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From the Editor

“She’s going to get a scholarship,”
said art teacher Maureen Cavotta,
proudly. “I'm sure of it.” Maureen was
speaking of her student, seventeen-year-
old Tiffany Weisenberg, whose painting
appears on the cover of this issue.
Tiffany, a junior at Mayfield High School
in Mayfield, Ohio, is one of a select
group of talented students who travel
every day to Orange High School to
study with Maureen. We were discussing
Tiffany’s plans after high school, which
include art study in college, followed by
a career in graphic design. There was no
hesitation in her voice when Tiffany said
that art is her future. We wish her good
Tuck!

This issue’s focus on Global Perspec-
tives, coordinated by Editorial Board
member Ruth Hamim, presented some
unique challenges. As we attempted to
draw the world a little closer together
through the words of teachers on three
continents, we found out that doing so
isn’t always easy, even in these days of
airmail and electronic communications.
E-mail messages bounced back
undelivered, faxes piled up unsent
because telephone connections couldn’t
be made, and author Virginija -
Tamulyniene’s photographs of her
Lithuanian students spent a month

languishing somewhere in trans-Atlantic
limbo before arriving just as I write these
words.

In some cases, another kind of
communication problem had to be
addressed. For two authors, English is
not a first language. Yet they gamely
agreed to write in what is for them a
foreign language, and did so remarkably.
You may notice words or phrases that
don’t sound typically “American.” In
many instances, we have not made
changes, for we feel the subtle nuances of
the authors’ original words express their
thoughts more effectively than if we had
edited them to read as Americans might
speak.

There’s still more traveling in this
issue of The Orff Echo. Nearly two years
ago, at a National Board of Trustees
meeting in Dallas, several of us struck up
a conversation over dinner about various
journeys. Judith Cole, national co-chair
of the Dallas conference, related her
story of a trip to Bali, how she was
entranced by the people and the music,
how she commissioned the building of a
gamelan, and then returned a year later to
receive her instruments and be blessed,
along with them, by her Balinese friends.
To those of us who were listening,
transfixed, it was apparent that these

Membership Form

experiences held great importance for
Judith. T asked her if she would consider
sharing them with our readers. She
agreed, although the extensive duties
surrounding the conference didn’t give
her time to write until recently. We are
pleased, now, to bring you her story,
deeply felt and beautifully told.

Joan Bell Cowan also has written
about gamelan for this issue. In her
article, “Beginning Javanese Gamelan: A
Community of Listeners,” Joan tells us
about her work with gamelan and middle
school children. Unlike Judith, Joan built
her gamelan herself. She first learned
about gamelan in the 1980s, she told me,
when as a graduate student in composi-
tion at Mills College she was involved in
repairing and building the instruments.
Since then, she has worked with gamelan
in many places and capacities. Her joy in
sharing this unique music with students is
evident in her words.

We hope you enjoy the travels within
these pages, and that we have indeed
made the world a bit smaller by relating
stories of goals, struggles and triumphs
that are common to all of us. Bon
voyage!

-D.M.
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President’s Message

Carolee Stewart, AOSA President

It’s that time of year: time for the
AOSA Finance Committee to examine
how we have put the association’s money
to use and time to consider how we will
allocate it for the 1997-98 fiscal year. As
we plan the next budget, we will consider
how we can maintain successful pro-
grams that are in place and undertake
new projects that will benefit members.
The assistance that some members have
provided by contributing to the newly-
established General Giving Fund will
help us pay for some initiatives that
might otherwise be postponed or can-
celed. We are extremely grateful for these
contributions. In addition to creating the
General Giving Fund, the National Board
of Trustees has recently made important
decisions regarding a) a dues increase
and b) how to invest AOSA’s restricted
and unrestricted funds for better growth.
Because these financial decisions affect
you directly and indirectly, a brief
explanation of how our funds are
allocated seems appropriate at this time.

AOSA maintains accounts of re-
stricted and unrestricted funds. Restricted
funds are made up of contributions
designated specifically for the Gunild
Keetman Assistance Fund, the Shields-
Gillespie Scholarship Fund, or the TAP
Fund. These funds were established to
support the professional growth of our
members through study and special
projects. Throughout the year, members

‘receive appeals for donations to these
three funds. The principal is invested and
the interest is distributed to applicants
who meet specified requirements. We are
currently in the process of transferring
these restricted funds to accounts with
Merrill Lynch. With the assistance of an
investment broker, we expect to receive
higher interest payments. This will, in turn,
allow us to pay out more in scholarships.

Unrestricted funds are moneys that are
used to run AOSA. Our annual operating
budget, which is always balanced, is
approximately $500,000. On average, our
income and expenses are distributed in
the following proportions:

b INEE T da V' T S e

Taking Care of AOSA’s Money

Income
40-42% Conference

38-40% Membership Dues
10-11% Advertising (Echo,
Directory and conference book)

4% Sales
2-3% Miscellaneous Income
2% Interest

Expenses

30-31% Conferences

29-30% Administration (main-
taining AOSA Headquarters)
18% National Board and
Committee Work

16-18% Editorial (Echo and
Reverberations)

2% A/V Library
2% Production of New Materials
1-2% Facility Development

Clearly, our annual conferences
generate the most income and bring
about the greatest expense. In essence,
the 40% of our income that comes from
conference registrations and exhibitors
fees covers all conference expenses and
some costs of operating AOSA Head-
quarters, which takes care of a good deal
of conference business. Income gener-
ated from the sale of advertisements in
The Orff Echo and the Directory makes
up a sizable portion of the expense of
producing the Echo. This leaves member-
ship dues and a few smaller sources of
revenue (totaling nearly half of the
income) to counterbalance the expenses
of the basic offerings and programs
maintained by AOSA. Below is a list of
what your dues pay for annually.

* Four issues of The Orff Echo and
Reverberations (partially funded by
advertising)

» A Directory/Handbook of AOSA
members and information (partially
funded by advertising)

* A headquarters office that runs full-
time to serve its members (partially
funded by conference income)

¢ A hard-working National Board of
sixteen elected volunteers, four
appointed volunteers, and three paid
staff members who meet three times
each year — one day béefore the
National Conference, and three days
over a weekend in September and again
in March — to produce or oversee the
following:

* A carefully-considered listing of
AOSA-approved courses.

* The upkeep and development of a
lending library housing more than
100 videos.

* The development of new products to
assist members in promoting their
programs (currently in its final stages
is a video that illustrates Orff
Schulwerk teaching and its benefits).

» AOSA representation at national or
divisional MENC conferences, both
in the exhibit hall and through
showcase sessions.

* AOSA representation at Carl Orff
Canada conferences.

* AOSA representation at other
MENCsponsored functions and
some International Orff Schulwerk
meetings.

* Work on special projects such as the
soon-to-be released revised Guidelines
Sor Orff Schulwerk Teacher Training
Courses. We are also developing
plans to present workshops to target
populations, promoting Orff
Schulwerk and AOSA.

* The purchase, repair and transporta-
tion of an instrumentarium designated
for conference and local conference
committee use.

* Grants to local chapters to help them
bring in nationally-known presenters.

* Support and information for local
chapter officers through handbooks,
newsletters, conference sessions, and
personal contacts by Regional
Representatives.

* The Guest Educator Program, which
brings as many as six administrators
to each National Conference for the
purpose of educating them about



Orff Schulwerk. (The benefits of this
program reach the teachers and
students under the supervision of
these administrators.)
» An informational flyer, “What is
Orff Schulwerk?” Each member is
entitled to up to 100 per year.
The distribution of scholarships and
grants for study, projects and
research (moneys from restricted
funds).
The selection of materials for
inclusion in the AOSA archives in
the Isabel McNeill Carley Library
housed at the University of Arizona
in Tucson. -

The National Board works diligently
to uphold AOSA’s mission of promoting
Orff Schulwerk, supporting the profes-
sional development of members, and
providing a forum for continued growth
and understanding of Orff Schulwerk that
reflects the diversity in contemporary
American society. Because we are a
grass-roots organization, we rely heavily
on the participation of our members to
help us carry out this mission. When you
pay your annual dues or contribute to one

e

or more of our funds, you support this
mission and have access to its benefits.
Involvement can occur in more than just
monetary ways, however. I appeal to
each of you to think seriously about what
you can do to assist in advancing quality
music and movement education. Here are
some things you might consider doing:

» Join your local chapter

» Encourage a friend to attend a local
chapter meeting

o Serve as a chapter officer
» Vote
Apply for a scholarship or grant

Attend a national conference and bring
a friend

Submit a proposal to present a confer
ence session

If the national conference is in your
area, volunteer to work on a committee

 Consider applying to serve on the
Editorial Board

» Submit an article for consideration in
The Orff Echo

» Purchase AOSA products (videos, '
books, posters)

¢ Use the video library

°

Distribute publicity flyers to parents
and administrators in your school

Present an “informance” that demon
strates Orff Schulwerk

Nominate someone to be a Guest
Educator when the National Confer
ence is in your region

Participate in an ad hoc committee
meeting at a National Conference
(Multicultural Committee, Joint
American Recorder Society/AOSA
Committee) '

Participate in the Research Interest
Group

Participate in a research project
involving Orff Schulwerk

On behalf of children and teachers
who benefit from AOSA’s efforts, we are
grateful for the various kinds of support
our members provide. As you continue to
give your support, please know that the
National Board will be conscientious and
prudent as it makes decision about the
organization’s money.

NOW AVAILABLE ON CD
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All your dance hall favorites including:
Cotton Eyed Joe,Chicken Dance & more.
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SAN ANTONIO, TEXAS 78268
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Focus on Global Perspectives

Global Perspectives

In this issue the reader may take a
global armchair trip to other conti-
nents and view the progress and
condition of Orff Schulwerk in five
countries: one country grappling to
break out of a centuries-long history
of ethnic repression, two with emerg-
ing economies struggling to gain
stable democracy, another attempting
to sustain a portion of its traditional art
forms in the face of cultural influences
from the West, and one country with
great wealth,

We read our newspapers and watch
our favorite newscasters on television
with a degree of wonder, elation,
horror or boredom, but when a certain
situation is closely related to our daily
lives, the news becomes a more
powerful force. After reading the
“news” in this issue of the status of
Schulwerk in other less favorable
settings than ours, conceivably, we
will count our blessings and feel
inclined to be less pessimistic about
Orff Schulwerk in the United States.

Perhaps we may more fully
appreciate the struggle for growth of
Orff Schulwerk in such desperate
circumstances as in Romania, and find
new courage to cope with our inner
city problems — to carry on our own
“missionary” work here at home. We
empathize with the problems in poor
countries where there is a lack of
materials to work with. Perhaps, in

these articles, we can find solutions for
our own predicaments which hadn’t
occurred to us, just by reflecting upon
them in a more positive frame of mind.

There is much we can learn from our
“travels” to these places with these
authors so dedicated to Orff Schulwerk
and to the children they teach. And how
often we are reminded that the strength
of Schulwerk lies in the humanistic
qualities of the approach we admire so
much, and that draws us to it. Look into
the faces of the children in the photo-
graphs, Kate’s for instance. Scan the
pictures carefully and place yourself
within. Can you imagine the positives
taking place in the lives of these chil-
dren? Do you feel confident you could
succeed in these surroundings — toiling

on despite the physical difficulties? If so,

many of you may well “carry these
torches” found in the pictures and the
words of these authors. Possibly your
search within the pictures will help you
gain renewed energies to meet your
particular challenges.

I thought it exciting and inspiring
when the Editorial Board decided upon
these “travels.” I was fortunate to be in
South Africa in August *96 and to meet

with my friends Miriam Schiff and Hazel

Walker Cunnington in Johannesburg. It
was through this meeting that I discov-
ered where Komla Amoaku is now
located, and knew it was important for
AOSA readers to learn about his newest

endeavor in his native country. Many
of us no doubt own his Schott
publication on Schulwerk, and
remember his workshops both at
AOSA and MENC Conferences. T am
thankful Miriam tells us in her article
of the success of his workshops in
South Africa. The OSSSA has tackled
its challenge with an openness to be
admired, and we wish them good fuck.

Having fond memories of Teruko
Yaginuma’s wonderful sessions at the
San Diego AOSA Conference in 1991,
Iknew we would appreciate her
sharing with us, in her inimitable
gentle way, her dedication to the
principles of Orff Schulwerk and the
importance of understanding children,
as we teachers venture to have them
explore the wonders of music in their
surroundings. She presents creative
ideas we may find useful in our
classrooms, especially through the
children’s investigation of the senses.
What depth of aestheticism she brings
to her teaching!

We all have great admiration for

-Kate Baxter, the English woman so

moved by the horrors she found in
Romanian orphanages that she
attempted such a tremendous task and
became so successful in making a
lasting contribution to these deprived
children. Also, I commend Virginija
Tamulyniene of Lithuania for her
steadfast belief in sustaining her
national musical culture and language,
and for her courage and unwavering
faith during the oppressive days of the
Cold War. How enthusiastic her
confidence in Orff Schulwerk too,
after her attendance at the Orff
Institute Course.

May you find these articles as
absorbing and thought provoking as I
have, and take pleasure in reading
them.

-Ruth Hamm




Focus on Global Perspectives

Orff Schulwerk in South Africa

s I began to think about the topic
A of this article, Orff Schulwerk in

South Africa, I was struck by a
feeling of depression — not unusual in
the music teaching profession in South
Africa these days! Then I decided to look
on the bright side, small glimmer that it
is, and try to show how the Orff
Schulwerk Society of Southern Africa is
trying, in its way, to make a difference in
our wonderful “new” country.

Historically, the local interpretation of
Orff’s work has always been a Western
one; we have studied Orff within the
paradigm of a music education which
occurs in classrooms, and usually we
have been taught to teach his concepts
through the Schulwerk and the instru-
ments. This has promoted the cause of
Western classical music generally, which
always enjoyed the central position in
South African music education in
“white” schools. In Black education as it
was then, there was no formal music
education at all, though almost all
schools had and still have choirs, since
the choral tradition is strong in our
African society.

The Orff Society has organized multi-
racial courses for teachers over the years,
which have been attended mainly by
white teachers who have access to the
instruments in their schools. Teachers
from disadvantaged schools became
discouraged because of the lack of
money to buy instruments and because
they found it difficult to see how Orff
concepts could make sense in their
educational context. The fault for this lies
partly with us as a Society, attempting to
cater to teachers of all races, and also
with the political and social situation
within the country as a whole.

Our organization is very small, with
approximately 250 members country-
wide. The problems of language are
enormous, as we now have eleven
official languages, and the Committee
speaks only Englishand Afrikaans! We

Miriam Schiff

have had very little success in finding
lecturers who are musically trained, Orff
trained and know one or more of the
African languages so as to use the culture
and rhythms of the children in the
schools, which thankfully are now fully
integrated.

To add to the problems, music is being
edged out of the syllabus in State schools
more and more as attempts are made to
redress the huge disparity between the
past and present educational systems.
The Arts are becoming integrated in
schools, but teachers at this stage do not
feel competent to do this adequately.
Principals of some schools are taking the
easy way out by placing all the children
of a particular form (sometimes number-
ing one hundred or more) into the school
hall for the requisite half-hour music
lesson, and telling the so-called music
teacher to teach them for that period.
Chaos results! Teacher training is poor in
general, and music teachers at disadvan-
taged schools are nonexistent.

As 1995 was the Carl Orff Centenary
year, we decided to try to redress this
situation by inviting a guest lecturer to
visit various centers around the country
to encourage and motivate teachers of all
races to use their traditional resources
and instruments for the teaching of music
in South African schools. After all, our
children are amazingly gifted, both
vocally and rhythmically, and the
teachers needed ideas and restored pride
in their cultures to start teaching music
with confidence in all the schools.

As can be imagined, finding this
unique teacher was a huge task, and it
was partly thanks to AOSA that we found
the person who has made this possible,
and who, we hope, has begun to show the
African music teacher that he has
enormous cultural resources and that the
children of South Africa can and will
sing and make music together to gain a
richer understanding of each others’
cultures and languages. In 1991 I was

fortunate enough to be able to attend the
AOSA Conference in San Diego. As an
African, I was interested in attending a
lecture by Dr. Komla Amoaku of Ghana,
who was a Professor at California State
University, San Marcos, at the time. [

_was struck by his dignified manner and

the ease with which he taught our group
of rhythmically-challenged participants a
few fairly simple polyrhythms, while
seeming to have fun doing it and getting
Orff’s message across at the same time!

I therefore decided to invite him to
South Africa to lecture. He gladly
accepted, as he had attended the Orff
Institute with Hazel Walker Cunnington
who was the founder of the OSSSA, and
was eager to visit South Africa. It took
four years and a “New South Africa” to
accomplish the task, and he has become a
friend, advisor and role model to hun-
dreds of South African teachers and
children who have experienced the magic
of his personality and talent, both during
five weeks in 1995, and again for another
five weeks in 1996, thanks to a generous
grant by the Carl Orff-Stiftung in
Mumnich.

Dr. Amoaku is currently Executive
Director of the National Theatre of
Ghana and has also forged links with
theaters in South Africa, so that both
countries now have cultural ties that did
not exist before. To quote Dr. Sallyann
Goodall of the University of Durban-
Westville:

“Komla takes as his starting point Dr.
Orff’s insight into the enculturative
process. This is an essential and strongly
creative point, as it throws the Western-
made classroom into question, and this
automatically opens the door for a
broader concept of music education than
just what happens in the classroom.
Music education then becomes ‘whatever
we learn about music in whatever
situation.” We are thus allowed to keep
music within its cultural context and
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Dr. Komla Amoaku and children from the King David Pre-Primary School.

meaning. This naturally opens the way
for African music to receive at least equal
value when brought into the classroom,
and also for it to be used as ‘authenti-
cally’ as possible. It also opens the way
for true musicality to be the aim of music
education rather than ‘reading music,” or
‘singing,” or ‘playing an instrument’ or
‘displaying one’s talent.” We can work
far more creatively than ever before.

