples in a different medium, which
were no doubt inspired by the original
models, are to be found in a set of recordings
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by Schott and Co. of London, of “Orff-
schulwerk Music for Children.” Here we find
such perennial child pleasers as [ know an
old lady who swallowed a fly and Old King
Cole, and other rhymes and proverbs, all
arranged in a fresh and exciting manner, all
true to the models of the Schulwerk.

Where should one look for materials?
Mother Goose, John Ciardi, Shel Silverstein,
Dennis Lee, Aileen Fisher, Eleanor Farjeon,
and dozens of others can provide you with
good poetry for all ages. The Farmers Alma-
nac (doesn’t even have to be current) is a
good source for weather sayings. Proverbs
appear everywhere—even in your own mem-
ory. Just become a conscious Materials-
Detective; keep your eyes and ears open,
your standards high, and you'll be surprised
at the treasures that turn up!

1. Carl Orff and Gunild Keetman, Orff-Schul-
werk Music for Children, Volume |, English
version adapted by Margaret Murray. (London:
Schott and Co. Ltd., #4865, 1958), 141. This
statement is also made in the German Edition,
#3567, published in 1950. (Am Beginn aller
musikalischen Ubung, der rhythmischen wie der
melodischen, steht die Sprechunbung.)
2. Carl Orff and Gunild Keetman, Orff-Schul-
werk Music for Children, Volume V, English
version adapted by Margaret Murray. (London:
Schott and Co. Ltd., #10920, 1966), 140. German
edition, #4453, 1954. (Im Gesamtbau der rhyth-
mischen Erziehung ist die Sprechunbung ein
Wichtiger Pfeiler. So begann diese schon als
grundlegende Ubung im ersten Band.)
3. Carl Orff and Gunild Keetman, Music for
Children, English adaptation by Doreen Hall and
rnold Walter. (Mainz: B. Schott’s Sohne. Volume

I, #4470, 1956, Volume I, #4471, 1960.)
4. Carl Orff and Gunild Keetman, Orff-Schul-
werk Music for Children, English version adapted
by Margaret Murray. (London: Schott and Co. Ltd.,
Volume 1, #4865, 1958; Volume I, #4866, 1959;
Volume IV, #D4868, 1966; Volume V, #10920,
1966.) No examples of speech models were found
in Volume N
5. Carl Orff and Gunild Keetman, Orff-Schul-
werk Musik fur Kinder. (Mainz: B. Schott’s Sohne,

Volume 1, #3567, 1950;

Volume 11, 3568, 1952;

Volume [V, #4452, 1954;

Volume V, #4453, 1954.)
6. Gunild Keetman, Flementaria, English Trans-
lation by Margaret Murray. (London: Schott and
Co. Ltd., #11152, 1974.)
7. Gunild Keetman, Rhythmische Ubung.
(Mainz: B. Schott's Sohne, #6359, 1970.)
8. Carl Orff and Gunild Keetman, Orff-Schul-
werk Musik fur Kinder: Paralipomena. (Mainz: B.
Schott’s Sohne, #6698, 1977.)
9. Wilhelm Keller, Orff-Schulwerk Introduction
to Music for Children
Translated by Susan Kennedy.
(Mainz: B. Schott's Sohne, 1963.
English Translation, New York:
Schott New York, #AP 264, 1974.)
10. Carl Orff, The Schulwerk, Volume 3 of Carl
Orff/Documentation, His Life and Works.
(Tutzing: Hans Schneider, 1976).
Translation by Margaret Murray.
(New York: Schott Music Corp., 1978), 115.
11. Ibid, p. 131.
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12. Werner Thomas, “The Educative Approach to
Language in Orff’s ‘Schulwerk,’ "
Orff-Institute Year-Book 1962.

(Mainz: B. Schott’s Sohne, 1963), p. 20.

13. There was a young lady from Lynn

Who was so-exceedingly thin '

That when she essayed

To drink lemonade, : -

She slipped through the straw and fell in.

14. | believe that, at least in American speech, a
sixth building brick (and its variants) should be
included among these basics. See “What's in a
Name,” V. N. Ebinger. The Orff Echo, 134
(Summer 1981), 12.

ypJ

15, John Ciardi, “The Shark,” Fast and Slow,
Poems for Advanced Children and Beginning
Parents. (Boston: Houghton Mifflin, 1975),

16. Thomas, op. cit.,, p. 26.

Virginia Nylander Ebinger, Past President of
AOSA, is the founder of the New Mexico
Chapter. She has taught elementary school,
university courses and workshops and is
involved regionally and internationally in
arts education groups. A member of the
Fcho Editorial Board since 1975, Gin is one
of the two compilers of The Orff Echo Index
and is currently working on Re-Echoes IlL.
Other publications include contributions to
the American Edition of Music For Children,
arrangements of Spanish folk Christmas
melodies for ARS, and the forthcoming De
Colores, Spanish/Mexican songs (Schott),
and La Ninez, Spanish origins of New
Mexico children’s folk song and dance,
researched in Spain last year (Sunstone).
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Music in the Museum:
A Middle School Experience

Dr. John Fines, a history professor who uses
drama to help children interpret art, gave a
workshop on this theme at the AOSA confer-
ence in Atlanta. After attending that work-
shop, | became intrigued by the possibility of
linking the Orff process with the visual arts.

The opportunity to pursue this arose last
year while | was teaching the sound explora-
tion unitof Introduction to the Musical Arts,

based on Orff Schulwerk, to a middle school

class of eight boys." Just at that time, the local
museum was featuring a retrospective exhibi-
tion of the ceramics of Japanese-American
artist Toshiko Takaezu. We launched into a
challenging project: to compose music based
on Toshiko’s work.

Toshiko has written:
When working with clay, I take
pleasure in the process as well as
from the finished piece. Every once
in a while—very seldom— I am in
tune with the material, and | hear
music, and it’s like poetry. Those
are the moments that make pottery
truly beautiful for me.?
Our initial, exploratory visit to the museum

revealed that much of Toshiko’s art was
related to sound. The exhibition included a

large bronze bell (densho) similar to those

used in Buddhist temples and the museum
staff let us use its wooden mallet to ring it and
hear its sound. Also on display were sound
forms, closed clay pots with smail clay pieces
inside to make “music” when the pots are
handled. The museum staff and our school
principal were most cooperative and we
scheduled a return visit for six weeks later to
play our compositions.

Captivated, | prepared myself by scurrying
to the library to find books on Zen, Buddhism
and on Japanese verse, music and instru-
ments. Before giving my students the task of
writing a poem, | tried my own hand at
writing poetry and completed a cinquain
titled “Sound Form” (Fig. 1). Also, | dis-

Fig. 1
Clay sphere
rhythmic surface
secret music within
tuned in the earthly inferno
Sound form

© 1991 Patricia Seibold
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covered fertile ground in the understanding
that some Buddhist rituals are punctuated
with sounds of bells and gongs, drums and
wooden clappers. | began to gather a variety
of bells and assigned each student to bring at
least one bell to class for a group composi-
tion.

The students were accustomed to using the
10 minutes’ time between classes for music
listening, and | selected examples of tradi-
tional and modern Japanese music for my
class to hear. Because | had stressed the
importance of thinking and talking about
music with music terminology, soon the boys
became able point out familiar rhythms,
melodies and forms, and they grappled
confidently with the Japanese sound.

In preparation for composing, an early
lesson took place in question and answer
format, an instructional technique found in
both Orff and Zen methodologies. To set the
mood, | asked the students to remove their
shoes, to select an untuned percussion instru-
ent and sit around me on the floor while
observing deep silence. Off came the Ree-
boks and we were ready to begin.

From the center, | intoned the oft-repeated
Zen question “Who are you?” In sequence
around the circle, each student answered
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with his name and one short fact about
himself. We repeated the process, substi-
tuting rhythms played on the instruments for
words. With practice, each boy could reply
only on sensing eye contact with me, waiting
for the sound of my questioninginstrument to
fade completely before answering with his
own. Sometimes, the resulting silence was
uncomfortable, but became a step toward
using silence as an element of composition.
On the third repetition, each student was to
vary the tempo or dynamics in his own
instrumental response while the others were
free to supply a pianissimo accompaniment.

Toshiko's art embraced the Zen principles
of serenity, simplicity and discipline, princi-
ples she had learned during a six-month stay
in a Japanese monastery. The boys discussed
the spirit of Zen and how it might affect the
creation of our own music. Noting that
silence could, at times, communicate more
forcefully than sound, we began to deal with
silence in a positive way. We decided to
strive for short compositions with simple,
straightforward content.

This groundwork paved the way for three
specific projects. First, | asked students to
write and score one haiku poem. Toshiko had
created large, subtly colored spheres called

PAGE 13




" Seattle Pacific Uni

12th Annual

Orff Schulwerk
Training Courses

eIntroduction to Orff Schulwerk
July 6-10, 1992

Lisa Ann Parker, Donna Kling Knudson
sLevels I, I, Il Teacher Training
July 13-24, 1992

David Asplund, Joe Berarducci, Susie
Green, Jan Hall, Shelley Nordlund.

This program, follows guidelines
developed by the American Orff
Schulwerk Association

1st Annual Kodily
Training Courses

The following Koddly courses (Level Ia)
must be taken concurrently:
*Principles, Practices & Materials
*Solfege/Choral Techniques
August 3-14, 1992 (for two-class series)
Rita Klinger, Susan Seneft and Lauren
Abernethy.

Call the
Division of Continuing Studies at
1 (800) 648-7898 for a brochure

- Seattle PacificUniversity
Scholarship & Service Since 1891
Division of Continuing Studies
Seattle, WA 98119

PAGE 14

moon pots. The moon, an ageless source of
inspiration to artists, became the subjects of
the haiku.

The day | broke the news about scoring the
haiku each boy had written, it was met with
lively protests: “How can we score a piece if
we can't write the music?” My reply lay in
Meinholf Neuhaeuser’s notational system,
encountered in Germany at an IGMF seminar
(Fig. 2) and the boys were now empoweredto
communicate their ideas in sound. Limited to
one voice and two instruments, the boys
crafted sensitive poems and with some help
from me, impressive Neuhaeuser score
(Figs. 3-4). '

The scoring activity reinforces Palmer’s
maxim that “early compositional experi-
ences should deal with sound exploration
and not with the traditional symbolic repre-
sentations of sound.”? Neuhaeuser’s system
unlocks the door to early composing: it
enables children to set down a variety of
sounds creatively and without the formalistic
constraints of “correct” rhythmic and mel-
odic notation.

The second project focused on improvi-
sation in ensemble. Three of the boys select-
ed “Gaea,” Toshiko’s grouping.offour moon
pots as their point of departure. Selecting
three bass bars and two soprano xylophones,
the latter played with wooden mallets, the
boys surprised me bycreating atexture on the
xylophones, under which the bass bars beat a
relentless, threetone melody.

Another improvisational ensemble was
titted “5+7+9” after Toshiko’s stacked

Fig. 2

bronze forms. The boys chose to work with
five hand drums and four tone bells. | was
challenged to respond when | heard them
quotinga melodic motive from a well-known
rock song—note for note. Here was the
perfect opportunity to explain thematic mani-
pulation. How else could the familiar tune be
set forth? After some discussion all agreed to
use the theme in inversion at a fourth below
the original. Now the “stuff” they had heard
about Bach several months before finally
began to make sense to them.

“Incantation HI” (borrowed from Wendy
Carlos) was the third project and our finale.
Using ternary form we recreated the sounds
of a Buddhist temple. Malm’s account of a
typical service was our model.* The densho
(Toshiko's bronze bell) introduced section A,
hammering out a triple call to the faithful.
Then the “monks” entered chanting, by
means of a pre-recorded tape of their voices:
each boy sustained an open-vowel sound on
the pitch of his choice. The effect of the
accumulating voice cluster was other-world-
ly. The o-daiko (hand drum) pounded as two
hand bells, a tri-tone apart, rang out for a truly
mystical effect.’ For Section B, rei (our bell
collection) and kin (traditionally a brass
bowl, but ours was a metallic tube), carried
on a dialogue, then two mokug yos (wood-
blocks) conversed. To conclude, we repeated
section A, with three strokes on the densho as
coda.

On the day of the play-in, we transported
the instruments and carefully positioned
them among Toshiko’s works, permitting the

SOUNDS: NOTATIONAL SYSTEM from MEINHOLF NEUHAEUSER 4

Sound types are organized into six major categories:

pointed sounds s

hovering sounds

short, crisp (HD, WB)

continue to sound after striking (BM, C, gong)

gliding sounds Ny glissando (barred instruments, slide whistle)

trilled sounds ., ,sssaa~ Instruments play trill or tremolo
(barred instruments (tambourine, Mar &)

layered sounds

several tones played simultaneously

w/claves or barred instruments

sustained sounds *™™=== gound remains constant (recorder, voice,
cello, glasses

VOLUME

Small notation figures represent playing softly (piano);
larger figures are played loudly (forte);
figures may get larger gradually to represent crescendo or

smaller to represent decrescendo.

RELATIVE PITCH

Notation on or near the ome-line staff represents middle range;
notation above the line represents high register;
notation below the line represents low register.

* Used by permission
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boys to play at various points around the
galleries. Our “audience” consisted of two
associate curators, several colleagues, one
parent and a few visitors. When the first notes
filled the air, I was struck by the brilliance of
the sound reflecting off the walls and win-
dows—an effect not possible in the acousti-
cally-dank classroom.

The students moved through the compo-
sitions mustering their best effort: not once
was an instrument played carelessly or out of
turn. They were excited and pleased with the
final outcome and | reinforced their positive
feelings heartily. Perhaps an Asian lady in
attendance summed it up best when she said
that many of the sounds seemed very familiar
to her. Could it be that we touched Toshiko's
spirit with our music?

Not unlike Toshiko, | was gratified by the
process as well as the product of this sixweek
project in the spring of 1991. For the middle
school student, a museum can seem a reposi-
tory of dusty, irrelevant objects or it can

. i )

emerge as a place of excitement and chal-
lenge. The student-participants approached
Toshiko’s work as confident composers,
coming away with good feelings about their
music and with a bit more understanding
about how art can speak to anyone who
listens.

ADDENDUM: To those embarking on such a
venture for the first time, | suggest:

1.

Do your homework. Research the visual
arts aspects of all collaborative projects.

