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Closing verses of Incipiut Laudes Creaturum music by Carl Orff; photo reproduction of original folio.

Translation from Orff-Schulwerk Music for
Children, Volume V, English Edition by
Margaret Murray.

Here beginneth the praise of all living crea-
tures that the blessed Francis made o the
honor and glory of God.

Oh most high, almighty, good Lord, fo thee be
all praise, glory, honor and every blessing. To
Thee alone, O most high, do praises belong
and no man is worthy to utter Thy name,

Praise be fo Thee O lord with all Thy
-creatures, especially for our Brother the Sun,
whom Thou hast made fo shine for us by day;
for he Is beautiful and radiant with splendour;
his significance comes from Thee, O most
High.
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Praise be to Thee O lord for our Sister Moon
and the stars; Thou hast placed them in the
heavens, clear, precious and beautiful,

Praise be to Thee O Lord for our Brother
Wind, and for the air, for cloudy and bright
skies, and for every kind of weather with
which Thou sustaineth Thy creatures.

Praise be to Thee O lord for our Sister Water,
who is so useful and humble, precious and
pure.

Praise be to Thee O Lord for our Brother Fire,
whom Thou makest to shine in the night for
us; for he is beautfiful and bright, powerful
and strong.

Praise be to Thee O Lord for our Sister Mother
Earth, who supports and nourishes us, bring-

;humlllfy Amen

ing forth manifold fruits, flowers and herbs.

Praise be to Thee O lord for those who
forgive for love of Thee, and who suffer
justice and offiiction; blessed are they that
bear all this in peace, for they will be

crowned, O most high, by Thee,
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Notes on the Carl Ortf Manuscript

Infroduction: In honor of the twenty-fifth
anniversary of the American Orff-Schul-
werk Association, Frau Liselotte Orff pre-
senfed President Carol Erion with an original
Carl Orff manuscript. It is a piece from the In
Conclusion section of Orff Schulwerk Vol-
ume V entifled Incipiunt Laudes Creaturarum
quas fecit Beatus Franciscus ad Laudatum et
Honorem Dei. As described by Margaret
Murray in her notes fo the English Edition,
the fext is said to have been written by Saint
Francis, and is a hymn of praise fo the
natural world. The fext parallels Psalm 148,
The work may be sung by antiphonal choirs
sustained by a vocal or instrumental pedal
tone. (See the complete composition in
Volume V of Music for Children, Margaret
Murray Edifion.) The following essay on Carl
Orff's composifion was wriften by Dr.
Hermann Regner, former Direcfor of the
Orff Insfitute in Salzburg, Austria.

Travelers fo ltaly should not be satisfied
with visiting only Rome, the capital. The wise
traveler would do well to become acquainted
with other parts of the country—and Assisl.

Assisi is in Umbria, the only ltalian pro-
vince that does not border on the Mediterra-
nean. It is an ancient town; foday's visitors
could easily believe that the enfire city sfill
revolves around Saint Francis of Assisi. He
was born there in 1184 or 1482, the child of
welldo-do parents. After an iliness and other
experiences that made him question his
previous life, he left his family, rejected a
promising career as a salesman, and lived as a
pauper.

He discovered his life's purpose in the care
of the sick. Soon other men approached him,
asking fo share in his life. From this grew a
monastic order that continues fo this day. Hts
members practice and spread the meaning of
piety, the care of fellow humans and nature
throughout the world of the dedicated.

In 4224, Francis of Assisi wrote the prayer
“Cantico di Frate Sole” (A Canticle fo Our
Brother, the Sun) In 1954, as Carl Orff and
his collaborator Gunild Keetman were com-
piling the fifth volume of his Music for

SPRING 1994 — THE ORFF ECHO

HERMANN REGNER

Children, Orff composed the music for this
“Hymn fo the Sun” fo be part of the Schul-
werk. This chorale is surely one of the
extraordinary arfistic highpoints of the Schul-
werk.

In the English version, adapfed by Margaret
Murray, the chorale appears on pages 68-70
of Volume Five. The following remarks,
based on Orff's fext in the original German
edition, are from the “instructions and
Notes” on page 134,

Anyone planning fo present this hymn to
God's world must have a large, wellrained
choir, It is not easy to maintain clarity while
singing the densely-structured friads—they
are set rather high—and at the same time
obey the estatico, molto rubafo tempo
direction. This music arises out of the mean-
ing of the words, so much so that Orff
abandons metric divisions, and instead sfress-
es the flow of the naturally rapid, supple,
vowelrich Old ltallan language. If is truly
impossible to sing this music by reading the
notes: instfead one must commit the fext fo
memory. The music must be formed anew
from the words each time it is performed.

This places great demands on the director. It

makes no sense fo “beat a fempo”; instead
the movement of the text must be guided by
the various indications that assemble the
freedom of the rubafo info a meaningful and
structured whole.

In "Musica Poetica,” the documentary
recordings directed by Carl Orff himself
between 1963 and 1975, the “Hymn fo the
Sun” is sung by the Chamber Choir of the
Staatliche Hochshule fur Musik in Munich,
under the direction of Fritz Schieri. (The
documentary recordings have been with-
drawn, but will be available once more in
1995 in a new CD edifion.) Another vivid and
impressive recording is that of the Carl Orff
Choir of Markioberdorf, under the direction
of Arthur Gross. This Wergo CD (WER
4006-50) was made in 1983, The interpre-
tation is the product of a long-standing
cooperdtive effort between the composer and
the direcior.

Both recordings named here present Orff's
version of the “Hymn to the Sun” for a mixed
choir of eight parts. This version is based on
the composition presenfed in the Orff Schul-
werk “Music for Children” edition. With the
possibility of registration for male and female
voices, the composition gains additional
depth. Carl Orff included this song of praise
in his choir collection, Concerfo di voci
(Schott Mainz 1957),

In the “laudes Creaturarum,” we have an
important work that reveals the true aims of
the Schulwerk; out of the shared play involv-
ing infellect, spirit and hand, and combining
speech, music and movement, there emerge
distinctive works of art that bring history fo
life.

The “laudes Creaturarum” is of vital
importance at the present fime, Are we
untouched by the sun? Is it merely a source of
energy. a supplementary one at that, fo be
measured in kilowatts? Is water foday “useful
and humble, precious and pure?” And how
do we think of death? Is death our brother?

Francis of Assisi answers such questions
with an unconditional belief in the holy will
of God. His prayer ends with “Amen,” his
affrmation: “So be it Afier the pianissimo
of “in all humility” Carl Orff suddenly adds
two mighty pillars of chords in forfe. But the
G Major final chord vibrates. If we listen
carefully or examine the score, we discover
an F sharp. Could this dissonance be simply
the result of moving a fourtone chord in the
middie voice?

it is my feeling that this finale holds
another, larger meaning. With this one single
tone that disturbs the peace and permanence
of the G Major chord, the “so be it amen is
transformed into the question, “is it so?”
There Is no comfortable end, no reason fo fall
back info chairs; the dissonance still awaits ifs
resolution. We have fo maintain our concem
for our “Brother the Sun,” the moon, wind,
water, fire, “our Sister the Earth.”

Transiation by Charlofte Elsner,

PAGE 3



Dance in the African-American Tradition

One of the goals of AOSAs Mulliculturai
Ad Hoc Commitftee is fo increase awareness
and sensitivity foward world cultures. We
can participate every day by involving our
children in the treasures of their neighbors,
our multifaceted American population.

By sharing the rich heritage of African
American folklore we open doors fo under-
standing; we confirm once again that chil-
dren confinue fo speak fo each ofher in the
universal language of music and movement,
across cultures, countries, and generations.
This group of games, songs and historical
articles was confributed by outstanding
members of AOSA and coordinated by Ruth
Hamm, member of the Editorial Board of
The Orff Echo,

Primary Influences

In order fo understand African-American
culture in dance, it is essential fo look at the
historical influences on this American popu-
lation. The roots of this culture are in Africa,

“The heart and soul of Africa is...in
effect a gigantic drum, and...the
rhythms of its dance are basic fo social
cohesion, ritual observance. .. (and) the
maintenance of fradition . ., “

Well before the voyages of Columbus, the
Portuguese were engaged in the African slave
trade as an element of national commercial
expansion. Slaves, mostly from the Gold
Coast - Niger region were imported to the
West Indies as early as 1518, particularly fo
Haiti (then Hispaniola). They came from
three main cultural regions: the coastai rain-
forest area of West Africa, the savanna bel,
and the Congo-Angolan area.

Some earlier American scholars believed
that Africans were savages, with no know-
ledge of their ancestry. Thus the scholars
developed theorles based on what was lafer
shown fo be ignorance and bias, Folktales,
riddies, proverbs, iron working, weaving,
sculpting and mask making were living (and
ignored) examples of African herifage and
culture. Music was one of the most highly
developed of the arts, and the complexities of
African rhythmic sfructure have yet fo be
equaled.

In one form or another, dance pervaded all
of African life, in religious forms, or those of a
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recreational or secular nature. As a funda-
mental element of African aesthetic expres-
sion, dance was impossible fo separate from
music, poetry and oral literature, Descrip-
tions by slave traders and ship captains give
accounts of the music and dance; it was even
used fo help enfice slaves onto ships, and was
an imporfant means of exercising slaves,

. The explanations are clouded by their

inability fo describe the dances with accu-
racy, and their demonstration of a lack of
understanding of the nature and meanings of
the dance. The writers' ignorance is read in
their bias toward certain dance movements
and references fo sexuality and lewdness.
Even this was considered unimporfant, be-
cause the Africans were viewed as a com-
modity fo be barfered, slaves, not humans
beings.

An example of these biased written ac-
counts is the 19th century report of a London
physician. Hearing of the evils of slavery, he
decided fo see for himself, and secured
permission o board a ship in Barbados. He
describes that “in dancing they scarcely
moved their feet, but threw about their arms,
and twisted and writhed their bodies info a
multitude of disgusting and indecent affi-
tudes. Their song was a wild yell, devoid of all
sofiness and harmony, and loudly chanted in
harsh monotony;2

In the United States, when slaves were
bought and sold, the Protestant denomina-
tions of the English were more repressive than
the Catholic religion of the French and
Spanish settlers who acquired most of the
colonies of the West Indies, Mexico, Louisi-
ana and South America. Wherever the Catho-
lic Church was powerful, African culture was
refained in larger measure; the objective of
the Catholic church was salvation of the soul.
The slave was considered a complete and
finished person, needing only salvation.

The African slaves, in many coses families
separated and forbidden to speak their native
tongue, accepted, at least on the surface, the
Christian religion. All African religions be-
lieved in one God with divinities and associ-
ates as infermediaries, much like Jesus, Mary
and other saints. And for some, the Christian
teachings of enduring this life o prepare for
the afferlife may have been comforting.

However, in most African religions the after
life was not a reward. “The activities of the
spirils (dead) are similar fo those of human
life here ..."* When a spirit or dead ances-
for communicates or even possesses a hu-
man, it is lauded as a means of being closer to
God. Though Africans of different tribes were
forced together, there was a strong need 1o
continue life as they knew it with the beliefs,
ceremonies, and occaslons normal fo their
life.

The Unique Qualities of African Dance

It will always be difficult to describe dance
in words, but an important generality can be
drawn from a demonstration of the use of the
spinal column of the mover, In African dance,
the back often seems tfo ripple from the
lowest regions through the middie back, and
up to beyond where the spine meets the
head. In confrast, European dance is per-
formed mainly with a sfraight back. George
Washingfon Cable stafed that true African
danceis "adance not so much of legs and feet
as of the upper half of the body, a sensual,
devilish thing tolerated only by Latin-Ameri-
can masters . .. " It was also noted that there
was much motion of the hips. West African
dance can use a great deal of movement
within a wide range, as often seen in some
Senegalese dance, or can be done with a
more subtle character as in Ghana. The drive
of the movement is often focused into the
ground, responding fo the basic pulses and
layered rhythms, Different parts of the body
can express various phrases of the music and
make symbolic gestures,

The Eighteenth Century

After a 4739 insurrection on o plantation in
South Caroling, strict regulations forbade
assembly of groups of Negroes and the use of
drums of any kind, The whites had already
heard that Negroes could send messages by
drum; when revolutionaries marched to the
sound of drums, these were banned entfirely.s
Soon drums were heard with less and less
frequency, except in the Georgia Sea Islands,
where the population was isolated, and in
Louisiana, due to the influence of West
Indies’ customs.

Slaves played o variely of instruments: the
‘Banjar, brought from Africa; the fiddle, the
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iambouring, made from cloth stretched over
a cheese can; bones, pots, pans and 1ubs,
beaten like drums; and the human body with
the voice—clapping, patting, and sfomping.
Most slave dances were accompanied by a
single insfrument.

Depending on the owner, slaves might be
permitted to hold dances or frolics on the
plantation, usually on Saturday night after a
full work week. Names of a few dances have
been recorded: Buck, Pigeon Wing, Jig.
Cakewalk (also known as the Chalk Line
Walk), Ring Dance, Juba, Quadrilles, Cofi-
lions and Reels. Dances were also done for
special occasions—weddings, funerals,
Christmas, or at com shucking and quiifing.
Some, like the Jig and Cakewalk were
competition dances with prizes (or a cake)
awarded fo the best dancers. The most
acrobatic steps or those of greafest notice
won. Also known as the Breakdown, the
dancer improvised and was encouraged 1o
demonstrate individuality. Another chal-
lenge dance was done by carrying water on
the head as part of the dance. The one who
performed the most steps and spilled the least
amount of water was the winner.

In Africa, Juba was apparently called the
Djouba. As it moved to the Unifed States, it
became a secular dance distinguished by the
“paitin’ ” that accompanied it. Called “pat-
ting Juba,” it appeared extensively when
drums were prohibited. The Juba has sur-
vived In the form of the song and dance called
“Hambone”

Some survivals of fraditional African
dances were found in the so-called animal
dances seen on the plantations. The Buzzard
lope, Turkey Trot, Snake Hip, Fish Tail and
Camel Walk were dances that imitated the
movement of animals. Dancer Katherine
Dunham notes that plantation dances were
mostly of the circle and hand-clapping type?

In the lafer days of slavery, white influence
can be seen in the types of dance strongly
influenced by English confra dance and
French Quadrille; there were set and figure
dances, the Virginia Reel, catillions and other
dances imitating the white owners.

The Nineteenth Century

Early Black religious dance in this country
was modified fo fit within the sfructure of the
Protestant church, with limited movement,
inspired by the beat of wellknow hymns. The
fiddie and the dance had been branded as
sinful, and the drum had been previously
banned. The human voice and the sound of
shuffing feet were substituled. The clapping
remained, the circle was refained, and epi-
sodes of religious ecstasy survived. While not
actually dances, the Shout and Ring-Shouf
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were certainly substitutes for the dancing
common 1o Affican and West Indian religious
ceremonies.’

When Haiti declared its independence
from France, all the white inhabitanis fled fo
what was then French New Orleans, many
taking their slaves with them. The influx of
these West Indian slaves added fo the Black
population; they brought with them the
practice of Voodoo. As the belief in Voodoo
spread, the number of secret meetings and
dances increased among the siaves. The
white population, in fear, passed legislation
fo prevent the assembly of slaves, except on
Sundays, only in the “Congo Square” (in
reality a field), and solely for the purpose of
dancing. (Congo Square became commer-
cialized and a very popular fourist aftraction.)

In 4828 Thomas Dartmouth Rice, a white
enfertainer, made his appearance as “Jim

“Crow” in black face The American public

had been. well prepared to accept him. The
stereotypes, later developed more fully on
the minstrel sfage, had begun before the birth
of this nafion, Although there are some
insfances of African-Americans performing
on stage, there is a hisfory of whites imper-
sonating blacks, particularly in dancing, even
before the Revolutionary War.

One such African-American was Master
Juba, born Willlam Henry Lane around 1825.
Probably a free-born Negro and noted for his
“ig” dancing, he was generally adopted by
the entire fraternity of white minstrel players.
Master Juba joined a minsirel froupe, and by
1845 “it was fiatly stated that Master Juba was
beyond question the very greatest of all
dancers."?

The patfern of the minstrel show was fully
developed by 1850. The overture was fol-
lowed by comic questions and answers, then
a walk-around. In the second part, called the
olio, a variety of singing, dancing and speak-
ing acts was followed by the “afferpiece” In
the early days of minstrelsy, this affempted to
reproduce the perception of the simplicity
and cunning of the Negro; later it became an
extravaganza. The final walk-around, men-
tioned usually in connection with the Break-
down, traveled in a circle and was derived
from the old challenge dances, such as the
Juba.

Arthur Todd felt the shows were based fo @
large extent on elements of Negro dance
coming directly from Africa.’ However, it
was only when dance was compared with the
other elements of minstrelsy that it appeared
to be authentic. There were innumerable
opportunities for viewing the dance of
Blacks, The dances must have seemed gro-

tesque, yet amusing fo whifes, who thought
they would be easy fo copy.

The minstrel era left a lasting impression on
America. It reached its height of popularity in
the late 1850s and remained the most popu-
jar form of entertainment for fifty years. The
stereotypes developed by minstrelsy left us
with many Black caricatures: the happy,
funny, shuffling, lazy character; the childish
and irresponsible, but loyal and confented
siave singing and dancing, and the gaudily
dressed, shifty, smarktalking dandy of the
streets. Historically, the minstrel stage did a
great deal of damage by cultivaling the
narrow, negative stereotype of the African-
American in the United Statest®

Minstrelsy made popular a few old planta-
tion dances, and a few Black performers,
nofed for the varlety of their talents. During
the 1890s, as the blackface shows were
declining in popularity, African-American
dancers, comedians and directors were final-
ly knocking on the door of the American
stage. In 1889, “The Creole Show,” an
all-Black production, opened in New York,
featuring a line of sixteen singing and dancing
chorus girls—the first infroduction of females.
The finale was the cakewalk, originally a kind
of shuffling movement that evolved info a
smooth walking step. A back-leaning sway
was added, and the movement became more
of a prancing strut, Bert Williams and George
Walker, famous Black dancers particularly
noted for their abilities, made the cake-walk
both popular and fashionable, and paved the
way for future dances to come, and for
African-Americans in legitimate theater.

Part Two, in the summer issus, will explore
the development of African-American dance
in the Twenfieth Century, parficioation and
influences in modern dance, popular dance
and contemporary theater.

1. Emery, tynne Fauley, Black Dance From 1619
fo Today. 2nd ed. Dance Horizons, Princefon,
N.J., 1988, p. vii

2. George Pinckard, Nofes on the West Indies, 2
vols, 2nd ed. Baldwin, Cradock, and Joy, London,
1846, vol. |, p. 103.

3. Mbiti, John S., African Religions and Philo-
sophy. 2nd ed. Heinemann, Educational Books
Inc., Porsmouth, NH. 1989, p. 79.

4. Cable, George Washingion, “The Dance in
Place Congo” Century Magazine, XXX! (Feb-
ruary, 1886) p. 520.

5. Emery, Black Dance, p. 83.

4. lbid. p. 98.

7. bid. p. 120.

8. Winter, Marian Hannah, “Juba and American
Minstrelsy,” Dance Index, Vi 2, February, 1947. p.
3.

9. Todd, Arthur, “Four Centuries of American
Dance: Negro American Theatre Dance, 1840-
1900, Dance Magazine, XXIV, Nov. 1950 p. 24,

10, Emery, Black Dance, p. 203.
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Street Games Remembered: New York City

When | was a little girl | ployed downstairs
on the sidewalk or in the street. | had no
choice, because | lived in an apariment in
New York City. There was no recreation
room or back yard to play in, so in order o get
outdoors and have some open space, we had
to use the next best thing—142th Street . ..
on the sidewalk.

Music was part of my family's daily life. We
woke up fo the sound of my grandmother
humming or singing spirituals while she
prepared breakfast. Grandmother always
sang the alto part of any song, so consequen-
tly, whenever | heard the melodic line of any
of these melodies | could always hear the atto
part. You could say | was pre-conditioned.

Street games were the way fo spend our
spare fime. Jump up, Hop Scofch, Double
Dufch, ring games and relay races were part
of our regular routine, Summertime was game
time. f was only on Sunday that we were
restricted from playing in the street for fear
that wed dirty our Sunday clothes.

In jJump rope, rhythm is and was the key. In
order to outjump your opponent, it fakes
quite a bit of coordination and timing is

World Music Press
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extremely important. As you waich the two
ropes of Double Dutch go around in opposite
directions, if Is prefty important that you jump
in precisely at the correct time and continue
to keep within the rhythm of the moving
ropes. The rope furners would make every
effort to cause you 16 make a mistake. They
would furn faster, slower or anything to keep
you on your toes {(no pun intended). This
jump rope game was always played in teams.
The team that was able fo jump the longest
without making a mistake was the winner,

This was a very serious game and my sister
and | practiced often to be number one. We
hated to lose first place. There were no
trophies given, but we were recognized
among our peers as the best Double Dutch
fope jumpers on our block. We never com-
peted with other blocks because that could
ensue in a fist fight. This was serious and
fierce competition.

