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Sum- mer sun, Au~ tumn mists, Winter frosts and then it's Spring!

Experiment with entrances to this 10-beat canon.
Listen for change in effect and sonority.
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PARTNERS IN ARTISTRY

A very special conference co-sponsored
by the International Kodaly Society
and the Organization of American Kodaly Educators
at the Hartt School of Music of the University of Hartford

AugusT 8-15, 1993

Some of the conference highlights will include:

SPECIAL EVENTS

Boston Symphony at
Tanglewood

New York City Opera at
Lincoln Center

Cantemus Children’s Choir -
Denes Szabo, Director

Dooren Rao conducting the
Brahms Requiem

John Langstaff and a perfor-
mance of his “Christras
Revels”

Indianapolis Children’s Choir -
Henry Leck, Director

Mary Goetze conducting the
Children’s Choir Institute

New England Clambake

International Folk Dancing
with Sanna Longden and
the folk band “A Different
Village” (Daily)

SPECIAL
SPEAKERS

Patricia Campbell
Katalin Forrai
Howard Gardner
Edwin Gordon
Joan Gregoryk
Ildiko Herbolay
Alan Lomax
Bruno Nettl

Jill Trinka

and others
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PrE-CONFERENCE KODALY SEMINAR

A one week course studying methodology,
solfege and choral rehearsal with Hungarian
master teachers with the Cantermus Children’s
Choir in residence! Participants will also have the
opportunity to rehearse a performance of The
“Christmas Revels” with John Langstaff. Al
levels of Kodaly experience are welcome!
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- Guest Editorial

What is Real Music? Who Defines ‘‘Real?”’

Opening Dialogue on the Implications of Multiculturalism

Introduction: This began as a “Letter to the
Editor” in response to Jack Neill’s article
“What Does Oiff Have to Do With 'Real’
Music?” | feel strongly tuned into the
business of the language we use while we
appear to embrace a multicultural perspec-
tive and felt compelled to respond. Though |
believe Orff Schulwerk teachers are in the
vanguard of this work in music education,
we have a long way to go, and critical
dialogue is part of the process. Three of the
basic points | believe we need to consider:

1. Who defines “real?”

2. We need to be more aware of our
assumptions via language.

3. Integration and isolation of neglected
cultural materials/aesthetics need to pro-
ceed side by side.

This issue is so pervasive in education now
that | feel it is important to follow our own
“isolation” technique and devote a column
regularly to a dialogue on the implications of
multiculturalism. Contributions are wel-
come.

“real,”” less “authentically American.” We all
know the negative consequences of this
experience, reaffirmed each day in the news-
paper.

On the positive side, we have the oppor-
tunity to reshape our perception of reality in
more inclusive ways. Virtually every field of
study in recent years is being looked at anew
from different perspectives and the result is
startling. We discover that the world that has
made up our reality, the world of history, art,
politics, religion, even science, has come to
us through the eyes of human beings who
present them through the lens of a particular
cultural bias. This is understandable, as none
of us can be totally objective. For example, in
presenting history, one’s subjective bias
comes through simply in making choices
about what to report and what to leave out.
What is dangerous is the illusion of objec-
tivity, which convinces us that the informa-
tion we receive is true and factual. Those who
do the research, the “experts,” literally have
the power to define our reality and convince
us to accept it as our own,

“Power is the ability to define a people’s reality and have
them accept that definition as their own.”

This statement by Dr. Anita Frantz, chair-
person of International and Multicultural
Education at University of San Francisco,
came from a recent workshop she led in
promoting diversity. For me, it struck to the
heart of the multicultural issue. Clearly, we
have many cultures physically represented in
the United States, but psychologically, some-
thing is lacking. Somehow, our cultural
reality is out of sync with our actual popula-
tion.

“Reality” in the dictionary is defined as
“the state of being real.” “Real” is further
defined as actual, genuine, authentic. In the
multitude of cultures that have contributed to
the American experience, only a narrow slice
of selected cultures have historically been
viewed as genuine and authentic, creating an
out-group of “others” who are somehow less
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Most of us who have had the power to
define our American reality have been white,
male, Christian, European descendants.
Thus, much of the American reality, from the
beginning of our country’s history, has failet!
to include fully the voices of Native Ameri-
cans, African-Americans, Asian-Americans,
Hispanic-Americans, women, children and
others. When these voices begin to be heard,
history (and thus our present and our future) is
literally rewritten. Women archaeologists are
making revealing discoveries overlooked by
their male counterparts excavating with
different assumptions. Papua, New Guinean
anthropologists studying American customs
redefine the term “underdeveloped nation”
(we are one, socially and spiritually, from
their point of view). College music composi-
tion classes that include ideas and techniques

of Balinese, Indian and West African music,
are turning out a new generation of com-
posers. Medical students incorporating acu-
puncture in their studies in their studies begin
to question Western medicine’s notion of
health and healing. Business is looking to
Japan for different models of corporate stru-
cture. In every field of study, diverse cultural
perspectives offer expanded definitions of
reality.

The use of language is a powerful tool in
defining our sense of reality. An awareness of
how our words perpetuate ethnocentric
perspectives is a vital first step in our long
walk down the path of embracing diversity.
James Hillman writes: “Confucius supposed-
ly said that the rectification of society starts
with the rectification of its language. This
suggests that the careful use of words comes
before new laws, new programs and new
leaders.” Our challenge is to re-examine the
very way in which we speak about things.
The casual acceptance of language that
misleads, excludes, misinforms, reveals how
much our perception comes from a
European-based perspective. Some examples
that came up in the recent workshop:

Minority: In areas in which the population of
a particular ethnic group exceeds all others,
that group may still be referred to as a
minority population.

Ethnic: We have “Musicology,” the study of
“Music History” (i.e., European art musi¢
history) and “Ethnomusicology,” the study of
“ethnic” (i.e.,, non-Western European) peo-
ple’s music. Likewise, “multicultural” music
workshops rarely imply English, Appalachi-
an, Scottish, Welsh and German material.
The implication, American culture is West-
ern European and the hundreds of other
cultures are “ethnic’—read "“other.”

The discovery of America: Though Colum-
bus couldn’t “discover” a land where people
had lived for centuries any more than the
Native Americans he brought back to Europe
“discovered” Europe, we are only now just
beginning to stop talking about his voyage in
this way.
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Serious: For years, this term was reserved for
practitioners of European-derived composi-
tion. When Dizzy Gillespie was asked wheth-
er jazz was “serious” music, he replied,
“People have died for this music. You can't
get more serious than that.”

Middle East. Middle of what? East of what?

Language carries power. It can affirm and
include, or hurt and exclude. Our uncon-
scious use of terms that reinforce an ethno-
centric definition of reality goes further in
extending the problem than any units on
cultural appreciation can solve. One such
example was in Jack Neill’s article in The
Orff Echo (Winter 1993) titled “What Does
Orff Have to Do With ‘Real’ Music?”” and his
subsequent response—you can incorporate
European classical music in your program.
Jack responded to his administrator as most of
us would, politely tolerant that Orff wasn't
considered “real,” but understanding what
his administrator meant—"real” means the
European art music tradition. Had he ans-
wered with, “Oh, | teach jazz to my kids,”
the administrator might have stopped and
made a rapid left turn off the narrow road of
cultural assumption.

This is not to criticize Jack, but to point out
far we have accepted words that exclude.
Jack does teach jazz to his kids and | know he
has a great deal of respect for that music, but
we are so deeply conditioned that we all
continue to use terminology that has far-
reaching implications. Perhaps one way to
shock us out of our complacency is to
juxtapose things in our new consciousness
that are unexpected in light of the old. What if
the students were invited to “relate to some
of the masterworks of these composers in a
unique and personal way” and the three
examples in the succeeding article were
Aaron Copland, Thelonius Monk and Inuit
throat-singing music? Perhaps the student’s
awareness of what constitutes “real” music
might have been expanded and three vital
groups in our nation’s history would have
been honored impilicitly without a lot of fuss
and bother about cultural study units.

To straighten a bent stick, one must first
bend it the other way,” said philosopher
Montaigne, and this is what teachers are
experiencing in Women'’s History Month,
African-American History Month, Native
American study units, and so on—the worthy
attempt to publicly include and acknowledge
that which has been publicly excluded. (I say
publicly because as we relearn history, we
discover what an immense contribution
these groups have made all along.) Yet at the
same time, the deeper goal is to completely
integrate the curriculum so that children are
surrounded by inspiring models from all our
American cultures.
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in this scenario, Harriet Tubman is in-
cluded in a list of famous Americans, not just
famous African-Americans or American
women. Surveys of American poetry includes
blues lyrics and the Navaho night chant. A
study of great art puts Michaelangelo and
pre-Columbian pottery side by side. Math
classes use an abacus and P. E. classes
include yoga and Tai Chi. A project with
young children about kings and queens
shows them from Mali, India, China, France
and Aztec culture without a second thought
about it. Language classes learn to see the
world through two or more languages. The
Cinderella story is seen in its French, Viet-
namese and Algonquin version. Columbus’
story is seen from his point of view and from
the point of view of the Native Americans he
encountered. Tanko Bushi is as familiar as the
Virginia Reel, the 12-bar blues, Latin clave
patterns, and IHV-V canons are the bread and
butter (or rice and soy sauce of music classes.
These experiences can literally create the
student’s perception of what is real music,
dance, art and literature. Without this situ-
ation from a young age, narrow definitions of
real culture harden and cultural appreciation
study becomes a too-late, patchwork solu-
tion.

This is not to say that it is wrong to isolate
specific traditions for study. On the contrary,
it is absolutely necessary to determine the
boundaries of each aesthetic. But there is a
sensibility as to timing. “This piece comes
from Bulgaria” means nothing more to the
young child than “it comes from Brooklyn”
or “the moon.” The pure musical response is
more important in the introductory stage than
the cultural information which labels it too
soon as an “other.” The young children in my
school simply experience Chinese lion,
English sword and American square dances,
Fats Waller tunes and Bach minuets, “Who
Stole the Cookies from the Cookie jar?” and
Samba contests, Spanish, Hindi or Japanese
songs as part of their school culture and
nothing special.-Later (upper elementary and
middle school), we go deeper into the study
of the cultures that created these musics so
the students know who to thank.

I'm suggesting that at the same time we
isolate specific cultural experiences, we
recognize the common impulse toward artis-
tic (and other) expression that all cultures
share by including a multitude of perspec-
tives. This can be achieved in schools
through a daily curriculum that allows the
students to feel specific cultural experiences
as their own human heritage. Opening uptoa
pluralistic reality is more than an essential
social duty. It is a liberating voyage into our
own humanity. And it begins with new
answers to an old question: What is “real”
music? J

Composition Contest Update

As part of this year's 25th Anniversary
Celebration of the founding of AOSA, and in
the spirit of Carl Orff's contribution as
composer and educator, a national music
composition contest was opened last fall. The
goal is to award prizes and perhaps perform
the winning work in Indianapolis in Novem-
ber.

Thirty composer’s organizations and pub-
lications were notified by the ad hoc commit-
tee consisting of Elizabeth Nichols and Carol
Huffman, co<chairs, Vice President Carol
Erion and Jeffrey Hoover, Professor of Com-
position at Western Nebraska College, advi-
sor. In concurrence with the decision of the
committee, the entrants, who were not to be
members of AOSA, received informational
packets about the Orff Schulwerk and guide-
lines for submitting compositions.

Upon receipt of scores, composer’s names
were registered and filed by number to
maintain anonymity at AOSA headquarters.
Compositions were then sent to committee
members to be evaluated for conformance to
contest guidelines before going to the judges.
The leading judge is Philip Rhodes of Carlton
College, Northfield, Minnesota, assisted by
AOSA Past President Judy Bond. Commis-
sioned composer for the 1985 Kansas City
Conference, Rhodes’ work for chorus and
Orff instruments, Dancing Songs is published
by Schott.

Elizabeth Nichols

AOSA Election Results

Cindi Wobig, Executive Secretary,
announces the following results of

the January National Board of Trus-
tees election:

Vice President: Carolee Stewart

Regional Representatives
Region I: Jan Hall

Region II: Joan Middlebrook
Region MlI; Sheran Fiedler
Region IV: Jack Neill

Region V: Susan Ayres Davis
Region VI: Claire Levine

Congratulations and welcome to
the new members of the Board.
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“An Ounce of Prevention . . .

.. . A Pound of Cure”

Professor Richard Spalding
School of Music
University of Louisville
Louisville, Kentucky

Dear Professor Spalding,

Brady Miller* has talked with you about
my desire to learn to sing..During fifth grade
in school | was pulled out of a school try-out
line, and recently, | was non-maliciously
hooted down—just for trying to be like
everyone else. | am tired of being ashamed
to sing along at concerts. | may be a tough
study—in addition to not having any work-
ing concept of the tonal differences within
an octave, | am apparently incapable of
hearing the beat to dance music. But—I
enjoy singing and appreciate the rewards of
good music.

Anything you can suggest would be appre-
ciated. | am willing and most sincere about
committing time and would be able to pay
for lessons.

Sincerely,

Dick Dennis

Until now, most of the self-declareq “non-
singing” adults | had encountered were
reluctant participants in required
courses for classroom teachers. | reflected:
another ‘poor soul,” another forty-something-
year-old member of the ‘walking wounded’
to whom a teacher had intoned with perni-
cious regularity, ‘Don’t sing, you'll spoil the
music!’ Well, I thought, here is a chance to
have a private student, a “client” for an
activity | had performed for more than forty
years with frightened children, and with
those inhibited adults obligated to take a
course that most would have gladly skipped.

A very anxious Mr. Dennis arrived at my
studio at 4:30 p.m. at the end of his work day.
My work was about to begin. I hastened to

*[Brady Miller, music graduate turned lawyer,
plays gigs evenings and weekends and works full
time as an attorney colleague of Richard A.
Dennis, Senior Counsel for the United States
Government in the State of Kentucky.]
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put him at ease, saying that | admired his
courage and determination, that | had known
scores of “uncertain singers” and that few
would willingly expose their music insecuri-
ties to the light of day, especially to a
professional musician. [ confided also that |
had never failed to help a studentclient who
was sincere and trusting. He gave me a
quizzical look and an expression common to
the afflicted that seemed to say, “Well,
you've never met anyone like mel” (Some
students have even wished me an irony-
tinged “good luck.”)

| believe the principal cause of “music
disabilities” is the physical-psychological
damage inflicted during the formative, im-
pressionable years when the child is trusting
and extremely vulnerable; the advantages of
listening and imitating are denied at a time
when the child has no choices; ostracizing a
child results in cessation of development. If
there is trauma due to disappointment,
frustration or shame, the human system sets
up defenses, learning blockage occurs and
the subject actually “appears” not to know if
a tune goes “up or down”—a construct
incomprehensible to many, anyway—and

frequently, as Dick noted, not to be able to’

hear "‘the beat to dance music.”

Most working musicians speak of feeling
the beat as opposed to hearing the beat. Even
though the beat is obviously audible, most
listeners actually feel a bodlly response. Dick
had stopped listening, feeling or hearing as a
participant at a time when professional

support and help, the school music teacher,
was available. Even so, he continued to
desire, to crave, participation in family and
social music situations—always without suc-
cess, frequently with resultant shame and
debilitating fear.

Experience shows that the rehabilitation
program must begin quickly and simply.
Delay prolongs the_client’s anguish and
diminishes the desired “success ambiance.”
By the same token, the therapist is aware that,
in order to begin the experience, the client
must be permitted to, and usually will, fail the
first pitch-matching attempts. This enables
the therapist to discover the variance be-
tween the actual pitch given and the pitch
perceived or “guessed” at and intoned by the
client.

Naturally, the emotional state of the client
is a factor to be considered, and reactions will
vary. Though it may be appropriate from the
outset to inform the client each time the pitch
is missed, it is best to be guarded and to avoid
statements such as “that's wrong.” In the.
same vein, if a positive response is appropri-
ate, the therapist should try to maintain the
appearance of detachment, keeping the at-
mosphere clinical, non-emotional and non-
judgmental.

The therapist, upon hearing the placement
of the voice—the wrong pitch is frequently
placed in a chesty, speaking tone—will give
the next pitch as close as possible to the
“natural” tone of the client. At this point the
client, often unable to perceive that the
therapist has matched the just-sung tone, still
may sense that the pitch has changed and
quickly sing a different pitch, higher or lower.
It would appear that the given pitch has been
heard, but that the singer’s own voice has not
been monitored or listened to. The client,
merely sensing the change, may think “then
Id better change something too.” This is but
another necessary step in our work. We wish
to complete this first stage rapidly because
most “hard-core” cases continue indefinitely
missing the pitches.

Keeping in mind the above experiences,
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the therapist next returns to the first pitch
given. The client, upon singing again the
“error” pitch, is asked to continue singing it
for a long duration—then to stop the “error”
pitch, and to wait; then to begin the “error”
pitch again—stop, start, stop, start. (The
therapist does not use the term “error”
—an appropriate term might be simply
“your pitch.”}

It is well to note that the pitch formerly
named “error” pitch has become the actual
sought-for pitch. Almost invariably, the singer
is now listening to his own voice, perhaps for
the first time. The therapist may want to
reinforce this experience by joining in the
repetition of the pitch, either humming along
or playing the piano—softly, subtly, to avoid
any element of surprise or shock.

At this time, a client often gives feedback
that some kind of hearing-imitating is hap-
pening, and may notice that both participants
are doing the same thing! The confirmation of
this new phenomenon might be a special
look, a smile, a heightened degree of concen-
tration. The therapist should be alert and
sensitive to this important reaction.

The actual rehabilitation process begins by
moving that repeated single pitch, vocally
and with the piano, by sliding up at least one
half step—return sliding downward to the
original pitch. Again, move the pitch, now
downwards, sliding the one half step and
then up again. Some are helped next by
adding a simple up and down hand gesture as
accompaniment to the vocal sliding up and
down, keeping the hand close to the body.
Some respond well when their fingers are
placed on the matching piano keys to ac-
company the vocalizing. The gestures rein-
force the sensations of vocal changes.

Continuing the work-play, find again the
client’s selected pitch. Slide up several half-
steps with the stops and starts. Play with the
same device higher and lower, wherever the
half-step sliding leads. To aid concentration,
it is best to wait briefly between the stopping
and re-starting of the tones. it has been noted
that pitches are frequently missed when the
client hastens to vocalize before interiorizing
the sound.

Caution along the way: due to fatigue,
perhaps boredom or a return to the original
doubts and fears, the pitch matching may be
replaced by a regression to the original
mismatching. This is commonplace, and
results from tensions that were at the root of
the problem in the first place. The trauma of
years of failure cannot be obliterated in one
or two half-hour sessions. The new, positive
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experiences must be continuous over a
period of time, bringing pleasure and in-
creasing confidence to the subject.

In the presence of regression, the therapist
will change tactics or discreetly bring the
session to a close, perhaps with a verbal
recapitulation of the successful steps taken.
Remind the client of the hits—forget about
the misses.

At this time, the singing of songs can bring
enjoyment, self assurance and a sense of
accomplishment. At the start of each new
session, recap briefly the preliminary exer-
cises before introducing uncomplicated dia-
tonic melodies of limited range. One can get
alot of “mileage” out of old favorites like Hot
Cross Buns, four bars of Frere Jacques or
Jingle Bells. Guiding the client in singing and
paying these easy tunes in many transposed
keys is one of the most important of our “ear
cleaning” processes If employed with sensi-

tive pacing at the crucial moment, it rarely’

fails to appeal to the client’s intellect; while
awakening in the novice singer a sense of
discovery and joy.

The following are quotes taken from the
cassette tapes Dick Dennis made throughout
the series of music lessons. He listened to
them frequently, as he drove his car around
town or while at home, singing and repeating
the exercises:

e pitch F below middle C (Dick sang G)

e pitch Bb below the F (Dick sang approxi-
mate Bb)

e continued “hits and misses” (Dick seemed
to be “shopping” with no indication that he
“heard” if he was right or wrong.)

T: Itis all right that you are missing some and
getting others. Please understand that during
these lessons you are putting yourself into the
very situation that caused so much stress and
intimidation.

T: 1 am going to give you a taste of success and
we will build on that good feeling.

T: This time, before humming my pitches,
wait a very fong time in silence—very long—
thinking and “feeling” the pitch before trying
to match it.

(pitch low Bb again: Dick sang a perfect Bb.)

T: Listen to the Bb major scale. (Therapist
sings and plays scale with do, re, mi, fa, so, la
ti, do, syllables.)

T: Here's a song that uses three of those scale
notes—mi, re, do. (Sings and plays piano with
one finger, Hot Cross Buns.)

D: I'm still a little nervous, but l'll try to play

and sing it. (Plays and sings with fairly close
matching of pitches, but rhythmically flawed.

It is apparent that training to feel a steady beat
might be a greater challenge than pitch
matching.)

T: We are trying to get the ear, the vocal cords
and the fingers to work simultaneously.

To break the suspense and the atmosphere
of fear, the client was asked to stand up and
sing as the therapist played. Correct! Next,
the client was asked to sing the song unac-
companied. Flawless!