Allow ample lead time. Explain your
proposal carefully to the museum author-
ities; show them the fund-raising potential
of a photo of this innovative use of their
space.

Explore the expressive possibilities of
single sounds before combining them.
Make new sounds with familiar instru-
ments. Bring in home-made sounds. Ex-
periment with taped sounds.

Be directive in the early stages of work.
Gradually the students can take over
much of the decision-making. A student’s
aesthetic sensitivity will grow with exer-
cise.

Tim Antone
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SUPPLEMENTS TO

Orff-Schulwerk®

for children

ALL AROUND THE BUTTERCUP RUTH BOSHKOFF
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SCHOTT

European American Music Distributors Corporation
Sole US. Agent / Valley Forge, PA
Available from your favorite music dealer

5. Have students critique one another’s
work, During the middle school years the
advice of peers often carries more weight
than that of a teacher.

6. Leave room for spontaneity. Even the
most well-structured lesson should allow
for something unexpected—a challenge
or question that arises and is resolved on
the spot or in the very next class.

FOOTNOTES:

1. Cranbrook Kingswood Middle School, Bloom-
field Hills, Michigan.,

2. Mary Palmer Sound Exploration and Dis-
covery (New York: The Center for Applied Re-
search in Music Education, 1974), 49.

3. William P. Malm, Japanese Music and Musical
Instruments, (Rutland, Vermont: Charles E. Tuttle,
1959), 68.

4, The tritone, Diabolus in musica, the tritone,
has plagued Western ears since the days of Fux,
but it is a comfortable sound in the East.
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“What’s That? Sing It With Signing"”

Many Orff Schulwerk teachers, veterans
and newcomers alike, have been saturated
and stretched by workshops dealing with the
Orff process. Such a bounty of choices:
movement, singing, speech, tuned and non-

tuned percussion, folktales, recorder, drama.

and improvisation, all so wonderfully
meshed by Carl Orff and Gunild Keetman.
More than two decades after its beginning in
this country, this creative circle spins on
anew; we are never “finished”; we delightin
both surprise and serendipity.

In every niche and habitat of our land, we
cultivate our own unique gardens. As Carl
Orff said, “As in nature, plants establish
themselves where they are needed and
where conditions are favorable, so the Schul-
werk has grown from ideas that were rife at
the time.”* Sun, wind, rain and chance
combine to encourage growth and diversity.
Sometimes an unexpected blossom occurs.
Here is my story.

It is about the use of sign language in an
elementary setting. A kindergarten teacher/
colleague and | wanted to see how children
would respond to and learn from the heavily
tactile-kinesthetic mode of signing. She had
studied Signing Exact English (SEE) and | had
had courses in “pidgin” signing, a combina-
tion of American Sign Language (ASL) and
SEE. We would be working with one of the
two kindergarten classes assigned to me, part
of my K-5 schedule.

By and large, our students were normal in
hearing tests conducted by our district’s
audiologist. Occasionally one or several in a
class needed preferential seating for either a
slight hearing loss or a central auditory pro-
cessing (CAP) problem. Our Fixed Base
special education students are mainstreamed
with their peers for music, art and physical
education, so our classes were “normal”
heterogeneous groups. We were hardly ex-
perts, but we were enthusiastic and brave!
Our intuition told us that these groups of
children would enjoy signing, even in music
class.

It should be noted that my colleague and |
are not involved in any way with the debate
in special education circles between teachers
using a “total communication” approach?,
using sign language, fingerspelling (dactylo-
logy), speech, reading and writing, and pro-
ponents of the “oral approach,” which
emphasizes lip reading, use of residual
hearing, and training the speaking vaice.
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Before specific strategies are detailed, there
are some reasons why sign language can be
highly effective in both the regular and
special education setting.

e Signing works in both large and small
groups. It is excellent for practicing basic
skills that must be learned by rote.* Commun-
icating in sign can develop children’s concen-
tration; They must focus on the teacher or
miss a key word or the entire sentence. It's as
simple as that.

e Sign language is a “real” language, the
fourth most used in the United States today.
Implementing it is costeffective; no equip-
ment is needed. A teacher’s signing textbook
nearby can help with new words or needed
signs. The Joy of Signing* and The Compre-
hensive Sign Language Dictionary® are both
excellent sources.

o Signing appeals to children and reaches
them because of its multisensory input.® It
combines easily with the visual or auditory
modes and increases the possibility that a
learner will acquire a skill or concept. Our
Orff Schulwerk process is often multisensory
as well.

e Using hands and fingers to speak adds a
new and striking element, “feeling the
words’ as opposed to just seeing and saying
them.” They will then be motivated to learn
more sign language. There is active partici-
pation from the outset; bringing restless or

immature students into the group.®

Many applications of sign language were
observed in the “signing’ kindergarten.
Throughout the year, the teacher introduced
new words in units, short poems and finger-
plays, flannel-board stories and taught sea-
sonal crafts with appropriate signs. The
children’s receptive language vocabulary
increased rapidly. Moving their hands be-
came a game, a natural way of expressing
themselves. Most basic signs were of con-
crete objects and were easy to learn.

A culminating activity, an informal parents’
program in May, showed how the group had
learned to sign the concepts of colors,
animals and sequencing characters. A favor-
ite book, Brown Bear, Brown Bear, What Do
You See? was recited and signed by the
group, led by their teacher. The children also
sang and signed ‘Three Blind Mice"![ and
“Pop! Goes the Weasel,”"" each at a slow
tempo.

Nouns and pronouns had been taught first,
with other parts of speech added late in the
spring. Children are quicker than adults in
learning signing; they would rather be mov-
ing than sitting still; making hand shapes to

* share ideas is certainly more fun than folding

their hands.

In the elementary music classes, | have
experimented with sign language in many
different ways during the past three years.
Here are some of the things | have learned:

For more information contact:

The College of Saint Rose
Albany, New York's Capital City
June 29-July 10, 1992

Orff Teacher Training Courses

LEVEL I: Tossi Aaron
LEVEL II: Peggy Breese
MOVEMENT: Dixie Piver
RECORDER: Joseph Loux, jr

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

GRADUATE CREDIT AVAILABLE
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1. Signing can communicate basic class-
room directions from the first day of school,
simply, easily and consistently.

2. Students of all ages are eager to learn to
fingerspell their names. A copy of the signed
alphabet from any signing text can be repro-
duced and given out at the end of class. This is
a surreptitious way to have students learn the
basic hand shapes used in many signs.

3. Signing the refrain/chorus of any folk song
adds variety to the involvement of the singing
group: This Land is Your Land, This Old Man,
or Skip to My Lou. Signs for other favorites
can be looked up and added to the list very
easily. [Most familiar is “We Are the World"]

4. Signing an entire song can be introduced
when the group is ready for this challenge.
Any song that the teacher can sign fluently is
fine. Some suggestions: There’s a Hole in the
Bottom of the Sea, and On Top of Spaghetti.
Are You Sleeping? can be sung and signed as
a round, led by the teacher with two strong
student leaders.

5. Signing the rhyming words of old favorite
songs will help the children remember the
text, for example, A-Hunting We Will Go,
signing any pairs of rhyming words, as
fox-bosx, bear-chair, flea-tree, and others to be
invented.

6. Teaching part or all of the barred-instru-
ment ensemble parts has been very effective

using only sign language. Correct mallet
position, proper playing technique and musi-
cianship are heightened through the absence
of speech. At first, upper elementary grades
were frustrated, then finally rewarded with
success for their keen concentration. Re-
viewing an ensemble piece in sign language
when preparing for performance is.a worthy
idea, since it approximates the concert
conditions of focus, silence and playing
together.

7. In the vast resources of poetry to be used
in an Orff-oriented classroom, it is a small
step from doing suggested pantomimic ges-
tures into the world of signing. The magic,
mystery and full expression of the meaning of
the words as represented by sign language
can be another choice, along with body
percussion, movement or instrumental
sounds.

if, as Gertrud Willert-Orff states in her
preface “the child, his development, joy and
satisfaction should always be the main cri-
terion’? in choosing materials, then | pro-
pose that the bona-fide language of sign can
be an invaluable resource in the music room.
8. Recorded songs can be performed with a
group-signed interpretation. Two years ago a
song composed for the Wyoming Centennial,
We Are Wyoming® was taught to third,
fourth and fifth-graders. Students were very

Featuring these fine products;

Sonar Latin Percussion Oscar Schmidt
Studio 49 Nova Diversified Percussion Silo, Inc.

Blocks Magnarmusic Baton Hohner

Zen-On Remo, Inc. Rhythm-Tech
Aulos Magnarnusic Distributors Performer Mallets
Educational Activities

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

Have it

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

Aresource center for elementary classroom music teachers.

3 j
. oﬁ??o;h
\— For Childre S,
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(503) 399-0345 e
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enthusiastic over their ability to sign the
expressive, slow refrain.

It was fascinating to me to see the “tra-
veling"” of this little refrain. Girl Scouts taught
their leaders and troops; three teachers came
by for mini-lessons in signing and a sheet of
the signs | had researched for the song. Two
women'’s clubs in town called to request
children to come and sign the piece at
upcoming meetings.

A final observation: children can inter-
nalize and use sign language as quickly and as
readily as they pass on their playground
games and chants; we teachers might want to
catch up to them. Children are teaching their
peers as fast as we are making hand shapes to
them!

Come closer . . . enjoy the many colors,
shapes and scents. Via the Schulwerk, we
cultivate so many diverse flowers all through
the year. Think of John Gardner's admoni-
tion, quoted in an early Orff Echo article:

“All too often we are giving our young
people cut flowers when we should be
teaching them to grow their own plants.”#

Please don't cut any of my flowers. Here
are some seeds. Take all you want, add love,
and sow them with abandon. Encourage each
tender shoot of outcome and promise. Happy
gardening to us all.
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Focus on Research

Research Resources in Support of Your Teaching

Do students who receive regular general
music instruction based on Orff Schulwerk
processes perform better in other curricular
areas such as reading, language arts, and
social studies? Do students who receive
movement-based music instruction gain a
better understanding of basic music concepts
than those who do not receive movement-
based music instruction? Does the Orff
Schulwerk approach result in more positive
attitudes to music learning than do other
approaches to music learning?

How can you find answers to these impor-
tant questions— formulated by participants in
research sessions at recent AOSA national
conferences? Where can you obtain answers
to other significant guestions about music
teaching and learning? You'll want to con-
sider several resources as you begin your
search: journals; bibliographic tools; research
compilations; and conference presentations.

journals

Update is probably the most useful (and
accessible) research periodical for AOSA
members. Published twice yearly by MENC
(annual subscription, $11.00), a typical arti-
cle in this journal would be a synthesis of
research on a given topic. For more informa-
tion about MENC publications, write: MENC,
1902 Association Drive, Reston, VA 22091,
For example, the Spring-Summer issue of
1991 contains Nancy A. Single’s “A Sum-
mary of Research-Based Principles of Effec-
tive Teaching.” She reviewed more than 60
research studies in order to prepare the
summary, and her article provides a wealth of
practical suggestions to guide music teaching.
In reading the manuscript you'll find that it
clearly conforms to the second of the “In-
structions to Contributors” that appear in
each issue of Update: “Articles should be
written so that those music teachers who are
not trained in research methodology and
statistics can read and comprehend them.
The emphasis should be oh interpretation
and application in the classroom and not on
research procedures and statistics.”

Another journal to consider for “reader-
friendly” reports of research is MENC's
General Music Today (published biannually,
subscription $11.00) Each issue of General
Music Today contains “The Data Bank,” in
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which the column coordinator, Sandra Stauf-
fer, presents research-based information in
readily accessible language.

The contents of other research journals in
music education can be characterized as
follows. The quarterly Journal of Research in
Music Education ($22.00 annually through
MENC) almost exclusively prints reports of
research studies. For example, the Winter
1991 issue contains two studies of particular
interest to general music specialists: “Effects
of Instruction and Task Format on Preschool
Children’s Music Concept Discrimination,”
by Wendy L. Sims, and- “Talking about
Music: Interviews with Disabled and Non-
disabled Children,” by Judith A. Jellison and
Patricia j. Flowers.

The quarterly Bulletin of the Council for
Research in Music Education ($15.00 annu-
ally)—contains feature articles— reports of
original research and research syntheses—as
well as critiques of recent doctoral disserta-
tions. (School of Music, University of lllinois
at Urbana-Champaign, 1114 West Nevada
Street, Urbana W 61801) Sample titles from
the Winter 1991 bulletin include: “Compar-
ison of Children’s and Adults’ Vocal Ranges
and Preferred Tessituras in Singing Familiar
Songs,” by Randall S. Moore, and “Inac-
curate Singers: An Exploratory Study of
Variables Affecting Pitch-Matching,” by Cor-
nelia Yarbrough, Georgia Green, Wilma
Benson, and Judy Bowers.

With its initial issue in 1990, the youngest
of the music education research journals is
The Quarterly Journal of Music Teaching
and Learning—published quarterly, annual
subscription $26.00, by the School of Music
at the University of Northern Colorado (123
Frasier Hall, Greeley CO 80639). The four
issues on each volume of The Quarterly
exhibit greater diversity in subject matter and
its treatment than the preceding periodicals,
with some issues reserved for themes (Phil-
osophy in Music Education: Debating the
Issues) and others eclectic, such as “The
Kaleidoscope lssue” which appeared in
Winter 1991. (This issue contains Dianne
Anderson’s “Children’s Song Acquisition: An
Examination of Current Research and The-
ories.”)

Another source of research journals would

be the various state music education associ-
ations (MEAs). The list of state MEAs that
publish research journals includes (at least)
Florida, Missouri, New York, Ohio, and
Pennsylvania.
Bibliographic Tools

Several bibliographic resources will facili-
tate your search for information, but these
resources tent to be available only in aca-
demic libraries or in libraries in large cities.
Nonetheless, they are mentioned here in the
hope that libraries of this nature are within
driving distance on at least an occasional
basis.

Probably the most useful tool for identi-
fying pertinent articles in education and
music education periodicals is the ERIC
CD-ROM. As many readers know, the ERIC
(Educational Resources Information Clearing-
house) database is quite comprehensive.
Now that this database is available on
CD-ROM, you can access a great deal of
information by typing in the word(s) for
which the computer/CD player is to search.
For example, you would type MUSIC in
response to the “Find:” prompt on the
monitor in order to have the computer
determine how many items in the database

Restoration, Repair, and
Maintenance
of Fine Instrtuments

Collins and Williams
Historic Woodwinds

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

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

U.S. authorized repair for Moeck,
Zen On, Adler, Aura
and other leading makers
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have MUSIC as a descriptive term.