Children's games within the Afro-American
community were basically invented out of
necessity. The lack of funds with which to
purchase packaged games forced most of us
to invent our own games, One of the indoor
games we played on rainy or snowy days was
“movie stars”,

ltems needed: a plece of paper, folded or
marked info 26 squares—one letier of the
alphabet written in each square. Each player
must have a pencil with a sharp point, several
pieces of paper or a small pad to write on.

Method: players sit in a circle. Each comner
of the paper with the alphabet on it is held by
a different player (if there are only two players
only two ends of the paper are held). Faper is
held with letters facing down so that letters
cannot be seen. Players fake turns at punch-
Ing a pencil or stick into a square. Then the
paper is turned over to see which lefter of the
alphabet it went through. Players begin to
write the names of as many movie sfars as
they can think of whose first or last names
begin with that letter,

-The one who punched the leffer sefs the
time limif, and can call “time" whenever
hefshe chooses. All get fo read aloud the
names on their fist. The one who reads first
gefs the credit for all the names as hisfhers,
Consequently, the others have o cross off

any name on thelr list if that name is called
before they get their turn. The one who ends
up with the most names is the winner. There
were no prizes given, but many hours went
by and one had to really think in order to win,
The object of the game, of course, is fo think
of as many movie sfar's names as possible
that begin with that letter.

I am convinced that most chitdren have the
same needs when it comes to play and
enjoyment. There are so many similarities of
children's games that one wonders how they
travel from one end of the world fo the other, .
Take the ring singing game of “Head and
Shoulders”. One version says:

Head and shoulders, knees and toes,
Eyes and ears, and mouth and nose.
Head and shoulders, knees and foes,

Well, when Afro-American children play
this game, it comes up like this:

Head and shoulders, baby, one, two, three,
Head and shoulders, baby, one, two, three,
Heoad and shoulders, head and shouilders,
Head and shoulders, baby, one, two, three.

Those of us who know this game know
what the difference is—it just can't be done
without the rhythm and the movement.

In my childhood, there were no funds (nor
any need) to publish any of the ideas and
newly invenfed games. It was just cusfomary
to pass them on by word of mouth. As | reflect
on those days, | can't imagine anything more
enjoyable or educational as the games we
played on the streets of Harlem. 01
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Street Games: East Texas

The music of African-Americans has
always spoken of life and life experiences. It
has served fo buoy the human spirif, fo bring
hope and Joy, provide freedom of the soul, to
offer release and act as a “Balm in Gilead” for
the people who embraced it. Bom of neces-
sity and nourished by conditions, it is an
essential element of the community and of
rural folks who carry on the fradition. If is not
uncommon fo see children playing singing
games while moving rhythmically, or to
attend religious services and hear the familiar
melodies of the spirifuals accompanied by
fombourine, hand clapping and foot stamp-
ing. The people may still stand up during the
worship, responding with expressive move-
ment to what they see and hear.

Improvisation and sponfaneity are an inte-
gral part for children and adults; in most
instances, everyone is a participani, a contri-
butor for the enhancement of the whole
community. The essence-of the musical
experience Is still the objective when perform-
ing this music.

| learned these games as a child, and now
teach them fo the children in my classes in
the same way that | played them. We do add
percussive accompaniments with pitched
and non-pitched instruments, such as tam-
bourine and conga. "Ll Liza Jane” a slave
song, s sung with thythmic clapping and foot
stamping, with improvised movement and
lots of atfention to performing for fun. “Climb-
i up de Mounfain” and other fraditionat
spirituals are an imporfant element of our
church services. The folk material being
passed along still serves the needs of the
people who have inherited ifl

Shirley Jackson Is the music feacher for the
Gilmer Infermediate School in Texas. Cur-
renfly the president of the Dallas Metroplex
Chapter of AOSA, Mrs. Jackson holds a
Masfer of Education Degree and a Bache-
lors Degree in Music Education. She com-
pleted her Orff Schulwerk Cerfification
fraining and the Master Class af Memphis
State, and has presenfed sessions af in-
service, chapter, regional meetings and at an
AOSA conference. Traditional storytelling
and singing are two of her continuing
inferests,
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JIGOLO

Game played by African American children in rural East Texas

N rmu‘;sm.
! ij— 6. lo Jig-jis-o-lo-— st._ o- le,
1Yy ML DT 7007

(Rowm) 5o hat! Hey | Cased.  $o, what

‘l M 1 7 b
Jij ~j|'3-0- o) o— He_y

a1 1 1 vbpl

Ler me se< you get dswn . No way

T T 1 m1 gp AT

Formation: Circle, one in cenfer.

A—all, S-—solo
Game: All pat-clap a 3 § pulse while chant-
ing “Jigolo”

A: All call to one in center

S: Soloist finally says “Okay," points fo head,
feef, then improvises rhythmical body move-
ment saying “This Is the way | jigolo”

The one in the center names a new soloist 1o

begin again.

11110
Let me sce you get down _.D-kal My head up highmy teet doum fow

Py PR rTiTi

T is the Waxil .).'3-&-‘0

A: Jig-oo, Jig jig-o-o

Jig-o-lo, Jig jig-o-lo,

Hey ————— {name of center)
S: Say what?
A: Hey, ——————
S: Say what?

A: Let me see you get down,

S: No way! A: Let me see you get down,

S Okayl My head up high, my feet down
low, This is the way 1 Jig-o-lo.

LITTLE LIZA JANE

I got agaland you got none, Little Li- 2za  Jane Lit-tle Li- za Jane
i [z
N4 X I |
Ml L. N H T 1 1 1 Ik |
}ﬁrﬂﬁ—r————&’—%—v‘“‘—*h?r i 7 ; 1 = 3 i o \l.
(AN 1 18 H 1 1 1 I g 1 & & & [ i Py 13 3 B 4
3 LK JK 4 L4 ~ - (=4

Oh, E- U za, Lit-tle Li- za

1. 1 got a gal and you gof none,
Liftle Liza Jane (2).
Cho: Oh, Eliza, Little Liza Jane (2).

2. You swing mine and I'll swing yours,
Little Liza Jane,
Flf swing mine and you swing yours,
Littte Liza Jane. (Cho.)

3. | got a house in Baitima,
Little Liza Jane,
Forty-lem children on the fio,
Little Liza Jane. (Cho)

4, | steal yours and you steal mine,
Little Liza Jane,
That's the way we'll get along fine,
Littte Liza Jane.(Cho.)

Jane

Lit- tle Li- za Jane.

Formation: Circle of pariners with one per-

son in the center.

Verse 4: Circle keeps steady pat-clap while
cenfer person walks around looking for
someone to “steal” (and does).

Verse 2: This couple swings in the center.
Verse 3. They strut around the circle in a
show-off manner.

Verse 4. They return o the circle and the one
who lost a pariner goes fo the center fo start
again.
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African American Street Game

MY LANDLORD

r 4
¥

My land lord rang my

front door bell______

I let it ring for & long, long, spell ___

"Mon- ey hon- ey

00000~ 6%e,

Formation: Partners facing in a double circle,
A: Sing, play clap pattern

B: Speak chant with motions

C: Each person takes a side step fo right, then
claps 2X standing still. Repeat until all are
facing a new partner o begin again.

African American Street Game

— Ifyou

wan- na get 'a- long with me'_____

A: Sing with handclap patfern:

My landlord rang my front door bell,

Het it ring for a good long spell,

Went 1o the window and | peeped through
the blind,

Said, “Tell me, mister, what's on your mind?”
He said, “"Money, honey, co-eg

He said, “Money, honey, co-eg,

if you wanna get along with me ... “

LITTLE SALLY WALKER

Jom— y
G S

Lit- tle Sal-ly Walk- er,

sit- 'n in & sau- cer,

rise, Sal-ly, rise  Wipe you' weep- 'n eye, put yo'

hand on yo hlps end let yo'

back- bone slip.

shake it to the east, oh

"
X
17

L
Y~
=2

shake it

to  the west, Oh

Formation: A circle, stepping clockwise to
the beat.

One in the center, squatting down.

Child in center stands and does each motion
described, At the end of a the song, o new
child is chosen fo begin again. If a boy is
chosen, we sing “Little Sammy Walker”

shake it to the ve- ry one

you like  the best.

Little Sally Walker, sitt'n in a saucer,

Rise Sally Rise, wipe yo' weeph eye,

Put yo' hands on yo' hips an' let yo' backbone
slip

Oh shake it o the east, oh shake it to the west,
Oh shake it fo the very one you like the best,

CLIMBIN' UP D' MOUNTAIN

8oth >
Lefts a r
Rights [I+ ] J r I H
Clap * ] ;‘ ;l ' s i
Patsch J H

B: Chant, speak with gestures;
It's the first of the month,

Time fo pay the rent,

Got no money, not one red centl

C: Movin" on x X, movin' on x x.
(x — clap)

The name “Sally” for girls and “Sammy”
for boys was common for slave children,
Now Sally is the name of many female
characters in African American children's
games, They were played more often by girls,
with movements to attract the boys, playing -
more roughly nearby,

Traditional African American Gospel Song (in use today) Shirley Jackson

N #

1 Jromm—

| )
St e
Climb- in' up  d' moun- tain ,  chil- dren did- n't come heah for to stay
¥
n & A, |
Ed 2 A1 1 l) 11 | 1 | . .lli
IS - 13 ] | ) { | I Ty 1 i | 1 ‘il) i .:'5: l
< e r= oA R
If I nev- eh mo' see you a- gin' gon-na meet you at the judge- ment day. day
Formation: Children in lines facing front. Climbin’ up d mountain children, | ! |
Improvise rhythmically on non-pitched per- Didn' come heah for fo stay— 4 % . % -

cussion instruments (eg. conga, tambourine)
while improvising movement as in the fradi-
tional culture,
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If | nevah mo' see you ag'in
Gonna meet you at the judgment day,.
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[earning From Each Other

"Step Chill'n" Remember Bessie Jones

A group called the Georgia Sea Island
Singers, students of the late African American
singer Bessie Jones, travel throughout the
United States sharing the children's songs and
games she learned from her grandfather, who
was a slave in the early 1800s, Miss Bessie, as
she was known in her native St. Simon's
lsiand (off the coast of Georgia), took this
unique opportunity to mainfain and pass on
the heritage of her ancestors. Africans brought
here as slaves carried a rich culture with them
o America. lsolated and segregated since
before the Civit War on this remofe island,
their history and tradition were kept alive by
“passing it on,” teaching thelr children and
grandchildren songs, stories, games by ear—
by oral communication.

The present-day Georgia Sea Island Singers
visited Cleveland State University, and also
presenfed assembly programs for school
children, including my East Cleveland School
pupils. These sfudents became very infer-
ested in the music and life of earlier African
Americans in the South. | encouraged them to
go back info the community and ask thelr
own grandparents about the songs and musi-
cal games they had sung and played as
children. Thus emerged “Step Chill'n,” a
group of children, the successive generations,
“stepping back” into the past, continuing the
fradition.

This project became possible as the result
of an award as Master Teacher | had been
given from the Martha Holden Jennings
Foundation. It allowed -me fo invite the
Georgia Sea lsland Singers, fo research Afri-
can American songs and games, fo consult
historians, and to aftend the Georgia Sea
Island Festival.

Later, | was dble to present staff develop-
ment workshops and demonstrations. Stu-
dents and teachers learned from each other as
they “stepped” with a style unique o the
Black experience. The value of the games far
exceeds “just having fun!” Approaching the
material from an hisforical, social, physical
and musical perspective has encouraged
other teachers to “pass it on,” and has
broadened the educational background of
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Georgia Sea Island Singers with Rosalyn Payne

the children. Bessie Jones' dream was that
someone “be on fire fo feach America’” The
permanent esfablishment of “Step Chil'n,” a
children’s performing folk group, confinues
fo do just that.

All children deserve the opportunity to
enjoy and leamn the music that was sung and
played during the days of slavery. Slave
children shared the Hrials and tribulations of
this time through play. Their games allowed
them 1o laugh despite poverty, 1o maintain
joy, defermination, and courage in the face of
hardship, Through their play, children often
sing, say or do things that would not be
acceptable otherwise. Slave children
mocked their owners and shared secrefs and
information as they played in the plantation
yards and fields.

Today, children sfill express frustration in
creative, sometimes coded language that may
seem humorous, but in redlity may tell of
deeply painful feelings. Observing children’s
games can be percelved by sensitive teachers
as a time for insight. Sharing and credting
music in a safe learning environment can
moke a “sound” difference in the lives of
children; games capture the soul of a people.

Children at play become fotally involved in
the process of teaching and learning, even
without adult interference; a basic love for
learning can begin with the mastery of a

simple game. This drive and energy to leamn,
seen in children of previous generations,
needs rebirth. Concentration, discipline and
pride in success are built info children's
games, and it is teachers’ responsibility to
encourage these innate qualities. Teaching
and learing from one's culture in the folk
tradition may offer opportunities for:

1, language teachers to compare stan-
dard English with, for example, the
Gullah didlect, fo use critical thinking
skills;

2. History teachers to place games in

context, perhaps those played before

and affer the Civil War, or still played
foday;

Music teachers to study the expressive

elements and the use of melody,

rhythm, dynamics and form;

4. Writing teachers fo compare folkiales
and encourage writing of new sfories,
or describe games that reflect today’s
life styles;

5. Physical education teachers fo develop
games for cooperative activifies, endur-
ance, skill building, eye-hand coordi-
nation;

6. Science teachers to explore sound re-
lations (eg., vibrations of drums or
other sound makers);

7. Art teachers to develop projects that
depict children af play, then and now,
in drawings and paintings or structural
designs;

8. Math teachers fo reinforce problem-
solving skills, patterns and sequencing.
Hand jives, for instance, can train chil-
dren's minds to analyze repetitive pat-
terns, or search for and discover simi-
larities that unife seemingly unrelated
information;

9. Social studies activities fo focus on
games in a geographical study of how
folk material arrived from Africa fo the
United States and iis progress info
their own school settings;

10. School counselors fo use games as a
vehicle for improving self esteem, so-
cial skills, consideration and the sim-
ple joy of learning fogether.

w
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The following summary lists the processes
involved in games.
Level 1: Knowledge—The student recalls the
game.
level 2: Comprehension—The student inter-
prets the game.
level 3: Application—~The student uses the
game in context different from that in which is
was learned (eg., reteaching it to peers or to
adultfs).
Level 4: Analysis—The sfudent labels unique
historical events, dissects the song from the
whole into parts, until the relationship among
elements is clear (eg., in call-and-response).
Level 5: Synthesis—Student combines the
elements to form new, original material (eg.,
creafes new verses or movements),
Level 6: Evaluation—Student becomes in-
volved in the act of decision making, judging
and selecting based on a given set of criteria
(9. choosing which game will accomplish
specific objectives),

As students mature, the same games fake
on deeper meanings. First graders just want fo
play, while high school students may use the
game as a point of reference.

African American music and games, re-
spected folk material passed on from the days
of slavery, should be included in the music
curriculum—it is an investment in success.
Depriving American chiidren of knowledge
of this culture can no longer be accepted due
fo the ignorance of the instructor. Music
teachers must challenge themselves by at-
tending workshops that address the study of
African American music from an academic,
physical, social, emotional and spiritual
perspective,

The “Step Chill'n” are contributing to
keeping alive the unique indigenous folklore
of the people of Georgia Sea Islands. These
isolated islanders nurture an almost extinct
segment of African-American culture and
language.

Recently, poet Maya Angelou stated,
“Great teachers never stop leamingt” As we
move foward the 24st century, | urge you fo
learn from your students, and encourage
them fo teach you. It is my belief that-we are
united by common feelings; we have the
ability to understand and explore the rich
diversity of the many cultures in the world, |
hope you can become committed 1o keeping
Bessie Jones' dream of “someone being on
fire to teach America” dlive, fo “pass it on”
by including African American children's
games in your curriculum,

Rosalyn W. Payne, president of Chapter
One of AOSA, teaches at the Prospect
School in East Cleveland, Ohio, She was
recognized with the Martha Holding Jen-
nings Master Teachers Award, one of the
highest honors bestowed upon educators.
With the "Step Chill'n" she presented ses-
sions at the Indianapolis Conference.
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Connections With the Past...
A Multi-Cultural Lesson in Progress

ELLA W. LEE

The universal appeal of Alex Haley's best
selling book, Roofs is a strong response 1o
humanity’s need fo connect with its past, This
need, as expressed through music, dance,
visual arts, and literature, serves as a common
thread in our global tapestry.

Several years ago, as | began to teach my
sixth grade students the song “Away to
America” composed by Linda Willlams
(World of Music, Grade 6, Silver Burdett/
Ginn). the thought occurred to me that
Linda’s need fo connect with the country of
her grandparents’ origin had been espoused
by many cultures throughout the centuries,

Using “Away fo America” as a point of
departure, my next lesson concentrated on
the African-American spiritual “Sometimes |
Feel Like a Motherless Child” My students
shared their experiences of being away from
home and feeling homesick, Several students
volunteered 1o research poetry, songs and
visual arts, including photography, depicted
separation or homesickness.

The third fesson explored the feelings
expressed in the song “Wayfaring Stranger,”
as well as some of the research materials
gathered during the past week. Interestingly
enough, many students began to be self-
motivated in the pursuit of this theme One
student brought in a photograph of the
famous fresco in the Sistine Chapel depicting
Adam's separation from God, by Michael-
angelo. {I never cease to be amazed at how
studenfs can rise to challenges when so
motivated|)

In a visit o the school media center, |
mentioned our project to the librarian and
asked her to recommend a children's book
that might be suitable. Immediately, she
brought forward “Africa Dream” by Eloise

Photo: Jim Tinter

-Greenfield (Harper Collins, 1989). | was

capfivated by the power of the words and
illusirations and realized that this book could
become the focus of a creative, cooperative,
and culminating learning experience.

Suddenly, | remembered attending o con-

.cert by the Cleveland Orchestra where “lyric

for Strings” by the African American com-
poser George Walker was played (Black
Composer's Record Series, Volume 7). This
composition had impressed me with ifs rich
sonorities, pathos, and construction full of
conflict and resolution, Greenfield's Africa
Dream and Walker's “lyric for Strings”
appeared fo be a-perfect palring. Would my
sixth grade students agree?

As the students entered the music room
one student told me he had written a poem
based upon how Alex Haley must have felt as
he began fo connect with his roots, and
entifled his poem “Connections with the
Past” What a perfect sequel fo the Green-
field bookl We reviewed the Langston
Hughes poem, “Dreams.” | read “Africa
Dream” fo the students and then simply
played the recording of “lyric for Strings”
before the students were dismissed.

Mony lessons were necessary for students
fo analyze “lyric for Strings” and fo discuss
the visual imagery found in the book. Various
students volunteered to read the book in
sections. We then formed cooperative groups
to explore movement o dramatize the imag-
ery. Through frial and experimeniation we
merged the text with the music and- move-
ment and created a true artistic “moment in
fime”

Ella Lee feaches in the public schools in East
Cleveland, Ohio, and is director of the
Cleveland Orchestra Children’s Choir

APOLOGIA

In the Winter, 1994 issue, the photo-
graph captioned Judith McMillen, Local
Chairperson of the Indianapolis Confer-
ence, is actually that of Janet MicMillion,
a session presenter, We regret the error.
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From the Playground: Spain

It was generic elementary school—chil-
dren’s art on the walls, kids rushing every-
where, noisy playground, the school smell
... . Except for one thing.

I was in southemn Spain—Andalucia—and it
was a springtime week, a few days before
Holy Week, which was a school holiday
throughout the country. Through Verena
Maschat | had met Jorge Rodrigo and his wife
Rocio and Mariela Valanzuela, Argentinians
who had lived in Spain for several years, Jorge
and Mariela feaching privately and in various
civic seftings, Rocio working in music ther
apy.

Jorge and Mariela picked me up in fronf of
my hotel in Torremolinos and we drove the
few miles up the coast fo Fuengirola. it was
noon break when Jorge parked his smaill car
across the sireet from the elementary school
where he had arranged for us fo observe a
kindergarten teacher as she provided her
students with music experiences. There were
no music specialists in the schools.

The kids had had their lunch and were on
the playground for a midday recess. There
appeared 1o be about a hundred students in
the fairly spacious yard. Most were very
young, perhaps kindergarten through third
grade, but there were a few, half a dozen or
so, older girls. | never understood why they
were there, but | was glad they were, for they
gave me clear statement of words o a song |
was trying o catch from the younger children
as they played.

As | said, it was generic elementary school,
just like every school I'd ever seen, except for
this one thing. There was no playground
equipment! There were a few trees, one with
bare earth around it where half a dozen or so
children were playing, a couple with stone
benches around them where a few more sat.
And that was all. No swings or slides or
merry-go-founds; 1 saw nof even a ball or a
jump rope.