“The problem in using African music
in the classroom situation where it is
divorced from its cultural context — or
indeed, using any music in this way — is
a world-wide problem. I think that
Komla’s approach to African music via
Orff could enable us to find a way
forward here. This would be path-
breaking. It especially shows us a way
around the problem of children seeming
to become less musical when given doses
of music education in schools.

“What Komla represents to African
music students is of inestimable value.
This is a man who comes from Africa, as
they do, whom they see as being success-
ful in Western society by virtue of his
work in the USA, as they would like to
do. He prefers to live in his hometown
and offer his expertise there, which is the
motivation for many of them to persevere
in their studies. He was educated in a
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mmission school, but he has been able to
deeply integrate his roots in a priestly/
ritual specialist lineage into his Christian
identity, as well as combine this with an
identity as a popular musician. Many of
the students struggle with this issue. As
an African man, he is as exceptiohal as
Orff was as a European man. He has
achieved areas of personal growth which
the students find most inspiring. In other
words, Komla is an excellent model for
the students, both as a performer and an-
educator. He also brings with him an
impressive ability as an ambassador for
African culture in general, and this
inspires us with great hope that we will
indeed achieve cultural reintegration with
the rest of Africa.” .

South Africa has a wealth of talented,
educated Black musicians who need to be
inspired by someone like Komla to
continue to build the confidence of local
teachers in their musical culture and
abilities. Universities have shown -
increased interest in Orff instruction as
an approach to music teaching. Also,
there is renewed interest in the
Schulwerk among teachers of all races.

Money is, as always, a stumbling
block, as sponsorship for Arts Education
is not popular with South African
business. Siemens South Africa spon-

Focus on Global Perspectives

sored the “It’s Imagination!” exhibit at
the National Festival of the Arts during
July this year, as did the Orff-Stiftung,
and we hope that the 1998 ISME
Conference, to be held in South Africa,
will attract interest from sponsors both
local and abroad.

The road ahead is filled with difficul-
ties, both educationally and musically,
and much redressing of inequalities will
have to take place. We are currently
working on a syllabus for Orff Schulwerk
teacher training courses that does not
involve “Orff” instruments, but rather
encourages teachers to use the cultural
instruments and instruments made by the
children or people in the communities
themselves, thus involving more people
in the enculturative process taking place.
Komla used only body percussion in his
workshops, with drums and small non-
melodic instruments on occasion, though
he was never without his precious drums
himself, and the children and adults were
amazed at the results! Drumming became
the most popular activity wherever he
wenf.

‘We would appreciate any suggestions
from AOSA members who have been
working along similar lines, and we
thank you for the opportunity to report a
little of what is happening in South
Africa at the moment. Please visit us and
find out more — we’d love to have you
in our beautiful country. Our hospitality
is legendary and your dollars will go a
long, 1..0..n...g way!

Miriam Schiff is President of the Orff
Schulwerk Society of South Africa, which
recently celebrated its twenty-fifth
anniversary. She is Deputy Principal of
the King David Pre-Primary School in
Johannesburg. She also directs Orff
Schulwerk training courses for Pre-
Primary teachers.



Try Aulos theyf'* ’.

' (And theyil" st ali

TWo- iece

Sop rano $3 o5

Recorder

« Baroque fingering

* Includes G# and D# holes

¢ Curved windway

» Dark brown with Ivory-colored
trim

» Accessories: cleaning rod,
carrying bag, and fingering chart

§323 4 =0
oprano

Recorder

« Baroque fingering

+ Includes C# and D# holes

+ Detachable thumb rest for
placing right hand in correct,
relaxed position
« lvory color

» Accessories: carrying bag and
fingering chart

One-Piece

Soprano 6 50

Recorder

* One-piece construction

» Built-in thumb rest places right
hand in correct, relaxed position

-« Curved windway

¢ Single holes forlow Cand D
provide ease of playing in lower
register

« Dark brown with vory-colored
rim

« Accessories: carrying bag and
fingering chart

A I03N Baroque Fingering

A 102N German Fingering

A203HN A323

Al103N

THREE GREAT
RECORDERS FOR
EVERY BUDGET.

VISIT RBI 'S
WEBSITE ‘»
http://www.rhythmband.com

Order From:

RHYTHM BAND

INSTRUMENTS
P.O. Box 126
Fort Worth, TX 76101

ORDER TOLL FREE
PHONE 1-800-424-4724

FAX 1-800-784-9401
24 Hours a Day

Call or write for a complete color catalog listing alt our fine Aulos recorders and other musical products.
Aulos has them all --Sopranos, Altos, Tenors, Bass, Sopranino, Garklein, Panfiute, Baroque Flutes.

Al SNEE Immban Cmrime~ 1007



Focus on Global Perspectives

The Arts: Instruments of Change

he acquisition of knowledge in

traditional African societies is

based largely on interactive
processes that are linked intricately with
each society’s way of life. This learning
process creates avenues for collective as
well as individual tutelage and enhances
development of a strong bond between
the child and the community. It also
heightens the child’s awareness of his or
ber responsibilities as an integral member
of the community. The popular African
proverb that “it takes a whole village to
raise a child” can be understood in these
terms.

In traditional Africa, education is not
merely a process that terminates after
completion of a period of study for a
particular qualification, but involves an
endless search for knowledge that is
found through dance, music, poetry,
drama, visual art and other forms of
socio-cultural structures.

The introduction of Western education
in Africa brought with it the gradual
breakdown of traditional learning
processes and their replacement with a
system that emphasizes an institutional-
ized approach to learning. As we prepare
for a new century, the cohesiveness that
supports the communal learning spirit in
traditional African communities faces a
challenge of survival. Due, in part, to the
influence of the electronic media, the
life-styles associated with Western
education and culture now penetrate the
fabric of African cultures deeply.

Despite the apparent futility of trying
to preserve traditional culture, an
interesting scenario has emerged in the
arts in Ghana. The rise of a National
Theatre movement, which began during
the mid-fifties and culminated in the
erection and commissioning of a Na-
tional Theatre complex in 1993, has laid
a solid foundation for using the arts as a
catalyst for the preservation of traditional
community life while encouraging the
development of contemporary art forms.

The Orff Echo — Spring 1997

Komla Amoaku

The National Theatre programs
initiated for children and young adults
attempt to create a natural and traditional
learning environment to prepare them for
their roles and responsibilities in their
communities and society as a whole. It
has been determined that since the arts in
traditional societies instruct in a wide
range of life’s experiences, there is a
need to bring them directly into the
classroom as a medium for teaching
various classroom subjects, such as
Mathematics, Physics, Chemistry,
History, Oral Literature, and the develop-
ment of language skills through
storytelling and songs. It is the collective
sharing of skills through performance
experiences, and the combination of
music, dance, drama, oral literature and
visual arts, as total artistic expression,
that guide artistic growth among children
in our societies.

These underlying principles and
approach to learning paralle]l Orff
. Schulwerk. After all, what the latter
simply seeks is the child’s holistic .
discovery of himself/herself and the use

of this knowledge for the development
and enhancement of creative skills. This
is also an African approach.

Consequently, and without much
departure from the traditional norms, the
Theatre launched a series of programs
that allow enormous room for the child’s
own experiences, and at the same time,
create a framework for the development
of an aesthetic concept that is guided by
culture.

Of all of the programs initiated,
“festivals” rather than competitions have
been found to be the most effective in the
enhancement of artistic growth among
children in traditional Africa. The
Theatre’s youth drama, music, dance,
visual arts/crafts and literary arts series
are all geared towards an annual
national children’s festival of arts ‘
called “Kiddafest,” which began three
years ago.

The primary objective of Kiddafest is
to create an environment for children to
celebrate the arts collectively and to use

continued ...
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the arts as a means to intercultural
tolerance by recognizing and accepting
the similarities and differences in the
cultures of others.

Each year, the festival grows bigger
and bigger. By its third year, the huge
Theatre complex had become t00 small
to contain the thousands of excited and
screaming youth who wait in long lines
for several hours to gain access to the
Theatre and adjoining Children’s Park, to
watch and listen to their peers sing,
dance, act, recite poetry, tell stories, and
SO On.

The Theatre’s educational programs
include a drama series which is mtended
to sensitize the children to African
writers as well as other works that may
be relevant to their school curricula and
personal growth. The Theatre also
organizes a variety program, “Fun
World,” and the Art Institute for Teach-
ers, which run bi-weekly and monthly,
respectively.

“Fun World” presents the child artist
in his or her own creation, expressing an
experience of a world as he or she
understands it. Issues addressed may
include poverty, war, famine, teenage
pregnancy, drug abuse, street children,
Jost and dashed hopes, parental abandon-
ment and abuse, or sexual abuse,
providing an opportunity for the child to
speak through the arts what cannot be
articulated in words.

Concurrently, the Art Institute for
Teachers series explores the elements
employed by the children in “Fun World”
and the possibility of using these as a
basis for an instructional approach to
yarious areas of classroom activity. This
program, supported by the Ghana
Education Service, has revealed that the
teachers themselves have been caught in
the whirlwind of socio-political change
and, in the midst of the confusion, have
forgotten that there have been any
existing virtues of art as an educational
tool in their traditional communities.
They, too, have readily and unquestion-
ably accepted the alluring manifestations
of modern technology, even though they
may not all be applicable and relevant to
the development of the “African” child.

Model youth ensembles in dance and
music have been established to help the
children in the growth of their creative

abilities. Again, as in all of the youth
programs at the Theatre, the goals of the
orchestra and dance ensembles are:

to foster spontaneity as a tool for
identifying the children’s creative gkills

to furnish guidelines for adherence to
the norms of performance practice as
prescribed by tradition

to provide an unlimited but guided
scope of involvement so that the child
may feel free to create without inhibi
tions, and

to encourage the child to blend those
clements considered significant in their
individual lives with those of their
communities and the society in general
and use the arts as a medium to

express them.

The forty-piece orchestra performs a
wide variety of repertoire, including
traditional and contemporary composi-
tions arranged for children between nine
and fifteen years of age. The music
teacher no longer has to worry about lack
of funds to procure imported instruments.
Traditional African instruments —
bamboo flutes, gonje, bells, drums,
xylophones and voices — make up the

Phillip Quacoo All Girls Menson Group

orchestra, and the result is amazing.

The African Youth Orchestra has
become extremely popular on public and
school programs and has won the
admiration of the youth and adult
populations in geperal as 2 model of
excellence. Surprisingly, they have
gained the respect of their peers who
would initially make derogatory remarks
in an attempt to discourage them from
performing in an African ensemble. Now,
the demand for membership in the
orchestra is impressively greater than the
resource available to contain it. The
development of a second orchestra is
being considered.

The dance group, by the children’s
own desire, focuses essentially on the
development of dance drama pieces,
which they consider the most appropriate
medium for sharing their thoughts about
issues facing them. This group is a
component of a Youth Absorption
Program in the Arts. Also a forty-piece
membership, YAP is now being used by
various agencies, including the United
National Development Program (UNDP),
to educate the public about various social
issues such as poverty, environment and
sanitation through dance.

In conclusion, it is not
easy to define the arts in
Africa in terms of entities
any longer. The repositories
of traditional art forms are
threatened by the gradual
erosion of the institutions
that perpetuated the oral
traditions. The children are
not told “Ananse” stories by
the fireside any longer. The
television does that for
them, but it is unidimen-
sional; they cannot ask the
television set any questions.

The full moon does not
matter much any more; it
used to. The sighting of
the full moon was a time
all children in traditional
Africa anxiously awaited.
The full moon meant
brightly lit evenings of
hide and seek, formation
of gender-based alliances
that imitated the everyday
life of the adults, and
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National Theater Youth Absorption Program

performance of various blends of
musical activities.

But we in Ghana feel strongly that
we have the edge to reverse or, at least,
slow the rapid pace of change. The arts
have always taught us, and they still
can teach us, how we can be ourselves
without losing our sense of the
“whole.” This is the intrinsic objective
of holistic arts education.

During my visits to South Africa
during the past two years, I presented
lecture performances and conducted
workshops, clinics and school assemblies
to demonstrate the use of traditional art
forms for instilling and restoring the
sense of dignity and pride in the indi-
vidual, using Orff Schulwerk as my
approach. Through their participation in
rhythmic exercises, singing, and dance
associated with the cultures of West
Africa,the students in the township
schools learned more about Africa in an
hour than they might have acquired in an
entire semester.

My visits also afforded teachers the
opportunity to explore the use of indig-
enous musical elements as a center core
in the development of the music curricu-
lum. The resultant effects transcended
socio-cultural barriers and brought
everyone closer. No one felt left out, and
the new dimensions of knowledge were
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devoid of stereotypes and suspicion.

An old colleague recently remarked
that “it is regrettable that Orff Schulwerk,
after all these years of proven credibility,
has not been adopted by all and sundry.”
If those in the West wonder how the
African child is able to clap or play a
multitude of rhythms, dance and sing
simultaneously, it is because the child’s
own natural ability is challenged con-
stantly and used as a basis for growth. No
other approach comes anywhere as close
to Africa as Orff.

In the end, after all, the primary
objective is to utilize the arts as an
instrument of change and growth.

Author and musicologist Komla
Amoaku, Ph.D., has held academic or
administrative positions at the University
of Ghana, Howard University, Central
State University and California State
University. He has conducted workshops
world-wide on Orff Schulwerk and its
application to classroom music activities
based on African traditions. Dr. Amoaku
is presently the Executive Director of the
National Theatre of Ghana.
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“Music for Children” in Another Culture
Kate Baxter

uzika in Romania was started

in May 1990 after the plight of

Romanian children in their
orphanages was seen on British televi-
sion. Believing that in addition to
traditional forms of aid these children
could benefit from access to creative
experiences designed to stimulate
emotional, social and physical growth,
we set up programs of work in collabo-
ration with the Romanian Government.
Since then, teams have worked at a
Camin Spital (Home Hospital) for
abandoned children at Gradinari,
orphanages at Rimnicu Sarat,
Timisoara and Constanta, and with the
street children of Bucharest at the
Pinoccio Assessment Centre. As a
registered charity, we do all of our own
fundraising and rely on gifts of
musical instruments, art materials and
construction toys. People are incred-
ibly generous! All resources are given
to the staff and children

Membership is voluntary and
drawn mostly from teachers and

Joanna

“You have changed our lives and made
the children smile.” So nearly seven
years later, a new program starts in
Constanta, a holiday resort on the
Black Sea.

Rodica, the Director at the Casa de
Copii No 2 (House of Children) in
Constanta, Romania, is gentle and

lecturers in Special Needs. We
believe that everyone has the right
to be recognised as having artistic
creativity at the center of their
being and to be given opportunities
within the arts to fulfill personal
creativity.

One of the first children we met
was Joanna. She looked about nine
years old but was in fact eighteen
— malnutrition had stunted her
growth. Her rigid body relaxed
after gentle sounds and unwinding
movements; her tentative smile was
the beginning of our communica-
tion.

The trauma of that initial visit in
1990 will never be erased, but it
galvanised us into sharper resolve.
The Director’s remark as we left
Gradinari was the final challenge to
an ongoing commitment in Romania:
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Kate and Ion with his “body” picture

La Revedere (goodbye) from Ion.

welcoming — she wants her staff of
educators and care givers to work
alongside. We explain our program and
ask for their cooperation and evalua-
tion. Immediately they understand the
“elemental” qualities of our first
session and talk about the responses of
individual children in developing from
gesture to body sounds, progressing to
thythmic speech and the use of
ostinati. They have never worked in
this way, so we talk through a rhythmic
game called “Switch” (in Romanian,
“Schimba”), and Hortense promises to
“have a go” tomorrow. She does, and
with success. The kids love it.

Observations from the educators are
accurate and perceptive. They are
aware of and can describe in words:

* the decision-making processes in
which the children are involved

continued ...

My name is Ion. I am four. 1 live at
the Casa de Copii No.2 (House of
Children) in Constanta, Romania. I
have been abandoned by my
parents. I cry a lot because I am
deaf and get laughed at and hit with
a stick. In August some English

people came. Everyday we made
sounds with our feet, hands, head
and then we made “each bit of us”
with paper, painting and sticking,
Jinishing with a “whole” body. To
crayon a pattern on my shorts, my
Romanian teacher tried to make me
copy what she’d done — it was too
difficult so I cried. Kate came and
sang into my back with an up and
down voice and played Rosanna Rib
Xylophone which I could feel. My
red crayon then went up and down
and made a short - short - long
pattern as I said Da (Yes), Da (Yes),

Nu (No). I liked it specially when I had a hug from Kate. I could soon play and say
my name on the tambour — that surprised everybody!



Focus on Global Perspectives

o their ability to concentrate on one
speech and instrumental pattern within
the whole group sound

» the total absorption of the behaviorally
disturbed children, even if they did need
cradling!

After thirty years of experiencing
Orff’s philosophy, his gardening analo-
gies are brought to mind: sowing seeds,
not transplanting... the wildflower and
freedom of improvisation within a well-
rooted framework... the joy of using the
whole body and the whole mind through
sound and movement. It is all here,
working in another culture, opening up

The magic of quality instruments

minds and hearts, provoking thought. It
brings attention anew to the importance
of questioning “performance” activities
versus “process” involvement.

But I can go back in time — to April
1991— and place — Rimnicu Sarat, an
orphanage for three- to nineteen-year-
olds, 120 miles from Bucharest. A
primitive and punitive regime was in
place with a struggling director and staff.
There was no money for food or educa-
tional materials. The plumbing system
provided cold water for only five hours a

Exploring sounds

day. There were rats in the toilets (so
called). Our story is too long to tell, but
here is a shortened version.