T: (Mindful of the client’s previous lack of
success in traditional music lessons, we
decided to appeal to the intellect.) That do,
re, mi, scale has eight notes and can also be
sung by numbers—Bb scale; 1,2,3,4,5,6,7,8.
Hot Cross Buns uses the three numbers:
32,1 3,21, 1111, 2222, 3,2, 1—with one
finger, play it on the piano and sing the
numbers—that was correctl—now, hum the
tune without playing the piano.

T: (Introducing transposition to challenge the
client’s relative pitch recognition:) We will
use the keyboard to explore playing this song
in different keys—the song is always recog-
nizable but it will be found on different sets of
piano keys. (Using the keyboard seems to
reduce self-consciousness and inhibition.)
The therapist explores the keys of C, Fand G
with the client singing and playing. Turning to
a song textbook, the therapist finds Hot Cross
Buns and explains that the author has set that
song in yet another key, D, and that, as the
tune is moved about, it becomes necessary to
shift the position of the notes on the printed
page.

(Author’s note: Clients with previous unsuc-
cessful music instruction frequently respond
to music lessons in the active elemental
modes with astonishment that finally, they
understand. Dick’s reaction to the transposi-
tion process was no exception.)

The client continued to play and sing with
erratic rhythmic responses, without feeling
for the rests or sense of the irregularity of the
eighth notes. Frere Jacques was introduced,
and though the client sang it rather well, he
readily admitted that he could not tell if he
had sung it “right” or “wrong.”

(Note: As is often the case, “monotonism” is
accompanied by rhythmic inaccuracy and
absence of “feel” for the beat.)

During most of the early sessions, singing
was interspersed with rhythm play, patschen,
seated and standing, echo play on non-
pitched percussion, movement out in space
to drum beats, piano accompaniment, to
recorded marches and waltzes. Dick’s exces-
sive body stress and tension caused concern,
for him and for me. Success appeared to be
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spasmotic and brief, followed by frustrating

blockages of hearing, feeling and response.

To change the pace, imitation and improvisa-
tion play on the bass xylophone proved a
delightful and encouraging respite.

The pitch matching was going well, but
without the beat, the client was far from
“cured.” After a particularly discouraging
session of failing to walk to the recording of a
Sousa march, we ended the session and
proceeded to our cars on the university
parking lot. Through my rear view mirror |
saw Dick, in his classic dark business suit,
striding purposefully toward his car, parked
about 200 feet across the lot. What a picture!
Leather briefcase in the left hand, the right
arm swinging smartly back and forth, Dick
was actually marching forcefully forward—in
perfect cadence! My immediate reaction,
seated in my own car, out of sight and
hearing, was to sing and clap the Sousa march
to accompany Dick in his silent, precise
marching.

At the next session, the | revealed the
observed “secret:”
T: Dick, you walked with a perfect, steady
beat—the beat you chose to follow across the
lot; it was unvarying. If you can do that
without music, you can do it with music.
Now, here in this room (a much larger,
uncramped space had been chosen), imagine
yourself in the parking lot, walk to your car,
carry your briefcase, feel the same urgency
and and sense of direction. Now go!

Dick'’s stride was steady as he recreated his
special parking-lot pace. Softly, | began
clapping and humming the Sousa march.
Smiles afl around.

T: Are you ready for the recording of the
military band?
D: Let's try it!
Breakthrough! Great bursts of hearty laughter!

Later, in a revealing interview, the client
recalled some of the damaging incidents that
had made him aware of his “disability.” In
sixth grade, a teacher had laughed at him
when he volunteered to sing his favorite song,
“Dream.” In junior high school, he chose to
learn to play the saxophone in the band.
Noting that the teacher spent most of the time
with the “good students,” he became dis-
couraged and quit. As an adult, the negative
experiences continued in subtle and often
painfully “humorous” and humiliating situa-
tions in church and at the office. Even at rock

concerts, his attempts to sing and clap along"

with other spectators were often derided and
interrupted.

T: Why did you write in your letter that you
might be a “tough study?”

D: I wanted to put you on guard. I can hardly
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express how outraged I've felt ali my life
about this matter. At my age (45), | thought,
that's it, there’s nothing left, no hope. I've
been very nervous because | wanted so badly
to do well for you. | didn't realize there was a
cognitive aspect to making music; | assumed
it was purely intuitive. When | failed as a
child, no one was there to help me. | thought
there was something wrong with me.

T: What prompted you to seek help as an
adult when all your early experiences had
been so negative?

D: 1 recently took a course geared toward
business professionals. The advice was, if
one wished to experience personal growth
and confidence, to undertake some type of
improvement program in areas where one felt
the most fearful and inhibited. Given my past,
music just had to be my area. In the office, |
confided this to my colleague who suggested |
get in touch with you.

To all teachers of all children everywhere:
Dick Dennis’ history has been and is being
duplicated daily in thousands of classrooms.
Why do so many of us continue to leave so
many of our children behind? Classroom
teachers and music specialists must assume
the responsibility of preparing themselves to
meet appropriately the special needs of
children like Dick. The social and technical
skills are now available to maintain our
children in physical and psychological health
during their early school years. May we never
again hear a teacher say to a child, “Stop!
You’ll spoil the music!”

Successive articles in The Orff Echo will be
written by teachers who have extensive
experience and expertise in assisting the
insecure child singer. The focus will be on
lessons and activities designed to bring body
relaxation, tonal awareness, vocal reproduc-
tion abilities and general musicianship to
children during their formative and most
impressionable years.

Author’s note: Dick Dennis now has a
repertory of more than 25 songs such as
hymns, rollicking sea shanties, lullabies (he
has two children), vintage Beatles hits and
just plain old favorites. After a hiatus of about
four months, | called recently to get his
approval to use his name for this article. |
asked if he would like to resume our music
play sessions. Without hesitation he said, “I
can’t wait to get started. | keep hoping
somebody will ask me to sing for them.”

Richard Spalding retired as Professor of Music
Education and Piano at the University of
Louisville in 7992 after a teaching career of

43 years. His post-graduate studies were

laken in Paris and Fontainebleu, Salzburg’s

Orff Institute and the Dalcroze Institute in
Geneva. Spalding has prepared choral
masterworks for the Louisville Orchestra,
Louisville Ballet and the Kentucky Opera. He
has served on the National Board of Trustees
of AOSA and is a member of the Editorial
Board of The Orff Echo.

Dalcroze Society of America
Lists Summer Courses

Summer courses in Dalcroze training,
leading to the awarding of a Certificate or a
License will be offered at several schools, as
announced by Julia Schnebly-Black of the
Dalcroze Society of America.

Certificate and License

Carnegie-Mellon University
Forbes Avenue

Pittsburgh, PA 15213

Att'n: Dr. Marta Sanchez
(412) 5218052

June 28 - July 16, 1993

Dalcroze School of New York
161 East 73rd Street

New York, NY 10021

Att'n: Dr. Hilda Schuster
(212) 8790316

July 5 - August 14

Longy School of Music
1 Follen Street
Cambridge, MA 02138
Att'n: Lisa Parker

(617) 878-0956

June 28 - July 16

Columbia University, Teachers’ College
Dr. Robert Abramson

250 West 94th St.

New York, NY 10025

(212) 866-8018

July 18 - August 6

Certificate

University of Washington
Dr. julia Schnebly-Black
3871 45th Ave. NE
Seattle, WA 98105

(206) 527-7034

June 28 - july 16

National Conference

Columbia University, Teachers’ College
Dr. Robert Abramson

250 West 94th Street

New York, NY 10025

(212) 8668018

July 18 - 23, 1993.
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History-Project -

AOSA: Taking Root

The first presentation of Schulwerk in the
United States was at the 1956 MENC Con-
ference in St. Louis. Arnold Walter, Director
of the Music Faculty at the University of
Toronto (which included the Royal Conser-
vatory of Music), and Egon Kraus, a German
music educator and member of the then new
International Society for Music Education
(ISME) shared the presentation. The session
was held in Kiel Auditorium, a large con-
ference space, and it was well attended.
Eyewitness reports state that the new ap-
proach was received with enthusiasm and
excitement.

Walter was a visionary and he shared Orff’s
desire to reform music education. As a
multi-lingual European writer/scholar, his
perspective had depth and his scope was
international. However, his interest was not
limited to advocacy for the Schulwerk. He
hoped that through sharing and learning from
each other’s practice and research, the
world’s music educators would have the
necessary guidance to improve the way
music had been traditionally taught. He
believed that the work of Jaques-Dalcroze
and Orff's Schulwerk had much potential to
improve music education. Walter was at the
center of UNESCO’s formation of the Inter-
national Music Council, out of which came
the chartering of ISME in 1953. Walter, as
its first president, was influential in intro-
ducing the Schulwerk at the chartering of
ISME in Brussels in 1953 and at its first
general assembly in 1955. it was on the same
basis, i.e., that MENC.was also introducing
the newly chartered ISME to its members in
1956, that the first Schulwerk session appears
in the St. Louis conference program as an
ISME session, not as an elementary music
session.

After his initial conversations with Orff
about adapting the Schulwerk to North
American roots, Walter set about his plan to
send Canadian Doreen Hall to Europe for
training and to publicize the new approach to
the American music community: MENC was
the logical organization through which to
work, and as early as 1952 Walter became a
member and served on the editorial board.
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In the planning stages for the St. Louis
session, Hall was invited to demonstrate with
her first class of children from the Royal
Conservatory. She declined on the basis that
it was just too soon. Therefore, it was decided
that Walter and Kraus would share the
responsibilities. Walter spoke outlining the
introduction he wrote on the first volume of
the new Canadian Hall-Walter edition of
Music for Children, he showed the Music for
Children movie produced by Orff and Keet-
man in Europe, and a group of children from
the St. Louis area was brought in for demon-
stration purposes under the direction of Egon
Kraus. The Sonor Drum Company exhibited
and provided the barred instruments for the

session and Schott supplied copies of the -

newly published Hall/Walter volume. Even
though the conference session was con-
ducted under less than ideal circumstances
due to the language barrier between Kraus
and the American children and due to the
short preparation time, the transplantation of
the Schulwerk to North America began to
take root.

Mary Hoffman, later president of MENC,
attended the introductory session in St. Louis
and referred to the fact that pedagogy was not
really discussed. She commented that many
people probably left the session thinking that
the Schulwerk was the instruments.

Another session participant in St. Louis was
John Keith, Music Supervisor of the Pomona
Unified School District, Pomona, California.
He stated that he was so excited by the
potential of the Schulwerk for Americafi
music education that he purchased the
Canadian volume at the Sonor booth and
stayed up most of the night going through it!
On his return to California, Keith put a K-6
experimental program into one of the more
progressive schools in his district and ar-
ranged to have similar instruments made by a
respected marimba maker. He formed a
demonstration group with students from the
experimental program.

In his adaptation of the Schulwerk, Keith
stated that he quickened the pace from the
European approach, but always stressed
singing and improvisation. The news of the

. Pomona program must have spread rapidly,

because Keith and his students were invited
to perform a demonstration session as early
as the 1957 MENC Western Division con-
ference in Pasadena. Keith remained very
active advocating for the potential of the
Schulwerk through is demonstrations and
through courses in comparative music educa-
tion approaches offered through the Clare-
mont Graduate College.

Herbert Zipper, a European conductor,
knew Carl Orff before the war. After the war,
in the early 1950s, and on Grace Nash’s
recommendation to her employer at the
Music Center of the North Shore in Win-
netka, lllinois, Zipper was engaged as direc-
tor. From 1957 to 1962, he was also presi-
dent of the National Guild of Community
Schools whose annual conference was held
in February, 1960, in Toronto. Zipper ar-
ranged for a demonstration by Doreen Hall
and her students from the Royal Conservatory
to be included on the program. Hall was
invited to present an introductory workshop
at the Music Center during the summer of
1961; Ruth Hamm, Lillian Yaross and Jaco-
beth Postl all attended the 1961 workshop in
Winnetka.

Arnold Burkart, a music supervisor in
Madera, California County Schools attended
the 1963 MENC Western Division meeting in
Bakersfield, where he took a session con-
ducted by John Keith and Roy Freeburg,
entitled Comparative Music Education. Bur-
kart’s resulting enthusiasm about the Schul-
werk cause him to register for the 1963
summer course at the University of Toronto.
Subsequently, he wrote a Title 11l ESEA grant
for the Madera County Schools, through
which he attempted to build a district-wide
music curriculum based on the Schulwerk
principles. The project was funded from
1965 to 1968. It was 1967 when Burkart took
the position of professor of music education
at Ball State in Muncie, Indiana.

Candace Ramsey Crawford, one of AOSA’s
charter members, was teaching at the labora-
tory school on Ball State’s campus. She
attended the two-week workshop in Toronto
held during the summer of 1962 and by the
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summer of 1963, had engaged Orff Institute
staff to present a workshop on the campus of
Ball State. According to Burkart, by 1967 Ball
State was known as a leading program in Orff
Schulwerk in the United States.

Martha Maybury Wampler was also intro-
duced to the Schulwerk through Keith's
course at the Claremont Graduate School in
early 1962. Wampler, an instrumental music
educator in the Bellflower, California
Schools, was subsequently awarded a Ful-
bright to study the Schulwerk in Europe.
While Wampler was overseas during the
196465 school year, the Title HI ESEA
monies were made available for educational
projects and Wampler’s superintendent sug-
gested that her European study be expanded
into a project for the district on her return.

The first Bellflower Symposium held in
1967 was designed to be a culmination for
the original project. Through various con-
tacts, many of the music educators in the
emerging Schulwerk community around the
United States were invited to Bellflower. it
was during that symposium at Bellflower that
the movement to associate as a Schulwerk
organization sprouted. It sprouted with two
“shoots.”

Wampler’s shoot took an allied arts ap-
proach to define the Schulwerk in American
music education. She stated that in conversa-

U. s.,_4' Patent Pending
RizaDek™

Portable Instrument
Stands

For all brands of Orff instruments.

« Soprano or alto xylophones and
contra bass bars to 27" long $23.95
« Soprano or alto xylophones and
metallophones to 34" long  $25.95
+ Bass xyloph. and metallophones or
sub-contra bass bars $27.95
« Stand for 2 glockenspiels $32.95
Shipping & handling $4.50 per stand

Order from Maddox & Company
P.O. Box 4000-301
Olathe, KS 66051

FAX (913) 764-4891
(800) 942-3290

tions with Carl Orff, he advised her to include
drama, literature and dance. The Bellflower
project was extended in the early 1970s and
Wampler's came into fruition in the allied arts
series, Self-Expression and Conduct: The
Humanities, published by Harcourt, Brace,
Jovanovich.

it was the midwestern shoot that proved to
be the stalk on which AOSA bloomed.
Burkart said there was a need felt among
music educators to form a professional
association, and out of respect for Wampler’s
work in California, he contacted only mid-
western music educators to meet and discuss
further the possibilities of forming a regional
group. It was all the more amazing when over
300 people attended and became members
of the new Orff Schulwerk Association.

Future articles in The Orff Echo will focus
on the early years at Ball State.

Pat Hughes is Chairperson of the AOSA
History Project which traces twenty-five
years of growth of this organization. She is
Assistant Professor of Music Education and a
Research Fellow at the lowa Regents’ Center
for Early Developmental Education at the
University of Northern lowa. Pat is Past
President of the First lowa Chapter and
Charter President of the Ozark Mountain
Chapter.

Steven Calantropio Honored

The Sociefy of Alumni and Friends of the
Obhio University School of Music will present
its 1993 Achievement in Music Award to
Steven Calantropio of Vernon, N.J., on May
15, 1993. '

As one of Orff Schulwerk’s outstanding
teachers, Steve has given workshops, pre-
sented at conferences and been on the staff of
many training programs here and abroad. He
studied at the Orff Institute in Salzburg and
recently returned there to teach. He is known
for his innovative approach to using Orff
Schulwerk in the middle grades.

Steve graduated from Ohio University with
a degree in performance on trumpet and
“took a teaching job to pay the bills” at the
River Edge Public Schools in River Edge, New
Jersey. He continues to teach music and
movement there almost 20 years later. He has
received other awards: Master Teacher of
Music award from the New Jersey Music
Educators Association and the Governor’s
Teacher Recognition Award.

In his commentary on receiving the award,
Steve says, “| feel that it is significant that
Ohio University . . . would honor an educa-
tor when so many fine performers and
composers have come out of the School of
Music. And considering that any noteworthy
achievement | have ever accomplished has
been in Orff Schulwerk, it seems to me to be
significant to the Orff movement in general.”
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Since my first experience as a presenter at
an Orff conference (San Diego, 1991), | have
been impressed by the willingness of Orff
teachers to experience and to learn about
traditions from many parts of our world, and
to share their knowledge and enthusiasm
with students in the classroom. Often dance
is included as part of these traditions. Since
teaching the dances of Iran, my own country,
has been a major concern of my life, [ would
like to share with you some of my thoughts on
“ethnic dance” and its place in the class-
room.

What is “ethnic dance?” Simply stated, it is
dance that you yourself have lived; you know
it not from a book or recording, or even from
another teacher, but have learned it as part of
your life experience. The movement itself is
often derived from life experience, such as
imitation of the movements involved in
certain kinds of work, movement of animals,
or of particular people in the culture. These
characteristics may be evident only to mem-
bers of that culture, or the origins may be lost
even to them.

Second, “ethnic dance” is woven together
with other characteristics of its culture—
music, food, costumes, ritual or religious
practices—and is not complete unless it is
done as part of the cultural whole. It is dance
that is part of what weaves these people
together as a community. Finally, it is not
dance performed by a few people for others
to watch; instead, it involves everyone, even
if they participate by clapping hands, shout-
ing encouragement to friends, engaging in
conversation with other onlookers, or pre-
paring and serving food and drink.

When these dances are taken out of the
cultural setting in which they originated and
are performed for audiences, | would call
them “folk dances.” | would also use that
term when such dances are taught to groups
of people outside of the context in which they
originated. The dances | would teach in a
Persian dance session are folk dances in that
situation, even though they originated as
“ethnic” dances. The whole idea of teaching
dances is not part of the “ethnic” situation in
which the participants learn in a much more
wholistic manner—by watching, by sensing
the common motion of the group, by hearing
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and feeling the rhythm of the music. Analysis
and explanation of the steps would move the
focus away from where it really belongs—on
the community experience, rather than the
dance itself.

The most important part of “ethnic” dance
is the connection of people to each other and
their enjoyment in being together. The mas-
tery of particular step patterns is of lesser
importance. Most of these dances have a
fairly simple basic pattern and many people
are content to continue this simplicity
throughout the dance. Others are challenged
by the elements of surprise that come when
the leader does something different—they
want to figure this out and incorporate it into
their own movements. But the connection
remains primary.

Is it possible for someone who is not a
member of an ethnic group to gain enough
knowledge of, and sensitivity to the dance of
a particular cufture and call it “ethnic?” Yes,
of course, but it requires extended periods of
living with the people and learning to under-
stand many aspects of their life, not just the
dance. It is necessary to form a sincere bond
with the people, to establish and enjoy the
pleasure and honor of their friendship. Only
through such experience is it possible to learn
the etiquette and conventions of a particular
dance tradition.

For instance, it may be considered rude to
join in a dancing line ahead of the leader. It
may also be considered rude to break into the

- Ethnic Dance in the Classroom

line next to the leader, or even to break into
the line at all. Instead, latecomers or learners
might go to the end of the line and dance
there without touching until invited to do so.
The point is that the incoming dancer should
not break up the patterns of unity that have
been established, not that the footwork may
be performed incorrectly.

Even when learned as “folk” rather than
“ethnic” dances, an exclusive focus on
footwork distorts the experience. Observing
only the mechanics of a dance—so many
steps in or out, arms up or down and so
on—can be called “movement,” but
“dance” only in a rudimentary sense and
definitely not “folk” dance. It may have a role
in learning basic movement and developing a
movement vocabulary; however, dance fo-
cusing on footwork becomes, far too easily, a
dance of individuals. They may share the
space, but each is concentrating only on his
or her own movements.

For me, the primary purpose in teaching
folk dances is to develop a feeling of to-
getherness that incorporates as much as
possible the personality of the particular
dance and of the culture it represents. Body
attitude may contribute more than foot
pattern to defining this personality—for ex-
ample, a downward angle forming a con-
nection with the earth, or raised arms and
erect head suggesting a floating quality, or a
leaning back indicating hesitation.

Care must be taken in establishing the
appropriate proximity of dancers to each
other, and the type of touch or hold. The
dancers need to sense the quality of con-
nection that is made and the level of energy
generated. The feeling of shoulders pressed
tightly together, hands held closely at the
sides, is very different from that of relaxed
arms floating in the air, and fingers barely
touching. The foot pattern may be quite
similar, but the quality of connection will not
be. It is this observation and cultivation of
these details of style in a particular dance that
separates it from other dances from within or
without that same culture.

It is apparent by now that the “ethnic
dance” experience as described above can-
not be replicated in the classroom simply by
teaching a dance from a selected culture. The
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best cultural ties happen when someone who
has learned a dance in its “ethnic” context
can teach it and then help the students
understand the entire event in its “ethnic”
setting. This kind of person will not always be
available; then the music or classroom teach-
er needs to take as much care as possible to
ensure that students understand the differ-
ence between what they are doing, and the
full experience of the dance in its true cultural
setting.