In the scenario outlined above, you would
learn there are hundreds of items in the ERIC
database with music as a descriptor. Your
next step would be to narrow the search by
adding a term—composition, for example—
then direct the computer to indicate how
many of the items in the database use both
music and composition as descriptors. Once
the number of “hits” seems manageable, you
would press a button which would cause the
computer to display bibliographic informa-
tion and an abstract of each of the selected
articles. You would electronically “mark”
the items you wish to consider in more detail,
then direct the computer to print a hard copy
of the bibliographic information andfor ab-
stract pertaining to each one.

By exchanging the CD containing the ERIC
information for another CD, you can explore
other databases. These databases include
music journals (Music Index in CD-ROM
format), psychological and educational jour-
nals (PsycLIT) and dissertations (Proquest/
Dissertation Abstracts).

Research Compilations

One especially good resource from MENC
is the 1989 book-ength publication—What
Works: Instructional Strategies - for Music
Fducation (cost of $10.80 to MENC mem-
bers). A product of one of MENC's Special
Research Interest Groups, What Works de-
scribes a number of research-supported strat-
egies for teaching music.

The most comprehensive compilation of
research in music education (976 pages,
inquire through MENC) is the MENC-spon-
sored Handbook of Research on Music
Teaching and Learning (1992). With 55
original essays by music education scholars,
the book presents up-to-date information on
“what we know” about virtually every aspect
of music teaching and learning.

Conference Presentations

An increasing number of AOSA members
have been attending the research sessions at
the recent national conferences: approxi-
mately twice as many people visited the
Research Poster Session at San Diego as at
Denver, a “trend” which augurs well for the
future. These poster sessions seem to be an
ideal way for AOSA members to learn about
the results of recent studies, for the emphasis
at the session is on informality and the
exchange of information between attender
and researcher. Similar poster sessions occur
at the national MENC conference (with more
than 100 posters on display) and at state
conferences. Also, a poster session and
paper-reading sessions are a part of the
program at the biennial Symposium on
Research in General Music at The University
of Arizona,

SPRING 1992 — THE ORFF ECHO

Coda

Sometimes music educators have the per-
ception that we have a scant amount of
research to guide our practice. In fact, the
profession has a wealth of information. For
example, more than 650 research reports
have been presented over the last twelve
MENC conferences; also, more than 250
research studies have appeared over the
twelve most recent volumes of the Journal of
Research in Music Education. The challenge,
of course, is access to the information. The
resources described above should be of great
help. Don't hesitate to take the first step, for
you'll find that your skill in locating research
resources to support your teaching will grow
rapidly.

From My Bookshelf

Carolee Stewart

The preceding article by Steve Hedden
describes professional journals and other
resources that report the results of research in
the field of music education. While Update
and General Music Today contain articles
written in non-techinical language, some of
the research reports in JRME, CRME, and The
Quarterly include descriptions of -quanti-
tative research that uses language of a highly
technical nature. The best route to under-
standing quantitative methods is through
coursework and textbooks about statistics
and research design. The three books shared
in this “From My Bookshelf” should assist a
reader with some of the technical language
used in quantitative research.

Edward L. Rainbow and Hildegard C. Froeh-
lich. Research in Music Education: An Intro-
duction to Systematic Inquiry. New York:
Schirmer, 1987.

Mary Lee Smith and Gene V. Glass. Research
and Evaluation in Education and the Social
Sciences. Englewood Cliffs, Nj: Prentice Hall,
Inc., 1987.

Fred N. Kerlinger. Behavioral Research: A
Conceptual Approach. New York: Holt,
Rinehart and Winston, 1979.

Music education researchers collect re-
source books that reflect and advance their
research interests. Their collections may
include books related to topics such as
ethnographic, historical, philosophical, ex-
perimental, or survey research. My collection
shows evidence of a strong interest in quanti-
tative research and includes books about
experimental and quasi-experimental re-
search designs used in the behavioral and
social sciences. The three books described
here may be useful to one who is new to
reading research reports, especially those
involving numbers. They stress the theoreti-
cal and conceptual foundations of statistical
methods without putting off the reader with
complicated formulas.

Research in Music Education (Rainbow
and Froehlich) provides and overview and
introduction to different types of research
commonly employed in the field of music
education, Itis the most current book of this
type available for music educators. After
presenting general background on research,
Rainbow and Froehlich devote chapters to
historical, philosophical, and empirical in-
quiry as well as to the use of measurement
tools and statistics. The authors present con-
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cepts in the context of music education and
they supplement their discussions with ex-
amples from recent research in music educa-
tion. Because this book is intended to provide
only an overview of music education re-
search, students interested in developing
skills and understandings in a specific re-
search area should obtain more substantial
information from books such as those listed
in the “Suggested Readings” at the end of
each chapter.

Research and Evaluation (Smith and Glass)
is a book for students of educational or social
science research. This book explains con-

DULCIMERS
/] and KITS

for Schools
and Beginners

Backyard Music
P.O. Box 9047 /

New Haven, CT

06532

(203) 469-5756

cepts that might be incorporated in articles
published by such journals as American
Educational Research Journal or Journal of
Educational Psychology. Because it is not
specific to one subject area, this book pro-
vides useful suppiementary material to Re-
search in Music Education (Rainbow and
Froehlich). Smith and Glass discuss both
quantitative and qualitative methods; how-
ever there is a heavier emphasis on quanti-
tative research. Their approach is conceptual
and they do not stress mathematical formulas
and numbers, although some concepts are
explained with the use of simple formulas.

Another book that approaches quantitative
research from a conceptual perspective is
Kerlinger's Behavioral Research. This is one
of my personal favorites because the text is
very readable’and Kerlinger’s examples and
illustrations are clear. He explains statistical
concepts concisely and with-a minimal use of
numbers. This book and the Smith and Glass
provide excellent background information
on statistical methods without overwhelming
the reader with numbers. Both would be
useful to new readers of educational re-
search.

While the books discussed above should
facilitate the understanding of music educa-
tion research, one should take a statistics

course in order to fully understand the quanti-
tative methods currently in use. There are
many good statistics books available in
university bookstores. There is also a very
good series ofmore than 70 small paperback
books that address different topics in “Quan-
titative Applications in the Social Sciences”
(e.g., Analysis of Variance, Causal Modeling,
Reliability and Validity Assessment). A cata-
log is available through SAGE Publications,
Inc., 211 West Hillcrest Drive, Newbury
Park, CA 91320.

An understanding of research is enhanced
greatly by reading reports of current research
in music education in such journals as those
named in the accompanying article by Steve
Hedden. Other research journals deal with
music education issues in the field of music
therapy. Good music libraries should have
these journals.

Getting'the most out of music education
research involves understanding quantitative
as well as qualitative studies. Conceptual
knowledge of statistical methods will assist
the reading of quantitative reports. Through a
better understanding of research reports,
more teachers will be able to apply the
findings. Research that can be be applied
readily and directly to music teaching and
learning is the most useful. [J
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President’'s Message

Report on the 1992 Orff Forum and Prelim-
inary Planning for the Carl Orff 1995
Centennial Celebration

In January it was my privilege and delight to
attend two important meetings in Europe as
the representative of AOSA. The firstwas that
of the Orff Forum. This organization is a
world-wide collaboration of Orff associations
organized and led by Dr. Hermann Regner of
the Orff Institute. The meeting was held in
Salzburg at the Institute, January 23, 1992.

The purpose of the Forum is to facilitate
communication among Orff organizations in
different countries. Its second goal is to
maintain contact with former students of the
Institute.

The Forum has answered more than 800
letters this year and has been particularly
active in responding to inquiries from the
countries of Eastern Europe. Educators from
this area are truly in desperate need of help
and support as they struggle to establish
creative music programs in these newly
independent nations. In the coming months |
will share information on this problem and
suggestions for our possible involvement.

A new project of the Orff Forum is the
establishment of an Orff Schulwerk Archive,
to be housed in the Monastery of St. Peter’s in
Salzburg. Only data related to the Schulwerk
will be housed there, where it will be avail-
able eventually for reference and study.
Beginning in 1993, the Archive will welcome
copies of photos, letters and other documents
that you believe to be pertinent to the devel-
opment of Orff Schulwerk. | suggest that
AOSA members who respond to this will
want to make copies of these documents for
future inclusion in our own Isabel McNeill
Carley Library.

This Orff Schulwerk Archive in Salzburg,
sponsored by the Orff Forum should not be
confused with the Orff Zentrum (Center) in
Munich, Germany, which only concerns
itself with information and memorabilia
related to the non-pedagogical, composi-
tional aspects of Carl Orff's work—his operas,
plays and choral works.

The second meeting that | attended was an
informal gathering whose purpose was to
brainstorm ideas for celebration of the 1995
Centenary of Carl Orff’s birth. Fortunately for
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those in attendance, this get-together was
held at Schloss Elmau, in the spectacular
German Alps north of Innsbruck. Through the
generosity of Frau Liselotte Orff, also in
attendance, we gloried for two days in the
magnificent winter landscape as we shared
ideas for this upcoming occasion.

One benefit was to coordinate dates for
Orff Centenary events now set or in the
process of being set. Two events in the United
States have already been scheduled. The first
is a three-day Symposium at St. Thomas
University in St. Paul, Minnesota, late in July
of 1995. Jane Frazee and judy Bond were
present to describe their plans for this. They
join me in expressing the hope that simitar
events will be considered at other centers of
Orff Schulwerk study around the country.
Possibly, these would include the reading of
papers, concerts, exhibits and workshops. Of
course, in the United States, the Orff Cen-
tenary will climax with our National Con-
ference in Dallas, Texas, November, 1995.

Preliminary ideas for this are being gen-
erated now because of the amount of ad-
vance planning time needed for some of the
special events being considered. At its next
meeting, the National Board of Trustees will
be generating some of these ideas for local
chapters and we welcome your input on this,
either through me or through your regional
representative.

My attendance at the Orff Forum and at the
Orff Centenary idea-sharing session was, of
course, an opportunity of the greatest impor-
tance to me—both personally and in my
current role as AOSA president. In addition to
the meetings, | was invited to visit the Orff

Institute for four days preceding them. Dr.
Regner and his assistant, Dr. Orietta Mattio,
generously arranged for me to observe classes
and to become acquainted with members of
the staff. This resulted in my gaining other-
wise unattainable insight into the work at the
Orff Institute.

At the Carl Orff School in Traunwalchen,
Bavaria, | observed several classes taught by
graduates of the Orff Institute and was treated
to a special performance by their delightful
Choir. (You may be meeting representatives
from the school at the conference in Minnea-
polis in November.)

It is impossible, in this space, to thank
everyone responsible for my wonderful trip
but | am deeply grateful to them all and to
AOSA for making it possible. | will continue
to work on and inform you of plans for the
Orff Centenary. In the meantime, know that
the growing relationships between Orff asso-
ciations all over the world are alive and well. |
know that you join me in anticipating, with
great delight and excitement,. the coming
years in AOSA as we look forward to deepen-
ing relationships with our colleagues in other
countries, our own Silver Anniversary in
1993 and the Carl Orff Centenary Celebra-
tion in 1995!
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For the Classroom

Music Programs: An Alternate Solution

Sometimes school music teachers feel
caughtin the “professional squeeze,” trying
to balance skill development and compe-
tencies with good public relations, while
continuing to provide joy in the classroom.
Here is an alternate performance system that
may satisfy your needs as a music educator,
the children’s growth as music learners,
parents’ desire to see their children perform
and an administrator’s wish to involve every-
one in a “production.”

Two or three times a year, | schedule
in-classroom music programs. These are
always outgrowths of the concepts currently
being studied in music curriculum. Although
there may be a theme—Colors, Mountains,
“Johnny,” Seasons, Olympics, Westward
Hol, Dreams—each grade focuses its presen-
tation of that theme through the skills and
concepts appropriate to the current music
curriculum, The program is balanced so that
most of the activities of the music room are
represented: singing, speech, body percus-
sion, pitched and nonpitched instruments,
movement and recorder.

ORGANIZATION

If t have three classes per grade level, for
example, there will be three programs, with

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

Include this ad for $1-off coupon!

PO Box 2565 Danbury, CT 06813 (203) 748-1131
Judith Cook Tucker, Publisher

BOO MILLER

one section of each grade participating in one
of the three. In this way, each program will
have all of the grades represented. (With an
uneven number of sections/grades, | try to
balance things as well as possible.)

The actual pieces of music performed will
be the same in each of the three programs but
there will be different participants in each.
Those performing are also the audience;
classes sit in a large circle or oval with each
class occupying three rows. In this arrange-
ment, everyone can see clearly. Ciasses may
perform where they are sitting or move into
the open center of the room as needed.
Programs may be sequenced from youngest
to oldest classes or may bearranged to make a
good balance of musical activities.

To make a smooth-flowing program, I teach
achant or song for the audience's participa-
tion between individual class presentations.
This keeps conversation down and adds to

the program; it is repeated until the next
group is ready to begin.

For example:

Colors—(chant) Roy G Biv, Roy G Biv, The
colors of the rainbow spell Roy G Biv!
Seasons—(chant) Whether it’s cold or wheth-
er it’s hot, there’s bound to be weather,
whether or not.

Regions of the U.S.—(Song) This Land Is Your
Land.

I believe students need many opportunities
to practice being performers AND audience
members, Parents may be invited to the last
program of the year, becoming part of the
production as they, too, sing or chant the
“tietogether” piece. | print the words on a
chart and the parents practice them before we
start. Once the presentation begins, everyone
is involved, both as a performer and an
audience member. >

For further information, write:
Workshop Coordinator

DePaul University

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

or call: 312-362-5331

DEPAUL

UNIVERSITY
School of Music

27 YEARS OF
ORFF SCHULWERK
TEACHER TRAINING COURSES

July 13 - July 24, 1992

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

Lillian Yaross, Level | » Jacobeth Postl, Level II e Virginia Ebinger; Level il
Claire Levine, movement ¢ Marcia Lunz, recorder

Tutti sessions: Early Childhood, Play Parties, Folk Dance,
Schulwerk Literature, Dalcroze Eurythmics

Credit Applicable
To a Master’s Degree
In Music Education
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North America’s Premier Music Series
For Children 18 Months To 7 Years

Two professionally acclaimed curricula

KINDERMUSIK BEGINNINGS and
KINDERMUSIK FOR THE YOUNG CHILD
Authors: Lorna Lutz Heyge, Audrey Sillick, Linda Swears

» Sound academic training and thorough lesson plans.
» International teachers association and certification.
« Marketing plan with business training and support.