How do you simplify an elemental
approach? That was our task. Wild
children, small spaces, strident voices of
educators and care givers, an impover-
ished environment — these were the
problems that challenged our early teams
into finding some strategies that worked:

structuring play times and areas used
to explore sounds and physical activities
introducing games with a built-in
purpose, for example, whole group
activities that give security as well as
provide individual “time” with
turn-taking

developing this into a simple activity
based on Rondo Form

encouraging name recognition and
spatial response by making individual
seating mats, leading o group nests.
providing construction toys and simple
wooden instrument kits

« using a four-foot “crawl in” pyramid
for quiet time and re-energisation.

The Challenges Continue

Building a relationship of
trust and respect is our first
priority. Yet obstacles are
continually encountered.
The hoped-for breakthrough
with language development
has not happened due to
some difficult attitude
problems. Obsession with
correctness of grammar isa
real block to progress, as is
the “right and wrong” code
of working. Many coordina-
tion problems exist for both
staff and children because of
the forced non-use of the
left hand. On the positive side, the
integrated approach has been a
revelation to the staff. Seeing links
between visual, aural and tactile
activities has allowed individual
strengths of the educators to play a
part in a varied but complete pro-
gram, which is also relevant to their
National Curriculum.

Recently the director of the
orphanage, Nuti, wrote with a plea
that “all professors in England will
keep on coming to help us creating
to children an emotional life.” Her
letter thanks us for networking with
another U.K. charity to install a new

Making things
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Musical conversations

plumbing and heating system, and
ends by saying, “your didactic
material was very valuable to us so -
we use it for the delight of the
children. You have given us love and
respect. Multumesc (thank you).” A
rather interesting point that her first
priority is the inner spiritual life of
her children! This is the evidence
every member and supporter of
Muzika really appreciates.

Last year we presented a paper at
the International Special Education
Conference in the U.K. entitled,
“Effecting personal change through
creative work with institutionalized
children in Romania.” We invited a
representative from a Romanian
charity, Pentru Copiii nostrii (For
our Children), who spoke on the
rehabilitation program for abandoned
children. He stated that “each child
benefited from [our] type of
programme. The individual became
more self aware, developing cogni-
tive and social skills, and the impor-
tance of these advantages enabled
the child to have a better chance of
progress.”

Thank you for your “listening
eyes.” Please contact me if you are
interested in our work/play in
Romania. Margaret Murray, from the
Orff Society (U.K.), is on my special
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thank you list. Without her interven-
tion and generosity my musical life
would have been incomplete.

After a varied teaching career and a
Music Advisory post in
Cambridgeshire, Kate Baxter is now a
free-lance music consultant. She has
presented workshops in Canada

Focus on Global Perspectives
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Cradling each other during a movement session

(ISME), Hong Kong, Switzerland,
Romania, New Zealand and at ORFF
100 International Conference of Music
and Dance in Melbourne, 1995.

Dance Band of Melbourne, Australia, thanks participants at Memphis for
their enthusiasm, and apologizes to those inconvenienced by the high
demand for CD's and cassettes.

We are pleased to announce our U.S. Warehouse:
free catalogues, CD's and tapes by prepaid order or school order.

Wombat in My Room, cass. (Preschool singing games) $12
Dance Like a Kangaroo, cass. (Elemen. School singing dances) $12

Shenanigans CD Vol 1 (Prschl, Lwr Elementary dances) $25
Shenanigans CD Vol 2 (Upper Elementary dances) $25

Prices include postage and handling. Cheques payable to:

FALSTAFF SOCIETY PRESS

PO Box 753914

Memphis TN 38175-3914.
fax: 901-795-4938
e-mail: falsocpres@aol.com

CD's and Cassettes also retailed by:
John's (206-548-0916) West Music (319-351-0482)Music in Motion (214-281-0408) Peppers (206-593-7977)
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Freedom and Change in Lithuania
Virginija Tamulyniene

along with celebrants from forty-

seven nations worldwide, I helped
commemorate the 100th birthday of a
great teacher and innovator, Carl Orff. He
was a composer who gave a new turn to
musical culture, especially in children’s
musical training, the Schulwerk. His
process is the result of political and
historical peculiarities and conditions.
Each epoch in history has its specific
qualities, its ups and dowans. The
twentieth century is no exception. But I
do not wish to dwell upon the painful
moments of our century. I want to assist
in the promotion of Carl Orff s original
ideas, and to see their development and
advancement in my country.

In July 1995 in Salzburg, Austria,

In spite of difficult, complicated
historical and economic conditions, my
people did not lose their belief in the
most precious of human values: faith,
hope and love. Throughout the difficult
political times in Central Europe, our
little nation of Lithuania also felt
upheaval. But no matter how hard our
oppressors attempted to humiliate,
destroy or exile us, still we did not
surrender — so here I am, with others
who have been working and waiting for
decades.

Even when the political and economic
situation in Lithuania was extremely
troublesome, the country’s music
teachers strove to keep Lithuanian
cultural tradition alive, especially the
singing traditions, by preparing music
textbooks for pupils and books of song
collections. First to appear in the
postwar period were primary school
music textbooks, followed by books
for intermediate levels, designed for a
music class once a week. At present
music teachers have qualified
children’s texts including teachers’
texts as well, devised for two to four
music periods a week, a welcome gain
of instructional time.

Some years ago, Vida Krakauskaite,
a music teacher in a local arts school in
Vilnius, flew to Salzburg and our first

“Bend the tree while it's young.”

association with Schulwerk began.
Then Dr. Pierre van Hauve visited us
for instructional purposes several
times. We received much valuable
information and help from Dr. Wilhelm
Keller, Verena Mashat, Lilo Gersdorf
and especially Dr. Hermann

Regner. Their friendship contin-

of Schulwerk. The Lithuanian language
is one of the oldest living languages; it
is the prototype of Indo-European
prose. I teach the elements of spoken
language from the point of view of the
musical benefit and likewise the
development of children’s aesthetic
values.

However, 1 feel the most outstanding
feature of the Orff approach to music
education is its humanistic philosophy,
its ability to help transform a national
community into a body of creative
individuals acting as responsible
members of a new society.

Virginija Tamulyniene teaches music
to children, ages ten to eighteen, at
Kaunas Jesuit Gymnasium in
Lithuania. She attended the summer
course at the Orff Institute in 1992 and
was a speaker at the Institute’s 1995
symposium, “The Inherent - the
Foreign - in Common.”

ues to this day. Each meeting
means not only lectures, discus-
sions and friendship, but also
Orff instruments, which are for
us valuable presents. We also
receive information about

seminars at the Orff Institute.

The interest in the Orff
Schulwerk approach continues to
grow among our teachers. They
use these ideas in their teaching,
not for exploitation of students
through performance, but for the
children’s delight and all-round
education. Our problem has been
the lack of materials, but this is
changing now. At present we see
an interest in Orff Schulwerk on
the part of secondary music
teachers as well.

1 have particularly enjoyed
developing language skills in my
native tongue using the principles

“Corn after corn and you’ll get the storehouse full.”

PHOTOS: Vytautas Sadauskas, SJ
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largest selection of
Orff instruments and accessories, ready for TOLLFREE J@o8()()o34 85, 003

i i i i LOCAL
mmediate delivery.... Cal.l us today for special . 10219927205 505
pricesorafree catalog. . Goneral Music Store

a division of
We perform...so you can perform! the Woodwind & the Brasswind 19880 State Line Rd. South Bend, IN 46637

Music and Movement for Early Chi ldhood

“...We have now confirmed what teachers have long suspected: Music does more
than entertain our children, it also shapes their minds....”

Frances Rauscher, Ph.D,

Early Childhood News

Researchers have long known that much of a child's fundamental
learning takes place between birth and seven years. Kindermusik
offers developmentally appropriate and pedagogically sound
curricula for children ages 18 months through 7 years.

Ifyou
¢ love children and music,
¢ want opportunities that offer flexibility,

¢ desire small classes involvin arents,
“With the abundance of quality tools provided by ¢ require low start-up costs &P
Kindermusik, | have the freedom, energy, and opportunity \ . '
; ) \ . o then call Kindermusik today for a free sample lesson and
to infuse my teaching environment with My own creativity. iof . Spri 43 Ish
Kindermusik Educator Intormation on Spring and Summer works ops.
Greensboro, North Carolina

’/’1,/1 AATIST 1-800-628- 5687
"’ i l ’l' ”'ii "/BJ ’ ‘ As seen on Good Morning America, CNN's Parenting Today,
-. . * ® and featured in more than 100 newspapers throughout the country,
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Orff Schulwerk, Your Way and My Way

Teruko Yaginuma

s we look to the 21st century,

surrounded by the enormous

benefits of modern science, we
must be careful that technology remains a
tool and not the content of our lives.
Without care, our human feelings might
be lost. Without care, we could miss the
world of natural and gentle color and fail
to hear the soft sounds of nature.

Returning to purity

To become pure is to develop 2 soul
like clean water that can be absorbed by
sand. I want to show children how they
may become pure. I want children to
express their honest emotions through the
natural and pure sensitivity with which
they are born. 1 want to encourage
curiosity and feelings of astonishment
and discovery, creating a response of
surprise or asking the question “why?”
As teachers, these are the opportunities
we must make for children.

~ Having a “soft” sensitivity and
an open heart

When people wish to express some-
thing, they do so based on their own
emotions and feelings, using their own
methods and means. To me, the word
“gxpression” means to convert what a
person feels on the inside into a physical
flow of energy toward the outside, to feel
on the inside a sensitivity that is flexible
and to react susceptibly to outside
stimuli. We should strive to understand
. our own emotions and, at the same time,
understand the emotions of others. Also,
we may find ways to express the underly-
ing motives behind our actions with
sincerity and an open mind. Furthermore,
our capacity to solve problems, and the
advantage of a healthy body, can give us
the competence to live full and complete
lives. However, for that to happen, not
only must rational judgment and a logical
mind be present, but the soft sensitivity of
a responsive heart i indispensable.

As teachers, we should try to improve
pupils’ attitudes and knowledge in a
natural way, based on their life experience,
and to validate this growth by noting the

Puainting the sou of a finger cymbal at odo
(National Children’s Castle)

receptive responses of the children. It is
necessary to create an atmosphere in which
children can express their feelings freely.
We must be able to see and understand
things in the same light as children. In
other words, as instructors, we must have
an open heart that is free of arbitrary or
autocratic concepts.

Singing rhythms

1 always tell children, students and
music teachers to “sing a rhythm.” This is
ot the same as singing a melody, but
means considering the rhythm as a musical
expression. Rhythm felt from the bottom
of the heart and combined in a single
image with the body to create a musical
output — this is “live” rhythm. Without
this sense of a singing rhythm, crescendo,
decrescendo, pianissimo and the like
simply become signs of quantity. Pianis-
simo is not just a faint sound; it also must
be vivid and delicate with emphatic
expression which can move hearts.

For example, we need to know that
when we make sounds with our hands,
those sounds come from inside the hands,
from inside the heart. Children know they
can create sound for their own purpose and
intent. Furthermore, they experience the
birth of each sound with various expres-
sions and movement. If they feel a rhythm
vividly, their bodies will move naturally. If

we express what we feel honestly and

vividly, be it sound or movement, it will be

no-Shiro

beautiful. Sound and
movement are inseparable,
and to “sing a thythm” is to
have them working together.

Enriching the five
senses

‘When children touch even
a simple percussion instru-
ment, we should not
encourage casual, thought-
less handling. Let them touch
the instrument with their
eyes closed, and experience
the warmth of the wood or
the coldness of the metal.
Forgetting it is an instru-
ment, have them examine it from various
angles. In the case of a chime-bar, let
them look into the box and blow into it.
In this way they can imagine the sound
before hearing it. There are many ways
of experiencing and understanding
instruments, and the children will
become sensitive listeners. When
comparing sounds, they will have a
special feeling about the differences.
Activate the pupils’ senses and allow
them to express their conceptions.

Exploring by touch and smell such
small objects as pencils, small stones,
leaves, apples and lemons is a most
stitable way to capture the hearts of
children. Let them touch unseen ice
cubes in a bag, or pencils or leaves, then
pantomime the names. With their eyes
closed, let them smell the cut lemon.
Begin a rhythm relay with the responses
they have made. It is so important for
children to experience these suggestions.
These activities increase their “language
of impression.”

Feeling the pause

Scatter marbles as you would toss
dice. Perhaps children see the changing
pattern as spreading petals, or discover
the tracing of the rolling marbles as a
rhythm of the marbles’ color, or follow
the differing speed as the marbles roll to
a halt, In this way they may visually
sense a pause, Or “ma,”! as in a picture.
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discussion, they created the following
scenes: morning mist, animals living
under the tree, a baker walking under
the tree, children sheltered from the
rain by the tree, a festival under the
tree, and a conversation between the
lonely tree and the star-filled sky.

Learning together

Lead children to find, discover,
create, develop and grow by them-
selves. Don’t let them feel they are

“learning” or “being taught.” Show

Have children collect leaves of
different size, shape, weight and color,
Gather the leaves, then toss them over the
floor all at once. Ask children to express
with their bodies the differences in the
way the leaves fell. Their answers and
movement show the discontinuity and
irregularity of the pause, or “ma.”

Make a straight line on the floor. Place
big and small round paper shapes on the
line at random. Children then express the
papers as sounds, and the rhythm of the
pause, or “ma.” At first, they express
sounds with the voice, next by walking or
jumping to the “musical score.” A later
step can be involvement with instru-
ments. Allow children to cut and place
papers freely as they wish. Walk on the
line as a conductor to give a feel of the
pace, and by the movement of your body,
an understanding of its feeling. Increase
the lines to two or three and create a duet
or ensemble. Thus the children experi-
ence the “ma” between sounds and the
differences in them with changes in
rhythm and volume.

| Making a drama

Children who have a background of
performing simple music and the
movement of their bodies in dance
gradually increase their experiential
learning. They can make a drama through
speech, music, movement and creation.,
This is an annual event at “Children’s
Castle” in Tokyo, where I teach. For
example, we found a picture book with
the same big tree on every page, but each
tree looked different. The children are
very fond of the book and decided to use
the theme to make a drama. After

The Orff Echo — Spring 1997

Movement of a paper balloon at Kodomo-no-Shiro

from the heart your true self, for

children will understand that. Don’t

look down on them because they are
young. When children become “pure,”
teachers too must be “pure,” and show it
in the brightness of their eyes. Because of
the trust you show in the children, their
hearts will grow in warmth for all things
and for each other.

I sometimes perform with normal and
physically handicapped children, music
and dance students and music teachers —
all together. The practice of Schulwerk in
such a group is full of possibilities. Here
the participants stimulate one another
regardless of experience, age or position,
and create an important occasion for
mutual study. We must show through our
humanity that the relationship between
children and teachers is not between
educators and students, but a relationship
of growing and experiencing opportuni-
ties together.

'The presence of “ma” exists in
traditional Japanese drama forms such as
Noh, Kabuki and Bunraku. It is similar to
the pause in music and has the role of a
rest in the stream of rhythm. However, the
period of “ma” also sets up continuity and
tension of expression. The interception of
time is a delicate exchange in the situation.
Most Japanese expressive arts consist of
contrary elements, “action in quietness™
and “quietness in action.” The relationship
depends on the important element, “ma,”
which has no fixed timing or shape. It is
always changing, and is decided by the
relationship between people and the time
and shape surrounding them. Much has
been written about “ma” in Japanese
culture, and its discernment is understood
among university students and music
teachers.

Teruko Yaginuma, Permanent Lecturer
in Music Education and Percussion at
Musashino Academia Musicae in Tokyo,
combines her innovative ideas with Orff
Schulwerk to merge sound and movement
as a stimulus to nurture and develop both
creativity and sensitivity in children as they
acquire musical techniques. She also
works with children at the Ministry of
Welfare-sponsored National Children’s
Castle (Kodomo-no-Shiro). Her musical,
“The Tears of the Dragon,” appears in the
text, Share The Music, published by
MacMillan McGraw-Hill. She also teaches
Physical Education students at Tsukuba
University and rhythmic movement classes
at Ochanomizu Women's University.

Handicapped children and adults together at Space Zero



Sacred Sounds from the Morning of the World
| Judith Cole

rays of morning light fall on the tiny

island of Bali in the Indonesian
archipelago. Just to the east of Java,
south of Borneo and northwest of
Australia, Bali is home to one of the
world’s most brilliant and long-lived
artistic traditions. The Balinese way of
life is centered around rituals that keep
good and evil in balance, honor the
ancestors and appease the hundreds of
gods associated with their animistic and
Hindu beliefs. It seems that the goal of
each day is to make life more beautiful
than the day before. How is this accom-
plished? Through the arts, of course —
drama, puppetry, sculpture, painting,
dance and music. The arts provide a
means for Balinese people to hold fast to
the traditions that have defined their
culture for hundreds of years.

It has been said that the sun’s first

Enthusiastic reports of the electrifying
music of Bali have been circulating ever
since anthropologist Margaret Mead and
musicologist Colin McPhee’s travels and
publications earlier this century. The
Balinese gamelan orchestra of bronze
metallophones, suspended gongs of
varjous sizes, bells, cymbals and drums
produces an astounding sonic tapestry
which has fascinated the Western
musician and influenced his music during
the past century. At the 1889 Paris
Exposition Universelle, Debussy heard
the 'sound of the gamelan and was
influenced to include non-western
tonalities and sonorities in his composi-
tions. Indeed, some believe this event to
have ushered in the fusion of world
musical traditions.

Carl Orff, too, was influenced by the
gamelan. Correlations go far beyond the
fashioning of metallophones for Orff’s
instramentarium. The elemental structure
of both Schulwerk and gamelan music
can be found in the polyphonic strata of
ostinato motifs. Both utilize rote teaching
and learning process, with emphasis on
the development of listening and memory
skills. Both practices promote ensemble
participation with little regard for music
produced by a solo individual. Addition-

ally, in both practices, all of the arts are
synthesized — “Elementary music is
never music alone, but forms a unity with
movement, dance, and speech.” (Carl

Orff)!

