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From the Editor

In this issue of The Orff Echo, we
look at Contemporary Forms, musical
and otherwise. Editorial Board member
Ruth Hamm coordinated this special
focus section despite having emergency
by-pass surgery just last November.
Ruth’s vision of the topic included a
broad spectrum of the arts, and to
address this subject she turned to
Barbara Haselbach of the Orff Institute.
Barbara’s article, “Encounter with
Modern Art Forms,” integrates contem-
porary art music, poetry and the visual
arts with classroom explorations. Other
articles focus more specifically on
music: Sofia Lépez-Ibor offers her
thoughts about the shared characteristics
of avant garde music and Orff
Schulwerk; Doug Goodkin takes this
comparison even further, with observa-
tion of similarities in technique and

purpose; and Carlos Abril relates his
experiences working with minimalist
music in the classroom.

There is another connection to the
Orff Institute in this issue — Jacque
Schrader’s “Four Moments in Time,” her
personal reflections on the Special
Course, which she attended in 1999,
Jacque’s moving article takes us not only
to the Institute, but to what was once the
Giintherschule, to Orff’s burial site, and
even to his studio.

As spring approaches, it will soon be
time to say thank you to retiring Edito-
rial Board members and to welcome new
ones. Millie Burnett and Ruth Hamm
will be leaving after serving on the board
since 1992, For many years Millie was
editor of the Book Reviews column until
Ruth took over the position in 1996,

(Beginning with the Summer 2000 issue,
Judith Cole will assume that duty.) Over
their combined 10 years of service Millie
and Ruth coordinated focus topics,
worked with authors and contributed
ideas that have helped shape The Orff
Echo, and for this I would like to express
my gratitude. New members Carol Erion
and Tim Brophy will begin their terms
on May 1. Both Carol and Tim have
made numerous contributions to the
journal over the years, and we are
fortunate that they will now become an
ongoing part of the team that brings The
Orff Echo to you.

-Donna Marchetti
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President’s Message

Linda Ahlstedt, AOSA President

The ARTS Bring Life to Life!

December 1999, with all of its end-of-
the year-decade-century-millennium
retrospectives has mercifully passed
without the threatened Y2K bugs and
left us with a new year that’s overflow-
ing with zeros and full of hope and
promise. But there’s still cause for
concern,

In 1997 a National Assessment of
Educational Progress (NAEP)? in the
arfs was implemented at the eighth-
grade level in music, theater, visual
arts and dance. There was no assess-
ment of dance. The reason? Only 4%
of schools had regular dance programs
— despite the strong endorsement of
the arts as a whole by the U.S. Depart-
ment of Education as well as MENC,

Although we have all welcomed the
National Standards in raising recogni-
tion that the arts are core subjects,
some states continue to ignore the
standards for the arts and have no arts
instruction at all, or the arts are taught
by classroom teachers with little or no
support or training, Even if we could
convince 96% of our nation’s schools
to hire dance and theater instructors,
it’s unlikely they would provide a
sequential learning processed curricu-
lnum. Many schools bring in dance and
theater artists, but only for a single
performance or a three- to four-day
residency. What about balanced arts
education?

U.S. Secretary of Education Richard
W. Riley has said, “The process of
studying and creating art in all of its
distinct forms defines those qualities
that are at the heart of education
reform — creativity, perseverance, a
sense of standards, and above all, a
striving for excellence.” After the
release of the NAEP report card for the
arts he said, “As a nation we are
falling far short in the opportunities we
provide to our students for quality arts
instruction.”
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If the U.S. Education Department
truly wants to promote the arts as a
whole, they should encourage under-
graduate and graduate schools to offer
performing and education degrees in
music, visual arts, theater and dance
within the same setting, such as the
“Inter-Arts” masters program offered
at Columbia College in Chicago. This
two-year program immerses students
in the visual and performing arts,
teaching dancers to paint, writers to
compose music, and musicians to
create sculpture. In the process,
students gain insights into their own
disciplines, broadening and deepening
their perspectives as artists, performers
and teachers. The Inter-Arts program
secks lo counter the sarly specializa-
tion of most educational institutions in
which you learn more and more about
less and less.

Our own students broaden their
horizons daily to become artists and
performers within our Orff classrooms
as they discover and unlock their
creative inner expression. Carl Orff
and Gunild Keetman created an
approach to music based upon the
ways in which children play — the
elemental expression of the spirit
within us that does not separate or
departmentalize the arts,

The answer to the question of
balanced arts? Orff Schulwerk, Walk
into an Orff classroom and you will
see and hear children singing, playing
instruments, creating original speech
and music compositions, and interpret-
ing children’s literature through music,
art, theater and dance. The integration
of the arts lies at the very heart of this
approach, It was born in the heart of
three-year-old Carl Orff playing with
his first puppet theater — creating
dramas with costuines, sets, music and
dance. It remained in the heart of the
musical theater masterpieces he has

left to the world, and it is the heart of
his Music for Children.

In the eighth-prade NAEP sample
task for dance, “Metamorphosis,”
students are asked to collaborate with a
partner to create a movement sequence
based on the idea of metamorphosis,
using elements of dance composition,
time, space and energy. The assess-
ment asks the students to demonstrate
the following:

la. The dance begins and ends with
a clear, still pose.

Lb. The pair accurately repeats the
sequence of the dance.

1c. The pair performs their dance
together with smoothness, focus
and expression.

1d. The pair demonstrates at least two
clear, different shapes in the dance.

le. The pair demonstrates use of high,
middle and low movement levels
in the dance,

1f. The dance incorporates the use of
sharp and smooth movement qualities.

lg. The effectiveness of the dance
as a whole.

This assessment for dance was fully
developed and field-tested with the
other arts areas, but was not adminis-
tered becanse of the lack of dance
programs in the nation’s schools.
Obviously, the designers of the NAEP
assessment are unaware of the thou-
sands of music and movement educa-
tors in our schools today, known as
Orff specialists.

Most of you who are reading this
message have incorporated tasks such
as those described in “Metamorphosis’
for eighth graders in your first-
through fifth- or sixth-grade classes.
Unfortunately, most Orff programs do

]

continned on page 6...
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not continue into the middle school
setting, where the disaggregation not
only of the arts, but even within music,
begins. Why do the authors of this
assessment have no idea that we exist?

We must make ourselves heard. We
must call on arts organizations at local,
state and national levels to work with
us to ensure that every student has
access to comprehensive, balanced,
sequential, standards-based programs of
music, visual arts, theater and dance in
schools taught by qualified teachers.

But we cannot wait for arts organiza-
tions to do this for us — we must all
become advocates, An article in the
January 1999 Music Educators Journal®
lists six steps that every music educator
should take to use the NAEP results to
improve music education. (Many useful
suggestions for advocacy are provided at
the MENC website, which is linked to
WWW.a052.018.)

AOSA will continue to strive to let
the nation know that we already have
many of the answers for comprehensive
arts education. We have always known
that “The ARTS Bring Life to Life!”

Notes

! Arts promotional slogan, Pittsburgh
Council for the Arts, Pittsburgh, PA.

2 Hilary R. Persky, Brent A. Sandene, and
Janice M. Askew, The NAEP 1997 Arts
Report Card, Washington, D.C: National
Center for Education Statistics, 1998.
(For a copy of the printed report call the
Education Publications Center toll free at
877-433-7827)

3 Music Educators Journal, Reston, VA:
MENC, January 1999,
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Focus on Contemporary Forms

Contemporary Forms

As early as 1925 Henry Cowell, who was years ahead of
his time, began using techniques in his compositions that
were startling — tone clusters and dissonant chromatic
themes that lead to atonality and polytonality. Sometimes
piano sirings were plucked, scraped or brushed. (Perhaps
it'’s not surprising that John Cage studied with him.) Also,
he gave the performer an opportunity to enter the composi-
tion with his own Improvisatory ideas.

Ruth Crawford, who in 1931 became the first woman to
receive a Guggenheim fellowship in composition, was
influenced by Cowell. Two of her several avant garde
musical expressions were: 1) chants for unaccompanied
women’s voices, and 2) “Three Songs,” written in 1933, for
contralto, oboe, piano, percussion, and amazingly, an
orchestra ostinate! But she saw no future for her ideas ever
to reach audiences. She married Charles Seeger and
created her wonderful books of children’s folk songs,
collections we teachers have loved and taught in our
classes for years.

In the *40s and *50s aleatoric music,’ electronic music
(magnetic tape recorders had come into use) and musigue
concrete entered the sound-scape. Looking beyond serial
tiusic and the influence of Webern, younger composers
expanded on these and other ideas. They used micro-tones,
asked performers to hum while playing on re-tuned strings,
or to bow with a chopstick, plus many more untraditional
ways to perform on standard orchestral instruments. And,
they included experiments with vocal sounds. Unconven-
tional instrumental combinations gave new and exotic
tonal color, especially when using instruments from
other cultures,

The Institut de Recherche et Coordination Acoustique/
Musique, founded by Pierre Boulez in 1976 in Paris, made
an impact on contemporary styles. This workshop offered
composers the latest equipment for research in electronic
music, and more recently in computer analysis, Located
here is also a fine performing group, the Ensemble
InterContemporain, dedicated exclusively to new music.

Because of interest in global music, some Western
composers studied East Indian, African and Asian musics,
“borrowing” from ideas they learned. Out of these experi-
ences grew minimalism, sometimes tagged pulse or trance
music. In his book “Writings About Music” Steve Reich
called it “music as a gradual process.”

Asian composers who have emigrated to our country
have integrated Eastern and Western musical aesthetics.
Tan Dun, from China, is perhaps the most outstanding
composer of Bastern ethnicity, and has earned many

commissions and awards. He ventures into musical experi-
ments using ceramics, water, paper and stones. Another
composer is Chen Yi, a young woman who grew up in
China and arrived in the United States as part of the Center
for 11.8.-China Arts Exchange under composet/director
Chou Wen-Chung at Columbia University. Yi’s work
combines traditional Chinese and modern Western forms.
She is composer-in-residence for the Chanticleers and the
San Francisco Women’s Philharmonic. Her music has also
had success in Europe.

How much of the music being composed in this century
will be heard in the next 25 years? There are restrictions that
often exclude the presentation of new works, such as time
limits on rehearsals, and/or rearrangement of instrnments on
stage during a program, and requirements for extra “props.”
Audience resistance and the dearth of capable conductors
and true professionals with the talent to present new music
also limit its performance.

The Philadelphia Symphony Orchesira’s subscription
series for the current year contains only music of the 20th
century. This doesn’t suggest that the orchestra is abandon-
ing “museum pieces.” The traditional repertoire will occur
in other scheduled concerts. There is risk in the decision.
May it be a success. Other orchestras might consider the
risk as well.

For those of us not convinced we should accept contem-
porary music with heart and soul, remember that we are not
expected to like all new music. Some of less value will be
discarded, some re-discoveted years later much as were
compositions of Bach and Ives. But we should find ways to
bring the best of the new to our students.

Along with listening to tapes and CDs, one book I
recommend particularly is Talking Music, conversations
between sixteen 20th-century composers about their lives
and musical thoughts with author William Duckworth
(Schirmer Books, 1995).

-Ruth Hamm

L« Aleatory” is from the Latin alea, meaning dice. In the
18th century “dice music” was very popular.

* A term used by Boulez and Jean Vermeil, the author of the
book Conversations with Boulez, to differentiate between
standard repertoire of previous centuries and the 20th
century. The book was recently translated from French into
English (Amadeus Press, 1996),
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Focus on Contemporary Forms

Encounter with Modern Art Forms

Barbara Haselbach

Remaining alive also means to change with time and through time.
Therein lies the hope and the excitement. -Carl Orff!

e human beings were born

into a given time and milieu,

and along with this, from
earliest childhood onward, we have been
imprinted with a social, political,
economical and cultural context. Educa-
tion should help us learn to understand
these determining factors of our lives and
bring them into alignment with our
individual personalities.

Aesthetic education {(and I understand
music and dance education, according to
Orff’s Schulwerk, as a form of aesthetic
education!) is a way to the sensory
knowledge of our world and our life
within it. It is not of lesser importance
but an essentially different way from that
of scientific knowledge, and both
approaches together help us gain an
understanding and mastery of our lives.

Should it not then go without saying
that we attempt to support our children in
knowing and learning to understand the
language of art and to express themselves
in it just as we teach them to acquire
scientific knowledge and to master and
use technical media? And doesn’t it also
go without saying that we not cnly give
them an understanding of the art of the
past so that they may learn to appreciate
it, but that we also strive to make them
familiar with that art which is an expres-
sion of the times in which they them-
selves live?

A few outstanding artists in all epochs
have a kind of seismographic sensitivity
for feeling the changes, perceiving the
portent of social and cultural evolution
coupled with the necessity of expressing
this in their artistic medium. Thus art can
already indicate symptoms of a new kind
of human behavior, a different attitude
toward values in our lives long before
these processes have penetrated the
consciousness of the masses. An encoun-
ter with art can help us learn to under-
stand better and come to grips with these
changing processes — not only intellec-
tually, but also with our senses, and not
only by what we perceive, but alsc by
what we create.
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But some cantions must be exercised.
No doubt it is often very difficult to
determine whether contemporary art
really contains an intuifive understanding
of what is to come and therefore is forced
to imply a perhaps alien expression and
possibly a disturbing form, or whether it
merely wishes to be provocative. The
attitude that the newest and most
contemporary in art is also considered the
most valuable is just as one-sided as the
opposite interpretation that rejects the
modern as unintelligible nonsense. We
must not forget that the avant garde of
today will be the old fashioned of
tomorrow and that by stating that a work
of art is “modern” we have said nothing
about its quality or message. We also
should not carelessly assume that art, and
above all modern art, is accessible to
everyone without the least bit of effort.

Including works of modern art
{(“modern” is here generously understood
as the art of the 20th century) in the
classroom experience definitely requires
that the teacher study seriously the
works, artists and styles she wants to
present to her class.

Orff says that the Schulwerk aims as
much toward “personal development” as
it does toward music education. When
we intend to use modern art forms in
classroom teaching this means that we
should be extremely conscientious in
finding and choosing examples, consider-
ing not only the specific goals of the
subject area of music or movement/
dance, but also bearing in mind the
specific and general meaning of the
selected work of art,

In this spirit, the first example of
several models used in this article, the
graphic and sculptural figures of Mird,
stands for openness in the encounter with
the unfamiliar and for making friends
with it. In the second example,
Gomringer’s text not only presents an
experience with the phenomenon of
visual poetry but also addresses change
as a form of perpetual motion. The
connection between M.C. Escher and

minimalist music in the third example
conclusively points out once again the
constant transformation, the forward-
moving “metamorphosis” of one object
into the next in such a way that we are
almost totally unaware of the nuances.
These developments in the area of the

visual, the motoric and the auditory, or in

graphics, dance and music can be
experienced and formulated at a more
demanding level from those in the first
two examples.

Example 1:

Mird’s figures as inspiration for
improvisation

Mird, perhaps the 20th century artist
most appealing to children, created an
abundance of sculptural art out of stone,
metal, everyday commodities and other
unconventional materials in addition to
gouache, oil paintings and drawings that
portray the likes of astonishing creatures,
many of which he called simply

“personnages,” Children are immediately
fascinated by them and ask questions like

“who are they?” and “what are they

doing?” Without the influence of adults
who tend to ask “what’s that supposed to
be?” the children create a friendship with
these beings.