Kindermusik is a program of class instruction
taught in studios, community centers for music
and the arts, churches and private schools.
Kindermusik teachers, or the institutions they
serve, own and operate their programs without
franchise fees or major start-up cost.

Teacher Training Workshops — Summer 1992
Atlanta, GA Greensboro, NC Oklahoma
Alabama Greenville, NC Orange County, CA
Baltimore, MD Hawaii Princeton, NJ
Boston, MA Memphis, TN Salt Lake City, UT
Chicago, IL Michigan San Francisco, CA
Cincinnati, OH Minneapolis, MN Seattie, WA
Dallas, TX Toronto Area, Canada

For information and workshop brochure please write or call:

Music Resources International
P.0. Box 13765 * Greensboro, NC 27415

1-800-628-5687

Kindermusik: Exploring the Young Child’s World Through Music |

SUGGESTION

Programs are usually 25-30 minutes each.
(If several are scheduled several back-to-
back, allow 15-20 minutes to recuperate
between them. It takes a lot of energy to
choreograph and produce these performanc-
es! For the parent-audience programs, this
ailows sufficient time for parking.) I've no-
ticed that some parents take time from their
work to see their children perform, They have
told me how much they look forward to
coming (and participating) the following year.

ADVANTAGES
1. Every child has a special part.

2. The curriculum is not compromised since
each presentation is an outgrowth of
normal musical goals and objectives.

3. Children watching can review concepts
they've experienced in earlier grades and
get a view of what is ahead.

4. Musical activities are polished to a per-
formance level and presented in a non-
threatening setting—to fellow students
first.

5. Students see friends/family in other grade
fevels.

6. Classroom teachers and staff have the
opportunity to observe the childrenina
different setting.

7. Parents and school staff become aware of
concepts, integration of curriculum and
building of self-esteem that goes on in the
music class. Parents can see their children
interact with others as they demonstrate
their musical skills.

8. The music teacher has the satisfaction of
being involved in ainteresting, meaning-
ful educational program.

If this is a new idea for you, | hope you
can find ways to adapt it to your school
situation. It has worked well for me.

New AOSA Membership
Brochure Available

The newly-designed membership flyer is
ready for distribution. Appealing and color-
ful, the brochure invites people to “Begin the
Musical Sharing That Lasts a Lifetime.” The
statements were written specifically for music
teachers and potential AOSA members with
clearly stated goals, benefits and advantages
of AOSA national membership. The design
has been revised by Susan Carr with new
photographs by Karl Alliger, Jim Tinter and
Susan Carr. Chapters may write to AOSA
National Headquarters for a supply of the
brochures to distribute at chapter meetings, at
state MENC meeting AOSA booths and Orff
Schulwerk demonstrations.
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Demonstrations with Children

Leading to Certification
Level 1 - July 13-24, 1992

Clinicians

Lorraine Nelll-Orff Pedagogy
Brian Burnett-Movement
Martha Crowell-Recorder

Available for 3 semester hours graduate credit or as norcredit

For further information write or call:

Dr. Joyce C.Wunderlich
Department of Music
Mansfield University
Mansfield,PA 16933
{717)-662-4738

ANEOE MANSFIELD ¥
UNIVERSITY 24"

Located in Beautiful North Central Pennsylvania Resort Mountain Area

Photo courtesy of the Greater Minneapolis Convention & Visitors Association.

View from Hotel window, Minneapolis, MN
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Conservatory

of Music
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ORFF TEACHER CERTIFICATION COURSES
AUGUST 3 — AUGUST 14, 1992

Levels |, II, 1l

Faculty: Wolfgang Hartmann (a noted Orff Specialist from Austria), Beth Miller, Margarida de Amaral (Move-
ment Specialist at the Orff Institute since 1976), and Rene Boyer-White.

The program is designed to offer an opportunity for teachers and classroom teachers to be invoived in a process of learning that is academically
reinforcing, physically refreshing, and spiritually stimulating.

For more information on the above courses, complete, detach and mail the form below to: Rene Boyer-White, Program Administrator;
College Conservatory of Music; University of Cincinnati; Cincinnati, Ohio 45221-0003; or call Yvonne Becknell at 513-556-9460.

Name | am interested in: (Check one)
Address Level |

Level 1i
Telephone Level Il
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HARTT SCHOOL OF MUSIC - UNIVERSiTY OF HA FOR .

'HARTT SUMMERTERM 1992

ohn Feterabend Amsnc Dtrector Al Holcomb Coordmator Lo

MUSIC EDUCATION WORKSHOPS
Week of June 22-26
Conductor-Teacher Training Workshop
Choral Music Experience Training
Levels Il

Doreen Rao and Sandra Proden

Early Childhood Music and Movement
John Feierabend

Music! Words! Operal Write One With Your
General Music Class
Roger Ames

Expressive Conducting Through Movement
John Dickson

Week of June 29-July 3

Revels Seasonal Music and Celebratory
Material Adapted for School Use

John Langstaff

A Workshop in Dalcroze Eurhythmics
Robert Abramson

Early Music for the School Music Program
Imanuel Willheim

Improvisation and Music Learning
Chris Azzara

introduction to Kodaly
Sarah Ferrebee

Music Learning Theory |
Edwin Gordon

Week of July 6-10
Music Learning Theory !l
Edwin Gordon

Handbells: A Comprehensive Course in
Leadership Training
Donald Allured

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

Week of July 13-17

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

Patricia Shehan Campbell

Percussion Methodology and Pedagogy
Rosemary Small

Composing and Printing Music by Computer
Tom Rudolph

Teaching Instrumental Music Based on
Music Learning Theory
Richard Grunow and Chris Azzara

Week of July 20-24

Education Through Movement: Building
the Foundation

Carol Spangler

Making Folk Music Come Alive in the
Classroom
Jill Trinka

Administration and Supervision in Music
Kenneth Raessler

Week of July 27-31

Not Just Survival-Success: Building a
Quality Junior High Choral Program
Sandra Chapman

MASTER CLASSES

Week of June 26-July 1
Hartt Piano Institute

Luiz de Moura Castro and
Aquiles Delle-Vigne

Week of June 29-July 3
Voice Master Class
Jerome Pruett

Week of July 7-10
Master Class
Eve Queler

Week of July 13-17
Cello Master Class
Richard Kay

AVAVAVAVA

MUSIC TECHNOLOGY WORKSHOPS
Week of June 22-26

Piano Maintenance, Tuning and Repair |
Ken Lawhomn

Week of June 29-July 3
Piano Maintenance, Tuning and Repair Il
Ken Lawhorn

Week of July 6-10
Recording Techniques and Sound Technology
David Budries

Week of July 13-17

Beginning Stringed Instrument
Maintenance and Repair for Teachers
J.R. Weene

Week of July 20-24

Advanced Stringed Instrument
Maintenance and Repair for Teachers
J.R. Weene

SPECIAL PROGRAMS

Conductor’s Institute 12th Season

June 22-July 24

Harold Farberman, Founder/Artistic Director
New location at Hartt School of Music

Hartt Summer Youth Music Festival
HARTT ENSEMBLE FOR THEATER ARTS
June 28-July 25

HIGH SCHOOL PROGRAM

July 19-August 1

JUNIOR HIGH PROGRAM

July 26-August 1

Info: Neal Smith, 203-768-47.77

Hartt Suzuki Institute

August 4-8

Teri and David Einféldt, Codirectors
Info: Teri Einfeldt, 203-768-4777

Weikart Certification Programs
June 14-August 28
Info: Phyllis Weikart, 517-456-4346

UNIVERSITY
OFHARTFORD

Academic and CEU credits available.
For information/application contact:
Hartt Summerterm, University of Hartford,
West Hartford, Connecticut 06117.

Tel: 203-768-5020 or 1-800-234-4412




Producing ‘“‘The Sea and Me”’

MARY HINSHAW

Did you see that opening performance,
“The Sea and Me” in San Diego or hear
about it from someone who was there?
Seated next to its author, Mary Hinshaw at
the banquet, and full of questions about that
very professional production, I asked her to
fill in some background for Echo readers.
Mary is the composer and author of the
musical, produced with Sheryf Lioyd.

Briefly, it is a sequence of imaginative
seashore and undersea scenes with songs
(Orff settings), chants, body percussion and
movement improvisations; fish, mermaids,
lobsters, octopus. It involved 100 children
from two schools.

When | was notified that my musical, “The
Sea and Me” had been selected as the
opening ceremonies production for the
AOSA National Conference in San Diego, |
immediately called my close colleague,
Shery! Lloyd, and we outlined a program
would allow us to accomplish the most with
our children in the least amount of time.

First, we approached our administrations
and staffs and got a firm commitment of
support from them. They decided that this
should be a districtwide program and that all
fifth and sixth grade children in Solana Beach
should have the opportunity to participate.

Our proposed budget included money for
special lighting, fog and bubble machines,
sets and busing. When we met with the
parent associations from the two schools and
our superintendent, we were given $2000. A
special account was opened in the district
business office for “The Sea and Me.”

We described and introduced the musical
to the fourth and fifthgrades last May and sent
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letters home to the parents of all interested
children. These parents met with Sheryl and
me for an introductory presentation. We felt
this was important to ensure strong parental
support and commitment. People were asked
to sign up for various support committees
—sets, lighting, costumes, make-up, public-
ity, communication, cast party, phone calls or
as teaching assistants. A parent coordinator
was selected—and we were underway!

We made the rehearsal schedule clear from
the beginning—two and a half hours, Tues-
day through Thursday, the week before
school began. After that, once a week for one

hour; classroom teachers would release cast
members for lunch one-half hour early and
students themselves would give up another
half hour of the same lunch period. They also
knew that they would be required to spend
four hours on each of two successive Sunday
afternoons immediately before the confer-
ence. This was so that we could put the play
together, combining the two schools for the
first time.

All children who wanted to participate
were accepted. They and their parents signed

Photo - Richard Kaiser

a contract of commitment, stating their
responsibilities and limiting unexcused ab-
sences to one. The lunchtime and Sunday
rehearsals, schedule of performances for the
week before the conference were listed. At
that time the cast would be released from
school on three consecutive days to perform
for other Solana Beach children and give two
evening performances for parents.

Sheryl and [ realized that the only large
block of rehearsal time was that week before
school started, when we would introduce all
of the songs,-cast major speaking and singing
roles and identify the major instrumentalists.
All skills that would be necessary in the
performance were listed. It seemed the best
way to let everyone find out quickly what was
involved in the play and to identify individual
talents was to form. “interest centers” for each
child to explore, and finally choose a favorite,

With the help of music teachers in neigh-
boring districts and several community mem-
bers, these interest centers were set up:
barred instruments, glockenspiels, hand
drums, dance and special singing parts for
mermaids and seacats. The children worked
together on the songs for the first hour, then
chose two of the interest centers to explore
each day. It was wonderful to see how
excited they were about getting to choose
what they would do, and how serious they
were about selecting their favorite area of
interest,

" The teachers who manned the centers
evaluated the students’ progress and Sheryl
and | tried to make sure that all children
would be performing in at least one of their
three top choices. On the fourth day, the
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CHOOSE INSTRUMENTS
MADE 7O PERFORM WELL
UNDER PRESSURE.

For durable, long-lasting Orff
educational instruments, there’s
only one choice. Primary Line
by Sonor. That’s because every
instrument is specially made
with children, and learning,
in mind.

MADE 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’ = 440hz”
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 children to go
from one instrument to another.

As one teacher puts it, “The

- design of the instruments

creates an exciting musical
experience for both the instruc-
tor and the student.”

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

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

PRIMARY LINE

"¢?SONOR’

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

.



permanent roles were cast, except for the
speaking surfers, hand clap rondo leaders and
creative movement people. Later we filled
these positions simply by asking who wanted
to do them. Many children had several
different rofes.

Sheryl and | planned our lunch and teach-
ing schedules so that both of us were at each
school for the one hour rehearsals. Occa-
sionally, we enlisted one of the parent assis-
tants so that there were actually three of us
working with the children at any one time.
This was almost like having additional re-
hearsal time, because problems could be
isolated and special help given to those who
needed it. The production had a total of 28
hours of rehearsal time.

The nine local and parent performances
that first week of November were like addi-
tional rehearsal time, however. A parent
secretary sat beside me and recorded any
necessary changes that were relayed back to

the students. These performances occurred-at

three different sites with different physical
set-ups. A large chart helped the children see
that even though the facility looked different,
they were always basically performing in a
similar relationship to each other. The chart
helped them make any minor adjustments—
and discover the importarice of flexibility.

Frequent planning and collaboration was
necessary between the co-directors. Sheryl
was involved with logistics while I esta-
blished goals to accomplish with each week-
ly rehearsal.

However, | think the kids did such a
professional job because only children who
wanted to be in the production were part of it.
They were made to feel very special by their
parents, teachers, and us, and they actually
chose what they would be doing in the show.
Somehow, the music and story really cap-
tured their imaginations and they seemed to
enjoy the songs more each time they sang
them.

We actually watched some of them be-
come the characters they played. At all times
their suggestions were listened to and in
many instances written into the performance.
There was a feeling of camaraderie that
seemed to happen in the very beginning and
just continued to grow. The play has a lot of
improvisation and they seemed to “take
ownership” immediately. | loved writing this
play and really enjoyed working with the
kids—I can’t remember ever having a disci-
pline problem. The kids are still excited and
talking about their performances at the AOSA
Conference (and later that day, at Sea World),

It was the experience of a lifetime for all of
us. As one surfer said, “Just you, The Sea and
Mel”

Mary Hinshaw and Sheryl Lloyd are both
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“transplanted Kansans” with MA degrees
and many years of teaching experience.
Mary completed Level Il of Orff Schulwerk
training; with her drama background, she
has written and directed plays for junior
high school.

Sheryl Lloyd has taught and produced
many musicals in Encinitas, California, since
1976. She completed Level Il and was
co-producer and co-director of “The Sea and
Me.”