My understanding of gamelan music
began late one January evening in 1987
when I and my fellow sojourners, led by
Don Campbell, deplaned our Garuda
Airlines flight from Bangkok and arrived
in pitch darkness at the Puri Saren in the
village of Ubud. This palace/family
compound of Tjokorda (Prince) Raka
Swastika, descendant of the most royal
family of Bali and then leader of the
village gamelan, was to become my

Sth grade students from
Culallen East Elementary
School playing giing,
kuntilan.

curious Americans, heading down a dusty
road leading to the village of Blahbatuh
where we would visit instrument maker I
Made Gabeleran (pronounced e ma-di).
(In Bali, names are often considered
private property and kept secret. Many
Balinese go through life called only by a
word that refers to their birth order, i.e.,
first born “Wayang,” second “Made,”
third “Nyoman,” fourth “Ktut,” etc.)
Nothing in my past could have predicted
the outcome of my visit to Gabeleran’s
compound in Blahbatuh.

The compound offered an opportunity
to explore a myriad of instruments in
various stages of completion. There were

A letter from Swastika in the spring would inform me that the instru-
ments were “40% ready finished” and that he would not pick them up
until they sounded “really in my heart... exactly in my taste.”

residence during my stay. The tjokorda
was to become my facilitator in the
acquisition of a gamelan.

Early in my visit, following a private
performance of music and dance at the
Puri Saren, I engaged my hostina
conversation about the gamelan — its
construction, tuning and traditional uses.
Within the hour I was huddled in the
back of a Toyota pickup with a few other

enormous suspended gongs, smaller
bossed (knobbed) gongs and
metallophones of various sizes. Ornately
carved resonator boxes and stands for the
instruments were available for close
examination.

The making of bronze gongs in
Indonesia dates back to the fourth

continued...
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century AD. The process of smelting the
metal and hammering the gongs into
shape has not changed significantly since
then. After the metal (copper, tin, iron,
nickel, silver and gold) is smelted, it is
poured into molds made of volcanic
stone. Much of the smelting process is
concealed in mystery and magic. I was
able to observe part of the instrument-
making process in the village of
Tihingan. There, an elderly woman used
a hand operated bellows to keep a fire hot

while the pande gong (instrument
blacksmith empowered to handle the
holy elements of fire and iron) heated a
metal bar and then held it over an anvil
while three other people alternately
hammered it into shape.

No two gamelans are tuned exactly
alike. Tuning is selected by the pande
gong. There are two basic scale patterns
used: the slendro scale divides the octave
into five tones fairly equidistant apart,
and the pelog scale consists of seven

Anak: - child

Angklung - tuned bamboo rattles
Bali - small island in the Indone-
sian archipelago

Banjar Seka - village music club
Blahbatuh - village in Gianyar
Province; home of I Made
Gabeleran, instrument maker

Calung - five-bar medium bass
metallophone with bamboo
resonators

Cheng-cheng - set of cymbalettes
Gamel - hammer

Gamelan - the orchestra of gongs,
cymbals, drums, bells and
metallophones heard throughout
Indonesia, especially in Bali and
Java

Gamelan Gong Kebyar - large
modern concert orchestra of Bali

Giing - ten-bar medium bass
metallophone with bamboo
resonators

Gong - large suspended gong

Jegogan - five-bar bass
metallophone with bamboo
resonators

Kecak - dramatization of part of
the Ramayana; choral monkey
chant

Kelentong - small suspended gong
Kempli - small bossed gong
Kempur - large suspended gong

Kuntilan - ten-bar medium high
metallophone with bamboo
resonators

Glossary of Terms

Pelog - the scale pattern consisting of
seven tones from which various
pentatonics are derived

Pemade - ten-bar medium bass

~ metallophone with bamboo resonators

Pnade Gong - the instrument
blacksmith empowered to handle fire
and iron ‘

Puri Saren - the palace/family
compound of Tjokorda Raka Swas-
tika at Ubud

Ramayana - the story of King Rama;
one of the two legendary Hindu stories
Reong - bossed gongs which rest in a
chassis resonator -

Sanur - village near the capital city of
Denpasar and airport

Selamat - term of greeting

Selisir Pelog - the pentatonic scale
roughly equivalent to e, f, g, b, ¢
Slendro - the scale pattern which
divides the octave into five tones
fairly equidistant apart

Suling - bamboo flute

Tihingan - Balinese village whose
approximately twenty families
specialize in the making of gamelan
instroments

Tingklick - eleven-pitch bamboo
xylophone played with two mallets
Tjokorda - royal title meaning
C‘prin C e”

Ubud - village in Bali having a
reputation as a center for artists
Wayant Kulit - shadow puppet
theater

tones from which various pentatonics are
derived. The selisir pelog, one of these
derivatives, roughly equates to our
pitches e, f, g, b, ¢ and is heard through-
out Bali. Within the gamelan,
metallophones of the same size are paired
(“male” and “female”) and purposefully
made “out of tune” with one another.
This is accomplished by tuning the bars
of the metallophones at a difference of
two to five beats per second.

The evening visit at the pande gong’s
family compound/workshop aroused in
me deep curiosity about the instruments,
their history and traditional uses. I was
captured by the sound of the enormous
gongs and the pentatonic tuning of the
metallophone. The clanging metal had an
energizing yet calming effect, and I was
becoming aware of its potential. I found
myself engaged in conversation with
Gabeleran via translator tjokorda
Swastika about his making a set of
instruments for me.

We determined that a gamelan gong
kebyar (a type of gamelan typical of
those used in this century) would be
appropriate and would include
metallophones capable of melodic
ostinati and gongs capable of punctuating
yarious beats. The metallophones would
be constructed in pairs and made slightly
“out of tune” with one another. There
would be two sizes of five-bar
metallophones, & deep bass (jegogan) and
medium bass (calung), and three sizes of
ten-bar metallophones, medium bass
(giing and pemade) and medium high
(kuntilan). The battery of gongs would
include an enormous 30-inch suspended
great gong, a 23-inch suspended gong
(kempur), a small 10-inch suspended
gong (kelentong), a small pulse bell
(kempli), a set of cymbalettes (cheng-
cheng), and a row of gongs in a chassis-
style resonator (reong). In addition, there
would be two long, double-headed drums
(kedang). The gamelan would accommo-
date nineteen players.

While the gongs, bells, cymbals and
metallophone bars were being fashioned
and tuned by the pande gong, the wooden
resonator boxes, frames and stands were
being constructed, carved and painted.
Swastika selected scenes from the
Ramayana (the story of Prince Rama) to
be carved into the boxes.
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The Ramayana is one of the two great
Hindu epics which the Balinese people
have held dear for more than a millen-
nium. Scenes from this story can be
found in stone reliefs, woodcarvings, ink
drawings and paintings throughout Bali.
Rama’s adventurous heroism can be
witnessed in the Wayang Kulit shadow-
puppet theater, as well as the Kecak
monkey chant choral drama. Perhaps the
reason for the Ramayana’s popularity and
longevity is its theme of the struggle and
ultimate triumph of good over evil.

Ileft Bali not knowing how long it
would take for the instruments to be
completed. A letter from Swastika in the
spring would inform me that the instru-
ments were “40% ready finished” and
that he would not pick them up until they
sounded “really in my heart... exactly in
my taste.”

While I waited, I remained busy
educating my elementary general music
students about Bali — its people, way of
life and arts — through stories, photo-
graphs, videos, recordings and artifacts.
They created shadow plays and dramas
based on the Ramayana, using puppets
and masks I had brought home with me.
They successfully mastered ostinato
motifs, interlocking patterns and damp-
ening techniques using their familiar Orff
instrumentarium. We even devised a way
to make the pairs of metallophones
slightly out of tune with one another by
placing “Fun Tac” on the underneath
sides of the tonebars. The students
reveled in their new-found knowledge of
Balinese culture and music as authenti-
cally as possible by wearing sarongs,
prayer sashes, hibiscus flowers in their
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Sth grade students
Jrom Calallen East
Elementary School
playing kendang,
reong.

hair, and by removing their shoes. They
were entranced by the stories that seemed
to float through the music room on waves
of sandalwood incense.

Exactly one year after my first journey
to Bali, I returned, this time accompanied
by my then 12-year-old daughter. Upon
arrival at Ubud, we entered the Puri
Saren to find the banjar seka (village

instruments into a truck for transport to
Ubud, where they would be assembled
for their inaugural sounding.

Fellow travelers were invited to join
us for the blessing of the gamelan.
Swastika’s wife prepared offerings made
of bamboo leaves and wove them into the
crevices of the carved wooden resonator
boxes. Flower offerings were presented.
During the ceremony, incense was
encircled around every bar of each
metallophone and every gong. Incense
was encircled around me. The gongs
were sounded and the incense carried
those sounds toward heaven, The
gamelan had been brought to life and I
had been awarded guardianship.

There was much work to be done to
ready the instruments for their long
Journey across the Pacific. I located a
shipper at Sanur near the only airport on
the island. Swastika gathered villagers
and began building wooden crates. My
tasks were focused. I purchased addi-
tional instruments and artifacts which
could be included with the shipment —
sets of angklung (tuned bamboo rattles),

During the ceremony, incense was encircled around every bar of
each metallophone and every gong. Incense was encircled around me.
The gongs were sounded and the incense carried those sounds toward
heaven. The gamelan had been brought to life and I had been awarded

guardianship.

music club) rehearsing in a pavilion.
Swastika ran to greet us and we were
ushered immediately into the middle of
the gamelan to be bathed in its sound.
The men continued their rehearsal, one
with a toddler resting in his lap. Within a
very short time, we had attracted quite a
crowd of villagers who came to acknowl-
edge “anak” — the child T had brought
with me. There is a high level of respect
and honor afforded children in Balinese
society.

Following the morning rehearsal,
Swastika took us to Blahbatuh to see the
gamelan. We arrived at a storage hut to
find the product of my request in all its
splendor and beauty. What a sight! —
brightly polished bronze and ornately
carved gold-gilded images from the
Ramayana. Villagers appeared from
nowhere to assist with loading the

dozens of suling (bamboo flutes of
various sizes) and a tingklick (bamboo
xylophone). I continued lessons on suling
and tingklick with Swastika’s brothers,
observed gamelan rehearsals and
performances, and met regularly with
Swastika to notate music,

Although I learned to sing the ostinato
motifs of particular pieces using the
Balinese syllables (ding, dong, deng,
dung and dang) and to understand the
formal structure of the music, the real
lesson involved the power of those five
tones with their corresponding patron
gods, cardinal directions and colors. I had
been allowed to enter into the time-
honored traditions of Balinese culture, I
had trusted the process, and it had
provided me with a powerful collection

continued ...

~r



PHOTO: Judith Cole

Gong, jegogan,
and reong.

of instruments to share with my students.
Departure from this tropical paradise
would not be easy. With our final task of
delivering our cargo to the shipper
completed, Swastika and T said a final
“selamat” (farewell).

Just three weeks following my
return to Texas, I received notice that
ten crates weighing 1,400 pounds were
being held “in bond” by a local freight
delivery service. 1 contacted the U.S.
Customs Office at the Port of Corpus
Christi and arranged for an officer to
meet me at the warehouse. We pried
open the smallest crate to reveal its
contents, the klentong. One glimpse
brought to mind music and dance the
officer had experienced while in
Southeast Asia thirty years earlier. He
asked two questions: Did I intend to

profit from the sale of the instruments?
If not, what was my purpose in
importing them? Something I said
conveyed my affection for the instru-
ments, the Balinese people and the
students with whom I would share
their music. The officer disappeared.
No other crates were opened, no
agriculture inspector was called in and
no import duties were charged.

A decade now has passed since that
dusty ride to Blahbatuh in the back of
a pickup truck where the acquisition of
a gamelan was initiated. Since then, I
have had the pleasure of playing
gamelan music with elementary school
children, university students, Orff
Schulwerk training course participants
and professional conference attendees.
The experience is always profound.

PHOTO: Judith Cole

Kelentong

The response is always deep gratitude
for an opportunity to enter (with bare
feet) the powerful and magical world
of gamelan music. I am grateful to Don
Campbell for introducing me to
Balinese ways and the power of the
gamelan, not outwardly as a tourist,
but as a full participant in the inner
journey of ritual and sound.

After many years of teaching
general music at Calallen East El-
ementary School, Corpus Christi,
Texas, Judith continues teaching at
Texas A&M University-Kingsville.
Several of her former elementary
school students have been able to
revisit the gamelan now as students in
her university classes.

IThis is from the speech Orff gave at
the opening of the Orff Institute in
Salzburg, 1963, as reprinted in orff
Re-Echoes, Book I, page 8.

For Further Reading

Balungan, publication of the American
Gamelan Institute, Hanover, NH.

Covarrubias, Miguel. (1938). Island of
Bali. New York: Knopf.

Croset, Pierre-Jean. “The Making of
Bronze Musical Instruments in Indone-
sia” Percussive Notes Research Edition,
Vol. 25, No. 3. (March 1987).

“GGamelan: Indonesian Arts in America.”
Ear Magazine (entire issue devoted to
gamelan). Vol. 8, No. 4 (Sept./Oct./ Nov.
1983).

McPhee, Colin. Music in Bali (1966).
New Haven: Yale University Press.

Videotapes

Bali: Masterpiece of the Gods. PBS
National Geographic Special, 1989.

Interlocking Melodies: A Balinese
Pentatonic Alternative. Pam Hetrick.
AOSA National Conference, San Diego,
1991, AOSA A/V Library.

The Spirit of Asia. BBC-TV, David
Attenborough and Michael Macintyre.
One entire episode devoted to Bali,
another on Indonesia.
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| Recordez:that
everyone is
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Available
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from
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“Halo Hanger”
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FREE! with each recorder!

® 1 Peripole Halo Hanger to suspend
the recorder from the neck, thus
allowing hands free access for other
coordinated musical activities.

m 1 self-adhesive Peripole Thumb
Spots to serve as thumb positioners.
(Available upon request.)

m 1 Revised card stock Peripole
Fingering Chart! (Photocopying
permissible.)

Write for our free complete catalog
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. e )

2041 State St., Salem, OR 97301-4349
1-800-443-3592

Fax (toll free) 1-888-724-6733
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Beginning Javanese Gamelan: A Community of Listeners
Joan Bell Cowan -

he Javanese-style gamelan Range

of Light sits waiting. Its keys are

dusted, tuned and polished, the
boxes freshly painted. The gong ageng
hangs majestically from its stand. Small
mats for the players to sit on are placed
in front of each of the fifteen instruments.
The gamelan is silent and ready.

The children walk in, chattering,
noisy, exclaiming, “What is this?” “Oh, I
know what that is, I've played it before!”
“Wow! What is that big thing?” I invite
them to take off their shoes, walk to an
instrument, sit on a mat and, as I call it,
noodle around a little, explore and play
the instrument with their fingers.
Immediately four students go to the
drums — I tell them that to play the
drums, you first have to know how to

PHOTO: Joan Bell Cowan

play each and every one of the other and xylophones, although a gamelan will ences. When we see just the instruments
instruments. I explain that the drums are also include stringed instruments, flutes of an orchestra on stage, we don’t say
the Pamurbah Irama, the “leader of and voices. In both Java and Bali, that the orchestra is there; we need the
time” and for the time being I play them gamelan accompanies shadow plays, people to pick up their instruments and
_ as the teacher. “Awesome,” one says as dance and religious ceremonies® A . show their musical ability with the
they each find a place. Afterafew ~~ ~ ~ gamielancanvary inrsize-from a few- — - — —instruments as-their-tools. But-the -———— — -
moments, I signal with the drum, a smile instruments to over thirty. There are gamelan is an entity unto itself, and often
and a gesture to stop playing. basically two styles of Javanese gamelan imbued with spiritual qualities. Even
music: loud and majestic for outdoor - when there are no people around, when

“May the song of the gong bring
music to our hearts.” Giving the big gong
mallet to the person sitting at the gong, I

functions, soft and intimate for indoor we see the set of instruments sitting
use. Gamelan Range of Light was built in quietly, the gamelan is there.

ask her to strike it. the first of these styles.’ Bach gamelan has its own aural
Thus begins a gamelan class with “Gamelan” is like our word for character. Its tunings*and design are
middle school children. By the end of orchestra, with a few important differ- chosen by the instrument builder or the

this first session we’ll be playing a continued on pg. 29

traditional Javanese piece; by the end of
eight weeks each student will have
learned to play at least four different
instrumental parts and a number of
Javanese and American pieces. Each
student will be able to damp’ with ease,
will have helped a friend learn to play a
part and will have learned a little bit
about another culture. Each student also
will have learned something more about
her own inner music making ability.

PHOTO: Joan Bell Cowan

Bonang and

Bonang Panerus,
. with two players

per instrument .

What is gamelan?

The word “gamelan” can be translated

many 'hammenng together,” as the word instead of the
gamel is a type of hammer. Most of the normal one per
instruments in a gamelan are struck with instrument.

mallets, such as gongs, metallophones
28 The Orff Echo — Spring 1997



person who orders the instruments. No
two gamelan are tuned exactly the same;
there is no standard pitch in Indonesia.
To acknowledge this difference, we
builders in the West tune our gamelan
instruments in tunings other than equal
temperament.’ Most gamelan, and the
biggest gong as well, will have a name,
given in a special cerernony. The names
are usually poetic images, like Venerable
Rain of Fragrance, Venerable Swept Away
By a Smile, Gamelan Range of Light$

What gamelan teaches

The two most important concepts that
gamelan teaches are interdependence
among the players and listening. You
cannot play gamelan by yourself like you
can the piano or violin. Each instrumen-
tal part relates to another; an experienced
gamelan player can play all the instru-
ments. There is no conductor, nor are
there celebrities in a gamelan — a player
who concentrates on one of the more
difficult instruments is not a star; he or
she simply has an affinity for that
particular instrument that drives her or
him to study it more deeply.