But all over the playground children were
gathered in liftle groups of two or three or
four, singing or chanting, playing clapping
games. There was a bit of the quality of the
scene | imagine at Babel, except here they
were all speaking the same language—Span-
ish. At first I rushed from group fo group,
trying fo take in all the songs, and then
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realized I'd come away with nothing but
snatches of incomplete memory unless |
calmed down and went for one or two,

A rather popular one—at least it seemed so
since several pairs of kids were playing
it—was £n la calle de veinte cuatro. s
accompanying clap pattern was one short
motif which never varied. The pace began
reasonably, but by the third or fourth repeti-
tion—of maybe six or eight repefitions—it
had accelerated fo an incredible tempo. (|
thought it might possibly be a little faster
because of their interested visitors!)

R
oneup, reverse both ciap own

This is repeated throughout—no pause.

o 4
Help! No merry-go-round!

When it was time for the children to go info
their classroom, they were somewhat reluc-
fant (what's new?), but they were orderly as
they filed past a large mural of their work
which proclaimed the hope of EveryChild:
Faz en el mundo (Peace in the world). They
went immediately fo places in a circle so
large that it almost touched the four walls—
well over thirty kindergartners in a rather
small room! | was glad theyd had the long,
active period outside, for there was no space
here for any kind of movement.

The teacher, obviously in love with the
children and with teaching, led them through
many pieces they'd previously learned and
enjoyed. They accompanied fheir nicely
on-pifch singing with clapping and other
sound gestures, occasionally with small,
non-tuned percussion.

A r— ooy
1 1 1 I 1 1 1
& o - — e 54— —p—
j — L - < 3 L. - b 2] J
LAl  r———  ——
! En 1a ca-le vein - te cuat-ro hedfa un
U~ na vie- ja ma~té a un ®B- con 2
de .. lo—ppo oo —op o o]
v T T Ul
- - R . Literal translation:
> e e e e e e e — 1 On twenty-fourth street
4 g .- ;"‘"s‘ - ra-te The(e was a greaf assassi-
pun - ta gl 22 - pa-to nation.
An old woman killed a cat
— | 5 | with the point of her shoe.
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- L
En la calle veinte cuatro... -

And then it was the visitors' turnl Mariela
mimed and sang a “mental hearing” song.
On each repetition, one statement is omitted
uniil the entire song is silent, but with ongoing
gestures. :

A |
oy U M A S
Y A — | —— T

13 r— 1
¥ 1 I e |

un gor-do, un fla-co, un  chimpanzee to

A o]
AN A S AT £ W S W WA 2

~czxban laflauta, oo-ra-loorra-li.

Literal translation:
A fat one, a thin one, a chimpanzee
played the flute, co-ra-loo-ra-i,

Jorge’s contribution was a welltraveled,
very appedaling song and game, Un elefants,
I've heard this one in Mexican-American
seffings In California and seen it in Latin-

Forng, 3. Fecace

: PRSI ...
¥ SN PO S |

Pt —tF—t—t—t—7 g i
L & <A ) I L A B . i ) R 1 &, P _— ¥ S ) i ]} 1
y F: S S S M - N S r: 4 & l‘i"j_‘H
Un e-le-fan-te ba-ln-ce- 2~ba sob-re !a te-la de y-ma a - ra-fia,
Dos e-le-fan-tes ba-lan-ce- 2-ban
e e e e e e e e e e
1 11 1 il i 1 ) 1 ] i 1 L J 1 [N ) I 1 Yy 1)}
a | ) [ d L [ X a5 1.1 el 1 i
t@:l"_"!__a_‘_*_xﬁ —— - —
co-mo ve- §- a Qe re- sis-ti- a, MW-md a o-tro e~le-fan - te
co-mo ve~t-an qe re-sis-ti- a, llama-ron 2 o-tro e-le fan - te

American and South American collections,
and it was qulfe at home in its Spanish
environment,

Literal translation:

One elephant balanced on a spider’s web.
When he saw that it would hold firmly, he
called for another elephant.

There are many ways of playing a game
with this song, easily suggested by the words,
Jorge's way was simply the addition of a new
body instrument sound for each addifional
elephant. His realization—with suggestions
from the children—worked out this way:

Un elefante - slap left thigh (beat one)

Dos elefantes — slap right thigh (beat two)

Tres elefantes — left chest with right hand
(beat three)

Cuatro elefantes — right chest with left hand
{beat four) '

Cinco elefantes — clap (beat five)

Seis elefantes — pat head (beat six)

Siefe elefantes — fouch nose (beat seven)

Ocho elefantes — stamp (beat eight)

After this it was my turn. The only thing |
could quickly think of which | felt sure would
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not get me info language troubles was Bate
bate, a very active, even rowdy game as my
students have played it. Such a game would
never work in this crowded room full of
five-year-olds who were growing fired. But
surely we could together, the kids and |
change it quickly info some kind of non-
locomoior game. And we did.

Bate, bate, cho-co-la-te,

con arroz y con fomate,

Uno, dos, tres CHO; uno, dos, fres CO;

uno, dos, fres, LA; uno, dos, tres TE.
Chocolate, chocolate, chocolate, chocolate,

Literal translation:

Beat the chocolate, with rice and tomato,
One, two, three CHO; One, two, three CO:;
one, two, three LA; one, two, three TE,
Chocolate, chocolate, chocolate, chocolate, -

They seemed pleased to have una ameri-
cana bring them a song in thelr language that
children in a faraway country liked fo play,
and fo help her make a game they could be
part of as they sat in the circle together.

It was a little time for forgetting ugly things
in the world, for remembering again that we
are all more dlike than different, especially
that a child is a child . . . . We said adios and
left, passing again by the mural.

Paz en el mundo.

The older girl who hélped me
THE ORFF ECHO — SPRING 1994



Focus on Research

Stalking the wildflower with Multiple Lenses

Exhibit One: Playground and Chant Research

Looking back, | should like to describe Schul-
werk as a wild flower. | am a passionate
gardener so this description seems to me a
very suitable one. As in Nature plants estab-
lish themselves where they are needed and
where conditions are favourable, so Schul-
werk has grown from ideas that were ripe at
the fime and that found their favourable
condifions in my work ... It is an experience
of long sfanding that wild flowers always
prosper, where carefully planned cultivated
plans often produce disappointing resuls,
~Carl Orff, “Orff Schulwerk: Past and
Future” 1963

While it seems clear that the wildflower
Carl Orff planfed has found its roofs in
practice, the research on it has produced
disappointing resulfs. Much of the research
has compared the Schulwerk with more
fradifional methods—those carefully plan-
ned, cultivated plants’ which Orff himself
believed prospered in a soil different from
the one where the Schulwerk would be
found, Like sfudying apples and oranges,
research resulfs have generally revealed that
both are alive and well, one not significantly
stronger than the other. Claims that the
Schulwerk produced equal, stronger, or
more creafive musicians simply could not be
made Research results indicafed, insfead, a
kind of sameness to other approaches, and
the Schulwerk's unique beauty remained
hidden and elusive

Discouraged from repeated atfempts of
this sort, or simply inferested in different
things, some researchers have focused else-
where, looking at hisforical roots as a way of
contributing fo our understanding of how
the Schulwerk began and subsequently
flourished.

Charting our history and development has
provided philosophical solidarity fo some
degree, and given us ownership of our
course, However, the quest for answers and
understanding is ongoing. Perhaps it is the
“always developing, always growing, al-
ways flowing” nature that makes the Schul-
werk an elusive species o study. Stalking the
wildflower may require that we pose new
questions, look in different places, fake a
less distant viewpoint, or fry out new lenses.
What if we were fo begin with wonderings
about the “favourable conditions” in which
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Schulwerk teaching and learning find their
roofs? What could be learned about the
climate of Schulwerk classrooms? What kind
of soil exists? What kind of cultivation
technigues are used? What kinds of learning
results?  We may benefit from knowing
more about research in other fields. Recent
reports on research-in the areas of children’s
musical folklore early childhood play, and
wholistic language education were pre-
sented at the Research Inferest Group ses-
sion during the 1993 AOSA conference in
Indianapolis, revealing inferesting links fo
Orff Schulwerk feaching and learning. In the
coming Issues, the Focus on Research col-
umn will highlight the research presented in
Indianapolis, beginning with “Exhibit One:
Playground Song and Chant Research” by
Eve Harwood.

Janet Robbins, Chair
AOSA Research Interest Group

INTRODUCTION

The same features that drew Carl Orff 1o
describe his Schulwerk as a wildflower have
nurtured another musical fradition over the
years, namely children’s playground song
and chant. Inferestingly, playground songs
and chants share many of the characteristics
Orff attributed o elemental music: never
music alone, buf song combined with chant
and movement in one theatrical event; a
reperioire that is participatory (as opposed to
art music’s separatfe roles for creator, per-
former and listener); forms that are short and
relatively simple; music that is pre-infellec-
tual, rhythmically driven, earthy and simple.
(Orff, 1962) One imporfant difference is that
playground song, by definition, has neither
been shaped by nor suffered from adulf
infervention. It is music that lives in oral
fradition, passed from child fo child in a
period of about six years, between the ages of
six and twelve. Playground lore is thus
unusual among folklore genres, which nor-
mally have a much longer period of time fo
pass from generation fo generation. Truly a
wild flower, existing outside the culfivated
walls of the classroom, playground song may
therefore have something to teach us about
musical roofs and hardiness,

For these reasons and others, there is
renewed inferest in playground songs on the

part of music teachers (Campbell, 1989). In
particular, teachers adopting the approaches
of Orff and Kodaly, both of whom relied on
folk culture for pedagogical material, are
seeking out the American playground as a
source of teaching repertoire, Continuing
research in this area can provide models of
confemporary children’s compositional style
as well as insight info how such a reperfoire s
created, fransmifted and performed, or ds
Orff might put it, how ‘playground process’
operates.

THE PROBLEM

When teachers turn o scholarly sources for
insight info children's folksong, what do they
find? As one authority puts i, “Paradoxically,
there has been infensive study over a long
period of time and simultaneously inade-
quate investigation of the topic” (McNell,
1988, p. 22). While collections of children's
games and songs have been published since
the tumn of the 20th century, distinct gaps in
the research literature remain. These gaps
include both the contents of prinfed collec-
fions (ie., primary sources, songs collected
from oral tradition} and the kinds of commen-
tary and analysis offered fo readers (ie,
secondary sources, notes or arficles about a
song tradition). From a music feacher’s point
of view, there are at least three areas where
investigation has been inadequate.

First, teachers have historically looked to
children's folk games and songs for literature
that is lively, authentic and within children’s
capacity fo perform. Unforfunately, many
early collections of children’s song do not
give information regarding the informans, for
example, whether they were adulls or chil-
dren at the fime of collection, whether their
complete reperfoire was sought or just ifems
the collector considered worthy (Comme
1894; Newell, 1883). A more vexing prob-
lem for music teachers is that many folklorists
have not notated tunes or rhythms for the
spoken chants, Where there are funes, infor-
mation as fo singing style. melodic or rhyth-
mic variations and original keys are generally
missing (Bronner, 1988; Cole 1989; Hastings,
1990; Michels and White, 1983; Withers,
1948). Fortunately, contemporary research
practice corrects these omissions and infor-
mant and contextual data are matters of
routine (Merrill Mirsky, 1988; Riddell, 1990).
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Second, contemporary music educators,
aware of the growing emphasis on multicul-
tural material, look to the playground litera-
ture of children from many heritages as a
means of including the music of diverse
ethnic groups (Aaron, 1989). While Anglo-
American children’s repertoire has been
widely collected and reported, (Fowke,
1969; Gomme, 1894; Knapp, 4976; Newell,
1883; Opie, 1985: Seeger, 1948), there is less
from the African-American or Hispanic com-
munity, let alone from the myriad of cultures
represented in our school population, This
remains a ferfile field for investigation. (No-
table exceptions to the foregoing inciude
Brady, 1975; Fulion and Smith, 4978; Jones,
1972; Kenney, 1974; Merrill Mirsky, 1988.)

Finally, teachers look to the playground fo
discover how children teach each other,
Many traditional genres such as handclaps
and ring games are complicated, not easily
acquired, and must pass In a relatively short
period of time. The method referred 1o as
“oral fransmission” is evidently an effective
teaching systfem, one that might serve formal
music teaching as well, How does it work,
this learningfteaching. from child to child?
Unfortunately, information on confext, learn-
ing process, and the meaning of the material
to children has been one of the overlooked
subjects in the study of children’s song. To
quote folklore authorlty W. K. McNeil
(1988), p. 23: “Too offen folklorists have
been guilty of being texi-hungry but have
spent little fime telling us what the texts mean
or how they are used taditionally” Brun-
vand, writing in The Study of American
Folklore (1968), p. 237, nofed: “Some invest-
igators have begun quife simply by asking
children what their games mean fo them and
why they like them!” However, direct inter-
viewing of a cross section of children has
fimitation. Apart from the difficully of obfain- .
ing legal access to contemporary children on
the playground, the active tradition bearers,
ages six to twelve, are relafively inarticulate
about the meaning they aftach to their
musical play (Harwood, 1987),

A SOLUTION

One means of addressing the last problem
has been fo sfudy children at play for a
prolonged period of time in one setting. The
study of one group of informants, or a single
singer, such as Bess Hawes' account of Bessie
Jones (1972), gives insights info process and
unspoken assumptions that are not revealed
when one undertakes the collection of a
quantity of material from many informants,
lona Opies The People on the Playground
(1993) arose out of her sense that she needed
fo be with the same children over a period of
time, in addition fo the widespread collecting
she was already doing with her husband

Continued on p. 25
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In Orff Training - Movement Astonishes

Astonishment is offen the response of new
enroliees fo the movement training required
in Orff cerfification courses. Why, they ask, is
there a separate hour (or more) in the daily
curriculum that demands physical exertion?
lsnt it sufficient to use body percussion and
simple dance steps and patterns in space
during the two- or three-hour-long Basic
Pedagogy of the daily curriculum?

How do the skills and assignments of Level
Il or Il movement fraining differ from those of
level 1?7 How can movement work be con-
ducted for the children in their classrooms,
anyway? How can feachers help children
cope with spatial constraints in the rooms
assigned for music classes? How can teachers
make safety and discipline inherent in their
moving? How can music feachers explain an
Orff Schulwerk program of music and move-
ment education in a school in which “"danc-
ing” may be forbidden for religious reasons?

Questions like this have come fo me
repeatedly as the Movement Specialist in Orff
Cerlification Courses. Students want to know
what they will be expected to accomplish in
movement classes during the infensive two
week courses. They begin with anxieties
about proving themselves in the range of
abilities called for in Orff Schulwerk fraining.

Misinformation may be inadvertently con-
veyed by incomplete listings in college music
department catalogs. These descripfions nev-
er suggest the unique involvement of the
senses and learning modalities Inherent in
achieving competency in Orff Schulwerk,
They list recorders, Orff Schulwerk volumes,
or a hand drum as necessary equipment, but
rarely mention, for instance, required attire
for active movement or dance—comfortable
clothing, flexible, thin-soled footwear or bare
feet.

Movement training is daily and active,
Progress is cumulative in the two-week,
three-summer courses. Movement fraining s
a comerstone of the tofal approach of Orff
Schulwerk, even though an individual stu-
dent's personal forte may be vocal or instru-
menial music. A prospective “Orffinnocent”
student expecting a sedentary, fextbook
music methods course is bound to be greatly
surprised!

Because Orff Schulwerk is a philosophy,
not a primer of pre-fabricated lessons, the
music and movement assignments take more
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time and attenfion than one might expect in a
conventional summer course. Students will
benefit most if they arrive with, or aim to
establish, a sense of openness and patience
with their minds and bodies. The process of
learning to play notes on a recorder or a
mallet fechnigue takes less time and physical
effort than the process of learning new
patterns of body locomation.

Children possess the motivation and tena-
city fo grasp physical challenges—of learmning
how fo do a cartwheel, how fo do hip-hop
dance steps or how fo juggle. As aduls, we
sometimes forget that the body was and is our
primary Instrument, and we feel frustrated
when it Is slow to respond fo demands of the
will. Also, we may not have kept our bodies
funed up over the years; the kinesthetic and
visual sensitivity may be out of tune with
ourselves and with the children we feach.
Foliowing patterns of movement, inventing
our own, improvising and choreographing
with others may be challenges that are
completely new fo the enrollee in an Orff
Schulwerk Levels course.

Movement training in Orff Schulwerk goes
beyond collecting games for rhythmic cogni-
tion, or gesturally illustrating concepts of
music. It extends beyond building a reper-
toire of folk dances. Historically, it is impor-
tant to remember that Carl Orff's ideas about
music and movement were germinafing
while he worked with the dancersimusicians
of Dorothee Guenther's School for Gymnas-
tics and Dance in Germany in the 1920s and
‘30s. In that school, the dancers learned fo
play percussion, recorders and xylophones
for each others’ dancing. Improvisation in
music and movement were intfrinsic skills
practiced by all.

A comprehensive view of contemporary
Orff Schulwerk music and movement educa-
tion specifies standards of movement training
that include competencies in the integration
of music, movement and speech and a
knowledge of elements of dance In daily
movement classes, students explore and
demonstrate understanding of such elements
as space, time, force, form and fexture.

Progress through the three levels of fraining
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should not be thought of as a line from simple
fo more complex, but as a spiral of leaming
that increases one's capabilities as a feacher.
Two weeks of class together seems fo be the
length of ime needed for students fo begin o
feel comforiable with the concept of them-
selves as movers as well as musicians.
Experiencing and solving problems that arise
in movement fraining prepares teachers to
anticipate the figurative and literal stumbling
blocks that come up with children in the
classroom. During movement training, such
Issues as body mechanics and child develop-
ment, movement improvisation and group
choreography can be addressed, explored
and discussed,

Learning fo coach children to prepare for a
jump or turn, or how o prepare to stop and
change direction in space, is as important as
learning how to teach them to sing or play
recorder, At the first meeting with a roomful
of children, we cannot assume that they
know how fo control their physical actions in
space, or that they can adapt social skills o
move with others in a sensitive, musical
manner,

Movement training sessions during a Levels
course should examine and undertake 1o
solve student questions, including:

» If children are unaware as to how
they're moving as soloists, how will
they learn fo be ensemble players and
movers?

* How do you get young children to
make and maintain a circle?

¢ How do you teach them about shifting
weight in preparation for changing di-
rection at the end of a phrase?

* How can you get children info folk
dance formations?

» How can you get girls and boys in
older grades fo stand next fo each other
(or hold hands)?

» If you don't have the space for a circle,
what other formations can the children
make and maintain?

* How can you coach a child to inferact
with a partner or small group in a way
that is positive and collaborative?

o What movement vocabulary and loco-
mofor skills are appropriate to what
ages of children?

o What kinds of imagery are helpful fo
eliciting improvised movement?

* How can you encourage children to
exchange movement ideas and develop
group pieces?

o What kinds of movement props and
projects are manageable?

* How do you direct moversisingersiplay-
ers all at the same time?

»  What styles of movement are appro-
priate fo the music of (name a country,
region or period of history)?

Approaches to solutions of these questions
can be explored in movement sessions, every
day, summer by summer. As feachers, the
broader and deeper our own movement
experience, the more encouraging we can be
in facilitating the movement ideas of others,
We may not be sure of ways to structure the
children's ideas in movement and music so
that the process affirms their selfconfidence
and enthusiasm and culminates in a project
that is pleasing to see as well as fo hear, We
may not have the experience to anticipate the
amount of fime and physical energy that
children will need fo expend in trying,
modifying and polishing their movements.
And as teachers, we need fime fo infegrate all
the elements.

Movement training in Orff Schulwerk may
change our thinking about how to get a
project in speech, singing or instrument-
playing “on its feet” in ways that bring
together the best that everyone has o contri-
bufe. Enroll in a cerfification course with full
body and soul. Experience the movement
training with three personas: as yourself, as a
child, as a feacher. Keep a journal during the
fwo weeks. Record what's happening to your
outlook as you spend each day immersed,
and trying to sort out, the total sensory
approach of Orff Schulwerk. You may asfon-
ish yourself with the realization that facility in
movement has quite a bit to do with flexibil-
ity inside the head, not just in the physiquel

*Existing movement tfraining guidelines for
courses are being clarlfled and expanded by
an ad hoc committee of AOSA movernent
teachers,

Pﬁ.do: Jerry Speier

Dixie Piver is a Movement and Music
Educator cerfified in Orff Schulwerk. This
summer she will feach movement for levels
I and Il at Mansfield University, Mansfield,
PA. Observed by course participants, she
will also conduct a demonstrafion class of
children (music campers) in movement
projects,
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Sea Shanteys -
A World of Possibilities

B. J. WHITEHOUSE

Shanteys are work songs that were sung by
sailors and lumbermen. They offer a wealth
of possibilities for singing, moving and play-
ing, for arrangement and orchestration and a
simpte format for developing many kinds of
extensions. Paying attention to the herifage of
these work songs can open new avenues in
developing the song experience of elemen-
tary and middle school students. (“Shantey”
is somefimes spelled “chantey” plural “chan-
ties,” possibly a derivation of the French
word, chanfe, fo sing.