I would suggest that the “ethnic dance”
experience can be simulated meaningfully in
the classroom through the creation of a new
dance that has significance in the life together
of that particular group. | know that Orff
teachers often make up dances with their
students and this added dimension can make
such experiences part of a classroom “cul-
ture” rather than merely a music class
activity.

It could be done to their original music, or a
song they especially like. It must be choreo-
graphed as a group effort and incorporate
movement ideas suggested by its members. It
must be simple enough that all can remember
it and do it comfortably. It could offer more
challenging parts for willing individuals. It
could be a dance performed every Monday
morning to begin the week, or every Friday
afternoon to wish everyone a good weekend.
It could be a dance designed to celebrate
noteworthy events in the lives of class
members—birthdays, special accomplish-
ments (even being on time for class for ten
days in a row, if that’s an accomplishment).
There might be a dance of different character
for a sad occasions, to lend support to
individuals or the group as a whole.

Such experiences with dances
meaningful to the class can

be used as a basis for helping
students understand those
dances that originate as “ethnic”
within a particular culture.

Photos Bulgarian Dancers: T. Aaron
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Such experiences with dances meaningful
to the class can be used as a basis for helping
students understand those dances that origi-
nate as “ethnic” within a particular culture.

The ideal sources for folk dance material
include material on the cultural context, not
only the mechanics of the dance. The instruc-
tions given need to be complete enough to
provide some image of the style. Of course,
this is very difficult to communicate in
words—it is best done by watching and
learning through experience. For accompani-
ment, it is certainly best to use recordings,
with sound as authentic to the culture as
possible. Such recordings also offer the
opportunity to introduce the instruments and
singing styles of various cultures.

It has been my intention in this article to
share with you my perspective on the issue of
how dance relates to culture. The important
goal in teaching ethnic dance is to build a
sense of togetherness, and dance is the
means. | hope that these thoughts will be
helpful to you in bringing this awareness to
your students in the classroom.

Dr. Hooshang Bagheri is Associate Professor
of Elementary Education at California State
University, Northridge. Prior to his college-
level teaching experiences, including
supervising student teachers, he was an
elementary classroom teacher. Dr. Bagheri
has considerable academic and performance
background in dance, with focus on creative
movement and ethnic dance of the Middle
East, especially of Iran, his native country. He
led dancing at the 1992 Minneapolis
conference.

SANNA LONGDEN'S VIDEOTAPE!

FAVORITE FOLK DANCES
OF KIDS AND TEACHERS

(WITH SYLLABUS)

Now AVAILABLE FOR $29.95

Includes dances Samnna has taught
at 5 AOSA national conferences
and many chapter sessions.

Write or call her at

FoLkSTYLE PRODUCTIONS
1402 ELINOR PLACE
EvansToNn, IL 60201

708-328-7793
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-Focus on Research

Joining Musical and Multicultural Aims
for the Sake of our Children

| first heard mention of “multicultural
education” somewhere in the mid-1970s
when | was teaching music to children in
Cleveland. There the urban elementary
school to which 1 was assigned housed a
school population that was 2/3 African-
American and 1/3 Euro-American children of
blue-collar parents employed in the steel
mills or in factories of plastic products,
textiles, frozen foods, and automotive parts.

| wrote my intended goals on the form
provided by the district: (1) to develop in
children the ability to sing accurately in tune
a selection of folk, art, and popular songs, (2)
to offer children directed listening experi-
ences with selected classical music master-
works, (3) to guide children toward indepen-
dent musicianship through ear-training and
sight-singing exercises leading to notational
literacy, and (4) to provide for children
personally expressive experiences through
movement, vocal and instrumental perfor-
mance. | gave no mention to multicultural
issues, because frankly, it had not much
surfaced yet: not in the district handbook nor
the curriculum guide, and not in my mind.
Like others of the time, | used the music |
knew best to attain the musical goals | had set.

My thoughts return often to the children in
that school, That they gained in musical skills
and understanding over my years with them
was no small matter. They learned to sing
“American” songs like “Sally Go ‘Round the
Sun,”“Sourwood Mountain,” and “Roll On,
Columbia,” and they had learned to identify
themes from “masterworks” like Bach's
“Litle Fugue in g minor,” Beethoven's
“Eroica Symphony,” and Smetana’s “The
Moldau.” They sensed their own musical
growth, | think, and felt especially accom-
plished following performances of songs and
instrumental accompaniments. The reper-
toire they knew was decidedly Anglo- and
Euro-centric, and yet was dynamic enough to
intrigue them and to motivate their learning.

In an era less concerned with politically
correct agendas, parents, too, commented
positively to me about how their children
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enjoyed music class: whatever else they
were, the music programs and projects often
led the families’ supper table talk. These
children taught me that music was powerful
enough to rise above our differences, and that
they could achieve my musical goals when |
taught through the music that | knew best.

And then along came multiculturalism. It
hit me in the late 1970s when | started to read
the works of James Banks, social scientist,
educator and prolific writer on multicultural
issues in curriculum and instruction. Some of
my teaching colleagues were beginning to
talk about teaching a concept in its various
cultural manifestations, for the purposes of
preventing the formation or arresting the
development of biases—Eurocentric biases
which were at the root of all eatlier curricular
development. We lingered on the suggestions
that we could raise the self-esteem of chil-
dren, and that we could build the respect they
should have for others who are different from
themselves, when we taught our lessons from
multicultural perspectives. We were over-
whelmed with the idea, and quite intimi-
dated, too, | might add, initially believing that
we would have to dash all earlier musical
training for the sake of so many new “ethnic
musics.”

My own experiences in other musical
“worlds” complemented while also compli-
cating the problem for me personally: so, of
the music 1 was .coming to know, what do |
teach? | was playing in the Thai ensemble,
singing South Indian kritis (art songs), study-
ing Japanese Koto, and meeting twice weekly
with a troupe of Balkan dancers, but [ still
knew nothing of African-American styles, the
musical heritage of two-thirds of my children.
Amidst all the growing tatk of multicultural-
ism, | held on to an earlier belief: | continued
to teach music through the music | knew best.
Into my lessons came the occasional Indian
song, the Bulgarian dance, and demonstra-
tions on Thai and Japanese instruments.

And the children grew musically, | remem-
ber. Whether they developed cultural under-
standing or not, | could not be sure: that was

not the thrust of the lessons, nor did | know
how to measure such an outcome. No one
much questioned my “Eurocentric,” for | was
addressing aspects of cultural diversity in the
United States and in the world—albeit from
selected perspectives. And while children
received few lessons from me in African-
American music, they seemed to respect my
attempt at mastery of some (but not all)
music. (They chided me, too, saying my
performances of spirituals and gospel songs
were too “Joan-Baezed” and “Joni-Mitchel-
led”: “Stick with the stuff you can do, Mz.
Shehan.”)

Why bring this up in a column committed
to the cause of presenting research? Further,
the events described above are more than a
decade old, and so much has changed since
then. Perhaps this is the point: that, despite
great shifts in societal attitudes, school reform
and curricular revision, little research of a
formalized and systematic nature has been
produced to enlighten us on multicultural
approaches to the teaching of music to
children. Yet the subject is rich in its possibili-
ties, and several studies do merit our atten-
tion here, to think through and to guide us in
our teaching of music from a world view.

What is the status of multicultural music
education, or world music education in the
United States? jerrold Moore surveyed 300
general music teachers in elementary and
secondary schools to learn the answer
(1992). He found a low correlation between
expressed attitudes and the importance of
teaching world musics and the actual practice
of doing so. Two recurring reasons for not
teaching world musics were (1) “my training
did not prepare me for it,”” and (2) I know
very little about world music.” We note that
there are teachers who may value experi-
ences in world music for their children yet
feel hampered by what they do not know;
until undergraduate curriculum and teacher
education programs, change, there will con-
tinue to be an imbalance between philoso-
phy and practice. Of those music traditions
featured in lessons, teachers reported “Amer-

PAGE 13



“DOUGH,
RE,MI..”

It’s an old familiar song. “Funds for music education aren’t

available. Funds h g/lzéer;}ut 'VLS?I:.l:Y,«’nO“t in the budget.”

[

Music edggatg}s are ﬁgh

only niakes se"ils“ thé/;jaﬂ ffto shop or': t;le best price

”% %
vi@h\?%()nes, Glockegl%splels and Bells have. -been an Oscar

kSchlﬂi‘,_(ﬂijt;;mﬁ"ihStay for years. Compare Oscar Schmidt’s quality, b
sound and price. It could mean the difference between music

...and the same old song.

Call Us!
1 800 US SOUND

1 800 877-6863

OscarSchmidt

Oscar Schmidt International 255 Corporate Woods Parkway Vernon Hills, IL 60061-3109 (708) 913-5511



ican folk,” “African-American,” “Euro-
pean,” and “African” most frequently, with

musics of Latin America and various Asian _

cultures least often mentioned—even as
these populations have greatly increased in
recent years.

Another status study sought information on
teacher attitudes and curricular practices
regarding world music education in the most
culturally diverse state in the nation. Jacque-
line Joy Yudkin polled 1200 music special-
ists, classroom teachers and principals in K-6
public schools of California (1990), offering
insights that may be more typical than not of
teachers nationwide:

(1) “Multicultural music education” is the
common term, although some find it unac-
ceptable as it implies an ethnically- rather
than globally-focused curriculum driven by
cultural (rather than musical) goals;

(2) Teaching is frequently supplemented with
recordings and lessons derived from work-
shops due to inadequate attention in the past
by textbook series to world music;

(3) Most teaching in the name of “multi-
cultural music education” is geared toward
the celebration of cultural holidays (Martin
Luther King, Jr. Birthday, Cinco de Mayo, Tet

New Yean) rather than more extensive and
intensive experiences in a musical tradition.
How teachers grow in restructuring of the
music curriculum will be interesting informa-
tion to process in view of the extreme cultural
diversity and severe budgetary cuts threaten-

ing California’s schools.

What research do we have on effective
approaches to the teaching of music of
another culture? Several studies suggest that,
as we would suspect, our teaching of musical
styles unfamiliar to children can bring about
their understanding of and preference for that
music. | taught Indonesian gamelan music to
a group of sixth graders through two methods:
a Brunerian-influenced, performance-ori-
ented Heuristic Method, and an Ausubel-in-
fluenced, teacher-directed Didactic Method
(1984).

Fifty children were divided into two groups
who each received eight 40-minute lessons
on Javanese culture and the key structural
features of gamelan music. The Heuristic
Method encouraged children to play instru-
ments on a classroom gamelan of xylo-
phones, metallophones and drums, while the
Didactic Method featured the presentation of
information to children through films, slides,
listening guides and the enactment of a

Javanese legend through shadow puppets.
Both groups reteived equal time listening to

__or performing two gamelan pieces.

The results of this investigation on instruc-
tional styles were that:

(1) Both groups showed cognitive gains for
Indonesian music and culture (although
children trained through the Heuristic Meth-
od showed more significant gains;

(2) Neither group changed its verbal perfor-
mance (on a self-report scale) for Indonesian
gamelan music;

(3) Both groups showed significant increases
following instruction in the amount of time
spent listening to gamelan music (with chil-
dren taught via the Heuristic Method showing
greater gains.?)

We can surmise that our teaching of any
music, including world traditions, may add
substantially to children’s store of knowledge
as it also may shape their musical taste.
Particularly when children can learn to
perform the music of a given style—and pair
their performance with that of the “real
thing” through listening, a sense of owner-
ship may develop so that they may want to
listen to the music even when when given a
chance to choose other “competing” styles.

B
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A related question concerning multicul-
tural approaches to teaching music of another
culture surfaces: If we teach one song or
instrumental piece, will the preference for
that music transfer to other untaught pieces
from the same tradition? If, indeed, we
believe that one of our tasks is to broaden
children’s acceptance, tolerance and taste for
music, and that taste develops through mu-
sical experience and understanding, then the
transfer issue is an important one.

| involved sixth grade children in five
weekly lessons during which they listened,
sang and performed on recorders and non-
pitched percussion instruments music selec-
tions from West Africa, India, Japan, and
Puerto Rico (1985). Findings indicated that
children “liked” the specific selections of
world music more after than before instruc-
tion, but they did not like pieces from the
same -genres that were similar in tempo,
timbre and dynamic intensity; in other words,
transfer of preference from a familiar to an
unfamiliar piece did not occur. “Apprecia-
tion” may be more complicated than we may
have thought. Children may know and like
the music they perform (multicultural or not),
and may be most convinced of the music
with which they have developed an intimate
relationship through performance.

What else is out there that might help us
meet the challenges of teaching music from a
multicultural perspective? numerous disser-
tations related to multicultural music educa-
tion focus on the development of curricular
unit in various traditions, styles and genres;
few of these offer an assessment of the
effectiveness of these units or lessons. Philo-
sophical position papers and policy state-
ments abound, and our earnest efforts to
re-think and re-structure our classes to reflect
multicultural and global views have not gone
unnoticed. Still, there are holes in our
knowledge as to whether multicultural ap-
proaches to music for children are truly
impacting on their abilities to perceive and
know music, and to be competent listeners
and performers of music.

Which brings us on home to the principal
matter of my meanderings. That is, while
there is much research to be done by those
who find the exercise appealing, for the rest
of us, there is the informal working and testing
of lessons—Ilessons that provide children
with musical knowledge and skills while also
increasing their awareness of the music of
more than a single culture. Such a “mission”
demands our own musical retraining, in
which we spend time listening and possibly
in the applied study of performing another
{and maybe yet another) musical tradition.

This is the invigorating part: to be able to
nurture our own musical selves, in order to

transmit skillfully and with confidence these
“new’ musics to children. Only then can we
do justice to the music we teach while also
contributing to the multicultural aims of the
school curriculum at large. For the sake of our
children, we must join both the musical and
multicultural aims—with the accent on the
musical.

1. Listening data were compiled by means of
the Music Selection Recorder, a device that
graphed six minutes of music selection
behavior when, listening alone with ear-
phones, each child sampled and selected the
music of the gamelan, Mozart or the Rolling
Stones with the press of a channel button.
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Keetman Fund Thank You

Special Course at the OFff Institute

This is to tell you about the most wonderful
nine months of my life, for many reasons. Last
year | attended the Special Course in English
offered at the Orff Institute in Salzburg,
Austria. | was able to do this in part through a
grant from the Gunild Keetman Assistance
Fund in 1991.

For the first time, | came to understand the
truth about what it means to be an “Orff
teacher.” Before going to Salzburg, | had
many misconceptions, including: thinking of
Orff just in the context of the Schulwerk,
thinking it was important because of the
wonderful instruments that Carl Orff helped
design; and considering the Schulwerk as a
rhythmic and instrumental approach to teach-
ing elementary music. All of these | found to
be misconstrued ideas. It is possible to be an
"Orff teacher” without presenting a single
song or arrangement from “The Orff-Schul-
werk” books—these are wonderful pieces,
but if we continue to think of them as “the
bible” for music teaching, then we have
missed the purpose of what is behind the
Schulwerk.

The Schulwerk is only a guide to point us in
the direction of creative teaching. The instru-
ments are wonderful, but if we continue to
use them in a manner in which we, the
teachers are always the authorities on what
should be played on them, then we have
missed another important idea. True Orff
Schulwerk teaching should be more child-
centered, allowing the students to discover
for themselves what the instruments can do.
Carl Orff was driven by the belief in what is
elemental in music, and not just in elemen-
tary music. This makes Orff Schulwerk
processes right for all ages and all musicians,
no matter-what their skill level.

The course work was 15 hours per week,
and usually, there was enough time between
classes so that we had time to review our
notes and reflect on what we had learned.
Typical courses were: Movement Tech-
niques, Movement Forms, Seminars, Orff
Ensemble, Percussion Ensemble, Recorder
Ensembie, Music and Movement, Movement
Accompaniment. During the second semes-
ter, there was an additional Orff Ensemble
class.

Adjusting to life in Salzburg was interesting,
since | spoke no German before going there. |
had studied faithfully how to say “the num-
bers,” and this helped me pay for things.
Austrian life is much slower-paced than ours,
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and sometimes the apparent “red tape” in
getting important papers processed, for in-
stance, could be a little unnerving. Austrians
in general, were very nice to foreigners who
at least tried to speak their language and
would kindly correct us nicely when we
made errors. Having a good command of
German before going to Salzburg would
benefit any potential student, even though it
is not needed for class.

Personally, being in a foreign country for
that long meant my life was filled with rich
experiences. Living among people who
spoke a different language gave me a deeper
respect for their culture and an appreciation
for the variety of life styles. This variety that is
so important in the world floods over into my
life as a musician. Also, after being in such a
relaxed educational atmosphere for those
months, | realized how much stress | am
under in my normal teaching situation.
(Much of this stress prevents my “creative
juices” from flowing. Our students experi-
ence this stress, too—and music class seems
to be the place for releasing it!)

Through many movement activities at the
Orff Institute, | found my body—and my mind
and spirit—more relaxed, leading to more
freedom of expression. Through dance forms
and techniques classes, folk dance, percus-
sion ensemble and composition classes, my
skills were improved. In the seminars and

workshops offered, | learned more about the
history of the Orff Schulwerk and about Orff's
life.

I lived in Schloss Frohnburg, a former
archbishop’s palace that has been converted
to a dormitory for Mozarteum students. (The
Mozarteum is the Music Conservatory in
Salzburg of which the Orff Institute is a part.)
it is very convenient for Orff Institute students
to live there because it is located right next to
the Orff Institute; only one’s feet are needed
to get to school. However, the Schloss
Frohnburg was one of the houses used in the
filming of “The Sound of Music,” so there
were always tour buses in the driveway.

We didn't really learn yodeling as part of
our studies, but our percussion class teacher
did demonstrate the technique to us while we
were on a sledding trip in the Alps. The
mountains and the outdoor activities added
considerably to the quality of my life during
those nine months. When I returned home, |
missed being able to look out my front door to
see the Untersberg (mountain).

Thank you so much, AOSA, for the Gunild
Keetman Award | received that enabled me to
go. The Special Course in English was worth
every minute of the time and money spent. |
would strongly recommend to anyone who
can to take the year off to do what | did.

Anita Narramore
Texas
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Texture: An Elemental Approach

Nearly 70 years ago, Carl Orff and Doro-
thee Gunther founded the Guntherschule in
Munich. The following year Maya Lex came
to the Guntherschule, and the year after
that, 1926, Gunild Keetman arrived there. A
new music and movement philosophy was
developing that heralded a new era world-
wide. Then in 1948, the Bavarian Radio
broadcast the beginning Schulwerk pro-
grams, one of which was the Christmas
story, with text by Orff and music by
Keetman. Between 7950 and 1954 the five
volumes of Musik fur Kinder were published.
The bibliography at the end of this article
lists further sources for the history of the
Schulwerk. Let us never forget those to
whom the music education world owes
homage.

Now, The American Orff-Schulwerk Asso-
ciation is about to celebrate its 25th birthday.
During that past quarter of a century, music
education in the Western world has been
going through further important develop-
ments, keeping pace with contemporary
composers. To note a few of these innovative
music and movement educators, | would
mention several names well-known to all of
us: Dr. Hermann Regner, former Director of
the Orff Institute in Salzburg, Barbara
Haselbach and Ernst Weiblitz of the Orff
Institute, R. Murray Schafer of Canada (head-
liner at the 1988 national AOSA conference
in Detroit), John Paynter and George Self of
England. Of course there are many others
who have been and are presently contri-
buting their evolutionary ideas. It behooves
all of us to keep abreast of these develop-
ments and the contemporary music scene, in
addition to paying attention to the great
legacy of the past.

This article is about the elements of texture,
as defined principally by George Self: DURA-
TION, DYNAMICS, ATTACK, TIMBRE
{TONE COLOR), PITCH and PLACE. It is a
hands-on, practical piece. I hope it will prove
useful to classroom teachers (especially those
who teach reading at the beginning level) and
to new and experienced teachers in all
aspects of the Schulwerk.

Carl Orff and Gunild Keetman stressed
from the outset that improvisation lies at the
heart of the Schulwerk. Because composition
begins with improvisation, | have suggested
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projects for six Units, each of which focuses
on one element of texture. These projects
involve exploration and improvisation with
the option of graphic notation. To provide a
sense of achievement, | recommend a begin-
ning, a development and an ending of a
piece, however short or long it may be, or
how many sessions it took to complete. The
process should include evaluation by the
composers. Understanding of, and appreci-
ation for new music and new sounds can be
developed in this manner.

If a sound composition is to be performed
by a different group than the composer(s),
then written symbols will be needed. This
graphic notation, used in recording texture, is
the logical stepping-stone, | believe, to tradi-
tional notation. Remember to include direc-
tions and a key to the symbols! Ideally,
graphic notation developed by the com-
posers can be read easily by the novice as
well as by the experienced musician. There
can be many different interpretations of the
graphics, making each performance a vari-
ation on the original ideas.

........................................

UNIT 1
Description
type 1 Staccato (short)

DURATION

type 2 Morendo (dying away)
type 3 Sustained
type 4 Tremolo

Here is an example of an exploration with
suggestions for progression; the theme is
Sound and Silence. Contrast and variation
will maintain interest and prevent boredom.