One Javanese teacher, Harja Susilo,
said, “Gamelan is half playing and half
listening” — listening not just to the
teacher, but to each other and to the
gamelan itself. No part should be louder
or softer than another. Each part, from
the syncopated feeling of the kethuk (an
instrument) in a short piece to the
reverberating gong that signals the end of
acycle, is essential to the gamelan. By
listening and playing at the same time, a
young musician can hear all the parts
blending and merging together, which
leads to that powerful feeling of being a
part of something bigger than oneself.

The Cradle of Time: Pamangku
Irama

One of the first things I teach in the
gamelan class is the Pamangku Irama or
“cradle of time.” This is a structural
concept; that is, it makes up the form of a
piece, and is expressed by the interaction
of actual instruments, the kethuk, kenong,
kempul, and gong.” In Western music
form is usually something more abstract,
conceived in the mind of the composer to
help her or him develop and organize
creative musical ideas.
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To learn this “cradle of time,” we
chant the names of the four instruments
in a slow, steady beat, adding body
percussion, gestures or movement. And
we always begin with “gong” because
every Javanese gamelan piece begins and
ends with a gong; gamelan is cyclical,
repeating sections or even the whole
piece many times.

PHOTO: Joan Bell Cowan

To Western ears this “cradle of time”
is a 16-beat phrase with certain instru-
ments falling on certain beats. However,
1 teach- the Pamangku Irama as one
holistic unit, so that students will feel the
interdependence of these parts. We take
turns playing the four instruments,

continued...

vantage point.

(ext.OE)

Musikgarten is the realiza-
tion of a dream and a life’s
work for these music edu-
cators and they invite you
to share their passion for
teaching children music.
1-800-216-6864.

To see further, try lowering
our vantage point.

Our founders, Lorna Lutz Heyge and Audrey Sillick, know they are
rewarded every day for their efforts to see the world from a child’s

Three years ago, these women founded Musikgarten, a revolu-
tionary early childhood music company designed to show teach-
ers how children learn music.

Musikgarten is founded on two principles:

« Children deserve the best teachers and materials.
 Teachers, much like students, need the freedom to be
themselves to reach their full potential.

Lorna Audre
Lutz Heyge Sillic
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adding actual pitches® from a simple
traditional Javanese piece, or creating our
own. This way of learning takes time, but
when a player grasps how these instru-
ments work together to weave a cradle
within which all other instrumental parts
can relate, that person is on the path to
playing gamelan.

The Skeletal Melody: Balungan

I then teach the Balungan, which
literally translates as “bones” or skeleton;
this is what we in the West often hear as
the main melody. However, the Balungan
isn’t the melody; it is a melodic frame-
work on which hang other parts, and it
too relates to the Pamangku Irama. 1
stress to the students that the true melody,
the Lagu, of a piece is in the heart of
each musician, and not played by any one
instrument. If you listen well, and try to
hear all the instruments together while you
play your part, you will hear the Lagu.

By this time a few students are relating
what they are learning to what they
already know: they perhaps hear the
piece as an eight-beat phrase, or are
trying to figure out how many times the

~ kenong plays pitch five. I patiently return
to the Pamangku Irama, the “cradle of
time,” teaching that the kenong part can’t
be separated from the kempul or the
kethuk parts — the player needs to sing

- both the kempul and kenong parts as he
plays the kenong. And I will say yes, the
Balungan, the “skeleton,” is an eight-beat
phrase in this piece, but how many beats
make up the Pamangku Irama?

The Beautifiers of the Melody:
Pamangku Lagu

We then add the Pamangku Lagu, the
“beautifiers or cradle of the melody,”
which is played by instraments that
decorate and ornament the Balungan and
the Lagu. Some of the elaborating
instruments are played in pairs, creating
interlocking parts that to our ears sound
like complex ostinati. I love teaching the
Pamangku Lagu because when these
instrumental parts are added, the beauty
of Javanese gamelan begins to be heard,
even in a very short piece.

The Inner Melody: Lagu

By the third or fourth class, two things
begin to happen to the students: first,
certain instruments have called certain

10

students, and specializing begins. An
eight-year-old really likes the kethuk
while a high schooler will work with a
friend on the bonang, one of the
elaborating instruments of the
Pamangku Lagu.

Second, it becomes apparent that
this is not familiar Western music.
Playing gamelan can be an experience

in culture shock; the music is strange, -

the terminology foreign. Students
sometimes forget the relationships
between the instruments, mix up whole
pieces, don’t take off their shoes when
entering the room. Some students want
everything written down, and if they
read music they want it in Western

PHOTO: Joan Bell Cowan

Bonang panerus with
two players sharing -
normally this is a
one-person, two
mallet instrument.

notation. I encourage more listening,
we sing the pieces together, we move
around from instrument to instrument,
we play what we know over and over.
Because gamelan is cyclical, we can
play the same piece for twenty or thirty
minutes; this allows plenty of time for
a player to master a more difficult part,
and allows for the Lagu to begin to be
heard. I know now the process is
working: out of the confusion and mild
distress will come new energy and a
growing delight in this music.

By now we have incorporated
rituals into our rehearsals together:
someone brings an offering to the
gong, either fruit or flowers, a poem or
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Demung

thought for the day. We leave our
shoes by the door, symbolically
leaving worries and concerns from the
outside. We always step around the
instruments, never over them, and if
we bump an instrument or another
musician, we apologize.

Who are the players? Most of the
students T work with are untrained
musicians. Even those who have a hard
time keeping a beat on their own can
play in a gamelan because the
gamelan itself will teach them as
they play and listen.

One student was drawn to the
gambang, a xylophone played with two
mallets, one of the more difficult
instruments. At first she kept speeding
up, her sense of beat not quite fitting in
with the rest of the players. It was
suggested I put someone else on that
instrument. But that would have
defeated what gamelan teaches, and
what I believe in as a teacher. BY the
time we performed, the young teen was
not only steady in her beat, but
creatively improvising in a way that
connected directly to the Balungan. 1
didn’t teach her — the gamelan did.
The cyclical nature of the music,
gamelan’s demand for good listening
skills, the learning by rote, by ear and
by heart, the interdependence of the
instrumental parts — all gave her the

The Orff Echo — Spring 1997

opportunity to discover the music-
making ability that is part of every
human being. This is perhaps the inner
melody we all carry within us, the
Lagu we hear best when we work
together, create together as an interde-
pendent community.

Joan Bell Cowan, M.A., is the director
of Bell River Music, a program that
brings music and movement into
schools and day care centers. She is
also a teacher in a cooperative nursery
school and teaches in the Early
Childhood Program at Napa Valley
College. She currently serves on the
board of the Northern California Orff
Schulwerk Chapter. Joan builds
gamelan instruments and incorporates
Javanese gamelan into her work.

Notes

IA technique for stopping the sound of
a ringing key.

2Gamelan ensembles are also found in
the other islands of Indonesia and

other parts of Southeast Asia, includ-
ing the Philippine island of Mindanao
(kulingtung).

3Gamelan instruments in Indonesia are
usually made of bronze or iron;
Gamelan Range of Light, built by the
author, is made of aluminum.

4Javanese gamelan are tuned in two
different unrelated scales: a five-tone
scale called slendro with wide inter-
vals, and a seven-tone scale called
pelog with narrower intervals.

sMost of the gamelan builders in the
U.S. tune their instruments in just
intonation.

6Gamelan Range of Light was named

for California’s Sierra Nevada moun-
tain range. The gong ageng is named

Lugh, for the mythological Celtic sun
god of light.

TThere is also the gong siyem, smaller
gongs than the gong ageng and larger
than the kempul, and another kethuk-

continued...

just pick up the phone.

If a revolutionary new method of teaching music to
children birth to seven years sounds good to yot,

Corme to a workshop, and we promise to
open your heart and mind to some excit- :
ing ideas about children and music.

To the right, you can see our schedule of
workshops. We are adding more dates
and locations every day.

Please give us a call to find out

* Tosee further for yourset there
s onetechmique o need to master
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o L .u‘"w:ekorf'-»
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- Kansas City, MO
Al.exington,»_KY B

San Diego, CA -~
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To learn more about Musikgarten and our upcoming workshops,
call us at 1-800-216-6864 (ext. OF) or write to Musikgarten,
409 Blandwood Ave., Greensboro, NC 27401 )

Teaching Music, Understanding Children.

31




g - %

Gambang (front) Kethuk and Kempul (back)

like instrument called the kempyang.

’I teach gamelan by rote, without

notation, but after we have learned the
piece and most of its parts, I might give
the students a score. Gamelan pitches are
written as numbers; the score is usually
just the Balungan with symbols indicat-
ing the Pamanglu Irama parts.

Example: | Gt@tkejt@ tkéjt@t\éj ® .
O = Gong N = Kenong
/ Kempul -t = Kethuk

1

Readings in Javanese Gamelan
Becker, J. (1980). Traditional Music in
Modern Java. Honolulu: University
Press of Hawaii.

Becker, J. and Feinstein, A. H, (Eds.).
(1984). Karawitan: Source Readings in
Javanese Gamelan and Vocal Music.
Ann Arbor: Michigan Papers on South and
Southeast Asia, University of Michigan.

Lindsay, J. (1982). Javanese Gamelan.

Kuala Lumpur: Oxford University Press.

Readings in Just Intonation

Doty, D.B. (ed.) 1/1, The Journal of the
Just Intonation Network. 535 Stevenson
Street, San Francisco, CA 93103.

Doty, D.B. (1993) The Just Intonation
Primer. San Francisco: Just Intonation
Network.

Harrison, L. (1971). Music Primer. New
York: C.F. Peters

Panc;h, H. (1974). Genesis of a Music.
New York: Da Capo Press.
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Big Hits at AOSA Memphis!!

SAMAN!
DANCE OF ATHOUSAND HANDS
Video and Manual by

Bob Walser and IGN Kertayuda

Patterned rhythmic movements by a row of
kneeling dancers—arms weave complex figures
In space at an ever-increasing tempo. A feast for
the eyes and fun for the arms=Saman from
Sumatra. Manual inc. cultural background,
instructions and photos of every sequence, +
accompanying chant. 80-7 Set $34.95 (11/96)

My Harvest Home

Polish Songs, Games, Dances, Customs
Dancer/singer Andrea Schafer shares her favor-
ite traditions from her Polish-American chiidhood.
Setincludes cultural context, crafts projects, reci-
pes, dance instructions, sayings, songs; CD or
cass. of outstanding Polish musicians included.
Featuresthe beautifulcanon“Dowidzenia”.
68-8 Book/audio cass. $17.95

69-6 Book/CD set $20.95

Order from your favorite dealerl

Publisher: World Music Press 1-800-810-2040
e it i U O O~ 2040

DULCIMERS

KITS and
BOOKS

for students
schools and
teachers

Backyard Music
P.O. Box 9047

New Haven, CT
06532-0047

new number: (203)-281-4515
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Letters to the Editor

Did you find something you read in The Orff Echo to be particularly helpful or
stimulating? Do you have a question you’d like answered? Have you disagreed with
something you’ve read on these pages? Is there some area of music and movement
education—or education in general—that you’d like to see addressed in The orff
Echo? If so, the Editorial Board of The Orff Echo would like to hear from you.
Please send your letters to The Orff Echo, 3105 Lincoln Blvd., Cleveland, OH
44118, or FAX them to (216) 321-1946. You can reach us by E-mail at

BXFN94B @PRODIGY.COM

Diamond, J. (ed.) Balungan, Journal of
the American Gamelan Institute. Box
A63, Hanover, NH 03755.

Hood, M. and Susilo, H. (1967). Music
of the Venerable Dark Cloud. 1os
Angeles Institute of Ethnomusicology,
University of California.

Kayam U. and Peccinotti, H. (1985). The
Soul of Indonesia: A Cultural Journey.
Baton Rouge: Louisiana State University
Press.
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Continuing Education—1997/

JSRITISH C'OLUMBIA ORFF CHAPTER
PRESENTS:
AN ORFF- SCHULWERK APPROACH el
TO JAZZ SpeClal
WITH . e
DPOUG GOODKIN AdVe rtisin g
formerly known as _
AUGUST 22 - 25, 1997 In Vancouver, B.C. I
m;c in *he Fee: $200.00 Cdn. Register by MAY 1, 1997 Sectlon
- - Contact: Laureen Schellenberg
ounkains (h) 604-594-6934 (w) 604-584-7688
6844 Upper Canyon Pl. Delta, B.C. VAE2M2

come experience
Orff « Kodaly « Labah

In an accredited

refaxing Colorado

vacation retreat
near Pagosa Springs

CENTRAL . N
€ OKNECTICUT Orff Schulwerk in Connecticut

STATE June 30 - July 11, 1997

UNIVERSITY

.

(usic 1 nstitute

Orff Level 1

Vivian Murray, principal instructor
Debbie Szajnberg, movement instructor

Orff Level 11

Marilyn Davidson, principal instructor
Debbie Szajnberg, movement instructor

Julty 17-19, 1997

Contact Bel Canto Studios
3223 Weather Vane Lane
Dallas, TX 75228-1739

(972) 682-0860

5 6 University of
- South Florida
y g Tampa

ORFF SCHUIWERK: LEVEL I
June 16-27, 1997
Marilyn Davidson, lead clinician
Janet Moore, workshop director/movement

June 30 - July 25,1997
The Summer Music Institute at CCSU has 25 other
Music Education Workshps including:

~ Music Tectmology Courses - Peter Webster, Judith Bowman
~ Music Across the Curriculum - Nick Page
~ World Music Workshops - Dennis Waring, Judith Cook-Tucker

For Brochure or Information Contact:
Dr. Pamela Perry, Director /Summer Music Institute
Central Connecticut State University
1615 Stanley Street/New Britain, CT 06050
TEL: (860)832-2903, FAX: (860)832-2902
email; perry@ccsu.ctstaten.edu

For Orff Certification andfor grad music credit
through USF Programs for Adult Credit

(PACE).
Unlversity of
For Information Call: South Rorkls

PACE 813/974-3218 W‘
AnAA/EA/EO University
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=== SUMMER SESSION ’97

ST o e MORE THAN 40 week-long workshops for teachers, students, performers
and music lovers

° GRADUATE CREDIT available

' FOR SCHOOL-AGE MUSICIANS

High School:
Vocal Institute ®Piano Camp

_ T Organ Week ¢ Composition Week ¢
Dalcroze EBurhythmics in the M((j)(lﬁ‘ Music Theater Workshop :
M \

MUSIC EDUCATION

Classroom and Private Lessons

Developing the Child Voice through ]\\giﬁlé:gl ool:
Classroom and Choral Singing P
~ Fostering Creativity in Elementary For more information contact:
& Middle School General Music Westminster Choir College
Synthesizer, MIDI & Computers of Rider University

Office of Continuing Education

CERTIFICATION PROGRAMS ‘ 101 Walnut Lane, Princeton, NJ 08540-3899

Kindermusik . Kodély ° Orff PHONE: 609'924‘7416 ext. 227
E-MAIL: woce@rider.edu

A Tradition ofMuszcalExcellence

——
George Mason University
Fairfax, Virginia

ﬁ;ﬁ dbulweré ertification

JuLy 14-25 « Monday-Friday, 9 a.m. to 4 p.m., 3 graduate credits each
Level I—Donna Fleetwood  Level II—Richard Layton  Lewel III—Carol Erion
Movement—Danai Gagné  Recorder—Carolee Stewart

SUPPLEMENTAL STUDIES IN ORFF SCHULWERK
Jury 7-11 « hours and credits vary

George Mason will again offer a group of one-week courses designed to enrich and extend the experiences,
skills, and knowledge gained in Orff Schulwerk Teacher Training. Any of these courses may be taken
before or after the three levels have been completed.

* WEAVING THE STRANDS OF LITERACY: Music, MOVEMENT, AND CHILDREN’S LITERATURE
: Instructor, Elaine Larson * 9 2.m. to 5 p.m. * 3 graduate credits
* ORFF SCHULWERK IN THE MIDDLE GRADES
Instructor, Donna Fleetwood * 12:30 to 5 p.m. * 2 graduate credits
* Music IN EArty CHILDHOOD
Instructor, Carol Erion * 12:30 to 5 p.m. * 2 graduate credits
* MOVEMENT AND DANCE FOR CHILDREN
Instructor, Jacqueline Shrader * 9 to 11:30 a.m. * 1 graduate credit

Tuition for all classes is $160 per credit; on-campus housing is available. For further information,
contact Dr. Joseph M. Kanyan, Department of Music, George Mason University, MS 3E3,
Fairfax, Virginia 22030-4444; or call (703) 993-1389; or write jkanyan@gmu.edu.
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Seaitle Pacific Universily’s
Northwest Institute for
Music Education presens...

r

ORFF
Schulwerk

Summer Program
‘ Levels | & lI:
{ Basic Concepts

{ July14- 25, 1997

BELMONT
, UNIVERSITY

School of Music
Mashville, Tennessee

For registration brochure,
contact Karen Mueller
at 615-460-6408 or write 1o
Belmont University -
$chool of Music
1900 Belmont Blvd.
Nashville, TN 37212

iz i

17th Annual
Orff Schulwerk
Training Courses

« Introduction to Or[f Schulwerk
July 7-11,1997; $305
Donna Kling Knudsen, Lucy Kay Blilie

» Teacher Training: Levels I, IT, Il
July 14-25,1997; $595
Jan Hall, Shelley Nordlund, David

S peC l al Adve I’U Sl n g SeCtl O n Asplund, Joe Berarducci, Susie Green

Levels courses are approved by the
American Orff-Schulwerk Association

Carnegie Mellon
Dalcroze Training Center

& Workshops

A

WORKSHOP! -
The International Workshop
July 7-11, 1997

» Guest clinicians from

many countries - Inside and Outside the Music Classroom KOdély certiﬁcate

. Beginn’mg, intermediate, ’ {need not be enrolled in Kodaly courses to take this class;

‘however, it serves as an elective in the Kodaly program) Pr
and advanced classes June 16:20, 1997 Ogram

Sanna Longden, Instructor
WORKSHOPI

ety o o
Movement & Ethnic Dance

6th Annul'

L 3 Q
: Summer '97 Kodaly Institute » Koddly Sampler

& Includes The Intematlonal Our certification program oﬁeyrs both graduate June 26 27 30 1997 $150

w July 7-25 1997 and undergraduate credit options. - Kl', ’ Sv S’ nf
= For students interested in Kodaly courses June 16-July 3 Instructor ta Kiinger, ousan > t

§ * Furthering Dg'rcmze training fod Spneepts Jevel ! Helen Mitchell « Teacher Training: Levels I, IT, Il

™ . Working toward the Dalcroze Concepts, el I Rcbert iesd June 26-July 11, 1997; $595

Certificate or License : ‘Ss;;":ge&m‘éﬁm Hoen Mif:}fe;r Rita Klinger, Susan Senft
Solfege’, Level I Christopher Frye

“ Rhythmic M Choral Ensemble Gary Walth Call ( 800) 648-7898
N ythmic (Movement Movement & Ethnic Dance Inside d il d b h

Q Solfege ® Improvisation. - and Outside the Music Classroom Sanna Longden f 'or a delailed brochure.

