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Sculptor Rae Epstein, whose work
is featured on our cover, found her art
late in life. I met Rae when she was a
student in an adult recorder class I
teach at a local school. Like many oth-
ers in the group, she is retired, and fi-
nally had time for interests she hadn’t
been able to pursue before. I was
puzzled when she missed several
classes, but she called and explained
apologetically that she had found a
wonderful new pursuit that was tak-
ing up all her time and creative energy.
I saw her one day some weeks later as
1 was walking past her house. “Come
in for a minute,” she said, “and let me
show you what I’ve been up to.” In-
side, arranged on a table, were the
sculptures that were her new-found
delight. She spoke of each one in turn,
explaining what it meant to her.

She had been a dancer, she told me,
when she was younger, and some of
her fondest memories were of study-
ing with Martha Graham when she was
growing up in New York City. Her par-
ents, who had immigrated to the U.S.
from Russia, didn’t approve of her in-
terest — it seemed frivolous to them
when survival in a strange country was
their prime concern. But she knew
dance spoke to some special part of her
and so she persisted, and it came to
play a vital role in her life. Rae no
longer dances, but the joy it inspires
endures, captured in the images shaped
by her hands and felt in her soul.

The focus section in this issue of
The Orff Echo, coordinated by Edito-
rial Board member Marina Gorny,
takes a look at literacy as it relates to
both music and dance. How we music
educators approach literacy and how
we perceive its role in music educa-
tion have always been topics that gen-
erate some degree of controversy, and
even today différent philosophical
bases thrive side-by-side. We hope the
ideas and views our authors present in
this special section will spark serious
thought and lively discussion.
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We return to dance in Ursula
Schorn’s discussion of “The Inner
Dancer.” What is it about dance and
movement that intimidates some? How
can teachers help students reach be-
yond their initial discomfort? What
kinds of special experiences await
those that do? How does the creative
impulse find fulfillment in dance?
Ursula draws on her many years as a
teacher and dance therapist to answer these
questions.

Vyacheslav Zhilin takes us to Rus-
sia, where we learn about the recent
evolution of Orff Schulwerk in a coun-
try breaking loose from the restrictions
of the past. Fueled by the enthusiasm
of its members, the Russian Orff So-
ciety is making important inroads in
music education. From schools to re-
habilitation centers to early childhood
centers, Russian music educators are
discovering a new way of teaching and

learning. Mr. Zhilin tells us about the
challenges and triumphs encountered
along the way.

1995 is a year of centenary celebra-
tions, as educators and musicians
around the globe commemorate the
100th birthday of Carl Orff. Three
very special events took place last
summer. In Salzburg, in Minneapolis,
and in Melbourne, Australia, enthusi-
astic gatherings of people met to learn,
to experience and to celebrate. See this
issue of Reverberations for reports and
photographs of these important events.

Something very special still awaits
us this year — the 29th annual AOSA
National Conference. Want to do some
clogging? Hear some marimbas?
Learn some Texas sea chanteys? Dal-
las/Ft. Worth is the place to be, so for
the latest conference up-date, turn to the
article on page 6. Like all things Texan,
this conference will be BIG. See you there!

-D. M.

 Please write for a free full-color poster, catalog, and list of authorized dealers.
X . European American Music Distributors Corporation ~ P.0. Box 850 ~ Valley Forge, PA 19482
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President’s Message

Carolee Stewart, AOSA President

' The Guardians of Orff’s Legacy

he Carl Orff Centenary year is an
occasion for celebrating and reflect

ing on Orff’s artistic and pedagogi-

cal contributions. Recently, I have givena

good deal of thought to how his legacy is
being preserved and carried on. Who over-
sees the perpetuation of the various aspects
of his work, and what is AOSA’s place
within this context? When I returned to
Austria and Germany this past summer, I
was able to visit and revisit institutions that
are key guardians of Orff’s legacy. The
following descriptions explain the func-
tions of these institutions.

The Orff Institute in Salzburg, Austria
is the “world headquarters” for Orff
Schulwerk. Here, Orff’s ideas about the in-
terdependence of music and movement,
which originated at the Giintherschule in
Munich during the 1920s and 1930s, con-

tinue to develop. People from around the .

globe travel to Salzburg to study
Schulwerk in the school conceived by Orff
himself and opened in 1963 as a depart-
ment of the “Mozarteum.” Teachers
trained at the Orff Institute have played a
most significant role in the ongoing trans-
mission of Orff Schulwerk through courses
taught all over the world. In the United
States, many Schulwerk teachers have ei-
ther studied at the Orff Institute or learned
from someone who trained there.

The Orff Institute houses a library that
holds a coliection of Orff Schulwerk ma-
terials in many languages. AOSA has a
~policy to assist the library in keeping cur-
rent with American publications by donat-
ing books each year.

Also located in Salzburg is the Orff
Schulwerk Forum, the umbrella under which
all Orff Schulwerk associations fall. The
Forum maintains contact with associations
around the world and facilitates cormmuni-
cation among them, thus keeping a mecha-
nism in place for Orff Schulwerk to continue
to develop and spread.

Every five years tae Orff Institute spon-

sors an International Orff Schulwerk Sym-

posium. These symposia are important oc-
casions for people from many countries to
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meet and exchange ideas and information
about music and movement education.
Using a central theme, participants discuss
and learn about Orff Schulwerk around the
world. It is during these symposia that one
becomes especially aware of the extent to
which Orff Schulwerk has spread and the
important role the Institute plays in sup-
porting it internationally. -

At the Orff Institute and among inter-
national Orff Schulwerk associations there
is a great deal of interest in how the
Schulwerk is developing and spreading in
the United States. Last summer I answered
many questions about our highly organized
system of training and certifying teachers
because people in other countries are now
considering similar programs. I also par-
ticipated in discussions about the extent
to which the original Schulwerk models
developed by Orff and Keetman are used
in the U.S. AOSA is an influential organi-
zation to which other organizations look
for ideas and suggestions.

While the international center for the
advancement of Orff Schulwerk is in
Salzburg, the center for the preservation
of Orff’s overall legacy is in Munich at
two locations: the Orff Center and the Carl
Orff Foundation. Under the auspices of
the Bavarian government, the Center holds
archives containing instruments, record-
ings, scores, letters and other documents
and artifacts from Orff’s estate, which are
made available to scholars. The Center en-
courages and facilitates research into all
aspects of Orff’s music, in addition to host-
ing exhibitions and sponsoring confer-
ences on related topics. Director Hans Jorg
Jans welcomes scholarly inquiry and en-
joys discussing topics related to Orff’s life
and work with visitors to the Center.

The Carl Orff Foundation, managed by
Gabriele Weiner, provides financial sup-
port for projects and studies related to
Orff’s artistic and educational work. Dur-
ing this Centenary year, the Foundation has
sponsored a number of large projects in-
cluding the exhibit, “It’s Imagination!,”
which is currently touring Europe and the

United States. Liselotte Orff and Hermann
Regner are key figures behind the Foun-
dation. Because AOSA is such a large
and active association, the Foundation
has shown particular interest in our ac-
tivities and is always represented at our
national conferences.

Two other important centers, both in
Bavaria, are worth noting here as well be-
cause they preserve and perpetuate Orff’s
heritage. The Carl Orff Museum, located
near Orff’s home in Diessen, offers a
glimpse into his life and musical opus
through an exhibit of photographs and
music. The Carl Orff School in
Traunwalchen is a model school whose
teachers were trained at the Orff Institute
and whose curriculum is based on the
original Schulwerk models of Orff and
Keetman. Both of these institutions keep
Orff’s music and pedagogical ideas alive.

All of the centers described above
participated significantly in the Cente-
nary celebration. Now, however, it is
time to give thought to Orff’s legacy be-
yond his 100th birthday. What will the
world know of Carl Orff in the 21st cen-
tury? Concerning his works for stage, I
doubt that there will ever be a scarcity of
performances of Carmina Burana, but his
other works deserve more consideration —
especially in the United States. The Orff
Center and Foundation will continue to
promote this aspect of Orff’s work.

‘We are among the many guardians of
his educational legacy, emanating from
Salzburg into countries all over the
globe. As members of this large world-
wide network, we play an important part
in furthering Orff’s pedagogical ideas
each time we make music with our stu-
dents. AOSA’s exchange of information
and ideas with the Institute and the Fo-
rum maintains our connection with this
vital link to the origins of the Schulwerk.
Energetic and enthusiastic teachers con-
tinue to promote and advance Orff
Schulwerk for future generations be-
cause it is a joyous and worthy act. This
is certainly a significant legacy.



TAPESTRY OF TIME

A CENTENARY CELEBRATION

AOSA 1995 National Conference

Judith Cole and Janet Robbins, National Co-Chairs
Jan Baker and Chris Judah, Local Co-Chairs

he 1995 conference in Dallas/Fort
Worth is not far away, and the mem-

bers of Texas Orff Chapters are in

the final stages of planning an exciting con-
ference that will feature many regional tra-
ditions and pay tribute to Carl Orff in this
centenary year. Travel to Texas for this
year’s national conference, A Tapestry of
Time, and you will become part of cente-
nary celebrations worldwide. .=

Our conference opens on Wednesday,
November 8 with the AOSA industry-spon-
sored reception. You know if it’s in Texas,
it’s going to be BIG, and big it is, with
nearly one hundred exhibitors participat-
ing. Come for a sneak preview of materi-
als that will be featured in sessions through-
out the conference, and take time to visit
with exhibitors. For the first time at an
AOSA conference, industry-sponsored ses-
sions will be offered on Thursday and Fri-
day. Coordinated by AOSA industry rep-
resentative Nancy Clark, these showcase
" sessions are a way for exhibitors to intro-
duce specific products and services. Plan
to attend one during your exhibit time!

Special Events and Sessions

“It’s Imagination!,” the international
exhibit created in Munich for the Carl Orff
centenary, will be on display throughout
the conference. Plan to visit the exhibit
more than once, for there you will also hear
some of Orff’s music performed in “mini
concerts” by members from Region I1.

In addition to the ticketed sessions that
you select, you won’t want to miss this
year’s special sessions. In the opening ses-
sion on Thursday, Don Campbell will help
us visualize the future of Orff Schulwerk
in his keynote address, “From Elemental
Music to Universal Education.”" A native
of Texas, Don is a pioneer in the healing
properties of sound. Also helping us focus

o)
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Marimba Magic® with director Sarah Tenney

on centenary images and sounds will be

performances of Orff’s works by Dallas’ .

Good Shepherd School, Chris Judah,
director, and the Singers and Recorder
Ensemble from San Antonio’s Judson
Montessori School, directed by Kathy
Palmer and Gerald Self.

Just before the business meeting on Fri-
day afternoon, a special concert hour of se-
lections from Carl Orff’s theater pieces,
Der Mond and Die Kluge, will be per-

formed by faculty and students from Texas
A &M University-Kingsville and the Uni-
versity of North Texas. These pieces based
on Grimm’s fairy tales will set the stage
for Marimba Magic’s performance of a
contemporary composition by Peter Child,
Arrows to the Sun, based on a Native
American legend.

Sunday morning’s closing session,
“Breaking the Sound Batriers,” will be led
by Don Campbell and a unique group of
Dallas-based percussionists known as
D’Drum. Together, they will help us pull
together the many threads of our confer-
ence experiences using visions, sounds, and
stories. Thie sounds of D’Drum, led by Ron
Snider, will capture both the spirit of this
year’s conference and the essence of Carl
Orff’s inter-cultural music and pedagogy
with their unique fusion of sounds from
around the world. It’s a finale you won’t
want to miss!

The Colorful Threads of
Children’s Concerts

In addition to the exciting children s per-
formances that you will hear during the
opening session and business meeting,
many other wonderful community and
school-based ensembles from Texas will
perform during noon-time and afternoon
concert hours. Center stage on Thursday’s
noon concert is the internationally known
Texas Boy Choir, directed by
Wallace Hornaday. On Friday,
noon-time concerts will feature
students from Charla Clare’s and
Neal Tipton’s Orff programs in
Lewisville and New Braunfels,
Texas. Saturday’s children’s per-
formances include Los Bombos
Argentinos, Maria Minnaar’s
Marimba Band, and the Judson
High School German Club

Tha Nrff Ernhn _ Eall1008



AMICI Dance Theater Company.
Trained at the London School of
Contemporary Dance, Wolfgang
is well known in the dancé com-
munity for his creative work with
disabled and able-bodied people.

Sharon Grady will bring her

three interdisciplinary sessions
that use improvisation and role
playing to explore issues of cul-
ture, history and art. Sharon cur-
rently teaches at the University of

Houston Boychoir

Dance Troupe. Also on Saturday, the
Houston Boychoir, under the direction of
David Czervinske, will give a concert of
Texas cowboy songs.

Guest Presenters

Among the guest presenters this year are
several who are new to AOSA conferences.
Heather McLaughlin is president of the
Australian National Council of Orff
Schulwerk and founder of Parents for Mu-
sic. As a leader in the new marimba move-
mient, Heather organizes marimba-building
workshops for schools and communities

Keynote Speaker Don Campbell

during which children and adults create
large African-inspired xylophones.
Wolfgang Stange, born in Berlin, now
lives in London where he directs the
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Texas at Austin and has published
essays on her theater work with
children. David Elliot, a leading philoso-
pher in music education, brings his Cana-
dian beginnings in Orff Schulwerk to his
session on “re-thinking” Orff’s ideas. And
Will Schmid, president of MENC, will do
more than simply greet this year’s con-
ference: check out his thought-provok-
ing session on the National Standards
and find out about his career-long pas-
sion for African drumming.

Returning to our conference and known
to many throughout the world as a leader
in Orff Schulwerk is Barbara Haselbach.
Author, choreographer, and current profes-
sor of Dance Didactics at the Orff Insti-
tute, Barbara has played an essential role
at the Orff Institute since its earliest days.
The interdisciplinary nature of her sessions
promises to capture the purest of the Orff
Schulwerk aesthetic.

Xephyr members Doug Goodkin, James
Harding, Liz Keefe, Susan Kennedy, Lisa
Mandelstein and Scott Stone

background in process drama to .-

Photo: Steve Savage

Wolfgang-Stange

Wolfgang Hartmann, also from Aus-
tria, will make his second appearance at an
AOSA national conference. Head of the In-
strumental Education Department at the
Conservatorium of Music in Klagenfurt,
a lecturer at the Orff Institute and irter-
national clinician, Wolfgang has
authored school music programs on Ba-
varian Radio in Munich for nearly
twenty years — the same station that
broadcast the first Schulwerk programs
of Orff and Keetman in 1948. 4

The Tapestry of Evening Concerts
The evening concerts represent the central
threads of the conference. On Thursday you
will hear the sounds of Mexico with
Campanas de America and Marimba
Yajalon.

On Friday evening we honor Carl Orff,
beginning with a performance by Xephyr,
a group of teachers/artists from the San
Francisco area who have taken the Orff pro-
cess to an adult performing level.

Carl Orff’s Kleines Konzert, a five-
movement concertino scored for wind
quintet, harpsichord and percussion will set
the stage for the centerpiece of our cente-
nary conference, Libby Larsen’s Song-
Dances to the Light. And finally, Carmina
Burana... O Fortuna! -

continued...
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Fire-on-the-Mountain Cloggers will entertain
at Saturday evening’s banquet

A taste of Texas will be the focus of
Saturday evening’s events. After the sun
goes down at our “Denims and Dia-
monds Banquet” at Austin Ranch, mas-
ter song-leader Nick Page will lead us
in a powerful sing-along that will weave
the multicultural threads of Texas into
our birthday celebration.

Late Evening Sessions

Whether you're in the mood for sing-
ing, dancing, or playing your way into the
late evening hours, you’ll have plenty fo
choose from. Thursday’s late’ evening ses-
sions include “Multicultural Texas Fiesta,”

Barbara Haselbach

a folk dance session led by authority Nelda
Guerrero Drury; an exciting 48-conga
jam with Jim Solomon entitled “Dallas
Drum Circle”; and a recorder reading ses-
sion for young junior recorder players led
by Betty Parker and Constance Primus.

Following Friday’ s concerts, you may
want to join Xephyr for an improv session,

learn about Texas line dances and play-par-,

ties with Jim Ryan in his “Texas Dance
Time” session, or plan to attend Betty
Parker and Constance Primus’s second
recording playing session, “Let’s Ex-
plore Music for Older Junior Recorder

.Society Members.”

Marimba Yajalén
8

Local Committees:” Making the
Tapestry

Behind the scenes of our Tapestry of
Time conference are the hundreds of Texas
chapter members who have been literally
weaving and binding all of the various com-
ponents of the conference into one com-
plete centenary design. Working as far as
500 miles apart, this year’s conference
committee members have traveled far and
wide for planning meetings. Their chal-
lenge has been to weave the Carl Orff cen-
tenary into the rich histories and diverse
landscapes of Texas. AOSA members in the
Lone Star State have risen to the challenge
— finding wonderful connections to wild-
flowers, trailblazing, pioneers, diversity,
Germany, and more! Hats off to the fol-
lowing Local Committee Chairs:

Art ~ Donna Whitehead

Audio Visual ~ JoLynne Porterfield
Banquet ~ Billie Pope-Jay and Pam
Thomas

Boutique ~ Julie Scott

Chapter Sharing ~ Shirley Jackson
Centenary Concert ~ Susan Conkling
Chapter Skit ~ Shirley Jackson
Children’s Performances ~ Doris Music

College Credit ~ Zama Norris and Gary
Wood

Entertainment ~ Jeri Davidson
Equipment ~ Carol Slater
Excursions ~ Leah Robinson

Fund Raising/Donations ~ Kathieen -
Wolfram

Hospitality ~ Sherron Fowlkes and
Charlotte Forrest

Orff Centenary ~ Yvonne Reddoch

Publicity ~ DeLois Wimmer and Diané
Stockbridge :

Registration ~ Pam Price and Carol
Sullivan ’

Room Hosts ~ Jan Moebus

Room Monitors ~ Mary Montague
Session Introducers ~ Cathy Dismore
Signs ~ Cora Bigwood -

Treasurer ~ Dee Penrod
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Focus on Literacy

Music Literacy

During an open house at the school where I teach, fol-
lowing a lesson using Orff Schulwerk, a parent approached
me and summarized his impression of what he had just
seen as “organized chaos.” This expression may be more
of a compliment than it first seems, for it often accurately
describes the atmosphere of an Orff classroom, with its
“messing around,” debating, improvising — discovering
concepts by exploring.