Let us begin with movement: sounds
produced by hands and feet, in place or
moving. Remember to use both sound and
silence. Move on to language: sounds pro-
duced by letters of the alphabet; phonemes
(single consonants and vowels, digraphs and
blends. From these go to words, extending
into poetry and prose. from this, move to
hand-held small percussion and eventually
include sticks, beaters, brushes and bows—
any intermediary object to produce sound.
Include found sounds along the way. Then
move to the large percussion tympani, gongs,
cymbals); and following these, to melodic’
percussion (glockenspiels, xylophones, me-
tallophones and variations of these instru-
ments). Finally, include orchestral families of
instruments: strings, brass, woodwinds and
keyboards.

Now to the Units.

........................................

Symbol Sound
t(uh) whisper
— pinggeg
mmmmmmmm
ANANAAAAANA flutter tongue
ITIrrrr

Project 1 Using staccato only, develop a short piece with:
a) class in circle, individually motivated
b) class scattered, individually motivated
) a few soloists, individually motivated

d) small groups with leaders

e) combinations of the above

) movement accompanying sounds
Optional: Make scores using Sound category, Symbol category.
Develop hand and arm signals for conductors(s).
Projects 2, 3, 4: Use above formula with the other three types.
Projects 5-10: Use above formula with pairs of types.
Projects 11-14: Use above formula with trios of types.”
Project 15: Use above formula with all four types.
NOTE: Diligent listening is required for the projects described in

all of these Units!
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................................................................................

UNIT 2 DYNAMICS THE RECORDER

" Deseription Symbol -~ - © Soumd By Nick Rossi
forte § n f loud A multimedia teaching unit
piano p soft providing instrument history

. . and a global look at fipple
Some variations: flutes.
mezzo forte mf medium loud
For Grades 3-8

fortissimo if very loud
sforzando sfz suddenly loud Kit includes:

) ] filmstrip with soundtrack
TREZZO p1ano mp medium soft listening examples
pianissimo PP very soft ;elf:‘lohtler guidte

. ull-color poster

crescendo gradual —_— getting louder
diminuendo — getting softer

. . Now available from:
1. Decide what will be used to make these sounds:

a) alphabet letters

b) sound gestures (body percussion)
¢) instruments (see UNITS 4 and 5)
d) other sounds

2. Follow suggestions in UNIT 1 for Projects KEY EDUCATIONAL SYSTEMS
3. Combine UNITS 1 and 2 PO. BOX 622
................. T T R I R N N I NI} BELMONT‘ MA02178
UNIT 3 ATTACK
Description Symbol Sound
1 UNIT 1 etered MUSICAL

pulse rogular . see “‘ FREEMERCHANDISE

ostinato CATALOG

fast regular or irregular

slow

medium

accelerando irregular, unmetered AN NVNAAAMWVIWWY getting faster
ritardando MAMAMAANNAANAAANN getting slower

1. Decide what will be used to make the sounds
a) vocal sounds
b) sound gestures
c) foot or hand sounds
d) found sounds: sand, rice, beans in drum head; dropped,
rolled
2. Follow suggestions in UNIT 1 for Projects
3. Combine UNITS 1Tand 3; 1,2 and 3

* AUDIO EQUIPMENT
................................................................................ « A/V MATERIALS
* AWARDS

UNITS 4 and 5 TIMBRE & PITCH (PERCUSSION) : E‘ﬁ?)?RR}?gfyz ;:‘QUKPMENT
Timbre ~Piteh Sound Gesture Pereussion L EOLIOS & MUSIC FILING SUpPLIES

« MUSIC EDUCATION MATERIALS
metal high snap see (a) below * RISERS

* STORAGE CABINETS

wood medium high  clap see (b) below GAMBLE

. . M
skin medium low  patsch (leg slap) see (c) below "SER\'!NG?I%%EAFSA%E?&EE 1906”
large percussion low stamp see (d) below TOLL-FREE 1-800-621-4290
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(@ bell, triangle, sleigh bells, finger cymbals, tambourine
{b) claves, guiro, wood block, temple blocks, maracas, coconut
shells

{c) hand drum, bongos, snare drum
(d) bass drum, timpani, congas, gong, suspended cymbal

1. Try sound gestures, then transfer o instruments.
2. Follow suggestions in UNIT 1 for Projects.

3. Gradually change the timbre and pitch from low to high; from
high to low.

4. Combine UNITS as desired: by twos, threes or fours.

5. Use orchestral families of instruments instead of percussion.

..........................................................

UNIT 6 PLACE

Benjamin Britten’s opera, Noye’s Fludde is an excellent
Hlustration of sound sources in different locales, with great
numbers of people participating, including the audience. The
cast, which moves through the audience, coming on stage and
leaving at the end, consists of Noye, his wife, the voice of God,
Noye's sons, Shem, Ham and Japheth, their wives, Mrs. Noye's
friends, the gossips, the Raven, the Dove, the Waves (dancers)
and several groups of animals. The orchestra includes two
excellent pianists, a professional string quartet, a professional
alto recorder soloist, many recorder players, handbell ringers,
percussionists—special effects for the storm’s wind and rain, and
four trumpeters. As the drama begins, progresses and ends, the
different soloists and and groups contribute their sounds from
various places in the hall at appropriate times.

Some other examples of sounds moving are: a parade, a
stampede, an airplane, a train, traffic, street cries, waves lapping
at the shoreline and receding, the cry of a flying sea gull.

1. Is the sound source moving and the listener stationary?
2. Is the sound source stationary and the listener moving?
3. Find other examples for each situation

4. Make compositions using some or all of the elements of
texture.

In searching for material, remember that unmetered poetry is as
valid as strictly metered rhymes. Children’s horizons are not as
limited as those of some adults. Be adventuresomel!

Some questions you might ask when interpreting poetry or prose:
- What are the action words? Is movement called for?

. What are the sound words?

. What would make a “carpet” or atmosphere or environment?
. Should instruments be used?

. How can voices be used?

S U1 A WN -

. Which elements of texture would be useful?

Careful listening is required and should be
encouraged vehemently. Any projection of a
time line is a true variable, depending on the
age, experience of the students and schedul-
ing. When the child becomes the composer,
the music is truly his, as intended by Orff and
Keetman.
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Examples of poetry:

The fog comes on little cat feet.

It sits looking over harbor and city
on silent haunches

And then moves on

(Carl Sandburg)

Sun
Moon
Stars
Silent occupants
Who howils the wind?
Who claps the thunder?
! wonder. . .

(5r. Marcia Lunz, from AOSA film “Odyssey”)

My flowers shall not perish
Nor shall my chants cease
They spread
They scatter

..................

CAVES

Howard. Skempton

\@\éﬂ

W

CAVES Dircctions for Performance

For any number of players with claves and cymbals

= short sounds

= tremolo

= within the ‘pools’, use the cymbals (quietly); elsewhere, use
the claves (quietly)

-~
“n
/@ = ‘caves’, indicating silence

Wander along the path between the caves at your own speed, pausing
within the caves for an indefinite period.

From Brian Dennis PROJECTS IN SOUND
Universal Edition, 1975 UE 26908
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Chorstudien Hermann Regner
FOR MIXED CHOIR

S @,.#“M e e e ;‘® @ o . A,,@,A__M e o -

e |

Low

1 o -$u...
o]
© B. Schott's Séhne, Mainz, 1972

, . i h 5
Pitch range is from low to high as shown BIBLIOGRAPHY

Width of individual boxes indicates time For other examples of “Sound Pieces” see those by Erik Nielsen and Gerald Dyke in Volumes 2
frame, to be decided upon by the conductor. and 3 of The Orff Schulwerk: American Edition.

Vowel pronunciation is based upon German  Carl Orff: The Schulwerk (in English) Volume Three of eight volume autobiography.

sounds: i = ee u =00 Brian Dennis, Projects in Sound. Universal Edition, 1975, UE 26908.
Margrit Kuntzel-Hansen, Music Mit Stimmen, Friedrich Verlag 1972 3001 Velber, Germany
Do not use diphthongs. (German only).

John Paynter and Peter Aston, Sound and Silence, Cambridge University Press, 1970.
... Sound and Structure, Cambridge University Press, 1992. '

Hermann Regner, Chorstudien, Schott Workshop 11, 1972.

R. Murray Schaefer, The Composer in the Classroom, Universal Edition, 1965, UE 26904.
. .. Ear Cleaning, Universal Edition, 1967, UE 26902,

... When Words Sing, Universal Edition, 1970, UE 26907.

George Self, New Sounds in Class, Universal Edition, 1967, UE 14166.

... Make a New Sound, Universal Edition, 1976, UE 26909.

Universal Edition (London) Ltd. publishes separate pieces in its Music for Young Player series by
many composers, including Brian Dennis, John Paynter, R. Murray Schaefer, George Self, David
Bedford, Bernard Rands, Christopher Small and others.

Patricia Brown, well known as an Orff Schulwerk presenter and teacher, is familiar with the
subjects addressed in this article. At York University in England, Pat took courses in “New
Music in Action” with John Paynter and George Self. Pat, a skilled organist and harpsichordist
holds a BA in Music from Boston University and a certificate from yearlong Special Course at
the Orff Institute of the Mozarteum in Salzburg. She is author of The Mountain Dulcimer,
contributor to The American Edition and continues to give workshops, teach courses, play
recorder and build harpsichords.
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BERGERAULT

%

INSTRUMENTS

B ALWAYS THE LEADER
IN QUALITY

XYLOPHONES - |l METALLOPHONES

SOPRANO (c2-a3) SOPRANO (c2-a3)
P1925 Diatonic - 16 Bars P1910 Diatonic - 16 Bars
P1926 Chromatic - 22 Bars P1911 Chromatic - 22 Bars

ALTO (c1-a2) ALTO (c1-a2)
P1930 Diatonic - 16 Bars P1915 Diatonic - 16 Bars
P1931 Chromatic - 22 Bars P1916 Chromatic- 22 Bars

BASS (c-at) BASS (c-at)
P1935 Diatonic - 16 Bars P1920 Diatonic - 16 Bars
P1936 Chromatic - 22 Bars P1921 Chromatic - 22 Bars

- GLOCKENSPIELS

P1900 Diatonic Soprano - 16 Bars c3-a4
P1905 Diatonic Alto - 16 Bars c2-a3

CONTRA BASS BARS. 2-5/32"x3/4" -C,D,E
SUB CONTRA BASS BARS. 3-3/4"x3/4" - F,F¥G,A,B,BC

FREE overtone tuning. FREE dampers on
metallophones. Extra-wide bars. Only prime,
aged Rosewood used for xylophones. Formica
laminated hardwood construction, both glued
and screwed together with solid base line for
greater durability. Heavy duty metal posts and
surgical quality neoprine tubing to support the
bars. Precisely tuned to A440. Free attached
storage boxes for Ftand B* bars. Mallet storage.
Fiberglass xylophones and extended ranges
available. Mobile, adjustable tables and stands
available. UNCONDITIONALLY GUARANTEED
for quality, tuning and workmanship.

Peripole Bergerault Inc.
2041 State Street
Salem, Oregon 97301

1-800-443-3592




Bill of Rights Rap

TWO PERFORMANCE POSSIBILITIES by Greg Gooden

Introduction:

The development of this engaging poem in
rap style offers a number of interesting
creative possibilities, from the addition of
simple ostinati to more complex combina-
tions of movement and sound ostinati with a
rap tape. It is certainly an appealing chal-
lenge to several middle grade levels and
ranges of musical skills, plus a great history/
social studies experience!

A: Bill of Rights poem with ostinati

1. Introduce the three speech ostinato
patterns shown below or use these as
models for creating others.

2. Divide the class into two groups and
combine two speech patterns at the
same time, then into three groups and
speak all three patterns together.

3. Transfer speech patterns to body per-
cussion, combining as above.

4. Body percussion patterns can be trans-
ferred further to non-pitched percus-
sion instruments and used as an intro-
duction or coda. These could also be-
come part of a rondo form when alter-
nated with the spoken rap words and
one or more body percussion patterns.

Posgsible transfers to Temple Blocks, Log Drum, Cabasa)

s, lv 4N
(TB)CL': - o TN N
Patsch-—---—-—-——}- H_L)_,_L_J_,_)__l__ﬂ

We the peop— le of the U- nited States

S, \.DPJ

While listening to the tape, be sure to
point out the non-speech interludes.

3. Divide students into groups (I used six)
and decide which group will speak
each section or stanza. Opening and
closing sections could be spoken in
unison by the entire group.

4. When this is secure, request each
speaking group to develop its own
ostinato from among the possibilities
listed below.

a. an 8 or 16-beat hand jive pattern
b. an 8 or 16-beat movement se-
quence

c. an 8 or 16-beat body percussion
pattern

Have groups perform for each other when

these assignments are complete.

5. Speak the Bill of Rights poem with the
rap tape and the ostinato accompani-
ments created as in A4 above. After
each group has spoken its section, the
body percussion, hand jive or move-
ment ostinati may be continued, thus
adding layer upon layer of sound and
movement to the texture of the work.

6. Non-pitched percussion patterns de-
rived from words (A4) may be played
during tape interludes or as introduc-
tion and coda to the piece. Perform
with or without the tape.

Other possible accompaniments:

Maracas: n n ] I_:] -I'l'

Rt s s s W s

rby
[! i

Slap stick: +J_}_J._.+f_%_};4‘_ﬁ

Con—sti—tu—tion‘. Con-sti-tu~-tion {The Bill of Rights ? Tembourine: [ l ; i i a q

(Ca) PP TP T

£3
StPAI;l’;HV]Z‘”
Movel?Groovel % Do  the Rap! ;

B. Poem with rap tape, plus improvised
accompaniment

1. Introduce rap-style speech by playing
the instrumental rap tape: | used Her-
bie Hancock’s song “Rock-It” from his
album “Future Shock.”

2. From handouts of printed words to
“Bill of Rights Rap,” students need to
read words several times to determine
beat, accent and rhythms of speech.

SPRING 1993 — THE ORFF ECHO

Vibra-slap: when appropriate ~(on rests?)

Editor’s note to teachers: As an introduction
to this project, students might enjoy bringing
in favorite rap tapes to share with teacher and
class. These can be analyzed for typical
characteristics. While rap songs are most
often spoken by solo voices, smaller or larger
groups could be used if close attention is
given to the rhythmic accents, clarity of
diction and expressive qualities of the
speech.

“Do the Bill of Rights Rap”

(Written by Barbara and Jim Bongard*)

The Constitution was made for
you

And friends it was made for me.

It laid down the law for the
government

And said all people are free.

It made three parts to the
government

To run this country of ours.

And it said, “No part can get
too strong!”

That's called the “balance of
powers.”

We have a president and senators
And representatives, too,

A Supreme Court with lots of judges
And voters—yes folks, that’s you.

When the Constitution was written
"down,

Some started to scream and shout.

They said, “There are too many
freedoms that

This documént has left out!”

James Madison helped to fix it up
With some special guarantees.
We call these freedoms the Bill

of Rights.
They're our civil liberties.

This thing we call the Bill of Rights

Is the Amendments from one to ten.

Now listen closely while we rap them
out,

'Cause we aren’t goin’ through them
again!

Number One says we've got freedom
Of religion and speech and press.
And we ve got the nght to assemble,
And to petition for redress.

Number Two says that this country
Needs to keep itself from harms,

So we need a state militia

And the people need to keep their

arms. .
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Number Three says army soldiers
Don’t have to live with us.

If we don’t want them in our house
Then the government can’t fuss..

Number Four was written mainly
To keep police in line.

They need to have a warrant

To search your house or mine.

Number Five says no court can put
you

On trial more than just one time.

You don’t have to testify against
yourself’

_ Ifthey accuse you of a crime.

Number Six says if you're on trial you

Moust be told what the charges are.

You must have a lawyer, and
witnesses

Must testify before the bar.

Number Seven is a special guarantee
So you need have no fears.

It gives each citizen the right to trial
By a jury of your peers.

Number Eight says it’s wrong for
punishment

To be unugual or cruel.

And your fine or bail can't be so high

That it goes against the rule.

Number Nine was put in there

To let the government know

That we all have a lot more freedoms
Than this Bill of Rights can show.

Number Ten says the people have
the power

In the American institution.

And the government can only do

What it says in the Constitution.

Now there's a lot more we could rap
about

That we don’t have time to say.

So we're callin’ on you to think about

What it means to you today.

Though it's been around 200 years
What it said back then is true.

The Constitution was made for me
And friends—it was made for you!

Reprinted from The Instructor Magazine, September, 1987 with permission of the authors, Barbara
and Jim Bongard.

Greg Gooden has been the K-6 music teach-
er in the Buhler School District in Buhler,
Kansas for the past six years. He is president
of the Kansas Orff Chapter and former
chairperson of the state Elementary Division
of KMEA. His elementary choir was chosen
to perform there three times. Greg com-
pleted his Orff Schulwerk Certification and
Master Class at Memphis State University.

*Barbara Bongard is a kindergarten director,
Auburndale School, Cordova, Tennessee. She
collaborated with her husband Jim on this poem,
reprinted from The Instructor Magazine, Septem-
ber, 1987.

FREE CATALOG
One Source Music
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® Teaching Aids Equipment
® Class Room Instruments
® Film Strips
® Band & Orchestra Accessories
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Music Products
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President’s Message

And so we come to the end of another year
in AOSA. It is a time for thanks, congratula-
tions and wishes.

Thanks to all the members of our National
Board of Trustees, but especially to those
who are completing their terms after a period
of service resulting in remarkable accom-
plishments, due, in large measure, to the
individual accomplishments of these ‘re-
markable people. They deserve to be recog-
nized individually; this | would like to do at
this time.

First, we consider Penny Mahoney, Region
Il Representative, from Beeville, Texas. What
a gracious and lovely National Board mem-
ber she has been. Under her leadership, the
Publicity/Public Relations Committee has
flourished and grown. Especially to be men-
tioned, the Guest Educator Program has been
a great success in winning new and influential
educators over to the wonders of our national
conferences. They were no less delighted by
Penny. Who wouldn't be charmed by this
gracious and elegant lady? Surely, she was the
ideal person to lead our public relations
efforts. In addition to her duties as Chair-
person of this important committee, Penny
also temporarily accepted the responsibility
of chairing the Financial Assistance Commit-
tee, quietly taking on two considerable tasks
and managing them both with grace.

Second, we recognize Peggy Breese, Re-
gion V Representative from Niskayuna, New
York, near Albany. It was Peggy’s awesome
responsibility this year, only her second year
on the National Board, to be named chairper-
son of two committees. The first was the
Nominating Committee. No one would be-
lieve the number of phone calls made, and
the work accomplished by Peggy and mem-
bers of her committee, as they sought to
identify willing and able candidates for the
offices of our organization. In spite of the
extreme difficulties in accomplishing this
enormous task, she and her committee were
able to present us with a superb siate of
officers. In addition to this assignment, Peggy
has been Chairperson of the Membership
Committee. This committee has shepherded
the Membership Campaign, headed by B. J.
Lahman, ad hoc chairperson, redesigned and
updated the beautiful membership brochure,
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awarded the Distinguished Service Award to
wonderful and worthy recipients, and estab-
lished the Committee for Minority Concerns.
Peggy is to be commended for the hard work
and dedication that were necessary com-
ponents of her contribution to AOSA,
through the work of these committees.

Finally, we come to Lisa Ann Parker,
Region | Representative from Washington
State. Lisa Ann has been Chairperson of the
Professional development Committee for
three years. Through her initiative and leader-
ship, our association has developed the new
Apprenticeship Program, which will be so
important in maintaining the quality of our
Levels courses. The Movement Guidelines
have also been developed and are nearing
completion; the Levels Course Guidelines
are also in the process of evaluation. Her
committee, of course, also oversees the
Levels courses all over the country and
evaluates their approval status by AOSA. She
has made a major contribution to AOSA
through the work of this committee and in the
process, has brought leaders of the organiza-
tion together into closer communication than
ever before. Bravo, Lisa Ann!

Of course, all three of these people have
had a large number of excellent people
working with them (we really do have an
organization of super-dedicated and highly
skilled members!), but the ultimate responsi-
bility was theirs, and they did well in every
respect. So, this is the time for deep thanks to
those retiring National Board of Trustees
members.

Itis also a time for congratulations—to our
new President, Carol Erion; our new Vice-
President (and President Elect), Carolee
Stewart; to our new 1994 Philadelphia
Conference Chairpersons, Karen Medley and
Richard Watt; and to our new Regional
Representatives, Jan Hall, Joan Middle-
brook, and Susan Ayres Davis, re-elected and
returning after a brief hiatus. We look forward
to your period of service on the National
Board as one of the most exciting in our
history and know that you will do well.

Now for the wish. Our wish is for those
newly-elected officers—and for all of us who
love music, and children, and artistic integrity

and accomplishment. It is a wish for your
successful and happy contribution to the
sustenance and growth of our organization; a
wish for ever-expanding opportunities for all
of us to share the joy of what we know we
have gained as people and as teachers
through our AOSA experience—to make Orff
Schulwerk the endlessly expanding blossom
the Carl Orff envisioned music education to
be. May it come true.