. : Registration
~ Pedagogy ® Special Seminars Continuing e etion & Extension
b . (608)785-6500
P Contact: Dr. Marta Sanchez Course information
Music Department Dr. Robert A, Wessler
Q Carnegie Mellon University ((?381))785\;}84;‘2 .
Pittsburgh, PA 15213 RN gép;;nggf : v _ ;
Tel: (412) 268-2391 or 2373 University of Wisconsin-La Crosse Seatt'e PaCIﬂC UanE‘FSlty
Fax: (412) 268-1537 La Crosse, W1 54601 i
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- Will Schiid

- Joinus on Lake Geneva,

- Wiscounsin for

Summer

Workshops

June 28 - July 3, 1997
. OElglllelztzlfg/ Gerieral Music
e Mﬁsic for Young Children
- *World Music Drumining
OVEIecrtr'mrzl-'c Keyboards &

Synthesizers K-12

e Teaching Guitar

* Guitar- Beyond the Basics

~ e Summer Stringalong-

“Folk Music & Dance Workshop.

- Bill Purse, Romana Hartinet=, Mike-
Seeger, L :

Whitimore & more. >

- Conference Point (near. Chicago)

- 3 u/ G}'adzlate Credits

= Duguesne University.

I

Music Workshops
2851 N. Farwell

|| Milwaukee, WI 53211 [§

Learning designed with Children in mind...
Orff Schulwerk training at \
Colorado State University in 1997
Instructors: Judith Cole,

Liz Gilpatrick, and Paul Hallsted

‘*Intro. to Orff Schulwerk: June 9-13
°Levels I* and II: June 16-27
*Singing Games and Folk Dances for
Elementary School: June 30-July 2

Special Guest Lecturers: Grace Nash,

Dr. Billie Thompson, and Dr. Dee Joy Coulter

Optional semester credits are available for all courses

*A special section of level I is being formed for classroom, P.E.,

and other non-music teachers. Contact us for more Information!
Call or write: Dr. Robert Harding, Dept. of Music, Theatre, and Dance,

CSU, Fort Collins, Co. 80523 (970) 491-5529 fax: (970) 491-7541 OR:
Liz Gilpatrick (303)665-2108 fax: (303)665-9338 e-mail: lizgilp@aol.com

_ WEREHOTFOR YOURMIND!

J University of North Texas
i SUMMER 1997 Music ED

£

UCATION WORKSHOPS

COMPUTERS IN MUSIC EDUCATION L, 1 I May 26 - 28
* Craig Harms, Jeff Windson § ' II. May 29 - 31
FOLKSONGS, SINGING GAMES'PL# May 27 - 30
¢ Jill Trinka

DEVELOPING THE MUSIGAL CHii

June2-5
* John Feierabend e o
GETTING KIDS TO SING INuM@SiC CLASS! June2-5
¢ Warren He 7
LAP DULCIMER AND AUTGH A June 8-10
* Jill Trinka

June 11 - 27

June 11 - 27

* Kodaly Staff L, Y,

CHILDREN’S CHORAL LITERATT % June 11-27
® Sean Deibler, Susan Brumfied, &

ORFF SCHULWERK: IMPROVISATION THRQUGH THE GRADES June 30 - July 2
¢ Chris Judah ¢

Workshops may be taken for graduate credit.
Center for Contemporary Studies in Music Education » Dr, Jill Trinka, Director
University of North Texas, College of Music » P.O. Box 13887, Denton, TX 76203-6887

(512) 264-1851 or (940) 565-4689 « FAX (512) 264-1854 o jltrinka@aol.com

Dalcroze Society of America
Open to anyone interested in the unique approach
to educarion in music and through music developed
by Emile Jaques-Dalcroze.

Licensed teachers are available for other workshops.
For further information, contact:

Joy Yelin, Dalcroze Society of America

6410 Sun Eagle Ln; Bradenton, Florida 34210

Tel 941.751,9426

Dalcroze Summer Training Programs, 1997

Camegie-Melion University St. Thomas Universi y University of Washi
July 7 - 11 Workshop I~ Wk 1+ July 7 - July 11 July 14 - July 25

* International Week Wk 2 « July 14 - July 18 July 28 - August 1
July 7 - 25 Workshop It

The Juilliard School The Longy School
Wk 1+ July 21 - July 25 July 28 - August 15
Wk 2 + July 28 - August 1

Wk 3+ August 4 - August 8 Lisa Parker, Dir.
One Follen St.

Cambridge, MA 02138
617.876.0956, Ext. 2260

Robert Abramson, Dir.
2115 Summit Ave.
Box LOR 101

St. Paul, MN 55105
612.962.5870

Julia Schnebly-Black, Dir,
3871 45th Ave. NE
Seattle, WA 98105
206.527.7034

Dr. Marta Sanchez, Dir,
5000 Forbes Ave.
Pitishurgh, PA 15213
412.268.2391

Robert Abramson, Dir,
60 Lincoln Center Plaza
NY, NY 10023
212.499.5000
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=) The University ol Memphis
Department of

July 14-25, 1997 July 28-August 1
Orff Schulwerk Levels I, IT, 11T MasterClass in Orff Schulwerk
faculty:
faculty: . Jos Wuytack
Jos Wuytack Level ITT
Konnie Saliba Level I : For more information, contact.
Shirley McRae Levell Barbara Myers
Darva Campbell Movement Department Of MuSiC
Deanna Stark Recorder The University of Memphis
The University of Memphis Memphis, TN. 38152
has offered courses in Orff Schulwerk since 19701 (901)678-3562/(901)678-3096 FAX

A Tennessee Board of Regents Institution / An Equal Opportunity, Affirmative Action University

Castman School a% ic |

& @32 2@ R
Jedy 28~ August 4, 1997 T
© Orff Workshops, Study with Jim -
Levels 1 and 1l Solomon, Karen

_ Medley, Mary Helen
Solomon and Janet
Robbins at Eastman

- this summer

For more information
call 1-800-873-2758

SCHOOL OF MUSIC
UNIVERSITY OF ROCHESTER
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CG 97 Summer Seminars

Kansas City
William Jewell College
Liberty, Missouri
July 6-11

Grand Rapids
Calvin College
Grand Rapids, Michigan
July 20-25

Buescher
Burkhardt
Butler
Collman
Hopson
Horman
Johnson
McChesney
Shasberger

For registration information
call (972) 271-1521;
or write Choristers Guild
2834 W. Kingsley Rd.
Garland, Texas 75041-2498

choristers guild

NURTURING THE SPIRITUAL GROWTH OF
CHILDREN AND YOUTH THROUGH MUSIC

Orff -Schulwerk
Summer 1997 Certification Programs

July 14-25 Orff-Schulwerk: Level T ) o
Instructors: Karen Markey, Martha Crowell, Dixie Piver

July 14-18 Orff-Schuulwerk: Recorder Ensemble ()]
Instructor: Martha Crowell

July 21-25 Orff-Schulwerk: Movement (1)
Instructor: Dixie Piver

Orff-Schulwerk: Instrumentarium Practicum (1)

structor: Tossi Aaron
West Chester

Touching Minds, Shaping Futures.

June 16 - 20
University of Montana

Cost: $175 ($255 for 2 heg credit)
Contact Jo Ella Hug for detaile
406-543-0936
Open to anyone with at least a Lavel |

Thirty- Second A nmnal
rff- S chnliverk Teacher Certification
- Courses at >ePant U niversity

July 20—August 1, 1997, Chicago

Pat Hamill, fevel /
Marion 0'Connell, /e
Brigitte Warner; Jev 1 -
Janet Bashirian & Andrea Schafer special sessions
Carol Huffmar e

Schulwerk

Teacher

s | :

— Jeff Kriske
T Pedogogy - Levvells'l G I
- Shirley McRae
PedogquALevel i

Ko% Lehto

vement

~ Sue Mueller

. Recorder. -

University of Nevad
Music Depart
College of Extenc

%

“UNIVERSITY OF NEVADA [AS VEGAS
- s un—, oo
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B1074 pMusicC AND MOVEMENT
B WORKSHOPS

June 29 — August 3

Al Holcomb, Director

WEEKLONG July 21 - August 1 We make summer study easy!

" Jobn Feierabend o Air-conditioned housing and kitchen
WORKSHOPS: + Conversational Solfege availability
J uly 14-18 Come learn how to develop music lirerary skills. » Shutde service
* Music through the Language ® First Steps in Music o Graduate credit
of Dance Learn current research findings and the implications « Centralized registration, housing

o Hutchinson Guest of that research on the development of an early and parking
Music and dance educators — learn the childhood music and movement curriculum, -
language of dance strategies t(c)h _enhance July 28 — August 1

movement EXperiences In [Cacling: + Elemental Music Education for All Ages

July 21 -23 Maria Seeliger, Werner Beidinger

s  Summerterm 97 Catalog and
join ils for.a summer session!, -

B e the creinespiitand abil |~ HARTT SUMMERTERM .
¢ First Steps in Multicultural Dancing xplore and purture the creatrve spirit anC (UL ST University of Hartford
v 24 - 26 found within through the application of Orff 7 200 Bloomfield Avenue
July 2 -2 Schulwerk principles. Learn how to use exploration, 0T West Rartford, CT 06117 -
» Dancing Around the Globe expression, creation and improvisation as basic oo 18009554‘278
Sanna Longden components of music, movement and speech. i fn
e B60-768-5020
Learn dances from around the world and how O Fax: 860-768-4341
to teach them. June 14 — August 3 S el e i e
* Education Through Movement:
Weikart Summer Training Institute, Clinton, MI UNNERS'TY
The University of Hartford admits students without regard to race, age, color, creed, gender, physical abiilty, sexual orientation, national @F HARTFORD ’
and ethnic origin to all rights, privileges, programs, and activities generally accorded or made available 1o students of the University. 200 Bloomfield Avenue, West Hartford, CT 05117

UNIVERSITY OF KENTUCKY
SUMMER 1997

Orff Schulwerk Training

Teacher Training Levels 1, 2, & 3
June 23 to July 3, 1997

Judy Bond, Jay Broeker, Cindy Hall, Nancy Miller

Workshop fee $275 Graduate credits available

For more information, please contact

Dr. Cecilia Wang, UK School of Music
105 Fine Arts Building, Lexington, KY 40506-0022
Phone: (606) 257-8203/4900 Email: cecilia@pop.uky.edu

The University of Kentucky is located at the heart of the beautiful bluegrass area
within a few hours drive of Chicago, Atlanta, St. Louis, Charleston, and Nashville.
On-campus apartments, which house up to four people, are available for $18 per night.
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- SOUTHERN METHODIST UNIVERSITY

Music Educators
Workshops

Summer 1997

7

~Rarly Childhood Music
- Instructor: Warren Henry
: “Junel2-14
 Orfi Schulwerk, Levels 1 & 11
Inslruclors Richard Layton,

_TJ acquelme Schrader, Vicki

: Salmon &JuheScoll
; June 16 2’1

Dalcmze Eurhythmlcs
'  Cynthia Lilleys
vid Braham =
 Juy 71

~ For information, contact;
~ Music Educators Workshops
. Southern Methodist University
~ P.0.Box 750382
~ Dallas, TX75275-0382
~ Phone (214) 768-2682

iAnnouncmg Webster

Bay Area Orff Schulwerk Certzf' catwn
Levels 1, 11, III

P

July 28 - August 8, 1997
: Introductory Course
Mary Shamrock N
Richard Layton August 4 - 8 with
Doug Goodkin Janet Greene
Vicki Salmon '
James Harding
Come join us on the beautiful
Mills College Campus
Contact:
Roxle Sater

Mills Coliege Alternative Program
5000 Mac Arthur Bivd

Oakland. California 94631

(510) 430-2019

Umvers:tyf

Summer Musrf_ orkshop

Orff-Schulwerk, Levels I and II
July 7 - 18, 1997

Faculty: Carolyn Tower, Nancy Miller, Cora Lippi,
Dianne Ladendecker and Vicki Dohrmann.

Four semester hours of graduate credit.
Workshop credit available.

Webster

UNIVERSITY

For information on the Orff courses or the
MM. in Music Education, contact:
Webster University Music Department
470 East Lockwood Avenue
St. Louis, Missouri 63119-3194
314-968-7032 * Fax 314-963-6048
www.websteruniv.edu

Accredited, North Central Association Colleges and Schools
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Cindy Hall, JoElla Hug, 1
. Roger Sdms, Jac qu‘ Séhradér,'

Anvida sieon

Ch."i?'e_;_ Graduate Programs in Music Education
. University of St. Thomas
St. Paul, Minnesota

i voice: (800) 328-6819 ext. 2-5870
fax: (612) 962-5886

gradmusic@stthomas.edu
hitp://www.stthomas.edu

Earn your M.A. with Orff
concentration in three Summers
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With Sonor’s Primary Line,
we're setting instrument
standards all over again.

S=N

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 OF 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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Focus on Research
Janet Robbins, Editor

Researching Cross-Cultural Applications of Orff Schulwerk:
Reflections on Mary Shamrock’s Research

Janet Robbins

With this issue’s focus on Global Perspectives, it seemed natural to revisit Mary
Shamrock’s research on cross-cultural adaptations of Orff Schulwerk. The purpose of
the following discussion is to briefly identify the issues and challenges that are ad-
dressed in her research and to introduce to any who are unfamiliar with her work some
of the ideas that she puts forth for our consideration.

completion, Mary Shamrock’s

research on the application and
adaptation of Orff Schulwerk in Japan,
Taiwan and Thailand stands out as
perhaps the single study of its kind. Her
dissertation, published in 1988, surveys
the history and characteristics of the
original Schulwerk model and provides a
perspective on the global dispersal that
resulted from world-wide interest. Her
discussion of the emerging interest in and
translation to both European-based and
non-Western music cultures uses “signifi-
cant commentary” by Carl Orff and long-
time director of the Orff Institute,
Hermann Regner, shedding light on the
early ideas that sitnated the Schulwerk,
ultimately, as a truly intercultural
pedagogy.

“From the beginning,” she quotes
from a 1972 address by Regner, “at-
tempts are made to direct attention to the
questions of transfer.” It is apparent that
for Regner and Orff, the expansion of
Orff Schulwerk was neither anticipated
nor necessarily promoted as an intercul-
tural pedagogy. Regner himself points
out that a basic question being asked at
the time centered on considerations of
ways for an “independent concept” of the
Schulwerk to be developed. Beyond the
adaptation of indigenous materials,
which seemed at first to be an obvious
result of the dispersal of the Schulwerk,
how might the “underlying ideas of an
elemental music and movement educa-
tion... be adapted to another ethnic
milien?” (Regner, 1974, as cited in
Shamrock, 1995, p. 30) and how would
the Schulwerk model that values co-

En the almost ten years since its

- e o —~ -

authorship transfer to cultures in which
the teacher traditionally has an authori-
tarian role?

In her dissertation, Applications and
Adaptations of Orff Schulwerk in Japan,
Taiwan, and Thailand (1988), Shamrock
identifies some of the issues of adapta-
tion of the Schulwerk model to Asian
culture. In Asia, she points out, the
centuries-old traditions had in many
ways been overtaken by Western styles
and forms and were not based on the
indigenous language, music and move-
ment structures. How could one of the
basic tenets of the Schulwerk hold up?
For most Asian children, Western music
is considered to be their primary musical
culture and the “traditional Asian musics
have not been incorporated into the
public education program in any signifi-
cant way.” (Shamrock, 1995, p. 33)

Another challenge for teachers who
wanted to use traditional materials had to
do with training. Many teachers inter-
ested in the Schulwerk model lacked
knowledge of and performance skills in
folk traditions; conversely, teachers of
the old tradition saw no real need for a
new pedagogy. Further dissonance was
created by philosophical differences.
Experimentation that is essential to Orff
Schulwerk is in some instances a
violation of Asian tradition, and the
Western orientation reflected in the
Schulwerk’s goal, namely to “awaken
musicality” as a basis for human devel-
opment, was considered inappropriate.
Despite the challenges of transplanting
the Schulwerk model, Shamrock reports
that “publications in all three cultures

indicate that the Schulwerk has kindled a
new interest in children’s songs of native
origin...” (Shamrock, 1995, p. 34)

The implications for practice are
natural outgrowths of her research. In a
recently published monograph, Orff
Schulwerk: Brief History, Description
and Issues in International Dispersal
(1995), Mary Shamrock presents guide-
lines for cross-cultural adaptation of the
Schulwerk. She provides a fascinating look
at the degree to which the musical
elements of spoken language, movement,

. singing and playing instruments translated

to the Asian cultures she studied.