How much should our students know before they are ready
Sor such exploration? Music Literacy is the focus of this issue
of The Orff Echo. How do we define it? What part does it
Dlay in Orff Schulwerk? What constitutes good musicianship
training? What are our goals? '

Carl Orff felt that “musical instruction for a child does
not begin in the music lesson,” but rather in playtime, where
learning takes place continuously and spontaneously, from
the inside out, and that in this way skills develop organically
and at the child’s own pace. “Play with melody has arisen
out of play with movement, and the children practice melody
andwords for themselves without consciously fulfilling a par-
ticular task; [these are] the basic requirements for the awak-
ening of creative activity.” He goes on to say that “usually
the idea of writing something down comes from the children

themselves... In this gradual way the learning of notation and
all that goes with it is introduced... leading to the playing of
someone else’s music and the introduction to the world of
written music.”* While perhaps not approached in the “tra-
ditional” manner, literacy does play an important role in Orff
Schulwerk, for beneath the surface of “organized chaos” skill
development is constantly evolving.

In this special focus section, distinguished authors present
their views on literacy and describe ways to develop literacy
skills. Brigitte Warner takes us back to the fundamentals of
the Schulwerk. Jill Trinka presents the use of folksongs as a
means for achieving music literacy. Claire Levine’s article
opens a whole new world to us as she discusses dance lit-
eracy and the various ways of translating dance into sym-
bols. Dianne Hardy reminds us that the “note versus rote”
controversy is nothing new, as she provides and overview of
the issue from the 1700s to the present.

-Marina Gorny

*Quotes from Carl Orff originally appeared in the article titled
“Gedankeniiber Musik mit Kindern und Laien,” published in
1932. The article, translated by Margaret Murray, was re-
printed in the June 1992 issue of Orff Times.

Music Literacy and Orff Schulwerk

events that will be forever treasured.

In my life, one of them occurred in
April of 1969 when I went to Muncie, In-
diana to participate in the first AOSA con-
ference. That conference opened a whole
new world for me. Being among so many
colleagues with the same interest as mine,
and experiencing their enthusiasm, imagi-
nation and self confidence impressed me
deeply. My belief that teaching is not
merely a one-way street providing infor-
mation to the students, but is a creative
exchange of ideas between student and in-
structor, was confirmed.

Another highlight for me, at the same
conference, was a speech given by Dr.
Arnold Walter of the University of
Toronto, and at the time, President of the
Inter-American Music Council. In his
speech, Dr. Walter outlined the philo-

In everyone’s life there are significant
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Brigitte Warner

sophical foundation of Orff Schulwerk.
Though I was familiar with the subject,
I had never before encountered a more
succinct explanation. It became clear to
me that Orff Schulwerk is so successful
with children because its educational
philosophy is based on a deep under-
standing of how a child learns. Dr.
Walter’s words have been my guideline
ever since.! The fundamental goals of
Orff Schulwerk and the true purpose and
function of music in the lives of our chil-
dren can easily be lost in the daily hustle

and stress of teaching. For this reason, -

we must occasionally take the time to re-
examine and renew our commitment to
Orff Schulwerk and its principles.

Music literacy is one of the goals of
elementary music education. But when
does it become a necessary tool and at
what time are our students musically and
mentally ready for it?

We all know that it is virtually im-
possible to read music and at the same
time render a fluent and correct interpre-
tation on the Orff instruments. There-
fore, it is apparent that music literacy
becomes important only when more tra-
ditional instruments, such as the re-
corder, are introduced into the class-
room, a step that should occur only af-
ter the children have developed suffi-
cient small muscle ability.

However, reading readiness does not
depend on physical readiness alone. Like
all the arts, music is a means of commu-
nication between humans. It is not as
precise as word language because, in Dr.
Walter’s words, it lacks propositional
elements (that is, it is not a problem-
solving tool used to investigate phenom-
ena or situations), and it speaks to us on
a different, more intangible, plane. Even

continued ...
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Focus on Literacy

though its “alphabet” is limited to twelve
tones, together with its form-giving ele-
ment of rhythm, its expressive possibili-
ties are endless. We probably agree that
this language is no less complicated than
word language.

To continue the comparison of mu-
sic with language, let us return to read-
ing readiness. From birth, children are
surrounded by language. They begin
to differentiate sounds, then to under-
stand the meanings of words and sen-
tences, all of which they imitate. Dr.
Walter’s term for this type of learning
is “incidental learning,” the process of
which is a subconscious assimilation
through hearing. By approximately
age five or six, children are mentally
able to formulate complex ideas and
to express them clearly and fluently.
At this time, they are ready to begin
the process of transforming the sound
of words into visual symbols. Even
then, learning to read can be an ardu-
ous process!

In order for our students to be ready
for musical notation we should afford
them similar preparation: years of expo-
sure to, and unconscious assimilation of
music through singing, playing and
dancing, in the absence of a visual pic-
ture such as TV. (I am aware that this is
virtually impossible in our technologi-
cal age with the all-pervasive influence
of the entertainment media.)

1 am not saying that children should
not be allowed to watch shows which are
appropriate to their age. But in my opin-
ion the learning process which keeps the
imagination active is not through the eye,
but through the ear. For example, have
you ever noticed the difference between
becoming acquainted with a Grimm’s
fairy tale by reading it or having it told
to you, and seeing it on screen (usually
in an altered version, 4 la Hollywood)?
In the first case, your mind will form a
picture according to your own imagina-
tion; in other words, your mind is ac-
tively involved. In the second instance,
it passively accepts the picture on the
screen. Even though music (or what
passes for music) is usually part of a
show, the visual aspect is overpowering.
We also must remember that all of these
presentations addressed to children are
conceived by adults who impose their
own ideas on the child’s world.

10

As teachers, we cannot control the
students’ exposure to passive, visually-
oriented and mindless entertainment. We
also cannot reconstruct a time in which
musical competence was achieved
through subconscious assimilation and
participation in the activities of the com-
munity, the church or the tribe. Neither
can we afford the many years it would
take the children to become totally con-
versant in the language of music before
musical notation is introduced.

Therefore, we must look for solu-
tions that do not compromise the es-
sence of Orff Schulwerk. We are for-
tunate to have at our command a teach-
ing approach that is, in Dr. Walter’s
words, the nearest thing to incidental
learning a school can provide. But it
will only work if it is used in the way
Carl Orff envisioned it. That means
that we allow ample time for making
music and engaging the children in

form and invent rhythmic phrases?

It has become almost universally ac-
cepted to use the Kodély method along
with Orff Schulwerk under the premise
that the more ingredients, the better the
brew. I personally am not convinced that
this practice increases the success we
have with children. Orff Schulwerk and
the Koddly method have different goals
and they are approached in completely
different ways. To combine them can
only lead to confusion amongst children,
at least until such a time when they are
mentally ready to understand the ab-
stracts of transposition. The learning
processes are different; whereas in the
one, learning the relationships between
pitches is achieved through endless rep-
etition and the help of a sign-language,
the other seeks to develop pitch recog-
nition through the ear alone. Rhythm is
approached differently also. In one, a
mechanical recitation of “ti’s” and “ta’s”

Our foremost goal must remain to safeguard the improvisa-
tional and creative nature of the approach and to develop
our students’ musicality and love of music. Humankind
made music long before any notation was invented. Faced
with a choice, making music is more important
than learning to read it.

other music-related activities. Above
all, the child’s physical coordination
and auditory sense have to be devel-
oped and made conscious before the
teaching of written sound symbols is
attempted. What sense is there in mak-
ing children learn the placement of
black dots on lines and in spaces be-
fore they can define and reproduce the
movement of pitches with some degree
of precision in singing and on instru-
ments? Similarly, can they make the fine
distinctions in note heads and stems that
determine the time element before they
have gained the amount of rhythmic se-
curity and coordination necessary to per-

is used; in the other, rhythm becomes a
living musical force through language
with its never-ending variations. There
is no doubt that the latter process is more
time consuming, but in my opinion the
long-term gain in developing the mind
and the ear, as well as better under-
standing of language, is invaluable.
Perhaps it suffices to say that both
approaches have their own merits and
goals and to mix them does not do jus-
tice to either.

Since musical notation incorporates
both time values and pitches, for
teaching purposes, it makes sense to
separate the two. Probably all of us
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start with rhythmic notation because
the children have had much experience
in motor skills and in using the body
as a percussive instrument. As soon as
they have internalized and are able to
reproduce and to freely manipulate
two different note values, such as a
quarter and two eighth notes, or quar-
ter and half note, the symbols can be
introduced to them. It is not necessary
to start with an invented pre-notation
because this only means re-teaching
later. However, the names of the note
values are difficult and meaningless
for a first-, or even second-grader, so
that it helps to invent names that make
sense to the young students. Reading,
improvising rhythms and notating
them should follow the introduction of
each new note value.

The same careful approach holds true
for pitch. It should be introduced only
after the children are thoroughly famil-
iar with rhythmic notation; are able to
echo melodic half phrases, at the mini-
mum; and are acquainted with the
pentatonic major and minor modes, their
scale construction and transposition to
nearby keys. All of this is easily visual-
ized on the barred instruments. Even
though the eye is involved, it is the ear
that determines the sound. A tiny bit of
“theory” regarding home-tone and the
nuclear pitches for melody, much expe-
rience with clear melodic examples, and
extensive echo and question-answer play
will pave the way to internalization of
the characteristic major and minor
sounds. Unlike echo-singing, which hap-
pens almost instinctively and does not
require association with certain pitches,
repeating phrases on a barred instrument
involves a more complicated process.
The ascending or descending movement
of the pitches stepwise or by larger and
smaller leaps must be determined cor-
rectly and reproduced on the instrument.
* The listening techniques involved need
to be explained to the children. With
some experience they will be able to hear
a musical phrase and almost instanta-
neously visualize in their minds the
soundbars used. (I have them close their
eyes while listening to improve their
concentration.) In this way conscious lis-
tening takes place, and echo by trial and
error is eliminated, at least to a great
extent. Intervals need to be studied with
special care and here a combination of
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singing, playing, movement and a bit
more basic theory, such as learning their
names and studying their inversions, will
help the children internalize the sounds.

This process takes the better part of
two to three years, depending on the fre-
quency of music instruction. If this
seems to be a long time, we must not
forget that during this period the
children’s auditory abilities, as well as
their mental readiness to commit a sound
language into an abstract notation, will
have grown accordingly. However, oc-
casionally there will be an exceptionally
gifted child whose auditory perception
skills have developed to such a degree
that he or she will always prefer to learn
music by rote.

How to introduce pitch symbols is a

teacher’s own choice. I always begin-

with the general concept of pitch nota-
tion, that is, I familiarize the children
with the complete staff and the theory
of note placement. Only then do we zero
in on specific pitches.

Just as in language, reading is one
thing, but to have to write down what
one hears — the spelling, so to speak
— is infinitely more difficult and quite
impossible unless the students’ audi-
tory faculties are well developed. As
soon as reading is introduced, short
exercises in notating and in dictation

should be included (presuming that the

same practice has been followed with
rhythmic notation). This prepares the
children to notate their own musical
ideas in the same way that they learn
the written language which enables
them to write down their stories. It is
important, however, that improvisation
precedes notation and that a musical idea
has first been worked out before it is
expressed in writing. Otherwise, a flu-
ent melodic line will not be achieved.

Eventually, simultaneous sound
shown vertically will be added to the
successive time element that is written
horizontally. Again we should begin with
only the simplest scores consisting of a
melody with an accompanying bordun.
It will take several years for the students
to decipher a larger score from the Orff
Schulwerk volumes, but the time will
come when learning the various instru-
mental parts from the score will be more
practical than trying to teach many
parts by ear. Moreover, introducing the

students to larger music scores will not
only give them an understanding of
longer forms, but also of more com-
plex orchestrations.

I have presented an ideal picture of
how music literacy should be developed
in Orff Schulwerk. I know fully well that
the present state of music education in
our schools does not allow time for stu-
dents to develop musically at their own
pace. As a matter of fact, the current situ-
ation in most schools is a rather infertile
ground for realizing the Orff Schulwerk
philosophy. Since we have to compro-
mise much of what we believe in, what
are our options?

Our foremost goal must remain to
safeguard the improvisational and cre-
ative nature of the approach and to de-
velop our students’ musicality and love
of music. Humankind made music long
before any notation was invented. Faced
with a choice, making music is more
important than learning to read it.
Today’s society is so visually-oriented
that listening has become a rare art. I am
not only talking about music, but about
human relationships in general. Perhaps
we can help our children in more than
one way, if we teach them to listen to
each other through learning how to lis-
ten to music.

Brigitte Warner taught for twenty-
three years at the Key School in Annapo-
lis, Maryland, where she developed a
model Orff Schulwerk program. Her
1991 book, Orff-Schulwerk: Applica-
tions for the Classroom, has become a
classic among Orff Schulwerk teachers.
She has been active in AOSA for many
years as co-founder and member of the
Mid-Atlantic Chapter. Brigitte is the re-
cipient of AOSA’s 1994 Distinguished
Service Award.

! Dr. Walter’s speech, “The Orff Schulwerk
in American Education,” can be found in
Orff Re-Echoes I on page 14.
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Focus on Literacy

Using Folksongs as a Means for Achieving
Musical Literacy

F E ‘1 o achieve the goal of musical lit-
eracy it is critical that the teacher
provide a thoughtfully selected cor-

pus of carefully graded musical learning

experiences using time-honored repertoire
of the highest quality and value — musi-
cally, culturally and aesthetically. This body
of materials, together with prudently or-
chestrated musical experiences designed
to engage students emotionally and in-
tellectually, provides the means for in-
troducing gradual, sequential skill devel-
opment intended to cultivate the child’s
ability to respond musically, write what

is heard, and perform what is read; in a

word, to be musically literate.

One of the general musical problems
in elementary music teaching of this cen-
tury, and I suspect the next, is that mu-
sic teachers using folk music as a ver-
nacular in their classrooms are, in most
cases, likely to be uninformed about the
processes of the music of oral tradition
— how it is created, disseminated, per-
petuated, and used. This is not the fault
of the music teachers, but can be traced
rather to their professional training.
Typically, music teachers learn
folksongs from print, a regrettable cir-
cumstance, which leads to performances
of folksongs conforming to standards
emanating from written tradition. What
is seen on the page is what is performed.
Excellence is measured in terms of such
criteria as perfection in intonation,
phrasing and diction rather than accord-
ing to what is considered excellent in
non-written musical traditions: good
process, good feel, believability and
unself-conscious musical variation.!

Unfortunately, the notated folksong is
a feckless symbolic skeleton. It is up to
the interpreter — informed in the ways
and means of folksong performance pro-
cess and style — to carry out CPR on
the notation and breathe life, spirit and
humanness into the song to make it mu-
sically alive. So resurrected, the charac-
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Jill L. Trinka

teristic net result is a rhythmically fluid
performance replete with rhythmic ir-
regularities, flexible and natural conces-
sions between text and tune, irregular
lengths of vocal sections, intermittent in-
terpolations of altered meters, a pano-
ply of anticipations, synco-

pations and dotted rhythms,

entire courses of rhythmic instruction are
based. By way of example, the opening
statement of the rather raucous tradi-
tional play party, “I’ve Been to
Haarlem,” provides an excellent ex-
ample of this problem. The song is typi-
cally notated as follows:

and varying types of accen-
tuations. Such a perfor-
mance communicates an
improvisatory effect and vi-
tality that defies notation.

41
4 d s
I've beento Haar-lem) I've beento Do - ver.

[
d d 1, s, |d

[
d d 1, s

Moreover, the singing style
— usually underestimated
because of its simplicity and naturalness
— consistently displays a ubiquity of
stylistic vocal gestures (melismas,
glides, scoops, slides, drops in pitch,
groans, etc.) in transitions from note to
note. This type of performance re-
quires just as much “training” and ex-
periential encounter as good bel canto
singing.

Problematic for music teachers and,
consequently, for the stylistic lives of
folksongs sung in music classrooms, is
that (1) systematic analysis and index-
ing? of rhythmic and melodic patterns for
use in sequential musical

Subsequent rhythmic indexing
would place the song in the categories
of songs containing

[ I N

as the initial rhythmic motive,
repeated intial motive (melody and
thythm), and 4/4.

Consideration of the musical, cul-
tural, contextual and functional charac-
teristics of the song suggest that the
notation shown below more ably cap-
tures the boastful, yet playful attitude
expressed. o

literacy instruction is per-
formed on the mere bones
of folksong — the “well,
here’s sort of how it goes”
simplifications or abstrac-

SR S

e

w

I | | | P | |
d d 1, s, [d d d 1, s,
been to Haar-lem ] I've beento Do - ver.

tions of the fully fleshed-
out oral performance, and
(2) folksongs are not meant to be read
from notation; they are meant to be sung.
It is antithetical and a contradiction to
the processes of oral/aural tradition to
disseminate and perpetuate folksongs
through print.

In the first instance there arises the
need to question the accuracy of musi-
cal indices so generated. It would be use-
ful to examine carefully the time signa-
tures and rhythmic notations upon which

Subsequent rhythmic indexing on this
opening statement yields entries in the
following classifications:
=221 ™A 1 1 repeated open-
ing motive; 2/2. It is obvious that kow
this song would function rhythmically in
a sequential, literacy-based curriculum
is dictated by the notated rhythms and

continued...
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indexed classifications. Clearly, we need
to examine rhythmic notation in light of
appropriate performance style. In our no-
tations of folksongs we can ill-afford to
neglect their cultural contexts and func-
tions; therein lie many of the secrets and
mysteries of musical interpretation
which preserve the integrity and dignity
of this music.

T would like to suggest that the em-
phasis in Madame Erzsébet Szonyi’s
statement, “The heritage of folk music
acquired at school serves as a guide to
the understanding of all music-litera-
ture,”® rightfully belongs on the word
“guide” and that this may be interpreted
in two ways. First, rather than having
children “read” the folksong, it is more
appropriate to the integrity of this musi-
cal tradition to perform more stylistically
correct interpretations with rhythmic and
melodic flexibility. As a “guide,” the
notation of the folksong presented to the
children should be an abstraction of it,
notated without text, and using meters
and rhythms that allow for successful
reading without completely abusing the
song’s heritage.

For example, the Black street song,
“Step Back, Baby,” (Figure 1) is per-
formed in a rhythmically vital and flex-
ible manner, as suggested by the choice
of time signature and rhythms.

Figure 3. 2/4 abstraction of “Step Back Baby” for reading.

Using the folksong as a guide, the
teacher might create a notation (abstrac-
tion of the song) for the children to read,
providing them with practice in reading
notation utilizing the rd I, pentatonic
trichord with special attention to the de-
scending Perfect Fourth (r-1,) and re fi-
nal, with simple rhythms in 4/4 time
(Figure 2).

A different abstracted notation might
allow for practice of the eighth-and-two-

sixteenth-note rhythmic figure in 2/4
(Figure 3).