(Complete score is available for $12 from
West Music Company, Attention Judy Triggs
Pine, 1212 5th St. Coralville, 1A 52241 or

directly from Mary Hinshaw. A video of
“The Sea and Me” is available for $8.00 +

shipping.)

Sheryl Lioyd, Mary Hinshaw

Summer 1992

West Chester University
Music Education Workshops

July 27-31

June 22-26 Handbells: Beginning, Intermediate, Advanced Ringers
Karl Zinsmeister, Richard Frey, Phyllis Hentz

June 22-26 Yamaha Music in Education Keyboards
Lauren Altiere, Colleen Ludeker

June 29- Orff Levels | and Il (not including weekend

July 10 Susan E. A. Davis, Karen L. Markey, Colieen T. Ludeker,
Martha Croweli

July 13-17 Choral Music in Motion: Sally Albrecht, Jay Althouse

July 13-17 Contemporary Directions and Concepts for School
Orchestra: Walter Straiton

July 13-17 Kodaly in Kindergarten: Katalin Forrai

July 20-24 Silver Burdett and Ginn for Elementary & Secondary
Classroom Teachers: Staff to be announced

July-27-31 Technology in Music Education
Don Muro, Tom Rudolph, Floyd Richmond

July 27-August 7 Kodaly Levels I, II, Ill (not including weekend)

Gabriella Thesz, Sally Ferrebee, Jane Pippart

Games and Materials in the Kodaly Tradition
Sally Ferrebee

Orff and Kodaly Levels must be taken for 4 graduate credits. Other workshops
may be taken for 3 graduate credits. Housing available on campus.

For further information call: Jane T. Pippart 215-436-3032
Music Education Department, West Chester University, West Chester, PA 19383
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department
of

»

"MSU...global leader in Orif excellence”

Memphis State
Orff-Schulwer'k_

immer Courses :

* July 20-31, 1992 *
LEVEL I: Shirley McRae LEVEL ll: Konnie Saliba
LEVEL llIl: Jos Wuytack
Recorder: Debbie Clitton Intro Music: Nancy Miller
inciudes
* Introductory Music for Classroom Teachers *
A special course for classroom teachers
(No prior musical training required)

t*.&tit*tittittttwtiiiit'*ii*i
For information, contact: Konnie Saliba

Dept. of Music, Memphis State University
Memphis, Tenn. 38152 Tel: 901/678-3760

Memphis State University is an Equal Opportunity/ Afficmative Action University.
1t is commnied to education of 8 non-racislly identifialNe student body.

~ The Pr esbyterian Assoc1atlon of
Musicians Sponsors

The 1992
Montreat Conferences on

Worship and Music

Montreat, NC.
Week I: June 14-19  Week II: June 21-26

eJoanna Adams, Preaching
oK. C. Ptomey, Jr., Liturgist
«John Ferquson, Serwce Organist Judith Henneberger, Orff

«Thomas Murray, Organ Recitalist and eMarilyn Keiser, Music for the Small
Master Class Church

eRichard Proulx, Routley Hymnology «Anna Brown and Mark DeVries, Children's
Lecturer ‘ and Youth Bible Leaders

eAnton Armstrong, Adult Choir eDarrell Cluck, Face the Music (Youth
eBingham Vick, Jr., Senior High Choir Rock Seminar)

sMichael Jothen, Jumor High Choir ePeter Bower, Seminars on SLR7 and the
eRebecca Thompson, Children's Choir (revised) Common Lectionary

sRaymond Lowther, Handbells
eCatherine Kapikian, Artist-in-Residence

For brochure: registration and program information, wiite 1o

Presbyterian Association of Musicians. Montreat 1992 .
100 Witherspoon Street, Room 3A-3407 FAX: gg% ggggg?g
Louisville. KY' 40202-1396 '

For brochuire only write. to:

Montreat Conference Center
P.O. Box 969
Montreat. NC 28757

(800) 572-2257
FAX: (704) 669-2779
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Shields-Gillespie
Scholarship Fundraiser
Campaign Opens

“Hats Across America”

At the business meeting of the San Diego
Conference, the Financial Assistance Com-
mittee kicked off a fundraising campaign for
the Shields-Gillespie Scholarship Fund.
Named “Hats Across America,” the theme
represents our country’s diverse cultures and
emphasizes the need to reach out to early
childhood educators in minority and low-
income populations.

Symbolically, the “Hats Across America”
was initiated by the members of the National
Board of Trustees, who appeared on the
platform wearing assorted headgear, e.g.
sombrero, turban and beret. Straw hats were
passed among the audience for donations.

The Harriett Evans Shields Scholarship was

established by Avon Giilespie in honor of his™»

mother, Harriett Shields, a dedicated edu-
cator in her time. After his death, Avon’s
name was added to that of the scholarship,
making it the Shields-Gillespie Scholarship.
Its assistance funds are designated for edu-
cators of inner city, low income, minority
populations and in particular, special educa-
tion or early childhood educators of those
groups.

In San Diego, the sale of SGSF Donor
pencils and “Pass the Hat" donations raised
nearly $700 for the Shields-Gillespie Fund.
“To maintain this momentum, the committee
challenges all chapters to raise $50.00 or
more between now and November 1, 1992.
These chapters will be acknowledged in
Minneapolis in some special way.

Our sincere thanks to all those who have
already donated. To those who will en-
courage their own chapters to participate in
the challenge, our appreciation for your
efforts toward raising funds for this most
important scholarship.

Sue McCormick
Membership Committee

Pat Johnson, Secretary of the Gulf
Coast Chapter of AOSA and fle-
mentary Vice President of TMEA,
died suddenly in December. We
extend sincere condolences to her

family and friends in Houston. She
will be sadly missed by all who
knew her and of her dedication and
active life in music education.
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Upon Completing My Orff Level Il

MARIA FOUSTALIERAKI

A cycle of Orff study has just been com-
pleted. In 1985 I was a Greek music student
with a desire to learn about teaching music to
children who attended the summer Orff
course in Salzburg, Austria, In this first en-
counter with Orff Schulwerk, | was greatly
impressed and inspired by three American
Orff teachers, and left my homeland a year
later to come to the United States for a more
in-depth study of music education.

My plan has always been to learn as much
as possible and return to Greece to train
music and classroom teachers so that they
can enhance children’s lives through music.
While in the graduate program of Kent State
University, | discovered and joined AOSA
and started Orff Certification work at Ham-
line under the same inspiring teachers as in
Salzburg. | completed the Level Il in the
summer of 1991 and am writing now with a
heart full of thanks for AOSA which, through
aKeetman Assistance Fund grant, made the
realization of this dream possible.

I hardly know where to begin to describe

the wonderful experiences of last summer.
What a great opportunity! It left in me a
deeper understanding and greater appreci-

ation of the elemental style, of Carl Orff as
composer, the Orff process of teaching music
to children and the power of group music
making. What beautiful colors of sound! And
what a potential this way of teaching has for
challenging and delighting students of all
ages.

Encountering so much diversity in teach-
ers’ and colleagues’ personalities, teaching
styles and talents, and their interaction in
such a cooperative environment was amaz-
ing. I cannot believe that the enthusiasm and

joy we shared will not be brought into each
person’s teaching situation. The emphasis on
quality work, accuracy and skill stimulated
me to constantly seek self-improvement.

For example, the importance of using high
quality materials helped me develop a criti-
cal, evaluating eye and ear, extremely useful
in selecting materials for my students and in
their musical development. This will be a
valuable skill for me when I return to Greece
where materials are not readily available.

The cooperation, good spirit, support and
constructive criticism of the participants
created an inspiring and healthy learning
environment. Evenings of folk dancing gave
me the joy of sharing dances from my culture
with other students. In two weeks there was
much beautiful music performed or created
—I feel so enriched. Thanks to all my teach-
ers, colleagues and AOSA for giving me the
gift of being a part of this experience.

A cycle of Orff study has been completed,
and a new cycie of continued growth, self-
discovery and application of what | have
learned is just beginning. | will never be the
same after this experience and so all of my
students’ lives will be affected. | can’t wait to
put all | have learned into action in this
country, in my country, or wherever else |
will be entrusted with the important role of
educating people through our beautiful art,
musict

RICORDI

ORFF - SCHULWERK

(Dbea didictica de CARL CRIF)

MUSICA PARA NINOS
Adaptacita en Aol para Latin o

realizada por
GUILLERMO GRAETZER

Cuaderno | $12,35
(Preparatorio)

Cuaderno 1} $12.95

Cuademo I}  s12.55

Score $12.50  Cassette $ 11.50
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| s e

Maximizing Music Education
in a Multicultural Society
Mini-Performances

San Diego Convention
November 1991 Best Sellers

Score $7.75 Cassette $11.50

ORDER FROM:

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

VISA AND MASTERCARD WELCOME
plus shipping
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Begin the Musical

 Sharing That

Lasts a Lifetime.

American Orff-Schulwerk Association Membership
Auxiliary of the Music Educators National Conference
July1,19 - June 30, 19

Regular Member

One-year subscription to The Orff Echo, Membership
Directory, voting privileges $35.00
Student Member

Regular privileges for full-time student $15.00
Retired Member

Regular privileges for those 55 or older and retired
Institution Member

Three copies of one-year subscription to

The Orff Echo. One person entitled to all

other membership privileges $45.00
Library Member

Three copies of one-year subscription to The Orff Echo.

No voting or membership privileges 440.00
Music Industry Member

Three copies of one-year subscription to The Orff Echo,
membership directory, a representative on the AOSA

membership year

$24.00

National Board of Trustess $55.00
Add $6.00 for mailing outside U.S.A. $
Add $3.00 for mailing back issues if joining after Nov. 15th ~ §
TOTAL DUE (in U.S. funds) $
Date Phone # { }

[ Check here if you do not want phone number listed in directory.
Name

Mailing Address

City State Zip

Current Chapter Affiliation (if any)

[ Check here if you want information regarding a chapter near you.
List here the name you used during any previous AOSA membership

Check as applicable: Music Specialist  ({J School [ Private)

[J General Classroom Teacher [0 Music Therapist
[ University Professor/Staff {1 Student at

(include copy of current ID)
[0 Church Musician {0 Other

Method of Payment (] Check enclosed [JMastercard [ Visa
Expires

/
Month Year
Charge this order to iny Account as indicated, to be puid uccording to the cusvent terms of that uccount.

SIGNATURE

‘Authorized Charge Curd Signature

Mail check payable to: AOSA,
PO Box 391089, Cleveland, OH 44139-8089

_ INTRODUCING A NEWBOOK
~ BYPAMELACLAMPITT

The Body Noudo Book

Jim Solomon’s newest is a collection of
12 rockin’ rhythmic body percussion
rondos, elementary to advanced.
Available from C.M.S., Inc. 38.95.

| Sorden Music Store - 404 W Main St - Ottumwa A 52501 - 515-682-8033

ABAMusic for Children » 217 Madrona Ave. SE » Salem OR 97302 - 503-399-0345
Arizona Music Cater - 4734 West Glendale Ave. » Glendale AZ 85301 «602-934-3273
Christlan Music Center - 2146 S Division » Grand Rapids M1 49507 -616-452-1418
DuncanMusic Co, 1409 S Stratford Rd, < Winston-Salem NC 27103 - 819-768-5680
Eckroth Music - 1221 WDivide = Bismarck ND 58501 « 218-233-8806

John McCrea Music - 8361 Allison « L aMesa CA 92041 «618-698-7272
Johit's Music Canter = 4501 Interlake North #9 - Seattle WA 98103 - 206-548-0316
LM of Kasca, lllinols * 127 N Walnut St = ltasca IL 60143 - 800-456-2334

Lyons »2415 Industrial Parkway/P.O. Box 1003 * Ekhart IN 46516 » 219-294-6602
Mannerino’s Shest Music » 7605 Hamilton Ave, - Cincinnatl OH 45231 « 513-522-8975
MMB Music, Inc. = 10370 Page Industrial Bivd, » St. Louis MO 63132 - 800-543-3771
Music & Instruments for Ciiidran » 2430 S Univ., #103 » Denver CO80210-303-778- 6733
Musle in Motlon « 783 N Grove, Suite 108 » Richardson TX 75081 »214-231-0403
PMusik innovations « 9600 Pery Hwy - Pitsburgh PA 15237 »412-366-3631

Music Plus + 100 Ahrens Street West = Kitchener ON CanadaNTHA4C3 - 51 °-745-8530
Northside Music « 1314 Birch St. »Eau Claire W| 54708 - 715-832-4014

Otd Town Muslc 42 East Colorado #3 - Pasadena CA 81105+ 818-783-4730
Pepperand Son, inc, PO Box 850 - Valley Forge PA 19482 - 800- 3456296

Pepper @ Paige's 5250 E 65t St.» Indianapoiis IN 46220 « 800-382-1039
Re-Creations *511 S Spruce * Vivian LA 71082+3183754788

Rhythm BandInc. - P.0.Box 126« Fort Worth TX 761 0-0126+800-424-4724

Ted Brown Music Co. » 1121 Broadway Plaza » Tacoma WA 88402 - 800-247-1536

The Racordor Shop - 2 Hawley Lane/P.O. Box 34 - HannacroixNY 12087 «518-756-2273
The Weodwind & The Brasswind » 19880 Stetel ine Rd. » South Bend IN 46637 -800-348-5003
Waest Music Co, Inc. » 1212 5th St/P.O. Box 5521 « Coralvile 1A 52241 +800-397-9378
Wlngsn-JonesMusic,Im.-P.O.Box419878-KmsasCityM064108-600821-504
World of Mucic » 20015 Stsvens Creek Bivd, » Cupertino CA 95014 +408-252-8264
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?
----- “ 6 Mb * * * *1120 Holland Driva, Suite 16
.

Y & N o ',“ """"" Boca Raton FL 33487-2726
------- ol - v - v+ +407.598.9928 FAX: 407.998,9983
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“"CINDI SPEAKING . L

Cindi Wobig, Executive Secretary

As February rolls around, we are all anxi-
ous to learn the outcome of the AOSA

General Election (see p.17 for the winners).

ftwas with great anticipation that [ greeted
one of the “independent-outside” persons
who tabulated the ballots when the results
were delivered to the office. However, with
this outside view came the following outside
perceptions—and some very pointed ques-
tions,

O: How many members are there in your
organization?

CW: Over 4500.

O: Why did so few people vote? Don't they
pay an association fee to belong to the
organization . , . ? and they are not interested
in voting for the leadership of their organi-
zation?