This curiosity and openness presents a

starting point for the process of “creative
interpretation” ? while encountering
Miré’s works. The children’s involve-
ment can have many facets: contempla-
tion of Miré’s figures and reflective
discussion using their perception and
imaginative associations; drawing and
painting their own imaginative figures,
who could be little friends of Miré’s
personnages; or acting out the character-
istics of either Miré’s drawings or their
own in movement and/or spoken dia-
logue and, if possible, with their own
musical accompaniment. In this waya
visual sttmulus can lead to a dramatic
interpretation in music and movement.
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“Woman and Bird in the Moonlight” by Jean
Mir6, 1949.

Tate Gallery, London/Art Resource, NY

© 2000 Artists Rights Scciety {(ARS}, New York /
ADAGP, Paris

The methodical buildup of this interdisci-
plinary theme can only be implied here.
It must be adapted to the particular needs
of the children and their teachers in real
classroom situations.

Starting out

Photographs of Mird’s works with the
various “personnages” ave introduced.
The children have time to look at the
pictures quietly and each chooses one
figure. The children tell their impres-
sions, give names to the individual
figures and maybe even invent their own
attributes or dramatic ideas, such as what
the woman in the moonlight might do
when her bird flies away or when the
dawn coines.

Movement improvisation

Talking leads easily to movement.
What does it look like when each child’s
chosen favorite figure moves? This
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requires the children
to malke the painted or
sculptural characteris-
tics of the picture
quite apparent
through movement,
calling for exacting
observations and
imagination,
Improvisation with
painting

Bach child invents
his or her own little
friend for the chosen
figure. Large sheets
of paper, crayons, or
even better, paints
have been prepared.
(This section could
also be done in an
extra session, but then
the direct connection,
the sellf-evident
changing from one
medinm to the other
on the basis of
spontaneous creative
ideas would be lost.)
The children admire
the resulting depic-
tions, perhaps even name them, and hang
them on the wall.

Dramatic improvisation

Each child now chooses a colleague,
Each of the two painters thinks about
what their figures can do with each other
and then they present it together. In such
a way a child could her introduce her
“figure-friend” to the others without
words to show what a very small being it
is, what unique movements it has, what
sounds it likes o hear or make itself.
Then the children can dance together,
accompany themselves on small percus-
sion instruments or ask the other children
and the teacher to make the music.

Variations
Other ideas might include:

» Having the children make themselves
up a bit or wear colorful costume
accessories that show the relationship to
their painted figure

* Suggesting that each figure also have
an instrtument that can be used in the
movement improvisation

» Creating a larger, more complete form
from the individual improvisations, such

as a rondo with a given sequence as the A
section and the partner improvisations as
the interludes.

Example 2:
Eugen Gomringer: One five

Eugen Gomringer is 3 German author
born in South America whose works are
a treasure trove of tmpulses for dancing,
Unfortunately the most interesting texts
cannot be translated easily, Here is a text
that Gomringer alse published in
English;

One five
from five
to four
from four
fo three
from three
to two

from two
to one

from one
to five

@ Hugen Gomringer. From Worten sind Schatien,
Hamburg; Rowohlt Verlag. (1969) p. 119, Printed
by permission of the author.

Is it a poem? Such a question would
most likely come from the teacher rather
than the children. Of course it is a poem
—- one with a very clear form and a
message that is very easy to understand.
It becomes even more exciting if it is
presented as a play. But how?

Games with hands

The simplest solution can be practiced
at once with the children’s hands. When
the text is repeated over and over it
should be spoken faster and faster by the
teacher, by the group or by individual
children wheo alternately say just one line
of the text,

*“From five...” All the children stretch
their right hands out with all five fingers
showing.”...to four,..” The right hand
disappears quickly and the left hand
appears, of course without the thumb
which is hiding behind the hand, and so
on. Differences can be made between
tuegi and solo hands, and other surprises
can be built in. This game involves
coordination that is not very easy if it is
performed too quickly.
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The text as a form in changing meter

As a starting point, a short listening activity with changing meters would serve well
(e.g. Margaret Murray: Orff Schulwerk Vol. IV p.6, #9). The students explore the order
of the measures and time signatures together and write them out on the board. Then the
teacher writes out a different sequence of changing meters, for example:

574 4/4

3/4

2/4 1/4

SNUSPIREEE: (PR R IPN I IPFRNINE S SN ANPE ARy

How can one dance to a thythm in 5/
47 Bverybody tries out different combi-
nations of steps with forward, backward
and sideways movements, perhaps also
with trrns and leaps in connection with
sound gestures. From all the invented
movements, one that is especially
appropriate will be chosen. The same
process of improvising, demonstrating
and selecting this 5/4 motive will be
carried out in 4/4, 3/4 and 2/4 meters. At
the very end a sequence in changing
meters will be built up from the four
selected motives, This sequence can be
performed by the whole group together,
by little groups, soloists or a mixture of
these.

Further work with this material
presents many possibilities. For instance:

« Speak the whole text in thythm,
eventually accompanying it with sound
gestures, and do it alternately with the
movement sequence.

» With a partner in short segments:

A: “PFrom five” spoken, then in move-
ment, followed by B: “to four” spoken,
then in movement.

¢ Divide text and movement among
several groups.

+ Add percussion instruments (congas,
bongos...).

and more...
With group sculpturcs

The class is divided into groups of
five children each. For each of the
numbers spoken, a group sculpture is
built first with five, then with four and so
on. At the end the first formation has to
reappear as quickly as possible. The
tempo and rhythm of the transformations
can be created with music and varied.

This will in torn influence the movement,

12

The text in the form of a visual poem

Possible examples:

From five
to four
From five from four from four
to four to three to three
from one fram three
to five 10 two
from three from two I;O$1LW°
to two 1o one from.one
to five
From five
to four
from three from two from one
to two to one fo five
from four
to three

What other forms can the children
find? What effect does it have on the
dramatic presentation and eventually on
the instrumental accompaniment?

After a playful introduction in
concrefe and visual poetry one should
deepen the experience with other speech
patterns in which different possibilities
for dramatic or musical presentations can
be experienced.

Example 3:

Minimalist music, graphic metamor-
phosis and movement

The goal for working out this theme
with older children (teens) is the under-
standing of similar processes of composi-
tion in different artistic media. In
addition, their own ideas and studies in
music, movement/dance and sculptural
forms will be worked out.

The starting point is listening to the
work “Changing Palterns” by Hermann

Regner* or another short work of
minimalist music. If possible, have the
students look at the score, then make a
visual sketch of the musical structure on
the board or an ovethead projector.
Follow this with a close look at M.C.
Escher’s “Regular Division of the Plane
I” or similar example. The reverse order
is also possible. Together with the
students discuss the compositional
principles common to both the music and
the drawing(s).

Experimentation will allow the
students to experience the principle of
minimal changes in all three media, from
trying out a short movement motive to a
suitable rhythmic accompaniment and
finally to an attemipt at graphics. The
fundamental principle is always the
same: a motive changes over a long

The Orff Echo -- Spring 2000



For instance, begin
with the basic motive,
followed by develop-
ment and intensification
for about 16 or 20
measures in which
several percussion
instruments enter at
intervals of two mea-
sures, contributing to the
minimal changes. The
reversal to the starting
point takes the same
amount of time.

Motives and spatial
forms should be ex-
plained to the dancers.If
this task can be worked
out in two or three
parallel groups, it should
conclude with a demon-
stration of the sach
group’s interpretation,
followed by a discussion
of their differences.

An encountar with
the contemporary should

M.C. Escher’s “Regular Division of the Plane I”

© 2000 Cordon Art B.V. — Baarn — Holland. All
rights reserved.

period of time in minimal steps, The task
is in no way as simple as one may thinl;
it calls for concentration, patience and
the ability to anticipate. After the first
individual experiments, students can
work out an example that shows, in a
reduced form, the simplest model of a
minimalist work.

be a must in all art

teaching. What is special

about Orff Schulwerk is
that this teaching and working with art is
done in a creative way rather than in a
receptive way. It is not enough to know
the work or the artist alone: this encoun-
ter should open possibilities and call for
creative responses from those who are
becoming acquainted with examples of
contemporary literature, painting, music,
theater, dance and other outward mani-
festations of art. An encounter with the
art of the times in which these students

Focus on Contemporary Forms
are presently living should make them
sensifive — through their own creative
experiences — (o artistic expression and
should belp them to appreciate art as an
undeniable dimension of human existence.

Professor Barbara Haselbach of the
Orff Institute in Salzburg is a frequent
guest presenter and lecturer at confer-
ences, seminars and workshops around
the world. She was director of the Orff
Institute for several years as well as
coordinator of the Special Course. She
has published three books: “Dance
Education” (Schorz), “Improvisation,
Dance, Movement” (Magnamusic/Schott)
and “Tanz und Bildende Kunst” (Dance
and the Fine Arts) (Klett) and numerous
articles about dance and music educa-
tion. She also has choreographed for
stage, film and television. She is editor of
Orff-Schulwerk Informationen, a
publication of the Orff Institute,

Editor’s note. This article was
translated from German by Miriam
Samuelson.

Notes

LOrft, C. (1978). The Schulwerk, Yolume
3, (Trans. M. Murray). NY: Schott. p. 249.

2 For turther understanding of Creative
Interpretation see Barbara Haselbach:
Tanz und Bildende Kunst. (Dance and the
Fine Arts) Klett Verlag, 1991.

3 Hamm, R. “A Look at Concrete
Poetry,” The Orff Echo Vol XXIV
Winter, 1992,

4 Regner, H. (1980). “Changing Patterns
for § Congas, 4 Players, A Battere, Works
for Percussion Bat 28.” Mainz: Schott.
(Recording: CD Wergo 60123-30).

DULCIMERS

KITS and
BOOKS

ARTA

AMERICAN RECORDER TEACHERS ASSOCIATION
for students, schools and teachers

ARTA: JOIN TODAY!
. @ 5 a support and advocacy network For more information:
BaCkyard Music for recorder teachers Susan P. Groskreutz
® Publishes nuts & bolts teaching 1355 Westminster Lane
P.O. Bo e
New Ha;(e?jozg-[\ ideas and in-depth articles BO;L%T;""(:} ; Sg; 79‘251333
06532-0047 ® Puts you in touch with other re- suegrkrtz@keynet.net

corder professionals

new number.: (203) 281-4515

httpiiwww.oberlinedul * artal

The Orff Echo — Spring 2000 13



Focus on Contemporary Forms

first concert of contemporary music

in Madrid. My flute teacher was
playing in the concert and had invited me
to attend. I must confess that the experi-
ence was very intense. While T was
surprised and intrigued by the new
techniques of playing various instru-
ments, I also found myself bored much
of the time and came to this conclusion:
It is very difficult to listen to this type of
music! This contemporary art form
crossed many frontiers, demonstrated
new ideas and arrived af new expres-
sions, but none of that made it easy to
enjoy. At the end of the concert, I went to
greet my teacher without knowing quife
what to say. He had spent so many hours
in our lessons correcting my sound,
articulation and posture that I felt almost
embarrassed by his manner of playing in
the concert. As he was a sensitive
teacher, he noticed my questioning face
right away. What followed was an
interesting discussion about the music 1
had heard, resulting in the conclusion
that, regardless of whether or not T liked
it, it had affected me and made me
question certain assumptions about the
nature of musiec.

I t was 20 years ago that I went to my

Twenty years after this opening
experience with contemporary music, it
continues to be difficult to listen to it
with effortless enjoyment! But it is
precisely the challenge of understanding
the composer’s intention that makes it so
intripuing. The tremendous fertility of
ideas in this field appeals to my peda-
gogical mind because it offers so many
open and creative possibilities. Thanks to
my experiences in music education, I've
learned to enjoy the analysis and
exploration of these diverse styles of
avant garde music. How surprising that
exploring the sound potentials of tubes
with three-year-olds has helped me
appreciate the music of Stockhausen!

To understand and enjoy the beauty of
a building, it is necessary for us to walk
through it — open and close its doors,
tour its hallways. If the building we are
visiting is something so complicated as
the art of music, we must do more than

The Nature of Music
Sofia Lopez-lbor

pass through it once or twice. We need to
stop in every corner, compare the floors
and ceilings, sit on each sofa and hide
beneath every table, Some musical styles
ouly show us a general view of one room.
But contemporary music demands a more
detailed investigation. We might find
ourselves asking: “What does it want to
say? How ig it made? What is it aiming
for?”’ To all these questions, one answer
appears; this music is mostly concerned

rethink the nature of art, make an analytic
study about painting and look for
concrete statements, observe the form
and study their interrelationship. In their
vision, art and science are joined as they
search for the interior substance of
objects. Their writings are indeed
inspiring and not only applicable to the
plastic arts, but music and dance as well,
for contemporary composers also iy to
work with the intrinsic nature of the
elements of music.

Here we discover the deep connection
between the world of avant garde music
and music education, particularly as
realized in the Orff Schulwerk. One of
the great advantages of the Orff approach
is that it introduces musical elements
through exploration and improvisation.
In the same way that we babble before
we speak and scribble before we learn to
write our name, there is no better way to
begin to learn something than to play
with its basic components. In the Orff
classroom, students learn music by
creating music, inspired by the world
surrounding us, Our classes are like
laboratories in which we continually ask
questions that at times have no fixed
response and often generate other
questions. At the root of these investiga-

Contemporary music plays with elements as if they were a
deck of cards, questions their nature, spins elaborate philo-
sophical and scientific theories about them and relates them

to other art forms.

with the elements of music in their raw
form. It plays with them as if they were a
deck of cards, questions their nature,
spins elaborate philosophical and
scientific theories about them and relates
them to other art forms — the visual arts,
dance, architecture or drama: sound-
silence- rhythm-repetition-articulation-
timbre-space-time-instruments-colo-
structure-technique,

In the field of the plastic arts, both
Paul Klee in his Pedagogical Sketchbook
and Kandinsky in Point and Line to Plane

tions is the intention to make sense of the
complex art of music, Is this not an
attitude similar to that of contemporary
composers?

One of my four-year-old students
recently came to music class with a piece
of paper doubled and glued on two sides.
“Would you like to leave your work next
to your shoes?” I asked him. ‘No,” he
answered. “It’s very important to show
you, It’s an instrument.” “How is it an
instrament?” I asked. “I invented it
myself,” he replied. “If you put it on your

The Orff Echo — Spring 2000



hand like a glove, you can clap your
hands and make music.”