Most educators have heard of Shenandoah
or What Shall We Do With a Drunken Sailor?
But what were the sailors doing when they
sang these songs? There is a shantey or work
song fo accompany and encourage the
rhythm of almost every job done on board a
large sailing vessel of the early ninefeenth
century. Sailors used music to insure a
concerted effort and fo make the work go
faster. In most instances, a shantey provides
not only a fraditional song but an associated
traditional movement as well,

For example, some songs are ‘capstan
shanteys,” sung when the anchor was being
liffed (hauled up) as a ship left port. The
capstan, a large, barrellike device, sat verti-
cally on the deck and was atfached vertically
1o a long, heavy shatt that went deep info the
ship fo hold the anchor chain. On deck, men
would push on the capstan’s shoulder-high
crossbars to tum it and wind up the hefly
anchor chain. The capstan might be com-
pared o a large turnstile,

As the sailors began the work, a sprightly
tempo was used because the capstan moved
easily. Hieland Laddie (Example 1) was a
good choice 1o gef the men moving. The ship
would move foward the anchor until the ship
was directly over it. Then, perhaps because
the anchor was stuck in the mud and sand on
the bottom and greater effort was needed 1o
break it out of the silt, the shanteyman
(leader) changed the song fo one with a
slower, more deliberate fempo. It might be
Shenandoah

How does this knowledge of a song's
heritage transfer to the music class? Now we
can apply that understanding of the shantey’s
background fo musical activities. Children
are fascinated by the language and lore
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surrounding shanteys and are motivated fo
sing by themselves where they may be timid
in another genre. Divide the class info fwo
groups of singers, the shanteyman (call) and
crew (response). This form provides a simple
way for the music teacher to note the
accuracy of soloists or small groups singing.
And since, in its original use, the work
seemed to go on forever, there can be many
herifage or new verses for student soloists 1o
create and sing. Traditionally, the leader
chose what words fo sing, or made up new
ones fo describe the fask, tell of some recent
event or crew gossip.

The scale material of shanteys, is often
pentatonic or modal, offering opportunities
for part singing and instrumental arrange-
ments. Vocal range is usually limited; less
than an octave, sometimes a fifth or sixh.
This makes shanteys easy for younger singers
and allows older singers fo sing in parts with
some ease. ’

Because of their very nature, shanteys offer
movement experiences. “Walkaway,” or
“roll and go” shantfeys take their name from
the work of the sailors who sang them while
straightening very long lengths of rope. The
men would lift the rope over their shoulders
and "walk away” down the deck, perhaps fo
uncoll great mounds of rope that needed to
be stowed, or were attached o a light load.
The tempo of a walkaway is quick, and the
step occurs on every beat. What Shall We Do

0

Line drawings: A. O. Gutierrez

With a Drunken Sailor (Example 3) is such a
shantey. ffs easy modal structure and catchy
tune invite new instrumental settings and
improvisational exercises. Guitar students
can play the E minor-D major chords easily.
Some class members can pretend they are
carrying rope aboard a ship as they walk
quickly up and down the room, or simply
develop a non-locomotor ostinato at their
seats. (Drunken Sailor can be sung as a
partner song with another walkaway, or
rol’ngo chantey, Roll the Chariot,

Example 4).

A halyard (perhaps from “haul yard”)
shantey was sung when raising the sails. By
pulling on the ropes that went through a
putley at the top of the mast, the sail attached
to the yardarm, or crossbeam of the mast
could be raised, even against the wind. This
work required short, strong movements, and
was accompanied by songs with faster-
paced, sfeady beats. John Kanaka (Example
5) is a wonderful shantey for children be-
cause they like to sing it, and it works well in a
dramatization of the work. The crew mem-
bers pull on the halyard ropes hand over
hand every fime they sing the word “John
. (If the “wind gets foo strong,” the pull
can be on evety other beat,) This song can be
used to determine beat competency, or you
can just have fun with it,

Some shanfeys were used during several
jobs that might have required the same work
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rhythm, Some ships had a rocker pump and a
brake windiass, and both look like large
teeterfotiers with crossbars where the seats

would be. Two or three men on each end
would pump it (like the railroad hand cars in
old movies) fo remove bilge water from the
boftom of the ship. On a brake windlass, a
barrel, like a horizontal capstan, furned as the
men pumped the handles fo wind a rope
around the barrel. The movement of each of
these was in three positions: (1) push it down
to their feet, (2) lift the bar waist high, then (3)
up over their heads as the group at the
opposite end did the opposite movement. To
demonstrate the action in the traditional use
of this shantey, eight students, four on each
side, can figure out this action and perform it
while singing the song. Or develop a move-
ment and body percussion accompaniment;
underline the macro-beat and play a steady
patsch-clap on those syllables to reinforce the
beat. Reuben Ranzo (Example 6} is known as
a pump shantey, but was used with a brake
windlass as well,

I

pUiEY

Copetin Whdlis .

Let's use “Reuben” as a shanfey fo exa-
mine in defail. It has an eight-measure form.
The vocal range is a fifth, with a fow SO. With
a harmony based on the fonic throughout the
solo, and on the dominant throughout the
chorus, the suggested Orff Schulwerk arrange-
ment accommodates a common-one chord
change. Short phrases are less infimidating fo
sing solo than longer ballad forms and make
improvisation of verses easier. (Rhyme
scheme A B A B}

Reuben Ranzo is based on the life of a real
person. The story could be dramatized in
class, with mime, acted on a video or with
puppets, on audio tape as an oldtime radio
show or as part of a larger general music
project or presentation. His story could be
extended to tell of his adventures after he
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becomes an officer, and this could be the
opportunity for studenis fo write more verses.
Volunteer shanteymen can sing verses for
others to repeat. Using rhythmic paischiciap
or other body percussion pattern fo reinforce
the work effort bedt, sing through the shantey
with soloists and responses.

A simple movement exercise, done slowly
and deliberately, can help students to experi-
ence the macro-beat and define the verse/
chorus form. For instance, two simple side-
close steps during the solo, followed by
stamp, patsch, clap, snap or other body
percussion during the crew response would
accent the beat.

One day, | had my students out on the
playground singing the shantey and working
all of the teeterdotters by handi

Let's take a look at what was accomplished
with one shantey.

1. Taught a herftage folk song with the
accompanying movement.

2. Created opportunity for individual vocal
development.

3. Created an opportunity for locomotor
response 1o the beat: dance.

4. Provided a framework for improvisation;
writing new lyrics.

5. Reinforced beat competency using
macro-beat,

6. Introduced instrumental v chordal
change.

7. Provided an opportunity for dramatic
inferprefation.

8. Introduced an important area of American
heritage.

9. Related music fo American history, soclal
studies, geography and language arts
curricula,

10. Provided an opportunity for instrumen
tal ensemble playing.

| taught general music, K42 af Block lsland
School, ten miles off the coast in Rhode
lsiand; presently, | feach general music at
Wilbur/McMahon Schools, K-8 in the coastal
fown of Little Compton, Rhode Island. We
have direct access fo the former whaling
communifies of New Bedford, Massachusetts
and Mystic, Connecticut, as well as the
seaports of Newport and Providence, Rhode
Island.

My students have “called” shanteys
aboard the Charles W, Morgan,the whaling
ship at Mystic, as part of a field trip. Upon
thelr refurn fo school, we borrowed a stout
fug o war rope from the gym teacher; it is
about the same size as a real hawser, the
heavy rope used fo hoist the sails. We hooked
that rope to all sorts of things and fowed them

about as we sang Haul Away Joe (Example 7),
a short-haul shantey, used when short, hard
pulls were needed fo drag a heavy crate
across the deck or fo load it info storage.
When the word “Jog” was sung, it was the
signal for the haul fo occur. (Short-haul
shanteys were also used fo raise sails, but
these often passed from one occupation fo
the other; from dockloading stevedores fo
riverboat cofton loaders, fo fimbermen.)

For further reading about shanfeys and life
aboard sailing ships of the 49th century, |
recommend any book by Stan Hugill, the last
living shanteyman. His book, Shanfies from
the Seven Seas (Routledge and Kegan Paul,
Publishers) is a great book with which fo start
any reading and research.

Folk songs possess a heritage that should be
explored for their many possible applications
in the classroom. A little reading about
specific songs reveal a cultural thread that
should be honored; in the honoring, music
educators will find a practical direction in
which fo proceed. If the heritage is not
recognized and the song is used out of
context or simply becomes a means to an
end, the human essence of the music is lost,
Students become a part of a cultural fradifion
when they sing or perform the music—when
they extend that song, they become part of
the living tradition of folk music.

Bibliography:
Baker, R and Antony Miall. American Sea Songs
and Shanteys; J. M. Dent and Sons, 1982,

Colcord, Joanna C. Songs of American Sailormen:;
W. W. Norfon. 1938.

Doerflinger, Wm. M. Shanfeyman and Shantfey-
boys: MacMillan. 1954,

Hugill, Stan. Sea Shanties of the Seven Seas;
Dover Press. 1984,

Hugill, Stan. Songs of the Sea; McGraw-Hill.
1977.

Shay, Frank. American Sea Songs and Chanfeys;
Books for Libraries. 1958.

Following are recording arfists who have recorded
shanteys and songs of the sea: Schooner Fare, The
Boarding Party, Gordon Bok, Clancy Brothers,
Cabestan, Geoff Kauffman, and Folkways re-
cordings of authentic shanteys.

These recordings are generally available through
a folk music mail-order company, Alcazar Re-
cords, PO, Box 429, South Main Street, Water-
bury VT 05676-1429, Phone: 800-541-9904.

BJ. Whitehouse grew up in Elyria, Ohio,
and graduated from Bowling Green State
University, He worked for a fime on the
ferry boats fo Block Isiand, Rl and is a folk
singer as well as a director of a number of
choirs. BJ. completed his Level Il Orff
fraining at the University of Rhode Island.
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BONNIE LADDIE, HIELAND LADDIE a halyard shantey
SH: = Shanteyman -
CR = Crew
% T i P G L T 1 - ﬁ' ——F i F‘_{ -
E—3—e t g e e o ®* i
[ | ¢
SH: Woz you e- ver in Que- bec? CR: Bon- nie- Lad- die Hie- land Lad- die
29
= S S —— @
[F\Ay\-——jq—‘*"—w-—-—ﬂ'— --—rr——-—'--—-- +' e ! e | =
oJ — i | CR~ hd
SH: Woz you e- ver in Que- bec? (My) Bon- nie Hie- land Lad- die.
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SH: Way! Hey! and a- way we go!
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5H= Way! Hey! It's

SH - Shenteyman

heel and toe my 'ng_‘ nie Hie- land

SHENANDOAH a capstan shantey

Lad-

CR = Crew
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On Shen- an- doah I long to see you. A- way You rol-lin!
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Retrain: And we'll roll the old char- i- ot a- long, we'll  roll the gol-den char- i- ot!
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Verse: Oh, a drop of Nel- son's blood would-n't do us an- y harm, A drop of Nel- son's
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blood would- n't do us an- y harm, A drop  of Nel- son's bldod would- n't

do us an- y harm, and we'll all hang down be- hind.
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HAUL AWAY JOE capstan hauling shantey
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REUBEN RANZO a pumping shantey (rocker)

“All Hands to the Pump™ (above), by

Ilﬁur:\ig—‘r—HH—-“—.H—f—-‘—F—*kH—‘l—H — W H.§. Tuke, engraved by O. Lacour.
I:Jy ke 3 1 1 lNI 1 -ll 1]
Reu- ben was no sai- Jor  Ran- zo Boys Ran-zo He (follow same form]
- 2. Shanghaied aboard a whaler,
hﬁ"—hi’:o‘j:@::*:‘i—_.“—"—“méz‘l:ﬂ =T Although he was no sailor.
jANeT 1 1 1 11 H 8 g
ryj Sl

3. He washed but in a fortnight,
He said it was his birthright.

4. They took him to the gangway,

4. Shanteyman: Reuben was no sailor, Sh: He shipped aboard a whaler, They gave hfm lashes twenty.
Crew: Ranzo, boys, Ranzo, Crew: Ranzo, boys, Ranzo. 5. They gave him lashes twenty,
Nineteen more than plenty.

Editor's note: Music for "Drunken Sailor," 6. TP)e capn gave him thirty,
“John Kanaka" and a suggested setting His daughter cried for mercy.
for "Reuben Ranzo' mentioned in the tesrt 7. She taught him navigation

have been omitted and may be requested from Which raised alof! his station
the author or editor. )

was a dark-eyed sai- lor  Ran-zo Boys Ran- ze.

Repeat first verse.

R Roud, Wep
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SANNA LONGDEN'S VIDEOTAPE! A =
3 Snwt 4[3111"“' ”//
C] T W §%) e N ¥
FAVORITE FOLK DANCES || |%: flomm |8 cosea |8
“
OF KIDS AND TEACHERS
(WITH SYLLABUS) ﬁmwm Emintetors SAY Nﬂl
Now AVAILABLE FOR $29.95 N : T ol O ST
| Boca Raton, Florida 33487
Includes dances Sanna has taught 407'998-9984
at 5 AOSA national conferences AE 0 wl @ w0
and many chapter sessions. ;:" § § :__m.'_:_;:;—m ‘:;

: Available from (heselinemuéiccompanies! Lyom * 219-294-6602 Pepper @ Palpe’s + 800-382-1099
Write or call her at — Maanerine's Sheet Mud » 5135228975 Re-Creations - 3183754793

ABAMusic for Chlldrea » 503-399-0345 MMB Musc, Inc. » 800-543.3771 Rhythm Band Inc. » 800-424-4724
FOLKSTYLE PRODUCTIONS Arizons Music Center » 602-934-3273 Muskc & Instruments for Children + X0.-778.6733  Sorden Music Store « $15.682-8033
1402 ELINOR PLACE Christisn Music Ceater « 616452- 1418 Musicin Motion « 214-231.0403 Ted Brown Musle Co, » 800-247.1536
Duncan Musle Co, » 919-768-5630 Musk Innovationa » 4123663631 The Recorder Shop » 518.756-2273
EvansToN, IL 60201 Eckroth Music + 218-233-8806 Music Plus » 519-745-8530 The Woodwind & The Brasswind + 800-348.5003
Jokn McCrea Music » 619-698-7272 Northalde Mosic - 715-8324014 Weat Musle Co, Inc. » 800-397-6378
708-328-7793 Johw's Masic Center » 206-548-0916 Old Town Music » 8187534730 Wingert-Joues Musle, Inc. - 800-821-5704
LM of Hasca, Thimoks » B00-456-2334 Pepper & Son, Inc. » 800-145.6296 World of Musle « 408.252-8264
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President’s Message

CAROL ERION

Where Do We Go From Here?

Administrators and others in educational
leadership often fell us, usually as part of a
cheerleading effort at a backdo-school rally,
that we are shaping the future, that today we
are feaching the leaders of tomorrow. I've
heard phrases like that for as long as | can
remember. As a teacher in the Washington,
DC. area who has faught the children of
senators and congressmen, sometimes those
phrases seem to me to have at least the ring of
possibility, but still theilr frequency has
definitely lessened their impact for me. |
don't even think about it any more.

Recently | read another one of those
“feaching the leaders of tomorow” sfate-
ments and this time a light bulb furned on.

We are also feaching—right now—sfudents
who will be potential AOSA members in the
year 2004, ten years from now, if we fake our
6th graders as an example. That doesn't seem
so far away. Already we have among our
membership feachers who were, themselves,
taught by AOSA members, a growing, fal-
enfed, “second generation” of AOSA mem-
bers. The leadership for AOSA in the year
2004 may be among this year's new chapter
members or in next summer’s Level | classes,

What kinds of changes should we make,
what will need fo happen o insure that
AOSA will be the vital, exciting organization
in 2004 that it is for us in 1994? This spring
the AOSA National Board of Trustees will

have a Goal Sefting Retreatf, It is quite
appropriate for us fo do this now, after
celebrating our 25th anniversary, and affer
reaching 5000 members, both significant
landmarks in the life of an organization. We
are sefting aside time tfo think about long-
range goals, about new projects we can
underiake, about new directions we might
go.

Your ideas about what AOSA could or
should do in the future will be very helpful to
us. Please take time to fell us your thoughts by
filing out the form on the reverse side of the
page. We would appreciate your reply by
May 4, 1994,

Please fold and seal with tape
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Carol Erion, President

American Orff-Schulwerk Association

19 W. Linden Street

Alexandria, VA 22301-2621
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Ideas for the Future of AOSA
Please return by May 1, 1994

Here are some ideas for the future:

Local Chapters:

Teacher Training:

Conferences:

Scholarships and Grants:

Generating Membership:

Media (Publications/Videos/Library):

Philosophy or Focus:

Other:

Name and Chapter Affiliation (OPTIONAL)

Please fill out, clip and mail to:
Carol Erion, 19 W. Linden St., Alexandria VA 22301-2621



Video Previews

DONNA MARCHETTI

72TV Millie Burnett “Celebrations! Theme and Variations for Non-Traditional Holidays™

Videotapes of last year's Indianapolis Con-
ference are now available. A look through the
fitles reveals a variety of fopics—African-
American music, the mainsiream classroom,
and Pefer Sparling’s delightful infroduction fo
modern dance. But one that can surely be
used all year long in every classroom is Millie
Burneft’s “Celebrations! Theme and Varia-
tions for NonTraditionat Holidays.”

This session focuses, not on unusual ways
to celebrate the familiar holidays, but rather
on ways to celebrate unusual (fo us) or even
made-up holidays.

“What do the kids want to celebrate?” asks
Ms. Burnett. This could be the starfing point
for crealing a calendar of celebration. A
sample included in the session notes shows
just how many things can be found fo
celebrate in the month of February alone: the
birthdays of Langston Hughes, Norman Rock-
well, Laura Ingalls Wilder, Copemicus, and
Hank Aaron; Mexican Flag Day, Infernational
Friendship Week, and the commemoration
of the California Gold Rush. (Another excel-
lent source for similar ideas is the Random
House Children's Calendar, published each
year)

Ms. Burnett begins the session with some
reflections on her own career. As a young
teacher in the traditional music classroom
she felt discouraged and unhappy, she com-
ments, until she discovered Orff Schulwerk. It
changed her life, she says simply, by allowing
her 1o sing, to dance, to use folk music, and fo
explore other cuftures in her classroom. The
session to follow, she explains, reflects the
changes she has made in her thinking as a
result of Orff Schulwerk, or changes she
would have made had she the opportunity fo
relive her years of feaching.

“We can teach more than music’ she
continues; our commitment must be to
nurture the development of values, foster
cultural understanding, and stimulate diver-
gent thinking. It is a thread that is woven
strongly throughout the rest of her session.
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After a “get acquainted” warm-up of
improvisafory movement and sound with
pariners, the particioants are inroduced to
the song, “John Kanaka.” They evolve a
pattern of accompanying movement and add
instruments. The key here is the ling, “Today,
today is o holiday,” for the song serves as the
A section in a plece the children would
complete in celebration of whatever holiday
was decided upon.

In this case a traditional holiday, Thanks-
giving, is the focus. Ms. Burnett asks for words
that are associated with the day. First come
the obvious: turkey, pilgrims, Mayflower,
harvest; but soon the words take on more
meaning: shating, family, together. It is at this
point, says Ms. Burnetft, that we are leaving
the traditional and approaching values. The
participants perform the words in musical
speech, some as solos, others in groups,
followed by a return fo “John Kanaka.”

The second activity concerns what Ms.
Burnett calls a Personal Challenge Day. This
is a day, she explains, fo reflect on what we
might like fo change about ourselves or the
world we live in. Her poem, “Mr. Trouble
Shooter” precipitates . discussion of desired
changes, especially in our environment, The
poem, recited in rhythmic and musical
speech, is—despite the underlying serious-
ness -of our environmental dilemma-—quite
cafchy, and even humorous with its multiple
rhymes and its references to the “cook’s
green gook.”

A fribute to Rosa Parks and a celebration of
freedom begins with the familiar "Wheels on
the Bus” The cheerful song soon takes a
serious turn, however, with the line, “Move
on back” when the group rises fo reply, "No
Sirt Aint gonna sit in the back of the bus no
morel” This leads immediately into a choral
speech piece written by Ms. Burneft entitied
“Yesterday,” The group members prociaim
they will “fight discrimination, put an end to
segregation, get an education, and MOVE
ON UPI" “We Shall Overcome” is then sung
as a round.

The group then moves, in spir, 1o Ching,
where the Fengyang Drum Song is part of the
annual spring children's holiday. It's a beauti-
ful and *vigorous melody, here performed
with body percussion, xylophones, glocken-
spiels, temple blocks and gong. Streamers
serve as fireworks while the “sun,” af the
head of a serpentine column of dancers,
chases the "moon” af the end.