I opened up the door and let ‘em in,

Then I picked up my fryin’ pan,

Step Back, Baby
CJ =c.100
Call Response:
o O i e T I s T N N N N e S Y N O
4 v d L Lqd r 4 ror d I, d r
Not last night but the |night be-fore, step back, ba - by, step back.

1 OF T 1 |[FT1 - A_P7Y
rrr d I, d dr _I,
Twen-ty four rob-bers at my  door,

Hit ‘em on the head with a rollin’ pin,

step back, ba-by, step back

step back, baby, step back.
step back, baby, step back.
step back, baby, step back.

Ya shoulda seen the way them robbers ran,
Well, some flew east and some flew west.
And some flew over the cuckoo’s nest,

Oh, step back, baby, step back,

Yeah, step back baby, step back ...(fade out).

step back, baby, step back.
step back, baby, step back.
step back, baby, step back.
step back, baby, step back.

Figure 1. Performance notation of “Step Back, Baby.”
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Neither of the notations in Figures 2
or 3 can in any way be construed as be-
ing the street song. Much in the tradi-
tion of Dissertation Abstracts Interna-
tional, which functions to provide sum-
maries of volumes of work conducted as
original research by doctoral candidates
the world over, the abstracted notation
of a folksong functions as a guide in de-
veloping music reading skills. As such,
the two derivations above make no use
of text; to do so would be to suggest that
this is how the song goes when, in fact,
it doesn’t, as it exists in the tradition of
Black street songs.

Second, the folksong is an expression
of a culture’s or nation’s spirit, forged
as a congruous marriage of text and tune
and constituting a complete, formal unit.
Having stood the test of time, emerging
in variant manifestations, it is a melodic,
rhythmic and formal embodiment of
what is musically significant and mean-
ingful to a people. Determination of what
is musically characteristic, for the pur-
pose of identifying how a people behaves
musically, requires analysis and classi-
fication of vast amounts of music. We
have made only a small dent in this re-
gard given the numerous and rich oral
traditions in the United States. We

_ need to be vigilant in questioning the

authenticity of notations, particularly
of less familiar musics, published for
school use.

The mixture of cultural expressions
in North America poses interesting chal-
lenges for those teachers using folksong
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as a means for achieving the goal of
musical literacy in elementary music
programs. We have a professional obli-
gation and responsibility to find and use
intelligently the best, most characteris-
tic examples of our myriad cultures. It
is by establishing “knowns” that we lead
our students to compare study of simi-
larities and dissimilarities with “un-
knowns.” To select the atypical as a foot-
hold for music study cannot serve the
purpose of using folksong as a founda-
tion and guide for understanding world
musical literature. It is a life-long task,
but necessary if we are truly dedicated
to preparing our students to be literate
in the oral, aural and written music lit-
erature of the world.

Jill Trinka is Director of the Uni-
versity of North Texas Center for Con-
temporary Studies in Music Education
Koddly and Orff Certificate Programs
where she also teaches graduate
courses in musicianship, elementary
music pedagogy and folk music. She

received Koddly Certification from the
Franz Liszt Academy of Music in
Budapest as a Ford Foundation Ringer
Fellow. Internationally recognized as
an engaging clinician, lecturer, and
performer, Dr. Trinka plays guitar,
dulcimer, autoharp and banjo. She has
recorded three volumes of Folksongs,
Singing Games, and Play Parties and
is presently completing a fourth CD,
The Little Black Bull.

Footnotes

! Trinka, J. The Performance Style of

American Folksongs on School Music
Series and Non-School Music Series Re-
cordings: A Comparative Analysis of Se-
lected Factors. (1987). Unpublished
Ph.D. Dissertation. Austin: The Univer-
sity of Texas at Austin.

2 Sequential presentation of character-
istic musical features and patterns for
developing musical literacy requires
the expenditure of countless hours
finding and gathering folksongs, no-

Focus on Literacy

tating them in a systematic fashion,
analyzing them for such parameters as
song type, genre, melodic content,
scale, tonality, form, and motivic and
extra-musical indexes of the informa-
tion gleaned from analysis. The in-
dexes facilitate planning of sequential
instruction in which the teacher
weaves emotional and intellectual
content within and between musically
connected lessons. In the hands of a
master teacher, the individual lessons
are constructed to exhibit balance in
singing, playing, moving, thinking,
reading and writing activities, engag-
ing children actively in musical learn-
ing. It should be noted that “playing”
refers to child-play (as in children’s
singing games), the playing of instru-
ments, and activities that provide nec-
essary release for children following
a period of concentration.

* Szonyi, E. Kodaly’s Principles in Prac-
tice. (1973). London: Boosey and
Hawkes. 69.
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and looking at a dance notation on the

board. Instead of waiting for the
teacher’s instruction, the students decode
these symbols and translate them into ap-
propriate actions. On another day children
watch dancers perform a movement se-
quence and translate the movement into sym-
bols which they place on a linear graph re-
sembling a musical staff. Young children
might even invent their own notation with a
graphic display that may include lines,
circles, dots, spirals and arrows which inter-
sect and overlap to show movement designs
in space and accents in time.

In the classroom of the future, children
will probably station themselves at comput-
ers. Images of animated figures will bend
and stretch, leap and jump as nimble fingers
point and click or drag a mouse. Students
will interact with the stylized figures on the
screen and transfer their creations to live
dancers. In addition, dance video digitiz-
ing and holographic techniques are already
on the horizon.

I magine children entering the classroom

The ability to translate movement into
symbols and symbols into movement is
dance literacy. Because literacy is most of-
ten associated with the ability toread or write,
and dancing is usually learned through imi-
tation, dance literacy may seem to be a for-
eign idea. But the history of dance boasts
more than eighty-five movement languages.
Cave drawings and rock paintings were prob-
ably the first attempts to capture dance. And
though it is a long way from stick figures
to computer imaging, the vast array of no-
tation systems attests to man’s need to
record dance.

An Historical Overview

The earliest type of written dance nota-
tion dates from the Renaissance with the pub-
lication of Arbeau’s Orchesography in 1589.!
This historic volume describes letter abbre-
viations for the names of steps: “R” indicated
reverence or bow; “s” a single (step close
step or RL R) and.“d” a double (four steps
or R L RL). Many scholars of period dance
still use this original notation. In fact, the
American edition of Music for Children,
Volume 3 contains a few examples includ-
ing “The Pease Branle” and “Sellenger’s

Round.”
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Except for a very few examples such as
Benesh (developed in 1956) and Eshkol-
‘Wachmann (developed in 1958) most nota-
tion systems have fallen into disuse because
they are extremely limited in their applica-
tion. Labanotation, a system currently in use,
will be discussed later in this article.

Dance notation has been developed in or-
der to preserve choreography or to study a
particular movement vocabulary with the
idea of reproducing it. But other permanent
records of dance exist. For instance, the re-
lated arts of painting, sculpture and ceram-

ics have always been a great source for the -

study and enjoyment of movement style and
design. Art history abounds with master-
pieces of visual art that show dance as an
integral part of life, and these have been a
great help in the search for historical materi-
als. Consider the classical Greek vases,
Hindu dancing Shivas, Brueghel’s peas-
ants, Toulouse Lautrec’s cancan dancers,
Degas’ ballet dancers.

With advances in photography in the lat-
ter half of the nineteenth century, movement
images could be frozen in time. Because they
are capable of seizing the moment of peak
intensity, photographs of dance are a mar-
velous source for discovering or “reading”
the dancer’s expressive intent. The remark-
able evolution from static photos to exciting
improvisational images has not only docu-
mented the work of famous dancers, but con-
tinually inspires students to spontaneous
movement. Show a child a great photo and
he will say, “I can do it!”

The advent of film made possible the re-
cording of moving images, and when viewed

along with sound, an overall impression of .

dance pieces became a reality. But films are
shown on a flat screen and dance takes place
in multi-dimensional space. Inferior lens
quality or inadequate lighting are often re-
sponsible for poor images. Films used for
study must be slowed down and movement
that is fast may (incorrectly) appear slow.
Also, the dance director must reproduce a
mirror image. Three dancers, A, B, and C,
standing next to each other on the screen
must become C, B, and A on the stage.

With the development of video technol-
ogy, recording moving images became more
convenient and less costly. However, films

and videos of interpreted works may include
errors, poor technique or faulty style, and
therefore may not provide a true representa-
tion of the work. Dance notation, like musi-
cal notation, is the most accurate and objec-
tive record of the composer’s or
choreographer’s intention.

Rudimentary Notation

The backbone of movement and dance is
thythm, and early experiences with formal
dance notation should begin with an under-

. standing of rhythmic form and analysis. The

following system of rudimentary notation for
the classroom was developed by Margaret
H’Doubler at the University of Wisconsin.
Many teachers may use similar introductory
approaches to dance literacy.

Awareness of the beat is introduced by
walking. The teacher draws the attention of
the children to the feel of the movement and
sound of a steady succession of steps. This
is the underlying time unit or beat. The beat
is further reinforced by clapping or beating
a drum. Later this is translated inito visual
dashes of equal length and children “see”
their steps on the chalk board.

A “slow walk” takes two dashes; a “fast
walk” uses one half a dash. Movements of
any speed always maintain a relationship to
the basic underlying beat.

. slow walk
e e e e DEEE

The teacher may identify the beats as
walks or Steps (“S”), and teach the initial
for all locomotor forms: “R” for run, “L” for
leap, “T” for jump, and “H” for hop. When
the letter of the locomotion is placed over
the note value, the rhythmic pattern is read
as a step pattern.

step pattern
rhythmic pattern
beat

Students make a natural transition from
horizontal to vertical notation. “Stick”
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notes replace the horizontal dashes. Loco-
motor indications remain the same.

ml'lml.

These visual, auditory and kinesthetic
experiences all contribute to an awareness
of the beat and the understanding of rhyth-
mic form. Before long students can create
their own combinations by changing the
thythmic pattern and/or the step pattern.
This rudimentary rhythmic notation pro-
- vides an easy stepping stone to learning
musical note values.

J Jd| .
For

S S8 SH LL J

Sticks are up for the right foot, down for
the left foot.

Notation in Orff Schulwerk
Literature

With the extreme time constraints for
creative movement in the music class-
room, teachers will find the notation sys-

tems in the Orff Schulwerk volumes very

easy to use.

Dances are notated in Volumes 1? and
Volume 2% of the American edition of
Music for Children. Volume 3 pictures a
detailed legend*, and this is further de-
scribed in Dance Education by Barbara
Haselbach®. Figures in space are repre-
sented by small triangles with lines to
indicate the shoulders. Shaded triangles
refer to males; open triangles, females.
Head couples are indicated by a dot in the
middle of the triangles. The “nose” may
point forward, backward or sideward, in-
dicating the facing of the body.

P <
B <] -
B <l

= right

L = left i
Orff-Schulwerk Music for Children
American Edition, Volume 3
Copyright © 1980 by Schott Music Corp.
All rights reserved
Used by permission of European American Music
Distributors Corporation, sole U.S. and Candian
agent for Schott Music Corp.
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dancers facing
each other
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As students become musically literate,
the movement notation in the Orff
Schulwerk volumes follows logically and
leads to a variety of problem solving ac-
tivities. In Dance Education, pp. 106-112,
Barbara Haselbach describes many move-
ment combinations based on this notation.
Numerous ideas for formations of dancers
are also illustrated on pp. 70-73.

In addition, floor paths and spatial de-
signs of straight and curved lines are pic-
tured in both Dance Education, pp. 68-69,
and Elementaria (G. Keetman), pp. 114-
1168, These visual images are ideas to be
translated into movement designs in space.
Exercises which combine spatial designs
with speech and song are notated through-
out both of these books.

Dance Education

Used by kind permission of European American
Music Distributors Corporation, sole U.S. and
Canadian agent for Schott & Co. (London) Ltd.,

London

Formal Notation Systems —
Labanotation

Although a number of sophisticated
dance notation systems are used today,
Labanotation has the widest application
in all forms of dance. Many students of
Orff Schulwerk are aware of movement

_ theorist Rudoph von Laban and his im-

mense contribution to modern dance and
movement education during the early
part of this century. He was also the in-
ventor of a meticulous dance notation

_ called Labanotation. It was brought to this
country by Ann Hutchinson Guest in 1954

and continues to be adapted and updated.
Many famous dances are notated in this
system and like musical scores, these dance
scores are copyrighted.

In 1973, a Labanotation “golf ball”
was designed by IBM, and as a result re-
cording on an electric typewriter became
precise and speedy. Today Laban’s sym-
bols are available on a program called
LabanWriter for use on Macintosh com-
puters. This symbol-based, user-friendly,

- software program was developed by the

Dance Notation Burean (a clearing house
and research center for dance notation)
and the Education and Research Divsion
at Ohio State University. Dance notaters
now travel around the world, click on
their portable laptops, and set pieces for
dance companies.

Young children who have been edu-
cated to be aware of the elements of
movement can learn to read elementary
Labanotation. It is like playing with
puzzle pieces. Each symbol carries in-
formation. Direction of movement is in-
dicated by the shape of the symbol.”

Direction Symbols

forward
left forward []] H right forward
diagonal diagonal
side left [ [] D side right
place
left back right back
diagonal diagonal
back

Level of the movement is shown by the
shading; diagonal strokes for high, a dot
for middle, and blackened for low.

% forward high H place middle

} right side low

The part of the body that is moving is
indicated by the column on the staff in
which the symbol is placed. A Labanotation
staff represents the human body; the cen-
ter line of the staff divides the left side of
the body from the right. Symbols to the left
of center line refer to the left-hand side of
the body; symbols to the right of the center
line refer to the right-hand side of the body.

The Staff
) ] it 11 [} 1
1 i 1 19 [} ] |
1 I 1 [ 1 1
' 1 | I [} 1 1
) ] [ | [ ] 1
N P -1
[ o YIRE-| I
IR U | (S
TE |8 MR HREE
1 ] %m tgla v 8 hlml":
Siaald 18]l et
§E5E S By
n /\ . :
left side right side
of body of body
continued...
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It’s an old familiar song. “Funds for music education aren’t

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

difference between music ... and the same old song.
WE SALUTE THE

NATIONAL MUSIC STANDARDS P.O. Box 597 « Elkhart, Indiana 46515-0597 « (219) 273-2213
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Duration of the movement is shown by the
length of the symbol.

TIMING
The length of the movement symbol
indicates the relative time vaiue.

o=l d- d=1d-0

The staff is read from the bottom up,
moving forward in time. The tick marks
on the center line divide the time into beats
and the horizontal lines correspond to the
bar lines in music.

A L
N3 s 1
1 £ L 8
g 4
o
| E !
NE
+ 2 + s
4 3
The basic staff One measure " One measure
is marked off of 2/4 and one of 3/4 and one

into regular measure of 4/4 measure of 6/8

units of time

ole

L)

Forward steps in a normal walk.

Arm gestures, head movement and even
movement in fingers can be mapped out
along the staff. Movements written on the
same horizontal line occur simultaneously;
movements written one above another oc-
cur sequentially. Labanotation is indepen-
dent from the musical staff but a musical
staff can fit vertically in place alongside.

Detailed study of Labanotation includes
Effort/Shape, a description of movement
in terms of its quality and expression. A
graph illustrates Laban’s “basic efforts”
(the flow of tension) and his eight “basic
actions.” Laban’s graphs picture an amaz-
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ing range of movements and tensions and
serve as both a visual stimulus for move-
ment and a “language” to record move-
ment.

(light) (indirect)
SPACE
(direct)
Flow (fresz) {bound)
Time (slow) (quick)
(strong)
Weight
Basic efforts

r— press
I/l wring ( slash

I/“‘ glide I/—- dab

IJ float IJ flick

Basic actions

Good observation and accurate analy-
sis are necessary to read and produce
Labanotation. While class time should cer-
tainly not be devoted entirely to notating,
a few minutes of this activity on a regular
basis is fun and gives a good foundation
for further study.

Folk Dance Notation

Many folk dance leaders use a rhyth-
mic notation based on a series of boxes to
represent beats. Boxes placed alongside
one another form groups or measures of 3,
4,5 or 6. An “X” in the box means an ac-
tion takes place on that beat. An empty box
is arest. A division of the beat is shown by
dividing the box. “R” or “L” represents
right or left foot; “B” indicates both feet or
ajump. The pattern for a schottische would
look like this:

XXX XX XXX IXIXIXIXIXIX]
LRLLURLRRLLRRLLRR

Dancers are often pictured as little
circles (females) and squares (males) with
arrows indicating direction of movement.

Generally these symbols can be understood
without a great deal of study.

Practical Applications

Dance literacy is useful for teachers and
serves to expand students’ understanding.
1t aids recall of sequences from one lesson
to another or from rehearsal to perfor-
mance. Though we are cautioned to teach
only what we have experienced, this is the
ideal, and in the everyday realm of the
classroom this may not always be practi-
cal. Many teachers must search through lit-
erature to find what is just right in their
given situation, and notation provides ac-
cess to literature that might not otherwise
be available to them.

Texts, together with notation, drawings
and videos, help choreographers, directors
and teachers reconstruct dances and com-
municate variations of style and feeling.
Musical terms such as adagio or presto are
common, or directions may be given: “to
be performed with precision” or “in a
stately manner.” Sometimes a short poem
may set the flavor as in Martha Graham’s
Letter to the World (1940), which was in-
spired by Emily Dickenson’s verses.

As video technology and computers find
their way into every aspect of the learning
environment, research continues at an ac-
tive level to discover their use as creative
tools. Choreographers Twyla Tharp in
Catherine Wheel (1983), Bill T. Jones in
Still/Here (1994), and Merce Cunningham
in Trackers (1992) and Oceans (1994) used
these new technologies as adjuncts to the
choreographic process and theatrical per-
formances. Cunningham has choreo-
graphed with a software program called
Life Forms developed by Tom Calvert
at Frazer University in British Colum-
bia, Canada.

The Future

In the next ten years, our children will
have computer skills and operations that
we never dreamed possible. CD ROMs will
store music and choreography on a single
disk. These are sure to intrigue children.
Programs like Life Forms, which simulate
dance figures, will offer new modes of in-
teractive learning. These avenues, along
with dance scripting, might spark interest
in children who may be otherwise reluc-
tant to explore movement.

continued...
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percussion catalogue
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Glen Burnie, Maryland 21061-2557. Tel410 553 9700 Fax 410 553 9502
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LifeForrns, Simon Fraser University. Used with permission

Dance literacy has a long history. Its de-
velopment has evolved with the need to
preserve great works of art as well as with
man’s overall ability to codify experience.
In school, teachers must take care not to
sacrifice the child’s natural spontaneity to
learning notation systems, but why not of-
fer students the option to record their
dances as they write their music and sto-
ries? This may be an invented system in
which the children agree on the meaning
of the symbols, or a more formal one as
described above.