In closing, since | am also completing my
eight years on the National Board of Trustees,
may | extend my warmest personal thanks to
the AOSA staff: Cindi Wobig, Stanley Row-
land, Tossi Aaron and Donna Marchetti. We
are so very fortunate to have them working for
our organization. They have been wonderful
aides, gentle and patient assistants and loving
friends. I will really miss working with them. |
also want to thank all of the National Board
people with whom I have served. You have
truly made it a pleasure. My best to you all.

X

Nominations Open
For Distinguished
Service Award

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:
¢ Nature of service to AOSA

¢ Length and quality of involvement in the
Orff Schulwerk movement

e Impact of service on the community and
state

e Impact of the service on the growth and
acceptance of AQSA aims and objectives
Completed forms and letters of recommen-
dation will be kept on file for consideration
before each Conference. Write to AOSA
Headquarters, P.O. Box 391089, Cleveland,
Ohio 44139-8089 for the necessary forms.
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Video Preview

4 RE Steve Calantropio: “Rhythm and Elemental Music: Can You Ask for Anything More?!”

At the 1992 national conference in Minne-
apolis, it was demonstrated once again how
lucky we are to have access to the talents of so
many fine professionals. Eight of them have
added their expertise to our library by
allowing their sessions to be videotaped. As
always, it is difficult to choose one from
among them, but at the end of a long winter,
perhaps we all need a good dose of energy.
Steve Calantropio’s session, “Rhythm and
Elemental Music: Can You Ask for Anything
More?,” offers us just that.

In his session notes, Steve begins by
reaffirming just how important rhythm is in
the Schulwerk. He quotes from Carl Orff:
“Rhythm is no abstract concept. It is life
itself.” It is “the unifying power of language,
music, and movement.” Given the primary
importance of rhythm, it is imperative, says
Steve, to provide meaningful rhythmic expe-
riences for our students.

Rhythm is an idea no smaller than the
universe itself, with its graceful dance of suns
and planets. While this universal sense of
rhythm may be too large for the classroom,
our bodies, says Steve, provide a more
manageable model. The rhythms of our
bodies are the basis of our first rhythmic
conceptions—the beating of our hearts and
the varying rhythms of young bodies at play:
skipping, jumping, galloping, running. So
important a part of rhythm is movement that
the two are virtually inseparable, a concept
that has all too often been ignored in the
music classroom.

Just as important, perhaps in a more
“intimate sense, are the rhythmic qualities of
speech. In nursery rhymes we recognize
patterns of slow and fast, long and short,
silence and sound, long before we can
verbalize the concepts. “Our understanding
of rhythm, as elemental musicians,” states
Steve, “is therefore rooted in the concept that
speech and movement are both essential to
the rhythmic development of the young

“musician.” Rhythm cannot be understood in
. any of its abstraction until it has been felt

through movement and speech.

Hardly a music specialist teaching today
would disagree with any of these statements,
yet how often do we really focus on the
vitality of rhythm in our everyday teaching?
This session demonstrates just how well that
can be done.
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The workshop tape demonstrates four
activities which emphasize these essential
qualities of speech and movement. The first,
a locomotor movement exercise based on the
nursery rhyme “Bagpipes,” begins with a
movement warm-up accompanied by temple
blocks. The participants are encouraged to
move about the room in a way they feel
matches the rhythmic pattern being played.
The rhyme is then recited in rhythmic and
musical speech, first in unison and then in a
three-part canon. The rhythm of the rhyme is
then transferred to body percussion and at
this point the words are dropped from the
exercise. That same rhythm is then used to
create a circular movement sequence of
skips, gallops, and steps accompanied by
non-pitched percussion instruments. Finally,
the movement sequence is performed in a
three-part canon, with one percussion instru-
ment accompanying each of the three circles.

The next activity is designed to wake up
even the sleepiest of classrooms and put a
smile on everyone’s face. It begins with a
simple recitation of the rhyme, “Betty Bot-
ter’s Bitter Butter,” in musical speech. "“Betty
Botter’s Bitter Butter” is an 11-line tongue
twisting rhyme that goes on for 88 continuous
eighth notes. In this recitation, the eighth note
rhythm is broken in the ninth line, which is
spoken in rubato, emphasizing the climax of
the story. The final two lines resume the
clipping eighth notes and act as a coda. The
poem is explored in various ways by dividing
it into couplets; alternating groups take each
line, except for the rubato line, which is
always spoken tutti. Roles are reversed until
everyone is* familiar with all parts of the
poem.

Then the real fun begins. A chart showing
the poem hangs on the wall. Some words are
circled, some have boxes around them,
others are underlined. Some words have
none of these; others may have more than
one. Some words have only one of their
syllables highlighted. At first the class says
only the boxed words while Steve says the

" rest. The siﬁé’prﬁc"édl]‘r“é‘iS‘fﬁlléW‘e“d’fGr“th"é )
-circled words, then the underlined words.

Finally, the participants are divided into three
groups—each with its assigned part. At this
point the constant eighth notes are gone since
not all words are spoken, and what emerges is
an unpredictable staccato rhythm with a great
deal of energy.

Now the entire poem with all of its eighth
notes is transferred to barred instruments.
Each has a different melodic ostinato, and at
breakneck speed this creates just the right
kind of frenetic setting. In the final perform-
ance speech is dropped but the highlighted
words are played by unpitched percussion:
woods play the boxed words, scrapers play
the circled words, and metals play those
underlined. The extracted rhythms are clearly
and insistently heard above the ostinati.

The third activity is a body percussion
exercise built around one simple but evoca-
tive sentence. As in the previous exercises,
the speech is used as a base for departure, but
eventually dropped so that rhythm becomes
the final focus. This is a slower-paced piece,
allowing the subtle timbre differences of the
body percussion to be especially effective.

Finally, the last activity is a Polynesian stick
passing game incorporated into the Poly-
nesian folksong, “John Kanaka.” Steve teach-
es the xylophone accompaniments first,
allowing them to evolve from simple to more
complex. The percussion parts are taught
using claves. Each person pairs with another,
one playing the pulse on the partner’s clave,
while the partner plays the rhythmic pattern
on the first person’s clave. Each one thus feels
both the pulse and the pattern. Later the same
procedure is used, not with the pulse, but
with two different rhythmic patterns. The
patterns are then transferred to several instru-
ments including conga, bongo, and guiro.

To play the game, players stand in a circle,
each person directly in back of the person
ahead. The sticks, in this case claves, are
passed rhythmically front to back. In the final
performance, the song is sung with xylp-
phone and percussion accompaniment, fol-
lowed by the passing game with only the
percussion ensemble playing.

Prepared notes for this session are exten-
sive and detailed. Steve has graciously made
them available to anyone who borrows the
tape. The activities are meant for upper
elementary to middle school students, but
the ideas and methods demonstrated are
adaptable for younger students. This is in-
sightful, well-planned, and exciting teaching
at its best.
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VIDEO TAPES

jos Wuytack, U. of Washington, 1979

Dr. Rene Boyer-White, Atlanta, 1989

) ] 20 0S  The Orff Schulwerk Process 44 BA  Folksong Treasure of Black America:
SPEC.:/%I' AOSAJ:lm 20FP  Final Performance, U. of Washington Its Impact on Orff Schulwerk
AAAD A”OW. avan(z)i o € on videotape. 20 CC  Orff Schulwerk Process—
" merican dyssey Chicago, 1987 Marion O’Connell, Atlanta, 1989
i 45 GS A Guide on the Side—Working with
john Bergamo, Kansas City, 1985 TR : . :
2HD  Hand Drum Technique 217D kﬂg;"‘z)a;zsélgs;ton/ 1986 Musically Gifted Children
Dr. Edith Bondi 21N8B 'B’ea’ thetngginr&i;Wg, 25 Brigitte Warner, Atlanta, 1989
: nstrati 3 : h
3PS Papa Shamus Hanukah Operetta emonstation t1ass >5 yrs 46 MP Musica Poetica
. . Margot Schneider 47 TR  Atlanta Closing Session—
Steve Calantropio, Kansas City, 1985 22 i i . ;
4 Intermediate Improvisation: OS _Orff Schulwerk in China, 19651966 Tribute to Gunild Keetman
A Matter of Style Panel Discussion, Cleveland, 1983
i ’ Isabel Carley, Denver, 1950
4 RE Ifgl)’fhm a’;,d E—/g%gental Music, 23 SP Soundings: Past and Future (D. Hall 48 MW Speech Pla))f' The Magic of Words
inneapolis, B. Haselbach, ]. Matthesius, 48SS  Speech Play: From Speech to Song
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5MM  Music Making with Children 23RR  Reminiscences, Reflections of Elizabeth Gilpatrick, Denver, 1990
I . Toronto, Detroit, 1988 (D. Hall, 49 AC  Aleatoric Composition
ane Frazee, Kansas City, 1985 . Matthesius, G. Nash)
6 GC  The Gift and Challenge of Carl Orff Barbara Haselbach. Derver. 1990
- ;5= Margaret duGard, Chicago, 1987 50 MC Master Class ! !
e Danai Gagne and ~.24 AF ; Afro-American Culture, Grades 26
7l ’gf??g Th(;masl, Bccl)ston, 1986 == ) Jack Neill, Denver, 1990
' ! ildren Involved— "' Shenanigans, Chi 1987 in’ Up i
Developing Afiican Materials 25SH  Maechunal Folk Riusic S1)Z_ Jazein' Up the Joint
i i i Tucker, San Di 1991
i G oo, rt il i, 59 sarc 1o Cok Tk, S D,
81IC I Can Make Music 26 AA  Arts Alive M B £ Somes
8 MM  Moving Most/);j Musically P 8
8CS  Closing Speech and Performance: Dr. John Fines, Chica N A
i ivi . go, 1987 Pam Hetrick, San Diego, 1991
United We Stand, Divided We Fall 27JF  Imaginative A;Jproaches to Art 53 IM Interlocking’Melodies:gA Balinese
Doug Gpodkin, Kansas City, 1985 Sue Snyder, Chicago, 1987 Pentatonic Alternative .
9 MF ;: rxg’;gfafjeteg; gze%tg Sglturg{uf;‘gfg 28 EA  Educating Administrators 1 & 2 Teruko Yaginuma, San Diego, 1991
9NB\\ Near the ngll)'nning: Orff ’S):: hulwerk pa Nash Music With CHild 54 TY Impreission ande/xpression: Schulwerk
; i i race iNasl USIC WVI hdren Development of Japanese
~——"_for Preschool, Minneapolis 1992 29 MC  Rhythm and Pulse, Musical Forms, Ex- Song /\'fijaterial s
Lynne Jessup, Kansas City, 1985 pressing Note Values, Music in Action
10 BR B:'Iack to thep:‘?oots—Africaln Xylophone Ramon Williams, San Diego, 1997
10PM  Pacific Music Beyond Hawai, Bob defrece, Chicago, 1987 55 CS  Caribbean Songs and Rhythms for the
San Diego, 1997y 4 30FS  From Song to Movement Classroom
80 30 HB Handbells: Another Voice for the
. ¢ Instrumentarium, Denver, 1990 Ben Snowball, San Diego, 1991
g{]";:::dm;( fromage'rman TV 31PP  Portrait of Polynesia 56 AL Songs and Dances of Alaskan Natives
11GK 1 Nﬂ glr( ;on;an((a}rgz;l use! l[.)oi: Bj{k$g§gwaw-Fleming Elizabeth Villarreal Brennan,
etrot, San Diego, 1991
ek ". GK5 T1CK9 1CK16 I33LS  Everybody, Let's Sing 57 AR Songs, Dances and Games
of the Andes Region
12 SR 32?153"&2/oice- ., Dee Joy Coulter, Detroit, 1988
Guiding Young éinge,s 34 MG Music’s Gift to the Developing Mind 5801  Orff Institute Summer Course
12 BM gOdy'/ M{'nd,t’_?pir)i/t, Voicg.: Nancy Ferguson, Detroit, 1988 Overview
ceope T e e 350 Jewels for juveniles Distinguished Service Awards
59 GN Grace Nash 1989 Interview
E?;a}%‘ﬂt}f,f'ﬁg;}?/gﬂoﬁ Dance Rick Layton, Detroit, 1983 59 BG Barbara Grenoble 1990 Interview
13RD 1 Part 1, 13 RD 2 Part 2 36 BE  Beginnings to End 59 JP/YL 5a§ob¢th Postl and Lillian Yaross 1991
nterview
Peggy McCreary, Kansas City, 1985 Ursula Rempel and Carolyn Kunzman,
j Detroit, 1988 Cynthia Campbell, Minneapolis, 1992
14 €O Caring for your Orff Instruments  —. | 37 gp For Our Pastance, We Play and Dance 60 ED Eg,/y Dance \?vith 'Ch,-/d,enpo
il
?:ttrgmlct/?;’nBthtsocrl‘;u}afrk 3 Sessions Mary Shamrock, Detroit, 1988 Paul Winter, Minneapolis, 1992
151S1 15152 151S3 (3 tapes) 38MB  Multi-cultural Bridges: 61 PW Adventures in Making Your
Report from China Own Music
16 SP gi(;rngr;;leg,sell’l;g}z’ngaarﬁgsﬁcl)t\%hg?g5 Katharine Smithrim, Detroit, 1968 David Jorlett, Minneapolis, 1992
Theory, Activity, Creativity 39 0T Once Upon a Time for pre-school 62 D) X‘?g/glz?;g!n?%g?gues for
Avon Gillespie, Kansas City, 1985
YL Yoo oo Ao Loy 40AG Possibilit Teaching Peter Sidaway, Minneapolis, 1992
17LS  Devel 't))g(l)?g I.isteninngkiIls in Danai Gagne, Atlanta, 1969 63 PS  Mood and Mode in Music-Making
M' i 1 2 4
Preschool, Minneapolis 199 41 MD MﬂviﬂgevMb\’/dmeﬁtum, Drumming Libby Larsen, Minneapolis, 1992
Jim Solomon, Kansas City, 1985 X 64 L1 Keynote Speech: Beyond John (Cage):
181A  latin anc; African Rhyft]hm Ensemble 21 Eix"gat';‘};lﬁfgt& 1989 New Parameters in Music
for the Elementary School
18 SB  South of the Bor’c)iler, Detroit, 1988 john Feierabend, Minneapolis, 1992
Barbara Grenoble, Atlanta, 1989 65 JF A Talk With Parents About Music in
Shirley Sushereba 43 VS  Visualizing Sound Early Childhood
19CS  Challenger Shuttle Tribute See instructions and form on next page.
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Innovative — Unique — Exciting—Value Packed
Everything You Need —All In One Place.

& .llllllK'D"”

s C O R P O R AT

P.O. Box 261030, San Diego, CA 92196

W#h

Our New Color Catalogue Is Free And So Is The Phone Call!

54-1594

rt O
ou# Onel

AOSA CHAPTERS, 1992-1993

State
Alabama
Alaska
Arizona
Calitornia

Colorado

Connecticut
Florida

Ceorgia
Hawaii
idaho
iliinois

Indiana
lowa

Kansas
Kentucky
Louisiana
Maine
MD-DE-DC-VA
MAVT-NH-RI
Michigan

Minnesota
Missouri

Nebraska
Nevada
New Jersey

New Mexico
New York

North Carolina
North Dakota
Ohio
Oklahoma
Oregon
Pennsylvania

South Carolina
South Dakota

Tennessee
Texas

Utah
Virginia
Washingion

Wisconsin
Wyoming

Chapter Name
Alabama
Algska
Arizona
Inland Counties

Los Angeles

Monterey Bay

Mount Lassen
Northern California
Orange County

San Diego

Rocky Mountain
Rocky Mountain West
Connecticut

Central Florida

North Florida

South Florida
Southwest Florida
Suncoast

Tallahassee Area
Atlanta Area

Coastal Empire

Hawaii

tdaho

Greater Chicago
Indiana

First lowa
Greater Des Moines
Kansas
Kentucky

North Louisiana
Maine

Middle Atlantic
New England
Greater Detroit
Mid-Michigan

West Michigan
South Central Minnesota
Heart of America
Ozark Mountain

St. Louis

Great Plains

Desert Valley

Sierra Nevada
Central New Jersey
Northern New jersey
New Mexico
Berkshire-Hudson Valley
Greater Rochester
Long Island

New York City
Western New York
Central Carolina
Piedmont

Prairie Winds
Greater Cincinnati
Greater Cleveland
Northwest Ohio
Oklahoma

Lane

Portland

Phitadelphia Area
Pittsburgh Gotden Triangle
South Carolina Foothills
Bfack Hills

Sioux Valley
Memphis

Middie Tennessee
Central Texas

Dallas Metroplex
Texas Gulf Coast
Utah

Virginia Highlands
Evergreen

Inland Empire
Greater Milwaukee
Wyoming

T Barbara Nore ~

President
Pam Moore

Cathleen Brock
Lynne Halterlein
Ramona Gifford
‘Cathy Findley
Becky Huskey
Lisa Mandelstein
Beverley R. Bullis
Jill Metzner
Karen Larson
Deborah Wilson
C. Colieen Olson
Debbie Clifton
Glenn Jones
Christine K. Hill
Sandy Lantz

Ollie M. Stanley
Shirley Kirwin
Carolyn Alexander
Charlotte G. Gerken
Mary Holmes
Esther L. Wesche
Pam Ave Maria
judith A. McMillen
Sandy McDonald
Michael jones
Greg Gooden
Guy Younce

julie B. Lester
Karen Renton/ Lyn Silcox
Carol Robinson
Steven Daigle
Matthew Horn
Bonnie Brenner
Marcia Klein
Pauline Sateren
Lisa McGillin
Nancy Colbaugh
Cassandra Collins
Karen K. Benson
Bruce Behnke
Sandra Irvin

jean Breza

Helen Mederos
Linda Tachau
Ann Kolakowski
Jessie Vance
Claire Zatorski
Laura Koulish
Karen Tinkham Robinson
Linda Mathers
Jan Wilkerson
Joan Eckroth-Riley
Jo Elaine Ford
Vickie Nagel
Brian L, Burnett
Linda Forrest
Karen & Brad Gibbs
Linda Noah

John F. Bednar, jr.
Cak Marshall
Dolores L. Ross
Beverly Groth
Esther D'Agrosa
Wincie Sterling
Bob Vines
Charlotte Forrest
Shirley Jackson
Alisa Pederson
Mary Witt

Rex Rachel

David Ritland
Cindy Hogan
Janet Bashirian
Pat will

VIDEOTAPE ORDER FORM

Tape(s) requested

Dates: 1st choice 2nd choice

Name

Address

“City State Zip

PAGE 28

NOTE: For each tape ordered: $20 deposit, $5
postage and handling. Please send two checks—
one for deposit(s), the other for postage and
handling.

* Limit 3 tapes per order. Loan time 2 weeks from
date mailed. Overdue returns may result in loss of
deposit. Order tapes by number, give alternate
dates. Use form provided or photocopy. All tapes
are VHS format. Conference tapes 90 minutes;
others may be shorter or longer.

* All tapes are the property of the American Orff-
Schulwerk Association. No tape may be repro-
duced for any reason. We regret that overseas
borrowing is not possible at this time due to
differences in equipment and format.

Order from: Donna Marchetti, Film Librarian,
3105 Lincoln Blvd., Cleveland Heights, OH

44118
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“"CINDI SPEAKING . . . "

Cindi Wobig, Executive Secretary

While reviewing the two committees
which | indicated would be described in this
issue’s article, | received a phone call from a
hotel anxious to have our association hold a
conference in its facilities. After giving some
brief information about our needs and out-
lining our six-region rotation of conference
sites, the conversation ended by my asking
them to call back in 1998 to discuss the year
2003. After the phone call, it was amusing to
reflect on the fact that at this point in time, I'm
still having to be very careful to date 1993 on
my checks.

Conference Committee

Since the association selects its conference
sites five years ahead of the actual date of a
conference, this committee constantly over-
sees six conferences at any given time. The
committee is just now finalizing the 1997
conference site, which will be in Bellevue,
Washington, a suburb of Seattle. The 1996
conference site, Memphis, will hold its initial
planning meeting this spring, and there are
already some preparations under way for the
1995 conference in Dallas.

The 1994 conference in Philadelphia is
being hosted by most of the chapters in
Region V, and there have been several
regional meetings. Karen Medley and Rich-
ard Watt have been appointed National
Chairpersons, and by the time you read this,
the local chairperson(s) will have been
appointed.

Obviously, a great deal of work has already
been done on the 1993 conference in Indian-
apolis. At this conference, AOSA will cele-
brate its 25th Anniversary! The Indiana
Chapter has been hard at work under the
direction of Douglas Wilson, National Con-
ference Chairperson, and judith Mc Millen,
Local Conference Chairperson. The success-
ful 1992 conference in Minneapolis will have
submitted final reports at the spring meeting
of the National Board of Trustees.

The conference committee not only over-
sees all these activities, but is constantly
working to develop ways to handle various
conference responsibilities that will alleviate
the work of the local chapter(s).

Membership Committee

This committee’s major mission, obvious-
ly, is to increase membership. The committee
is just completing a three-year membership
drive, which was accomplished with great
help from the Ad Hoc Membership Drive
Committee. AOSA membership rose from
4196 for the 1989-90 year to 4830 for the
year 199293 to date. Bravo to all who
worked on this effort! We can only wonder
what the growth might have been if we were
not in such a recession.