The session closes with Tanabatasama, a
poem for Tanabata, celebrated in Japan every
July 7. tt is a holiday of wishes that evolved
from the legend of two lovers, tragically
separated, who are permitted fo meet in the
heavens only on this one day of the year.
Traditionally, children and adulls write their
wishes on pieces of paper and tie them fo
bamboo branches in the hope thai their
desires will come frue, just as the lovers have
been granted their wish fo meet,

This tape has excellent picture and sound
quality—as do all of the sessions taped in
Indianapolis last year. Editing, however, was
not able o be done; viewers will see some
“emply *space” as when participants are
gefting organized, or an obstinate drum is
being coaxed to stay on its siand. Ms. Burnett
has provided extensive notes, covering far
more than what was done in the session;
these are available to anyone who borrows
the tape.

NOTE: For each tape ordered $20 deposit, $5
postage and handling. Please send two checks—
both made payable to AOSA—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 Bivd., Cleveland Hgts., OH 44118.
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SPECIAL: AOSA film
now available on videotape.

VIDEO TAPES

Judith Cook Tucker, San Diego, 1991

; 52 FC  Forging Community Bonds Through
AA-A0  American Odysse, ;
—— 4 . Y T Panel Discussion, Cleveland, 1983 Multi-part Songs
John Bergamo, Kansas City, 1985 23 SP  Soundings: Past and Future (D. Hall, P i i
2HD  Hand Drum Technique B. Haselgach, J. Matthesius, 53 IM Ir?tg‘rloﬂce}t(;’rl)cgklljgl?)geli:g% l}g;)i}vese
. - M. Murray, Liselotte Orff, Pentatonic Alternativ
D Edith Bondi N. Coldberg, moderator caee
3PS  Papa Sh H. h O - Loldberg, moaera ; ;
dpa Snamus Hanuxa e retta 23 RR  Reminiscences, Reflections of 54 TY '/I'emko Yaglnur;a, San ‘?'9801 1991
Steve Calantropio, Kansas City, 1985 Toronto, Detroit, 1988 (D. Hall 'mpression and Expression: Schulwerk
41 Intermediiate Improvisation: i Development of Japanese
A Matter of Style J. Matthesius, C. Nash) Song Material
4 h [ / ; Margaret duGard, Chicago, 1987 n -
RE Rhythm and Elemental Music, 28 AF  AfroAmerican CLIJIture, Crades 26 Ramon Williams, San Diego, 1991
Minneapolis, 1992 - 55 CS  Caribbean Songs and Rhythms for the
Freda Ensign Shenanigans, Chicago, 1987 Classroom
5 MM Music Making with Children 25 SH  Multicultural Folk Music Ben Snowball, San Diego, 1997
Jane Frazee, Kansas City, 1985 Pat Hamill, Chicago, 1987 56 AL Songs and Dances of Alaskan Natives
6 GC  The Gift and Challenge of Carl Orff 26 AA_ Arts Alive i i Elizabeth Villarreal Brennan,
Danai Gagne and Dr. John Fines, Chicago, 1987 San Diego, 1991
Judith Thomas, Boston, 1986 27 JF  Imaginative Approaches to Art 57 AR Songs, Dances and Games
7Cl ghildlren‘ Invgglgzd—M ” Sue Snyder, Chicago, 1987 of the Andes Region
eveloping African Materials 28 EA  Educating Administrators 1 & 2 58 Ol  Off Institute Summer Course
81 rigaha",iwclz", Al?’ort!and, 1982 Grace Nash, Music With Children Overview
n Make Music 29 MC  Rhythm and Pulse, Musical Forms, Ex- Distinguished Service Award:
8 MM Moving Mostly Musically pressing Note Values, Music in Action 59 GN GracegNash 195;‘, ,,,te,vgw s
8Cs g’oi’” Vipegtcah S"dD.P F:j"g?;’wn‘f: ' Bob deFrece, Chicago, 1967 59 BG Barbara Grenoble 1990 Interview
Dz; e - 0(:’ - nK, i = 1285 a 30FS  From Song to Movement 59 JPLY {aiobe_eth Postl and Lillian Yaross 1997
g in, Kansas City, 30 HB  Handbells: Another Voice for the nierview
9MF A Multi-Faceted, Multi-Cultural Exper- Instrumentarium, Denver, 1990 Cynthia Campbell, Minneapolis, 1992
ience for Upper Elementary Students - : th Chilore o
9NB  Near the Beginning: Orff Schulwerk 31PP Po.rtral.t of Polynesia _ %ED fary Dance Wlt.h Chlldn.en
for Preschool, Minneapolis 1992 Lois Birkenshaw-Fleming, Paul Winter, Minneapolis, 1992
Lynne Jessup, Kansas City, 1985 Detroit, 1988 61 PW Adventures in Making Your
g A 33LS  Everybody, Let’s Sing Own Music
10 BR  Back to the Roots—African Xylophone 4 - p -
10 PM  Pacific Music Beyond Hawaii,y i Dee joy Coulter, Detroit, 1988 David Jorlett, Minneapolis, 1992
San Diego, 1991 34 MG Music’s Gift to the Developing Mind 62 D)  Vocal/Choral . Techn_/ques for
: - the Developing Voice
Gunild Keetman Nancy Ferguson, Detroit, 1988 - - -
All films from German TV— 35))  Jewels for Juveniles Peter Sidaway, Minneapolis, 1992
11 i1 g Sommerdl use Bk Layon, Dt 88 i e, Nl
36 BE  Beginnings to End 10Dy Larsen, Minneapolis,
11GK4 11GK5 11GK9 11GK 16 64 LL  Beyond John (Cage):
Ursula Rempel and Carolyn Kunzman ; ;
Helen Kemp _ Detrot 198[;" Y 4 New Pa.rameters in ‘Musm '
12SR  Sing and Rejoice: 37 FP__ For Our Pastance, We Play and Dance John Feierabend, Minneapolis, 1992
Guiding Young Singers - 63 JF A Talk With Parents About Music in
12BM  Body, Mind, Spirit, Voice: Mary Shamrock, Detroit, 1983 Farly Childhood
Developing the Young Singer 38 MB  Multi-cultural Bridges: !
2 laP 5 o 31 {1 Report from China 66 ML Maja Lex vintage dance film
llgt;al Dr:agrfg 'Mg;;g/g’wo%Dance or Katharine Smithrim, [’2 etrott, 1?788 ME o ;ound)
" 39 Once Upon a Time for pre-school NC  Teaching Music With a Multicultural
13RD 1 Part 1, 13RD 2 Part 2 pol P! 4 Ci
: Avon Gillespie, Kansas City, 1985 Approach ) .
Peggy McCreary, Kansas City, 1985 iy i ' Teaching the Music of A
14 CO Caring for your Orff Instruments 40AG __Possibility Teaching A?nerica%s e Music of Asian
Beth Miller, Boston, 1986 Danai Gagne, Atlanta, 1989 ) Teaching the Music of African
Introduction to Schulwerk, 3 Sessions 41MD ng‘;"g ewll\ggvg’rr(ie[r:; ;um, Drumming Americans
151S1 15152 15153 (3 tapes) Teaching the Music of American
: r : David Holt, Atlanta, 1989 Indians
Theory, Activity, Creativity Barbara Grenoble, Atlanta, 1989 mericans
Marcelyn Smale, Boston, 1986 43 VS  Visualizing Sound Rosalyn'Payne, Indianapg)lis, 1993
17YL  Young Leamner, Active Learner Dr. Rene Boyer-White, Atlanta, 1989 67 SC Step Chill'n: Understanding a True
1715 Developing Listening Skills in 44 BA  Folksong Treasure of Black America: Folk Tradition
'TI‘GSChOOL Minneapolis .1992 Its ’f"PaCt, on Orff Schulwerk Jay Broeker, indianapolis, 1993
Jim Solomon, Kansas City, 1985 Marion O’Connell, Atlanta, 1989 68 PP Poems to Pieces: Improvising with the
18 LA Latin and African Rhythm Ensemble 45GS A Guide on the Side—Working with Drum, the Voice, and the Dance
for the Flementary School Musically Gifted Children
18SB  South of the Border, Detroit, 1988 Brigitte Warner, Atlanta, 1989 Portia Maultsby, indianapolis, 1993
Shirley Sushereba 46 MP M(_,gsica Poetica’ ’ 69 PM A.frican—America/’v Music: A Manifesta-
19 CS  Challenger Shuttle Tribute 47 TR Atlanta Closing Session— tion of African Cultural Values and
Jos Wuytack, U. of Washington, 1979 Tribute to Gunild Keetman tradtions.
2008 The Orff Schulwerk Process Isabel Carley, Denver, 1990 Peter Sparling, Indianapolis, 1993
%g Eié grr,f;;ls’;i’zfﬁﬂfgtﬁ Oé/ésgf Washington 48 g,;w speecg P;ay: ;he Magic %f Words 70 PS  Dance as Music - the Sound is in the
L — 48 Speech Play: From Speech to Song Muscle
Chicago, 1987 48SP S h Play: S i
20TO Traveling Through Orff with Jos p cec a)./. to.rytell/ng Plus Virginia Ebinger, Indianapolis, 1993
— Elizabeth Gilpatrick, Denver, 1990 71 GC  The Games People Pia
21PD ;.’lrlggnuypart‘i))ses' g$t°”r 1986 49 AC  Aleatoric Composition © Y
21NB  Near the Beginning, Barbara Haselbach, Denver, 1990 Millie Burnett, Indianapolis, 1993
Demonstration Class 35 yrs. 50 MC Master Class 72TV Celebrational Theme and Variations
Margot Schneider Jack Neill, Denver, 1990 for Non-Tradtional Holidays
22 OS Orff Schulwerk in China, 1985-1986 51JZ  Jazzin’ Up the Joint Mlarilyn Davidson, Indianapolis, 1993
73 AC  Along came a Spider
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Research from p. 14

(Opie 1959; 1969; 1985). She describes her
longterm interactions with the children as
different from what they would have been
had she been collecting and moving on.
Similarly, Stoelije (1978), Eckhardt (1975),
and Merrill Mirsky (1988) have reported
studies of playground leaming in naturcl
setfings over fime.

A closer look at one study of African
American girls' hand clap play (Harwood,
1992) may serve as an example of the kind of
findings that resutt from this kind of research.
The study took place af a local Girls" Club,
where | made 26 visits over the course of @
year fo study handclaps, ring and line play.
Dafa collection included field nofes, infer-
views and videctapes of ring, line and hand
clap play as it occurred in the seffing with
minimum adult supervision, The purpose of
the study was fo discover what actually goes
on during oral fransmission. The conclusions
are discussed elsewhere (Harwood, 1993a
and 1993b). In general, they fall info cate-
gories that mark the process of informal
leaming as very different from leaming in the
music classroom, The process Is character-
ized by:

1) learning from aural models rather than
from notation;

2) conceiving of repetition and skill pol-
ishing as “play” rather than practice;

3) organizing the curriculum in terms of
desirable reperioire rather than a series
of skills fo be mastered;

4) learning by feel as much as by ear and
eye;

5) learning whole melodies rather than
isolated phrases or sections {ie. scaf
folding rather than shaping behavior);

&) learners rather than feachers as respon-
sible for programs;

7) observers and performers as infer-
changeable and knowledgeable about
performance practice and standards.

There are marked similarities between the
musical forms that | observed on the play-
ground and Orffs description of his wild-
flowers are marked. Both are rhythmicaily
driven, include movement as an integral part
of performance, are parficipatory in nature,
combine some elements of theatre and dance
(for example ritualized Jaunting and respons-
es or roles assigned for acting out), use
relatively short forms, and are earthy in their
contents (indeed some playground material is
too earthy for classrooms).

A PERSONAL NOTE

I end with a plea fo retain the wild character
these songs have in their natural environ-
ment. To gentrify them with penfatonic
accompaniments on the Orff instrumentar-
jum, or fo clean up the singing quality o bring
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it more in line with polished performance
practice, | believe is to dose the garden with

weedkiller._Teachers might well choose not ...

to feach the repertoire direcly and insfead
experiment with alfering the learning and
teaching style inside the classroom. They
might, for instance, acknowledge the exper-
fise of children who function as playground
leaders and invite them to teach their reper-
foire fo everyone, in the way they learn i
naturally. This reperioire belongs to the
children and has thrived under their steward-
ship, partly because of their communal sense
of ownership. In the final analysis, perhaps
the most important thing we can import from
the playground to the music classroom is the
image of the children as the central figures,
owners and creators of the music they per-
form.

Note: Some of these remarks were reported
in a paper entifled “Songs Children Sing:
Overlooked and Understudied,” delivered
to the Sociely for Fthnomusicology National
Conference, Ocfober 1993 in Oxford, Mis-
sissippi.
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HARTT-ORFF CERTIFICATION COURSES JULY 25 - AUGUST 5

* Movement and Dance
Beginning experiences and
creative movement activities
M-F, 9:00-11:00 a.m. 2 credits
Clinician: Katja Erdmann-Rajski

* Instrumental Techniques
Beginning tuned and untuned
percussion instrumental fechniques.
M-F, 1:00-3:00 p.m. 2 credits
Clinician: Werner Beidinger

s Orff Theory and Practice
Making connections between
self-experience, experience and
learning, and methodology for
children.

M-F, 3:00-5:00 p.m. 2 credits
Clinician: Maria Seeliger

German and Austrian faculty:
Maria Seeliger, Heidelberg

Mannheim Hochschule Fiir Musik
Katja Erdmann-Rajski, Heidel-

berg Mannheim Hochschule Fiir

Musik
Werner Beidinger, Orff-Institut,
Salzburg

All participants will sing in a
chorus which will meet M-F,
11:00 a.m.-12 noon.

An undergraduate music
education degree with Orff
Emphasis, including one year of
study in Mannheim, Germany;, is
available from the Hartt School.

John Feierabend,
artistic director

Al Holcomb,
administrative director

For more information,
contact: ‘

Dr. John Feierabend
Hartt-Orff Certification
Program

The Hartt School
‘University of Hartford
West Hartford, CT 06117
(203) 768-4075

Fax: (203) 768-4441

ADDITIONAL WEEKLONG MUSIC EDUCATION WORKSHOPS

June 27-July 1

* Choral Music Experi-
ence—Conducting Work-
shop for Teachers
Clinicians: Doreen Rao and
Sandra Prodan

¢ Early Chiidhood Music
Education

Clinician: Katalin Forrai

¢ Education Through
Movement: Building the
Foundation: An Approach
Developed by Phyllis S.
Weikart

Clinician: Geraldine Stromberg
* Music Learning Theory |
Clinicians: Edwin Gordon and
Beth Bolton

UNIVERSITY

July 11-15

* Making Folk Music Come
Alive in the Classroom
Clinician: Jill Trinka

* Move to the World’s
Music: Integrating Folk
Dances and Ethnic Music
Activities into the
Multicultural Curriculum-
With a Focus on the “Folk”
Clinician: Sanna Longden

July 18-22
*Training Young Voices
Clinician: Helen Kemp

July 25-29

Music Learning Theory Il
Clinicians: Edwin Gordon and
Beth Bolton

August 1-5
¢ Music in the Early Years
Clinician: John Feierabend.

For information about

Hartt Summerterm

weeklong: workshops,

master classes and
* - special programs

contact:

HARTT

SUMMERTERM

The Hartt School
University of Hartford
West Hartford, CT 06117
1-800-955-HART
or.(203).768-5020
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For the Classroom

Play-full Ideas for Teaching Beginning Recorder

Teaching recorder marks my favorite time
of the year. In this arficle | am suggesting some
strafegies and games that have worked well
for my classes. They have made our recorder
studies both rewarding and fun as well as
helping the progress of both the visual and
aural learners.

. Confinually bombard your studenfs with
echo patterns to play, (especially patterns
that are part of the next song) fo get their
fingers, fongues and ears working.

2. Have them close their eyes. Tell them
your sfarting nofe and then give them a
simple, fourbeat pattern fo echo, eg.

J i
Move fo using two notes: b)) &8
&8 A G
then three in a stepwise fashion. § [ J
B Ax G
Include the half nofe to promote legato
playing.

3. Increase the difficulty by adding a skip.
Tell them the noles you played, after no
more than two tries on their part. Offen,
during that same class, | write some of
these patferns on the board and have the
children read them (see Figure 4). Soon
they will have leamed the entire song
through the echo process.

4. For the next class, write a “Mystery
Tune" on the board and ask the children
to figure it out, first by clapping the
rhythm together, then silently fingering .
There will always be some children who
know the song because they remember
the patterns or hear the melody in their
heads. Of course, double check fo see if
the guesses are correct by piaying the
song through.

A Scrambled-up

“MERRILY WE ROLL ALONG”

:_ﬂ; W S O W0 OO M P A R o T i G M |
182 i = 1 ¥ 1 1

| start my students on recorder during the
second half of third grade; and after three to
four months, they have mastered all the left
hand fingerings.

To get fingers, fongue and ears working
smoothly, fry this game using B A and G,
spread over three lessons. A few colleagues
and | developed it at a workshop; it uses
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ANDREA SCHAFER

improvisation as a springboard for further
development.

A. Shimmy, shimmy, cocoa pop
Shimmy, shimmy, WOW!
Pick up that recorder, baby,
Play it right now!

B (Prepare for 46 beats here, eight for a solo
improvisation, eight for the echo)

CLASS TIVIE ONE

Infroduce the rondo form by teaching stu-
dents the A section, the speech rhyme above,

Prepare for the B section by having the
children walk 16 beats, 8 steps in one
direction and 8 in ancther (perhaps forward/
backward, forwardfsideways); Or they could
tap 8 beats on their laps and 8 beats on their
shoulders, This will help create a clear feeling
for two 8-beat phrases (solo and echo),

1. Now, as a demonstration, you can play
some simple 8-beat improvisations for the
class in echo. Keep the patterns very simple,
using only one or two notes inifially. Ask
them to have their recorders in playing posi-
tion to be able fo echo immediately.

B ey
| 22N U S S S J N S S 5000

e

1
2. Explain the form of a rondo and outline it
on the board, Speak the A section fogether

Begin the B section by playing eight beats of
improvisation yourself: the chiidren echo
your eight beats. Always return fo the spoken
A section. Repeat this several times.

3. Ask for brave volunteers to lead the B
section. Remember fo assure them that it s
best fo keep it very simple, Even improvising
with different rhythms on one note for eight
beats Is an acceplable start, Have the class
echo the leader's improvisation.

CLASS TIME TWO

Arrange for a sequence of three or four
volunteers to lead the improvisation between
the spoken sections, creating a frue rondo
without stopping.

CLASS TIME THREE

Siffing In a circle, everyone takes a tumn
improvising for eight beats, Do not be sur-
prised fo find the. children using the some
patterns repeatedly. For the initial experi-
ence, this is fine. Talk about what they heard
and how it could be varied next time,
because there might be some children who
do not complete the eight beats of improvisa-
fion. In this case have the class wait out the
full eight beats and inferpret the unfinished
Improvisation as rests,

| have found that this exercise works nicely

b

$1unio ag
Onf -SCHULWERK

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

SUBSTANTIAL DISCOUNTS AVAILABLE

to place order or request catalogue -

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

Percussion instruments for
Kindergarten, School,
Therapy and Family
'Finest Quality available
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Elementary music teachers often find their teaching time and their students’ learning
time compromised because of the effort it takes to restructure the area for different
activities, Valuable minutes and precious enthusiasm are lost when the music has to stop
S0 you can move equipment, furniture and instruments.

We've done something about that. Our new line of Elementary Music Equipment is
designed to optimize your room and equip it for fast, smooth lesson transitions, It allows
you to apply all of your talents and creativity to teaching. And, it will help you engage
your students’ enthusiasm for music.

Call us and we'll send you our new catalog featuring flipFORMS, footNOTES,
lessonWORKS, the ORFFmobile and ORFFgarage, and a complete line of cabinets creat-
ed specifically for organizing and storing elementary music equipment.

©1994, Wenger Corporation

in the chilld.

Call 1-800-733-0393,
Dept. 93RJ for
a free Elementary
Music Catalog.

Wenger

Supporting your vision of what music education can be.



because the students soon work up fo their
individual abilifies, You might be surprised at
how astute their listening skills become and
how well they remember patterns.

EXTENDING THE LESSON

Divide the class info groups of four fo work
with “Shimmy Cocoa Pop” in this way:

1, Speak the A section. Have each group of
four improvise for eight beats all together, as
preparation for solo playing. Continue this
patfern of alternation three more fimes.

2. All speak the A section. Each person in the
group then takes a turn improvising an 8-beat
phrase alone (as in class fime 3). All echo* *

3. Alter the B section by remembering one
improvisation and adding a second to i,
The extension can be accomplished this
way: S

a.  Player 1 improvises one 8-beat phrase;
player 2 remembers this improvisation
but does not immediately echo if.

b.  All speak A section rhyme,

NOW player 2 plays the remembered
improvisation. then adds his or her
own eight beats of improvisation.

All speak the thyme,

Player 3 repeats player 2's improvisa-
tion, then adds an 8-beat improvi-
sation,

f. Speak the rhyme.