CW: | hasten to assure you that Orff Schul-
werk teachers are not your nine-to-five type
persons. They are energetic, involved indi-
viduals who often end up over-committed,
rushed and fighting deadlines. AOSA mem-
bers are avid, active participants in work-
shops. You won't find them sitting and
watching from the back of the room.

ORFF Summer Plogram
JULY 6-17, 1992

FACULTY

Margaret C. duGard
Susan Ramsay

1992 SUMMER COURSEWORK INCLUDES
Orff Pedagogy I Basic Concepts
Orff Pedagogy L Laboratory

TO RECEIVE A BROCHURE, CALL OR WRITE:
SUSAN RAMSAY - ORFF COORDINATOR
BELMONT UNIVERSITY SCHOOL OF MUSIC
1900 BELMONT BLVD,, NASHVILLE, TN 87212-3757
(615)385-6408 or (615)367-2798

Belmont University » Nashville, Tennessee
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“Until it comes to the elections,” was the
succinct response. “And aren’t your mem-
bers mostly teachers? Why was there such a
high percentage of invalid ballots as a result of
not following directions?”

I think | reiterated something about the
overcommitted and rushed people who just
didn‘t take time to read.

I quickly calculated the following: (1) not
quite 34% of our members took the time to
vote, which means that 66% did NOT vote,
(2) almost 3% of the votes cast were invalid.
AQSA is the network support for its indi-
vidual members; most of us are aware of the
importance of that support. Especially at a
time when music programs are in jeopardy in
so many parts of our country, | believe it
behooves us to demonstrate our “care” for
our organization in all facets of participation,
and particularly when it comes to our general
election.

Stamp @© A1l Night Media

ELECTION RESULTS

Congratulations! The results of the
1992 AOSA elections are:

Recording Secretary: Judith Cole

Regional Representatives:

Region I: Theresa Jones

Region II: Jeff LaMarca

Region I1I: Randy Edinger

Region 1V: Jim Solomon

Region V: Linda Ahlstedt

Region VI: Peggy True 1992-94
Claire Levine 1992-93

Industry Representative:

Laura Bergin

Offers

Levels I and III

Campus housing
available; for

information call
203-827-7251 or

Orff Schulwerk
Teacher Training Courses

June 29-July 10, 1992

Available for credir or non-credit

FACULTY
Vivian M. Murray, Level I

Debra Clifton, Recorder
Jacqueline Schrader, Movement

Central Connecticut State University
Department of Music

CENTRAL
CONNECTICUT
STATE
UNIVERSITY

Shirley McRae, Level II Nswlg%mm

write to Dr. B. Glenn Chandler, Chairman, Department of Music
Central Connecticut State University, New Britain, CT 06050
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Video Previews

Marion O’Connell—“A Guide on the Side”

“Are you a sage on the stage or a guide on the
side?”” asks Marion O'Connell as she begins
her 1989 Atlanta workshop. It's often easier,
she says, to be the sage—the teacher in
control, the teacher who knows everything—
than to be the guide who draws parameters
but then stands back to watch what happens.
"Real learning is in the process, and too many
teachers, she contends, may be leaning on
the security of tried-and-true sequenices rath-
er than allowing their students to explore.
“We are seeing more and more safe teach-
ing,” she quotes from an interview with Avon
Gillespie. Fostering creative thinking in the

classroom isn‘t safe, she says, because there....

is no pre-conceived (or guaranteed) idea of
what the end result will be. And therein lies
the virtue of creativity. Students should be
given some base from which to begin, she
states, and then encouraged to investigate,
probe, and explore, evolving the material

ORFF SCHULWERK
IN THE
OCEAN STATE

July 27-August 7, 1992
Certification Program
inLevels |, I, and il
at

The University of Rhode Island

degree credit available

1-800/367-1144

Call

DONNA MARCHETTI

into something which becomes their own.

Following her introductory remarks, she
demonstrates this kind of open-ended teach-
ing by working on a set of variations, using a
melody from the Schulwerk as the theme.
The theme and its variations are meant to
accompany and enhance the narration of The
Alphabet Tree by Leo Lionni. Mood and
action changes in the story are noted. Then
the participants are divided into small groups
and asked to devise their own variations,

based on their part of the story and their -

interpretation of it, using melodic and per-
cussive instruments,

=" The second half of the session is a lecture/

discussion of the ‘Issues surrounding the
education of the gifted child. While the
principles illustrated in the previous activity
could be utilized in all teaching situations,
they are especially important in teaching the
creative child who needs challenge and

FOLKSONG & DANCE BOOKS &
TAPES FROM TEXAS & LOUISIANA

DAME CINCO Y
FIESTA EN LA PRIMAVERA
By Jim Ryan
Hispanic folksongs with Orff inst., games and
dances.
Book...$9.95 Tape...$7.95 Both...$16.00

CHIQUITOS

By Jim Ryan
Hispanic & English songs with Orff inst,
games & dances for Pre-k through 1st grade.
Book...$8.95 Tape...$6.95 Both..$14.00

PLAY PARTY SONGS AND
GAMES OF HOPE TEXAS
By Kenneth Munson
26 Texas folksongs with games and dances.
Book...$9.95 Tape...$7.95 Both...$16.00

CHANTEZ LA LOUISIANE
By Jeane & Robert Gilmore
Louisiana French Folksongs
Book...$8.95 Tape...$6.95 Both...$14.00

LES DANSES RONDES
By Catherine Blanchet & Marie Thériot
Louisiana French Folk songs & dances
Book...$9.95

TO ORDER BY MAIL:
S&H $2.50; TX Residents add 7% Tax
BRAIN DANCE INK
P.O. Box 681264
San Anionio, Texas 78268

Working with the Musically Gifted 45 GS

stimulation in the classroom. Ms. O’Connell
cites from the work of Howard Gardner that
there are at least seven different abilities of
intelligence, of which musical ability is one.
Yet our schools routinely focus only on the
academic talents of the students.

Contrary to popular myth, the gifted child
does not do “just fine” in school. The crea-
tive, imaginative child, denied the oppor-
tunity to think divergently, often finds himself
at odds with the system. If not given encour-
agement in at least one facet of his education,
he is apt to become bored, apathetic, or
develop behavior problems. Gifted children
have special needs, and these needs, she
says, are not being met. This is substantiated
by a government study, Ms. O’Connell notes,
which concludes that our schools are grossly
inadequate in providing an environment that
motivates the gifted. Without motivation,
these students may eventually become drop-
outs, or conceal their abilities in an effort to
“fit in.”

Another myth which needs to be de-
bunked, she says, is that teachers love gifted
children. It simply isn’t true, because gifted
children, with their original ideas, often
disrupt the classroom or side-track the teach-
er from her pre-set routine.

What needs to be done? In a general sense,
says Ms. O'Connell, teachers must be willing
to take risks and “allow activity to go where it
may.” New ways of thinking and new
approaches to problem-solving should be
encouraged. It is the teacher’s job to whet
appetites, to ask questions, and to present
challenges.

More specifically, states and local school
systems should be encouraged to provide
programs to meet the special needs of these
students. Ms. O’Connell advocates the for-
mation of special classes for the musically
gifted, such as those she teaches in her own
school system. She details the criterion by
which she identifies the musically gifted and
discusses some of the ways such a program
can operate.

Why is creativity in the classroom so
important? Because, says Ms. O'Connell, the
way our children learn to think and behave in
school becomes their approach to life later
on. “Creativity,” she says in conclusion, “is a
state of being.”
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VIDEO TAPES

Konnie Saliba, Kansas City, 1985

Lois Birkenshaw-Fleming,

16 SP Singing, Playing and Moving: Detroit, 1988
Theory, Activity, Creativity 33LS  Everybody, Let's. Sing
SPECIAL: AOSA film
now available on. videotape. Marcelyn Smale, Boston, 1986 Dee Joy Coulter, Detroit, 1988
AA-A0  American Odyssey . 17YL  Young Learner, Active Learner 34 MG Music’s Gift to the Developing Mind
John Bergamo, Kansas City, 1985 Jim Solomon, Kansas City, 1985 Nancy Ferguson, Detroit, 1988
2HD  Hand Drum Technique 181LA  Latin and African Rhythm Ensemble 35))  Jjewels for Juveniles
for the Elementary School
Dr. Edith Bondi 18 SB  South of the Border, Detroit, 1988 Rick Layton, Detroit, 1988
3PS Papa Shamus Hanukah Operetta 36 BE  Beginnings to Fnd
Shirley Sushereba
Steve Calantropio, Kansas City, 1985 19 CS  Challenger Shuttle Tribute Ursula Rempel and Carolyn Kunzman,
41 Intermediate Improvisation; Detroit, 1988
A Matter of Style Jos Wuytack, U. of Washington, 1979 37 FP  For Our Pastance, We Play and Dance
20 OS The Orff Schulwerk Process
Freda Ensign 20 FP_ Final Performance, U. of Washington Mary Shamrock, Detroit, 1988
5 MM Music Making with Children 20 CC  Orff Schulwerk Process— 38 MB  Multi-cultural Bridges:
Chicago, 1987 Report from China
Jane Frazee, Kansas City, 1985
6 GC  The Gift and Challenge of Carl Orff Lillian Yaross, Boston, 1986 Katharine Smithrim, Detroit, 1988
21PD  Prop Up the Day 39 OT Once Upon a Time for pre-school
Danai Gagne and 21 NB Near the Beginning,
Judith Thomas, Boston, 1986 Demonstration Class 3-5 yrs. Avon Gillespie, Kansas City, 1985
7Ct  Children Involved— 40 AG  Possibility Teaching
Developing African Materials Margot Schneider
22 OS  Orff Schulwerk in China, 1985-1986 Danai Gagne, Atlanta, 1989
Richard Gill, Portland, 1982 41 MD Moving with the Drum, Drumming
81C I Can Make Music Panel Discussion, Cleveland, 1983 with the Movement
8 MM Moving Mostly Musically 23 Sp Soundings: Past and Future (D. Hafl,
8CS  Closing Speech and Performance: B. Haselbach, J. Matthesius, * David Holt, Atlanta, 1989
United We Stand, Divided We Fall M. Murray, Liselotte Orff, 42)JH  Jaw Harp Playing
N. Goldberg, moderator)
Doug Goodkin, Kansas City, 1985 23 RR  Reminiscences, Reflections of Barbara Grenoble, Atlanta, 1989
9MF A Multi-Faceted, Multi-Cultural Exper- Toronto, Detroit, 1988 (D. Hall, 43 VS  Visualizing Sound
ience for Upper Elementary Students . Matthesius, G. Nash)
Dr. Rene Boyer-White, Atlanta, 1989
Lynne Jessup, Kansas City, 1985 Margaret duGard, Chicago, 1987 44 BA Folksong Treasure of Black America:
10BR  Back to the Roots—African Xylophone | 24 AF  Afro-American Culture, Grades 2-6 Its Impact on Orff Schulwerk
Gunild Keetman Shenanigans, Chicago, 1987 Marion O’Connell, Atlanta, 1989
All films from German TV— 25 SH Multi-cultural Folk Music 45 GS A Guide on the Side—Working with
Not for commercial usel Musically Gifted Children
1TTGK1 11GK2 11 GK3 Pat Hamill, Chicago, 1987 -
11GK4 11GK5 11 GK9 11GK 16 26 AA  Arts Alive Brigitte Warner, Atlanta, 1989
46 MP  Musica Poetica
Helen Kemp Dr. John Fines, Chicago, 1987 N :
12 SR Sing and Rejoice: 27 JF  Imaginative Approaches to Art 47 TR Atlanta Closing Session—
Guiding Young Singerg Tribute to Gunild Keetman
12 BM gody,/ Mind, ’.S;pigl;t, Voice: Sue Snyder, Chicago, 1987 Isabel Carley, Denver, 1990
eveloping the i j ini 2 s '
oping oung Singer 28EA  Educating Administrators 1 & 2 28 ggw :gPeeCZ Zay" The Magic %f Words
John Langstaff, Boston, 1986 Grace Nash, Music With Children 8 peecn Play: from Speech to Song
R Ritual Dance, Morris/Sword Dance 29 MC Rhythm and Pulse, Musical Forms, Ex- 48P Speech Play: Storytelling Plus
13 RD ; Y ;
3 1Part1, 13RD 2 Part 2 pressing Note Values, Music in Action Elizabeth Gilpatrick, Denver, 1990
Peggy McCreary, Kansas City, 1985 Bob deFrece, Chicago, 1987 49 AC  Aleatoric Composition
14 CO Caring for your Orff Instruments 30FS  From Song to Movement
30 HB  Handbells: Another Voice for the Barbara Haselbach, Denver, 1990
Beth Miller, Boston, 1986 Instrumentarium, Denver, 1990 50 MC Master Class
Introduction to Schulwerk, 3 Sessions N
15151 151S2 15153 31 PP Portrait of Polynesia Jack Neill, Denver, 1990
51)Z  Jazzin’ Up the Joint

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 and $5.00 postage and handling,
one for deposit(s) and one for postage and

Please send two checks;
handling fee(s).

3. Length of borrowing time: two weeks from date mai
may result in forfeit of deposit; warning notification will be sent.

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

alternate dates. Order from

Donna Marchetti, Film Librarian
3105 Lincoln Blvd.
Cleveland Heights, OH 44118

NOTE: All tapes are the property of the American Orff Schulwerk Association.
No tape may reproduced for any reason. We are sorry that overseas borrowing
is not possible at this time due to differences in video equipment and format.