For teachers of Orff Schulwerk, dance
literacy adds a new and exciting dimension
of learning as it helps develop increased
kinesthetic awareness and sharpens the
power of observation. Because of the sheer

complexity of human move-
ment and the elemental nature
of the movement impulse, it
is unimaginable that dance
notation will ever replace ac-
tual dancing. Lovers of cre-
ative movement and guard-
ians of the artistic impulse
should feel no threat from
dance literacy. These new lan-
guages will carry children
beyond the year 2000 and into
the new century.

Claire Levine holds a M.S.
in Dance from the University
of Wisconsin and Orff certifi-
cation from Oakland Univer-
sity in Rochester, Michigan. She currently
teaches creative dance and Orff Schulwerk
to students at the Academy of the Sacred

Heart in Bloomfield Hills, Michigan and .

at the Detroit Psychiatric Institute. She has
taught movement in certification courses
across the U.S. and has been a frequent
presenter at national conferences. She has
served on the National Board of Trustess
of AOSA and continues to work on the
Movement Sub-Committee of the Teacher
Training Guidelines Task Force.
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Note Versus Rote, 1720-1995

mong the first musical sounds cre-
A ated by Furopeans inthe New

World were psalm tunes sung by
Protestant settlers. By the 1720s the previ-
ous hundred years of psalm singing in
America had produced two divergent tra-
ditions. One was the practice of using no-
tated tunes in the psalm books of the time.
The second practice was the oral practice
or “Usual Way” in which the congregation
learned the psalm tune by rote through the
practice of “lining out.” In this practice the
deacon or pastor himself would recite each
line before it was sung by the congrega-
tion. Few people of the congregation could
read music, so over the years the second
tradition gained the upper hand.

The existence of two traditions resulted
in few songs having common usage and even
those were imperfectly remembered. Local
variations developed and fragments of one
tune often found their way into another. The
pace of the music in the Usual Way tradition
became slower and more erratic because lin-
ing out interrupted the flow of the music,
which had to be started up anew with each
phrase. The slower tempo also led to embel-
lishment of the tune.

In his book, The History of American
Church Music, Leonard Ellingwood ob-
served that “psalmody had relied on the oral
tradition, had avoided the use of professional
musicians and had found the musical level
at the lowest common denominator of qual-
ity. Consequently the congregations of 1720
were able to sing far fewer tunes than those
of 1620.7}

The more musically literate of the popu-
lace came to oppose the Usual Way. They
objected to the practice of lining out (“prais-
ing God by Peace-meal” as one critic put it).
They also opposed the slow tempo, the
florid embellishments and decried the
small amount of songs in common use.
They wanted to do “regular singing” and
the controversy of “note versus rote” train-
ing was born.

What the reformers desired could happen
only if people learned to read music. The
need for instruction by a “master” produced
one of the most important and pervasive
- musical institutions in our history —the sing-

ing school. It began in New England in the
22

Dianne B. Hardy

1720s and spread throughout a broad area,
well into the middle of the 19th century.

Singing schools were usually not con-
nected directly with churches although their
purpose was to improve hymn singing in
church. The singing-masters who conducted
the schools lived itinerant lives, moving from
one community to another, and had few
qualifications other than being able to carry
a tune well and read music. Most of the pu-
pils were young people and the school was
their first exposure to music reading. They
usually met two or three times a week for
three months and ended with an “exhibition”
which gave them a chance to show off what
they’d learned. The singing-master then
moved on. '

How were the pupils taught music? The
first step in learning to read music was to
memorize all the rudimentary material and
then sing various intervals while reading
musical notation. These exercises were much
like what we’d call warm-ups today. Pitch

Music in American teacher training be-
gan to emerge as the push for music in com-

~ mon schools intensified. “Normal” depart-

ments began to appear in universities in 1831,
although before the Civil War neither music
courses in liberal arts colleges nor the musi-
cal training programs offered by conserva-
tories directed their efforts specifically at
preparing music teachers or training class-
room teachers to give instruction in music
to elementary school teachers.

In 1833 Lowell Mason opened the Bos-
ton Academy of Music, which from the out-
set included a teachers’ class “for-instruc-
tion in the methods of teaching music, which
may be composed of teachers, parents and
all other persons desirous to qualify them-
selves in teaching vocal music.”? Mason’s
legendary teaching demonstrations at the
academy became the heart of a burgeoning
interest in the training of music teachers in
the United States. Mason taught that students
should first hear a song and sing it before

The teaching of music reading and sight-singing is less of a priority
to teachers today than it was even a few decades ago. Music educators
today frequently have more ambitions: to create an appropriate learn-

ing environment for children of all abilities, to promote the under-
standing of various musical concepts and to foster the cognitive, affec-
tive and psychomotor development of students.

was taught before rhythm. Reading was-

taught using the scale. The students learned
letter names for three staves — treble, alto
and bass — and used a solmization system.
Only after they performed the pitches and
thythms correctly were they allowed to sing
the tune with words. The students also
leamed about major and minor keys and how
to beat commmon rhythm patterns.

Despite the singing-masters’ lack of ex-
tensive training, over the years the singing
schools had great impact in raising the gen-
eral level of musical literacy, in expand-
ing the repertory of music available and
in encouraging the development of native
COmMpOSErs.

reading the music. This was a radical depar-
ture from the norm and set off another round
in the continuing debate of note versus rote
training in music.

In the Boston Public Schools from 1864
to 1879, first year students in the primary
schools sang songs by rote from a textbook
containing scales and exercises written in
staff notation, in the various number nota-
tion systems in use at the time and in solfege
syllables. Second year students learned songs
by rote and third year students by note, copy-
ing notation from the blackboard onto slates.
In the grammar schools, students learned
songs by note, singing scales with numbers,
syllables, and letter names. They conducted
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singing and studied intervals in the third year
and studied harmony in the fourth year.
During the years from 1865 to 1900, mu-
sic education classroom methodologies
flooded the market. In 1870 Luther Whiting
Mason (no relation to Lowell) published the
National Music Course, a set of music texts
for the classroom advocating the rote ap-
proach. Reacting to Mason’s method, Hosea
E. Holt and John Wheeler Tufts published
the Normal Music Course in 1883, a note
" method which promoted the study of nota-
. tion, tonality and intervals before singing the
song. Teachers aligned themselves with the
two views of note and rote teaching, cham-
pioning the virtues of each through speeches
and papers. Everywhere the issue was de-
bated, and the argument continues in Ameri-
can schools today. Many educators of the
time published; those favoring the note ap-
proach published music readers, often in
graded series, while those favoring the rote
approach published song collections.

In 1895 Frederick Ripley and Thomas
Topper published the Natural Music Course.
Though essentially a note method, it com-
bined some of the musicianship of the rote
approach. It became the basis for those teach-
ers who sought a compromise between the
two schools of thought.

In the post Civil War period, educators
sought to approach classroom subjects in a
“scientific” manner. The note approach grew

in popularity because it allowed educators

to test the students for knowledge of facts
about music and also to evaluate their accu-
racy in sight-singing. Howeyver, by the end
of the nineteenth century a more child-cen-
tered psychology developed, and the pen-
dulum swung back to the more musical
rote approach.

In 1898 Robert Foresman and Eleanor
Smith published the Modern Music Series,
which was the first complete method series
to advocate the compromise approach. Stu-
dents in grades one, two and three learned
using the rote method to instill musicality
and promote familiarity with melody and
rhythm through song, while students in
grades four, five and six learned with the note
method. Foresman and Smith’s approach
proved to be the forerunner of the methods
used throughout the twentieth century.

Music educators today tend to agree that
some type of music reading program should
be initiated early in a child’s public school
years. Modern approaches to elementary
music introduce traditional notation only af-

ter students have experienced many differ-
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ent musical activities in a readiness program
that includes rote learning of songs and other
activities involving kinesthetic whole body
involvement. The middle grades generally
learn familiar songs written in musical nota-
tion while the task of actual music read-
ing is often reserved for the upper elemen-
tary grades.

The teaching of music reading and sight-
singing is less of a priority to teachers today
than it was even a few decades ago. Music
educators today frequently have more am-
bitions: to create an appropriate learning
environment for children of all abilities, to
promote the understanding of various musi-
cal concepts and to foster the cognitive, af-
fective and psychomotor development of stu-
dents. Music reading is incorporated into
many activities, but is no longer the primary
objective of music education and with so
many activities to include, only a small
portion of time can be spent practicing
music reading.

Since 1965, the methodologies of Kodaly,
Orff, Dalcroze, Suzuki and Gordon have
been extremely influential in classroom, vo-
cal, and instrumental programs. These ap-
proaches are based on aural or rote methods
that use sound and movement in various
ways. Many educators are decidedly in the
camp of one or another of the methodolo-
gies, but most recently, the trend has been
toward an eclectic approach.

A cursory look at elementary classrooms
today will reveal that the old note versus rote
controversy is still alive and well. Individual
teachers run the gamut from those unwilling
to teach musical notation to those who
spend all of their music class time in the
pursuit of literacy.

Finally, a tidbit of wisdom from the past.

Focus on Literacy

Lowell Mason said:

The best teacher will not be confined to
any particular previously laid out plan,
but will from the different methods make
out one of his own; not indeed one that is
stereotyped and unalterable, but one that
he may modify and adapt to the varying
wants and circumstances of his different
classes.?

Perhaps to an even greater extent today,
music teachers are faced with such a multi-
tude of philosophies that the true purpose of
music teaching can be lost in the shuffle of
ideas. It is our on-going responsibility, no
matter what approach we take, tokeep a care-
ful eye on what we are doing and why, never
losing sight of our foremost goal — to make
music a part of children’s lives.

Dianne B. Hardy is an Assistant Profes-
sor of Music Education at Dickinson State
University, Dickinson, North Dakota. She
holds a Ph.D. in Music Education from the
University of Oklahoma. She is the author
of a music game, Music Sight-Sing, Mu-
sic Appreciation for Children; and the Di-
agnostic/Prescriptive Sight-Reading Pro-
gram for piano.

Footnotes

! Ellingwood, Leonard.(1953). The History
of American Church Music. New York:
Morehouse-Gorham Company. p. 18.

? Heller, G. N. & Humphreys, J. T. (1991).
Music teacher education in America (1753-
1840) alook at one of its three sources. Col-
lege Music Symposium, 31, p. 54..

* As quoted by Robert Evans Nye and.
Vernice Trousdale Nye in Music in the El-
ementary School, 1st Edition. (1957).
Englewood Cliffs, New Jersey: Prentice
Hall. p. 174.
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Focus on Research
Janet Robbins, Editor

Discovered Literacy
Joyce Eastlund Gromko

4 hree years ago, several classroom g E
I teachers and I developed a music t@j:"
curriculum for their school with the

primary goal that each child become sym-
bolically intelligent in music.! More than
the ability to read and write using tradi-
tional musical symbols, musical symbolic
intelligence connotes full expression of the
symbolic function that includes discovered
literacy. Working on the theory that in- A
vented notations are valid measures of G g
musical understanding,? my graduate stu- ™ T
dents and I conducted a series of studies in Bounce A'd’l Bou e /oxv
which children invented symbols to con- Slow Slow
vey their musical understanding of famil- }
iar songs and original compositions.
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Figure 1-a Emily’s invented notation of
“Bounce High, Bounce Low” reflects an aware-
ness of pitch differentations.
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My research and field site is an inde-

1 |
pendent school that consists of five mixed- ’

age classrooms: three preschool classrooms . o . . .
of three-, four-, and five-year-olds, one Figure 1-b David's invented notation of “Bounce High, Bounce Low” reflects an awareness of

Slow

Slaw
E

lower elementary classroom of six-, seven-, relative highs and low, the discrete pitches of the tonebells, an awareness of relative fasts and slows,

and eight-year olds, and one upper elemen-
tary classroom of nine-, ten-, and eleven-
year-olds. Music education graduate stu-
dents Jodi Domer, Allison Poorman and
Brenda Pettigrew worked with individuals
and small groups on composition projects
while I worked with large groups on per-
formance projects. -

Invented Notations as Measures
of Musical Understanding

At the beginning of -our series of stud-
ies, I conducted a descriptive study in
which 1 sought the relationships among
children’s aural perception, sound produc-
tion, age, and the quality of their invented
notations. In a group setting, I tested the
children’s aural perception of similarities
and differences between short patterns us-
ing the tonal and rhythmic subtests from
the Primary Measures of Musical Audiation
(PMMA).? Individually, I tested each
child’s ability to sing and play “Bounce
High, Bounce Low” on tonebells, and tape
recorded the performances, which were
scored by three independent judges. At the
end of the individual session, each child
was invited to invent a way to write
“Bounce High, Bounce Low.” Children’s
potations for the familiar song ranged from

24

and the actual rhythms.

simply the initials of the song’s words with
no indication of pitch or melodic rhythm,
to marks or lines for pitch placed high and
low on the paper, and, in the case of one
first grader, to using traditional musical
notation.

Emily’s invented notation of “Bounce
High, Bounce Low” (Figure 1-a) reflects
her awareness of pitch, as shown by the
highs and lows of her line drawing that was
made while she sang the song. She added
the words as she sang it a second time, plac-
ing faster words closer together. Figure l-
b shows David’s invented notation of
“Bounce High, Bounce Low,” worked out
in stages. As he sang, he wrote the words;
as he sang a second time, he added arrows
to indicate relative pitches. With the
tonebells still in front of him, he added the
letter names of the tonebells and, finally,
he added rhythmic stems below the words.
My analyses indicated that notations that
embody an awareness of pitch, such as
Emily’s and David’s, are related to their
ability to sing, play, and aurally discrimi-
nate tonal and rhythmic patterns. Likewise,
notations that embody an awareness of
thythm also relate to singing, playing and

aural discrimination of tonal and rhythmic
patterns. On the basis of this finding, I con-
cluded that invented symbols embody
children’s musical understanding and may
therefore be valid measures of their musi-
cal development.

An invented notation reveals the psy-
chological dimensions of music (e.g,, pitch,
thythm, loudness) that its inventor finds sa-
lient. Hence, if a child invents a line draw-
ing of a melody that accurately conveys its
melodic contour, we believe the child is
perceiving the relative highness or lowness
of the melodic line and is beginning to form
a concept of pitch. While Emily’s notation
(Figure 1-a) indicates her awareness of
melodic contour and conveys a general
sense of how the song goes, David’s nota-
tion (Figure 1-b) conveys his psychologi-
cal perception of pitch (arrows), the actual
pitch names of the tonebells (letters), his
psychological perception of rhythm (slow/
fast labels), and actual rhythmic stems.
David’s invented notation reflects his per-
ception of the A bell as higher than the G
bell and his perception of eighth notes as

- faster than quarter notes.

continued on page 26...

The Orff Echo — Fall1995



! SA35 Soprano or Alto SA28
'$29.95 Stands $27.95

Concert biack, heavy duty corrugated
- stock. Choose 35° or 28" length.

RizaDek™
Portable Instrument
Stands

Order from MADDOX & CO.
(800) 942-3290

All stands are height adjustable and

come with accessory shelf and case.
$32.95 Stands for  $36.95

BA35 Bass or Glocks @GL35

Music and Instruments For Children

2430 So. University #103
Denver, CO 80210

(303) 778-ORFF

Many thanks to all our
past customers for

your continued support.
See you in
Dallas in Novembetr.

YOUR

# | SOURCE

for ORFF INSTRUMENTS
Ay

oo P

General Music s oustewmsoum

The Orff Echo — Fall 1995

_ South Bend, IN 46637

25



Preschoolers’ Visual Representa-
tions of Melodic Contour *

Working on the theory that invented no-
tations are valid measures of children’s mu-
sical understanding, Jodi Domer designed ten
weeks of music lessons for preschoolers in
which four- and five-year-olds learned sev-
eral folk songs by singing while painting the
melodic contour in the air. She wanted to
know whether children’s aural perception
skills and kinesthetic responses to a song’s
melody affect their ability to convey an
awareness of pitch in their invented nota-
tions. First, Jodi tested the children’s aural
perception of similarities and differences be-
tween short tonal and rhythmic patterns us-
ing the subtests from the PMMA. At the out-
set of her project, she.designed a Test of Vi-
sual Contours (TVC) in which she asked
children to sing four familiar folk songs:
“Rain, Rain Go Away,” “See-Saw,”
“Twinkle, Twinkle Little Star,” and “Lon-
don Bridge Is Falling Down™ and, while sing-
ing, to write the way the song goes on their
high-low charts. Figure 2 shows Anne’s ac-
curate line drawing for “London Bridge is
Falling Down” that reflects the movement
of her hand and the song’s melodic contour
as she sang the melody. The line drawing
shows her hesitation at the repeat of “Lon-
don Bridge is falling down” where her hand
slowed slightly. Each child received an ac-
curacy score on the TVC pretest and then
received ten weeks of music lessons. At the
close of every lesson, each preschooler no-
tated a folk song (different from those in the
TVC) on a high-low chart (such as the one
. shown in Figure 2).

After ten weeks of music instruction in
which preschoolers painted in the air every-
thing they sang, they were again given the
TVC, this time as a post-test. Our analyses
of PMMA scores and pre- and post-test TVC
scores revealed two findings: 1) that all chil-
dren improved in their ability to write the
way the song goes and 2) children with high
scores in aural perception, as measured by
the PMMA, were significantly better at writ-
ing the way the song goes than those chil-
dren with low scores in aural perception.

Invented Notations of Pre-Kmder-
garten Children >

Interested in comparing the difference be-
tween invented notations of familiar songs
with those of original compositions, Allison
Poorman worked individually with six three~
and four-year-olds on projects in which they

composed sound compositions and invented
a visual chart from sensory materials, such
as confetti pompoms, sponges, wooden
blocks, and glitter glue, to show how the
music sounded. She found all six preschool
children were capable of creating sound com-
positions. Two children found the art mate-
rials captivating and although they created
interesting visual charts, they did not asso-
ciate sound with the sensory materials. Hence
for them, the sensory materials did not func-
tion as symbols for sound. Two children read
from their sensory materials to reproduce
their original sound when Allison helped
them focus on their charts. Two children, a

. three-year-old and a four-year-old, read from

their visual charts to reproduce the original
sound without Allison’s help; their sensory

. materials functioned as symbols for sound.

Allison concluded that the preschool chil-
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Figure 2 Anne’s drawing for “London Bridge
Is Falling Down” reflects the movement of her
hand as she sang and reflects an awareness of
melodic contour.

Figure 3 Rachel’s invented notation of her original
composition consists of four motives and reflects an
awareness of pitch.

dren whose visual charts wereuseful asso-
ciated their psychological perceptions of
sound with visual materials, and therefore
were beginning to express musical sym-
bolic function.