Repeat unfil all the children in the group
have had a turn at playing two improvi-
sations, one remembered from previous play,
plus one personal improvisation. Each time a
new nofe is being mastered, use “Shimmy”

Restoration, Repair, and
Maintenance
of Fine Instruments

Collins and Williams
Historic Woodwinds

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

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

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

as a way fo incorporate it info what has been
learned.

Finally, your enthusiasm will inspire and
motivate. Every so offen, play something for
them. It does not matter what it s, just let
them hear what real playing sounds like so
they have a goal to work fowards. Bring in
recordings of recorder soloists and ensem-
bles. Encourage their classroom teacher to
borrow these and play them at opporiune
moments during the day. If you own or can
borrow a few other sizes of recorders, lef the
children see that there is a recorder family,
that the soprano is just one of a much larger
group. Your class is a mirror of your own
energy and enthusiasm—make these work for
you. Happy teaching and happy footing!

B oy
University of North Texas

**Ediifor’s note:

As an introductory experience for the
groups of four beginners, two students in
succession could improvise only four beafs
eqch, creafing a shorfer B section of only
eight beats (ABABA). As the children
become comforiable with this, invite each
pair to improvise eight beals in a question-
answer format fo complete the 16 beat and
mefric balance with the “Shimmy Cocoa
Pop” rhyme.

Andrea Schafer feaches K-3 music in
Highland Park, lllinois, and is completing
her Orff Teacher Training at De Paul Uni-
versity. She performs with “Lira,” a folk and
classical music ensemble and with "Polo-
nez” @ folk dance group.

COLLEGE

KODALY CONCEPT - LEVELS L, II, III
JUNE 5-17

JUNE 5-17

ORFF-SCHULWERK LEVELS I, I, Il

0.AKE. Approved Faculty:

KODALY EXTENSION: BEYOND LEVEL III

JUNE 20- JIJLY 1 A.O0.S.A. Approved

Graduate Credit Available

For more information contact: Jill Trinka, Director, Contemporary Studies
in Music Education, College of Music, University of North Texas,
Denton, Texas 76203-3887 < (817) 565-2791 or 4126 « FAX (817) 565-2002

Ed Bolkovac, Carol Brown, Susan Brumfield,
Kathy Kuddes, Anne Patterson, Jill Trinka,
Lva Vendrei, Liszl6 Vikdr, Virginia Womack

Faculty:
Carol Erion, Rick Layton, Vicki Salmon,
Julie Scott, Jacque Schrader

DePaul University School of Music

29 YEARS OF ORFF-SCHULWERK
TEACHER TRAINING COURSES
JULY 18—JULY 29, 1994

Workshop Coordinators
PAT HAMILL &
MARION O’CONNELL

Pat Hamill, Level I
Marion O’Connell, Level 11
Kit Bardwell, Movement
Judy Kirby, Recorder

Credit applicable to a Master’s Degree in Music Education
Music Education Scholarships Available

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
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Sk, Ferr & HeAR THE DIFFERENCE

A-323 BAROQUE FINGERING
AULOS THREE-PIECE
SOPRANO RECORDER

NEW FROM AULOS

FREE SHIPPING

Recommended for first year players.

R
RHYTHM BAND

INSTRUMENTS

ORDER FROM: Rhythm Band instruments « P. O. Box 126, Ft. Worth, TX 76101
Order Toll- Free 1-800-424-4724

A !QS THE BEST VALUE AVAILABLE IN RECORDERS M

THE RECORDER

By Nick Rossi ~
A multimedia teaching unit
providing instrument history

and a global look at fipple
flutes.

Now available from:

J

B

KEY EDUCATIONAL SYSTEMS

PO. BOX 622
BELMONT, MA 02178

R

100(1;J l?ERggsté)R% o Accurate intonation o For Grades 3-8
+ Detachable thumb rest for placing right
hand in correct, relaxed position. Kit includes:
» Includes C# and D# holes. filmstrip with soundtrack
¢ Constructed of super strong ABS plastic. listening examples
* Distinct appearance with ivory color. teacher guide .
+ |deal for solo or group playing. full-color poster .
« Ease of playing in all registers. m
¢ Accessories: Carrying bag and fingering ‘.i.
chart, [

department
of

Memphis Statc

University

|

-

Orff Schulwerkaa2
= hywe 22
MUSIC EDUCATION AT

MEMPHIS STATE UNIVERSITY

DOCTOR OF MUSICAL ARTS
Co’ncentratipn in_‘ Musig: Education

SN

I,

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

. - Levels 1, II, Il in Orff-Schulwerk
Animals All Around - Master Class in Orff-Schulwerk

- Music in Early Childhood

- Orchestration for Orff Instrumentarium

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

Also available:

$11.50

Order from:

Alice Olsen Publishing Co.
3515 NE 130 th Ave.
Vancouver, WA 98682
(206) 896-4048

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

Marophis State Universily is an Equal Opportunity/Affirmative Action University. i is o ion of a

ially idanti sfudent body.

Dealer inquiries welcomed

PAGE 30 THE ORFF ECHO ~ SPRING 1994




Letter from Italy:
Ten Days in Urbino

CINDY CAMPBELL

Though 1 have been faking courses and
workshops on a regular basis, | decided the
summer of ‘93 should be a time when [ would
immerse myself in studying. From July 20 to
29th, 1tock courses in 16th and 17th Century
lialian Dance sponsored by Sociefa Italiana
del Flauto Dolce in Urbing, lialy. There were
instrumental (particularly recorder) and vocal
courses, foo, as well as courses in French
Baroque and folk dance.

I came away from these experiences with
strong, long-lasting impressions. Urbino ifself
is special, not only because of its richness in
art and history and the lovely surrounding
countryside, but also because of opportuni-
ties it presenfs fo live life a bit differently.
There are the magnificent Polazzo built by
the Duke of Urbino in the 15th C, narrow
streets to explore and the Piazza della
Repubblica for meeting with friends and
watching people as they stroll by,

However, for me as a feacher and as a
person, it was the experience of being a
student again that aoffected me the most
deeply. | was in classes taught by Barbara
Sparti that involved learning dances from iate
16th C. sources as well as choreographing for
a Monteverdi Concert. It was infense and

OO

Election Resulfs

challenging on many levels, and | gai
gng Y gained a Recording Secretary: Peggy Breese

great deal of knowledge. But | also leamed
much about my own strengths and weak-
nesses ds a learner, and what it means not be
sure you know what’s happening, because
two or more languages dre being used, It was
hard at fimes, but strengthening, too. And 1l
never forget the kindness, generosity and joie
de vivre of the people | was with during those
ten days in Urbino.

Regional Representatives:
Region I Denise Phillips
Region II: Jeffry LaMarca
Region Ill: Randy Edinger
Region IV: Donna Stafon
Region V: Vivian Murray
Region VI: Peggie True

industry Representative:
Nancy Clark, Wenger Corp.

PO BOX 3730
Salem, OR 97302

Books

40/0&
) ’O(\
503-399-0345 ¢
800-722-XYLO (9956)
%,  FAX 503-585-9414
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 & catalog or our newsletter RONDO.

small & La" ge
PerCUSSiOn

ABA Music FOR Children

Boulder Zarly Rusic Shop
Store Hours: Monday through Saturday, 10:30-5:30
Recorders - Historical Flutes - Cornetts - Crumhorns
Viols - Lutes - Baroque Violinhs - Harps - Dulcimers
Psalteries - Bagpipes - Tabor Pipes - Percussion
Instrument Kits - Bows - Strings - Accessories
Extensive Inventory of Sheet Music - Gift Items

Prompt Fail Order Service

Write for Free Catalogs - Specify Areas of Interest

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

¢
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CHOOSE INSTRUMENTS
MADE TO PERFORM WELL
UNDER PRESSURE.

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

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

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

As one teacher puts it, “The
design of the instruments
creates an exciting musical
experience for both the instruc-
tor and the student.”

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

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

PRIMARY LINE

"6?SONOR’

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



THE CURRENT ST. THOMAS APPROACH T0 ORFF
Stupy MAY BE Just WHAT You've Been
LookiING For!

Orff Schulwerk is the tleading worldwide innovation in music education.
Students from fifty countries have studied at the Orff-Institut and more
than fifty summer fraining courses have been established in the United
States for American teachers.

One of the largest and oldest of these courses is offered at the Institute for Contemporary Music Education
at the University of St. Thomas. Our innovative curriculum features the ftypical Orff subjects - literature,
technique and improvisation, analysis and arranging, pedagogy, movement and recorder - as well as
choradl singing. Unigue to St. Thomas is that each subject is tfaught by a specialist in the area and then
integrated for a complete ensemble experience.,

At St. Thomas, you receive individual atfention in small groups, yet participate with more than one hundred
voices in the daily choral rehearsal. And you learn from - and with - some of the couniry’s leading instruc-
fors who, like you, are both musicians and teachers.

Judy Bond, Level I Cindy Hall, Recorder & Level 11
Angela Broeker, Choral , JoElla Hug, Recorder
Jay Broeker, Level IT %/‘ Nancy Miller, Movement
Steve Calantropio, Leve! III & % Roger Sams, Level 1

Master Class Jacque Schrader, Level I
Randy Edinger, Level I Arvida Steen, Levels I1 & 111
Jane Frazee, Course Dirvector & Level 111

Twenty summer courses offer new opportunities for all K-12 music educators, including an Orff Master Class
and cettification in Orff Schulwerk and Koddly, Many courses apply o our MA in Music Education with your
choice of Orff, Koddaly or Instrumental concentration.

To learn more about Orff Schulwerk, or our other summer programs, wirite or call:

PE{UNIVERSITY OF InsTITUTE FOR CONTEMPORARY MUSIC EDUCATION
ST HOMAS JaNg FraZEE, DIRECTOR

L ] LOR101 Telephone: 612-962-5870
‘y 2115 Summir Ave, 800-328-6819

St. Paul, MN 55105-1096 Ext. 2-5870



i

Revised, expanded, and

updated!

r Explore the nine newly
developed key experiences
in movement

v Learn to teach more than 110
beginning folk dances

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

» Discover exciting new teaching
techniques

Order #M1006, $29

Teaching Movement
& D un c e 3rd Edition

by Phyllis S. Weikart
To order call 313/485-2000 Ext. 273 or write: HIGH/SCOPE Press,
600 N. River St., Ypsilanti, Mi 48198.

Special Discounted Teaching Package — only $228

Set includes

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

v Riythmically Moving 9-record/cassette series (accompanying music)
v Beginning Folk Dances [llustrated 1 -4 (instructional videotapes)
Order #M50065ET (Available in Compact Disc - $268)

Attend 21994 Summer Training Institute
* Certification Program — June 11-25. July 2-16, or July 23-August 6. 1994

* Endorsed Trainer Program — July 30-August 12, 1994
* Education Through Movement Conference ~ June 25-28. 1994
« Movement and Music in the High/Scope Preschool/K-3 Curriculum — August 13-19, 1994

Call 517/456-4062 for registration and additional information, or write: High/Scope Conference Center, 15141 Sheridan Road,
Clinton, M1 49236.

ource
One 3 oduct

jc Pr
Mus Guide

S ©
ment &
q"\gsn s $RECO

o Teaching de E;ce "
spand 60 :!rder\ne‘““ma“on .

67 fox® oot *
{ass Room Ism\mems « Fiim Suips

. \ndex: 3|

FREE CATAIOG
One Source Muszc
Product Guide

® ‘Teaching Aids Equipment

® Class Room Instruments

® Film Strips

@ Band & Orchestra Accessories

® Records & Plays for
Preschool-Junior High

The Name That Merits Your Confidence

P.0. Box 1003
Elkhart, Indiana 46515
800/292-4955
219/272-1788

FAX # 219/272-0570
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Brigitte Warner Honored

In January, Middie Atlantic Chapler Presi-
dent Lorraine Neill announced the Brigitte
Warner Scholarship at a gala presentation
honoring the chapter's founder and special
guest of honor. Brigitte was enfertained with a
performance of her recorderichoral composi-
tion “Jubilate Deo” In refurn, Brigitte spoke
of her reminiscences of the chapter's begin-
nings. Lorraine presented Brigitte with a
collection of lefters from friends and col-
leagues here and abroad, honoring her profes-
sional and personal contributions to Orff
Schulwerk and to the chapfer. Under the
direction of Carolee Stewart, those attending
danced a Branle; no one needed directions o
eat the cake.

‘\Q ‘l&cﬂ’ .
Letter to the Editor:

Can one person have an impact on the
system? | always try by writing letters or
calling until there is some satisfaction.

When | moved o a new house, a call to the
electric company produced an endless wait
and six minutes of “elevator music’ synthe-
sized; af that. | wrote to the president,
suggesting that he raise the level of music
consciousness of callers by playing classical
music, and listed examples of selections that
my school children have come fo love and
appreciate.

His response was fo set up a mesfing for me
with several electric company managers,
who commissioned me o make a one-hour
fape of such music. Consequently, if you now
call the Philadelphia Electric Comparny (re-
cently renamed PECO Energy), you will hear
the melodies of Vivaldi, Bach, Grieg, Rach-
maninoff, Tchaikovsky, Mozart and Enya.
One caller expressed dismay when her call
was faken—she wanted fo hear the end of the
piece. We can make a differencel
Judy Rubin
Philadelphia
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Linda Agnello, NC

Katie Ashby, TX

Lillian Atkinson, VA

Randy Barron, MO )
Antonio M. Betancourt, FL
Robert Castro, TX

Daniel Chusid, NY
Rosetta Dingle, SC

Heidi S. Dishman, WA
Lisa B Genant, NE

Rock Goldberg, CO
Janice Haworth, FL

Ying Chen Hsieh, MO
Helen D. Kavanagh, PA
Deborah Lynn Kimbley, TN
Mary Kubola, HI

Welcome to New AOSA Members

Katherine Teck, NY

Mary Jane Todd Eckel, NY
Patricia George Treer, FL
Rain Worthington, NY
Elizabeth Yenetchi, X
Beth Younts, NC

Mills College, CA

Diana S. lee, NJ
Charla Lewis, OK
Beverly Lindeman, TX
Gall Bowker Long, OK
Deborah A, Mello, NJ
Ratricia L. Moffeft, WV
Michele M. Papotio, NY
Michele Powell, VA
Norma R. Puntney, MO
Doris Parker-Rice, TX
Cynthia Riley, OH
Kathryn Rueby, NY
Warren Sauer, MO
Ruellene Seymour, NY
Anita J. Sheffield, VA
Jennifer F. Smith, MA

University of Montana, MT
University of New Mexico, NM
Westminster Choir College, NJ
Anderson College Library, SC
Chapman University Library, CA
Oceanside High School, NY
Walnut Hilf Center, VA

North Carolina Central Univ., NC

JACKSONVILLE UNIVERSITY
Continuing Education
presents

Levels aﬁ 1T

Teacher Training Courses

June 20 to July 1, 1994

Instructors:
Jim and Mary Helen Solomon, and Carolee Stewart

Graduate credit or non-credit, dorms & meals available
For further information or to register, call or write

Jacksonville University, 2800 University Blvd. N.
Jacksonville, Florida 32211-3394 e Telephone (904) 745-7050

Central Connecticut State University
Department of Music offers

Orff Schulwerk Teacher Training Courses
Levels I and III

June 27-July 8, 1994; Faculty includes:
Vivian Murray, Level I; Shirley McRae, Level 111
Carol King, Recorder; Brian Burnett, Movement

CENTRAL
CONNECTICUT
STATE
_ . UNIVERSITY
Exploring Elemental Music

July 18-22, 1994; 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 Department, CCSU, New Britain, CT 06050.

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

NEW BRITAIN
1849
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“DOUGH,
RE, MI..””

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

available. Funds have been cut. Sorry, not in the budget.”

7 /}f’

; t;ng/

Music educator:

% %

v""ﬁ 1%%3

o 7
Q%prlces Xylophones, Metallophones’

nts a,t affordable

- ngpaf”émMEG’s quality, sound and price. It could mean the

difference between music ... and the same old song.

MEG

et

P.O. Box 597 ¢ Elkhart, Indiana 46515-0597 » (219) 273-2213



Letters of Thanks for Grants Awarded

"...I look forward to

the long-term effects."

leannot fully express my indebtedness fo the
Keetman Assistance Fund for awarding me
the grant that made it possible for me to
complete Level It of my feacher training in the
summer of 1993,

I was first exposed to Orff Schulwerk during
my undergraduate studies when one of my
professors handed the class members @
sketch of Carl Orffs life and a copy of the
"Boomfallera” music from Volume |, In-
stantly, | fell in love with the piece and
couldn't wait fo fry it out on my next class of
children. To my dismay, not only did | fail fo
accomplish my goal of a final, flawless
performance, but | also lost the atfention of
half of my students.

Three vears later, | had completed Levels |
and Il af the Bicomingdale House of Music
{(New York City) and the gaps in my under-
graduate fraining began fo be filled, What
impressed me the most was the idea that
process = confent; that in the end, the steps
taken toward reaching the goal are more
important than the goal itself. Because these
steps include exploration and improvisation,
students can fake significant ownership of
their musical education. (If does not surprise
me fo learn that confemporary educational
philosophers agree that students are more
motivated when they have a hand in their
own leamning.) | have seen this taking place in
my own classroom during the past year and
look forward to ifs long-ferm effects.

To continue my work on a master's degree,
| searched for a university with a concentra-
tion in Orff Schulwerk, and was pointed
toward the University of St. Thomas in St.
Paul, Minnesota. | came away from those
level Il classes with three important goals: to
change my teaching strategy from teacher-
centered fo child-cenfered; to approach the
needs of my students individually while
mainfaining large group management; and o
model my singing, playing and movement in

beginning teachers is greatly needed and
appreciated!

Yveite Canizares
New York

"...to make a lifelong
commitment..."

I write this leffer with the deepest feelings of
gratitude to AOSA and to all of the generous
contribufors fo the Gunild Keetman Assisi-
ance Fund, who have enabled me 1o receive
a grant. It is all of you who, through a few

SHIRLEY

Pieces For Orff Ensemble - $10.95
Collection of 44 original and adapted compositions.

Develops technique on unpitched and mallet instruments.
Pieces grouped by families. Fun & vivid. Teaching hints given.

Group Recorder Method - $14.50

Develops musicianship and recorder skills.
Successfully used in elementary and college classes.
Contains 97 short folksongs and a built-in music stand.

dollars, feed and strengthen the Schulwerk
legacy. Without you there would be many
teachers who could not gain certification in
Schulwerk, and in turn a countless number of
students who could never know the joy of
making music through Schulwerk.

My grant gave me the opportunity 1o travel
to Chicagos DePaul University for my Level
Il fraining. Under the guidance of Marion
O'Connell, we were led through a bit of
modal madness and given a whole new
perspective and understanding of Schulwerk.
Marion, rich in experience and in know-

McRAE

~ FREESAMPLES: 800-59
, _Memphls Musncraft, 3149 Southern, Me

CALL TOLL FREE

ANYWHERE IN THE U.S.A. INCLUDING ALASKA

1-800-24/-1536

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

e GB

e Studio 49
e Sonor

® Recorders

Knowledgeable personnel
Music

Recordings

Choral

the most musical way possible, | left St.
Thomas with fools 1o help me mest these
goals, and with inspiration and confidence
that | can do so. | look forward to returning in
the summer of 1994 for Level Il and other
COuUrses.

TED BROWN MUSIC COMPANY

FULL SERVICE MUSIC STORE
SERVING MUSIC EDUCATORS FOR OVER 50 YRS

Thank you to all of my feachers for sharing
with me your expertise in feaching, and for
encouraging me fo continue to learn about
the Schulwerk. And a very special thank you
to AOSA and all who contribute to the
Keefman Fund. Your dedication fo helping

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

SPRING 1994 — THE ORFF ECHO PAGE 37



SOPRANO (c2-a3)

P1925 Diatonic - 16 Bars
P1926 Chromatic-22 Bars

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

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

XYLOPHONES METALLOPHONES

SOPRANO (c2-a3)

P1910 Diatonic - 16 Bars
P1911 Chromatic - 22 Bars

ALTO (c1-a2)

P1915 Diatonic - 16 Bars
P1916 Chromatic - 22 Bars

BASS (c-af)
P1920 Diatonic - 16 Bars
P1921 Chromatic - 22 Bars

.GLOCKENSPIELS

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

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

BERGERAULT

N

¥

B ALWAYS THE LEADER

e

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

IN QUALITY AND PRICE



ledge, made complex subject matter easy fo
understand. Movement instructor Kit Bard-
well, recorder instructor Judy Kirby, and Pat
Hamill, Level | instructor (who led many
special sessions), were all teachers of high
caliber.

They brought out the best in every course
participant. What wonderful role models
they werel

The best part of my fraining is not what
happened during my time at DePaul, but
what is happening because of my time at
DePaul. My students at East Goshen Ele-
mentary School in West Chester, Pennsyl-
vania, are reaping the benefits. They get to
make music the way children should,
through active participation. More lasting
than the music are the memories they create
for themselves and for me.