SPRINC: 1999 . THE NPREE Erin

led. Overdue tapes

Tape(s) requested

Dates: 1st choice

Name

2nd choice __

Address

City

State Zip
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GWFVJBULLEWOCNNUM TRIPLE ORFF
ENEOICAMIDLAVY Ivos carl Orff's name appears three times in this
collection of composer's names, printed
LRPTISTONOBLRKC DOSY forward, backward, up, down or diagonally in
all directions. For an additional challenge,
DHENGSAPHRLOF RIML. can you write in their first names?
IATIBLZLLCLOEYSYA
_Arne _Franck _Moore
BNSCLZIEIAAECBIRD _Bach _Frimil _Morley
Barber Gliere Mozart
EDLCTGINIDNBYHRWO — —wd Mc )
: _Bartok _Glinka _Nicolai
REOUTTSEKMRDVORARK _Berg _Gluck _Orff (3)
_Bizet Gounod _Piston
TLHPARETRACLYLALO “Bloch “Handel “Puccini
LCFSKCULGNOSNAHTT _Boulez _Halevy _Ravel
_Brahms _Hanson _Reger
SSTRAUSSTERPZBHOR “Bull “Harris “Rogers
GFEEAMTAWESENRANA, _Byrd _Haydn _Satie
_Carter _Holst _Schutz
RNFGSNYEGULYLACSS - _Chopin “Ibert _Strauss
ERORILCOZUSRAHELD _Copland _Isaak _Taylor
_Cowell _Kodaly _Thomas
BETOOFRKOITHOMAGSTI _D'Indy _Keetman _Vecchi
Dvorak Lalo Verdi
OZARTREBRABPRSUMN — . V€ )
_Elgar _Lehar _Vivaldi
ALEVYVECCHIGOUNOD _Foote _Mahler _Walton
FROREGERONAMTEEKY _Foss

2> % Dy Ty 2 Ty

“Boulder Farly Fiusic 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 Aail Order Dervice

Write for Free Catalogs - Specify Areas of Interest

2010 Fourteenth Street
Boulder, Colorado 80302 (303) 499-1301

IOUUTUUSUUUUUNUNTUITUNIRIRON soad
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NEWS AND VIEWS

Note: The remaining three AOSA regions (as
per the rearrangement) will be the focus in the
summer, fall and winter (1993) issues.

CALIFORNIA

Memories of San Diego linger in the cold of
winter. Thanks to all those who did such a
super job of running a most exciting and
unusual conference.

COLORADO

Ruth Ann Chiaraluce, member of the
Rocky Mountain Chapter and co-chairper-
son of the Colorado Caonference, works for
her state on the Educational Advisory Com-
mittee for the Colorado Symphony. The
orchestra serves the children of the state
through a variety of musical and educational
programs.

The Rocky Mountain Chapter includes a
number of functions that might proveinterest-
ing to other chapters. “Outreach” is a group
that visits nursing and retirement homes on a
regular basis to provide 45-minute to one-
hour hands-on music programs with the
residents. (See Orff Echo, Summer, 1987:
Report on Project Outreach)

FLORIDA

Tallahassee Area Chapter was glad to have
the chance to invite Grace Nash to present a
workshop for them. Grace moved to Florida
from Arizona and is now a resident of the
area. ’

Recently, the chapter explored hearing
impaired signing’ as a way to add a new
dimension to song material in music classes.

GEORGIA

The Coastal Empire Chapter plans an “Orff
Feast” in April, closing the year with a
pot-luck supper. Many chapters schedule
special events for the end of the season. Tell
us about yours.

ILLINOIS

Judith Wagner, needlework enthusiast of
the Chicago Chapter, has designed a cross-
stitched pattern to remind her of each of the
conferences since Chicago in 1987. She has
embroidered them on a jacket, but says she
will gladly send the graphed patterns to
anyone who requests them (send SASE). Shall
we begin a barter of these?

LOUISIANA

North Louisiana Chapter sponsored a
hands-on music tent in the children’s arts
area of the “Red River Revel” last fall.
Shreveport, Louisiana holds this annual fes-
tival of art, music, dance and food on the
banks of the Red River, attracting more than
350,000 people. The chapter tent, “Music
Makers” contained a set of Velcro staff lines

VICTORIA*SEWARD*SITKA*SKAGWAY*GLACIERBAY*JUNEAU*COLUMBIAGLACIER*KETCHIKAN*WRANGEL*VALDEZ

DANCE ON THE WATER
9th ANNUAL FOLK DANCE CRUISES

June 29, 1992 Greek Isle/Turkey July 26, 1992 Alaska Inside Passage

Dancing led by ESER A YANOGLU Dancing led by SANNA & MAR S LONGDEN

7-day exploration of this historic area, visit

4 archeological sites and attend lectures
on archeology; visit interesting lslands
Cruise only from $1295.00 per person

8th repeat of this 14-day popular educational & cultural
cruise visit more ports and dazzling giaciers then any
any other Alaska cruise; enjoy daily dance lessons
Cruise only from $2195.00 per person

THE ALASKA CRUISE HAS 4 UNIVERSITY PROFESSERS LECTURING ON THE
HISTORY, GEOLOGY OCEANOGRAPIIY AND ANTHROPOLY OF ALASKA
EARN CREDIT FROM CHAPMAN COLLEGE FOR ATTENDING

INIHO LNVS.S300HH313H0.SOSSIHdT. 1NENV LS. NOWVOHIDSNIHLY

GAMON*ISTANBUL*EPHESSOS*CRETE*RHODES SANTORINI"MYKONOS'DELOS

SINGLE SHARES ARRANGED Please send information about; E
DO NOT DELAY 1991 SOLD OUT EARLY | __1992 Greek Isle,/Turkey foik dance cruise
1892 Alaska Inside Passage folk dance cruise
FOR MORE INFORMATION MAIL COUPON TO: __Single Share information Female Male
< MELVIN MANN (folk dancer, travel agent) NAME ;
& 1301 California St o)
¥ Berkeley, Ca 94703 L) ADDRESS Z
l» (510) 5264033 &
z cy STATE S
¥ 7~
< zip PHONE 2
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Teaching Movement

3rd Edition

& DanCe by rhyiiss. weikart

To order call 313/485-2000 or write: HIGH/SCOPE Press, 600 N. River St.,

Ypsilanti, M1 43198.
]
Revised, expanded, and Special Discounted Teaching Package
updated! Set includes

 Teaching Movement & Dance, 3rd Edition (textbook)

' Explore the nine newb’ » Darce Notations for Teaching Movement and Dance (card set)

developed key experiences » Rhythmically Moving 9-record/cassette/compact disc (accompanying music)
in movement » Beginning Folk Dances lustrated 1- 3 (instructional videotapes)

+ Learn to teach more than 110 Order (record) M5010 set $199  (cassette) M5010 set-c $199  (compact disc) M5018 set $249
be ginning folk dances Attend 21992 Summer Training Institute

» Certification Program — June 14 - 28, July 519, or July 25 - August 8, 1992

» Use the new, easy-to-read » Endorsed Trainer Progtam — August 9-22, 1992

Th}’thmlc notations = Integrating Basic Movement and Music Concepts in the Preschool and K-3 Curriculum —
» Discover exciting new teaching | June28-July3, 19%
technjques » Techniques for Teaching Movement and Folk Dance to All Ages — July 19-24, 1992
Order #M1006, $29 * Integrating Movement and Dance in the Preschool and K-6 Curriculum - August 11-16
! Call Phyllis 5. Weikart at 517/456-4062 or 517/456-4346 or write: High/Scope Conference Center, 1541 Sheridan Road,
Clinton, MI 49236,

@ FREE CATALOG
B One Source Music
b2 Product Guide

® Teaching Aids Equipment

“The Nante Th

Music Products
S ® Class Room Instruments

| 7 @ Film Strips

RS © Band & Orchestra Accessories

MU Guide 1\ o Records & Plays for

Preschool-Junior High
The Name That Merits Your Confidence

051 P.O. Box 1003
- ® Elkhart, Indiana 46515
219/294-6602
FAX # 219/522-3570




where children could place notes to create
melodies. These were then played back with
accompaniment added. Some children tried
playing simple percussion instruments with
the tune, and all were given a copy of the
music they had created. Chapter members
and students from CentenaryCollege kept the
tent open a total of 21 hours to make a very
successful event under the guidance of
Debbie Davis, Chair, Betty Adkins, chapter
president and many volunteers.

OREF $CHu WERK
AsROC

MASSACHUSETTS

The New England Chapter hereby express-
es public appreciatiogto the K&C Music
Company for having done th® printing and
mailing of the chapter’s workshop brochures
for many years. Owners Tom Kennedy and
Jack Casey also supply the doughnuts for
workshops. -

MICHIGAN

In recognition of its hard-working past
presidents, the Detroit Chapter held a spe-
cial ceremony and presented them with pins.
Meetings have moved to Madonna Univer-
sity which has given much appreciated
support. Eighty of the chapter’s one hundred

National Touring Artist
Children's Folklore
Folk Music and Dance
Concerts » Assemblies
Residencies
1-800-877-9284

Folklore In Action

members now subscribe to the whole series
of workshops.

NEBRASKA

The Great Plains Chapter is justly proud of
members Duane Baylor and Daryl Stehlik,
whose fifth and sixth grade students from two
elementary schools participated in the pro-
duction of Carmina Burana. Before each of
the three performances, they were part of a
pre-concert lecture given by the assistant
conductor of the orchestra, playing music
from Volume | of Music for Children and
demonstrating some aspects of the educa-
tional process. The children also sang the
opening melody/canon and “Fortuna Im-
peratrix Mundi” from Carmina Burana.

NEVADA

The Desert Valley Chapter is preparing its
second publication of classroom-tried pri-
mary grade materials—the first one sold out.
Chapter membership is now over 105,

NEW MEXICO/COLORADO

The Rocky Mountain Chapter of Colorado
and the New Mexico Chapter joined hands
once again for a mountain retreat weekend in
October. They met in a hotel-type lodge with
well-planned sessions and activities varying
from children’s literature to folk dancing.
There also was a special tribute to Gunild
Keetman.

NEW YORK

Now members of the Berkshire-Hudson
Valley Chapter can bring their little ones to
workshop sessions. Baby-sitting service has
been instituted for $1.00 per child. Members
are asked to reserve ahead of time and bring

‘favorite toys and a snack.

NORTH CAROLINA

The Piedmont North Carolina Chapter is
very proud of member Teresa Shiflet, who
has been nominated to receive the pres-
tigious Sanford Award, given annually by the
North Carolina Association of Educators. This
award recognizes creativity and innovation
in teaching and administration of the state's
public schools.

OHIO

Several students from nearby colleges and
universities are given chapter grants each
year; they attend all chapter workshops and
meetings as members. This year five students
received the grants: Joe Weigand, Cleveland
State University; )ill Theiss, Bowling Green
State University; Kevin Ryen, Akron State
University; Rebecca Bartin and Rachel Nagy,
Hiram College.

OKLAHOMA

During the fall convention of Oklahoma
Music Educators, the Oklahoma Chapter
held a luncheon for its members, followed by
a demonstration and performance by stu-
dents. Last August the chapter offered two
weekends of workshops as a “Back to
School” series.

Exciting things are happening in the AOSA
Chapters and to their members, Please write
often to this column and share the news.

¢ and much more!

2115 Summit Ave
St. Paul, MN 55105

The St. Paul Tradition Continues
1992 Summer Orff Courses for Music Educators

* Orff Schulwerk Levels I,II,IIT
e Curriculum Development for Orff Teachers
* Composing, Arranging, Technique and Improvisation

Noteable faculty include: Judy Bond, Angie Broeker, Jay Broeker,

Steve Calantropio, Randy Edinger, Jane Frazee, Cindy Hall, JoElla Hug,
Dianne Ladendecker, Nancy Miller, Jacque Schrader, Arvida Steen

Call or write for our complete catalog:
Institute for Contemporary Music Education
University of St. Thomas Mail #8011

1-800-328-6819 ext 4373

Come join us!

StThomas
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MEGS501A

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 and a fine
selection of affordable Orff
instruments. Get to know me, I'll
leave a song in your kids’ hearts.

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

OscarSchmidt

{3 . .
.. Let the Music Begin!”
255 Corporate Woods Parkway Vernon Hills, IL 60061 (708) 913-5511 or (800) 877-6863



“—But the Orff instruments are so expensive!”’

Peggy Breese

Flyinghome fromanAOSA conference, | sat
next to an engineer. He was curious about the
group talking so excitedly around us and |
told him we were Orff Schulwerk music
educators returning from an annual confer-
ence. Then, of course, he wanted to know
what Orff Schulwerk was and | explained that
it was an interrelated music, movement and
speech concept created by composer Carl
Orff that we use to teach music to children.

I mentioned that it could involve school
districts spending money for the specially
designed instruments that Carl Orff felt
important to this process. Some districts, |
said, would find these too expensive, and that
therefore they could not afford to “get on
board” the Orff approach. Immediately he
whisked out his calculator and asked me the
approximate prices of enough instruments for
at least half the typical class to play. He asked
how many of the children | teach were using
the instruments at present and how long | had
been using those I had. | gave him these
figures for 1991;

Ideal set-up, instruments for ensemble of

12-15 children (others might play small hand
percussion or recorders)

1 Bass Xylophone $699
1 Bass Metallophone 640
2 Alto Xylophones 650
2 Alto Metallophones 600
2 Alto Glockenspiels 182
2 Soprano Glockenspiels 162
Sub-total $2933
15% educational discount  439.95
Total $2493.05

Then he pointed out the following facts:
“Considering that everyone in the 350-pupil
school uses the instruments every week,
every year, it is an incredible buy!” The
instruments do not wear out, go out of date or
need to be replaced every 5-7 years like the
typical textbooks that currently cost about
$13 per pupil. When he multiplied 10 years
times 350 pupils and divided that into the
cost of the instruments, they became an even
better buy—only a remarkable $.72 per child!

How can any school district say the instru-

ments are “too expensive?” How can any
school district afford to miss this buy?

THE RECORDER
By Nick Rossi

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

ForGrades 3-8

Kit includes:
filmstrip with soundtrack °
listening examples ¢
teacher guide .
full-color poster .

Now available from:

KEY EDUCATIONAL SYSTEMS
PO. BOX 622
BELMONT, MA 02178

Teacher Training
Certificate Program
(Levels I, II, & IM)
July 6-17; 3 graduate
credits per level
Faculty:

Barbara Peacock
(Program Director),
Steve Daigle, Lynne
Rahmeier, and Alison
Yankowskas

1992 Summer Music

GRADUATE EDUCATION PROGRAM

College of Fine Arts and the Division of Continuing Education

9

»  String Development
Workshop

July 6-10; 2 graduate credits

Faculty: Deborah h_
Mitchell and Jacqueline
Dillon-Krass

e

» Kindermusik®
Begininngs July 24-26; non-credit

Young Child - Year One >
July 20-24; non-credit
Beginnings & Young Child
- Year One

July 20-26; 2 graduate credits

B Introduction to Dalcroze
July 27-31; non-credit
Faculty: Lynne Rahmeier

» Marching Band Techniques

August 10-18; 3 graduate l
edit y
credits \‘\ o

Faculty: Daniel Lutz D 7

#

LY, UMASS LOWELL

SPECIAL PROGRAMS

One University Avenue, Lowell, MA 01854 o (508) 934-2405
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DEPARTMENT OF MUSIC

. —=Orff- schulwerk.&itj;j—_:—-i

MUSIC EDUCATION AT
MEMPHIS STATE UNIVERSITY

DOCTOR OF MUSICAL ARTS
Concentration in Music Education

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

- Levels |, I, lll in Orft-Schulwerk

- Master Class in Orff-Schulwerk

- Music In Early Childhood

- Orchestration for Orff Instrumentarium

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

For information, contact:

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

Memphis State University Is an Equat Opportunity/Afirmative Action University. it is itted to ion of a ially it

le student body.