The week before, we had tried
different small percussion instruments
and created little stories about how they
had been invented. We also explored
how to malke music with various objects
in the room and with things from the
ldtchen. We made music with paper,
tubes, plastic glasses and the stools on
which we were seated. We were learning
that everything is an instrument and as
long as there is an intention, one can
make music with anything,

At the beginning of this article, I made
reference to my surprise at the freedom

Focus on Contemporary Forms

many years of working with children did
1 begin to see that this is an important
practice that benefits our students greatly.
1 recently interpreted on tambourine a
graphic score by Mari Honda Tominaga,
professor of percussion at the Orff
Institute, for my second grade students.
Afterward, [ spread out a large sheet of
paper on the floor and asked each of the
children to create three distinct graphic
symbols. Some began impulsively to
paint whatever came to mind while
others approached the task more thought-
fully. I began to ask them: “How would
you like me to play this? With which
instrument? Why have you used this or

Everything is an instrument and as long as there is an inten-
tion, one can make music with anything.

of technique in my teacher’s flute
performance. I've spent many years
teaching the recorder, both in my Orff
Schulwerk classes and in private lessons.
Like many instrurmental teachers, I began
my lessons by teaching a simple song.
This is important for students because it
gives them the satisfaction of learning a
piece of “real” music. Yet I came to feel
that this alone is not sufficient. Children
also love to — and need to — explore
their instraments more freely, to “play”
music in the double sense of this word.
Now in my beginning recorder classes,
we might begin by playing the mouth-
pieces, imitating birds like Oliver
Messiaen, experimenting with a variety
of sounds and forms of blowing. We
create pieces just for articulation and
make aleatoric forms with one, two or
three notes. Recently we recreated the
piece “The Cuckoo in the Forest” from
Carnival of the Animals by Saint-Saens
in a contemporary style, substituting
xylophones for the piano chords and
recorder for the clarinet. We also learn
“Hot Cross Buns” with proper posture
and tonguing technique, This way, like
my flute teacher, they learn concrete
techniques while keeping the door open
to experimentation,

Many of us use unconventional
graphic notation to express various
aspects of speech, movement and music,
At first, T was skeptical of this approach
because I felt the time was better spent
teaching traditional notation. Only after
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that color? What does this line mean?
What is the difference between this type
of zigzag and the other with the dots?”
Those who had started to draw without
thinking quickly changed their attitude.
They saw ihat they needed to be
understood and wanted to communi-
cate their idea more clearly. If a group
does the notation, I might ask: “What
shall we title this? Who is going to
conduct the piece? Are you in agree-
ment about the symbols?”* In such
exercises of graphic notation, there
must be a purpose and an intention.

Twao years ago, Tom Johnson, an
American composer living in Paris,
shared some of his experiences and
compositional techniques with the
teachers and students at the International
Course of Music Education in Santander,
Spain. He presented many ideas about
programmatic music based on stories and
numerical series. I remembered the
pieces for glockenspiel that I had done
with my fourth grade students the year
before. “The telephone number piece”
consisted of three superimposed melodies
based on the telephone numbers of the
three children playing., Each number
corresponded to a tone on the scale — |
was C, 2D, 3 E, etc. (9 was D an octave
up, 0, E). This approach helped the
students with poor melodic memory learn
their melody, partly because their
telephone number had such persenal
meaning for them. And afterward the
questions came: “Can you do it in

canon? Two telephones at once? Do
you want to learn the telephone
number of a [riend? [s there anyone in
the class who has a number that begins
the same ag someone else’s?”

Making instroments, playing chairs,
writing graphic nofations, exploring new
instrumental techniques, imitating
compositional techniques, philosophizing
about beginnings and endings, making
music with objects, creating speech
pieces with nonsense syllables, singing
with vocables, playing with atonal
melodies, experimenting with sound and
silence — the fundamental quality of
these activities is not only their innova-
tive character and their nearness to the
contemporary aesthetic. The most
important thing is that they help us make
a more complete and profound analysis
of music. This kind of reflection is as
necessary for the music teacher as it 18
for the contemporary composer.,

I will always remember the certainty
with which my student Joseph told me
that his folded paper was an {nstrument.
In his four-year old-mind, he was
expressing his understanding that
instruments are the objects with which
we make music, a definition remarkably
similar to the conclusions of John Cage,
Harry Partch or Toru Takemishu. If we
connect to the marvelous openness of
Joseph and John Cage, re-thinking the
nature of music, we will approach our art
form with elemental ears. Is that not one
of the goals of the Orff Schulwerk?

Sofia Lapez-Ibor of Madrid, Spain,
studied at the Conservatorio Superior De
Muisica in Madrid and af the Orff
Institute. She is currently on the faculty
at The San Francisco School, where she
teaches pre-school through middle
school. Sofia also teaches summer
courses at Mills College, the Orff
Institute and the International Summer
Course in Santander, Spain, and has
given worlkshops and courses in Ger-
many, Iceland and Thailand.

The author would like to thank Doug
Goodkin for his assistance in translation.

“The Nature of Music” ©2000 by Sofia
Lépez-Ibor, May not be reproduced for
any reason without the express permis-
sion of the anthor.
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Orff Schulwerk and Contemporary Music

“As for myself, I experience a sort of
terror when, at the moment of selting to
work and finding myself before the
infinitude of possibilities that present
themselves, I have the feeling that
everything is. permissible to me. If
everything is permissible to me, the best
and the worst, if nothing offers me any
resistance, then my effort is inconceiv-
ible, and I cannot use anything as a
basis, and consequently every undertak-
ing becomes futile.”

T his quote from Igor Stravinsky’s
Poetics of Music frames the
dilemma of the contemporary
composer.”? In Bach’s time and place, the
elements that defined music apart from
sound or noise were clear and irrefutable.
The rules of counterpoint offered a
resistance that focused the composer’s
imagination and gave solid ground to his
flights of fancy. As described by Bach
himself:

 “Figured bass is the most perfect
Joundation of music. It is executed with
both hands in such a manner that the left
hand plays the notes that are written,
while the right adds consonances and
dissonances thereto, making an agree-
able harmony for the glory of God and
the justifiable gratification of the soul.
Like all music, the figured bass should
have no other end and aim than the glory
of God and the recreation of the soul;
where this is not kept in mind there is no
true music, but only an infernal clamour
and ranting.”?

Not only is Bach clear about what
constitutes consonance, dissonance and
agreeable harmony, but he is equally
clear about music’s purpose. If the 18th
century in Europe suggested that “God is
in his Heaven and all is right with the
world,” by Stravinsky’s time, Nietzsche
had declared God’s throne empty, and a
‘World War indicated that all was far from
right with the world. The 20th century
began in tertor, with all its assumptions
beginning to crumble,

Reflecting (or prophesying?) such
changes, the image in painting faded into
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a muted or dotted or cubed impression
until the very features of a Picasso face
could be rearranged at will or a geomet-
ric shape in a Kles painting took over
center stage from a tree or a human
portrait. James Joyce began to dismantle
the narrative novel, Gertrunde Stein the
meaningful poem. Isadora Duncan
removed story from dance and Mary
Wigman helped free it from music.
Debussy stretched harmony to its
functional boundaries and Schoenberg
disassembled the whole hierarchical
system. Words, images, movements and
sounds that had previously existed in
ordered frameworlks to serve humanly
constructed meanings had been distilled
to a pure essence. Shape, color, timbre,
pitch, the music of language were
sufficient unto themselves, freed from the
tyranny of their masters who had bent
them into cadences, moral lessons and
mirrored representations. No wonder
Stravinsky felt terror at the prospect of
composing!

Yet it is a short leap from “terror” to
“Terrific!” Stravinsky continues his
question:

“Will I then have to lose myself in this
abyss of freedom? To what shall I cling in
order to escape the dizziness that seizes
me before the virtuality of this infinitude?
However, I shall not succumb. I shall
overcome my terror and shall be reas-
sured by the thought that I have the seven
notes of the scale and its chromatic
intervals at my disposal, that strong and
weak accents ave still within my reach,
and that in all of these I possess solid
and concrete elements which offer me a
field of experience just as vast as the
upsetting and dizzy infinitude that had
Jjust frightened me. It is into this field that
I shall sink my roots, fully convinced that
combinations which have at their
disposal twelve sounds in each octave
and all possible rhythmic varieties
promise me riches that all the activity of
human genties will never exhaust.™

At the other end of the 20th century,

composers are still struggling with
Stravinsky’s dilemma, with even more

dizzying choices at their disposal.
“Twelve sounds in each octave” was
expanded by Harry Partch’s microtonal
instruments, strong and weak accents are
not accepted a priori and a piece like
John Cage’s Silence calls into question
all of the “solid and concrete elements”
that music has used to distinguish itself
from random sound. When composition
is stripped of grammar, directive
thoughts and symbolic meanings, what is
left?

One answer is “sound freed from
preconception.” We are largely unaware
how much our interpretation of the world
is gnided by our preconceptions of it. A
real estate developer looking at a tree
sees “obstacle,” a logger sees “pay-
check,” a gardener sees “pruning,” a
botanist sees Pittosporum, a child sees
“playground” — which has truly seen the
tree? For the harmonic musician, Bb is
the flatted 7th in the key of C or the
minor 3rd in G minor or the perfect 5th
in Eb, but what is the true nature of Bb?
The Zen of contemporary composition is.
to attenpt to see into the very nature of
sound beyond its functional use in an
artificial construct.

Just as Zen masters might refer to the
freely flowing child’s mind before it gets
locked into a confining identity, so might
we enter the child’s world to see the link
between a three-year-old’s perception of
“sound freed from preconception” and a
contemporary composer’s. A music
program attentive to the developmental
needs of children will reveal a world
remarkably parallel to the sensibility of
contemporary composition, with two
important differences: 1) the child is at
the beginning of formlessness heading
toward form; the adult composer is at the
other end of the spectrum, trying to free
up the calcifying effects of potentially
constrictive forms; 2) whereas the
contemporary composer (as defined in
footnote 2) is still largely concerned with
notating set pieces, improvisation is at
the heart of the Schulwerk.
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Contemporary music in the
Orff classroom

Though we might suppose an article
titled “Orff Schulwerk and Contemporary
Music” would offer pieces based on
serial, aleatoric, bi-tonal, or minimalist
styles, the more interesting parallels to
me are the natural overlap between the
two worlds - an Orff classroom seriously
dedicated to a playful approach to
musical discovery will create music
curiously parallel to the works of Bartok,
Berio and Boulez. A few examples:

* Vocal exploration: Orf’s love affair
with speech begins with exploring the
26+ instruments in the phonelic orches-
tra. Beginning with the first sound of
each person’s name, we sizzle our s’s,
pop our p's, swish our sh’s and bop our
b’s - at all ages. Our initially free
explorations settle into relationships of
two or more parts - setting a pulse,
building ostinati, improvising a mono-
logue of pure scund.’

Similar use of vocables can be found
in some music by Xenakis, Messiaen and
Luciano Berio. Steve Reich deconstructs
the voice as an instrtument for symbolic
meaning and vses it as a purely musical
element in his pieces Come Out and Jt’s
Gonna Rain, electronically looping a
spoken phrase out of phase with itself to
create a musical effect. In Different
Trains, he uses the pitch of a spoken
phrase to create melodic ostinati.

* Graphic notation: Crossing the lines
between the separate intelligences has
long been an Orff Schulwerk practice.,
‘When children accompany a dancer with
sound or enliven text with rthythm or
move to a melody or paint % musical
texture, they are passing freely among
words, images, motions and sounds by
translating one into another. Many see
exercises in graphic notation -children
drawing the composition/ improvisation
they’ve just made or improvising the
drawing they’ve just done - as a stepping
stone to “traditional notation,” but at the
far end of contemporary music steeped in
traditional notation, we find composers
creating scores remarkably akin to the
children’s. See the example from Spanish
composer and educator Fernando,
Palacios:
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GESTUDIO DE TIMBRES E INTENSIDADES»

® Fernando Palacios. Piezas Graficas para lo Education Musicol: Ateneo Obrero de

Gijon. Used by permission.

* Pre-harmonic/post-harmonic: My
college music professor taught two basic
classes - 20th century music and medi-
eval/Renaissance music. This seems to be
a pattern - those interested in the post-
harmonic styles of the 1900s are often
equally interested in the pre-harmonic
styles of the 1400s. While Schoenberg
went in one direction, Carl Orff went in
the other, looking to medieval text,
modes and pre-harmonic paraphony for
much of his inspiration in Carmina
Burana. Likewise, three out of the five
volumes of Music for Children deal with
pentatonic and modal material accompa-
nied mostly by drones. Most Orff
curricula reflect that progression. Though
some consider this material as stepping
stones to functional harmony, it could
just as well lead to Indonesian gamelan,
African polyrhythms and the composi-
tions of Lou Harrison and Steve Reich.

» Percussion instruments: Percussion
in 18th and 19th century orchestral music
clearly had a subsidiary role in the
hierarchy of instruments, Despite
occasional “novelty acts” - the drum in
Haydn’s Drum Roll Symphony, the
xylophone in Saint-Saen’s Dance
Macabre, the glockenspiel in Dukas’
Sorcerer’s Apprentice, the celeste (a
keyboard glockenspiel) in Tchaikovsky’s
Sugar Plum Fairy - it wasn’t until the
20th century that percussion instruments

rose in status to first-class citizens. Re-
directing their primary emphasis away
from melody and harmony and toward
rhythm and timbre, contemporary
composers - from Bartok in his Sonata
for Two Pianos and Percussion to Sleve
Reich in his Music for Four Marimbas -
found percussion instruments ideal for
their purposes. The modern repertoire for
percussion has grown greatly in the last
50 years, many pieces using instruments
routinely found in the Orff classroom,
‘The first piece in the Contemporary
Section of the Julliard Repertory Library
book is titled “Changing Meters” and is
scored for triangle, bongos, woodblocks,
snare dium, tom-torm, tambourine, gong
and xylophone. The recording Drum-
ming (1994), by the remarkable Scottish
percussionist Evelyn Glennie, features
compositions for drum set and piano,
bongos, woodblocks and snare drum,
with improvisations on guiros, claves,
Chinese cymbals, wind chimes and hi-hat.

* Found instruments: One approach
to both composition and musical discov-
ery in the Orff classroom is to take a
rhythm, melody or text and orchestrate it
by finding the instrument(s) best suited
for the idea. Another approach is to
compose from the instrument itself, Like
a sculptor releasing the image in a block
of wood, the composer reveals the
inherent song (and songs) hidden in the
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musical and otherwise. Children - and
adults - need the resistance of form and
structure to both free up the imagination
and master the material, The road from a
three-year-old’s painting to a Picasso
masterpiece must pass through figurative
drawing, and the path from free sonic
improvisation to Stockhausen and Cecil
Taylor must likewise pay the toll of set
forms and functional harmony. What the
Schulwerk does suggest is that the
teacher (and students) see all stops along
the way as temporary structures to house
the imagination and avoid getting trapped
in them as permanent fortresses protect-
ing a narrow definition of music.
Offering a broad spectrum of “right
ways” to put sound together is one way
to help keep the children’s compositional
thinking fluid. Constantly asking the
question, “what can we do next?” is

another excellent strategy. Both belong in
the contemporary music classroom. '

Doug Goodkin is in his 25th year at
The San Francisco School, where he
teaches music and movement to children
ages three to 14. He is the director of the
Mills College Certification Course and
his own course in “Jazz and Orff
Schulwerk”; author of two books on
Ianguage and Orff Schulwerk, A Rhyme
in Time and Name Games; and founding
member of the Orff performing group
Xephyr.

Notes
! [ewis, Richard. (1963). In Praise of
Music. NY: The Orion Press. p.73.

2 Tn a world in which the lines between
Buropean classical music, jazz, folk and

rock are increasingly blurred, some
definition of “contemporary” is in order.
For our purposes here, contemporary
composers are those who earned their
stripes in the boot camp of isorhythmic
motets, species counterpoint, fugue
writing, sonata form, orchestration and
other compositional practices of the
European art music tradition,

! Lewis. p. 62
*Lewis. p. 73
5 Detailed descriptions of such improvi-

sational structures can be found in my
book Name Games.