Invented Notations of Original
Compositions

Brenda Pettigrew worked in individual
sessions with five third-grade students. All
of Brenda’s third-graders notated the melodic
sequences of their compositions; none no-
tated rhythm. Rachel’s notation in Figure 3
is to be read from bottom to top, moving from
left to right. The linear pole shape reflects
each motive’s melodic direction based on the
pentatonic scale. The first and third motives
are ascending; the second motive is a varia-
tion of the first; the fourth motive completes

continued on page 28...
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the song on the hometone. Rachel performed
her melody with a syncopated rhythm, al-
though she did not reflect thythmic differ-
entiations in her notation. '

e

Conclusion

In our experience invented notations re-
flect a developmental progression that moves
from general to specific, simple to complex,
whole to part. For instance, preschoolers’
invented notations are more likely to reflect
an awareness of steady beat or melodic
rhythm than an awareness of melodic con-
tour. Figure 4 shows one kindergarten
student’s steady beat peaks for “See the Little
Ducklings.” Each straight line represents one
steady beat of sound, a reflection of David’s

- hand movement as he sang. He stopped his
pencil for the rest and resumed moving it as
he continued to sing. Typical steady beat or
melodic rhythm marks used by the
preschoolers include peaks, scallops, and
loops. Figure 5 shows Benj’s peaks for
“Rain, Rain Go Away” that follow the me-
lodic rhythm of the song. Each line reflects
one word.of text rather than an awareness of
melodic contour. For preschoolers who do
associate sound with symbols, their first in-
vented notations reflect their musical ac-
tion responses to musical sound — lines
for singing and marks or circles for sounds
that are played.

We found that children’s awareness of
melodic contour (the whole) precedes their

. awareness of discrete pitches that exist in
some relation to one another (the parts). Fig-
ure 6 shows Anne’s line drawing of “See
the Little Ducklings™ that reflects an aware-
ness of its melodic contour. As her under-
standing grows, her line drawing may de-
velop notches like those on Emily’s (see Fig-

. ure 1-a), that convey Emily’s awareness of
melodic rhythms and contour simulta-
‘neously. After the notched lines that reflect
~an awareness of high and low in combina-
tion with an awareness of melodic thythm
(see Figure 1-a), comes the attention to dis-
crete pitches (see Figure 3). Finally comes
an attention to discrete pitches in relation to
one another in combination with an aware-
ness of steady beats relative to divisions of
the beat (see Figure 1-b). In the invented
notations we have gathered, divisions of a
beat, written first as marks in close proxim-
ity, are the final musical dimension to be re-
flected in elementary children’s notations.
When the children are intent on reflecting
the rhythm patterns in a song that consists of
beat-divisions, they pat-clap a “ta-te” ostinato
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and match the rhythm of the song to their

kinesthetic ostinato and assign stems to des-
“ignate ta’s and ta-te’s accordingly (see, for

instance, David’s notation in Figure 1-b).

Thus, invented notations differ according -

to their inventor’s musical development (e.g.,
their singing and playing ability, and their
ability to differentiate among pitches,
thythms, and dynamics based on their con-
ceptual knowledge and aural perception
skills). In our experience, the quality of an
invented notation is a function of its embodi-
ment of psychological dimensions of sound:
pitch, thythm and dynamics. For children to
be able to invent useful symbols, we believe
they must be able to discriminate among
pitches, thythms, and dynamics and to con-
vey their aural perceptions of musical sound
in the visual symbols they invent. These in-
vented notations are representations of their
discovered literacy. Invented notations are
idiosyncratic in style, but universal in their
message when they convey psychological di-
mensions related to musical sound.

Implications for Music Education

We have found that composing original
music and notating familiar songs require
individual or small group settings where chil-
dren are free to explore sound and to develop
their ideas with a mentoring teacher. The
teacher can guide children’s reflections on
their musical ideas with nonjudgmental ques-
tions. For instance, What is the shape of that
idea? Can you draw that idea in the air? Can
you add something to it? What did you add?
Can you play the idea again and transform it
a different way? If you turn the idea upside
down, what happens to the sound?

Orff Schulwerk principles support this
kind of work, for they allow us to focus on
each child’s development, to follow where
the children lead us, and to acknowledge the
children’s voice in the inventions they cre-
ate. When we combine a philosophical po-
sition that places children first, with an un-

- derstanding of musical development, we
can create communities in which children
grow more social, expressive, and musi-
cally intelligent.

Joyce Eastlund Gromko is an Associate
Professor of Music Education in the College
of Musical Arts, Bowling Green State Uni-
versity, Bowling Green, Ohio. She teaches
undergraduate methods courses in general
music and a graduate course in the psychol-
ogy of music. In addition, Dr. Gromko su-
pervises field experiences in preschool mu-
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sic education at The Montessori School of
Bowling Green and advises graduate theses
in music cognition.
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Point~Counterpoint

Barbara Potter and Martha C. Riley, Editors

Should early experiences with music notation be traditional or
iconic? We posed this question in-the Summer 1995 issue of The Orff Echo. Below

are your replies.

I’ve come to the conclusion that it’s
better to use the standard notation from the
beginning. Comments by my students in-
dicate that standard notation is “music” to
them. We don’t have to worry about the
students who are taking lessons outside of
school. They are already learning the stan-
dard notation with their instrument. It’s the
other students we need to be concerned
about. They perceive their friends as learn-
ing “real” music. I think we help them feel
they are also learning “real” music by us-
ing the standard notation from the start.
-Janet Underhill, Chicago, IL

I use a combination of icons and tradi-
tional notation. Not every person learns in
the same way, so I like to present material
in a variety of ways.

-Amy Berger, Nappanee, IN

I prefer iconic notation. Young children
relate to simple shapes, pictures, and col-
ors much better than tiny symbols that are
foreign to their environment, life experi-
ence and educationat skills level.

-Wendy Bloom, Ft. Wayne, IN

Everyone learns best when the materi-
als presented are visually appealing. For
this reason, icons can be very useful teach-
ing tools. They should not, however, re-
place standard notation. Students are ca-
pable of learning simple notations very
early and should not have to “re-learn” in-
formation we give them. They need to
know that what we teach them stays the
same year after year. '

-Pam Brooks, Wolcott, IN

Children should begin reading music by
looking at icons just like they do when be-
ginning to read words. We do not expect
beginning readers to learn to read without
picture association. When the children have
had experiences in playing, singing, and
moving to icons, the concepts may then be
transferred to note reading. This does not
involve re-teaching, but merely expanding
on what the child has already learned.
-Linda Clark, Boonville, IN
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I find icons very helpful in teaching
music symbols because the children move
from the known to the unknown. Moving

" quickly from icons to simplified rhythmic

notation and then on to traditional notation
seems to work well. If the child does not
understand the concept, however, any icon
or symbol will be meaningless.

-Lorene Link, Nashville, IN

In earlier years of teaching private pi-
ano to children, I used traditional methods.
Now as a classroom music teacher, I al-
ways start young students with the iconic
method and have had much more success.
This approach allows the student to relate
musical notation with something concrete
in his/her world. Students read icons and
move to different thythmic patterns in or-
der to internalize beat and rhythm. After
these activities, students are much more
able to understand traditional notation.
-Margaret Kimberling, Evansville, IN

Editors’ note: The following is a re-
sponse to the question posed in the Winter
1995 Point~Counterpoint column which
asked, “Should music literacy be the pri-
mary goal of elementary music educa-
tion?” While we don’t ordinarily revisit a
question, the writer lives overseas andwas
not able to respond by the deadline.

1 feel that the question is worded in such
a way that it infers musical literacy in West-
ern art music only. The question seems to
disregard literacy in contemporary music,
with its signs and symbols, and literacy in
the rich oral traditions found in jazz, in tra-
ditional, popular and dance music — from
the Western and non-Western worlds, as
well as in the majority of 15th century Ital-
jan secular music. It is worth keeping in
mind that we “literates” (and the young-
sters we teach) can actually be hindered by
Western “musical literacy” when learning
to play, for example, Balinese gamelan.
-Barbara Sparti, Rome, Italy

What role should assessment play

" in Orff Schulwerk-based educa-

tion? The new National Standards are
causing Orff teachers to carefully consider
the place of assessment in our teaching.
Assessments have been widely used by
most teachers for some time. But we will
need to develop specific plans for assess-
ment in our classrooms when considering
the National Standards. What ways have
you found to document the work of your
students? Do you have plans for different
styles of record keeping appropiate to our
philosophy? ’

Or perhaps you feel that record keeping
is overemphasized? Do you think that we
should give students experiences with mu-
sic and not worry about documentation?.
Creative moments int the classroom cannot
be easily planned, therefore record keep-
ing for them is extremely difficult. Should
we even be expected to grade creativity?
Should a record keeping process be devel-
oped which would help us identify and
record children’s “peak” experiences?

What do you think? Please respond by
November 1, 1995. Replies may be edited
for length and clarity. Mail to: The Orff
Echo, 3105 Lincoln Blvd., Cleveland,
OH 44118; or fax to (216) 321-1946.
You may also reply by e-mail to:
BXFN94B @PRODIGY.COM

Letters
to the editor...

Send your letters to
Donna Marchetti, Editor,
The Orff Echo; 3105
Lincoln Blvd.; Cleveland,
OH 44118; Fax 216-321-
1946; E-mail
BXENMB@PRODIGYCOM
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With Sonor’s Prlmary Line,
we’re setting instrument
standards all over again.

Setting instrument standards has been a goal
at Sonor for more than one hundred years. With
the Primary Line, we're setting standards again
in early music education instruments. All of
our instruments are designed to be superior in
their durability and sound quality. They're also

affordable, making them ideal for limited budgets.

Developed with the child in mind, all barred
instruments include printed note names and
notation symbols, as well as flexible pins.
Resonator boxes have all-wood construction,
ensuring excellent sound quality. With equal
width bars on xylophones and metallophones,

o' SONOR

A DIVISION HOHNER

it's easy for a child to transfer from one instru-
ment to another. ‘

Whether you're looking for xylophones,
triangles, or wood blocks, you'll find exactly
what you need with Sonor’s extensive line of
educational instruments. You'll also find superior
customer support and readily available replace-
ment parts.

For more information and a free catalog,
call us toll-free at 1-800-446-6010, or write
to HSS, Department ED-3, P.O. Box 9167,
Richmond, Virginia 23227. And find out why
Sonor instruments are still setting standards.

SETTING STANDARDS FOR MORE THAN A CENTURY.,
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Video Preview

Marie Louise Hatt-Arnold:
Introduction to the Jagues Dalcroze Method

In this video taped at the 1994 Phila-
delphia AOSA Conference, Marie Louise
Hatt-Arnold gently and joyfully introduces
rhythmic and melodic Dalcroze exercises
designed to harmonize body and mind. You
are encouraged to take pleasure in learn-
ing, to concentrate while challenging your
musical skills, and to reflect, without self-
judgment, on the concepts that are pre-
sented in the lesson.

The session opens with exploration of
body and space. The participants walk natu-
rally around the room, choosing their own
speed and direction, in an activity designed
to build freedom and self-confidence. Ms.
Hatt-Arnold then introduces a measured-
breath exercise to accompany the walking,
the purpose of which is to encourage men-
tal calm and concentration. Walking on tip-
toes, heels, sides of the feet, with arched
feet, or knees together are some of the fun,
freeing variations of movement used in this
opening activity.

The introduction flows into the first area
of musical concentration -— identification
of various tempos. As the group members
walk freely around the room at their own
rates of speed, different tempos are recog-
nized. Three people, one at a time, are se-
lected to walk fast, medium and slow while
the group is invited to clap the beat.

The complexity of the exercise builds
from this simple beginning. The sample
walking styles become the basis for impro-
visations on the piano. The group listens,
matches their steps to the sound, then claps
while walking. Ms. Hatt-Arnold introduces
variations, such as clapping twice as fast
as the walking tempo then resuming the
clap on the beat. These simple steps build
awareness and confidence of movement.

The concept of the three tempos, fast,
medium and slow, is then transferred into
the rhythmic values of eighth, quarter and

_half notes. The challenge comes when the
three thythmic values are compared simul-
taneously. Ms. Hatt-Arnold plays two of
the note values on the piano, such as quar-
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Beth Iafigliola

ter notes in one hand and half notes in the
other. The group must clap the missing
value, namely, eighth notes. Ms. Hatt-
Arnold uses missing rhythms and chang-
ing registers to challenge the group. The
ultimate challenge comes when one value
is played on the piano and the group must
respond with the missing two, one with
the hands and one with the feet. Ms.
Hatt-Arnold leads the group through
rapid changes that stretch even the
most experienced!

The next section of the presentation fo-
cuses on melody and the identification of
high and low sounds. The group, seated on
the floor, listens to two pitches played on
the piano. They respond by singing and
clapping, using a clap for the high sound
and ‘a patsch for the low. But Ms. Hatt-
Arnold presents new challenges even in this
simple exercise. She builds upon the idea,
playing patterns that change direction, sug-
gest interesting modulations, and become
quite complex when a third or fourth note
is added to the sequence.

The next melodic exercise uses the as-
cending and descending C major scale. Ms.
Hatt-Amold asks the participants to repeat
each solfege syllable in an eighth-note pat-

tern. An alternating hand patsch movement
is added, with a quarter note clap on the do
at the beginning and end of the scale.

Ms. Hatt-Arnold has carefully con-
structed the framework of the exercise and
now stretches the group’s skill level by
“making just enough difference to make a
mistake.” Foot taps and claps take the place
of hands; the scale is changed, beginning
on re; and running steps and jumps are
used. The exercise ends with increas-
ingly more complex rhythmic variations,
as hands clap a pattern while the voice
sings the scale using a contrasting rhyth-
mic pattern.

The video presentation ends with two
exercise examples that make you wish you
could learn more. The first is a rhythmic,
reactive exercise that demands immediate

. response to directions. The second is a

SATB choral reading during which Ms.
Hatt-Arnold encourages the participants to
sing the solfege syllables, step the rthythm
and conduct the 4/4 meter simultaneously.

Through carefully planned learning
steps and sensitivity to each student, Ms.
Hatt-Arnold makes Dalcroze exercises
challenging and fun. This is an excellent
tape for the experienced and novice alike.

Tape(s) requested

Dates: 1st choice 2nd choice

Name

Address

City State, Zip,

Credit card # (MC or Visa; $12 minimuim)

Signature

Expiration date:

«Limit 3 tapes per order. Loan time 2 weeks from
date mailed. Order tapes by number; give alternate
dates. Use form provided above or photocopy. All
tapes are VHS format.

« Handling fees are as follows: 1 tape per order -
$6; 2 tapes per order - $10; 3 tapes per order - $12.
Make check payable to AOSA. Visa or Mastercard
$12 minimum.

« All tapes are the property of the American Orff-
Schulwerk Association. No tape may be
reproduced for any reason. We regret that tapes
cannot be shipped outside the U.S.

« Order from Beth Iafigliola, Interim A/V Librarian,
2536 Robinhood Dr., Cleveland, OH 44134.
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Video Tapes

AA-AO
2HD

41X
4RE

5MM
6 GC

7C1

81IC
9MF
9NB

10BR
10 PM

11 GK1
11 GK4

12SR

12 BM

13RD1
13 RD2

14CO

15181

16 SP

16 PL

17 YL

17LS

1I8LA

18SB

2008
20 FP

20CC
20TO

21PD
21 NB

2208

23 Sp
23RR
23¥D
34

American Odyssey
John Bergamo
Hand Drum Technique

Steve Calantropio
Intermediate Improvisation
Rhythm and Elemental Music

Freda Ensign
Music Making with Chzldren

Jane Frazee
The Gift and Challenge of Carl Orff

Danai Gagne and Judy Thomas
Children Involved: Developing African
Materials

Richard Gill
I Can Make Music

Doug Goodkin

A Multi-Faceted, Multi-Cultural
Experience for Upper Elementary
Students

Near the Beginning: Orff Schulwerk for
Preschool

Lynne Jessup
Back to the Roots: African Xylophone
Pacific Music Beyond Hawaii

Gunild Keetman

Films from German TV

11 GK2 11GK3

11GK5 11GK9 11GKl16
Helen Kemp

Sing and Rejoice: Guiding Young
Singers

Body, Mind, Spirit, Voice: Developmg
the Young Singer

John Langstaff

Ritual Dance, Morris/Sword Dance
Part 1

Part 2

Peggy McCreary
Caring for Your Orff Instruments

Beth Miller

Introduction to Schulwerk: Three
Sessions

15182 151S3

Konnie Saliba

Singing, Playing, and Moving: Theory,
Activity, Creativity

A Process Lesson

Marcelyn Smale
Young Learner, Active Learner
Developing Listening Skills in Preschool

Jim Solomen

Latin and African Rhythm Ensemble for
the Elementary School

South of the Border

Jos Wuytack

The Orff Schulwerk Process

Final Performance; University of
Washington

Orff Schulwerk Process; Chicago, 1987
Travelling Through Orff with Jos

Lillian Yaross
Prop Up the Day
Near the Beginning

Margot Schneider
Orff Schulwerk in China, 1985-86

Panel Discussion

Soundings: Past and Future; Cleveland,
1983

Reminiscences, Reflections of Toronto;
Detroit, 1988

Founders Day Panel; Indianapolis, 1993

24 AF

25SH

26 AA

27 JF

28 AE

29 MC
29 WH

30FS
30 HB

31PP

33LS
33 MB

34 MG

351)

36 BE

37 FP

38 MB

39 0T

40 AG

41 MD

42 JH

43 VS

44 BA

45 GS

46 MP

47 TR

48 MW
48 S8
48 SP

49 AC

50 MC

51JZ

52FC

53IM

Margaret duGard
Afro-American Culture

Shenanigans
Multi-Cultural Folk Music

Pat Hamill
Arts Alive

Dr. John Fines
Imaginative Approaches to Art

Sue Snyder
Educating Administrators

Grace Nash
Music With Children
Winter Holidays

Bob deFrece

From Song to Movement
Handbells: Another Voice for the
Instrumentarium

Portrait of Polynesia

Lois Birkenshaw-Fleming
Everybody, Let's Sing
Mainstreaming: Babysitting or True
Integration?