One fundamental question arose from
an examination of spoken language: Is
language the basis for all rhythm? Those
who speak a language based on tonal
accent and structure (such as Japanese,
Chinese, or Thai) may more logically
view melody as a starting point. In
essence, honoring the principle that
language is the source for thythmic study
requires a careful consideration of the
thythmic and tonal structures of the
musical tradition at hand.

Regarding movement, she points out
that the use of natural movements to
understand and express musical ideas is a
“foreign” pedagogical idea in cultures in
which the outward expression of emotion
is not common or even encouraged.
Unfamiliarity with cultural traditions
may lead to misunderstanding. We may
not recognize, for example, the emotional
energy contained in the subtle move-
ments of traditional Asian gestural
dances, and rely or insist upon the use of
large-space movement common to
Western dance styles.

As for singing, we are reminded that
the “universal” sol-mi and sol-mi-la
chant may in fact not be so universal. “In
Japan, for instance, the major second
with the upper tone as final is very

continued ...
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Bring out all the room in the room.

Wenger Elementary music

equipment maximizes your room, your
teaching style and your students’ enthu-
siasm. Each piece integrates for fast, smooth lesson

transitions — s'avinﬁg__precious time and keeping your

> V A students’ ene;'gy and en’chusiasm hlgh | 4

. Most of all,
Wenger
Elementary Equipment frees you to do what you do

best — teach music. In our Elementary Music

e e ot i e e e e -1
PLEASE SEND ME MORE INFORMATIONl i
l {1 Elementary Products Video | Elementa Planning Guide I
| i i |
v [ Elementary Products Catdog QO Have a representative call me I
Name
| |
| Title |
I School |
: Address :
j City State Zip I
I Phone ’ e
® e .
: Best time to call : Q)l/ o
Please clip and mail, or call Supporﬁng your vision of

L 1-800-455-4720, Dept, g24 sz ciecton cenbe. .J

Tha Orff Frhn — Qnrinn 10Q7



common in children’s chants.” (Shamrock,
1995, p. 41) Her findings fuel some of the
current debate in this country over whether
or not the sol-mi-la pattern is the most
indigenous to American songs and chants.

Finally, she challenges us to consider
the question, how global are Orff
instruments? “The rationale for the
development of the original Orff instru-
ments in the late 1920s was to motivate
and accommodate improvisation in a
simple, tonal Western style. The perspec-
tive has expanded, however, to viewing
the Orff instrumentarium as international,
or still more broadly, a-national.” (M.
Shamrock, presentation WVMEA March
1995) If we accept the idea that the
instruments are essentially “laboratory
equipment,” then the door is opened to
devising accompaniments or small
compositions within any musical system.

Mary Shamrock’s critical examination
of the expansion of Orff Schulwerk in
Asia both challenges and confirms our
ideas about the principles of the
Schulwerk that we too often take for
granted. In light of current enthusiasm

for multi-cultural teaching in this
country, it is important to monitor how

the principles of Orff Schulwerk hold up.

She encourages any new application to
be accompanied by re-evaluation and
refinement, and points out that the
healthiest adaptations will take time.
Through her careful consideration of the
challenges surrounding the translation of
the original Schulwerk model to three
non-Western cultures, she paves the way
to a greater understanding of issues of
translation in general and provides a

unique global perspective on Orft
Schulwerk teaching and learning.

Further discussion of her research
appears in two sources: 1) her disserta-
tion, Applications and Adaptations of
Orff Schulwerk in Japan, Taiwan, and
Thailand (1988), available from Univer-
sity Microfilms International, Ann Arbor,
Michigan 48106 and 2) a monograph,
Orff Schulwerk: Brief History, Descrip-
tion and Issues in International Dispersal
(1995), published by the American Orff-
Schulwerk Association.

$14.95 — 5 charts

800-397-9378, and other outlets.

Geneva International Corporation
29 E. Hinrz Rd. ® Wheeling, IL 60090
800.5%3.2588 » FAX 847-520-979%
lﬂTp://WWW.MUS'lCriNSTRUMENT/AMATi.COM

Cymbals & Percussion

BT
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Video Preview

Ch"ris Judah: “Hand Drums and More”

With penetrating pulse and clear
purpose, Chris Judah leads us through the
basics of hand drum technique into
exploration of ostinato patterns and
improvised creative movement. This
videotape, as well as other taped sessions
from the 1996 AOSA Conference in
Memphis, is a spirited addition to the
AOSA A/V Library.

After a brief introduction, Ms. Judah
opens the session with a review of hand
drum techniques, asking the group to
echo the patterns she plays. The demon-
strated techniques include “open,”
“down,” “brush,” “around” (fingernail
scrape) and “dead” (stopping the sound
immediately after striking the drum)
strokes. Ms. Judah uses these terms while
demonstrating the rhythmic pattern so
that the participants can not only practice
the various sounds, but quickly play the
echo pattern on their drums. Many of the
participants may have had difficulty
seeing Ms. Judah demonstrating in the
crowded room, but the videotape focuses
on a single participant, giving a clear
view of each echo pattern.

When the group finishes reviewing
drum techniques, Ms. Judah gives a brief
explanation of how she uses the Orff
Schulwerk process in her lessons. Her
comments about student behavior and
classroom management give valuable
insight into the challenges that her
students in grades four through eight
bring to the music lesson.

Ms. Judah sets the stage for explora-
tion of individual ostinato patterns by
introducing a steady pulse and a pat-

- terned cue to stop, which she plays on the
agogo bell. With fifty hand drums
playing simultaneously in a narrow,
crowded room, this organizing element
gives the opportunity and order needed to
freely explore individual rhythm patterns.

She then asks each participant to
develop a four-beat drum pattern and
play this ostinato pattern four times. The
participants move into a circle, getting
ready to share their patterns with the

Beth lafigliola

group. By keeping a steady pulse on the
agogo, Ms. Judah can keep the attention
of the group, give directions, ask
participants to share their patterns, and
indicate when the group should repeat the
pattern. Repeating the pattern four times
allows the person time to clearly estab-
lish the pattern and gives the performer
confidence, she explains.

Students need opportunities to learn
from each other and to receive positive
affirmation for their efforts, insists Ms.
Judah. The participants form small
groups and develop an ostinato pattern
that everyone in the group can play. The
agogo pulse continues during these
minutes of “simultaneous group prac-
tice.” Bach group shares their work, and
receives three positive compliments from
those who are listening to the demonstra-
tion, called a “sharing.” This technique
develops student ownership of the
material and exposure to new ideas. It
also satisfies the need to share with each
other what they have learned, Ms. Judah
explains. The palticipants stand while
giving the group demonstration and again
when receiving the compliments.
Receiving compliments and positive
affirmation becomes an important part of
group dynamics and the learning process.

After these preliminary exercises, the
final composition is ready to take shape.
Each group varies their ostinato pattern
by adding one accent or creating a silent
spot. The groups add expressive move-
ment and change formation or body
levels.

A “group sharing,” or performance,
needs a dramatic entrance pattern. Ms.
Judah establishes the pulse, then adds an
enfrance movement to the emerging
form. Special attention to the beginning
and end is important for a successful
composition, she states.

The last addition, called a “spider
web,” is the favorite part of the composi-
tion. During this section, each person
adds an ostinato pattern and movement to
the improvised whole. This spontaneous
and interactive section will probably be
different with every performance. As the
session comes to a close, Ms. Judah gives
us a brief taste of tambourines and
creative movement, accompanied by
conga drums.

These techniques, so clearly demon-
strated by Chris Judah, offer the promise
of new creative compositions using
movement and percussion instruments in

Tape(s) requested

Dates: 1st choice 2nd choice

Name

Address

City, State, Zip,

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

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, A/V Librarian, 2536
Robinhood Dr., Cleveland, OH 44134.
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the classroom. (AOSA A/V Library
85HD)

New additions to the

AOSA A/V Library:

R4FFE  Sarah Guterman, “Fireflies and
Other Inspiration”

85HD Chris Judah, “Hand Drums and
More”

86SS Lynn Kleiner, “Small Solos for
Mini Musicians”

870B Vivian Murray, “Opening the
Book”

88SS Roger Sams, “Singing, Saying,
Moving, Playing”

80CM Anne Troutman, “Positive
Classroom Management”

90CE Marilyn Wood, “Choral Music for
Children in the Elemental Style”

Al B B
| < Ideal for Festivals and Recitals «

‘\\“ v Isabel McNeill

Carley
17
//

Recorder Series
Solos, Duets, Trios
with Piano .
First Folk Song Suite §
Suite Québecoise
C’est la Belle
Frangoise :
A la Claire Foritaine §
Silly Suite
Simple Suite

~ Alice Olsen

Land of the
Silver Birch

:\ ‘:A
) "R&\ £ Pa=

B Available at your | e -2
N Favorite Dealer. : S

SO

T M Crhn . Qnrina 1QQ97

X WE SALUTE THE
\ NATIONAL MUSIC STANDARDS

( When you join the ARS, you can look forward to:
© five issues each year of American Recorder and the ARS Newsletter
© the ARS Personal Study Program, a systematic guide to better playing
& the ARS Directory, listing many recorder-playing friends all over

the world--amateurs, professionals, teachers, and students alike
O resources in the Jumior Recorder Society Class and Club programs
© information about scholarships to attend recorder workshops

v s T o e
| B e © e © o o ;3 .l'll”_}';: i

(T
A M E R I C A N
RECORDER
S O C I E T Y

P. O. Box 631, Littleton CO 80160-0631 U.S.A.
303/347-1120 © e-mail 74363.3365@compuserve.com

the organization for recorder players since 1939

\ -

“The Book Lady, Inc.

Your #1 Sourc

r #1 Sou for Music
elated Children’s Books

EE Music Catalogs Available .
: - The Book Lady, Inc.
has brought together the
largest selection of music

books for your convenience:
Songs and Rhyming Stories
Music Related Stories

Folk Literature

Biographies

Resources

20 0060300200920 00000800686060
8144 Brentwood Industrial Drive
St. Louis, MO 63144
® 314-644-3252 ¢ 1-800-766-READ e ax ToLL FreE 1-888-638-2709
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Mustc Products

PO Box 1003 Elkhart IN 46515
Tel. (219) 272-1788

Toll Free: 1-800-292-4955

FAX (219) 272-0570

) “1-800-292-4955
: [f’ofzf P.O. Box 1003; Elkhart, IN, 46515 -

The Lyons Recorder

Expressly designed and manufactured to meet Lyons’

recorders feature precise response, controlled
‘intonation and unequalled resonance. Available with
either Baroque or German fingering and double
boring for C# and D,

Comes packed in a handsome, waterproof carrying
case with cleaning rod and fingering chart,
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Video Tapes

AA-AO

41X
4 RE

6 GC

7CI

81IC

9 MF

9 NB

10 BR
10 PM

11 GK1
11 GK4

12 SR

12 BM

13RD1
13 RD2

14 CO

15181

16 SP

16 PL

17 YL
17LS

18LA
18 SB

20 CC
20 TO

21PD
21 NB

22 08

24 AF

26 AA

28 AE

29 WH

30FS
30 HB

American Odyssey

Steve Calantropio
Intermediate Improvisation
Rhythm and Elemental Music

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 Hawali

Gunild Keetman
Films from German TV
11 GK2 11GK3
11GK5 11GK9

Helen Kemp

Sing and Rejoice: Guiding Young
Singers

Body, Mind, Spirit, Voice: Developing
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 15183

Konnie Saliba

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

A Process Lesson

11GK16

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

Jim Solomon

Latin and African Rhythm Ensemble for
the Elementary School

South of the Border

Jos Wuytack

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

Prop Up the Day

Near the Beginning

Margot Schneider

Oiff Schulwerk in China, 1985-86
Margaret duGard
Afro-American Culture

Pat Hamill

Arts Alive

Sue Snyder

Educating Administrators

Grace Nash

Winter Holidays

Bob deFrece

From Song to Movement

Handbells: Another Voice for the
Instrumentarium

33LS
33 MB

34 MG

3511

36 BE
36 ML

37FP

38 MB

3907

40 AG

41 MD

42 JH

43 VS

44 BA

45 GS

46 MP

48 MW
4888
48 SP

49 AC

50 MC
50 SD

51JZ

52FC

53 1M

54YT

55CS

56 AL

56 AL

60 ED

61 PW

62D]J

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

Dee Joy Coulter

Music’s Gift to the Developing Mind

Nancy Ferguson

Jewels for Juveniles

Rick Layton

Beginnings to End

Bring the Music to Life: Dramatic
Experiences for Middle School

Ursula Rempel and Carolyn
Kunzman

For Our Pastance, We Play and Dance
Mary Shamrock

Multi-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

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

Poetry from Song-Dances to the Light
Jack Neill

Jazzin’ Up the Joint

Judith Cook Tucker

Forging Community Bonds Through
Multi-Part Songs

Pam Hetrick

Interlocking Melodies: A Balinese
Pentatonic Alternative

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 Brepnan

Songs, Dances, and Games of the
Andes Region

Cynthia Campbell

Early Dance with Children
Paul Winter

Adventures in Making Your Own Music
David Jorlett

Vocal/Choral Techniques for the
Developing Voice

63 PS

64 LL
64 CP

65 JF

66 ML

67 SC

68PP
69 PM

70 PS

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

79MB
80 IR

81BH
82TT
83PD

84 ¥F
85 HD
86 SS
87 0B
88SS

89 CM

90 CE

Peter Sidaway

Mood and Mode in Music-Making
Libby Larsen

Beyond John (Cage): New Parameters
in Music

The Compositional Process for Song-
Dances to the Light

John Feierabend
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 Jagues Dalcroze Method
Byran Burton

Entering the Circle

Graeme Webster

Australian Chants, Rhymes and Games
Carol King

Process for Primaries

Ellen McCullough-Brabson

Musical Instruments from Around the World
Jo Ella Hug

Integrating Recorder Pedagogy in Upper
Elementary

Martha Riley
Backwoods Heritage: Old-Time Songs
and Dances

Linda Ahlstedt

The Unicorn: Tapestries of Time

Sharon Grady
Playing It Qut: Process Drama in Music
and Art Education
Sarah Guterman
Fireflies and Other Inspiration
Chris Judah
Hand Drums and More
Lynn Kleiner
Small Solos for Mini Musicians
Vivian Murray
Opening the Book
Roger Sams
Singing, Saying, Moving, Playing
Anne Trontman
Positive Classroom Management

Marilyn Wood
Choral Music for Children in the
Elemental Style
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Point~Counterpoint

Barbara Potter and Martha C. Riley, Editors

Do you consider the Schulwerk
volumes to be obsolete, or are they at
the core of the Schulwerk? We asked
this question in the last issue of The Orff
Echo. Here are your replies:

The volumes are essential, founda-
tional texts during teacher training, as
critical as the alphabet is for young
children. Mastering and absorbing the
discipline of Orff and Keetman’s
examples, the core of the approach,
cultivates and hones skills to be modeled;
every one supplies a store of dependable
concepts for application in the music
classroom. Such experience and immer-
sion during training can help Schulwerk
become a second language, one whose
grammar, syntax, literature and vocabu-
lary are found only in the five volumes.

-Tossi Aaron, Elkins Park, PA

I feel that it is essential for everyone
involved in elemental music training to
have extensive experience with the
materials in the original Orff volumes
and related editions. Understanding the
proto-materials of Orff Schulwerk allows
the participant to make reasonable,
artistic choices and adaptations of
materials and processes based upon the
belief that Orff and Keetman really knew
what they were doing! From a larger
perspective, knowledge of these works
provides a fascinating hypothesis of how
music developed chronologically and
gives important examples of historical
stylistic traits. To understand the deeper
levels of the Schulwerk volumes is to see
the broad scope of musical history in a
new way. Those who have no access to
this vision in their elemental music
training truly miss one of the great gifts
that this work offers us.

-Steven Calantropio, Hamburg, NJ

Although I was trained at the Orff
Institute, I avoided much of the volumes
for years, for I felt they were too difficult
for my students. Then I decided to delve
in, and — lo and behold — they started
coming in droves to learn this music
before school, after school and at lunch

time. Bass xylophones, bass bars,
rainsticks and many other wonderful
instruments we have access to are not
mentioned in the volumes. My students
said, “Can we use this?” or “How about
this?” At first I wondered if I would be
defiling the “sacred” score if I changed it
in any way, but then I realized that Orff
himself labels everything “to be used for
improvisation.”

-Linda Ahlstedt, Penfield, NY

My attitude toward the “volumes” has
changed as I have changed and grown as
an Orff Schulwerk teacher. Several years
ago, if asked this question, I would have
responded with “the music is too hard”
theory. However, the more I learn, the
more courses and workshops I attend and
material I read, the closer I grow to the
volumes as a resource for my teaching, as
a learning model, and for inspiration.

-Martha E. Osborne, Hillsboro, OR

'The music in the five original vol-
umes, as well as that found in the
American editions and other volumes
such as the African Schulwerk book, is
elemental in nature and drawn from our
folk heritage. It is timeless. It is as
relevant to our students as it was to
children fifty years ago, and still has the
power to teach them. Because it is so
accessible, and offers so many opportuni-
ties for improvisation and play, it can
become whatever we as teachers have the
imagination to make it.

-Steven Daigle, Warner, NH

These volumes are not my bible, but
they are an important part of my teach-
ing. They allow me to see some of the
elemental intentions that Carl Orff
wanted us to try, and have our students
emulate.

-David Stone, Louisville, KY

The Schulwerk volumes are central to
Orff Schulwerk pedagogy and teaching.
They are among the clearest — and, yes,
most dense — musical models for
teachers interested in using the Orff
approach. Part of Orff training should

include using and adapting these and
similar models to fit our own needs and
teaching situations. The density of some
arrangements reminds me to look at them
as sketch books sometimes — adapting
pieces to meet my children’s needs. They
are not obsolete or unapproachable
because of this. We can choose and
present selections and adapt the ideas to
guide our students and ourselves to make
quality musical decisions and experi-
ences.