“Orff Schulwerk and Contemporary
Music” © 2000 Doug Goodkin. This
article may not be reproduced for any
reason without the express permission of
the author.
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Discovery in C: Minimalism in the Classroom

s part of our annual career day at

Olympia Heights Elementary we

invited a composer to talk to the
students about his career. After he was
introduced as a composer, the look of
utter shock and amazement on the
children’s faces caught me by surprise.
Our guest asked the students why they
looked so puzzled. One child exclaimed,
“I can’t believe you are alive!”

The students believed that death was a
prerequisite to becoming a composer. It
was then that I realized how important it
is for children to realize there are living
composers among us. Children often are
taught about and listen to music of the
great composers from the past but are
missing the ability to link the art of
musical composition to the present,

In an active environment like the Orff
classroom, we can bring contemporary art
music to life for children. There are so
many varieties and styles of modern music
that the question becomes “Where do I
start?” A good place to begin an explora-
tion of modern art music is minimalism —
a mmovement that shares many of its
characteristics with Orff Schulwerk.

The minimalist movement

As a reaction to the chaos, complexity
and disorder of Western art music in the
late 1950s, a group of American compos-
ers sought to strip music to its elemental
foundation. These composers, including
Le Monte Young, Philip Glass, Terry
Riley and Steve Reich were responsible
for leading the minimalist movement in
music. The word “minimalism™ best
describes the general reduction of means
utilized by these composers. Their music,
having developed as a reaction against
abstract expressionist and aleatoric music,
is characterized by recurring ostinati, tonal
and modal harmontes, simple melodic
lines, improvisation, steady pulse and
transparent orchestration.

Minimalist music has been greatly
influenced by the music and philosophies
of non-Western cultures. The hypnotic,
repetitive and mesmerizing music of
Balinese and Javanese gamelan gave the
minimalist movement a model and an
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Carlos Abril

inspiration for rhythmic and melodic
structures. These structures are based on
repetitions layered upon each other
within an ensemble. The dependence on
improvisation in modal scales, use of
additive rhythms, and rhythmic cycles
found in some minimalist music was
borrowed from the music of India. The
minimalist also embraced the Indian
philosophy that the musician should be
valued as both an interpretive artist and
creator.

Minimalism and Orff’s works

Though their intentions were dispar-
ate, many similarities exist between the
musical qualities of minimalism and Orff
Schulwerk. Both emphasize simplicity of
structure and content in order to reduce
music to its elemental foundation.
Transparent instrumentation is utilized so
that every detail of the music is clear to
the listener and performer. Simple
recurring ostinato patterns provide a
musical framework in the Music for
Children volumes and likewise in most
minimalist works. Finally, through their
use of elemental melodic and harmenic
properties, both value understatement
rather than exaggeration.

Car] Orff not only advocated elemen-
tal techniques in the Schulwerk but also
in his music, He avoided structural
complexity in most of his works and
stated that “the simpler and more reduced
to essentials a statement is, the more

) TR
e o —
cﬁgg&i?

Olympia Heights Elementary
5th grade classes adaptation of in C.

immediate and profound its effect.”* In
Carmina Burana (1937), Orff employs
the use of repetition, clemental chant-like
melodic figures, and static harmony. The
music is direct and produces an instant
effect, similar to the goals of the
minimalists, Many of the same philoso-
phies Orff was executing within his
compositions in the 1930s and ‘40s
would later be a part of minimalist
practice in the 1960s. In Die Bernauerin
(1947), Orff chose to limit the pitch
content to an absolute minimum. Though
most of the music is played on non-
pitched percussion, the melodic sections
are limited to a few notes that are
repeated over and over in a stmple
rhythmic pattern. It is evident that Carl
Orff transferred many of his composi-
tional values into the development of the
Schulwerk,

Both the Orff teacher and the
minimalist use speech as a springboard to
music making. From the earliest ex-
amples of minimalist music, these
composers created pieces in which the
musical content came solely from
natural, unrehearsed speech. Steve Reich
explored the word in two works that
brought him into the spotlight, It’s Gonna
Rain (1965) and Come Out (1966). Both
of these pieces use speech as a generator
for musical material. Naturally occurring
rhythms and tonal inflections are
exploited through the manipulation of
taped speech. Reich would not alter the
pitch or timbre of the voice in order to
keep the original emotional power and
integrity of the speech. Intensifying its
melody and meaning would come
through repetition and rhythm.

Expanding on the idea of using speech
in a musical composition, Reich com-
posed Different Trains (1988). In this
work, musical material is derived from
the speech of various individuals. The
tonal inflections and rhythms of the
natural speech patterns generate the
ostinato patterns that are played by a
string quartet, The exploration of speech
by the minimalist is fascinating and can
be brought into the Orff classroom in
many ways.
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By exploring the music of the
minimalists, the Orff teacher will
discover a world of possibilities for the
classroom. The music lends itself to a
variety of lessons that are harmonious
with the Orff process. My classes have
experienced listening lessons, group
compositions, improvisation games and
movement activities — all developed
from minimalist music. Students edu-
cated through the Orfl approach are
likely to be receptive to minimalist music
because it shares so many of the charac-
teristics found in music of the Schulwerk.

Terry Riley’sin C

One masterpiece of the movement that
is well-suited for adaptation to the Ocff
classroom is i C by Terry Riley. When
premiered, the piece instantly became a
seminal work of the minimalist movement.
Constructed of 53 melodic fragments
notated on a single page, in C explores the
structural possibilities of repeating and
superimposing melodic fragments. The
tonal cells are each numbered and enclosed
by repeat signs. The performers (the score
never specifies how many) are instructed
to repeat each idea as many times as
desired and then move on to the next. A
musician plays octave C’s in pulsing
steady eighth notes on a piano throughout
the entirety of the work. The piece
concludes once the last performer reaches
the 53rd melodic fragment.

Riley provides the musicians with
many freedoms, thus allowing themm to be
active creators in the music-making
process. Since the melodic fragments are
relatively simple to play and easy to
memorize, performers are able to focus on
group dynarmics and individual choice.
Performers have to make many decisions
when approaching each of the melodic
fragments. The number of repetitions, how
long to rest between repetitions, dynamics,
accentuation, instrumentation, and tempo
are all determined by the musician.
Ultimately, the ensemble will determine
the character and duration of the piece by
balancing notation, individual choice, and
group cooperation.

In the classroom

Adapting in C to the classroom
provides students with the opportunity to
experience minimalist music through
creation and performance, My fifth grade
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classes created their own version of in C,
which we called Theme and Variations in
C. This project, introduced when we are
working on theme and variation form in
minimalist music, involves every child in
the compositional process. Students are
presented with Terry Riley’s first melodic
fragment from ir C, and are to explore
variations on that micro-theme. There are
three guidelines I have the young
composets follow when writing their
variations: (1} compose within C
pentatonic, (2) use 2/4, 3/4, or 4/4, and
(3) limit cell to a maximum of two
measures. These constraints can easily be
modified to best suit a particular group’s
musical ability and maturity.

After the children have experimented
with improvising on the thems, each is to
decide on one vartation and notate it on
an enlarged stafl, Each student presents
his or her variation in performance and
then in notation, placing it on the board
for all to see. Other members of the class
play the pattern along with the composer.
By the time all students have presented
their variations, the board is filled with
melodic cells. The cells are then ran-
domly numbered and organized, and the
class practices playing throngh all the
parts from the notation. Since most of the
patterns are simple to read and memo-
rize, it does not take long to focus on
dynamics, accentuation, and other ways
to make music out of the notes,

Since the children are familiar with
the form and performance of in C, they
are eager to put the pieces of the puzzle
together. The teacher plays the octave C
eighth notes on the piano and the
performers begin cell number one
(theme) when they are ready. They
follow the same procedures as described
in in C. Soon the children are engaged in
music making and embraced by the
sounds of their music. The mesmerizing
rthythms and melodic simplicity work to
create a bond between performers and the
music. On several occasions within the
performance the ensemble falls into a
groove — those special music-making
moments when time is altered and the
performer becomes a part of the music.

My fifth grade classes were intellectu-
ally stimulated and visibly moved by
these experiences. I had several students
become so excited that they purchased a
recording of in C from the lacal music

Focus on Contemporary Forms

store. This proved to me that the children
wete making a transfer from school
learning to life learning. One girl was so
moved by the musical experience she
exclaimed, “Today, I know I’ve become a
real musician!”

Whether you introduce minimalism,
serialism or other contemporary forms
nto your Orff classrcom, you are
allowing children to experience music
that is relevant to the era in which they
live. Exploring modern music is like
discovering the wotld that lies under-
peath a stone in your backyard gatden,
What was once familiar territory be-
comes the serendipitous discovery of a
new world inside your own. Incorporat-
ing modern art music into the Orff
process is celebrating the things you find
underneath that garden stone and sharing
them with the hands of the future.

Carlos Abril is music specialist at
Olyinpia Heights Elementary School in
Miawmi, Florida. He was recently named
Dade County Region Teacher of the Year
and is the recipient of the Cervanies
Quistanding Fducator Award, He
complered his Orff Certification at
Flovida Siate University and has studied
at the Orff Institute in Salzburg.

*Quoted in liner notes by Harvey Philips.
Carmina Burana; RCA 14550 (Hduardo
Mata and London Symphony Orchestra
and Chorus, 1981).

Recommended recordings

Gilass, Philip. Anima Mundi. (Elektra-
Nonesuch, 9 79329-2, 1993),

Glass, Philip. Powagqaisi. (Elektra-
Nonesuch, 79192-2, 1988).

Glass, Philip. Einstein On the Beach.
petformed by the Philip Glass Ensemble.
{Atlantic/Nonesuch, 79323, 1993)

Reich, Steve. Different Trains. performed
by Kronos Quartet and Pat Metheny,
(Blektra-Nonesuch, 79176-2, 1988).

Reich, Steve. Steve Reich Early Works.
(Elektra-Nonesuch, 9 79169-2, 1987).
Reich, Steve. Steve Reich Six Marimbas.
(Nonesuch, 9 79138-2, 1986).

Riley, Terry. in C. performed by Piano
Circus. (Argo, 430 380-2, 1990).

Riley, Terry. Salome; Dances for Peace.
performed by Kronos Quartet. (Elektra-
Nonesuch, 9 79217-2, 1989).
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Four Moments in Time: Reflections on the Orff Institute
Jacque Schrader

he title of this article was easy
I for me to choose. During my
semester (February - June,

1999} of study at the Orff Institute in
Salzburg, there were many times
when I was incredibly moved,
inspired or touched right down to my
very soul. I helplessly tried to explain
to my colleagues that during those
times my silence, often accompanied
by tiny welling tears, was a result of
my “having a moment.” To me, a
“moment” is cne of those inerasable,
deeply etched memories that forms in
your heart — one of those rare times
when you remember exactly how
everything looked, how it sounded and
mostly how it felt. In those slices of time,
I was keenly aware that the memory
would stay with me for a long time.

I went to the Ouff Institute for two
reasons: to develop my own artistry by
studying with master teachers, and to
learn, first hand, about the life of Carl
Orff, as well as the chronology and
history of this work that I have come to
love go dearly over the last 20 years. I
could have written about moments of
artistic beauty, improvised dance and
mustc intimately shared with other
students. I could have written about the
teachers, each possessing his or her own
unique style, yet each a pedagogical and
artistic master. I could have written about
the sheer natural beauty of Salzburg, with
my apartment nesfled between the
snowcapped mountains and close to the
winding Salzach river. But, instead, in
this article I hope to convey the special
nature of the four moments when I felt
the most connected to the very lifeline of
this work, the four momenits which will
forever stay defined in my mind.

The Orff Institute sits at the end of
Frohnburgweg, a long and beautiful tree-
lined street that had been previously
described in detail to me by friends. My
arrival at the Institute on a frigid day in
February, unfortunately, did not include a
leisurely or sunshine-filled walk down
this lovely street. Luckily for me, I was
escorted through the strests of Salzburg
by former AOSA president Carolee
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Greek students performing after the Memorial
Mass at Andechs Monastery

Stewart who, in spite of freezing rain and
chilling winds, cheerfully arrived at my
apartment to help me discover the best
route for walking to the Institute.
Holding my now inside-out umbrella, 1
was bitterly cold and soaking wet.

But when I arrived at the doorstep of
the Institute, or “the house,” as it is
lovingly called by those who study and
work there, I had my first “moment.” I
carefully studied the three-story, mus-
tard-colored building, drinking in every
detail. Though modest in both size and
design, to me it was like arriving at the
Taj Mahal. I closed my eyes, cleared my

Fran Orff and Jacque Schrader

mind and stood there, in
the torrential downpour,
relishing in the moment.
Knowing 1 was about to
join the ranks of all who
have studied in the
“house” over the last 45
years, I couldn’t wait to
step inside, wondering
about and excited to
discover what these walls
might hold within them
for me.

Classes began in a
flurry, and T was wel-
comed by the other 15
students of the Special
Course, the rest of whom
had been studying there
since October. We were a diverse group:
15 women and one man, representing
eight countries, and with an age span of
nearly 35 years. I quickly settled into the
routine of classes, and before long, felt
like a full-fledged member of the group.

As Regional Representative for region
IV, it has been my pleasure since 1995 to
represent 16 chapters on the AOSA
National Board of Trustees. But on
March 27,1 had a new privilege: that of
representing AOSA at the Memorial
Mass for Carl Orff. This Mass, held
yearly at the impressive Andechs
Monastery in Germany, was attended by
hundreds, The music during the Mass
was provided by a harp and string group,
and included Finnish, Swedish, Irish,
Awustrian and German folk songs.

It also included, to my delight, an
arrangement from Music for Children,
Yolume IV, page 77, #34, a Phrygian
favorite of the seventh graders at my
school. When the Mass concluded, Frau
Orff greeted guests by Oiff’s burial place
in the church. I had the opportunity to
spealk with her, at which time she
graciously thanked me for the flowers
sent by AOSA. While she greeted guests,
we were treated to wonderfol Greek
music and dance provided by Musiko

continued on page 27...
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Composers are no longer strangers... but familiar characters
coming alive... [in] stories children like to hear again and again.

i —Marina Gorny, Orff Echo, Winter 2000

Complete Series B

DISCOVERING KEETMAN

f Rhythmic Exercises and Pieces for
e Xylophone by Gunild Keetman
Pieces progress from simple to chal-
lenging. Includes a biography of
Gunild Keetman; an introduction and
lesson plan for each piece.

A unique book and video combination featuring classic

DISCOVERING ORFF CD §12.95 y poetr?r by Robert Frost, William Shakespeare, ar?d others;
M A Curriculum for Music Teachers Cassette the beauty of nature; and the classic music of Beethoven.

With Kent Kreuter. Detailed, practical; the $9.95 For ages 1-4 years.

how and why to use Orff in the classroom.

Explains spegch, movement, singing, Book and BABY BEETHOVEN

instruments, pedagogy, and theory. Details Video Music to Stimulate Your Baby

curricula for grades 1-5; includes support- $18.95 A concert for little ears features 19 excerpts of Beethoven’s

$39.95  ive activities; over 200 musical examples.

SONGS OF CHINA

Eight traditional Chinese children’s folk songs arranged for
voices and Orff instruments.