Dee Joy Coulter

Music’s Gift to the Developing Mznd
Nancy Ferguson

Jewels for Juveniles

Rick Layton

Beginnings to End

Ursula Rempel and Carolyn
Kunzman

For Our Pastance, We Play and Dance

Mary Shamrock
Mulri-Cultural Bridges: Report from
China

Katharine Smithrim
Once Upon a Time for Preschool

Avon Gillespie
Possibility Teaching

Danai Gagne

Moving with the Drum, Drumming with

the Movement

David Holt

Jaw Harp Playing

Barbara Grenoble

Visualizing Sound

Dr. Rene Boyer-White

Folksong Treasure of Black America
Marion O’Connell

A Guide on the Side: Working with
Musically Gifted Children

Brigitte Warner
Musica Poetica

Aflanta Clesing Session

Tribute to Gunild Keetman

Isabel Carley

Speech Play: The Magic of Words
Speech Play: From Speech to Song
Speech Play: Storytelling Plus
Elizabeth Gilpatrick

Aleatoric Composition

Barbara Haselbach

Master Class

Jack Neill

Jazzin® Up the Joint

Judith Cook Tucker

Forging Community Bonds Through
Multi-Part Songs

Pam Hetrick

Interlocking Melodies: A Balinese
Pentatonic Alternative

54YT

55CS

56 AL

56 AL

58 O1

59 GN
S9BG

Teruko Yaginuma

Impression and Expression: Schulwerk
Development of Japanese Song Material
Ramon Williams

Caribbean Songs and Rhythms for the
Classroom

Ben Snowball

Songs and Dances of Alaskan Natives
Elizabeth Villarreal Brennan

Songs, Dances, and Games of the Andes
Region

Orff Institute Surnmer Course
Overview

Distinguished Service Awards

Grace Nash, 1989 Interview

Barbara Grenoble, 1990 Interview

59 JP/LY Jacobeth Postl and Lillian Yaross, 1991

59 JF

60 ED

61 PW’

62DJ

63 PS

64 LL
65 J¥

66 ML

67SC

68PP
69 PM

70 PS

71GC
72TV
73AC
74CM
75JD
76BB
TIGW
78PP

79MB

Interview
Jane Frazee, 1992 Interview

Cynthia Campbell

Early Dance with Children

Paul Winter

Adventures in Making Your Own Music
David Jorlett

Vocal/Choral Techniques for the
Developing Voice

Peter Sidaway

Mood and Mode in Music-Making
Libby Larsen

Beyond John (Cage): New Parameters
in Music

John Fejerabend

A Talk with Parents About Music in
Early Childhood

Maja Lex

Vintage Dance Film (no sound)
Rosalyn Payne

Step Chill’n: Understanding a True Folk
Tradition

Jay Broeker

Poems to Pieces

Portia Maultsby

African-American Music

Peter Sparling

Dance as Music — the Sound is in the
Muscle

Virginia Ebinger

The Games Children Play

‘Millie Burnett

Celebrations! Theme and Variations for
Non-Traditional Holidays

Marilyn Davidson

Along Came a Spider

Clyde W. Morgan

The Dances Carnival

Marie Louise Hatt-Arnold
Introduction to the Jaques Dalcroze Method
Byran Burton

Entering the Circle

Graeme Webster

Australian Chants, Rhymes and Games
Carol King

Process for Primaries

Ellen McCullough-Brabson
Mousical Instruments from Around the World

MENC

Teaching the Music of Asian Americans
Teaching the Music of African Americans
Teaching the Music of American Indians
Teaching the Music of Hispanic Americans
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SOPRANO
RECORDER

Rhythm Band is proud to infroduce a new
soprano entry-level recorder which is eco-
nomically priced to accommodate tight
budgets. This one-piece, baroque finger-
ing soprano recorder has a dark brown
body with ivory-color mouthpiece and @
curved windway. A bag and fingering

chart are included.
$I S5
CR101 =

CANTO™ SOPRANO RECORDER -

s

Folios & Music Filing Supplies
Music Stands
Classroom Instruments
Choir Robes

Risers & Stages
Music Computer Software
AJ/V Materials
Storage Cabinets & Shelving
Music Education Materials :
Awards & More

GAMBLE

MUSIC COMPANY
“SERVING MUSICAL AMERICA SINCE 1906”

~ TOLL FREE 1-800-621-4290 -

WE SALUTE THE
NATIONAL MUSIC
STANDARDS

DANCE TIME IN TEXAS

24 Hours A Day
\ J . TOLL FREE FAX
800-784-9401
ORDER FROM: RHYTHM BAND INSTRUMENTS
P.O.BOX 126 » FORTWORTH, TX76101-0126

ORDER TOLL FREE: 800-424-4724

| |
Jim Ryan -] l.l-lﬂl-!'flllll.ﬂll.ll !-l.IHI.l.liﬂ-l-l-I.I-I.fI-I.I
A folkdance based musical that
combines Texas dancehall dances
and play-parties. Book 6.95
DANCE TIME IN TEXAS
A Great Collection of 10 dance hall

A PROGRAM OF TEXAS DANCES

e """ e W P e

favorites CD 15.95 Tape 10.95
Also Available:
PLAY-PARTY SONGS AND
GAMES OF HOPE TEXAS Shirley W. McRae
‘;Fa:’:za:s %’gfjf e Y;;t;eggr;esl gnog 17 folk songs from Brazil, Canada, China, France, Japan, Mexico,
 TEXAS TRAIL BLAZERS Netherlands, Sweden, Taiwan, Tanzania, Ukraine, and USA
A musical based on Texas History Also by McRae
i inst. 16. ' ;
ngl&gléf'géng( Book & Tape Set 16.00 PLANTIME < TUTORING TOOTERS « American Sampler ¢ Glow Ree Bee
BRAIN DANCE INK

P.O. Box 681264
San Antonio, Texas 78268
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Discovering the Inner Dancer

very time I teach movement and
dance in Level courses I find the

students at first to be somewhat re-

luctant. On the first day as we gather to- °

gether to share a little bit about ourselves
many students express their apprehension
about the class. While it may seem surpris-
ing that these potential Orff Schulwerk
teachers would feel discomfort with the

initial experience of movement and dance,

I have found it to be consistently true. I
take it as my challenge to present ways
through which their apprehension can
be transformed into the joyful curios-
ity of exploring oneself through move-
ment and dance.

What is happening here? What is the
reason for this reluctance to experience the
body creatively? And is not this combina-
tion of movement and music an essential
characteristic of the Orff Schulwerk? T am
convinced that in searching for answers to
such psychologically oriented questions we
as teachers can discover a lot about our-
- selves and, at the same time, about the chil-
dren, adolescents and adults with whom we
are working.

In looking at dance as an art form we
have to realize that there is a basic differ-
ence from the other arts. Dancer and writer
Liljan Espenak states this difference clearly
when she says, “Dance engages the to-
tal physical being, and in so doing,
makes an art object of the self... In dance
one creates no product really. One sim-
ply recreates the self.”

. As teachers we must be aware of the
psychological ramification of this total
identification between the dancer and his
instrument — the body. Even though this
fact of dance as an art form is not neces-
sarily conscious to the dancer, there is an
intuitive awareness that through movement
and dance “T show myself,” and the stu-
dents’ discomfort arises from this. This
holds true whether we are speaking about
adults or children. We all know that body
language, as a nonverbal level of commu-
nication, is the least controllable by our
intellect. The insightinto this particular dy-
namic of dance can help us develop a sen-
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Ursula Schorn

sitive approach to “moving bodies” who
need encouragement to take the creative
chance of the moment.

Itis obvious that discomfort is being ex-
pressed by participants of the Level courses
who-find themselves being exposed to a
rather unexpected dance class. My obser-
vation over all the years T have taught Level
courses tells me that this discomfort dis-
appears as soon as the students get in touch
with the “inner dancer.”

‘Who is this inner dancer? Who is this
invisible companion guiding the creative
process in dance? The inner dancer is the
inner space of inspiration, of deepest mo-
tivation to express oneself, to speak
through the body, to express what can-
not be said by words. Once we get in
touch with this inner space, we will be
in touch with the curiosity of a child who
does not care about “being seen.”

The “Principles of the Creative Pro-
cess,” developed by Anna Halprin, the
founder of the Tamalpa Institut in San Fran-
cisco, need to be studied in order to create

a clear goal for the creative process.” In

form-giving process is an ... aid to finding
new meaning, to simplifying and pu-
rifying it and to discovering on a more
universal dimension the essence you
wish to express.”?

As art teachers we need to constantly——

reach for the deeper meaning of art as an
educational tool. We should never stop ask-
ing the hidden questions: Why do we
dance? What is the deeper goal of the cre-
ative process? In searching for this deeper
intention we take the first step in creating
a safe approach to the inner. dancer who
needs safety and deep understanding from -
our hearts in order to show herself. The
inner dancer is our secret guide to finding
meaning in our daily lives. This is our task
as art teachers — to offer guidance to all
the children we work with, to find mean-
ing in life. What a task!

How can we make the first step to ap-
proach the inner dancer? How does the cre-
ative process begin in a dance class? It is
necessary to keep a clear goal in mind.
Where do we want to guide these indi-
viduals, this group? Where does all this

The inner dancer is the inner space of inspiration, of deepest motiva-
tion to express oneself, to speak through the body, to express what
cannot be said by words.

order to express, we need to first get in
touch with ourselves, with our bodies, the
images we carry, our fantasies, our private
motivation to dance. Expression needs im-
pression as a creative source from which
to move. What do I want to express?
What makes me move, dance, sing,
make music? What do I want to com-
municate to myself and to the group
with whom I dance?

The theoretical background to these
“Principles of the Creative Process™ can be
found in what Rollo May has to say in his
book The Courage To Create. Rollo May,
an American psychiatrist and co-founder
of the movement known as Humanistic
Psychology, is searching for the healing
force in the arts when he writes, “Art as a

work with our bodies lead us? And what
purpose does it serve? '

There are many layers of intention to
look at. Of course we want to develop ba-
sic movement skills and broaden the stu-
dents’ capacity to express thémselves.
through movement and dance. This is ob-
vious to all of us. But the rewards are even
greater if we can guide students further past
their apprehensions, for if we look at the
basic intention to create we enter a larger
arena in which we experience ourselves in
many different ways.

We can’t move unless we sense and feel
our body. This in itself is an inwardly di-
rected awareness. When beginning the

continued...
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D CAPO™
SOPRANO
RECORDER

A “from the beginning”
recorder for your students to
enjoy! Sweet Pipes presents its
new starter level student instru-
ment for classroom use.

e One-piece; dark brown
© Baroque (English) fingering
e Curved windway
e Sweet, gentle tone
® Vinyl case & fingering chart.
DC23..crsneene §2.25

HANDS

ON

RECORDER
Another outstand-
ing, completely
sequenced, begin-
ning method book
for the classroom,
authored by Gerald
& Sonya Burakoff.
Pentatonic note
progression; musi-
cal & technical sug-
gestions; fingering
diagrams; lyrics; music presenting many
styles from many cultures;
32 pages.
SP2358........ $3.25

® Recorder method books, solos,
and ensemble materials

@ Classroom, ensemble, solo,
and historical recorders

® Music for recorder and

" prepared tape

® Paul Winter's World Of

Living Music

Free Complete 1995/96 Catalog Available

FAX YOUR ORDER TOLL FREE

h 1-800-576-7608

24 HOURS A DAY

6722 Brentwood Siair, Ft. Wo
. 7-446:3299-
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A Centenary Celebration

In correlation with the centenary of famed German composer Carl Orff's
birth, celebrated July 10, 1995, Celestial Harmonies announces the
release of ORFF-SCHULWERK Volume 1/MUSICA POETICA (13104-2)
and ORFF-SCHULWERK Volume 2/MUSIK FUR KINDER (13105-2). Both
volumes, from a projected five volume series, present a cross-section
of Orff’s lifetime project, the Schulwerk. Produced under the direction
of Wilfried Hiller, artistic executor of Orff’s estate, these recordings are
true to the style in which Orff intended his music to be played. Many of
the artists who perform on the recordings worked with Orff during his
lifetime. Among them is Godela Orff, the composer’s only child, who
performs parts written for spoken voice in this series. These works
have been unavailable on recordings for many years. Celestial
Harmonies is pleased to honor the work of this great composer by
making this music available, once again, in a most authentic
performance that is digitally recorded.

For further information, please contact Julian Parnaby.

cetestial

harmonies

p.o. box 30122 tucson, arizona 85751
(520) 326-4400 fax (520) 326-3333
e-mail 72120.36732compuserve.com

INustration of Carl Orff by Ernst Kdsslinger




dance class I ask the students to find a
position where they feel totally relaxed.
This will most often be a prone position
- although not for everyone — and
therefore it makes sense to leave it up to
the individual to choose his or her best
position. Through this simple task I give
the message that the student knows what
is best, that everyone has his or her own
space in which to move. In this resting
position everyone has time to reverse the
direction of seeing, to look inside, to
sense the body and to differentiate the
physical awareness. This awareness
opens the door to the creative process —
not doing but sensing, not imitating the
teacher but getting in touch with one’s
own physical reality. And through this
experience we open our eyes to a rich
world of images, feelings and fanta-
sies that have a direct connection with
our physical awareness. This inner re-
ality is the place where the inner
dancer will be encountered.

The inner dancer is that part of us with
the deepest motivation to move. Physi-
cal sensations — the breath, for instance,
moving in and out — can become the
initial impulse to move from the inside
out, to move, not in a mechanical man-
ner, but in a way that reponds to and reso-
nates with inner impulses. In this pro-
cess an internal dynamic is established
between the inner impulses and the in-
ner images. The physical process now
takes on a psychological dimension as
deeply stored inner pictures become
conscious. These images can be fur-
ther explored through drawing, sculpt-
ing, creative writing and music, serv-
ing as inspirations to journey even
deeper into our physical reality with
our inner dancer as our guide.

And herein lies the richness of any
creative work. These deeply stored im-
ages can open our mind to not yet in-
tegrated life-experiences, clearing the
path between our inner and outer
worlds. The intention is not to “cure”
in a clinical sense, but to re-integrate
in a healing sense.

In working with children we all know
how emotionally loaded they can be, how
little space these growing human beings
get in their daily lives to understand
what is happening around them. They
often experience an imbalance be-
tween impression and expression, in-
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put and output. As teachers we have a
chance to provide a space where inte-
gration can happen.

Working within a group, the outer real-
ity of the dance class provides a context in
which the creative encounter with oneself
can be shared and deepened. The possibil-
ity of creating a group performance as the
final project is a further challenge leading
to a collective awareness that gives space
to the uniqueness of everyone present.

Beyond the reluctance, the apprehen-
sion, lies the opportunity for deeper under-
standing and self-knowledge. With gentle
encouragement and a sensitive approach
on the part of the teacher, movement and
dance create fertile ground for experiences
of realization and fulfillment.

Ursula Schorn graduated from the Orff
Institute in 1975 and was a staff member
there until coming to the U.S. to teach. She
Spent nearly twenty years teaching elemen-
tary school music and Orff Schulwerk
courses across the country. She studied
dance therapy at the Tamalpa Institute in
San Francisco and at the Fritz Perls Insti-
tute in Germany. Ursula teaches at the
College for Social Work in Berlin and di-
rects private dance classes in the San Fran-
cisco area during the summer months.

Footnotes

! Espenak, Liljan. Dance Therapy.
Springfield, Illinois: Charles Thomas
Publisher, 1981.

? Schorn, Ursula. “Dance and Imagina-
tion.”” The Orff Echo, Winter, 1990.

?* May, Rollo. The Courage To Create. New
York: Bantam Books, 1975.

DULCIMERS

KITS and
BOOKS

for students
schools and
teachers

Backyard Music
P.O. Box 9047
New Haven, CT
06532-0047

new number: (203)-28 1-4515

Contact your music dealer
“or NES Arnold Inc
Tel 410 553 9700
Fax 410 553 9502
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Winds of Change: Orff Schulwerk in Russia

with his music. First, an enthusiastic

response to Orff’s works performed in
other countries reached Russia. Later, his
music was performed in Russia itself. A
series featuring Orff’s creative life and his
music was broadcast on the radio and Die
Kluge was shown on television. In the
former Soviet republics of Ukraine,
Belorussia and Estonia some theatrical pro-
ductions found their way to stage too.

In Russia, interest in Carl Orff began

In 1962, respected Russian musicolo-
gist Oksana Leontieva began to issue pub-
lications about Carl Orff, including a book
about his music and pedagogy. These ma-
terials, together with the stories of those
[few musicians] who visited the Orff In-
stitute in Salzburg, attracted the atten-
tion of educators. Some of them, particu-
larly in Moscow, Petersburg and Vilnius,
started using his approach. A music fac-
tory began to produce the first sets of
diatonic and chromatic Orff instruments
made in Russia.

An intense interest in the Orff approach
was sparked by the publication of articles
written by teachers from the Orff Institute
and translated into Russian by the musi-
cologist Lev Barenboim. At that time a few
Schools of Education began to include
Orff pedagogical studies in their curricu-
lum and the circle of followers grew
wider. Shortly thereafter Prof. Wilhelm
Keller, Verena Maschat and Pierre van
Hauve visited Russia.

However, the totalitarian regime ruling
Russia at the time saw in Orff a threat to
the dominating official pedagogy and re-
stricted further development of the ap-
proach in Russia. For instance, the teach-
ers from the Orff Institute were not allowed
to leave Moscow to travel around the coun-
try. Educational bureancrats did their best
to stop the spread of Orff’s ideas among
the wide community of music educators.
Orff’s visit to Russia, although planned,
never took place.

In spite of all this, some teachers con-
tinued their efforts to incorporate the Orff
approach in their work. Fannie
Marmorshtein from St. Petersburg (then
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Vyacheslav Zhilin

Translated by Marina Gorny

Leningrad) was one of them. She worked
at the Leningrad Special Music School for
Gifted Children. Using instruments she re-
ceived from Germany (domestic ones were
of poor quality -M.G. ), Fannie taught the
children songs and dances from the vol-
umes of the Schulwerk, as well as Russian
folk songs, using movement and creating
accompaniments for the stories.

Another advocate was Lev Vinogradov,
who learned about the Orff concept from

‘Pierre van Hauve. Hauve helped him ob-

tain Orff instruments, and Vinogradov set
off to work in Ramenskoe, a suburb of
Moscow. In his work with children
Vinogradov used Russian folk songs as
well as songs from other cultures, with Orff
accompaniment. As soon as he gothis first
practical results, Vinogradov spread his
workshops to other Russian cities. The
limitation of Vinogradov’s work was the
absence of movement in his lessons.

and my orchestra to give presentations and
workshops on rhythmic development, im-
provisation and group music-making. To-
gether with my children I traveled exten-
sively around the Urals. As a result, I be-
gan receiving many letters asking about
various aspects of the Orff approach. T ac-
cumulated a large amount of tape-recorded
material documenting this work. I typed
comments, instructions and exercises and
sent them along with the tapes to people
interested in Orff Schulwerk. They would
read a portion, send it back to me, and get
the next one. The geography was gradu-
ally widening. Letters started to come from
the western part of Russia and from Sibe-
ria. The Chelyabinsk Institute of Culture
asked me to teach a special course.

Perestroika brought many changes and
opened new possibilities. A respected pro-
fessional magazine published a substantial
article about my experiments. Two films

Our Orff Society has set for itself a goal of returning a real meaning to
music, of returning to active participation, to the joy of making music.