For all of these reasons:and more that | have
yet fo discover, | thank you! The generosity of
the AOSA and the Keétman Fund confribu-
tors have helped me:-fo make a lifelong
commitment fo Schulwerk, one of ongoing
learning, discovering, creating, and changing.

H. Susan Manzano
Delaware

"...the more I learned, the

more | wanted to know."

In the summer of 1989 | embarked on a real
adventurs, without really knowing what | was
getling myself info, | took a class called
“Infroduction to Orff Schulwerk” in Laramie,
Wyoming. If complefely changed the way |
thought about and faught music. When |
resumed tfeaching affer foking the course the
classroom teachers in my school wanted fo
know what was going on because their
students refurned from music class excited
abouf what they had been doing!

Needless fo say, | had to get more Orff
Schulwerk! | took levels | and |, but it
seemed the more | learned, the more |
wanfed fo know—| just couldn't get enough
of Carl Orff and Gunild Keetman. My next
goal was to take Level I fraining. But financk-
ally, another summer session just didnt seem
possible.

When | applied for, and was granted
financial assistance from AOSAs Gunild
Keetman Fund fo confinue Levels fraining, it
was a dream come true, because now | could
complete what | had starfed. In July, 1993, |
attended Level Il fraining af University of
Northern Colorado, Greeley—a summer !'ll
never forget. Barbara Grenoble, Peggy Mc-
Creary, Judith Thomas and Danai Gagne, a
dynamite feam of teachers, were the epitome
of the Orff process. | feel honored and
privileged to have been able fo study with
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them. Looking back at that training, | marvel
at how much growth and learning took place
in those two and one-half weeks.

We were each asked to compose a piece
for Orff instrumenfs in ternary form, mixo-
lydian, dorian or phrygian mode, and mixed
compound meter between instruments! We
all did it and were pretty proud of our

accomplishments. Developing a movement
piece fo teach fo the rest of the class, given
only @ short melodic line with changing
meter, was also a big strefch for me, but | did
it Discovering that we were capable of doing
so much more than we thought we could was
¢ valuable lesson to us ali—and a tibute to
that excellent feaching team. b

department
of

"MSU...global leader in Orff excellence"

s

@ Memphis State University

Orff Schulwerk _

1 - o ! — ¥ —
ummer Courses =
July 18-29, 1994
LEVEL I: Shirley McRae LEVEL H: Konnle Saliba
LEVEL lil: Jos Wutack Recorder: Tammie Grant &
Dianna Stark
includes

* Music for the Classroom Teacher *

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

Meamphis State University is an Equal Opportunity/ Aflirmative Action University,
1t is committed to education of a non-racislly identifiable student body.

Oiﬂ S cﬁu[wer&‘léacﬁer ‘Z‘mtmrg Course

Ly

Level I
! July 11 22,1994

) 054 Approved
 at the Dalton Cenief on the WU Campus

’ Instmctors

: _Carolyn ‘Tozuef, i’enny Maﬁmwy & ]ann fBattersﬁy

WESTERN MICHIGAN UNIVERSITY‘,'

For Information
. Contact:

Western Mnchlgan University
Division of Continuing Education
Kalamazoo, Ml 49008-5161

' »,(616) 387 470 o Fax: (616) 387 4222 .

Bl
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SIMPLIFYING THE PLAYING OF THE GUITAR e S AVE
- IN THE TRADITION OF CARL ORFF - 0

ALL THE COMPLEX FINGERINGS AND HOURS OF PRACTICING HAVE KEPT OST OF E ‘1 Yo YOUR

US FROM PLAYING THE GUITAR. BUT NOW, WITH A NEW NODIFIED OPEN TUNING

(SINILAR TO THOSE USED BY CARL ORFF) AND AN EASY TO USE *SOFT BAR’ /1“' BUDGET!

CHORDER (SINILAR TO A SLIDE), YOU CAN. EASILY LEARN 70 PLAY ALL

NAJOR AND MINOR CHORDS - TOGETHER - WITHIN HOURS - ANY SONG IN ANY YARN

KEY! THIS REVOLUTIONARY NEW SYSTEM, HAILED AS *THE BEGINNING GUITAR

METHOD OF THE FUTURE', IS BEING USED AND ENDORSED BY A GROWING Hal’q-blue .......................................... 14.00

NUMBER OF HUSIC EDUCATORS/THERAPISTS. (THIS ISN’T ANOTHER GIMMICKY Medium-red.............cooooomiiiniinnns 14.00

SYSTEN, BUT A COMPREHENSIVE, SINPLIFIED, LEGITINATE PEDAGOGY BASED Soft-yellow..........oooi 14.00

ON METHODS USED BY MANY GUITARISTS AND ADVOCATED BY NANY MUSIC

CLINICIANS, DESIGNED TO EMPOWER MORE OF US TO ACTUALLY USE GUITARS.) RUBBER BALL
Hard-black..............coocveoieeeiri 9.00

AND 1T°S EASY 70 LEARN ON YOUR DN AND TD TEACH TD OTHERS (AS YOUNG Medium-brown. ... 9.00

AS 4th GRADERS), EVEN IF YOU'VE KEVER PLAYED BEFORE. THERE ARE ND SOMGray...... o 5.00

COMPLICATED LESSONS - YOU’LL BE PLAYING PERFECT CHORDS IN AN HOUR - | O0 0 9 & e

ND FINGERINGS, NO PRACTICING AND, WITH BEGINNERS LABELS, THAT DRAK

ON THE SIMILARITIES BETHEEN A KEYEBOARD AND A FRETBOARD, NOTHING TO CONTRA BASS BAR

HEKORIZE. YOU ONE IT 7O YDURSELF TO LEARN THIS NEW NAY, ADDING THE Extra Soft-blue..........c.oooie, 12.00

EEAUTY OF THE EUITAR TO ALL THAT YOU DO - SINPLY AND CONFORTABLY -

REALLY BEING ABLE TO RELAY AND ENJOY PLAYING WHENEVER YOU FEEL LIKE GLOCKENSPIEL

IT - AND HELPING OTHERS T0 DO THE SAME. Hard round black ball........................... 5.00
Wooden ball..........cccoiiiiniin 4.00

T0 ORDER YOUR COMPLETE BEGINNERS SELF-INSTRUCTIONAL KIT, INCLUDING

THE BAR CHORDER, NETHOD BOOK, VIDED AND BEGINNERS LABELS, GSEND $30

T0 THE ASSOCIATION FOR LIFELONG NUSICAL ENPOWERNENT, BOX 277, FORT Encore Mallets

HAYNDOD, YA 23138. (SUCCESS GUARANTEED OR YOU’LL RECEIVE A COMPLETE 702 Runge Drive

REFUND. AS A NON-PROFIT FOUNDATION, WE WON’T BE ABLE TO REPEAT THIS Lewisville, TX 75057

SPECIAL EDUCATIONAL OFFER. PLEASE ACT NOW. YOU’LL LOVE THIS NETHOD!) voice/fax 214-436-6963

UK om0 UK
O Sely
Wep
kg lore!

TEACHER TRAINING LEVELS 1 & 2
June 20 - July 1, 1994 Fee - $275

Angela Broeker, Jay Broeker, Cindy Hall, Nancy Miller, Arvida Steen

S>SSSSSS>LLILLLL
Multicultural Music in the Classroom Orff-Schulwerk: Extensions & Applications
June 20 - 24, 1994, 12:00 - 3:00 p.m. June 27 - July 1, 1994, 8:30 - 11:30 am.
Instructor, Angela Broeker Instructor, Jay Broeker
Fee $75 Fee $75

The University of Kentucky is located at the heart of the beautiful bluegrass area within a few hours drive of Chicago,
Atlanta, St. Louis, Charleston, and Nashville. Reasonable on-campus hoursing is available. Graduate and undergraduate
credits are available. For information, please write: Dr. Cecilia Wang, UK School of Music, 105 Fine Arts Building,
Lexington, KY 40506-0022 or call (606) 257-8203 or 4900.

PAGE 40 THE ORFF ECHO — SPRING 1994



Recently, | was transferred fo a school
where no Orff Schulwerk had been taught
previously, After one semester, the teachers
and adminisfrator at Trail Elementary  School,
Torrington, Wyoming are very supportive
and excited about the Orff Schulwerk pro-
cess. With their backing, | feel music will
continue to grow and be a vital, viable part of
our schools curiculum despite the financial
stress and educational cutbacks Wyoming is
currently facing.

Thank you, AOSA, and especially the
Gunild Keetman Assistance Fund committee
for selecting me as one of your scholarship
recipients. Because of the generosity of our
AOSA members, the Gunild Keetman and
Shields-Gillespie scholarships will continue
fo heip many other teachers redlize their
dreams, and keep the legacy of Carl Orff and
Gunild Keetman alive

Susan Kephart
Torrington, Wyoming

ICME Seeks Performers

In celebration of the 100th anniversary
of the birth of Carl Orff, the Department
of Music and the Institute for Contem-
porary Music Education at the University
of 8t. Thomas, St. Paul, Minnesota, an-
nounce a three-day symposium to be
held July 28-30, 1995. The program will
include a variety of scholarly and prac-
tical presentations, as well as perform-
ances of Orff's music.

Organizers of the symposium invite the
submission of videotapes by any groups
wishing to be considered for participa-
tion. Performances should demonstrate

Shields-Gillespie Scholarship
Letter of Thanks

Last year AOSA selected me to be the
recipient of a Shields-Gillespie Scholarship.
The money was used to study Orff Schulwerk
level I af DePaut University—those were the
most infensive two weeks of my life. | really
began to understand what Orff is and how it
works, and how it could apply to my current
teaching situation. At the Burke School In
Chicago, | teach Pre-K fo 5th grade, and am
slowly infegrating the Orff approach info my
teaching. The response has been favorable—
students learn much beffer when they are
actively involved in the leaming process. | am
so glad | had the opportunity o study Orff
Schulwerk. Thank you, AOSA, and those
who chose me for this scholarship.

Fred S. Dade
Chicago, lllinois

For 1995 Symposium

artistic integration of all aspects of the
Schulwerk: speaking, singing, playing in-
struments, and dancing. Send video-
tapes along with a description of the
group, to:

Institute for Contemporary Music

Education, 1995 Symposium

University of St. Thomas, LOR 101

2115 Summit Avenue

St. Paul Minesota 55105

Travel expenses will be responsibility of
the performing group. For more informa-
tion, call Jane Frazee or Laura Kobett at
612-962-5870.

E
FASTMAN

SCHOOL OF MUSIC

UNIVERSITY OF ROCHESTER

LEVELS I & 11

July 25 - August 5

ORFF-SCHULWERK
TEACHER TRAINING COURSE,

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

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.

1994 SUMMER
PROGRAMS

in cooperation with the
Greater Rochester AOSA
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Seattle Pacific University’s
Northwest Institute for
Music Education

=

3rd Annual Koddly
Training Courses

e Levels I, IT and III Teacher
Training Program

Includes pedagogy, materials, folk

music, solfege and choral techniques.

June 27-July 15, 19%4
Rita Klinger, Susan Seneft and
Lauren Abernethy.

*Koddly Sampler, June 27-30, 1994

7 )
=
14th Annual

Orff Schulwerk
Training Courses

e Introduction to Orff Schulwerk
July 5-9, 1994

Donna Kling Knudson, Lucy Kay Blilie
*Levels I, II, III Teacher Training
July 11-22, 1994

David Asplund, Joe Berarducci,

Susie Green, Jan Hall, Shelley Nordlund

Levels courses approved by the
American Orff-Schulwerk Association.

Call (800) 648-7898
for a brochure.

Seattle Pacific University
Division of Continuing Studies
Seattle, WA 98119-1997
FAX: (206) 281-2662
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CLEVELAND STATE UNIVERSITY
e S Department of Music
T H E UNlVERSlTY

PORTL/\N D Summer 1994 Workshop
e ORFF SCHULWERK

HMusical INTRODUCTORY AND LEVEL ONE WORKSHOPS

@ZJ‘UOW@/ Orff Concepts | (Teacher Training Level One):
BDESI;ErESfAﬂs Bachelor of June ZO-JUIy ! ’ 1994
Malfsiz gdﬁcatiori, Master of Introduction to Orff: June 27‘JU|y 1, 1994

Arts, Master of Music Education ) _ ) ' .
— j Orff Schulwerk is an outstanding approach to music education which may be used

SUMMER 1994 OFFERINGS by both the music specialist and the classroom teacher. B.J. Lahman, Linda Hill and
INCLUDE Alan Purdam are listed with the American Orff-Schulwerk Association as approved
Orff-Schulwerk Levels I-1], instructors. Join these master teachers in exploring the exciting and joyful musical
A.0.8.A, approved experiences that are at the heart of Orff Schulwerk.

(July 18-29)

Introduction to Kodaly

For detailed information regarding scheduling, workshop content,

EJ_‘l__ly 11-15) academic credit, etc., please write or phone:
CONTACT ]
Kenneth Kleszynski, Ph.D. Howard Meeker, Che.llr
University of Portland Department of Music
5000 N. Willamette Blvd. Cleveland State University
Portland, Oregon 97203-5798 1983 East 24th Street
800-227-4568 Cleveland, OH 44115
Phone: (216) 687-2033

Cleveland State University is an Affirmative Action/Equal Opportunity institution.

Randy Delelles

Pedagogy-Levels | & I

Jeff Kriske

Pedagogy - Levels | & 1

Kay Lehto-Thompson |

Movement

Sue Mueller

Recorder

For information, contact:

Vivian Velasquez, Coordinator
Orff Schulwerk Cerfification Program
University of Nevada, Las Yegas

Music Departmenf &

Division of Continuing Education

4505 Maryland Parkwa
Las Vegos NV 89151

(702) 895-0087

. UNIVERSITY. OF NEVADALAS VEGAS
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Editorial
On Changes

"For the fimes they are a-cha-an-gin' -
sang Bob Dylan once, but we couldnt even
imagine the changes ahead. The images of
science fiction novels have become redlity,

The changes we do understand, and accept
almost benignly, relate to natural and human
life. To waich a child grow, especially in the
early years, is fo observe incredible changes
day by day. Garbled sounds become words,
lilting coos become songs, and crawling turns
io determined walking—and independence,
How fortunate we are fo have chosen a

profession that participates in and contributes
fo such growthl

We expect all of life fo change, develop or
decay with fime; even inanimate plastic and
metal show inevifable change— signs of
wear, alferations in color, texture or, like us,
eventual chemical disinfegration. We are a
miniscule segment in that scheme of things,
but we seem o spend our lives atfempting to
revise, change, manage or confrol everything
around us. We try for fasfer planes, higher
buildings, stronger materials and smaller
chips fo do more exotic elecronic magic.

Can we change the future through the effect
we have on children? One ephemeral event

in the music class, relafively, as tiny as a

Innovative — Unique — Exciting—Value Packed
Everything You Need —All In One Place.
Our New Color Catalogue Is Free And So Is The Phone Call!

T 5
”¢5f4ﬁ5 2

SRS De \M.rho”fone!

C ORPORATI ON

P.O. Box 261030, San Diego, CA 92196
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microchip in the years of a child’s life, may be
the very one that turns that life fo a particular
direction—well never know. Teachers make
changes regularly, in careful lesson outlines
or spontaneously, in the midst of a class. In
xylophone part foo complex for an unready
student, we may remove the crossover, or
hatve the elghth notes to quarters, Or
improvise and establish a more difficult drum
rhythm than what was planned, just the
challenge some others may need—knowing it
will enmesh perfectly with others being
played. Changes like like these demand a
depth of understanding and experiencs, ease
in improvisation, and a full reperfoire of
pertinent musical language for the Schulwerk
teacher.

We are guardians of a legacy that must not
be demeaned with an imbalance of cufe or.
frivolous pieces or “fun’ activities. Children
are surrounded, especially in the United
Stafes, with elevator music and gaudy com-
mercial sound. It is in our hands fo affect as
well as change this limited hearing. This,
then, is my plea: let us pledge ourselves to
pass on the power and strength of our original
composers. Examine exactly what drew us fo
the Schulwerk at that first session, that made
us change and study a new teaching path,
Certainly, it was more than a grab at a quick
way fo earn money or fo simplify our
feaching!

Make a serious, directional pledge, before
Orff's Centenary: Let the joy come from the
soaring musical lines, subtle rhythms and
moddalities we heard in the original examples.
Let our goal be, always, fo strive to match our
work fo that of our mentors; ultimately it can
only upgrade the listening, understanding
and humanity of our future students,

Tossi Aaron

Isabel McNeill Carley Library

AOSAs official library collection, the
lsabel McNeill Carley Library, is housed at
the University of Arizona in Tucson. This
ever-growing collection consists of two dis-
tinct sections: the regular library collection
and the archival collection. The regular
collection includes books, journals, and
other ifems relating to Orff Schulwerk. It is
available for circulation at the university and
through the inferlibrary loan system. Mater-
ials from the archival collection (historical
documents, manuscripts, photographs, min-
utes of meefings, and other files) do not
circulate, but can be consulted at the library’s
Special Collections Department,

AOSA welcomes the submission of mater-
lals fo be considered for inclusion in the
Isabel McNeill Carley Library. Please contact
Media Committee Chairperson, Jack Nelll
(703-803-9727), for details.
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HOFSTRA UNIVERSITY DEPARTMENT OF MUSIC

Orff Schulwerk Advanced Instrumental
July 11-22 Conducting
Level | - Carol Huffman July 25-29 - Peter Loel Boonshaft

Level Il - Robert deFrece
Music Education Computer

Classroom Music Today Workshop
July 25-29 - Joan Fretz August 1-5 - Herbert Deutsch

Each workshop earns 3 semester hours of graduate credit.

For information:

Edgar Dittemore
Department of Music

112 Hofstra University
Hempstead, NY 11550-1090
(516) 463-5490

——————UNIVERSITY OF CINCINNATI
CoLLEGE-CONSERVATORY OF MusIC

ORFF -ScHULWERK TEACHER CERTIFICATION — LEVELS I, IT & I11
Aucust1-12,1994

Clinicians will include Wolfgang Hartmann, music educator and teacher from
the Orff Institute in Salzburg, Austria; Robert A. Amchin, music educator and
percussionist at Mansfield University, Pennsylvania; Dr. Rene Boyer-White,
Professor of Music Education, University of Cincinnati; and Barb Watson,
teacher and movement specialist from Cincinnati, Ohio.

Introductory Course in ORFF-Schulwerk will be taught by Karen Baldwin.

For further information about the Summer Programs in Orff-Schulwerk, please call or write:

Dr. Rene Boyer-White <oRY OF Mg,
Program Coordinator, Orff-Schulwerk > 4
College-Conservatory of Music

University of Cincinnati
Cincinnati, Ohio 45221-0003 - UNIVERSITY 0F )
513/556-9505 or 556-6017 /("‘d

FAX: 513/677-3402 Tyt

_ "one of this country’s lead ing__c,an,se;:vu,taries.,i’“:Ihﬁewl_\_lew__Yo[K,.Iimes,. ‘,
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NEWS AND VIEWS

CALIFORNIA

Affer a workshop where members of the
Infand Counties Chapter made simple mu-
sical instruments from common household
materials, they were ready fo take them right
back fo their classrooms. This chapter also
offers the option of district membership. Six
nearby districts have paid $500 each to give
their feachers the gift of attending workshops
free of charge.

The San Diego Chapter is pleased that ifs
president, Sheryl Lloyd, and secretary, Mary
Hinshaw, were mentioned in the pamphlet
describing educational programs for the
district. It stated that music teachers “provide
opportunities for children fo listen fo, sing,
play and create music”

COLORADO

Becky Barnes, a member of the Rocky
Mountain Chapter, has been presented with
one of 20 “Governor's Awards for Excellence
in Education” Becky teaches at The Silver-
thorne Elementary School. Carmen Taylor
won a Fulbright Exchange, an opportunity fo
live in Mexico for six weeks, feaching music
and immersing herself in the language and
culture. Later this year, Carmen will host a
Mexican guest for the exchange experience.

While they were at Vail last August, Ruth
Ann Chiaraluce’s husband graciously al-
lowed another musician fo play his tenor
saxophone. The other musician? President
Bill Clinfon!

KENTUCKY

The Kentucky Chapter held a very special
auction in January. Members donafed copies
of materials, song sheefs or manipulatives
and ideas that had worked well with their
students. These were auctioned, raising funds
for the chapter and helping fellow teachers at
the same fime.

MAINE

The Maine Chapter is working on ifs con-
tribution 1o the quilt for the Region V Phila-
delphia Conference. It is based on a Passma-
quoddy Indian legend. The chapter pians an
Orff Festival of fts own to enhance members’
skills, build repertoire and increase contact
with other feachers and presenters.