SONGS OF INDIA

Traditional Children’s Songs

Eight Indian folk songs arranged for children’s voices and Orff
instruments with dance instructions.
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SHIRLEY McRAE
ANGEL AT THE DOOR

For voices and Orff instruments. Songs reflect the culture and
people of the Appalachian mountains and flatlands of the
deep south. Includes simple dances, movement experiences,
suggested forms, and instrumentation. Several are useful for
junior church choir.

CHATTER WITH THE ANGELS

Folk Songs from the American Black Tradition

For voices and Orff instruments. Songs are characterized by
joy, hope, and simplicity while presenting penetrating and
poignant expressions of a people bound by servitude. In-
cludes background information and teaching suggestions.
Upper elementary.

BABY SHAKESPEARE
A Field Trip for Curious Little Minds

CDs each $15.95
Cassettes each $10.95
Beethoven Lives Upstairs
Video $18.95
Beethoven Lives Upstairs
CD-ROM $29.95

music from the Baby Einstein Music Box Orchestra.

temporary Arts Building, 3526 Washington Avenue, Saint Louis, MO 63103-
800 543-3771 (USA/Canada); 314 531-9635; Fax 314 531-8384
Email mmbmusic@mmbmusic.com; Visit our web site at http://www.mmbmusic.com
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Jannis Kaimakis playing the askavios

Polytropo, an ensemble made up of the
college students of Jannis Kaimakis.
(JTannis, a longtime personal friend of
Frau Orff, is half of Due Mediterreano,
who have performed at several AOSA
Conferences.)

After the Mass, all the attendees
moved to the restaurant part of the
Andechs monastery, where we were
treated to a typical German luncheon:
white boiled-sausages, pretzels, mustard
and beer. While we ate, the Greek
students once again performed, this time
weaving their way around and through
the tables, singing and dancing traditional
Greek music. The music of the drums
and askavlos was so beautiful, Initially, it
was only those 20 students who were
dancing. Then, to my surprise and
delight, Barbara Haselbach (former
director of the Orff Institute, and interna-
tionally renowned dance teacher) stood
up, took me by the hand, and said “We
should be dancing too!” Before I knew it,
my right hand was holding the hand of a
young woman from Greece, my left was
holding Barbara’s. Soon many others,
then comfortable following Barbara’s
lead, were up and dancing, including
Frau Orff herself, It was a joyous and
memorable experience, a celebration of
the life of Carl Orff, and for me, dancing
amidst these talented young people from
Greece, moment #2,

The Orff Centrum is surely an
impressive name, but many of us in the
Special Course weren’t quite sute what to
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expect from our visit. Tucked away in
midtown Munich, the Orff Centrum sits
on the very site, [ was fascinated to learn,
where the original Giintherschule once
stood. When we arrived, we were greeted
by Hannelore Gassner, the longtime
friend and assistant of Orff. She proudly
gave us a short tour of the building,
recounted a few stories, and showed us
priceless original photos. T quickly
learned that it is here, in the Centrum in
Munich, where the archives, correspon-
dence and original scores of Orff’s works
are stored, After a question-and-answer
period, we were escorted to the second
floor.

It needs to be stated, of course, that
this building is not the original building.
The original was destroyed in 1945
during World War I1. However, the
second floor, the space that was at one
time actually used by the Giintherschule
dancers, has been reconstructed as
accurately as possible. Upon entering this
space, a large room with windows
running the length of either side, I
couldn’t stop my imagination from
soaring. What would it have been like for
these young wormen and Orff to have
worked here from 1924-19447? Could
they have ever foreseen the strong impact
that their explorations would have on the
world of music education as many as 60
years later? Did they realize that by
weaving together music and dance, they
were opening a door for children the
world around? How could they possibly
have conceived that when Orff said,
“Don’t dance with the drum, be the
drum,” they were evolving a whole new
hallmark of creative and artistic experi-

ences? I suppose they couldn’t possibly
have known any of these things. Butas I
entered this room on the second floor of
the Centrum, I used my imagination to
“see” those young women there, working
with Orff. [ gave a silent thanks that Orff
and Dorothea Giinther had the wonderful
fortune to meet, and had the forluitous
vision to work together.

Once settled into the space, we were
treated to a film called “Carl Orff, a
Portrait.” Although in German, it had
English subtitles, This was a fascinating
video for me to watch, because it was at
this point that T began to really under-
stand the connection between the
Schulwerk and Orff’s orchestral and
choral works. He says in the film, “I was
first allowed to go to the Marionette
Theater in 1901, and the experience was
to affect me for many years to come.”
The film also included live scenes of him
in Greece, actively involved in rehearsals
for “Antigone and Oedipus,” with his
dramatic, almost magical personality
shining through. It was a fascinating
video, and in watching it, my own
perspective broadened. The Centrum
indeed, holds the key to many under-
standings about Orff, and for me, it held
yet another “moment.”

In late April, the entire Special Course
was invited to Orffs’ home i Diessen,
Germany, where Fran Orff still lives.
Here we had a tour of the house and
gardens, saw the fishpond and horses
they loved to ride, and settled into having
tea in the converted barn that became his
studio. Armed with cameras, we all just
wandered around, captured in the magic,

snapping photos of all the room held:

his upright boyhood piano, his desk,
the grand piano on which be com-
posed, and his extensive library and
instroment collection from around the
world. Frau Orff shared her memory
of how he used to work, She said
something to us like, “He would write
and write, and then suddenly, get up
from the desk, move to the piano, and
then there would be music, Then, just
as suddenly, it would become quiet
again and he would return to the
desk... on and on for hours.” She

generously invited us to touch and

Menmtorial plague in the small chapel at
Andechs

play everything, which we did with

continued on page 30...
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Focus on Contemporary Forms

careful respect and tenderness. I found
myself drawn to the original cradle
xylophone, noticing every detail of how
it was constructed and marveling at the
still lovely and resonant tone it produced.

While Frau Orff went downstairs to
make arrangements for our lunch, some
of us asked Barbara Haselbach to tell us a
story — perhaps of her beginnings with
Orff, or of something she particularly
remembered about being in Orff’s studio.
She honored our request. When Barbara
was working with Orff in the mid 1970s,
her daughter Muriel was about four or
five years old. One day in mid December,
Barbara brought Muriel along to the
Orff’s house in order to do some work.
With the wonderful curiosity of a young
child, little Muriel played under the
piano, tapping and banging the instru-
ments. She climbed under and on his
desk, but in time, became a bit bored.
Suddenly, without any word of explana-
tion, Orff left the room, was gone for a
few minutes, and then returned. Barbara
assumed he had left to make a phone call.
Shortly after Orff and Barbara were back
to work, there came a knock on the
studio door. Orff ignored it, so, as
Barbara explained, she also ignored it. A
bit later came another knock, this one a
little louder and more insistent. Still, he
didn’t respond. Finally, the third knock,
this time more dramatically and with
greater volume. At last, he stood up and
slowly opened the door. There, as if by
magic, on the floor outside his studio
door, was a chocolate Santa. “Who could
have left this?” he asked, looking into

Members of the Special Course gathered at
the home of Barbara Haselbach

Jacque Schrader playing the original cradle
xylophone

Muriel’s widened eyes. “And who might
this candy be for?” The game worked
like a charm. Little Muriel was con-
vinced that St. Nicholas himself had

Im Gedenken an

Carl Orff

10. Juli 1895 —29. Miirz 1982

feiert Abt Odilo Lechner in der Klosterkirche Andechs die Jahrtagsmesse
am Samstag, 27. Mirz 1999, 11.00 Uhr

Ich wiirde mich freuen, wenn viele Freunde teilnehmen konnten.

Liselotte Orff

Invitation to the Memorial Mass for Orff

“It would please me if many friends could celebrate with us.” —Liselotte Orff

arrived, albeit a bit early, and had
left her a present outside the
studio door.

This was an utterly charming
story for Barbara to have chosen
to share with us, because, for me,
it gave great insight into the kind
of man Carl Orff really was.
From this simple story I learned
two things, his fascination of and
love for children, and his utterly
dramatic flair! Another “moment
in time,” this one taking place in
the study where, for years, Orff
worked, where little Muriel
played while her mom worked,
and where now, we were sharing
tea with Frau Orff.

The experience of studying in
Salzburg and feeling connected to
the history of Carl Orff and the
Schulwerk will stay with me for
the rest of my life. My challenge,
and the challenge of all of us who
teach this exciting work, is to
bring this wonderful eternal
quality to our children and our
classrooms every day, and in
doing so, to allow the “wildflow-
ers” to continue growing. My
goal in this school year is to help
my children experience meaning-
ful and beautiful “moments”
within my Orff Schulwerk classroom.

Jacque Schrader teaches Orff
Schulwerk at the Key School in Annapo-
lis, Md., and Orff Schulwerk teacher
training, Level I, at George Mason
University and Southern Methodist
University. She also teaches movement
at the University of St. Thomas in St.
Paul, Minn., where she received three
levels of Orff Schulwerk teacher training
and attended a master class. Jacque
serves on the AOSA National Board of
Trustees as Regional Representative
from Region IV.

The author wishes to thank the Carl
Orff Foundation and the John Anson
Kittredge Educational Fund for making
it possible for her to attend the Orff
Institute’s Special Course.
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Focus on Research
Janet Robbins, Editor

Reflections on Teacher Research

When I recently read an article in
Educational Researcher, “The Teacher
Research Movement: A Decade Later,” I
became suddenly aware of the passing of
time. Had it reatly been over a decade
ago that [ heard Marilyn Cochran-Smith
and Susan Lytle deliver their stunning
address on teacher research at the
University of Pennsylvania’s Bthnogra-
phy in Education Forum?' Their presen-
tation put me in the middle of a discourse
rooted in qualitative research traditions
that had my head spinning, The intellec-
tual traditions of ethnographic research
and the classroom projects of teachers
whose classrooms had become laborato-
ries of inquiry were united by a single
voice that was honoring the “insider”
knowledge of the classroom teacher. The
pattnership between university- and
school-based teachers engaged in
research called for new roles for each
and a new way of thinking about what
research is and who does it. I can still
recall that cold February day in 1989
when I [istened to classroom teachers
and university teachers present their
research, and thought to myself, “This is
powerful stuff,”

It came as no surprise to me that
reading this articke would trigger
memories of Orff SPIEL teachers, I
cannot talk about teacher research
without recalling the work of the six
teachers who formed a teacher-research
cooperative in 1992 to examine the
implementation of Orff Schulwerk
training in their varied classrooms. In
my 1995 article, “Levels of Learning in
Orif SPIEL,” I posed the challenge,
“How can the work of the Orff SPIEL
teachers be sustained?” My hope is that
these reflections on teacher research will
provide renewed interest in the kind of
reflective inquiry that has led Orff
SPIEL teachers and others to transform
their practice and “reclaim their class-
rooms” (Goswami & Stillman, 1987).2
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Janet Robbins

Thinking like a
teacher researcher

At the heart of teacher research lies
the caretul and systematic observation,
reflection and documentation of teaching
and learning. Teachers who routinely
examine, or “study,” their own teaching
and their students’ learning are engaged
in the kind of inquiry that has become
associated with teacher research.

Becoming a teacher researcher
nvolves “becoming a student of teach-
ing” (Bullough & Gitlin, 1995), whose
appetite for inquiry and curiosity about
how children learn turn classrooms into
laboratories of learning. This description
could apply to any number of us who
regularly engage in reflection on what
works and what doesn’t, manage dilem-
mas day in and day out, experiment with
strategies, design new materials, and
regularly chart the growth and progress
of our students. Add to this a conviction
that there is always more to learn and you
will find the kind of effective teachers
Perl and Wilson (1988) describe, who
“breught an attitude of openness to their
work and an attitude that enabled them to
see, by stepping back regularly to reflect,
both the impact and the limitation of
what they are doing” (p. 252).

"Teacher researchers embrace uncer-
tainty and welcome change (instead of
waiting for it to happen); they are
curious, possessing a “wondering to
pursue” (Bissex & Bullock, 1987), and a
keen interest in understanding the
student’s point of view. Perhaps most
important is teachers’ “disposition to
press themselves beyond what they think
they already know and to become
engaged in systematic reflection on what
they do not know” (Ashburn, p. 84).

Digging into practice

As teachers search for answers to
questions that lurk behind the corner of
each lesson, day or weelk, they are

initiating a small piece of research. I
believe that this “small piece” begins
with reflection — reflection that involves
looking and looking again at specific
lessons and students. “Every lesson
should be for the teacher, an inquiry,
some further discovery, a quiet form of
research” (Britton, 1987, p.15). Journals
and conversations — what Cochran-
Smith and Lytle call the “texts™ and
“talk” of ieacher rescarch — become the
primary tools of inquiry.

Journals: Keeping a journal can be an
essential tool in initiating the reflective
process since it provides a space and
place to write. Carving onl precious time
to write allows teachers to “dig into”
practice and uncover things that may
have gone unnoticed, as the Orff SPIEL
teachers discovered. “I found that there
seemed to be thousands of things that
interested me; things that I might have
overlooked before took on a new light.
Moments that might have previously
passed by became clear and signifi-
cant.” For some of them, writing
became a way of knowing and thinking.
The very act of writing informed the
pursuit of possibilities. “The reflections
on lessons taught, formulations of
theories on why lessons work or don’,
and the daily check you put on yourself
has been very valuable to me,”

Writing also helped teachers embrace
uncertainties. “It was OK to be uncertain
about some things, and by examining
them through my reflective writing and in
discussion, I was learning to come to
termgs with them.” Uncertainties that may
have been sparked by unanswered
questions began to take on new light
when taclkled head on. Another important
task was teasing out the questions that
mattered. “Writing helped me remember
the questions that ran through my mind,
The quest seemed to gain momentim
once we learned to “love the questions™
and feit comfortable bringing them to the
table for conversation with others
(Hubbaid & Power, 1993),
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Conversations: In addition to writing,
talking about teaching with colleagues is
another form of reflective practice that
characterizes teacher research. The
formation of teacher research groups, or
cooperatives, provides necessary support
for getting started. “An important
realization for me was to find ouf that
other teachers often experience the same,
or similar frustrations, situations and
triumphs that I have encountered in
teaching.” This awareness diminishes
the isolation that so many teachers
experience. “The group helped to
validate me as a teacher with serious
goals and aspirations, when the facts of
my teaching situation trivialized and
marginalized my efforts.” The teacher
cooperative also gave structure ic the
talk, and talking helped them think. “We
don’t really know what we ave thinking
until we have said it” argues Ann
Berthoff about the power of language to
shape meaning (Pine, 1992, p. 662).

Planning to talk with other teachers
became a key to the deliberate efforts
to rethink and transform their practice.
“Like teachers’ journals and essays,
oral inquiry processes represent
teachers’ self-conscious and often self-
critical attempts to make sense of their
daily work by talking about it in
planned ways.” (Cochran-Smith &
Lytle, 1989, p. 10).

Charting a new course

1 would argue that our path to profes-
sional development and fulfillment is not
complete until we begin to chart our own
course, A spirit of inquiry and a commit-
ment to change will enable us to do this.
For the Orff SPIEL teachers, it was the
“wendering” that fueled their questions
and led to the pursuit of answers.
Questions that might have previously
demoralized and even paralyzed them
could now be embraced with vigor,

For Orff SPIEL teachers, several
questions that were specific to their
students became the impetus for class-
room investigations: “What are the ways
my children contribute during improvisa-
tion?” “Are certain kinds of improvisa-
tional tasks more difficult than others?”,
“What are my fourth graders learning,
thinking and feeling about their improvi-
sations?” Their year-long projects led to
presentations, publications and a height-
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ened sense of professionalism.