-Robert Amchin, Elmira, NY

Is it appropriate to notate or
orchestrate music of another culture?
As music of non-Western cultures
becomes more easily available to us, we
are delighted by new and beautiful
melodies, many of which have never
before been set down in standard
notation. Some say it is inappropriate for
us, who are not of that culture, to squeeze
this music onto the staff within a frame-
work of bar lines and key signatures.
What happens to the ornaments and
subtleties in the performance? Further,
what happens to the character of the
music when a harmonic accompaniment
is created for a melody that has always
been sung unaccompanied? Others feel
that notating a melody makes it acces-
sible to the world and that orchestration
in the elemental style does not change the
music but enhances it.

What do you think? Please respond by
May 1, 1997. All letters must be signed,
but you may request that your name not
be printed with your letter. Please keep in
mind that there is limited space available
for each response, so concise comments
are appreciated. Please include your
telephone number. 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.
Send e-mail to bxfn94b@prodigy.com
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$TUDIO A9 percussion instruments reflect
the skilled craftsmanship necessary to
satisfy the highest musical standards
while offering strength and durability
for the classroom.

Contact your dealer for
a free color catalog or

MMB MUSIC, INC.
Contemporary Arts Building

3526 Washington Avenue
Saint Louis, Missouri 63103-1019 USA
SOLE U.S. AGENTS

TOLL FREE 800 543-3771

(within USA)

by A]an Arnoid '

spzass- Bookonly RS RN Y
© YRS-24B - Recorder only... e84
SP2358CD = CD only .. con812.95
<. SP301-+ ‘Book & Recorder .';'.:'-. 8095 1
‘SP301CD - Book; Recorder & CD . $16.95

24 Hours ADay .

e o SN LE Pl O srtom~ 4107
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Orff-Schulwerk®
Music for Children

We salute Dr. Hermann Regner,

the main creative force behind the

American Edition Music for Children.
Instrumental in bringing Carl Orff’s vision

to educators in North America,

Dr. Regner’s lifelong dedication to music

and movement education includes:

e Editor, American Edition 1974 - 1994
including Volumes 1 - 3 and 27 Supplements
» Professor at the Orff Institute 1964 - 1993
* Director Emeritus, Otff Institute Salzburg
» Executive Director of the Carl Orff Foundation since 1996
* Lectures, seminars, articles and workshops worldwide
e Composer and arranger of educational and concert works

New Orf#f-Schulwerk Publications:

Chipmunks, Cicadas, and Owls

12 Native American Children’s Songs (Iltustrated & annotated). By Natalie Sarrazin
SMC 552 $9.95

An Orff Mosaic from Canada

Edited by Lois Birkenshaw-Fleming
SMC 80 $39.95

© CHIPMUNKS,
CICADAS,
and OWLS A Renaissance Banquet

Natalie Sarrazin  Music and Dance for Recorders and Orff Instruments
) Arranged by Ursula M. Rempel and Carolyn Ritchey Kunzman
Ot Behuhved” SMC 555 $995

A SUPPLEMENT YO

Singing and Playing af Chrisimas

Buropean Christmas Carols with suggestions for Festive Settings

By Gunild Keetman and Minna Ronnefeld

Translated and adapted by Virginia Nylander Ebinger and Claudia Krause-Johnson
Volume 1: SMC 78 $11.95 / Volume 2: SMC 556 $9.95 / Volume 3: SMC 557 $9.95

Published by
SCHOTT
1\ .

United States affiliate:

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION
P.O. Box 850, Valley Forge, PA 19482
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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.

Orff-Schulwerk, Volume 3/Piano
Music (CD). Celestial Harmonies,
13106-2. Approximately $17.

Orff Schulwerk: Piano Music is the
third in a five-part series produced by
Celestial Harmonies. The performances
are by Nickolaus Lahusen, assisted by
Wilfried Hiller. Lahusen’s well-received
performance of Orff’s piano works at
“Orff Nacht,” part of the centenary
celebration in Munich during the summer
of 1995, was the impetus for this
recording. The music by Carl Orff is
from Klavier Ubung I and IT, along with
the bordun exercises published in Das
Schulwerk, the third volume of Orff’s
autobiography.

Of the thirty-eight tracks on this CD,
fourteen are pieces by Carl Orff and the
remaining are pieces by Orff’s third wife,
Gertrud, whom he divorced in 1953. The
notes accompanying the CD state that
Gertrud’s piano pieces, Kleine
Klavierschule (1954), ““are neither
exercises for beginners nor training
pieces for children.” They are presented
as “impressions,” miniatures or snap-

shots, the shortest one lasting twernty-six
seconds and the longest a little more than
a minute. The pieces are lovely, and this
is obviously a composer of some talent.
Gertrud Orff’s Kleine Klavierschule,
however, is not a part of the original
Schulwerk publications, the Jugendriusik
or any of the five volumes of Musik fiir
Kinder. Indeed, one wonders why the
pieces were included in this collection,
since they have little to do with Orff -
Schulwerk however much they may have
been influenced by Orff. (Gertrud Orff is
well known for contributions to Orff
Schulwerk through her work in music
therapy and her particular interest in the
speech component of the pedagogy.)

The entire series thus far, all titled
“Orff Schulwerk,” presents the music of
the Schulwerk volumes as art music
miniatures rather than as music for
schools. CDs I and IT in this series gave
us exquisite performances of pieces from
the Schulwerk volumes played by adult
professional musicians. These perfor-
mances allowed us to appreciate the
music as authentic musical literature and
to understand both its place in musical

history and how it has evolved. Once
again, on this recording of the piano
pieces, we hear the short melodic and
bordun exercises, appropriately grouped
together in suite-like fashion, played as
finished works rather than as seeds for
improvisation. This seems to be a great
opportunity missed. These performances
show us a little about how piano
improvisation was initiated at the
Giintherschule, but not how it developed
or progressed.

As long as we do not expect these
CDs to tell us about Orff’s ideas on
music for children, we can learn much
from the recordings. It is interesting to
hear, for instance, that some of the pieces
from the Klavier Ubung are sketches for
Carmina Burana. One can also hear how
lessons in improvisation might have been
structured. For the most part, it is better
not to look here for recognizable teaching
opportunities: it is far better to simply
enjoy the music, which is surely the
producers’ intent.

-Carol Erion, Virginia

Letters to the Editor

1 have finally found some time to read
the Fall issue of The Orff Echo. Wonder-
ful! Very thought-provoking articles, nice
photos, excellent layout, and my favorite
all-time cover. Thank you for your work
and effort in making a fine magazine.

-Janet Greene, Occidental, CA

First, I would like to compliment you
on the beautiful, artistic covers we have
been having! The Winter '97 cover is
beautiful. Also, I bought one of the
posters in Memphis, and am going to
frame it for my classroom. Ijustlove
that one, too.

‘When my Echo comes in the mail, I
can’t wait to open it and devour every

Tha Orff Foho — Snrina 1997

word. However, I am sometimes disap-
pointed with the “focus” for that issue. I
am not saying that they aren’t well put
together. They are extremely well written
and professional in every way! But if
someone doesn’t have a big investment in
the particular topic, then a large percentage
of that issue can be disappointing. I would
like to see a wider variety of articles,
instead of the “focus” format.

-Martha E. Osborne, Hillsboro, OR
via e-mail

Several years ago a decision was made
by the Editorial Board to include “focus”
sections in each issue of The Orff Echo.
The advantage of this type of format is
that it allows us to cover a particular

topic in far greater depth than we could
otherwise. Sometimes, as you point out,
the focus topic may not be of great
interest to a reader. We try to avoid this
possibility by choosing topics that are
broad but that relate closely with Orff
Schulwerk or music education in general.
Occasionally, as with this issue’s focus
on Orff Schulwerk in the global arena,
the topic is chosen for its historical and
far-reaching importance. We try, when
space permits, to have at least one
feature article that does not relate to the
focus topic. In addition, we hope the
other regular columns are of interest to
all. We welcome readers’ comments on
this subject.

-Donna Marchetti, Editor
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BOOK REVIEWS
Ruth Hamm, 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.

NATIONS EN FETE, by Chantal
Dubois. Musique en Féte enr., 2582
Rosemont Blvd., Montreal, Canada
H1Y 1K6. $35 U.S.; includes shipping
and handling.

This collection of thirty children’s
songs has been gathered from six diverse
cultures and presented in each country’s
original language. The author, Chantal
Dubois, has added Orff accompaniments
as well as dance and movement seg-
ments to each song. Some of these songs
are familiar, but many interesting new
ones have been included also. The book
is accompanied by an audio tape which
the author intends for listening sessions
“which can simplify the different parts to
be learned: instrumental play, musical
form, dance and movement.”

Although the collection has merit, it
also raises some concerns. The book is
designed for use with the Orff approach,
yet many of the Orff arrangements are
not written in elemental style. Thus, we
encounter parallel octaves created by the
omission of a common tone when chord
changes occur, and numerous parallel
rhythms created by the absence of four-
measure ostinato patterns and lack of
complementary thythms between
instrumental parts.

Fourteen of the songs have English
translations, though most of the transla-
tions give the gist of the text rather than
a literal translation. Unfortunately, no
pronunciation guide is included. The
accompanying tape, however, provides a
clear and pleasant oral presentation of
how the words should sound. Regretta-
bly, the music of each culture is sung
with exactly the same vocal texture and
quality, with no recognizable differences
between African, American or Asian
vocal sound.

It would have been helpful to have
cultural background information with
each country’s collection. There is no

explanation given as to why Ms. Dubois,
a student of ethnomusicology, did not
orchestrate the songs more authentically
as far as thythms, movement and
instruments are concerned. Many
instruments in the Orff instrumentarium
could be employed to display a more
authentic cultural sound. For example,
Hey Ya NA, a traditional Apache song
included in the collection, is normally
vocal rather than instrumental and
moelodic rather than harmonic. If accom-
panied at all, rattles and drums would be
more appropriate.

Nonetheless, the collection is a good
one and would be great fun for teachers
to use with their classes. As the book
supplies little cultural information or
material, classroom and music integra-
tion would be a rewarding dual experi-
ence that might fill some of the gaps.
Such two-fold study of each culture
could culminate with a wonderful music,
art and food celebration with the stu-
dents’ parents and school peers while
simultaneously producing a very
knowledgeable view of those particular
cultures.

-Nancy Ferguson, Arizona

THREE TO GET READY: Imagi-
native Settings for Beginning Re-
corder, by Chris and Judith Thomas.
Muse Manifest. Teacher’s Book,
Reproducible Student Activity Sheets,
and CD: $26.95; with cassette, $19.95.

Teaching beginning recorder can be a
very frustrating experience, especially if
one starts in the third grade. Yet third-
graders are emotionally and mentally
ready for new challenges, and the teacher
who can address the concerns of physical
development at a gradual pace without
dulling this enthusiasm can be quite

successful with these children. It is this
necessary balancing of intellectual
stimulation, manual dexterity and non-
repetitive drill that the mother-and-son
team of Judith and Christopher
Thomas accomplish so well in this
innovative product.

In Three to Get Ready the students
will play at first with only one pitch for
an entire lesson, with later sessions
combining two, then three, notes. In
addition to playing the recorder, student
activities include moving creatively and
in traditional dance patterns; singing;
learning to notate each pitch; writing and
improvising their own musical phrases;
playing echo games; practicing note
reading; and listening to — and playing
— a variety of musical styles. These
activities are spelled out carefully in the
teacher’s book which also contains a
wealth of practical information, including
historical background and suggestions for
classroom management.

This product differs from most “book-
and-CD” recorder packages in two
important aspects. Instead of a student
book which travels between home and
school — and is in danger of being lost
or forgotten — each lesson in Three to
Get Ready has a single reproducible
worksheet, illustrated with' Judith’s
delightful drawings. This helps focus the
students’ attention on the task at hand
and enables the teacher to recognize
students who need further assistance.
Also, the CD is used as the culmination
of the lesson, rather than the primary
instruction. This places the responsibility
for learning where it belongs — on the
students and teacher — and keeps the act
of music-making an active, personal and
acoustic event,

Various styles, meters, tempi and
historical periods are represented on the
CD and are performed in creative,
attractive settings. While the teacher’s
book suggests listening for specific
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instruments, many of the sounds are
actually synthesized. Care must be taken
not to tell students to listen for a
“krumhorn” or a “violin” when one is not
actually being heard. With this exception,
however, the recording is delightful and
energetic, and will be very appealing to
third-grade students.

As with any “BAG” recorder book,
the teacher should remember to pay
attention to the right hand so that good

even when the right hand notes are not
being played.

Three to Get Ready is an innovative
approach to recorder playing that
encourages slow but continual growth in
young players while engaging them in
creative and enjoyable musical activities.
Whether one is an experienced teacher or
a novice, this package will be a valuable
resource in the recorder classroom.

-Alan Purdum, Ohio

Dance Through The Days

dance music arranged for Orff
instruments
by Alice Olsen

hand position habits are being developed

Also available:

TUDOR RECORDERS

A RENAISSANCE IN STUDENT RECORDERS

THE NEW TUDOR RENAISSANCE STYLE RECORDER IS
THE IDEAL INSTRUMENT FOR USE IN SCHULWERK.
EASE OF PLAY MAKES IT PERFECT FOR THE
BEGINNING STUDENT. YOU CAN PRODUCE LOW C IN
THE FIRST LESSON. OVER BLOWING IS ELIMINATED
WITH THIS INSTRUMENT. THE CURVED WINDWAY
PRODUCES A RICH TONE THAT WILL SATISFY THE
MOST ADVANCED PLAYERS. THE ABS MATERIAL
PROVIDES DURABILITY AND EASY CARE. EACH
INSTRUMENT IS PROVIDED WITH A ZIPPERED
CARRYING CASE, CLEANING ROD AND FINGERING
CHART. ALL OF THIS AT A PRICE THAT FITS THE

Sing For The Morning

songs and music
for Orff instruments
by Alice Olsen
Order from: $1350

Alice Olsen Publishing Co.
3515 NE 130 th Ave.
Vancouver, WA 98682
(360) 896-4048

Dealer inquiries welcomed

THREE

SCHOOL BUDGET. ‘
TD205 BAROQUE FINGERING TO GET
TD206 GERMAN FINGERING -
RETAIL PRICE $7.65 READ Y
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Imaginative Seftings for the I
Beginning Sopranoc Recorder l
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by Chris and Judith Thomas
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WE CARRY A COMPLETE LINE OF

RECORDERS AND RECORDER MUSIC

Order THREE TO GET READY direct
Teacher’s Notes and Student Reproducible Sheets

PLEASE RETURN TI'HS AD WITH YOUR ORDER with Audio €D {Cat, No. TNSCD 112) oorreeee. $26.95
, with Cassette Tape { Cal. No. THSCT 113)......19.95 |
Audio €D Only (€t No. €T 12). 1.00 |1
MUSIC IS ELEMERTARY Cassette Tape Only (Cat. No, 0T 13).ccnre 7.00 |1
P.O. BOX 24263 Add Shipping and HARAING e 395 |1
CLEVELAND, OH 44124 i (Muse CManifest i
I 1719 Chino Street, Santa Barbara, California 93101 I
800 888 7 50 2 l For Information, call 805 569 0098 l
= = m—mmgm—-“mum—l
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The Orff Echo Editorial Calendar

Issue Focus Submission Deadline
Fall 1997 : Folk Tales June 1, 1997

Winter 1998 Singing September 1, 1997
Spring 1998 Jazz Routes December 1, 1997
Summer 1998 Instruments March 1, 1998

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.

ETHNIC INSTRUMENTS

OUR JSPECIALTY
* Talking Drum Special - Nylon strings don't break.
Made in Ghana. Full size. $49.00
New: Small Embossed Metal Doumbec -
Featherweight, but big sound. Comes with carrying
case. $40.00
New:Vietnam. Chun Mo - 3 wood blocks ,carved
handle, very elegant looking, sounds great. With
mallet. $29.00
New; Musical Coloring Books. Women
Composers or American Composers. $3.95 each.
Bios inctuded, good information, fun, well designed.
These are a-great deal!
Sing & Shine On - by Nick Page. Teachers guide to
multicultural song leading, $19.95 :
4501 Interlake Ave. N #9 Hot Maﬁmba - by Walt Hampton. Zimbabweaﬂ‘style

Seattle, WA 98103 music for Ocff Inst. Tape $14.95. CD $17.95.

Call or write for our free catalog. Sonor & Studio 49 Instruments
(800) 473-5194 (206) 548-0916  FAX:(206) 548-0422

Classified ad:
For sale: Studio 49 instruments,

Excellent condition. Reasonable
prices. Private teacher retiring.
Call 414-255-1331 for price list.

percussion and Orff publications.
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We meet you
where you live.

OV THE Wop, Every summer, West Music suppotts over 30 workshops

: from all around the country. We want to make sure that no matter
where you live, you may have an opportunity to see and hear qual-
ity products for your music program. Call us, and find out if we’ll
be in your neighborhood. '

And to discover more about the world of West Music, call for
our free new 1996-97 Music Education catalog today! It's loaded
with instruments and music materials for anyone from the young
child to the well-elderly, and as always, our general music teachers.

(800)397-9378
1212 5th St., Coralville, |1A 52241
fax: 319-351-9318
e-mail: service@westmusic.com / internet: www.westmusic.com
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1997 National Conference

American Orff-Schulwerk Association

November 5 - 9, 1997

Meydenbauer Convention Center
Seattle/Bellevue, Washington
Hosted by the Evergreen Orff Chapter

A\ AMERICAN ORFF-SCHULWERK ASSOCIATION
Executive Headquarters ¢ P.O. Box 391089 e Cleveland, Ohio 44139-8089 » 216/543-5366
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