Everything You’ll Need For

Your Music Class In
One Convenient
Catalogue!

From the famous Suzuki
Recorders and Orff
instruments, all the way
to our new Digital Piano
Lab, we've got your musical
instrument needs covered.
Suzuki offers the best quality,
service and warranty in the indus-
try. Give us a call, we can help.

Our New Color Catalogue

Is Free, So Is The Phone Call! ‘
.l ll oy ll K LS [T

o]
1 80“ 854 ]594 P.0. Box 261030, San Diego, CA 92196

¢C ORPORATI
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DSA Nom‘inations Open

Those wishing to nominate a member to
receive AOSA's Distinguished Service Award
should apply now to Headquarters for the
necessary forms. Nominees can be members
who have given exemplary service to the
Association, but who are not presently mem-
bers of the National Board of Trustees.

Among the selection criteria are:
s Nature of service to AOSA
e Length and quality of involvement in the
Orff Schulwerk movement
* Impact of service on the community and
state.
* Impact of the service on the growth and
acceptance of AOSA aims and objectives.

Completed forms and letters of recom-
mendation will be due by August 1st, 1992
for this year's award, to be presented at the
next conference in Minneapolis. Write to
AOSA Headquarters, P.O. Box 391089,
Cleveland, Ohio 44139-8089 for the neces-
sary forms.

Corrections and Addendum

In “Ours is an oral tradition ... ” by Rich-
ard Spalding (Winter, 1992, Vol. XXIV, No.
2) Page 7, center column, paragraph 4
should read:

Egan urges researchers to partnapate in the
exploration of the bonnes & penser® (good
things to think with) of non-literate societies
(he disdains the term illiterate) and the tools
for thinking, remembering and functioning
intellectually used by the also non-literate
child mind.

Page 9, column 1, line 2 should read:

To minimize the losses as we proceed from
oral to oral/literate stages, we must have a
vivid awareness of those losses.

(Author’s note: Egan wished to impress upon
readers the necessity of retaining the oral
skills that are sometimes abandoned as we
become dependent on the written word.)

The book referred to is Primary Under-
standing Education in Early Childhood,
Keiran Egan. Routledge, New York/London.

© Wildlife Enterprises
Placerville, CA
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CALL FOR PAPERS

The American Orff-Schulwerk Association will sponsor research
poster sessions at its 1992 National Conference in Minneapolis,
Minnesola, November 4-8, 1992, 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 utilized, 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 author(s) also will be asked to furnish 100 copies of a report
summary of two pages or less, as well as 10 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 of no more than 12
pages, and seven copies of a 250 word abstract to:

Sylvia Munsen,

Chair, Research Advisory Review Panel

5755 E. River Rd. #2807

Tucson, Arizona 85715
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 affiliation 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, 1992 and received by

May 15, 1992.

5. A qualified group of judges will screen the submitted reports, then;

notification letters will be mailed by June 15, 1992. The abstracts and

reports will not be returned.

"ORFF SCHULWERK WITH THE CHILD IN MIND...

Come and learn with us in 1992 at
COLORADO STATE UNIVERSITY, FORT COLLINS, COLORADO

Instructors
JUDITH COLE AND ELIZABETH GILPATRICK
Guest Lecturers
GRACE NASH AND DR. DEE JOY COULTER

Introduction to Orff Schulwerk: June 8-12
June 8-10: "Whole Language; Rhythmic Language®
Liz Gilpatrick, Instructor - 1 sem. hr. optional
June 10-12: "Education Through Movement”
Judith Cole, Instructor - 1 sem. hr. optional
Both courses may be elected as INTRODUCTION TO ORFF SCHULWERK

ORFF SCHULWERK LEVELS TRAINING COURSE

Levels 1, Il, and Il
00](%

June 14-27

0-5 semester hours optional

Dr. Stephen Busch, Program Administrator
Dept. of Music, Theatre, and Dancs
Colorado State University
Fort Colfins, Colorado 80523

1 nlf
RizaDek

Portable Instrument
Stands

RizaDek ™ stands are strong,
classroom tested for durability.
RizaDek ™ stands are easy to
assemble and repack in handy
storage/carrying boxes. Great
for taking your show on the
road.

RizaDek ™ stands will adjust
playing height in less than a
minute.

Order from better instrument
retailers or Maddox & Co.
Box 4000-301, Olathe, KS 66062

FAX (913) 764-4891
3 Order toll free:

 1-800-942-3290

small percussion

Soprano and Alto xylophones &
metallophones to 33" $25 95

Lo o
@ Stand/table for two glocks or

(Add $3.50 per stand for shipping and handling. KS residents add 5.85% sales tazx.)

Melodies From Olden Times

Songs for recorder
Arranged for Orff instruments

Patent pending
Soprano/Alto xylophones &
metallophones 25" long

$23.95

by Alice Olsen  $10.50

Monster Stew

and other songs arranged for Orff

instruments $10.50

Order from:

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

(206) 8964048

$32.95

Dealer inquiries welcomed
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THE UNIVERSITY OF KENTUCKY
Summer 1992

INNERSTYOF KENUEY . ORFF-SCHULWERK TRAINING
LEVELS 1 & 2
June 22-July 2 Fee - $165
Jay Broeker, Cindy Hall, Nancy Miller, Arvida Steen

ﬂ DOREEN RAO ﬂ 'h
CHORAL MUSIC EXPERIENCE
CONDUCTING WORKSHOP FOR TEACHERS
June 15-17 ' Fee - $100

The University of Kentucky is located at the heart of the beautiful bluegrass area within a few hours of Chicago, Atlanta, St.
Louis, Charleston and Memphis. Reasonable on-campus housing is available. Graduate and undergraduate credit available.
For further information, write: Dr. Cecilia Wang, School of Music, University of Kentucky, Lexington, KY 40506-0022

r
i
|
B
|
|
|
i
|
|
|
|
|
|
||
A
|
|
||
|
2
|
|
= or call (606) 257-4900.
i
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LLOOK 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.”

(2nt O

See your local dealer or contact MMB Music, Inc.

$TUDIO 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
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BOOK REVIEWS

The opinions stated are those of the reviewer and” not of the editors or the American Orff

Schulwerk Association. The editors wish to thank those

who graciously donate copies of books and materials for review,

JUMP JIM JOE, SINGING GAMES FOR
CHILDREN. Edited by Peter Amidon, Mary
Alice Amidon.

CHIMES OF DUNKIRK, GREAT DANCES
FOR CHILDREN. Edited by Peter Amidon,
Mary Cay Brass, Andy Davis. Books and
Accompanying Cassettes, New England
Dancing Masters Productions, Brattleboro,
Vermont

Any honest traditional material for develop-
ment in Orff Schulwerk classes is always
welcome and these two spirakbound collec-
tions with their accompanying tapes are good
-sources. The introduction to the book of
singing games offers an admirable reminder
to teach them and then “give the children
ownership . .. as soon as possible.” In prac-
tice, to step back and let the games become
part of the oral playground tradition once
again. In many areas, teachers or recordings,
not grandparents or old aunts and uncles, are
the true transmitters of our folklore, It takes a
sharp. ear and eye to discern when children
are teaching each other traditional games on
the street or the playground.

The introduction to the folk dances gives
suggestions for how teachers themselves can
learn the dances. There are other good collec-
tions of similar dances for schools, such as
Riverside Productions’ English Country
Dances for Children by Martha Chrisman
Riley, but I've not seen one with instructions
so clearly printed for beginners—teachers
and students alike.

Many of the 21 games singing games in
Jump Jim Joe are familiar or found in other
books, such as the sure-fire Circle Round the
Zero from Maureen Kennedy's collection of
the same name, and range from Little Sally
Walker to Dinah’s Dead. Mainly of Anglo-
American and African-American ancestry,
their sources are all credited. Music is clearly
printed and photographs enliven the direc-
tions. Each game is sung and played a few
times by Peter and Mary Alice Amidon and
their young sons. The cassette would be most
valuable for the instruction of the classroom
teacher.

The second collection, Chimes of Dunkirk,
offers an introduction to traditional longways,
circle, contradance and square dances from
New England and the British Isles. Basic steps
are an easy walk, skip or a sideways sashay in
4/4 or 6/8. The tape is made for dancing, and
it's a lively, musically satisfying production;
pieces are played enough times (and with
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good variety) for a group to finish all the
figures. Fiddle, five-string banjo, bass, a well-
integrated piano and two accordions (one a
button accordion), play with irresistible spirit
and lift. In best New England tradition, the
tape ends with a waltz.

Perhaps the highest value of these dances is
their pleasurable way to help students feel
and move smoothly to the phrase. After a few
times through, they will feel those anticipa-
tory beats for the “B" part of the music and be
in place on time. Counting the beats will
work as well, but the rhythmic response is
stronger if the listening and moving are
integral.

The more complex contradances and two
square dances are an opportunity to experi-
ence the regular progression of those almost-
geometric figures. No age level is suggested in
this book, but it is unfortunate that dances
like these are often labeled “baby stuff” if
presented and drilled too soon. I truly believe
that contradancing and square dancing
should be reserved for older students who
can envision and follow their logic with grace
and elegance. Let them grow up into these
dances. After all, Alabama Gal and Zudio are
cousins to the Virginia Reel; their ancestors
were Galopede and The Sweets of May.

Whether these dances are suitable for
every school situation must be determined by

publishers and members of industry

the individual teacher; anything can grasp
children’s imaginations if presented care-
fully. These dances are part of early Colonial
history; let them discover the modern coun-
terparts.

The Amidons’ books and tapes are a fine,
specific source for Anglo-American music
and dance. They are well done; | hope they
are well used, but don't skip the introduc-
tions.

TA

MUSIC IN THE MAKING:
OptimalLearning® in Speech, Song, instru-
ment interaction and Movement for Grades
K4, Grace Nash and Janice Rapley. Alfred
Publishing Co., Inc.,, 16380 Roscoe Blvd.,
Van Nuys, CA 91410. $24.95.

A recipe for a great book is two chefs for
authors who have spenta lifetime cooking up
better ways to teach music to children. Grace
Nash and Janice Rapley are the chefs. Their
new ingredient in this book is a concept
called OptimalLearning® . OptimalLearn-
ing® is defined as a “tools system that frees
the child to learn without stress or threat.”
This is accomplished by offering an enriched
classroom environment combining art, mu-
sic, story and imagery. Certainly, this concept
is not new to anyone who has had experience
teaching music with the Orff approach. What

LENOBIA MUSIC

HAND BUILT WoRLD {7
INSTRUMENTS ;

XLYODRUMS == BERIMBAUS === KAL IMBAS

DIDJERIDUS == GUIROS == CHIMES
RAINSTICKS © GANZA SHAKERS @ SHEKEREES

L AGUNA BLACH,CA. 714-4947.3¢
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is special about this book is that it presents a
synthesis of Orff, Kodaly and Laban philoso-
phies presented in an OptimalLearning®
format. It is truly a storehouse of sound
teaching materials, extremely useful for a
beginning teacher and an excellent resource
for the experienced teacher.

Typically, each lesson gives ideas for
sparking the child’s interest through the use of
music, art works, stories and games, and
followed by very clear suggestions for teach-
ing the lesson. Lesson extension and per-
formance ideas are included, and each one
ends with clearly-defined expectations.

The authors believe that OptimalLearn-
ing® is a major step forward in educational

reform. They believe it is a joyful approach to
learning. they invite you to open up their
book and ENJOY!

Margaret Agnew
New Mexico

CLASSIFIED ADS

NEW EASY PLAY Speed Guitar Method for
children and adults. Play all major and
minor chords instantly. No complicated
fingerings. Bar Chorder, Method Book and
Video $49.95 prepaid (C.O.D. extra). 30 day
money back guarantee. Information on
establishing your own lucrative teaching/
merchandising business included. Seven
ArrowsB, 841 Highway 106, Highlands, NC
28741.

F—
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Success with )
Or{f Schulwerk: Maintaining a Standard

a three day, one credit workshop
presented by

Jeff Kriske

Randy Delelles St

August 6-8, 1992
9:00 a.m. - 2:30 p.m.

Las Vegas, Nevada

Academic credit offered through the Division of Continuing Education
University of Nevada, Las Vegas

& For information, write: Jeff Kriske 4720 S. Pearl Las Vegas, NV 89121 _J
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Rhythmically Moving

Changing Directions
in LP or Cassette Only $10

Music and Instruments For Children

2430 So. University #103
Denver, CO 80210

NOW AVAILABLE

in C.D.s $15. Other formats still available: LP Record $10 - Cassetts $10

Also Available

Video #4 Beginning Folk Dances s2o
Free gift with your order of any Beginning Folk Dances Video

(303) 778-ORFF
(303) 778-6733

PAGE 48

RHYTHMS OF LEARNING: 350 pages of
creative exercises for teachers and students
for the improvement of learning skills based
on latest research in creativity, brain devel-
opment and music, by Don G. Campbell and
Chris Brewer. $27 postage paid from IMHE,
Box 1244, Boulder, CO 80306.

GRADUATE ASSISTANTSHIP in Orff
available for Masters or Doctoral student.
Masters $4000 plus tuition up to 9 hours.
Doctoral $6600 plus paid tuition up to
9 hours. Department of Music, Graduate
Office, Memphis State University, Memphis,
TN 38152.
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1992 National Conference
November 4-8, 1992
Hyatt Regency and Park Inn International Hotels
Minneapolis, Minnesota

Hosted by-the South Central Minnesota Orff Chapter-
AMERICAN ORFF-SCHUILWERK ASSOCIATION

American Orff-Schulwerk Assn.
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Cleveland, OH 44139-8089
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