Problem-posing and problem solving
were al the core of their teacher-led
inquiry. By looking and looking again at
teaching and learning, they were able to
see their work and their students in new
ways, Using tools of inquiry to promote
reflection and dialogue helped them
puzzle out solutions and accept, rather
than resist, any uncertainties; this, in
turn, led to insight and action.

Teaching or research?

If research is seen primarily as a
process of discovery, then the day-to-day
work of a teacher comes under the term
“teachers as researchers” (Britton, 1987,
p. 15). Thave begun to see teaching as
research, believing that “thoughtful
teachers regularly question their teaching
and their students’ learning, collect
information to inform themselves about
those questions, experiment, document,
summarize and try again.”
(Hollingsworth, 1990, p. 2). When we
open ourselves to new ideas, think ahead
to how we might apply them with
students, and tackle the issues of imple-
mentation in our varied settings, we are
beginning to RE-search and rethink what
we do in ways that will lead to profes-
sional fulfillment (Berthoff, 1987).

The familiar image of Orff Schulwerk
classroorns in which teachers and
students work as co-creators parallels the
central tenets embraced by teacher
research. “As teachers’ knowledge about
teaching and learning grows, they
reconstruct their classrooms, revise
lessons and begin to offer new and
different invitations to their students to
learn and know”(Cochran-Smith & Lytle,
1993, p. 101),

Some might argue that this is what
good teachers do all the time, and is not
necessarily research at all. To a degree,
this may be true, However, 1 would
prefer to take Britton’s view that teaching
is a process of discovery, and that
discovery is at the heart of research.
When teachers become “students of
teaching” a very different kind of
classroom dynamic is set in motion.
“Researching teachers create environ-
ments in which there are researching
students... students who ask — not just
answer — questions, pose —not just

solve — problems, and construct
curriculum...” {Cochran-Smith & Lytle,
1993, p. 101),

Troponents of teacher research have
begun to raise the teacher’s voice and as
a result, the stories by and about re-
searching teachers are contributing to the
professional conversation in ways that
have begun to change the landscape of
teacher preparation. A view of teacher-as-
technician who simply consumes and
implements other people’s knowledge is
being countered by a different view of
the teacher, one who reflects critically on
practice, views the classroom as a
laboratory and students as collaborators.

If indeed there really is a “quiet
revolution” taking place in teacher
preparation that is based on “involving
teachers in research, collaborative
inquiry, and standard-setting” (Darling-
Hammond, 1996), then why not celebrate
the idea that teaching and rescarch are
really two sides of the same coin.
Teaching or research is being replaced by
teaching as research.

Janet Robbins is an associate profes-
sor of music education at West Virginia
University, where she teaches general
music methods and qualitative research
methods, Her special interests include
reseqrch on teaching and the application
of inquiry-based approaches in teacher
education. An active member of AOSA,
she co-chaired the 1995 AOSA Confer-
ence, served as chair of the AOSA
Research Interest Group, was director of
Orff SPIEL (Schulwerk Project: Imple-
menting Eastman's Levels), and currently
edits the Focus on Research column of
The Orff Echo.

Notes

! Their recent article in Educational
Researcher provides an excellent
overview of the history of the teacher
research movement and an analysis of the
premises underlying the work of various
traditions. Marilyn Cochran-Smith and
Susan Lytle have writien numerous
articles on teacher research, many of
which have been folded into the book
Inside/Outside: Teacher Research and
Knowledge, in which they lay out their
“working typology” for teacher ressarch.
Also, included in their bock are essays
written by teachers that provide exem-
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plars of teacher researchers’ published
work.

2 Activities of Orff SPIEL (Schulwerk
Project: Implementing Eastman’s Levels)
have been presented at several AOSA
conferences and have been the topic of
two articles: J. Robbins, “Levels of
Learning in Ocff SPIEL” and R.
Eichenlaub, “Journaling in Music: A
Different Kind of Assessment.” Another
excellent source of essays by and about
teacher research is “Reclaiming the
Classroom,” edited by Goswami and
Stillman.
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From the Heart
and Soul of
Memphios
$12.50

Available from catalogs and

Memphis Musicraft Publications
800-5%5-6732 » MC, Visa
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The most innovative solutions to
elementary music education
are now just a phone call away.

How can you help children feel the music? Why are "child intuitive” products the wave of the future? What
products increase flexibility for both your reom and your teaching style? How can you eliminate wastad time
between lessons? How do movement-based products involve even the most disinterested students? You'll find
the answers to these guestions and many more in your new Wenger Elementary Products catalog. It’s free, sc
call today and see how our innovative designs can help you help your students uncover the magic of music.

ot
1-800-733-0393

www.wengercorp.com

@2000 Wenger Corporatian
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Reviews

Ruth Hamm and Marina Gorny, Editors

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.

MARIMBA MOJO!

More Zimbabwean-style Music
for Orff InstrumentsBy Walt
HamptonWorld Music Press,
1998. Book/CD set $19.95. Book/
audio cassette set $19.95.

This eollection of 12 original
compositions by performer and
educator Walt Hampton was inspired
by Shona-style marimba music. For
those who enjoyed his first collection,
“Hot Marimbal”, this publication will
be a welcome addition and extension.

The 46-page booklet includes kid-
tested (grades three to five) pieces
sequenced from easier to more diffi-
cult. The arrangements call for three to
six marimbas plus bass. The marimba
parts can be played on soprano, alto
and bass xylophones and the bass part
can be played on contra bass bars. In
addition, it is recommended that
hosho, a pair of gourd shakers or an
appropriate substitute such as matacas
be added to the instrumentation to

supply the foundational steady beat. A
photo of a student playing hosho and
notation of three characteristic rhyth-
mic patterns give a hint to the vitality
this instrument can lend the ensemble.
The companion compact disc or
cassette tape provides auditory evi-
dence of the electrifying energy of the
pieces and shows that other percussion
instruments such as double gong (or
cowbell substitute) may be added.

At the outset, the composer clarifies
terminology to be used and gives
preliminary suggestions for rehearsing
and performing the pieces. Each
selection is accompanied by an
explanation of its title, purpose or
emotional effect. Some are clearly
designed as etudes for working out
rhythmic or sticking patterns. In
addition, numerous teaching tips and
suggestions for building the form are
offered. Throughoui the information
leading up to the pieces themselves,
the author’s enthusiasm for traditional
Shona music and his students is clearly
evident.

The first three pieces are composed
of two-measure patterns and are for
beginners. The following pieces lead
the learners progressively from
intermediate to more advanced perfor-
mance skill levels and include four- to
eight-measure patterns with melodic
lead lines. Several of the more ad-
vanced selections are in binary form.
While all of the pieces are newly
composed, it is reassuring to know that
their suggested performance practices
are stylistically authentic and based on
careful study of the tradition,

These selections provide the Orff
educator and students exciting oppor-
tunities for the exploration of Shona-
style marimba music, cross-rhythms
and mallet practice. The author

concludes by listing Zimbabwean
musicians and Shona or Shona-derived
ensembles in the United States, as well
as recordings and books for further
study.

-Judith Cole, Texas

*  brandmother Fluteplayer’s

GRANDMOTHER
FLUTEPLAYER’S COYOTE
SONGS AND TALES

Elizabeth Nichols. CD with
teacher’s guide, $15.00
prepaid.PO Box 6352, Colorado
Springs, CO 80934-6352.

“Grandmother Fluteplayer” is
Flizabeth Nichols, one of the founding
members of AOSA and author of the
Orff Instrument Source Books and
Tune into Limericks. In this record-
ing she is both flute player and story-
teller.

Ten original tunes and improvisa-
tions comprise the first half of the CD.

continued on page 40. . .
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Letters to the Editor

Did you find something you read in The Orff Echo 1o 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

dmarchetti @ gateway.net

The Junior Recorder Society is a
three-year enrichment supplement

to ongoing study. The JRS

Leader’s Resource Notebook provides:

+ different appreaches to beginning recorder teaching

@l[ing all Teachers...Leaders...Young Recorder Players...1

o articles on ornamentation, consort skills,
many other topics — all written by experts in their fields

For Students: Three activity sheets peryear containing music,
graphics, background information. A Leader’s Guide

for each student activity sheet provides details
on music presented and further study ideas.
Teader’s Resource Notebook $20 ARS members
or $40 non-members (join within 90 daysof
purchase and pay only $20 to join, with $20

of LRN non-member price applied to dues)
Student’s JRS membership:

American Recorder So
Box 631, Littleton CO 80160

Accessories P

a place to put them!

Looking for a performance-
worthy Accessory Table?

Our 2-tier wooden table on

a double brace stand features
a rail, cork mat, triangle holder,
slots for malletts, etc., plus
side clamps.

& $5 each ($4 each for 10 or more)

303-347-11209@rccorder@compuserye.com  J

MAKING MUSIC MAKES
YOU SMARTER!

We've been helping educators
spread the word for over 65 years 4

Knowledgeable Personnel
Specializing in:
Elementary Classroom,
Software, Pro Audio,
World Percussion,

Band Instruments

CALL TOLL FREE 1-800-247-1536

) O ISE 0

1121 BROADWAY PLAZA, TACOMA, 53)272-3211 |
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Looking for .4
Khartals,
Rain Tubes,
Meta! Shakers,
Whistles, Sirens,
Slapsticks, and
lots more?

Request our full-color product
brochure.

1-800-645-6564

111 Kane St.
Baltimore, MD 21224

learningwell@wclm.com

Percussion Plus Instruments
are crafted in Englond and
available from Learning Well

our exclusive U.S. Distributor
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Various Native American flutes are
used (o create a variety of moods and
sound pictures. With titles such as
“Coyote Dance,” “Vision Quest,”
“Mystery Mountain” and “On the
Trail,” these pieces weave pictures of
nature and the life of traditional
peoples of the Southwest. Except for
the guitar in the bluesy “Country
Coyote,” these tunes are accompanied
sparingly by drums, rattles, bells and
sounds from nature. The delightful
accompaniments were designed by
Kelly Bryarly, who provides the
backgrounds for many PBS natore
programs.

Two teacher’s guides are available
for the recording — one for elemen-
tary-age children and one for pre-
school activities. (Specify which guide
you want when ordering.) These guides
are usable by both classroom teachers
and music specialists. For the ten
“Coyote Songs,” Ms. Nichols provides
open-ended suggestions for creative
movement, music making, art activi-
ties, drama, extra listening, and/or
language arts. These ideas are detailed
enough to start many ideas flewing for
the teacher and the class, while not
limiting the students to “one right
way” of accomplishing a task. My
classes (kindergarten through fifth
grade) all enjoyed the music and the
activities, were very creative in their
responses, and were anxious to hear
more.

Although these are not traditional
tunes, a great respect for Native
Americans and their traditions is
evident in this music. As Ms. Nichols
plays flutes designed and carved by
traditional craftsmen, she improvises
in a traditional manner: imitating
animals and other natural sounds;
evoking the spiritual side of life; and,
in the style of modern Native Ameri-
can performers, incorporating the

sounds of blues and country music into
her playing. These tunes are very
usable in the music class even if one is
not studying Native American music.

The second part of the CD features
“Grandmother Fluteplayer” as story-
teller. After a brief introduction
explaining that Coyote (pronounced
here in two syllables: “Ki-oat™) of
Native American legend is sometimes
a man and sometimes an animal, Ms.
Nichols reads six tales from the
collection by Joe Hayes, Coyote &.
Each of these stories is introduced with
an authentic traditional flute tune, and
in each story Coyote —— the Trickster
— learns a lesson, However, he never
seems fo really understand that his
tricks get him into trouble as he tries
— and fails — to get the best of the
mice, the horned toad and other
animals. Again suggestions are offered
for ways the children can explore
drama, music making, art, language
and science.

In traditional storytelling, the
listeners often become part of the story
by their responses at certain parts of
the tale. On this recording, four
children take this role, automatically
prompting the student listeners to join
in at the appropriate places. Again,
these tales were grected by my stu-
dents with delight and requests for
“more!”

Elizabeth Nichols has produced a
recording that will help teachers
introduce pre-school and elementary
chiidren to the sounds of Native
American flutes and to traditional
storytelling, while stretching their
imaginations and creative
powers. That the music is both
delightful and thoughiful — and the
storyteller’s voice engaging — just
make this CD more of a treasure.

-Alan Purdum, Ohio

LEADERS RESOURCE
NOTEBOOK

American Recorder Society

$20 for ARS members; $40 for
non-members.

The Junior Recorder Society (JRS),
affiliate of the American Recorder
Society, has developed the Leaders
Resource Notebook to help teachers of
classroom music or private recorder
lessons create local chapters of the
Society. The notebook is divided into
sections with category headings
including:

* The Recorder Through the Ages
* In the Beginning

= Getting Started

* Tips for Teachers

* Recorder Technique

* Consort Playing

* Beyond the Notes

* Resources

* Now Hear This!

Throughout, our membership will
recognize some names of people who
worked either in the development of this
resource or as a contributor of articles for
the notebook: Gin Bbin ger, who served
as chairwoman of the development
commiftee and as an author, as well as
Isabel Carley, Carel Eri on, Alan Purdum
and others.

The first section is devoted to articles
describing the connection of the recordir
to some of the prominent music teaching
philosophies presently used in education,
The “Getting Started” section includes
articles written specifically for the JRS
with only two reprints from the ARS’s bi-
monthly publication, American Recorder,
Isabel Carley’s article on “Teaching the
Recorder Through Improvisation” offers
a wealth of information for workin g with
young students. Eugene Reichenthal and
Herb Rathgarber provide us with some
insights into their experiences with
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young players. The four Reichenthal
articles give some understanding of the
depth of his experience with young
players during his long and notable
career.

Some of the articles deal with the
more aesthetic aspects of being a
recorder player. The development of
ensemble skills, performance practice,
the ongoing work toward proper intona-
tion, and playing instruments in other
voices such as the bass recorder are all
covered in this notebook,

The listings of recommended music
for your JIRS group will prove invaluable
to the instructor wishing to guide young
musicians through the world of recorder
music from both earlier and contempo-
rary repertoire. The listings are divided
into many categories so that a teacher
should be able to find materials appropri-
ate to his or her particular circumstance,

On a more mundane level, the printing
of the notebock is uneven. Some pages
have very light printing in the bottom
third, making it a distraction to the
reader, though one can still decipher the
information,

This notebook will prove helpful to a
teacher, whether in the classroom or
engaged in private instruction, when
developing a JRS group. The materials
are presented as supplemental to an
instructional process and should not be
considered actual teaching material.
There are, however, many instructional
suggestions made throughout the
contents. The notebook is presented in a
three-ring loose-leaf binder for easy
updating and addition of sections and
materials,

To order contact the ARS at 303-347-
1120 or via e-mail at
recorder @ compuserve,comm.