An outgrowth of this drive was the forma-
tion of the Minority Interest Group that is
working on ways to reach out to all music
teachers in the United States.

The committee is also responsible for
overseeing the awarding of AOSA’s Honorary
Membership and the Distinguished Service
Award, and determining the various cate-
gories of membership based on the needs of
the membership.

In the next issue, this series will conclude
with a discussion of the Foresight, Nomina-
ting and Personnel Committees.

Welcome to New AOSA Members

Sarah E. Adams, CO
Patricia D. Bean, CA

Lois Benoit, NY

Mara Bershad, MD

Marge Birge, NC

Patty Blazis-Voight, Ml
Mary Ann Brearley, GA
Stephanie Buchanan, TX
Barbara S. Calland, VA

K. Gail Merritt Congdon, IN
Linda Cook, IN

Cynthia Damask, Wi
Kathryn Daniels, VA

Mary Alice Donaldson, AK
Leslie DuPertuis, VA

Isa Herold, SC

Louise Horio, HI

Pamela L. Hughes, CO
Patricia Kay, NY

Marilyn Kimbrell, SC
Barbara Latkovic, Slovenia
Dr. Karen Laubengayer, MS
Jennifer Locorriere, NY
Barbara H. Lynn, VA
Cynthia Marten, 1A

Doug Martin, GA

Karen J. Martin, PA

Ladona Martin-Frost, MO
Beth Marie Massengale, GA

Laurie Matthes, MN

Norma J. May, MN

Susan May, AL

Dr. Leslie Mayrand, TX
Debra L. Mays, MS

Cheryl Nicklason McClung, MN
Douglas McConnell, MO
Kathy McFaddin, CO

Nancy McKay, WA

Yvette McKiever, MN
Bernard A. McManus, PA
Amy B. McMillin, PA

Amy G. McNabb, MN
Doris Porisch McNamara, MN
Phyllis Melgaard, MN
Brenda Merchlewitz, MN
Kathy Merrett, WA

Ruth Meyer, MN

Athena Mickles, OH

Susan H. Mielke, MN
Corina Miller, MN

Eileen Miller, Mi

Lisa A, Miller, 1A

Jean E. Milleson, NC
Darwin Missling, MN
Connie Mitchell, MN

Beth Mize, TN

Carol Moelier, IN
Bernadette M. Moleski, MD
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Jon Monda, MN
Leanne Monroe, MN
Marcelline K. Moody, Canada
Bob Moore, CO o
Patty Moore, SD

Anne Moorman, NC
Jane Morgan, VA

Tracy L. Morgan, VA
Annette Morris, NC
Samuel Scott Morris, GA
Suellen Morse, GA
Karen V. Mueller, TN
Mary Mullins, NM
Cathy Murphy, TX
Sandra Murphy, MN
Veronica J. Murphy, OH
Doris Music, TX

Connie Nash, MA
Linda K. Nash, VA
Gayle Naylak, IA
Richard Neimeyer, FL
Beth Melin Nelson, MN
Denise Kae Nelson, MN
Peggy Nelson, 1A
Sandra K. Nelson, MN
Melissa Nichols, CO
Diane Nielsen, MN
Bonnie Nielson, CO
Misty Noble, Ml
Cynthia Hill Noll, CT
Marti Nopola, MN
Emily A. Norder, Ml

Paula A. Norman, MN

Robin Norton, CO

John L. Nyberg, MN

Sally L. Nyhus, MN

Martha E. O'Connor, VA

Margaret O'Day, WI

Rosalie O’Donnell, MT

O'Leary Elementary School
Library, CO

Kara O’Shea, WA

Ann Okins, SD

Pauline Oldenburg, MT

Kristine Ashe Olsen, CA

Lynn M. Olshavsky, OH

Anne F. Olson, MN

Darcy Olson, MN

Elizabeth K. Olson, WI

Kris Olson, MN

Virginia Orsini, WA

Deborah Osborne, TX

Vickie Ottem, MN

Karen Otterson, MN

Jane Oxton, MN

Fran M. Page, NC

Beth A. Palm, KY

Ann Panerio, SD

Joyce E. Parlato, WA

Suzanne Paterson, Canada

Andrea Patterson, NY

Bruce V. Patterson, GA

Robert C. Paugh, KY

Lynn Maiers Paulson, MN

Marian Paulson, MT
Patricia L. Penn, SD
Catherine Penning, MN
Ann Pesavento, MN

Jeff Peter, MN

Wendy Peters-Epp, Canada
Bradley Petersen, CT
Jacqueline Peterson, MN
Susan Petrocci, NY

Kirk R. Pfeffer, CO
Virginia Pfeiffer, MN

Jodi Pickett, OR

Donna Piich, Wi

Frank Ponce, IN

Lisa Poncelet, MN

W. Scott Pongani, Ml
Billie Pope-jay, TX

Sharon Potts, WA
Christina F. Powell, IL
Merryl Powell, Hong Kong
William M. Prante, SC
Heilke Pratt, CO

Patricia Preisig, W1

Kevin Presley, GA

Belinda J. Pruett, SC
Elizabeth Puterbaugh, MO
Carolyn Quinn, OH
Sandra Rader, MN
Kathleen Radspinner, MN
Debbie Rakes, AL

Kristin R. Rakke, MN
Jackie Rakoczy, PA L
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CHOOSE INSTRUMENTS
MADE TO PERFORM WELL

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

6" SONOR’

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



Melissa Raley, NC

Ruth G. Randle, MS
Erin Rash, MN

Janelle M. Rau, MN
Pamela J. Reddick, MS
Mary Theresa Reed, iL
Patti Regan, MN

Ruby N. Regan, MS
Valerie Reid, CA
Christine Renstrom, NY
Barbara Rice, MN

Janet Ringstmeyer, SD
Lori D. Ritchey, WA
Charlotte Roberts, VA
Kim Robertson, iL
Jeanette Rodriquez, TX
Peggy Roesch, WA
Ann Rogers, NY

Leona M. Rogers, ND
Gretchen R. Rogotzke, SD
Anne S. Rolls, MD
William W, Romer, MO
Debbie Romero, MN
Kay S. Roper, VA
Anna Rose, FL

Paul J. Rose, Ml

Carol Rossetti, CT
Kathy Rowe, IL

Gail Rowten, GA
Wendy Rudder, NY
Jeffrey Ruhnke, MN
Colin Russell, Canada
joan C. Ryan, WA
Judy Ryan, MN

Robert Sacharski, Wl
Debbie Sager, KY
Joseph E. Saman, CO
Edith M. Sankowski, NY
Lisa Sauer, MN

Leland D. Savell, WA
Mary Saxon, IN

Mary M. Sazama, WI
Don Scafuri, NJ

Kim Scarbrough, 1L
Wayne Schaedler, CT
Andrea Schafer, L
Jackie Schaffer, MN
Karen Schanerberger, MI
Rebecca Schenk, MN
Julia Scherer, IN

Eric Schlaeppi, CA
Debi Schlatter, OR
Mary A. Schiiff, CA
Adele L. Schiueter, OH
Melody Schmidt, W!
Renea Schoenfelder, SD
J. Matthew Schutt, IA
Grace Schwanda, Ml
Joyce Schweikert, OH
Kathy Schwister, MN
Mary H. Sedlacek, MO
Rick Seifert, WA

Sr. Mary Senglaub, WI
Maria Seong, WA
Kristen Severud, WA
Amanda Sevier, TN
Jamey Shannon, MS
Alyson Shedd, VA
Patricia M. Sherer, IN
Heidi Sherman, NY

Jo Ann Shook, MN
Lisa Sienkiewicz, MO

Caroline Scott Simpson, WA

Carrie Sinclair, MN
Tom Sitzman, NE
Allison Sjogren, MN
Julie Skalak, 1A

Deb Skinner, MN

Barbara L. Slosson, NY
Lori Smeltzer, WA
Andrew W. Smith, MN
Arabella Z. Smith, OH
Diane M. Smith, 1A
Janet L. Smith, MN
John 1. Smith, WA
Karen Smith, MN

Kay S. Smith, MN
Faith Sorenson, OH
Joyce Spande, 1A
Kathryn Spies, WI
Amy Turley-Sprenger, NV
Sharon L. Startzell, WV

Dorinda Faye Steichen, MN

Gari R. Stein, MI

Paula A. Stewart, OH
Christine A. Stirling, NY
Becky Strand, MN

Pat Strand, WA

Leon Strange, KY

Jane Stritesky, MN
Clarice Stumo, MN
Rebecca Sultan, CA
Julie Sundin, IL

Bonnie Swanson, MN
John P. Tarantino Jr., NC
judith P. Taylor, FL
Sandy Taylor, CO
Cindy Teresi, CA
Patricia W. Teske, MN
Janna Thew, Wi

Addie Thietje, MN
Linda S. Thill, Wi
Pamela Thomas, TX
Diane Thompson, MN
Gaylene Thompson, OR
Mark A. Thompson, IL
Marti. Thompson, OH

Sandra Thompson, AR
Patty Thornton, WA
Marilyn L. Tice, MN
Nancy V. Timothy, OR
Cara Tobey, OH

Jean Tobisch, MN

Abigail Trinity, FL

Lori Troutman, OH
Suzanne Truitt, PA
Meridith A, Tunkel, NY
Ann L. Turner, Wi
Terolie L. Turnham, MN
Margaret Utter, CO
Susaan Van Eaton, TN
Edwin D. Van Hemert, 1A
Ruth Van Vugt, MN
Katrina Van Walterop, CA
Laurie Vanden Heuvel, Ml
Nancy Vanis, NE

Julie Varilek, CO

Elaine Vassmer, MO
Rachel Veenker, MN
Steven Vogel, MN

Susan Waddle, KS
Naomi Wagenknacht, MN
Marlenna Walker, SD
Beth Wallace, MN

Cheryl K. Walls, AL
Janice Walton, MN

Elaine Ward, W1

Sheila F. Warner, MN
Melissa A. Weaver, OH
Romayne K. Welch, NY
Margaret E. Wells, PA
Karin Werdahl, MN
Patrice Westerholm, ND
Kim Whitchurch, IN
Denise Whitney, CO
Tammy Widman, MN

Bobby Wiggins, LA

Nancy Wilcox, MN

Geoffrey Wilke, WA

Darcy Williams, OR

Kevin Carl Williams, MN

Margo A. Williams,
Netherland Antilles

Valerie C. Williams, MN

Mrs. J. E. Williamson, MO

Harlene Wilson, WA

Mesa M. Winburn, OH

Nancy Winsor, NH

Pamela K. Witmer, IN

Kathleen Wobbe, MO

Cheryl Wolner, NY

Mrs. Deborah S. Woods, MD

Edwin L.f. Worrell, MN

Julie Wuerfel, TN

Teresa Wulf, MO

Marilee ). Wurthmann, iL

Susan Wynhoff, Wi

Margi Zearley, AZ

Michele Zebeli, MI

Aabaca, MN

Sheila Zerschling, CA

Augsburg Fortress Publishers, MN

Beautiful Star Publishing Inc., MN

Encore Mallets, TX

Mountain Laurel Dulcimers, MN

Music Educators National
Conference, VA

Pepper Of Minneapolis, MN

St. Cloud State University, MN

Schmitt Music Company, MN

Texas Christian University, TX

New!

Orff-Schulwerk Publications from Schott «
De Colores by Virginia Ebinger SCHOTT

Folklore from the Hispanic tradition for voices, recorders and Orff
instruments. A supplement to Music for Children. STAP020 $9.95

Docum Day by Donald Slagel

An olio of songs from England, Hungary, Jamaica, Middle East,
Newfoundland, Nova Scotia, and the USA for voices, recorders and
classroom percussion. Supplement to Music for Children. STAP018 $9.95

Exploring Orff: A Teacher’s Guide
by Arvida Steen

An important new book that complements and expands upon Jane Frazee's
landmark Discovering Orff. With detailed information on how to form a
curriculum; how to choose the best materials for lessons; and how to plan
lessons. STAPO76 Special introductory price $35.00

RRRRRO by Polyxene Mathéy & Angelika Slavik

Poetry, music and dance from Greece with Greek texts (and English
translations). A supplement to Music for Children. STAPO79 $15.95

Sketches in Style by Carol Richards & Neil Aubrey

Arrangements for classroom music for voices, recorders, and Orff
instruments. A supplement to Music for Children. STAP019 $9.95.

Available from your favorite dealer. Distributed by
European American Music Distributors Corporation, Valley Forge, PA

' RECORDER MUSIC

for Student / Teacher / Performer

o Recorder method books, solos, and ensembles

© Music for recorder & prepared tape

o Critical editions of early music

o Classroom, ensernble, solo, & historical recorders
o Recorder accessories, prints, and note pads

Send for your FREE Catalog

Sweel Hipes

23 Scholar Lane © Levittown, NY 11756
Tel: (516) 796-4140 © Fax: (516) 735-8678
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% Save
your
budget!

s}

Compare our quality:
® Qur durable shafis are guaranteed not fo break—ever,
or we will replace them free.

o Shafis never bend or warp.

® Instrument usage permanently imprinted on grip.
o Balls glued on so they will not fall off.

o Even the yarn is specially designed for longer wear.

Compare our prices:
Prices range from $4.00 to $14.00

Encore Mallets"

702 Runge Drive « Lewisville, Texas 75057
214-436-6963 - Fux: 214-221-4319

PLAYS IN TUNE « SUPERB QUALITY
DELUXE APPEARANCE
LASTS A UFETIME « FULL CONSORT AVAILABLE

ONE-PIECE SOPRANO RECORDER

FOR FIRST YEAR PLAYERS

Buit in thumb rest places right hand in correct,
relaxed position - Single holes for low C and D
provide ease of playing in lower register -
Accessories: carrying  bag and fingering chart
ATO3N  Baroque Fingering $4.45
A102N  GermanFingering $4.45

TWO-PIECE SOPRAMO RECORDER
FOR INTERMEDIATE PLAYERS

incdudes C#* and D#* holes - Accessories:

ceaning rod, carrying bag and fingering chart RHYTHM BAND

A203N  Baroque Fingering  $5.45 INSTRUMENTS
A202N  German Fingering $5.45

ORDER FROM:

Rhythm Band Instruments,

AULOS HAS THEM ALL P. O, Box 126,

F. Worth, TX 76101
ORDER BY PHONE:
TOLL FREE: 1-800-424-4724

SOPRANQS, ALTOS, TENORS,
BASS, SOPRANINO, GARKLEN,
PAN HUTE, BAROQUE HUTES
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Guest Educators Attend
Minneapolis Conference

Each year, in a program established to
introduce regional educators and administra-
tors to Orff Schulwerk, the Public Relations
Committee selects a small group to be
AOSA’s guests at the national conference.
Each guest educator, administrator or uni-
versity faculty member is “hosted” by a
Board of Trustees Member who guides the
visitor through conference sessions and is
available to answer questions. Usually, one
guest educator is from the next conference
region.

Shown above, guests at Minneapolis were:
David Bach, Minneapolis Arts Education
Alfiance; Dr. Allison Bankkowski, Assistant
Superintendent for Curriculum and Instruc-
tion (Kansas); Susan Hennen, Minneapolis
Arts Council; Betsy Walsh, Principal, Bloom-
ington, Indiana; Dr. Kay Warner, Principal,
White Bear Lake School, Minneapolis.

Orff Echo Index Available

AOSA’s most recent publication is an Index
to The Orff Echo, Volumes | to XXIil, Nov-
ember 1968 through Summer 1991. This
useful, well bound book was compiled and
edited by Past President Virginia Ebinger and
new Vice-President Carolee Stewart. It is
certain to be a useful addition to your class-
room and personal library as a handy refer-
ence. The alphabetized contents are divided
by titles, authors, subjects, reviews and
supplements; this information is cross-refer-
enced. Its 115 clearly-printed pages provide
quick access to articles printed in earlier
issues. It would make a fine gift for a chapter
newsletter editor, for example, or other
officer.

“Index to The Orff Echo” is available for
$8.00 plus postage ($1.05 book rate or $2.59

first class) if mailed to an address in the
United States.
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Where Are
Those Rhymes?

TOSSI AARON

Traditional nursery rhymes are still valid,
and crucial to every child’s repertoire. Signi-
ficance and history notwithstanding, they
offer a resource that can be developed in
imaginative ways. Even as basic a rhyme as
“Hot Cross Buns” has a crisp, dependable
rhythm—to internalize over patchen, say and
snap on the rests, echo and recognize rhyth-
mically or turn into a call-and-response game.
Three-year-olds can sharpen motor skills as
they speak and step; older children can
improvise new verses or compose and/or
notate complementary ostinato patterns.

Basic nursery rhymes can be found in
formats from small inexpensive children’s
books to large, costly “decorator” books.
Among the latter, Nursery Songs, first pub-
lished in 1912 in London and New York has
British rhymes, some with piano arrange-
ments. In 1980, the Metropolitan Museum of
Art, New York reproduced it with its water-
color iliustrations and hand-lettered texts.
Look for “Girls and Boys Come Out to Play,”
familiar from Orff-Schulwerk (Margaret Mur-
ray Edition, Volume I}, “Lavender’s Blue”
and a few game songs.

One paperback collection of nursery
rhymes offers the adult reader a visual feast
while sharing the rhymes with a child.

Granfa’ Grig Had a Pig (Little Brown &
Company), compiled and illustrated by Wal-
lace Tripp, is only one of his funny, witty
books. The rhymes, some less familiar or with
rarely-heard verses, are illustrated with
Tripp’s line and color wash drawings. Visual
jokes, asides, and caricatures are aimed at
adult eyes. “Old King Cole,” for example,
romps through four pages; his musicians are
Bruin Walter, Fritz Rhino and Clawed Depus-
sy; Toscannini conducts in Italian and
Charles Ives leads a Yankee Doodle parade.

This book can provide many inspirations for
the music class, but seek it out for your own
pleasure. And don’t miss the contestants’
names in the pie-eating contest on pages 57
and 58.

For older children, a rich collection of
classic jump-rope rhymes, ball bouncing
rhymes, tongue twisters, chants and charms
are in a prize-winning collection by Duncan
Emrich (Four Winds Press, N.Y., 1970). The
Nonsense Book is anything but nonsense!
Every page offers new rhythms, little dramas,
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AIABA Music FOR Children

We're as close as the phone.The service gets better,
the knowledge gets greater, the hugs get bigger,
and the music will always go on. Drop us a line if
you would like a catalog or our newsletter RONDO.

PO BOX 3730
Salem, OR 97302
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503-399-0345
800-722-XYLO

FAX 503-399-0345

small & Large
percussion

Boulder Farly
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Wiusic Sho

a LA

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 Flail Order Service

Write for Free Catalogs - Specify Areas of Interest

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

Hanng Budnick
- (210) B44-2474

l.dORl‘iSHOP NEEDS (YOURS)
+ FOLK BDANCES (MINE)

= GREAT EVENTS (OURS)

- DULCIMERS
and KITS

for Schools
and Beginners

Backyard Music
P.O. Box 9047 A

New Haven, CT

06532

(203) 469-3756
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SAY NO!

Compreheénsive Music Services
1120 Holiand Drive, Ste:16
Boca Raton, Florida 33487

407-998-9984

=AvailableTrom:these:finemusic:companies!=

ABA-Mugc for Childrea » 503-399-0345
Arizona Music Center » 602-934-3273
Christian Music Center » 6164521418
Duncan Musdc Co, » 919-768-5680
Eckroth Music « 218-233-8806

Jokn McCrea Music » 619-698-7272
Joha's Music Center » 206-548-0916
LMI of Itasca, Iinots « 800-456-2334

Lyons » 2192046602

Mannerino's Sheet Music » 513-522-8975
MMB Musc, Inc. » 800-543-3771

Musk & Instruments for Children « 303-778-6733
Mustc in Motion » 214-231-0403

Muszk Innovations « 412-366-3631

Music Plus » §19-745-8530

Northside Muslc = 715-832-4014

Old Town Music » 818-793-4730

Pepper & Son, Inc. « 800-345-6296

Pepper @ Palge’s« 800-382-1099
Re.Creations « 318-375.4793
Rhythm Bend Inc. « 800-424-4724
Sorden Music Store s 515-682-8033
Ted Brown Muslc Co, « 800-247-1536
The Recorder Shup » 518-756-2273
The Woodwind & The Brasswind « 800-348-5003
West Music Co,, Inc. + 800-397-9378

. Joues Muskc, Inc. « 800-R21-5704
Warld of Musc + 408-252-8264

General MusicC i Woowini & the Brassuind :

Store
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word games and sayings to make Orff Schul-
werk teachers percolate with ideas for their
use. Street taunts and autograph book sayings

{(remember those?) revive an American heri-
tage that should not be lost.

Peter L. Skolnik assembled Jump rope!
(Workman Press, N.Y.) in 1974, dedicating
the book to his daughter Samantha, “for
whom | will always be a steady ender.”
Hundreds of classic jump rope chants recall
rhythmic material already secure (and alive)
in American children’s folklore. Many will
sound familiar! Game directions and clear
photographs add to this paperback book.