MICHIGAN

Thanks to Vice President Dr. Wesley Ball,
of the West Michigan Chapter, Hope College
in Holland, Michigan, gave the chapter a
grant to help finance its workshops. And
double thank you to President Jane Schaner
and Past President Marcia Kiein for rede-
signing the chapter banner, in use since 1974,

Congratulations fo Peg van Haaren, hon-
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West Chester University

Summer Study in Music Education ’
1994

'nt!m!llﬂﬂ,/ﬂ”,lﬂlﬂ)lhnw

II
West Chester

June 27 - ORFF-SCHULWERK: LEVEL I and LEVEL I11

July 8 Karen L. Markey UanerSity’
July 11-156  ETHNIC MUSIC: AFRICAN, ASIAN, NATIVE AMERICAN
Bryan Burton

July11-15 CHORAL MUSIC IN MOTION
Sally Albrecht, Jay Althouse

July11-15 KEYBOARD IMPROVISATION

Colleen Ludeker

July 18-22  KODALY FOLK MUSIC
Jane Pippart

July 18-22 HANDBELLS: BEGINNING TO ADVANCED
Phyllis Hentz

July 18- CURRENT TRENDS IN MUSIC EDUCATION

August 5 Colleen Ludeker

July 25-29 TECHNOLOGY IN MUSIC EDUCATION
Floyd Richmond

July 25 - KODALY: LEVEL I and LEVEL II
August b Jane Pippart

August 1-5 INSTRUMENTAL LITERATURE: A CONCEPTUAL APPROACH
Elliott Del Borgo, Robert Lowden, Bryan Burton

All courses may be taken for graduate credit.
Housing is available on campus.

For additional information call Floyd Richmond at 215-436-3031.
Music Education Department, West Chester University, West Chester, PA 19383

Dalcroze Eurhythmics

19th Summer Workshops Carnegie Mellon University

Workshop | — June 20 - 24, 1994
Workshop 11 - June 20 - July 8, 1994

Workshops | and Il offer classes in rhythmic movement, solfege, improvisation
and Dalcroze methodology. Both workshops are designed to enhance the
musicianship, teaching and performing skills of music educators, studio
teachers, performers, conductors and movement specialists.

Faculty: Dr. Marta Sanchez, Dr. Annabelle Joseph, Dr. Herbert Henke
For information in Dalcroze

Certification and License
Programs contact:

Dr. Marta Sanchez

Music Department
Carnegie Mellon University
Pittsburgh, PA 15213-3890
(412) 268-2391 or 2373

ACCREDITED SINCE 1968 AS A DALCROZE EURKYTHMICS TRAINING CENTER.,
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There's a preoccupation
among parents today that the
better prepared their children are
for school, the more likely they
are to succeed academically. And
mounting evidence suggests that
exposing young minds to music
and movement helps develop
creative potential. That's where
Kindermusik helps. It 15 a unique,
structured music program that
encourages early learning and
creativity in children aged 18
months to 7 years. All through

musical activities. What's more,

Y a1

it's a package that allows teachers
to own and operate independent
programs without franchise fees
or major start-up costs. It can be
taught anywhere, from private
homes to community centers. And
we provide sound training, as well
as a toll-free support line to help
you build your classes. To attend
a Professional Workshop near you,
or simply request a brochure, please
call 1-800-628-5687. There are
over 18 million young children out
there. This is your chance to help
give them a positive start in life.

The .@remier %Sic @ogram
For C%)ung Ghildren.

_[Snaermusik

INTERNATIONAL

Kindermusik International P.O. Box 13765 Greensboro, NC 27415
Professional Warkshops, Spring 1994 Asheville NC Atlanta,GA Austin, TX Boston, MA Calgary,CAN Cincinnati,OH Dallas, TX
Denver,CO Evanston,IL Memphis, TN Minneapolis, MN Pittsburgh PA Princeton,NJ San Diego,CA
San Francisco,CA Seattle, WA St. Louis, MO Tampa,FL Toronto, CAN Washington DC Winston-Salem,NC Ypsilanti,Ml
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orary member of the Greater Detroit Chap-
ter, who has been named President-Elect of
the Michigan Music Educator's -Association.
Chapter members Susan Geppert, Donna
Monticello, Judith Thompson and Carolyn
Tower serve on the state Music Education
Multicultural Committee. This newly-formed
committee has a mission—fo increase aware-
ness of Western and non-Western cultures
info the school curriculum.,

MINNESOTA

The newsletter of the South Central Minne-
sota Chapter offers a “Meet the Board”
section that gives a brief biography of each
new officer. lt's a good way for members fo
become better acquainted.

NEW YORK

Berkshire-Hudson Vailey Chapter is work-
ing on a Children’s Music Festival that will
involve chapter members and members of
the Hudson-Mohawk Chapter of the Ameri-
can Recorder Society. The day will include
work with clinicians to polish student presen-
tations, and adult presentations fo share the
Orff approach through workshops and per-
formances. The chapter hopes fo make this
Children’s Music Festival a biennial event.

New York City Chapter plans to have a
cooperative workshop in 1995 with the
Dalcroze and Kodaly educators. Af the
moment, however, energies are devoted fo
preparing items for the Boutique ai the
Region V Conference in Philadelphia. Work-
ing sessions have also given chapter members
a chance to compare teaching ldeas and
News,

Three members of the Western New York
Chapter presented inferesting workshops:
Nida Schiavone and Lauren Lopacki gave a
45-hour Infroduction to Orff Schulwerk, and
Pam Daigler and Lauren centered their
workshop for teachers from Erie County on
the Whole Language approach.

OHIO

Chapter One, the Greater Cleveland Chap-
fer, is proud of Sevilla B. Morse who was
named Teacher of the Year, 1994, for the Bay
Village School District. And for his recording,
“You Can Sing Along,’ Roger Sams was
given an honor medal from the Parent’s
Choice Foundation, affiliated with Parents
Magazine.

Judy Allison, of the Greater Cincinnati
Chapter, and her teacher pariner, Barbara
Duff, are participants in the Metropolitan
Opera Guild program, Creating Original
Opera. They have taken seminars for two
summers learning how fo implement this
program at their school, where the second
annual production will be given this spring.
Judy says the opera program combined with
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Orff Schulwerk is “a natural blend.”
OKLAHOMA

The Oklahoma Chapter has been video-
taping its workshops to form a library for
chapter members, For the cost of postage and
handling, members may borrow the fapes for
a two week period. The Tulsa Area Orff
Festival is off fo a good start, thanks fo Betty
Mitchell. They hope to make it an annual
event—this Is in addition fo the state-wide
festival,

OREGON

To celebrate its 20th anniversary, the
Portland Chapter held a special, early
Saturday evening event. Members brought
buffet food fo share and contributed a smalll
amount for dessert, coffee and table settings.
After dinner, folk dance insfructors kept
things moving until 9:00 pm.

TEXAS

The Texas Gulf Coast Chapter honored
past presidents Alisa Pederson and Judy Tuof
with special plagues. Members are busy
preparing for the annual TMEA convention; it
is usually atfended by 2500 music feachers.?

WASHINGTON

Did you notice the Inland Empire Chapter
banner at the Indianapolis Conference? It's a
new one, thanks to Gwen Cadwallader,
Raffles held by the chapfer have really helped
fo build its scholarship fund. Winners have
included Melinda Winther, Julie Zimmer-
man and Barbara Windisch.

After years of frying fo draw students from
local colleges and universities, a group of
thirty students appeared at the Evergreen
Chapter Workshop in October. It was re-
vealed that one professor required aftend-
ance af an Orff or Kodaly workshop o pass
the course, and another named the workshop
series as an alternative to taking the final
exam.

SALZBURG

The University of St. Thomas, St. Paul,
Minnesota, announces that twenty graduate
semester credits in the United States will be
awarded through successful completion of
the year-long Special Course at the Orff
Institute in Salzburg. Complete information is
printed elsewhere in this issue.

Editor's notes:
1. A toast to multitalented peoplel
2. Dallas, get ready for AOSA in 95!
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SUMMER ‘94

ORFF-SCHULWERK PROGRAM
BELMONT UNIVERSITY NASHVILLE, TENNESSEE
C. DuGArRD

DEVELOPMENT OF TOT ’
NATURAL COMMUNICATION
THROUGH S
MOVEMENT/ ACTE

PLAYING UNPITCHED AND
BARRED INSTRUMENTS AND
RECORDER

Fo ON BROCHURE —
CALL SUSAN RAMSAY 615-367-2798

BIG BOOKS FOR LITTLE KIDS

by (" Sing
Wilma Salzman J] to
Read

= L

Whole language Big Books based on traditional songs with black-line
~masters for children's Little Books. Designed for 4, 5 and 6 year old
emergent readers and ESL students, these books are perfect for
collaboration between the music teacher and the classroom teacher.
Available titles are: 1-2 Tie My Shoe... 5 Little Chickadees... The
Eensy Weensy Spider... Rain on the Green Grass...10 Little
Indians...The Bear Book...10 Little Pumpkins...La Arafia Pequeiiita
‘(Eensy, Weensy in Spanish)...10 Little Snowmen...and The A-B-C
Song.

$12. per title includes S/H. Checks or credit cards (V, MC, Disc, AX)

To order or request a descriptive brochure, please contact

TABLE TOP PRESS -
PO Box 640296
SN El Paso, TX 79904-0296 \

PH: (915) 581-2682
FAX: (915) 751-9908
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- University of Northern Colorado * Summer 1994

Orff Schulwerk Teacher Training
Courses and Special Seminars

AOSA Approved Teacher Training Courses

Introductory Course
June 27 through July 1

Levels I, II
July 5 through 21

Special Seminars:

- Orff Schulwerk and Language Arts
" July 5 through 8

Orff Process & Music Technology
]uly 11 through 21
(Prerequisite,Level 1)

featurmg guest Steve Calantropla

" Featured Guest Faculty' Barbara
Grenoble (Director of Courses) -
Iudlth Thomas, Peggy McCreary,
Danal Gagne ‘ |

-+ For additional information, contact: == .
Dr. Elza Daugherty, Chairman, :
- Music Education Department .
~ University of Northern Colorado ,
“ Greeley, Co 80639




The understanding is not a vessel which must be filled, 2D
but firewood which needs to be kindled; love of learning ".'ﬁ";’.*

and love of truth are what should kindle it. Y

Plutarch

Bay Area Orff Schulwerk
ZE NOB IA — Certification Course
f : (Formerly U.C. Santa Cruz)
M U 8 I C ‘_ Levels I, 11, III

HAND BUILT SN August [-12, 1994 ‘
WORLD INSTRUME & Faculty: Introductory Course: Aug. 8-12

Mary Shamrock with Janet Greene
X\{LODRVMS d QE&MBMS}S ® Richalg Lc;);(ton
KA“MRAS s D'D‘J IDU 'Y Df)ug. oodkin : C(Hll€ Join us in onr beautiful new location
GU[QO . C“[ME& ’EA[NST[CKS Vicki Salmon MILLS COLLEGE
(;ANZHSJ %“EKQQEES' WﬂX[XI 4 Contact: Roxie Sater, Mills College Alternative Program;

‘HOWTO PLAY " TAPES AVA[LARLE , 5000 MacArthur Blvd., Oakland, CA 94631

#(510) 430-2019
NEWMLFORO.GL

YOUR

#1 | SOURCE

for ORFF INSTRUMENTS
A at sy /

%JWMI/’ e

i — (:al: 1-800-348-5003
Gener al ,M“Sic ?I:\éfv[\]l'ondwind_&‘the.B'nasswind' |
- - 19880 State Line Rd. -

=~ Store ~ SouthBend, IN 46637
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‘SERIES 2000

Our premier line of quality instru-
ments features all wood construc-
tion, full volume and dynamic re-
sponse. The newly developed Series
2000 reflects the skilled crafts-
manship necessary to satisfy
the highest musical standards.

CANTABILE SERIES

These instruments have been

designed with affordability in
mind. The Cantabile Series

features all wood construction
and a well-balanced, rich
timbre.

In addition to improved
sound of all drums, a new
assortment of stands, ac-
cessories and small per-
cussion is available.

Contact your dealer or

STuDio A9

MMB MUSIC, INC.
Contemporary Arts Building
3526 Washington Avenue
Saint Louis, Missouri 63103-1019

SOLE U.S. AGENTS

TOLL FREE
800 543-3771

(within USA)




BOOK REVIEWS

The opinions stated are those of the reviewer and not of the editors or the American Orff
Schulwerk Association. The editors wish to thank those publishers and members of industry

who graciously donate copies of books and materials for review.

RRRRRO, Polyxene Mathey and Angelika

Panagopoulos-Slavik. Supplement for Music
for Children, Schott SMC 79, 1993.

RRRRRO, a book of Greek sayings, songs,
dances and rhymes is a book many junior
high and high school music feachers wiii
savior, particularly those seeking multicul-
tural materials,

The collection, by two outstanding feach-
ers, Is divided info two parts: Part 4 contains
Greek fexts with sources derived from a wide
time spectrum. It begins with Classical Ath-
ens and the discovering phrase of the famous
orator Demosthenes: "Men of Athens, | have
pronounced the pronounceable RRRRRO
tfreated rhythmically and with careful regard
for the language. The book progresses histori-
cally fo include medieval era texts and in-
scriptions, and continues on fo modern folk
and liferary texts; speech genres range from
the palindrome, fo proverbs, riddles, fongue
twisters and poetry by some of the most
prolific Greek writers. Texts are set for per-
cussion or fonebar instrument support that
enhance the poefic quality of the Greek
language and bring out ifs sonorities.

Part 2 contains some of the most exciting
and rhythmically challenging songs and danc-
es from Mathey's books, Greek Children’s
Songs and Dances. Those of us frusirated by
frying fo understand dance directions from
the printed page will rejoice in the clarity and
consistency of the author's sfep code. Once
lecarned, no feacher need be infimidated by i,

The fexis are infended 1o be recited in
Greek. Transliteration info Roman letters
(English) is provided and a pronunciation
guide appears at the beginning of the book,
Working with the original language preserves
not only the infegrity of the texts, but also ifs
rhythmic quality. In the Greek language,
rhythm and poetry have traditionally formed
an inseparable unity. Yet the uneven meters
and complex rhythms characteristic of Greek
music can be difficult for Westerners to
perform. With the sound of the original Greek
texts, students can feel and play these
rhythms with greater facility.

RRRRRO may be considered as having a
two-fold purpose: (1) fo feach musical- con-
cepts—rhythm, phrase, melody, form—and
(2) 1o provide a springboard fo other studies,
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such as the classics, history, Greek philo-
sophy, literature and mythology. The infent of
the book is not fo suggest a process or
sequence of feaching these texts, but fo
iltustrate ways of treating language in @
musical and innovative way. RRRRRO in-
vites teachers fo risk allowing their students to
explore ways to interpref its texts dramati-
cally, rhythmically and musically.

In view of the multi-ethnic population in
our schools, there is a growing need for high
quality materials that celebrate different
cultural traditions. This book provides an
excellent selection of Greek texts accom-
panied by fasteful and refined instrumental
seftings. The depth and breadth of the au-
thors’ insight info Greek language and music
makes this a unique resource. Music feachers
in junior high and high schools, {and especi-

ally those of Greek descent), will find this

book particularly enriching and useful.
Teachers of college methods courses (and of
ancient history or classics courses) will
discover valuable materials in this collection
as well,

Polyxene Mathey is the pioneer of Orff
Schulwerk in Greece, her native land, and is
responsible for its dissemination there. (See
The Orff Echo, Fall, 1993 for a biography by
Ruth Hamm.} During the Orff Institute’s
formative years, she taught in the infernation-
al summer courses. Her publications include

two Greek supplements, Greek Children’s
Songs and Dances, Books | and Il (Schott).

Angelika R Siavik, a graduate of the Orff
Institute, now teaches in Greece, and has
been working closely with Mathey. This
book, RRRRRO is the result of the collabora-
tive work of these two dynamic women.

Danai Gagne
New York

Editorial Board Openings

Inthe future, there will be places openonthe
Editorial Board of The Orff Echo. As part of a
regular rotation, these positions are filled by
application, appolntment and confirmation
by the President and the National Board of
Trustees. Responsibilities include reading
and evaluating submitted aricles, writing or
soliciting assigned articles, attending two
Editorial Board meetings per year and main-
faining confact with the editor. Adequate
time will be needed to complete these and
other assignments.

Please consider this opportunity; you may
be one of our members who is well sulted 1o
become part of AOSAs publication, If writing
comes easily to you or if you have previous
wiiting experience, consider applying now. A
more complete job description Is on the
application form, or see the Summer, 1993
issue of The Orff Echo (p49). For an applica-
tion write to Cindi Wobig, Executive Secretary

Name

The American Recorder Society

invites teachers and young recorder players to join the
Junior Recorder Society
For more information call (908) 363-5656
or write P.O.Box 1067, Jackson NJ 08527

[ ] Please send the JRS Class Program for Beginners.
(one-time fee of $19.95 enclosed)

[ ] Please send information about the JRS Club Program
(available Spring, 1994)

[ ] Please enroll me in the ARS (annual dues enclosed)
U.S. $30; Student $15; Canadian $35

Address

City, State, Zip

Total Enclosed: $ __Visa/Mastercard

Exp. Date
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 AVE ATQUE VALE

This is my last issue as editor of The Orff Echo. My sincere appreciation to
the AOSA members, officers and industry advertisers of the past eight years, |
applaud, especially, the able editorial board members then and now who
made my job so enlightening, and all those whose thoughts and writing have
filed the pages. Thank you for your contributions and support.

Manuscripts for possible publication should be sent to Donna Marchefti,
Interim Editor, or fo specific column editors. After this issue, please send dll
adverttising comrespondence to: Cindi Wobig, Executive Secretary, P.O. Box
391089, Cleveland, OH 44139-8089.

Study in Southern California!

The Inland Counties Chapter, AOSA and California State University, San Bernardino
are proud to present:

Orff Schulwerk Teacher Training
Courses Levels | and 1l

July 11 - 21, 1994

Beverley Bullis
President, Orange County Chapter, AOSA and Music Specialist

Dr. Sheran K. Fiedler

Member, National Board of Trustees, AOSA and Music Specialist

Jeff La Marca

Member, National Board of Trustees, AOSA and Classroom Teacher

For additional information on course specifics, contact:
Lynne Halterlein (619) 568-4781; For registration information, contact:
CSUSB Office of Extended Education (909) 880-5977

~

THE ELEVENTH SUMMER EUROPEAN
ORFF STUDY AND TRAVEL TOUR

July 8 to 23, 1994

16 fabulous days of study and travel —
VIENNA, LONDON, STRATFORD-UPON-AVON
e 7-Day International IGMF Orff course in Vienna. Inspiring

tutors from Austria (Walter and Renate Kern), Brazil (Dudu
Tucci), Germany (Annette Schéberl), USA (Konnie Saliba)

e Sight-seeing tours, evening performances

e Extra days at leisure in London and Vienna

e Graduate or undergraduate college credit available

 Don’t hesitate — send for full information now — apply early!

Atnold Burkart, Keeping Up With Music Education
704 Sast Washington Street, Muncie, JN 47305 -
(317) 286-4712

. J
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CLASSIFIED AD

RHYTHMS OF LEARNING, authoritative -
fext on accelerated leaming. New Second

Edition of Infroduction fo the Musical Brain.
Books, tapes and accredited studies in
accelerated learning with music. Contact
Don Campbell, Director, The Institute for
Music, Health and Education, PO. Box
4479, Boulder, Colorado 80306. Call
303-443-8484 and -request educational ma-
ferial packet.

Index of Adverisers

ABA Music for Chiidren 3
American Recorder Society 5
Backyard Music 6
Boulder Early Music 3
8rain Dance ink 16
Ted Brown Music Co. 37
Collins and Williams 29
Comprehensive Music Service 20
Encore Mallets ) 40
Folkstyle Productions 20
Gamble Music Co. ' 42
General Music Store 49
Hamel Music 27
High/Scope Educ. Research Foundation 34
HSS (Hohner/Sonor) inside Front Cover
HSS Primary Line : 32
John's Music Center 12
Key Educationat Systems 30
Kindermusik Infernational 46
lyons 34
Maddox & Co. 16
MEG 36
Memphis Musicraft 37
MMB Music 50
Alice Olsen Publishing 30
Peripole Bergeraull, Inc. 38
Rhythm Band 30
Schott 14
Seven Arrows Music 40
Suzuki Corp. 43
Table Top Press 47
Wenger Corporation 28
West Music Co. Inside Back Cover
World Music Press 6
Zenobia Music Instruments 49
Arnold Burkart 52
Belmont University 47
Calif. State Univ-San Bernardino 52
Carnegle Mellon University 45
Central Connecticut State Univ. 35
Cleveland State University 42
DePaul University 29
Eastman Schoal of Music 44
Hofstra University 44
Jacksonville University 35
Memiphis State University 30, 39
Mills College 49
San Francisco State University 44
Seattle Pacific University 4
University of Cincinnati 44
University of Hartford ) 26
University of Kentucky 40
University of Nevada-Las Vegas 42
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University of North Texas 29
University of Porffand 42
University of S Thomas 33
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