-Barbara Potter, Connecticut
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MAR 31-APR 2 - PRINCETON N)
JUNE 23-25 - PRINCETON N)

JULY 7-9 - BEVERLY MA
JULY 28-30 - PRINCETON N)
AUGUST 25-27 - PRINCETON N)

MUSIC

TOGETHER®

For other dates and locations

Kenneth K, Guilmartin, Founder/Director

(800) 728-2692 x15

For child-safe instruments,
tapes, CDs, and songbooks

(800) 728-2692 x16

‘RICH AND VARIED MUSIC!
‘FAMILY FUN:
*RESEARCHED PROGRAM:
*BIRTH THROUGH AGE 4-

www.musictogether.com

" The oy of Family Music Since 1987

FEATURES:
* CURVED WIND WAY
* EASE OF PLAY

IN LOWEST REGISTER

4 s3 15 * CAN PRODUCE LOW €

OUR NEW RENAISSANCE MODEL IS THE FINEST
STUDENT RECORDER AVAILABLE! It has all the features teachers are
demanding. ABS construction makes the instrument durable and improves tone. The
curved wind way enhances response. Offered in Baroque or German fingering. Comes
complete with zipper carrying bag and cleaning rod.

TD205 Baroque  TD20€ German

WE CARRY A COMPLETE LINE OF SOPRANINO THROUGH BASS MODELS!
MUSIC IS ELEMENTARY

P.0. Box 24263 - Cleveland, Ghio 44124

E 1-800-888-7502 - Fax: 216-461-3631

EARLY CHILDHOOD
MUSICWORKSHOPS

i i il




Video Preview from the AOSA A/V Library

Joy Berger: “Life Music — Rhythms of Loss and Hope

The single bongo drum pulses in a
simple triple-beat pattern as the chant
reveals the paradoxes of life. “There is
a time... There is a time... to be born,
to die, to weep, to laugh. There is a
time... There is a time... to work, to
play, to plant, to reap... for sound...
and silence.”

Dr. Joy S. Berger leads us into a
discussion that touches everyone’s life:
coping with loss and rediscovering
hope. She gently suggests, “bring life
to your music and music to your life,”
as we explore the contradictions in our
life and work settings as seen through
the imagery of the four seasons in
nature.

Dr. Berger has a Doctor of Musical
Arts degree with Ph.D. course work in
clinical research and psychology of
religion. As chaplain and music care
coordinator for Hospice of Louisville,
Kentucky, she serves 250 patients a
year. She states, “There are no perfect
cadences, but many have found peace.
We will always have unfinished ‘stuff.
There 18 never enough time, so we
must honor and own whatever time
there is.” She encourages us to use the
core values of confidentiality, owner-
ship, respect and empowerment to
guide us in ways to be sensitive to the
different kinds of loss felt by others.

a

Dr. Berger skillfully directs us to
explore the idea of loss by asking the
participants to deseribe the losses a
typical five-year-old student may
experience. Some suggeslions are

Beth lafigliola

separation from a parent or favorite
security toy, restriction of movement
and talking, and change of routine. The
child experiences waves of loss, while
adults experience tides or whole
seasons of change. L.oss can include
ending relationships, divorce, burnout,
retirement or illness. Whatever the
complexity of the loss, the stages of
grief are the same.

Using an outline, Dr. Berger
pictures the stages of grief as four
seasons. This cognitive approach helps
the participants set aside their own
intimate experiences and prepares the
group for interaction. The four stages
are: denial or numbness, yearning,
disorganization and reintegration. With
each stage, Dr. Berger gives us ex-
amples of how this is reflected in life,
and often suggests other resources for
further reading.

The time for creative input has
come, Dr. Berger divides the partici-
pants into four groups and assigns each

group one of the four seasons to
describe, keeping in mind the stages of
grief from the viewpoint of what she
terms “wounded healers.” Tndividoals
may add a rhythmic accompaniment to
the group’s presentation to enhance the
effect of the words, choosing from a
variety of rhythm instruments scattered
in the room.

The presentations proceed with
poignant descriptions of the four
seasons. In fall, individual colors come
out. Some leaves are quick to fall and
others hang on. There are visual
reminders everywhere. Universal
symbols of grief, such as the migration
of birds or the phoenix give the
participants new insights into this first
stage of grief.

Winter is cold and we seek protec-
tion and solitude. Branches, which
may have broken had there been
leaves, now bend under the ice after
the storm. There are contrasts of black

Tape(s) requested

Dates: 1st choice 2nd choice

Name

Address

City. State. Zip

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

Signature

Membership number

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 - $10;
2 tapes per order - $12; 3 tapes per order - $135, Non
member rate is $15 per tape. Make check payable o
AQSA. Visa or Mastercard $12 minimum,

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

« Order from

AOSA Executive Headquarters,
PO Box 391089

Cleveland, OH 44139 - 8089

The Orff Echo — Spring 2000



and white. The sun is gone. We
welcome the warmth of home.

Spring is hesitant af first. We plant
seeds in the barren, dark soil and clean
out the old brush. We emerge from the
cocoon, only to retreat into our winter
clothes when the cold blasts return.
The birds are back.

Summer is hot. The windows are
open and light is everywhere, Hope
and energy have returned. Dr. Berger
adds, “What comes around again?
Another loss, another life, another
season.” The cycle begins again as we
experience changes in life.

The session ends with connections
to music. Dr, Berger shares stories
from her work situation, told with the
permission of her clients. Music
expresses unspoken thoughts, and
helps answer life’s most important
questions: “What do you most need?”
and “What do you most not want or
need?”’ Session notes give resources
mentioned in the session and an
outline for personal reflection.

In closing, Dr. Berger invites
participants to add their own name of
remembrance to the wall chart. On the
slip of paper is a blanlk for the name
and a place to recall a loved one’s
favorite music.

This new addition to the AOSA AV
Library touches each of us, and we are
grateful for the opportunity te become
a “wounded healer.” (AOSA AV
Library: 103 LM)
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REVELS

EDUCATIONAL
RESOURCES

Celebrate the Spring
CELEBRATE SP{“];%_, and Mfay Day
the Spring Celebrations for
» | Schools and
" Communities
] MayDay
! Pty by John Langstaff

Patrick Swanson

George Emlen

Mlustrated by Sara Peattie
Processionals, street cries,
singing games, rounds, rituals,
dances, folk plays, and instruc-
tions for props and costumes.

el Convmenities

Songs for Singing
Children

{CD and Teaching Supplement)
Jehn Langstaff, baritone
with children’s chorus

+» ALA NOTABLE RECORDING
O¥ THE YEAR

Supplement includes perform-
ance notes and Instructions for
teaching songs and games

Sally Go Round

the Moon

(originally Jim Along Josie)
Compiled by

John and Nancy Langstaff

Tlustrated by
Jan Pienkowski

+ ALA NOTABLE BOCK
SELECTION

Songbook with 81 traditional
folk sengs and singing games

Revels Educational Resources include

+ A library of CDs spanning centuries of traditional music
» Songboaks for teachers, children, and families

+ Teaching Supplements and “how-to” manuals for teachers
and community leaders interested in creating community
celebrations

» Coming Soon: Celebrate the Winter Solstice: Midwinter
Celebrations for Schoels and Communities
Free d-color catalogue available from
Revels, Inc., 80 Mt. Auburn St., Watertown, MA 02472-3930

PHONE: 617-972-8300 x22 * B-MAIL: acasso@revels.org
online at www.revels.org
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Video Tapes

AA-AD

411
4 RE

6GC

7CIL

81IC

9 MF

9NB

10BR
10 PM

American Odyssey

Steve Calantropio
Intermediate Improvisation
Rhythn and Elemental Music

Jane Frazee
The Gift and Challenge of Carl Orff

Danai Gagne and Judy Thomas
Developing African Materials

Richard Gill
I Can Make Music

Dong Goodkin

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

Orff Schulwerk for Preschool

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

Gunild Keetman
Films from German TV

11 GK1 — 11GK16 (incomplete)

12 3R

12 BM

13RI

14 CO

15181

16 SP

16 PL

17 YL
1718

18 LA
18 SB

20CC
20TO

21FD
21 NB

24 AF
26 AA
28 AE
29 WH
IS

joan

33LS
33 MB

M MG

Helen Kemp

Sing and Rejoice: Guiding Young
Singers

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

" John Langstaff

Ritual Dance, Morris/Sword Dance
13 RD2

Peggy McCreary
Caring for Your Orff Instruments

Beth Miller
Introduction to Schulwerk
15182 15183

Konnie Saliba

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

A Process Lesson

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 Owff with Jos
Lillian Yaross

Prop Up the Day

Near the Beginning

Margaret duGard
Afro-American Culture

Pat Hamill

Arts Alive

Sue Snyder

Bducating Administrators

Grace Nash

Winter Holidays

Bob deFrece

From Song to Movement
Handbells: Another Voice for the
Instrumentarium

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

Dee Joy Conlier
Music’s Gift to the Developing Mind

E=p A}

36 BE
36 ML

37FP

38 MB

39 0T

40 AG

41 MD

43 VS

44 BA

45 GS

46 MP

43 MW
48 58
43 5P

50 MC
50 SD

5107

52FC

53 IM

54YT

55CS

56 AL

56 AL

60 ED

61 PW

62 DT

63 PS

64 LL

64 CP

65 JF

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

Barbara Grenoble
Visualizing Sound

Dr. Rene Boyer-White
Folksong Treasure of Black Ametica

Marion 0’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

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
Pentgtonic Alternative

Teruke Yaginuma
Impression and Fxpression: Schulwerk
Development of Japanese Song Material

Ramon Williams

Caribbean Songs and Rhythims for the
Classroom

Ben Snowball

Songs and Dancey of Alaskan Natives

Elizabeth Villarreal Brennan

Songs, Dances, and Games of the
Andes Region

Cynthia Camphell

Early Dance with Children

Paul Winter

Adventures in Making Your Own Music
David Jorleti

Vocal/Choral Technigues for the
Developing Voice

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 Fejerabend

A Talk with Parents About Music in
Early Childhood

63 FS

66 ML

67 5C

68FPP
70PS
71GC

72TV

T3AC
75JD

‘76BB
TIGW

78PP

80 IR

81 BH

82TT

83D

84 FF
85 D
86 SS
87 OB
88 SS

89 CM

% CE

91 1A
92 MM
93 MD
94 DA
95 CM
96 MS

97 FO

First Steps in Music Readiness for
Litergey

Maja Lex

Vintage Dance Film (no sound)

Rosalyn Payne

Step Chill’n; Understanding o True Folk
Tradition

Jay Broeker

Poems to Pieces

Peter Sparling

Dance ax Music

¥Virginia Ebinger

The Games Children Play

Millie Burnett

Celebrations! Theme and Variations for
Non-Traditional Holidays

Marilyn Davidson

Along Came a Spider

Marie Louise Hatt-Arnold
Introduction to the Jaques Dalcroze Method

Byran Burton
Entering the Circle

Graeme Webster
Australian Chants, Rhymes and Games

Carol King

Process for Primaries

Jo Eila 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 Out: 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
Yivian Murray
Opening the Book
Roger Sams
Singing, Saying, Moving, Playing

Anne Troutman
Positive Classroom Management

Marilyn Wood
Choral Music for Children in the
Elemental Style

John Lake
Native Hawaiian Culture

Jon Madin

Marimba Making with Jon Madin
Manuela Widmer

Music Drama - Elemental Style

Anne Green-Gilbert

Creative Dance for Children Aged 8 to 15
Rita Shotwell

Classical Music for Early Childhood
Donna Otto

Hends-On Middle School Music-Making

Gloria Fuoco-Lawson
Making Music with Found Objecis

This is 4 partial list of videos available from the AOSA A/V Library. In addition to other tapes of interest for the classroom, the library contains many tapes of historical
value, For a complete list contact ASOA, P O Box 391089, Cleveland, OH 44139-8089; e-mail: Hdqtrs@AQOSA.org



From
Ursula Rempel & Carolyn Ritchey

Festive Fayre

A collection of renaissance music for recorder

consort. Pedagogical information and movement:
instructions included.

Authors of A Medieval Feast and

A Medieval Feast 11

also available from Waterloo Music...
Isabel Carley
Magic Circle - Carley Recorder Series
{6 Pieces with Ace.)

Jos Wuytack/Judy Sills
Can You Canon? - 55X Funtastic
Alice Olsen - Land Of The Silver Birch
Keith Bissell -Carols For Singing &
Playing ~ In The Modes - Let's Sing & Play
Doreen Hall - Canons & Rounds

Contact Your Favourite Dealer
OR... 3 Regina St. N.
WATERLOO  Waterloo, ON
CANADA
USIC s
1(800)563-9683
Fax(519)886-4999 E-Mail watmusic@golden.net

ETHNIC & ORFF INSTRUMENTS OUR SPECIALTY

SONOR & $TUDIO 49 INSTRUMENTS ~ CALL OR WRITE FOR OUR FREE CATALCG

World Music Drumming: A cross-cultural curriculum, by Will Schirdd.

Teachers ed. $24.95, Video $29.95, Student Book $19.95, Classroom Kit $69.95
Movement Stories for Children Ages 3-6, Gerke & Landalf. $19.95

First Steps in Music series, by John Feierabend. Each book $11.95 (Call for more info.)
Kids Make Music, Babies Make Music Too!, by Lynn Kleiner. $19.95. 80 Lesson
plans for babies through primary age children. Highly recommended!

African Instruments Poster Set, $29.95. 5 double-sided posters display accurate
color artwork and descriptions of balafon, djun djun, kora, mbira & shekere. Ideal
for classroom use! First set in the new Global Music Heritage series.

Diatonic Boomwhackers now available, $22.95. Set of 8 colored plastic tubes C-C.
Pentatonic Boomwhackers, 6 tubes, $18.95,

Nut Pods waist rattle from Peru, $19.95, Can use hanging as well. Very dry sound.
Mini Steel Pan, Pentatonic 6 note, $139.00. 13 1/2” diameter, long skirt, colorfully
painted. Sits directly on floor or table. Each note sounds clear, full & rich. W /Mallets.

SHENANIGANS MUSIKIT RECORDER MADIN MARIMBA BOOKS 5O-ME STORIES

ogar JOHN'S MUSIC CENTER

“g'v/ 4501 INTERLAKE AVE. N.#9 SEATTLE, WA 98103
Ffg (206)548-0916 FAX(206)548-0422 1-800-473-5194
Basaaas DRUMS@IOHNSMUSICCOM  WWW.JOHNSMUSIC.COM/DRUMS/

eiamqmary‘eqw_:raﬁoﬂ_

Need it now?

Our convenient online shop-
ping cart system lets you order
what you need, when you need
it - night or day.With over 2000
music produdts to choose from,

plus specials and useful tips
i and information, West Music is

ready to be your 24-hour mu-
SiC source.

fmys | Oglipe LEtalad Mg Prodycdk | 3
! ! Ié@l‘gﬁﬂlMWmﬂﬁil
& 1990 Wadt pusla. AL Rghts Rassreed.

ﬁ%,

F westmusmco 2500/snecials

MuUusIC' :
1212 Fifth Street, Coralville, |A 52241

internet * www.westmusic.com | phone * 800.397.9378 1 fax  888.470.3942 | e-mail * service@westmusic.com
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From the Classroom
Marilyn Gunn, Editor

For years my students were de-
prived of classical music experiences
due to my fear of failure. Having
worked as a substitute for several
years, I had stepped into many class-
rooms where well-intentioned lesson
plans on classical music had left a
majority of students with one dismal
opinion: classical music was boring.
My personal challenge last year was to
develop lessons that would gunide
students to an appreciation of this
beautiful art form. After having very
positive experiences with “Appala-
chian Spring” and “Billy the Kid,” and
prompted by the guidelines suggested
in the National Standards®, T finally
gathered the courage to try two
projects that challenged me, as well as
the students.