One hardcover book of this genre is
without peer: Edith Fowke's Sally Go Round
the Sun (Doubleday, New York). More than
300 children’s songs (some with music),
games, rhymes, parodies and nonsense ver-
ses were collected on the streets of Canadian
cities. Teachers in the United States will
remember or-surely recognize the true
rhymes indigenous to most English-speaking
countries. Collector and editor Edith Fowke is
a respected and careful folklorist; informants,
sources and references are given in the index.

Every page is a visual delight for adults and
children; illustrations, the most imaginative |
have ever seen, are by Italian artist Carlos
Marchiori. Easy guitar chords or simple piano
arrangements are included. A first line index
is helpful, but it is the variety of the possibili-
ties and the fanciful illustrations that may
keep the book off the shelf more often than on.

There is a plethora of rhyme books avail-
able in bookstores, two reissued “classics”
could become an Orff Schulwerk teacher’s
most reliable sources. Paperback A Rocket in
My Pocket, collected by Carl Withers and
itlustrated by Susan Suba (Henry Holt, 1948)
is a knapsack of accessible traditional
rhymes, teases and sayings. My nearby
bookstore says that this year's most requested
gift book is | Saw Esau, The Schoolchild’s
Pocket Book, Edited by lona and Peter Opie,
folklorists from Great Britain. First published
in 1948, the small hardbacked treasury offers
a British child’s schoolyard lore (sometimes a
bit wilder than ours) illustrated by Maurice
Sendak.in his inimitable style.

Traditional rhymes are appealing, even to
children not raised on them. The word
rhythms are comfortable and time-tested;
their humor or drama is recognizable and can
be identified with contemporary experience.
For music teachers, every rhyme opens
learning possibilities for the classroom. “See,
Saw, Margery Daw,” for example, could be a
way to introduce 3/4 or compound meter,
high and low pitches and a transfation to
visual representation. Perhaps social studies
time could explain why fack was paid only a
penny a day!
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Occasionally, a collection of composed
rhymes appears, well worth the energy given
to explore and develop into classroom piec-
es. The short poems in Father Fox’s Penny-
rhymes by Clyde Watson (Thomas Y. Cro-
well, N.Y), have the lilt and tasty word-
pleasure of traditional nursery rhymes. They
were written by a musician and educator
who found she preferred teaching to perform-
ing. (A more recent musical version loses
some of the charm of the original.) In the
finely detailed illustrations by Wendy Wat-
son, the author’s sister, Father Fox's family
and friends’ antics and side comments tickle
the fancy and inspire further classroom play.
One of the favorite short rhymes:

Oh my goodness, oh my dear,
Sassafras & ginger beer,
Chocolate cake and apple punch:
I'm too full to eat my lunch.
(Classes can write new verses, lists of foods,
ostinati or melodies.)

Library and bookstore shelves are full of
books of contemporary rhymes and jingles by
popular authors. Some have become familiar
(and a bit tired from overuse) because they
are “cute” or clever or because “the kids like
them.” These may not be the only criteria.
With a few moments of mature considera-
tion, understanding and serious thought,
many will be found to be potentially frighten-
ing or subliminally distorting to young chil-
dren’s impressionable minds. Older children
may have acquired enough sophistication to
accept the subtlety or satire of such jingles but
as guides, | believe it is our responsibility to
offer alternatives to comic-book-style lan-
guage and stimuli.

This is just a representative list of books
available with very little searching. Any one
of them has enough material for many years
of speech play, melodic, rhythmic and instru-
mental improvisation or dramatic and move-
ment explorations.

Traditional chants are the stuff of United
States folklore; they have survived because
most are passed on as an intrinsic part of the
childhood idiom. Rhymes are picked up by
younger children from older siblings or on the
playground; parents and grandparents are the
infrequent transmitters of only a few remem-
bered rhymes. It is a commentary on the
times that now it is often the school music
class that channels them, and that mother/
baby classes exist to teach new parents those
rhymes nearly lost to a whole generation.
Happily, some nursery schools have returned
them to their inheritors,

Every culture has traditional children’s
nursery rhymes, finger plays, teases and game
chants, many half forgotten and fading in the
media spotlight. Working with these rhymes,
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or collecting others from our multi-lingual
school populations, could develop into an
ongoing teacher/student “research” project.
Discovering and sharing them can turn music
class into one more open door between
generations and cultures.

To a generation raised on Sesame Street
songs, traditional English-language jingles,
chants and nursery rhymes may fade into
oblivion through lack of use. | have heard
middle-grade children chant TV commercials
for jump rope and hand-<clap games—per-
haps an example of “living” folklore, but to
me, too ephemeral to be of generational
value. Only time will tell; will children still
say “Charlie Chaplin went to France . .. “ or
“Miss Mary Mack” in the next century? [J
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Desk Top Publishing
Music Notation - Text
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Del Bohimayer
1232 Easi Krisla Way - Tempe AZ 85284
602/838-7535

Faculty includes:

[(513)-556-60171.

COLLEGE-CONSERVATORY OF MUSIC
UNIVERSITY OF CINCINNATI

ANNOUNCES

Orff-Schulwerk Teacher Certification Courses

LEVELS: 1, II, and III
to include

Special Interest Sessions on
African and Latin American Percussion and Dance
Instrument Making

July 26 -August 6, 1993

Wolfgang Hartmann, Judith Thomas,
Rene Boyer-White, Judy Thompson,
Barbara Watson and Craig Woodson.

Orff Abroad’in the Black Forest
August 8-16, 1993

A week long course offered in collaboration with the
International Society for Further Music Education in
Rothenburg, Germany

For additional information, call or write:
Yvonne Becknell [(513)-556-6638] , Office of Summer

Session, College Conservatory of Music, University of
Cincinnati, Cincinnati, Ohio 45221-0003, or Marti Araujo
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West Chester University

THE UNIVERSITV OF Music Education Workshops

PORTLAND Summor 1993

Wy

West Chester

. JUNE 21 -25 KEYBOARDS IN MUSIC EDUCATION : :
Colleen Ludeker, Lpuren Altiere UanerSlty
ﬂj Zé‘ JUNE 21.25 CONDUCTING ACCORDING TO THE KODALY CONCEPT
Sarolta Platthy
SUMMER 1993 JUNE 28JULY9 ORFF-SCHULWERK: LEVEL ! and LEVEL II

Susan E. Ayres Davis, Karen L. Markey,
Colleen Ludeker, Martha Crowell

COURSE: Orff Schulwerk JULY5.9 CHORAL MUSIC IN MOTION: Sally Albrecht, Jay Althouse
Levels I-1I1, ’ JULY5 -8 CONTEMPORARY DIRECTIONS IN SCHOOL ORCHESTRA PROGRAMS
( AOS A appl'OVGd) Walter Straiton
( Jul 19 30 JULY 12-16 KEYBOARD IMPROVISATION: Colleen Ludeker
y ) . JULY 12-16 ORFF-SCHULWERK: RECORDER

FACULTY: Valerie Johnson, Carolee Stewart
Ken Lochner’ Oscar MunOZ, JULY 12-18 8§5§:%€:§3§WERIQ INSTRUMENTARIUM
Lynn Schneider JULY 1923 ORFF-SCHULWERK: MOVEMENT

. Var eggev
COURSE: Introduction to JULY 1923 ETHNIC MUSIC: NATIVE AMERICAN
Kodaly Bryan Burton

JULY 19-23 HANDBELLS: BEGINNING TO ADVANCED
(July 51 6) David Davidson, Donna Kinsey, Phyllis Hentz
FACULTY: Paul Domby JULY 26-30 TECHNOLOGY IN MUSIC EDUCATION
Don Muro, Tom Rudolph, Floyd Richmond
CONTACT. JULY 26-30 KODALY GAMES AND MATERIALS: Sally Ferrebee
Kenneth Kleszynski, Ph.D. JULY26-AUG6 KODALY: LEVEL I and LEVEL Il .
University of Portland sosns i A i o B o
. Al -8 H
5000 N. willamette Blvd. Quincy Hilliard, Bryan Burton
Porﬂand' Oregon 97203-5798 Orff and Kodaly levels must be taken for 4 graduate credits. Other workshops may be taken for 3
800-227-4568 aduate credits except for the Orff special subjects which may be taken for 1 graduate credit.
Ig{rousmg is available on campus.

FOUNDED 1N 1901 FOR ADDITIONAL INFORMATION CALL JANE PIPPART AT 215-436-3032,
MUSIC EDUCATION DEPARTMENT, WEST CHESTER UNIVERSITY, WEST CHESTER, PA 19383

1993 Summer Music

GRADUATE EDUCATION PROGRAM

College of Fine Arts and the Division of Continuing Education

> Kindermusik® > Orff Schulwerk Teacher Training > Teaching Piano the Suzuki Way
Beginnings Certificate Program August 2-6; Noncredit
June 25-26; Noncredit (Levels I, IT & III) Faculty: Elizabeth Landman, Robert
Young Child/Year One July 12-23; 3 graduate credits per level Fraley
June 21-24; Noncredit Faculty: Barbara Peacock, Steve
vb Kindermusik Beginnings & Young Daigle, Lynne Rahmeier, Alison > Marching Band Techniques
4 Child/Year One Yankowskas August 2-10; 3 graduate credits.
June 21-26; 2 graduate credits Faculty: Daniel Lutz
Faculy: Patricia Clark, > Introduction to Dalcroze
Charmaine Cave Dersham July 26-30; Noncredit
Faculty: Martha Rogers

University of Massachusetts Lowell
Division of Continuing Education

OFFICE FOR SPECIAL PROGRAMS
One University Avenue, Lowell, MA 01854 o (508) 934-2405
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NEWS AND VIEWS

Focus on Region Vi

Region VI was established in 1991, making
it the newest region of AOSA. In the five states
represented, there are ten chapters: Indiana,
Kentucky, Greater Detroit, Mid-Michigan,
Greater Cleveland, Northwest Ohio, Greater
Cincinnati, Mid-Tennessee and Memphis.
Though the states in Region VI share borders
and have no more than two states between
them, the total geographical distance reaches
from the middle and west of Michigan in the
north, to the south of Tennessee.

The total number of local members in the
ten chapters is 654; AOSA national member-
ship is held by 476 of these people. Greater
Detroit is the largest chapter, with more than
100 members; Greater Cleveland is a close
second. All of these chapters hold their
meetings on Saturdays. Last year (1991-92)
they hosted 48 workshops with outstanding
nationally and locally known clinicians.

Their future goalsinciude increased mem-
bership, better outreach to the community at
large, and interest in certification courses at
nearby universities.

Special interast Programs
Through Continuing Education at UNLV

B

Four of the five states in Region VI (Indiana,
Michigan, Ohio and Tennessee) have hosted
national conferences over the years. The first
three in this list have channeled the energies
of their membership toward more than one
conference. National headquarters for AOSA
in Cleveland is located in our region. We can
boast a number of heavily-enrotled summer
certification courses and a sizable number of
fine clinicians who teach at local universities
and present workshops throughout the coun-
try, and even the world.

Members, chapters and universities in
Region VI have contributed a great deal to the
history and continuity of AOSA. One of the
first Orff Schulwerk courses in the United
States was offered at Ball State University in
Muncie, Indiana; this was also the site of the
first national conference 27 years ago. This
year's 28th conference (some years there
were two) will be in Indianapolis, Indiana,
also in our new Region VI.

Currently, representatives for Region VI are
Peggy True of Cincinnati and Claire Levine,
Bloomfield Hills, Michigan. We look forward
to an exciting future in which we can begin to
play an important role in the furthering of
movement and music education through Orff
Schulwerk.

Claire Levine

Region 1

The Hawaii Chapter reports a piece of
remarkable news, the kind we dream about.
Mary Holmes, Chapter President was given
an entire instrumentarium by a supportive
parent. To top this, the Epiphany School in
Honolulu, where Mary teaches, had planned
to pay her way to the 1992 Conference, but
with budget cuts, this became impossible.
The same parent, Mr. Wagdy Buirquis, heard
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Dates:
June 21 - July 2, 1993

at tﬁe Q)a,ton Centeron tﬁe ‘T/I/UV[‘U Campusi -
Instmctors Caro[yn ‘waer, ]uc[y QBomf "
Viyinia Ebinger, l’enny Maﬁoney .
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Distinguished Faculty:

Marie Blaney

Gloria Fuoco-Lawson

Danai Gagne

Douglas Wilson

Ruth Ritchie (Instrumental technique)

For Information:

Call: Gloria Fuoco-Lawson
(702) 451-7981
University of Nevada, Las Vegas
Division of Continuing Education
4505 S. Maryland Parkway
Las Vegas, NV 89154
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Seattle Pacific University's
Northwest Institute for
Music Education

#

.- g
¥ AA A

13th Annual
Orff Schulwerk
Training Courses

e Introduction to Orff Schulwerk
July 12-16, 1993
Lisa Ann Parker, Donna Kling Knudson

¢ Levels I, II, ITI Teacher Training
July 19-30, 1993

David Asplund, Joe Berarducci,

Susie Green, Jan Hall, Shelley Nordlund

Levels courses approved by the
American Orff-Schulwerk Association.

2nd Annual Koddly
Training Courses

e Levels I and II Teacher
Training Program

Includes pedagogy, materials, folk

music, solfege and choral techniques.

June 21-July 9, 1993
Rita Klinger, Patricia Campbell, Susan
Seneft and Lauren Abernethy.

*Koddly Sampler, June 21-24, 1993

Call (800) 648-7898
for a brochure.

&

Seattle PacificUniversity
Scholarship & Service Since 1891
Division of Continuing Studies
Seattle, WA 98119-1997
FAX: (206) 281-2662

University of North Texas %
COLLEGE |ORFF-SCHULWERK KODALY KODALY
TandII I, IT, TIL ‘Refresher:
OF AOSA approved OAKE endorsed Beyond Level I1I
June 7-June 18  June 20-July 2 June 28-July 2

/
< |..~ RickLayton, Carol Brown, Ed Bolkovac,
W Vicki Salmon, Mary Ellen Junda, Anne Patterson,
Jacque Schrader, Jill Trinka, Virginia Womack,

— Julie Scott Eva Vendrei
CONTEMPORARY Graduate Credit Available
STUDIES IN MUSIC

Forinformation contact:

EDUCATION Jill Trinka, College of Music, University of North Texas
P.O.Box13887,Denton, TX 76203-3887
1993 (817)565-2791

Central Connecticut State University
Department of Music announces

Orff Schulwerk Teacher Training Courses

Levels I and II

Tune 28-July 9, 1993; Faculty includes: CENTRAL
Vivian Murray, Level I; Shirley McRae, Level II CONNECTICUT
Debra Clifton, Recorder; Brian Barnett, Movement STATE

UNIVERSITY

Master Class in Elemental Music
July 19-23, 1993; Steven Calantropio, Instructor

Graduate credit or non-credit. Dorms available.
For further information call 203-827-7251, FAX:
203-827-7350 or write to Dr. B. Glenn Chandler, ‘

Music Deparment, CCSU, New Britain, CT 06050.|  NEW BRITAIN

CCSU is a campus of Connecticut State University and is an AA/EO employer.
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Jacksonville University
Continuing Education

presents (Orff
Schulwerk

Levels I and I1I

Teacher Training Courses

. Instructors:
Jim and Mary Helen Solomon

June 21 to July 2, 1993

Jacksonville University
2800 University Bivd. N.  Jacksonville, Florida 32211
Telephone 904-744-3950, ext. 2271
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of this problem and paid for the trip out of
gratitude for what Mary’s teaching of Orff
Schulwerk had done for his child. Mary
Holmes was in Minneapolis, thanks to Mr.
Buirquis!

The Rocky Mountain Chapter sends its
quarterly journal to all Region | presidents,
Regional Representatives, National Board of
Trustees members, The Orff Echo and any
honorary members of AOSA who request it.
Workshop presenters and those mentioned
in articles also receive copies. An inexpen-
sive subscription is available for interested
AOSA members—write to the chapter presi-
dent.

Ruth Ann Chiaraluce tells of an article in

Better Homes and Gardens for October,
1992 that advocated and strongly supported
the arts in education. It suggested that a
pamphlet produced by the National Endow-
ment for the Arts (50 cents, with name and
address) may be helpful to parents and
teachers to push for continuation of arts
education in their schools. Title: The Three
R’s for the Nineties.
The Orange County Chapter has a new home
at Chapman University, Orange, California, a
move that give workshop attendees graduate
credit, support of the Reading and Language
Department, and contact with both the Early
Childhood and Music Departments of nearby
universities. The chapter hopes to renew
interest and recognition of the value of music
education in the child’s overall development.
Beverly Bullis, in connection with the Cali-
fornia Arts project, is involved in staff devel-
opment in school districts and universities.
She says, “It's time we expose all educators to
a healthy degree of Orff Schulwerk.”

Region Ii

Heart of America Chapter newsletter gives
this idea from Melanie Sturgeon: For low-
cost lap boards, purchase a 4’ by 8’ sheet of
white bathroom vinyl laminated wallboard
(smooth-surface) from a discount lumberyard
and have them cut it into 12" squares for you.
Then purchase dry-erase markers for students
to use on the white side, or turn over to use as
a lap desk with paper and pencil. Approxi-
mate cost for 32 boards—$10.00. (Ed. note:
Pieces of rag-bag cloth work as erasers and
encourage recycling.)

The Ozark Mountain Chapter offers lunch to
its members at workshops; a sandwich, chips
and choice of drink sell for $3.50.

The Great Plains Chapter of Nebraska has
begun to collect songs, rhymes, speech
pieces and musical arrangements for its first
all-chapter book, a fund raiser to help pay for
workshops.
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DALCROZE EURHYTHMICS

18TH suUMMER WORKSHOPS
Carnegie Mellon University

WORKSHOP | - JUNE 21 - 25, 1993
WORKSHORP Il - JUNE 21 - JULY 9, 1983

Workshops | and Il offer classes in rhythmic movement
solfege, improvisation and Dalcroze methodology. Both
workshops are designed for music educators, studio
teachers, performers, conductors and movement
specialists.

For information in Dalcroze

Certification and License
Programs contact:

Faculty:

Dr. Marta Sanchez,
Dr. Annabelle Joseph,
Dr. Herbert Henke

Dr. Marta Sanchez

Director, Dalcroze Training Center
Department of Music

Carnegie Mellon University
Pittsburgh, PA 15213-3890

(412) 268-2391 or 2373

ACCREDITED SINCE 1968 AS A DALCROZE EURHYTHMICS TRAINING CENTER.

department

"MSU...global leader in Orff excellence”
.

of

Orff- Schulwer™ _

Summer Courses :

* July 19-30, 1993 *
LEVEL I: Shirley McRae LEVEL ll: Konnie Saliba
LEVEL Ill: Jos Wuytack
Recorder: Debbie Clifton
includes
* Master Class in Orff Schulwerk *

taught by Jos Wuytack
For those who have completed Level Il

R e 2222 T2

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

Mamphis State University is an Equel Opportunity/ Alirmaetive Action University.
it ig committed to educstion of & non-racielly identifiable student body.
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Yours

y Instruments for a Quality Progra

l =

The “West Music Education Catalog”
features the latest in Orff instfruments,
records,rototoms,books, recordersand
games. In addition West Music offers:

s Specially discounted prices

e Fast dependable service

e Experienced Music Education
consultants to assist you

e A wide selection of quality, name
prand merchandise.,

Write or phone today
for your FREE
64 page catalog.

1208 5th St., Coralville, IA 52241

1-800-397-9378

i
i

Workshops for Teachers

SUMMER 1993 Training

Workshop

reues Gontifntion Program and EDUCHTION THROUGH
e 13 Summer i T rookosmion
pos et Tralnmg Phylis 5. Welkart
T“‘%}%ﬁf T pton Program Schedule

First Annual Movement Conference
June 30 - July 2
$150

TO REGISTER

Mail completed HIGH/SCOPE FOUNDATION
form to: COURSE REGISTRATION
600 N RIVER ST
YPSILANTI Mi 48198-2898

C e Titl
SPRING 1993 Workshops ourse Te— Course
Course Location Dates
Key Experiences in Movement and Music N
ame
Albuquerque NM February 27
Sacramento CA February 27 Address
St. Louis MO March 6 Number and street name required,
East Lake OH April 2 City State Zip +

$60 Daytime phone (

)

A Sequential Approach for Grades K-6
Salisbury NC February 26 - 27
Belmont MA April 2 - 3
$85

for §,

Q) Enclosed is my check/money order

reserve summer courses) payable
fo High/Scope Foundation.

Q Charge: Q Visa [ MasterCard

100 deposit t
(B100depositto ) oy

Exp. Date
Signature
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The chapter offered a unique summer
bonus workshop called “Barbara and Banana
Splits.” After a guest workshop with Barbara
Potter, those attending were served cool and
refreshing banana splits.

Kansas Chapter has added new positions and
new members to its board of directors. They
are: an industry representative, Larry Mur-
phey of Music and Instruments for Children;
an administrator, Virgil Funk, principal of
Lowman Hill Elementary School in Topeka; a
student representative, Angela Hensley of
Kansas State University; and a representative
for Higher Education, Dr. jana Fallin. The
latest chapter newsletter included informa-
tion to help chapter members arrange for
publicity in local newspapers.