Dimitri Leontiev worked with young
children in one of the Moscow music
schools. He used percussion instruments
and movement extensively. His best
achievement was a play based on Pushkin’s
“Czar Saltan’s Fairy Tale,” in which chil-
dren sang, played instruments and danced.

In 1977 I began conducting a children’s
folk orchestra in the Ural area. When I
heard about the Orff approach, I became
very excited and decided to learn German
in order to read Orff’s work. I applied vo-
cal and instrumental improvisation as well
as movement and found that children loved
it. But working in isolation, I came to a
halt and not knowing where to proceed, I
wrote to Orff. To my amazement, he re-
sponded and invited me to study in
Salzburg. The totalitarian regime did not
let me go then, but I stayed in contact with
Carl Orff, who helped me by sending ma-
terials and discussing ongoing problems.

Meanwhile, teachers from other schools
learned about my work. They invited me

were shown on television. Finally, the re-
striction on organizing societies was lifted,
and “The Carl Orff Society” gained its le-
gal status in 1989 in Chelyabinsk, under the
auspices of the company “Intellect.” In re-
ality, the society of people interested in
Orff’s ideas had been there for a while, and
we just legally reinforced its existence. We
were full of enthusiasm and looked forward
to arranging workshops, publishing litera-
ture and making instruments. But all our
aspirations stumbled upon the hurdles of the
economic crisis. We found that our official
status did not help us at all. I kept sending
my materials to interested people as before.
Also, as before, nothing could be published.
The only new development was the legiti-
macy of workshops presenting the alterna-
tive pedagogy. Things could not change
overnight and the mentality of the bureau-
crats responsible for making decisions re-
mained the same.

continued...
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The author with students

Once again I accepted an invitation to
teach an undergraduate course, this time at
The Chelyabinsk Institute of Pedagogy. My
course acquainted students with unofficial
pedagogy, successfully competing against
the officially established curriculum on
music teaching. My students shared with
me their bewilderment and indignation
with the politicized official curriculum that
retained all the features of the totalitarian
communist regime. After two years I real-
ized that all my efforts there were a waste
of time. My students took my course out
of curiosity and not professional interest,
and went on to graduate as elementary
school teachers who did not teach music.
“Yes,” they would say, “it’s very interest-
ing, and maybe we’ll be able to use it.”

As a result, I made a decision to focus
on presenting courses on Orff pedagogy
only to people genuinely interested in it,
that is, those who would later spread the
knowledge. I am now pleased to see a
growing number of followers. Dance spe-
cialists are joining too, which has a special
significance. Traditionally, the contact with
them was impeded by an attitude stemming
from their classical ballet training. Those
with an outstanding movement technique
in the style of the Russian classical ballet
often consider simple dance and movement
primitive and unworthy of their attention.
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In 1990, finally, I managed to gotoa
symposium and a summer course at the
Orff Institute in Salzburg, thanks to
Liselotte Orff, Wilhelm Keller and
Verena Maschat. For the first time I saw
with my own eyes the things I had
learned from books, letters and stories.
It was an unforgettable experience.

After returning to Russia, I started look-
ing for ways to make our Orff Society more
efficient. However, our only accomplish-
ment was again a series of workshops. I
invited Manuella Widmer from Salzburg
to come and present a seminar for teachers
from the former Soviet Union. In 1992, in
spite of a very difficult economic situation,
almost two hundred music teachers at-
tended this seminar in the South Urals, dis-
trict of Chelyabinsk.

It was a harbinger for the whole of Rus-
sia, not just for Muscovites as it would have
been under communism. Manuella and
Michel Widmer’s workshops enjoyed con-
siderable success. Russian teachers also
taught workshops on Russian folk dance,
solfege, lingual exercises, finger games and
haiku-style improvisation.

In 1992, following these workshops, I
spent a year at the Orff Institute. I returned
to Russia in 1993 and in the summer of
1994 we organized our first International
Seminar on Orff methodology. This time
the leading figures were Orietta Mattio

from Italy and Soili Perkio from Finland,
as well as Russian teachers from different
parts of the Commonwealth. The seminar
was a big success.

Alsoin 1992, I started an Orff school in
Varna where I live. I continue to teach there
with my colleagues from the local music
school. The curriculum includes Orff les-
sons, group recorder lessons, and making
music on Russian folk instruments.

In 1993 the Orff Society published the
first issue of our magazine, “Orff Society
Herald” (Vestnik Obshchestva Karla Orfa),
which, unfortunately, does not come out
regularly and is distributed, as other mate-
rials, by mail, with a request to return after
use. Economic difficulties, the high price
of paper and publishing expenses do not
let us distribute it widely enough, although
the Carl Orff-Stiftung equipped us with a
printing machine.

At the present time, membership in the
Russian Carl Orff Society is approximately
two thousand. The society has grown by
including a large number of passive mem-
bers, those who are aware of and support
Orff’s ideas, but who cannot use them in
their practical work due to a variety of ob-
stacles, mainly the adherence of most
schools to the official curriculum. Teach-
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ers who attend our seminars and who are
flexible enough manage to incorporate our
general approach and materials into their
programs. Nonetheless, the mentality of
bureaucrats in control of the educational
process is the same in many ways as it has
always been. They stubbornly oppose any
changes in the federal programs.

Another problem in our country is the
emphasis on product-oriented education.
Many early childhood teachers tell me how
strained they are by the high expectations
of visible results on the part of parents and
authorities. Kindergartens in which, ac-
cording to “competent organizations,” chil-
dren do not develop fast enough, cease to
exist. Only those demonstrating impressive
external results can survive under the ex-
isting economic crisis. Such competition
creates an unhealthy agitation and leads to
spending time on drills rather than on cre-
ative process.

Many teachers are now attracted to
workshops that promise quick and easy
results. There are workshop leaders claim-
ing that they know how to develop perfect
pitch, how to make every child a vocal so-
loist. T am not in a position to judge all of
their offerings, which grow like mush-
rooms, but I know that many of them are
nothing but tricks, and the actual results
are based on a highly demanding attitude
on the part of the teacher and laborious

daily work on the part of the students.

Our music school system has inherited
from the totalitarian regime an early age,
professional orientation of children, with
plenty of music theory studies. In general,
young children spend five to eight hours
per week at music school. Despite this pro-
fessionally oriented musical education,
only one out of two hundred, according to
statistics, later chooses music as a profes-
sion. Thus, the money spent on theoretical
studies is wasted by the government (Most
of education in Russia is free, and music
schools charge symbolic amounts - M.G. ).
Moreover, the majority of children who
graduate from music schools never touch
their instrument. Years spent studying mu-
sic in this way develop in them an aver-
sion for the subject. They become neither
informed music listeners, nor do they at-
tend classical or folk concerts. Most turm
to pop music.

Our Orff Society has set for itself a goal
of returning a real meaning to music, of
returning to active participation, to the joy
of making music. The federal program con-
tains feeble attempts to inspire musical cre-
ativity. However, the majority of teachers
simply do not know where to start, and do
not have high regard for creativity. Isolated
cases mostly involve making up pieces
such as preludes and impressions, or study-
ing classical harmony and creating music
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in the corresponding style.

In spite of the difficulties, there are ac-
tive members of the Orff Society — about
two hundred people — who successfully
employ Orff Schulwerk ideas. They hope
that the mentality of official bureaucrats
will change. Occasionally, a school admin-
istration has no choice but.to put up with a
musician rebelling against the federal pro-
gram because there is a shortage of teach-
ers. In some cases the enormous size of our
country and its low density of population
benefits the experimental work. As a Rus-
sian proverb goes, “God is high and Czar
is far” Many of our members work in al-
ternative schools which, to a large extent,
are free from government control and can
create their own music curriculum.

1 can name whole regions working “ac-
cording to Orff” One of them is Tyumen,
with its rehabilitation center for handi-
capped children and The College of Music
with its Orff curriculum. Another place is
The College of Music in Kurgan, which has
completely changed its orientation from
performance to education, based on the
Orff philosophy. So far, this is the only
college that has decided to take such a
plunge and “change the flag.”

Educators who have gone through our
training change their ways of teaching. I
know a teacher from Izhevsk who, as soon
as he returned from our workshop, moved
the desks out of his music room and started

using movement and improvisation,
playing instruments, and even build-
ing them.

In Ekaterinburg, in the Middle
Urals, an experimental ecology-hu-
manistic lyceum (a kind of prep
school - M.G.) was opened during
perestroika. I have cooperated with
them since the very beginning, giv-
ing workshops for the teachers. All
of them use music, movement and
improvisation in their work. They
also own an instrument workshop
that produces percussion instruments
and they intend to make recorders
and xylophones in the future.

Another teacher in Ekaterinburg
has done a lot of theatrical work with
dance and instrumental playing, witty
poems and language improvisation.
His experiments with making simple
instruments are very interesting.
Even five-year-olds can make simple

continued...
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Aulos is the best value available in recorders.
Each recorder has been carefully designed for
successful use, ease of playing in all registers, and
has accurate intonation. (That means a lot in a
class of beginning recorder players!) Con-
structed of superstrong ABS plastic, Aulos recorders
will last o lifetime. Teachers and students take a
great deal of pride in playing AULOS.

Consider the following recorders for your begin-
ning students. Carrying bag and fingering chart are
included. BOTH ARE GREAT INSTRUMENTS! |

THREE PIECE MODEL
® Ivory Color
¢ Detachable Thumb Rest for Placing Right Hand

in Correct, Relaxed Position
* Includes C# and D# Holes

A323 BAROQUE FINGERING, ~ § 4 50
ooV |

ONE PIECE SOPRANO RECORDER $ 6 50
AT03N - Baroque Fingering )
A102N - German Fingering

* One piece Consfruction ‘

Builtin Thumb Rest Places Right Hand in Correct,
Relaxed Position

* Curved Windway

Single Holes for Low C and D Provide Ease of
Playing In Lower Register

Dark Brown with lvory-<olored Trim

Lifefime Warranty Against Plastic Breakage

S; Order From:
R’Ip Rhythm Band Instruments
P.O. Box 126
Fort Worth, TX 76101
‘ORDER TOLL FREE 1-800-424-47 24
* TOLL FREE FAX - 24 Hours a Day -

1-800-784-9401

WE SALUTE THE
NATIONAL Music
STANDARDS

Call or write for a complete color catalog listing all our fine Aulos recorders and other musical products.
Aulos has them all -Sopranos, Alios, Tenors, Bass, Sopranino, Garklein, Panflute, Baroque Flutes.
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paper recorders and mouth organs capable
of producing two or three sounds. They also
make zhaleikas (Russian version of the
ancient Greek aulos, a wind instrument with
a single reed and the sound reminiscent of
the oboe), a bass out of a strong rope, and
other instruments.

The greatest enthusiasts of the Orff ap-
proach in Chelyabinsk are music teachers
who work with small children. One of the
early childhood centers has initiated an Orff
laboratory where hired psychologists with
expertise in this age follow the children’s
development.

The Schulwerk is going to be published
in Russia. It will include Russian transla-
tions and recommendations on how to use
it in the Russian environment. The Schott
publishing house is also planning publica-
tion of Russian songs and dances as the
Russian version of the Schulwerk.

In this part of the world it is important
to ensure that the post-perestroika revival
of culture is not contaminated by national-
ism. Unfortunately, it happens. My col-
league from the Ukraine complains that she
cannot officially mention Orff’s name be-
cause the cultural politics of this newly in-
dependent republic has a pronounced na-
tionalistic orientation, and people wish to
hear neither different ideas nor foreign
names — German or any other.

Under communisim, the totalitarian cen-
tralization of all spheres of life did not al-

low our teachers to think independently.
We, the Orff followers, emphasize that the
teacher is responsible for choosing the
teaching material. Nobody can dictate what
songs to sing and what dances to dance, as
it was under communism. Being respon-
sible for the child’s wide cultural outlook,
familiarity with the neighbors’ cuiture,
close and distant, the teacher should not
wait for instructions from just another bu-
reaucrat. We now have to learn how to act
without orders and directives from above.

This approach is coming to life

Membership Form

here, its freedom beckoning more and
more followers.

Vyacheslav A. Zhilin, bornin 1951, is a
graduate of The Institute for Culture in
Chelyabinsk (Ural). He teaches Russian
folk instrument playing at public school
and at the Children’s Music School. He has
taught special courses on Orff Schulwerk
at The Institute for Culture and at The
Pedagogy Institute in Chelyabinsk. In
1992-1993 Mr. Zhilin studied in Salzburg
at the Orff Institute. He is president of the
Russian Orff Society.
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1'you could have a class-
room space that would
ViR A il CHANGE as @UICKLV,
as the attentlon Span of your students

It's so simple it's 'amazing! Find out why elementary music teachers are so
enthused about flipFORMSs. Give us a call, we'll give you more information.

Call 1-800-733-0393 DEPT. 51RJ

g :
SUPPORTING YOUR VisioN oF WHAT Music EpucarioN CAN BE.
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Resources For The Classroom

- Marina Gorny, Editor

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 materials for review.

A MINOR MELODY. Learning and
performance packet by Jim Tinter. Jim
Tinter Productions; with CD, $24.95;
with cassette, $19.95.

Have you ever had trouble getting
your students (or yourself) to improvise
on the recorder? While there is no easy
solution, A Minor Melody, created by
music teacher and long-standing AOSA
member Jim Tinter, can be a useful
tool for building this skill. It is both a
performance piece for recorder(s) and
a packet of materials with which to
teach improvisation. -

The piece is a four-note melody (high
C, B, A, G) with recorded synthesizer
accompaniment. The B section is left
open for improvised solos. There are op-
tional parts for a second soprano or alto
(low E, D, C), for a third soprano (Gto
high E) and for a bass xylophone. The
recording features tracks of the ac-
companiment both with and without
the recorder parts.

The rest of the material is directed to-
ward the art of improvising on three,
five, and eight pitches. In each case there
is a track of one- and two-measure me-
lodic patterns for the students to echo
over the accompaniment. After becom-
ing comfortable with these the students
may try improvising in groups and alone
over the accompaniment tracks.

All the material is written out in both
score form for the teacher and as indi-
vidual parts for the students. The pur-
chasing teacher is given permission to
make copies as necessary for his/her
classes. Copies of the cassette or CD
are available for the students to pur-
chase at a reduced rate.
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The tune was well within the abili-
ties of my second-year players (fourth
grade) and the jazz-rock accompaniment
was very appealing to them. After a few
sessions all were able to improvise
within a group, and many volunteered
to improvise solos.

The teacher who uses this material
would be wise to teach both the melody
and the second part at the outset so the
students don’t develop bad habits from
neglecting the right hand. The teacher
will also want to model the solo-echo
patterns in addition to using the models
on the tape. If used, the bass xylophone
part may be simplified, while maintain-
ing the chord structure.

Students should be made aware that
while the model playing on the record-
ing is very good, it is a digital sam-
pling of a “wood flute” and not an ac-
tual recorder player. (The composer
says this is due to the complexities of
the recording process.) Only careful
listeners will detect this on their own.

While not an entire recorder pro-
gram in itself, this package can be an
enjoyable part of such a program, pro-
viding both an incentive and a process
for improvising, while letting the stu-
dents enjoy “their kind” of music.

-Alan Purdum, Ohio

. Experience
Learning Designed With Children in Mind...
Orff Schulwerk Training at

Colorado State University

Eort Collins, Colorado e Summer o 1996
Introduction to Orff Schulwerk:

June 10-14

Levels | and ll: June 17-26

with instructors

Liz Gilpatrick and Judith Cole
contact Dr. Robert Harding ® Dept. of Music, Theatre, and Dance
Colorado State University ® Fort Coliins, Colorado 80525 *
or
Liz Gilpatrick ® Phone: (303)665-2108 »
fax: (B0B)665-2108 » e-mail: lizgilp@aol.com
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Tgl%lé(glgls)%ﬁ{ T —

RECORDER METHOD

* Pleasing sound

* Excellent lower register BOOK ONE $3.95
* Accurate intonation BOOK TWO $4.50
* One-piece

* Baroque * Classroom tested
Soprano $3.95 * Variety of tunes from
Alto  $19.95 . f{dllffeﬁm cu}lltur.es

GTCIIOI‘ $48.50 SHIPPED : Exzrc?sle: arts

* German ITHIN '

Soprano §$ 3.95 w ‘ 48 HRS * Duets/Rounds

~ « ED SUETA RECORDER * PLAYALONG TAPES $9.95

ACTIVITY BOOK $18.95 * COMPACT DISCS $14.95
*Games _* Activities * 56 accompaniments ’
* Reproducible work sheets * Varied musical styles 30
* Music theory * Split track DAY
¢ Students love it! .\ BILLING
* TRANSPARENCIES $58.00 * TEACHER'S MANUAL $12.95

* Complete student method on . Playable piano accompaniments for
high quality overhead film YMENT songs & exercises in student book -

* Encourages good posture P% * Arrangements different from tapes/CDs

* Avoids copyright problems © Lesson plans * Program ‘goals

g

During the ORFF convention in Dallas, please stop by the Macie Publishing Booth
for your complimentary Kingsley Recorder and Method Book!

{ N

: SPECIAL PACKAGE PRICE $6.95

‘b Includes book, recorder .h
and free shipping

(on 30 or more ) .

ORDER TOLL FREE 800-256-6824

FAX: 201-983-1415
\_ J
MACIE
PUBLISHING .
COMPANY .
e 10 Astro Place, Suite 100 Rockaway, NJ 07866 Phone: 201-883-8700
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BOOK REVIEWS

Millie Burnett, Editor

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 material for review.

WE ALL GO TOGETHER: Creative
Activities for Children to Use with
Multicultural Folksongs, by Doug
Lipman. Oryx Press, Phoenix,
Arizona, 1994. Book with audio
cassette tape, $35.

The core of this volume is a set of thirty
folk songs from cultural sources including
African-American, Anglo-American, His-
panic-American traditions as well as from
Bulgaria, England, Ghana, Ireland, Israel,
Jamaica and Korea. Many of them will
be familiar to experienced teachers, but
there are also some refreshing variants
of old favorites.

The songs are far from being ends in
themselves; they are considered the foun-
dation for development of activities that are
suitable for the age level and needs of the
children involved. (The targeted age group
is preschool through ten or eleven). The
premise is that children take ownership of
songs only when they have developed their
own unique versions and uses. The recom-
mended activity types include Games,
Movement, and New Verses, which are
presented in chapters separate from the
songs with the intent that teachers mix and
match songs and activities.