Region IV

The North Florida Chapter plans a raffle of
donated items to raise funds for the chapter.
Donations will be solicited from local music
stores, restaurants and other businesses and
each chapter member will bring one item to
the May meeting. Coastal Empire Chapter
held a “Santa Give Away” in December and
raised $66 for the treasury. At the January
workshop meeting of the Piedmont Chapter,
members shared a covered dish lunch, thus
nourishing minds and bodies at the same
occasion. To increase its treasury, Piedmont
is offering its fourth volume of members’
work for sale and has produced a tee-shirt
with the cover design imprinted on it. Inter-
ested? Contact the chapter president.

Region V

The Connecticut Chapter held its first Admin-
istrator's Workshop and Luncheon. Princi-
pals, superintendents of school districts, arts
coordinators and others were invited to a
sharing workshop, discussion and buffet
luncheon; the goal was to exchange ideas
with those in charge of school curricula and
budgets. Twelve administrators were among
the thirty-eight people who attended.

Long Island Chapter is proud of some
members whose names have been associated
with very special activities. Rose Marvel and
Rudi Registrato were named chairpersons of
the Elementary Music section of the NYSSMA
Winter Conference. Rose was also nomi-
nated for Teacher of the Year in her school
district and Rudi gave a workshop for all
music teachers in his school district. Geral-
dine Stromberg completed the Endorsed
Trainer program with Phyllis Weikart. Lenore
Molnar’s school chorus was heard, via tape,

SPRING 1993 — THE ORFF ECHO

SF
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The course that helps bring America's own

S" U SUMMER 1993

&= San Francisco State University

| Jazz in Elementary Music:

An Orff Schulwerk Perspective
with Doug Goodkin

music into the classroom.
Partl: June21-25 ¢ PartI: June 28 - July 2
For further information, contact Doug Goodkin
1232 Second Avenue, San Francisco, CA 94122

415-564-1597

A G

A

1993 SUMMER
PROGRAMS

SCHOOL OF MUSIC

UNIVERSITY OF ROCHESTER

in cooperation with the
Greater Rochester AOSA

ORFF SCHULWERK
TEACHER TRAINING
COURSES, LEVELS I & II

Jim and Mary Helen Solomon, Instructors
Donna Brink Fox, Coordinator

July 26 - August 6

For applications and more information, write to: Summer Programs,
Eastman School of Music, Dept. ORFF, 26 Gibbs Street, Rochester, NY 14604

The University of Rochester's Eastman School of Music provides equal opportunity.

CAL STATE LA,

WORK AND PLAY
IN SOUTHERN
CALIFORNIA

ORFF-SCHURLWEREK Millie Burnett,
CERTIFICATION David Connors,
LEVELS I, I1 AND III Mary Shamrock
and Judy West,

Special sessions in Vocal Training,
Percussion Techniques and
Multicultural Studies.

s Credit: 4 quarter units
and/or certification

*Housing: on campus
room and board available

For further information, please write:

July 26 1893 - galifornia Sl;e.ftti:vI University, Los Angeles
epartment of Music
August 6, 1993 Attn: David Connors

Los Angeles, CA 90032-8102

5151 State University Drive
(213) 343-4060
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~ HARTTSCHOOLOFMUSIC

WEEK-LONG .
_ MUSIC EDUCATION WORKSHOPS

JUNE 28-JULY 2

« Choral Symposium
Sally Schott, Ruth Whitlock, and
Michael Yachanin

* Jump Right In —
The Instrumental Series
Christopher Azzara

* Handbelis — A Comprehensive Course in
Leadership Training
Donald Aliured

« | ifelong Voice Education and Care
Leon Thurman

» Introduction to the Kodaly Concept
Sarah Ferrebee

JULY 5-9

= Revels Seasonal Music & Celebratory
Material Adapted for School Use
John Langstaff

* Developing a Philosophy of Music
Education for the Jr. High School
Mel Wasserman

= Lessons from the World: Music for
Children in a Multicuttural Society
Patricia Shehan Campbell

« From Drummer to Musician
Rosemary Small _

» Music Learning Theory |
Edwin Gordon

JULY 12-16

* Music Learning Theory li
Edwin Gordon

e Early Childhood Music & Movement
John Feierabend

= Choral Music Experience — Conducting
Workshop for Teachers
Doreen Rao

* The Music Administrator —
Choreographer for Success
Kenneth Raessler

= Teaching General Music & Ghoral Music in
the Middle or Jr. High School
Lawrence Eisman

* Education Through Movement —
Building the Foundation
Geraldine Stromberg

":“John Feierabend, Artistic Director——/ﬁ

o Not Just Survival — Success:%BuiIding a
Quality Jr. High Choral Program
Sandra Chapman

JULY 19-23

* Improvisation and Music Learning
Christopher Azzara

 Composing & Printing Music by
Computer
Tom Rudolph

» Making Folk Music Conie Alive in
the Classroom
Jill Trinka

* nside the Choral Score
Carroll Gonzo

» Music! Words! Opera! Write One With Your
General Music Class
Roger Ames

 Community Arts Schools & Their
Importance to Music Education
Michael Yaffe

MUSIC TECHNOLOGY WORKSHOPS
JUNE 28-JULY 2 e
= Recording Technigues and Soun
Technology
Bavid Budries-
JULY 5-9
» Piano Maintenance, Tuning & Repair |
Kenneth Lawhorn ,
* Wind Instrument Maintenance
& Repair
James Gebler
= Stringed Instrument Maintenance
and Repair
J.R.Weene

JULY 12-16

* Piano Maintenance, Tuning & Repair ||
Kenneth Lawhorn

« Real Wind [nstrument Repairs
James Gebler

« Folk Fiddling for Fun
J.R.Weene

MASTER CLASSES

JUNE 13-18

¢ Piano Master Class
Claude Frank

JULY 5-9
* Cello Master Class
Richard Kay

JULY 5-11

= Hartt International Piano Institute
Luiz de Moura Castro &
Aquiles Delle-Vigne

SPECIAL PROGRAMS

JUNE7-JULY 8

» Conductors Institute
Harold Farberman, founder
and artistic director
(203) 768-4777

JULY 12-31

* Harit Summer Youth Music Festival
Junior & Senior High Programs
(203) 768-4777

JULY 13-AUGUST8,

« Weikart Cerfification Cofises...
Phyllis Weikart
For information: (517) 456-4346

AUGUST 1-7

* [nternational Kodaly Society:
Pre-Conference Seminar

AUGUST8-15

« International Kodaly

Society/Organization of American Kodaly

Educators Conference
For information: John Feierabend,
(203) 768-4075

AUGUST 2-7

o Hartt Suzuki Institute
Teri & David Einfeidt, codirectors
(203) 768-4015

Academic and CEU credits available

UNIVERSITY
OFHARTFORD

For more information contact:

Harit Summerterm

University of Hartford,

West Hartford, Connecticut 06117

Call: 1-800-955-HART or (203) 768-5020

1993

o\lgomb, Administrative Coordinator




on the radio during Martin Luther King, Jr.
Day.

Greater Rochester Chapter members Alice
Pratt (School #16) and Jody Phillips (Parkland
School) collaborated for a city and country
school “partnership performance” to cele-
brate Black History Month at Parkland
School. In return, Parkland’s second grades
performed at School #16.

Region VI

The Kentucky Chapter has awarded life
membership to Harry Clarke of the Univer-
sity of Kentucky and to Cecilia Wang, who
serves as UK advisor for the chapter. A silent
and “live” auction is planned for this spring
as a fund raiser, and the chapter is inviting
representatives from all School Based Deci-
sion Making Councils and their music teach-
ers to a workshop. This will give these council
members the opportunity to experience an
Orff Schulwerk class first hand.

The KMEA Conference featured six work-
shop sessions dealing with Orff Schulwerk;
four were presented as sharing sessions, one
focused on choral work and one on Coopéra-
tive Learning. The Kentucky Chapter is work-
ing on serious plans for a group to attend the
Orff Institute’s celebration of Carl Orff's
Centennial in. the summer of 1995.

Region VI is proud of one of its members,
‘Judith Thompson, of the Greater Detroit
Chapter. She was selected to be part of the
team that taught at the Orff Institute in the
1992 Summer Course. Judith taught Creative
Movement to many of the 300 students who
came from Europe, Taiwan and Russia.

The Greater Cincinnati Chapter has been
compiling its own video library of tapes made
during chapter workshops. These tapes can
be borrowed only by national AOSA mem-
bers who enroll and pay for the entire work-
shop series, or those taking the workshops for
credit from the University of Cincinnati. This
lending policy corresponds closely to that of
the National AOSA Video Library.

The Greater Cleveland Chapter newsletter,
“Chapter One News” reports on the co-
sponsorship of a workshop with the Choris-
ters Guild. The chapter held a drawing in
October to raise funds for the Keetman Fund;
the prize was a fantastic dinosaur costume
used in a play written by Linda Ahlstedt.

News about you and your chapter are
always welcome for this column. Send items
to Barbara Potter, News and Views Column.
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Southavestern Ok{ahoma State University
Orff Training: Levels I and IT
June 7-18, 1993
(Modest Price)

Alan Spurgeon, Carolyn Ruffin

Contact: Dr. Alan Spurgeon
Dept. of Music
Swosu

Weatherford, 0K, 73096

(405) 774-3216

| TRIANGLES,

MUSICAL INSTRUMENTS
For Children

TAMBOURINES ALL
STYLES AND SIZES,
BRASS CYMBALS;

RECORDERS,
FLUTES, TOY BAGPIPES
HAND DRUMS, BONGOS,
BRASS HORNS AND RELATED ITEMS
TRADE INQUIRIES WELCOME

EASTERN MUSIC HOUSE
BOX 811, SIALKOT 51310 - PAKISTAN
Tel : 0432 - 86921 Fax : 92 - 432 - 58417

Contact:

Albany,

JUNE 28-JULY 10,

THE COLLEGE OF ST. ROSE

1993

Orff Teacher Training Course

Level 1 - Tossi Aaron
Level 11 - Peggy Breese
Movement - Dixie Piver

Peggy Byrnes
The College of St. Rose
432 Western Avenue
NY 12203
(518) 454-5286

ORFF

Level |

Nashville,
Tennessee

For registration
brochure,
call program
coordinator
Susan Ramsay
615-367-2798

OBLL o~

Schulwerk

July 12-23, 1993

Belmont University
School of Music
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ISME to Meet in
Florida July 18-23, 1994

| S SN

10904

Proposals are being sought currently from
music scholars and performing artists world-
wide to present papers, clinicsiworkshops
and/or to appear at a poster session of the
ISME Conference in Tampa, Florida. The
theme of the Conference is Musical Connec-
tions: Tradition and Change.

Prospective presenters are asked to submit
their initial inquiries no later than April 1,
1993. All completed application materials
must be sent to the appropriate regional
contact person by June 1, 1993, in order to be
considered for inclusion on the Tampa
Conference program.

TANARFA

For complete application information, con-
tact:
Ms. Elizabeth Smith, ISME Administrator
Music Education Information and Research
Centre,
University of Reading, Bulmershe Court,
Reading RG6 1HY, United Kingdom.
(Telephone +44-734-318846; FAX +44-
734-318846 or 352080)

Restoration, Repair, and
Maintenance
of Fine Instruments

Collins and Williams
Historic Woodwinds

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

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

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

INSTITUTE FOR CONTEMPORARY
MUSIC EDUCATION

Where theory and practice connect
on bebalf of your students

MA Degree in Music Education with Orff,
Kodily or Instrumental Concentration

Nine Weeks of Non-Degree Graduate
Courses This Summer

For more information write or call
University of St. Thomas

Mail #LOR101

2115 Summit Ave

St. Paul, MN 55105-1096
800-328-6819 ext 2-5870

ZUNIVERSITY OF

Announcing for Summer 1993
- Orff-Schulwerk, Levels I and II

July 5-16

Faculty: Judy Bond, Director
Nancy Miller, Cora Lippi and Dianne Ladendecker

4 semester hours graduate credit

For information on the Orff course or the M.M. in
Music Education, 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 the NASM and the North Central Association of Colleges and Schools. Webster
University admits students of any race, creed, color, age, sex, nondisqualifying handicap or national ethnic origin.
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North America’s Premier Music Series
For Children 18 Months to 6 Years

Two professionally acclaimed curricula
KINDERMUSIK BEGINNINGS and
KINDERMUSIK FOR THE YOUNG CHILD

Kindermusik teachers, or the institutions they serve, own

and operate their independent programs without
franchise fees or major start-up costs.

Kindermusik is a four-year program of class instruction

taught at home, in a professional studio, a community
center for music and the arts, or in a church or
private school setting.

® Sound academic training and thorough lesson plans.

e Three levels of teacher certification.
Individual recruiting plan and business training.

Teacher support through a toll-free “help” line, and a
personal MRI staff program advisor to help you build

your classes, relate to parents and maintain quality
teaching.

Teacher Training Workshops — Summer 1993

Atlanta, GA Minneapolis, MN Seattle, WA
Austin, TX Norfolk, VA St. Joseph, MO
Boston, MA Pittsburgh, PA Stillwater, OK
Cincinnati, OH Princeton, NJ Toronto, ONT
Evanston, IL Salt Lake City, UT Wilmington, DE
Lubbock, TX San Diego, CA
Memphis, TN San Francisco, CA
Miami, FL

For information and workshop brochure please write or call:

Ypsilanti, MI

. .'Mus;ic"'Res'our¢es"Intérnafional
- PO.Box 13765 - Greensboro, NC 27415
- 1-800-628-5687

Kindermusik: E plorihg the K)ung Child’s ﬂbrld Thg'pﬁgb Music ‘

Winston-Salem, NC

AOSA Apprenticeship
Program Introduced

Beginning in 1993, anyone wishing to
become a new instructor of “Basic Orff” in an
Orff Schulwerk Teacher Training Course
approved by AOSA will be required to apply
for and complete a Teacher Training Appren-
ticeship. This program was drafted by the
Professional Development Committee and
approved by the National Board of Trustees
of AOSA.

All applicants for this program must have
taught children for a minimum of three years
following the successful completion of Level
Ill. Apprenticeships may include observing,
assisting and teaching. This teaching may
occur during Basic Orff, movement, recorder
or special topics and will be monitored by the
Level | instructor, who will serve as the
mentor teacher,

Prospective teachers of Basic Orff, defined
as instruction in pedagogy and ensemble,
must apprentice for an entire Level | course to
be eligible to teach Level I the following year.
Candidates may apply directly to the mentor
teacher of their choice, using the Apprentice-
ship Program application form. The Level |
mentor teacher reserves the right to accept or
reject any candidate, and there can be only
one candidate per course.

The Apprenticeship must take place at a
course holding all three levels, which have
been taught for at least three consecutive
years, so that the apprentice may observe a
sequence of content and process. The mentor
teacher must have taught Level | for a
minimum of five years in an approved
course. AOSA strongly urges all applicants to
experience a variety of styles and interpre-
tations of Orff Schulwerk pedagogy by study-
ing at more than one training course center.

For application forms and further informa-
tion about financial arrangements and evalu-
ations, please write to:

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

Cleveland OH 44139-8089

ARE YOU MOVING?

Important correspondence, as well as your
Echo, conference reservations, membership
card and directory, is often lost, not for-
warded or returned when we do not have
your correct address.

Even if you have not moved, please check
the directory to be sure your listing is
correct.

Please send this information to Cindi Wobig,
Executive Secretary, AOSA, P. O. Box
391089, Cleveland, OH 44139 today!
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BOOK REVIEWS

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

DE COLORES, Virginia Ebinger, Schott SMC
20, 1992.

This very tasteful and well-balanced collec-
tion of materials from Spanish and Southwest
heritage is a most welcome addition to our
fund of resources. It includes seven songs, a
set of proverbs, and a delightful folk tale with
a song and suggestions for development.

The presentation of each item begins with a
brief and clear set of notes on the origin,
history, meaning, noteworthy musical fea-
tures and so on. Translations are included for
understanding, but singing is to be done in the
original Spanish. Songs especially attracting
my interest are 1) a version. of “De Colores”
from Spain, in changing meter, that predates
the familiar version sung here and in Mexico;
2) a simple Spanish melody, “Los Cuatro
Monteros,” arranged in strict triadic para-
phony—a jewel in conveying its message and
spirit.

The set of twenty-one Spanish proverbs is
invaluable for developing exercises that
improve Spanish facility as well as offer a
basis for rhythmic development. ““Para saber
hablar, hay que saber escuchar” (To know
how to speak one must know how to listen) is
worked out as an example. The folktale “El
Pajaro Cu,” takes place in the timeless past,
but connects with the present by virtue of
never being resolved. It offers ample oppor-
tunities for imaginative development with a
class.

The settings for Orff instruments, recorders
and small percussion are clear, uncluttered,
and appropriate to the melodies they ac-
company. They are of moderate difficulty.
One tiny modification in presentation would
please this reader: to not print half notes in
xylophone parts, since the sound does not
sustain.

Many thanks to our colleague native to the
Southwest for sharing her-love of this heritage
through "“De Colores.”

Mary Shamrock
California

SUCCESSFUL SIGHT-SINGING, A Creative

Step By Step Approach, Nancy Teller. Neil
A. Kjos Music Co.

Sight-singing instruction books had always
been boring and pedantic for me until Nancy
Teller's fresh new volume came my way. As
an instrumentalist | have always been a fair
sight reader, but this approach finally gives
me the words for what | have been doing in
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teaching sight-singing.

Numbers and syllables have been replaced
by words that fit the rhythm and feeling of the
song. In the Introduction Ms. Teller says,
“Sight-singing should be done as a total
musical experience.” Much effort has been
expended to recreate actual concert music,
e.g., phrases do not always end at the end of

the line, and the end of a line is not neces-
sarily the end of the music.

Solfege is used in introducing concepts but
not drilled. A consistent approach of Intro-
duce/sing/repeat is used to strengthen the
confidence of the singer. Visual enforcement
is used in sol-do relationships rather than
solme or do-re relationships. This visual
representation may take some getting used to,
but it is especially valuable for use with adults
who have had no prior understanding of
solfege.

Many styles are represented in the ex-
amples, including scat singing, Latin texts,

DePaul University School of Music

28 YEARS OF ORFF SCHULWERK
TEACHER TRAINING COURSES
JULY 12—JULY 23, 1993

Announcing our new
Workshop Coordinators

PAT HAMILL &
MARION O’CONNELL

Pat Hamill, Level I
Marion O’Connell, Level I
Brigitte Warner, Level III
Kit Bardwell, Movement
Judy Kirby, Recorder

Credit applicable to a Master’s Degree in Music Education

For further information,
please write or call:

Workshop Coordinator

DePaul University
School of Music
804 West Belden Avenue
Chicago, IL 60614-3214
312.362.5331

a three day, one credit workshop

presented by

Jeff Kriske
Randy DeLelles

| July 2224, 1993 = 9:00 am-2:30 pm - Las Vegas, NV
| Academic credit offered through the Division of Continuing Education |
UNLV is an AA/EEO Institution

B UNIVERSITY OF NEVADA. LASEVEGAS:
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baseball, math words (hexagon, pentagon,
triangle), and seasonal texts. The original
melodies and texts represent a vast palette of
ideas-and- feelings.-Some exercises-are-ac-
companied.

The book is filled with tips for singers and
conductors alike. The index is a storehouse of
information arranged in easily-accessible
format. Not only are musical terms and
concepts included, but also entries such as
communication, eyes and page turning tips.

Ten minutes of sight-singing per rehearsal
with Nancy Teller's book will give you and

your choir a firm and extensive grounding in
real-life choral experiences and lots of fun in
learning.

Dave Krueger

Colorado

THE CHRISTMAS CAROL BOOK, arranged
by Corey Field. Helicon Music Corporation,
1992,

The Christmas Carol Book is a collection of
thirty popular carols for one or two alto
recorders. Arrangements are delightful and
especially suited to the mellow timbre of the
alto recorder. The compositions contain the

CALL TOLL FREE

ANYWHERE IN THE U.S.A. INCLUDING ALASKA

1-800-24/-1536

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

GB
Studio 49

Sonor
Recorders

Knowledgeable personnel
Music

Recordings

Choral

TED BROWN MUSIC COMPANY

FULL SERVICE MUSIC STORE

SERVING MUSIC EDUCATORS FOR OVER 50 YRS

1121 Broadway Plaza
Tacoma, Washington 98402
(206) 272-3211

How can we ever repay you?
With MIC Bucks!
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Ask Us...

Music and Instruments For Children

2430 So. University #103
Denver, CO 80210

(303) 778-ORFF

PACE 48

simplicity and beauty of traditional Christmas
music, yet offer enough complexity to be
challenging to perform.

Visual layout of the book is easy to foliow.
It contains complete texts and appropriate
information on the origins of the carols,
highlighted with bits of seasonal-theme art-
work. Instrumentation is accessible for flute,
oboe or violin with chord symbols for guitar
and electronic keyboard.

| rate this a four-star collection—all that
remains is to let the halls ring out with
Christmas cheer resounding from the alto
recorder.

Elaine Clancy

Minois
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