" Game activities are organized accord-
ing to difficulty/complexity, including
these categories: choosing other players
(from alarge group, partners, partner steal-
ing), chasing and racing (including tag vari-
ants, cooperative racing), guessing, hiding
(finding hidden people and objects), line
and circle games, rhythm games (pound-
ing, passing objects, rope jumping, clap-
ping). Most complex in the collection are
play party games, organized according to
the movement figures included. Move-
ments are also organized and developed by
categories: repeated pulse movements, se-
quential pulse movements (including imi-
tative and abstract), nonpulse rhythms (to
accent particular words or replicate the
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song text), movements for standing, lying,
and moving around, movements with oth-
ers. The third activity category, new verses,
includes replacing one word, a phrase, two
or more separate words or phrases, and
developing thymed words-and phrases. The
creation of opportunities for solo singing
is linked with these activities.

An especially noteworthy feature of this
volume is an excellent section of back-
ground for the songs, both as categories
(work songs, religious songs, dance songs,
game songs, ballads and other types) and
as individual examples. This type of mate-
rial is crucial for creating a meaningful
context for the songs, for connecting them
to their source. There also is a short sec-
tion devoted to curricular connections that
can be made through the various songs.
Finally, the author is thorough in document-
ing sources for the song material and gen-
erous in suggesting follow-up resources.

This volume transmits the wisdom of
someone who for many years has taught
children, creatively and with great sensi-
tivity. Maintaining that all teachers have
the capacity to present his material effec-
tively in the classroom, he discusses alter-
native routes to learning the songs and to
presenting them. Much care is given to ex-
plaining the process for development of the
various activities with children, for assess-
ing their effectiveness, and for making ap-
propriate modifications. This approach is
invaluable for teachers inexperienced or in-
secure in using music in the classroom.

This would be an excellent resource to
include as text material in a music meth-
ods course for future classroom teachers. I
see it as equally valuable for beginning
music teachers working with the early
childhood age group. The author is to be
commended for a fine piece of work.

-Mary Shamrock, California

> A MINOR MELODY

l"k:l

If you teach recorder, you must check out this piece!
+ Solo, duet or trio with very cool synthesizer accompaniment.
+ Solo/echo patterns & demonstration solos make improvisation easy!

 Easy 4 note melody. ¢

+ Orff instrument compatible. * License to copy'

Teacher Packet w/ CD $24.95 w/ Cassette $19.95
» BIG MOUTH BLUES  we%

Jim’s latest play-a-long publication. Four tunes in contrasting
styles (big band swing, Latin, rock, and a beautiful ballad).
Continues the solid educational philosophy and quality fea-
tures of A Minor Melody. Makes improvising easy and fun!

Teacher Packet w/ CD $24.95 w/ Cassette $19.95
FOR CHOIRS/GENERAL MUSIC:
> JINGLE BELLS IN 10 “FLAVORS”

A unison choral arrangement of Jingle Bells in 10 styles
with accompaniment tape and license to copy. Fun!!!

Teacher packet w/cassette $19.95

Dealer inquiries welcome.

X "l
KEEP JAMMIN

Jim Tinter Productions
7717 Westfield Road [

Medina, OH 44256
PH/FAX: (216) 887-5500 §
Orders (800) 230-3577 §
Direct orders add $3 S&H §
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NOW AVAILABLE FROM RHYTHM BAND

Studio 49 Orff Instruments, Aulos Recorders, Sweet Pipes
Recorder Publications,RBI Percussive Instruments, RBI Bell Sets,
Remo Products, Chromaharps, and Belleplates available
from Rhythm Band.

WE SALUTE THE
NATIONAL MUSIC
STANDARDS

RHYTHM BAND INSTRUMENTS
P.O.Box 126 eFort Worth, TX 76101 Phone 817-335-2561 e Fax 817-332-5654
Call Toll Free 800-424-4724

Fax Toll Free 800-784-9401

24 Hours a day, 7 days a week
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From the Classroom
Liz Gilpatrick, Editor

Wordmaker, Wordmaker...

Creating and Playing with Language in the General Music Classroom

Veronika Schulz

Wordmaker, Wordmaker
by Stan Lee Werlin
reprinted with permission from the May, 1989 edition of Cricket magazine

Wordmaker, wordmaker, make me a word .
make me a grink or a bellephant bird

make me a mosscake,

a glutter,

a glommer,

fly me away on a fluttery-flommer,

make me a braincoat, -

a faceball,

a spoffle,

make me a bloast

or a garlicmint waffle

make me a word that you’ve never yet heard
wordmaker, wordmaker, make me a word.

Soundmaker, soundmaker, send me a sound .
send me a sound that will rise and astound
spin me a sputtle, a thyme-bolt, a hissper,
shape me a shout that comes out like a whisper,
sing me a mellyfellifluous modal

croon me a croak that is frog-like and toadal
send me the sound of the snow falling down
soundmaker, soundmaker, send me a sound.

Thoughtmaker, thoughtmaker, think me a thought
think me a thought that no teacher has taught
think me a dreamdoor,

a circle that’s square,

pen me a poem that floats on the air,

sow me a seedsong,

imagine it growing,

row down a rainbow

where ideas are flowing

think me a thought that’s tied up like a knot
thoughtmaker, thoughtmaker, think me a thought.
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f’j r he poem “Wordmaker, Wordmaker”
by Stan Lee Werlin was the stimu-
lus for this project. The children

heard all three verses of the poem before

turning their attention to the first verse to

discover some techniques for creating non-
sense language.

Like any explorer, we had no clear idea
exactly where we were going. But the poem
seemed to point the way to laughter and
fun, as well as many classroom applica-
tions: speech play, creating new words,
making thythm patterns with words, explo-
ration with body percussion, and transfer
to non-pitched percussion.

The next step in each second and third

“grade class was to brainstorm a large list

of silly words and spell them on the black-
board, an activity that elicited plenty of
laughter and enthusiasm. Here are some
examples:

slaj tappy-teedy wilk zat
kribblefitz  flowblow oozah scrack
buzzball roo-loo-koo-koo " bip
bumblethumble  baptor  flopsickle

This doodling with sounds filled the
children with delight. They easily made
their own connections and combinations.
Nonsense word banks appeared spontane-
ously and as each was read to the class the
laughter grew stronger.

Students then explored the rhythm of
their words in body percussion, with a goal
of discovering how to play it most com-
fortably. In a brief sharing session, many
children volunteered to show their word-
rhythm body pieces to the class. This was
the end of “phase one” of “Wordmakers.”

continued...



In the next phase, children added their
own body-percussion word rhythms toward
the creation of an ensemble piece to be per-
formed by the class. Each class chose four
to six word rhythms which were printed
and notated for all to see. Words’ rhythms
were chosen especially to provide contrast
and to be complementary to one another.
All of the examples were in 4/4 time.

SECOND GRADE
4
r .
S .
(Clap-Josh) * Moss - & go - g "
(rub palms
of hands-Lana) 66—
¢ bugle - bee chicka - my §
(pat knees- F——F
Caitlen) r
(snap-Jeremy) e o o 3 RPN S
chichi chichi
(rock head from . /J J ) "
side to side- O 154 L4 |
Amber) ee- yah!

These word-thythms can became a non-pitched
percussion ensemble at a later date.

Students chose three to.four of the re-
maining ostinati for their final piece. They

formed small groups and each group con- |

centrated on learning its own ostinato in
both speech and body percussion. When
each group was secure, students layered
one ostinato atop a previous one. More
ostinati were not added, however, until the
" first groups were secure. Through this
painstaking practicing, trying again, and
taking their time, each class worked
through the ensemble-building process.

In some classes, a student chose a non-
pitched percussion instrument to match his
word-rhythm. If the instrument chosen ini-
tialty couldn’t articulate the thythm clearly,
another instrument took its place. Four to
six ostinati were chosen using the same
criteria as before, as well as contrast of
wood, skin and metal. All ostinati were
notated on the blackboard in 4/4 time. Each
student played his pattern alone and then
“layered-in” his ostinato at two-measure
intervals with the others until the texture
was complete.

In each class that was ready for en-
semble playing, other students chose
unpitched percussion and joined one of the
soloists for a repetition of the piece. We
stressed careful listening, playing at a

50

THIRD GRADE

4 bingle- shingle-

£ bangle shangle
{tambourine- N - 1 - Y} ) . I
Jared) v [ l
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(tympani or
hand drum-Brian)
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Ut

Ry

& —&
iooga aga Pee a,

Note the contrasting timbres and
complementary rhythems.

mezzo-forte level, and keeping th sac-
curate, and we did not rush the learning
process — we left plenty of time for prac-
tice and try-it-again.

A few class sessions later while work-
ing with Latin-American and African per-
cussion ensembles from volume I of thé
Listen, Move and Dance series, the chil-
dren recognized immediately that the struc-
ture used to teach them on the recording
was the same layering structure they had
previously explored.

Coda:
I believe the students were successful be-
cause:

» The ensembles were age-appropriate.
Children will rarely create something they
can’t do well, so their inventions reflected
their skill level and understanding.

+ Everyone in class was actively involved.
» Notation was introduced at an ap-
propriate time — when it had mean-
ing. We did not begin with notation,
but with the experience.

+ The ensembles were woven with famil-
iar Orff Schulwerk techniques that put the
children’s choices and creativity first.

u
u

o
g¢
ER
.

1 bim bim |
& &
bam bam

. S I

. . q 4
ping ping > >
pang pang

.
[
‘l‘ VUZZ . oo ivenn v nern e aaanne

(bongos-Corey) .

(claves-David)

(vibrasiap-Jon)

=
4

(tambourine-Joe)

jiddle jaddle

rreere

coopah- no, coopah- no

(cowbell-Scott) :

Speech-play, body percussion, non-pitched
percussion, improvisation, and play were
familiar to the children.

» Nonsense language led to laughter and
the laughter led to a relaxed, receptive at-
mosphere.

Editor’s note: Creating with nonsense
language has the added benefit of allow-
ing children to manipulate the sounds of
language without having to grapple with
meaning. This sort of isolation of sounds
can assist children in making sound-sym-
bol associations which are the heart of
cracking the alphabetic code.

Should your classroom lack sufficient
numbers of non-pitched percussion instri-
ments, “Wordmaker” may present the per-
fect opportunity for injecting “found”
sounds or homemade instruments designed
specifically to express a wonderful strange
new word. -L.G.

Veronika Schultz is a Music Specialist
in School District #25, Riverton, Wyoming.
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SEE THESE AND MORE AT I W LOW -
=R I ORDER FORM i
A O S A. | L,'“ 1 Total
Qty. Item Price |
E 1 Set I (diatonic) I
[ Includes 25 student BELLBOARDS
Iy I G e T SARD :
an exciting v Sue Brinas I 1 teaching format 1
method of tf thh [ Complete - $44.95 § I
teaching students how to play ORFF :M imatyiducd teacher §___|
and dll ione barred instruments I e :
___ Individual student
BELLBOARDS cre durable, brightly : o s omadent & i
colored replicas of the tone barred 1
Instruments. The teacher's lcaage D incrucos 25 é?uhégﬁ?EﬁBOARDs |
BELLBOARD is silk screened and 1 (ﬁd b}(lllck g?liB %}XE%)D 1
dry mounted on heavy bocrd. i eccher’s
. . Dermnonstrate how the music will | !teaching fomuat :
HA sequential collection visually appecr then monitor j— Complete - $4495 6
E of Activity Sorgs and T e— the students as they leam the I___ Individual teacher $______ :
L \Singing Garmes for Young Children music at thelr seats before they i $5.50 each I
play the actual instrument. I__ mdividud student $_____j
E =Also = B i $1.70 each 1
H BELLBOARDS:
Isabel McNeill Car ley Recorder Series = help students understomd :POSTAG‘E $4.00 each set I
f;);e flo;fxrmr? Rw:;d::;d and P_1ano ] ggsvlglel gﬁiﬁ ar%%e C%éfheocnhon i Total tem Cost . . . ... .. $ :
0}' estiv R'eclt.als * Toduce 1o g time I Postage and Handling . . § i
A First Folk Song Suite = climincate fear B Total Amount Due .. ... $ i
Suite Québecoise = provide instant success T VED 1
C’est la Belle Frango:se = promote good self esteem ! ON SAME DAY REC
" keep everyone involved : Send purchase order or check to: I
at all times BELLBOARDS I
1 Sdly Suite i ?\é?%yﬁscon Hills Dr. B
: Simple Suite Order your BELLBOARDS today! I Cincinnati, Ohio 45241 1
A 11 b]. t Your kids will love them! SET It i For brochure or more info call: 1
vaiaole a You will love the results! I 1-800-208-2672 1

il your Favorite Dealer.

N. A CREATIVE APPROACH
TO TEACHING YOUNG CHILDREN MUSIC.
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Music Makers
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# ntroducing a new direction in
early childhood music education—
Musikgarten. Developed by Lorna
Heyge and Audrey Sillick, the
experts who created Kindermusit®,
Musikgarten is the continuing evolu-
tion of their work over 25 years and
an exciting approach to teaching 1'/2 to 7 year-old children music. The
program provides educators with superior training, developmentally appropri-
ate materials, high-quality instruments, and rewarding business opportunities.

With Musikgarten, you'll find three outstanding curricula— 7he Gycle of
Seasons: A Musical Celebration of the Year for Young Children, Music Makers: Ar
Home in the World, and God’s Children Sing, each offering you structure, yet
flexibility. Musikgarten can be
customized to fit into existing
programs, and is both easy to use
and fun to teach. Simply put,
Mausikgarten provides you with everything you will
need to teach a young child music.

To learn more about the Musikgarten program,
call us at 800-632-5891, or write to PO. Box 15514,
Richmond, VA 23227-5514.

Musikgarten is:

« Supetior training

* Developmentally. -
‘appropriate materials

« Specially-designed
instruments

= Business opportunities

™

=
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-
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The Orff Echo Editorial Calendar

Issue ‘ Focus Submission Deadline
Spring 1996 ' Early Childhood December 1, 1995
Summer 1996 Creativity March 1, 1996

Fall 1996 Listening June 1, 1996

Winter 1997 Special Populations September 1, 1996

The Orff Echo is.seeking articles on these topics as they relate to Orff Schulwerk or to
broader areas of teaching and learning. In addition, articles on other relevant topics are
welcomed at any time. Please send queries and submissions to the Editor, 3105 Lincoln
Blvd., Cleveland, OH 44118. The Orff Echo cannot guarantee publication of submitted
articles. Writers® guildelines are available.
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. ETHNIC INSTRUMENTS
ﬁ' 'OHN S ~ OURSPECIALTY !

) M U S I ‘ Roots & Branches—A Legacy of Multicultural Music

for Children by Campbell, Brabson, Tucker
Book & Cassette: $24.95
Book & CD: $29.95

Mango Spice-—44 Caribbean Songs 314.94

Contrast and Continuum-—Music for Creative Dance
CD by Eric Chappelle $15.95

Remo Tubano

The answer to expensive congas: replaceable synthetic
heads; sits on floor; very strong sound. 10" $96.95

12": $109.95 &

14" $131.95 )

Steel Drum ’ $159.00 .:::.
[}

4501 Interlake Ave. N #9 Includes mallets & stand; 13-1/4" diameter; 11 notes in
Seattle, WA 98103 C or G; well-tuned. .

e e == S RS S S S

Call or wrlte for our free catalog ¢ Sonor & Studio 49 Orff Instruments
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New this fall... (Ready 10/15/95) Classified Ad

HOT MARIMBA! Mk thi GREAT with the hest
Orff Instrument Settings of re:ordeszry;a\fsic availa‘:itla*** =
Zimbabwean-Style Marimba Pieces 100% KID-TESTED AND AP-

by percussionist Walt Hampton - PROVED! Teachers love the variety of

Raise the energy level of your 3-6 gr. Orff instru-
ment ensembles several notches with these pisces
inspired by the marimba bands of Zimbabwe.

styles and developmentally sequenced
materials. Each recorder piece includes

Book with performance hints, background, copy— -an exciting accompaniment tape that
permissible scores, & cass. or CD. ) motivates students and makes learning
67-x Book/tape $14.95 tent ’ fun. Teaching suggestions included for
71-8 Book/CD $17.95 tent. promoting excellent results and building

jJeecoccoececo000s00000 060 studentconfidence. See for yourself!
My Harvest Home = Most popular (B,A,G) selections

Polish Songs, Games, Dances, Customs include: MIDNIGHT SUN, REFLEC-

Dancer and singer Andrea Schafer shares some of TIONS and ROCKY ROAD. Other
her favorite traditions from her Polish-American current titles include: FACE THE
childhood. )

Book includes ali cultural context, crafts projects, MUSIC (E,G,A,B), 50°S ROCK
recipes, dance instructions, sayings, songs; CD or (G,A,B,C) and DAYBREAK

cass. of outstanding Polish musicians included. (C,D,E,EG,A,Bb,C). Send $9.95/

68-8 Book/audio cass. $17.95 tent. selection plus $2 shipping and handling

69-6 Book/CD set $20.95 tent. to Glenn Weiss, 84 West Cortland
Order from your favorite dealer! Avenue, Oceanside, NY 11572 or call

Publisher: World Music Press 1-800-810-2040 (516) 763-1925 for more information.
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‘\We're packin’ for Dallas
There's so much to do
\¥/e hope that you're coming -
We're looking foryou!

Congas, tubanos, percussion galore -
The latest in music for you to explore
Stop by our booth down at AOSA

Bring all your money; don't you delay!

PO Bsz 1/1208Fifth St.
Coralville, IA 52241
1-800-397-9378




American Orff-Schulwerk Assn.

BERGERAULT

INC.

B ALWAYS THE LEADER
IN QUALITY AND PRICE

XYOPHONES .. METALLOPHONES

SOPRANO (c*-a%) SOPRANO (c*-a?)

PB 1101 Diatonic - 16 Bars PB 1301 Diatonic - 16 Bars
PB 1103 Chromatic - 22 Bars PB 1303 Chromatic - 22 Bars
ALTO (c'-a?) ALTO (c'-a?)

PB 1111 Diatonic - 16 Bars PB 1311 Diatonic - 16 Bars
PB 1113 Chromatic - 22 Bars PB 1313 Chromatic - 22 Bars
BASS (c-a) BASS (c-a')

PB 1121 Diatonic - 16 Bars PB 1321 Diatonic - 16 Bars

PB 1123 Chromatic - 22 Bars PB 1323 Chromatic - 22 Bars

GLOCKENSPIELS.

PB 1201 Diatonic Soprano - 16 Bars c®-a*
PB 1211 Diatonic Alto - 16 Bars c-a®

SUB CONTRA BASS BARS, 3-3/4"X3/4” - C,D,E
CONTRA BASS BARS, 2-5/32"x3/4” - F, F*, G,A,B,Bb,C

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 neoprene
tubing to support the bars. Precisely tuned to A440.
FREE attached storage boxes for F* and 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
e e —

P.O. Box 391089 ' NON PROFIT ORG.

Cleveland, OH 44139-8089
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