The Living Painting:
from France

This activity, which I viewed as
being an interesting experiment, turned
into one of the most beautiful experi-
ences | have ever witnessed. After
painting “a living painfing,” even the
most challenging students knew that
something quite special had taken
place.

The first step was to view 10 slides
of Impressionist paintings. Four
classes of second and third graders
were told that they would “become”
one of the paintings. The slides were
viewed several times; then each class
voted to determine their choice. (I later
found that posters of art works were
both easier to obtain and to use.) Each
class, incidentally, selected a different
painting.

While re-creating a painting seemed
to me to be a formidable task, students
had very clear ideas about how (o
proceed. Groups formed almaost
immediately and various props were
explored: long strips of cloth, stream-
ers and shear scarves provided nearly

The Living Paintings

Meg Worth

everything necessary, Soon we had the
French countryside in all its glory,

I selected the music: Eric Satie’s
“Gymnopedies” created the atmo-
sphere I wished to establish for
“painting.” Sections of the painting
were layered in throughout the piece.
Usuvally we began with the back-
ground, then added foreground,
moving from larger to smaller. When
the paintings included people, they
came last. In Renoir’s “A Girl With a
Watering Can,” the garden path was
laid down first (large tan cloth with the
children lying under it), then the
bushes (green cloth, children on their
knees — complete with dark scarves
for shadows) were added in back, then
the flowers danced in and settled at the
sides. Finally, the little girl came to
water the flowers. When the music
ended, the painting was finished, and
the class remained motionless for
several morments.

What amazed me the most about
this entire project was the sincerity and
attention to detail that nearly every
student demonstrated as they attempted
with determination to capture the
essence of each painting. Although this
project took place early in the school
year, students worked together incred-
ibly well. This project was not in-
tended for performance, but was much
too beautiful not to perform. I told
students we would put it in our
portfolio to pull out for a later perfor-
mance.

After watching the videotape of their
“paintings,” these were some of the
comments the students made:

“I got attached to the music.”

“Tt was so beautiful — it made me love
the picture so much.”

“I felt like 1 was falling into the painting;
it was like I was in the painting.”

“I felt like T was touching the river, how
cold and hot it was; like T was really a

part of it.”

“1 fell into the picture and fell right
through the music.”

“I felt like I was diving into being a part
of nature.”

“I felt like I was jumping into the
picture and the music.”

As they repeated *I felt...,” I realized
that the goal had been achieved: they
felt the powerful beauty of the music
and the painting.

Although we all thought that the
living painting had been an absolutely
exquisite experience, 1 was concerned
about audience reaction. We could see
the painting, because we were the
painting. T wasn’t sure if it would be so
clear to the avdience. Before the
students performed, I explained the
project and showed the slide of the
painting. At the end, when the music
stopped and the painting was complete,
the room had an almost eerie silence,
They could feel it too.

The Living Painting: from
Russia

This painting was approached from
the opposite direction: first the students
listened to excerpts from Mussorgsky’s
“Pictures at an Exhtbition,” with a list
of the movement titles shown on the
board. Then the students broke into
groups of four to six. Each group
chose a movement, choreographed it
and costumed it with little assistance
from me. Costumes were very simple:
felt beaks for the Chicks, scarves and a
blue light for the dancers in The OId
Castle, a black light for the
Catacombae. I made a rehearsal tape
for each group, shortening most of the
picces, We needed several tape players
and places to practice in order to do this,

The master tape for the performance
was a rondo, with a segment of the
Promenade preceding each movement.
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Each group also took a turn with a
promenade, acting as though they were
visiting an att exhibit. This gave the
nexi group to perform some time to get
ready, so there was very little lag time
between movements. This painting was

element of Orff Schulwerk, this
extension into classical music was a
natural step for the children to take.
The success of these projects con-
firmed my belief that presenting
classical music through movement is

also highly successful. Students of inestimable value.
appreciated the great variety from
which they could choose. There was
something to suit every personality.
The parents responded as enthusiasti-
cally as the students,

*This project is useful for teach-
ing the following content standards:

6. Listening to, analyzing, and
describing music;
8. Understanding relationships
between music, the other arts,
Reflection and disciplines outside the arts;
T must admit to being astounded by 9,
the aesthetic sensitivity demonstrated by
these second and third graders. Their
involvement and responses were [ar more
in depth and mature than I ever
would have expected. As many
teachers discover in their Orff
Schulwerk training, it is through
movement that children are best able
to discover and react to the expres-
sive elements of music. Because
creative movement is a fundamental

Understanding music in relation
to history and culture.

Meg Worth teaches K-5 music at Coal
Creek Elementary School in Louisville,
Colorado, part of the Boulder Valley
School District, She is past president of
the Rocky Mountain Chaptey, a local co-
chair of the 1990 Denver Conference,
and presenied a session on “Living
Paintings” at the AOSA National
Conference in Phoenix last November.

FEATURES THAT TEACHERS REQUEST!

«Fixed thumb rest to insure proper, relaxed right hand position.
* Curved wind-way for improved response.

+Proper resistance to produce low notes easily.

+Single tone hotes for low C and D.

*Two-piece ABS construction for durability.

+ZIppered carrying case, fingering chart and cleaning rod
*Dark brown body with ivory-colored trim.

Retail price $7.50

SPECIAL SCHOOL
PRICE ONLY...

Available from your local dealer
or any of these fine music stores!

Music Is Elementary Ted Brown Music
PC Box 24263 1121 Broadway Plaza
Cleveland, OH 44124 Tacoma, WA 98402
1-800-888-7502 i-800-562-3938
Fax 445-461-3631 Fax 253-272-3211
e-mail: erder@musiciselem.com

General Music Store
1-80G0-348-5003
“Worids largest

sefection of
school instruments”

Introducing the

| Music Ace” Series!

MUSICA
USICACE
+ Helps students succeed by providing an cngaging
{ntroduction to music fundamentals and theory.

+ Each tille includes 24 lessons, 24 games and a
Music Doodle Pad™ composition tool.

. Music Ace™ introduces note reading, ear training,
major scales and mote,

+ Music Ace 2™ lesson topics include thythm,
melody and an introduction to harmony and
intervals,

« Heme, school and studio versions of cach title
are available,

Far more infotmalion, please visit your favorite
rmusic software daaler or call Harmonic Vislon at

800-644-4994

HARMONIC
VISION.

Software that Brings Masic to Life™

Download a FREE DEMO at -

www.harmonicvision.com
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George Mason University

Fairfax, Virginia 22030-4444

@ﬁ‘ .%/au/weré 6?2@%&11‘2'071

LeveLs I, II, anp 11T

Jury 19-30 « Monday—Friday, 9 a.m. to 4 p.m.
3 graduate credits each
Faculty: Carol Erion, Donna Fleetwood, Danai Gagné,
Elaine Larson, Richard Layton, Carolee Stewart

SUPPLEMENTAL STUDIES IN ORFF SCHULWERK
JuLy 10-14 « Monday-Friday * hours and credits vary

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

* Music 1N EarLy CHILDHOOD
- Instructor, Janet Hofmeister « 12 to 4:30 p.m. * 2 graduate credits

* THE CHILD VoicE—THE CHILDREN'S CHORUS
Instructor, Sheri Neill « 12 to 4:30 p.m. * 2 graduate credits

* CREATIVE MIOVEMENT FOR CHILDREN
Instructor, Jacqueline Schrader * 9 to 11:30 a.m. * 1 graduate credit

* PUPPETS AND Mustc BRING FOLKTALES ALIVE
Instructor, Lorraine Neill « 12 to 2:30 p.m. * 1 graduate credit

* Music LISTENING THE ORFF Way
Instructor, Wesley Ball * 3 to 5:30 p.m. * 1 graduate credit

* Vocar HEALTH AND PEDAGOGY FOR Music TEACHERS
Instructor, Patricia Miller * 9 to 11:30 a.m. * 1 graduate credit

* WEAVING THE STRANDS OF LITERACY:

Music, MOVEMENT, AND CHILDREN’S LITERATURE
Instructor, Elaine Larson © 9 a.m. to 5 p.m. * 1 graduate credit
* EXPLORATIONS IN RAGTIME, AND EARLY Jazz:
Music, MoOVEMENT, AND CULTURE
(Orff Level I recommended)

Instructor, Chris Landriau * 9 to 11:30 a.m. * 1 graduate credit
* RECORDER LITERATURE FOR YOU AND YOUR STUDENTS
(Orff Level I recommended)

Instructor, Liz Matthews * 12 to 2:30 p.m. * 1 graduate credit
* You Can ComposE!

(Orff Level 1T recommended)

Instructor, Carol Erion * 3 to 5:30 p.m. * 1 graduate credit

‘Tuition for all classes is $185 per credit for in-state students and $250 per
credit hour for out-of-state students. On-campus housing is available.
For academic program information, contact Dr. Sheri Neill, Department of
Music, at (703) 993-1391 or at sneill@gmu.edu. For registration tformation,
call the Office of Continuing Professional Education at (203) 993-2109.

Visit our website at www.gmu.edu/departments/music
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University of St. Thomas
Graduate Programs in Music Education

Become a part

Ja Brocker ® © Jane Frazee ® Cindy Hall ® Jo Ella Hug ® Roger Sams
i
Jacque Schrader © _]Mlz'e Scoit ® Avvida Steen

A quality program for you and your students featuring:
Sequential Curricalum ® Multi-level Pedagogy * Technique and Improvisation
Movemenc ® Analysis and Arranging ® Orff Literature * Recorder

JMMER COURSES FOR THE ORFF PRACTITIONER INCLUDE:
érClass in Orff Schulwerk July 24-28, 2000 Jay Brocker
Curricutum Development July 24-28, 2000 Arvida Steen

“i _ At St. Thomas you'll find
Celebrated Faculty » Comprehensive Content ® Collaborativg-Go

LHIVERSITY. OF Contact us for a complete summer ¢
SfIHO Graduate Programs in Music Education, University
L | Mail #LOR103, 2115 Summit Avenue, St. Paul MI
\" 4 (800) 328-6819 Ext. 2-3870 (651} 962-3870 F:

Email: gradmusic@stthomas.edu
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17th Annual Orff Certification Course at

MILLS COLLEGE

Levels ), Il Il July 31- August 11, 2000

COME JOIN OUR OUTSTANDING FACULTY:
Doug Goodkin * Richard Layton * Sofia Lopez-Ibor
James Harding * Vicki Salmon * Susan Kennedy * Martha Crowell

J Asooffering: J

Music & Movement for the Classroom Yeacher wy lanet Greene Aug. 7—11

Contact: Tommiette Rey; Mills College Conference Services
5000 MacArthur Blvd.
Oakland, CA 94613
(510) 430-2145/ (510) 430-2312 (fax)
meib@mills.edu (e-mail)

.. SUMMER 2000
rIC a Music the Kodaly Way
: . Instructor: Kathy Kuddes
Juneb -7
: P Getting Kids to Sing
u l I l I ' l I e r Instructor: Warren Henry
; i June 8 -10

o Orff Schulwerk, Levels | & [l
Music Educators Workshops Instructors: Julie Scott, Richard Layton, Jacque
LA Schrader, and Vicki Satmon
Looking for rnqre,'h'(‘lrmony'(in‘ the classroom next year? June 19 - 80

Using Children’s Books in the Elementary
Music Class
Instructor: Barbara A. Brinson

This summer, collaborate wiitﬂ"expert colleagues for new

ideas to strike a richer chordwith students of all ages.

S : . July 6 -8
Choose frotn a variety of workshops on the SMU campus Methods for the Beginning Jazz Director
in Dallas during June a'ndj_’tﬂ}i Eocﬁs on sighing and }Llls;rglftgr: Alan Wagner

playing instrurients, explore,ways to dramatize

SMU SUMMER

.| PROGRAMS

SMU Music Educators Workshops

B PO Box 750382« Dallas TX 752750889
214-768-2682. 214-768-2682 or 214-342.9007 » scottj@mail.smu.cdu

children’s books, or learn how to devéloig) a jazz

program at your school. To register, call Julic Scott at

Southern Mathodist linlversity will not disefiminale in any employment practice, education Brogram, or educational actlvity on the basis of race, color, religion, natlonal orlgin, sex, afte, disabiilty, or vateran status.
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Orff
L IEVISL.S |

Schulwerk

Jeff Krlske

Pedagogy - Levels 1 & I

Shirley McRae

Pedagogy Level HI

Kay Lehto
. Movement
- Sue Mueller
For information, ’ Recorder

Dr. Lelouda Stamou;

UNIVERSITY OF NEVADA LAS VEGA

“We're looking for a
few good teachers!

’J)

The most innovative and respected Early Childhood Music
Education Workshops for teachers of children ages birth to 7

2000 Summer Workshop Locations

:_Aﬁlailt_:'fl. GA: . Houstow; TX :: - “Newark, DE™. 1|7 Seattle, WA "~ *
Boston, MA Indmnapohs, IN Pasadena, CA Tampa, FL

‘Chicago, IL ", “Lexington; KY ~ ’ Richmond, VA .~ Toronte; Canada * [*
Dallas, TX Logan, UT §t. Louis, MO Washington, DC |
Denver,CO - . ‘Miamhi, FL . . | - SLPaul, MN == .o T

Greensboro, NC Murray Hill, NJ  San José, CA

CaII 1- 800_: 21_6 6864 to reg|ster

Teaching Musrc, Undersmndmg Chtldren

www.musikgarten.org

Orff-Schulwerk

West Chester University
School of Music
Summer 2000
Certification Program

July 3-14; Level I {4 credits)
Instructors: Susan E. Ayers Davis,
Martha Crowell, Dixie Piver

July 3-14: Level U (4 credits)
Instructors: Richard D. Layton,
Martha Crowell, Dixie Piver

Master’'s degrees offered in
music education, piano
pedagogy, history and
literature, theory,
composition, performance

For information:

Ann McIarland

School of Music

Swope Hall, Room 33
‘West Chester University
‘West Chester, PA 19383
(610) 436-3030 phone
(610) 436-2873 fax
amcfarland@wenpa.cdu

West Chester University

Touching Minds, Shaping Futures.  of Pennsylvania

Suzuki Teacher

Development
Courses

Summer 2000

J Training courses in
RECORDER

(also in violin, viola, cello,
bass, piano, flute, harp,
guitar and Early Childhood

Education)

For more information, contact:
Suzuki Association of the
Americas

1900 Folsom, #101

Boulder, CO 80302

Phone: (303)444-0948

[T Fax: (303)444-0984
www.suzukiassoclation.org
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Orff Schulwerk

Summer Program
July 10 - 21, 2000

BELMONT
NIVERS]

School of Music
Nashville, Tennessee

For registration brochure,

contact Lauren Baker

at 615-460-6408 or write to

Belmont University School of Music
1900 Belmont Blvd. Nashville, TN 37212
www.belmont.edu/music/

ORF}

Jazz in Elementary Music:
An Orff Schulwerk Perspective
with Doug Goodlin

June 26- July 1, 2000
The San Francisco School, 8.F,, CA

Come celebrate the 12th anniversary of the course
that helps bring America's own music into the classroom.

» Sequential development of basic jazz style through the Orff approach.
o Jazz tunes arranged for Orff instruments that your students can play.
* The Lindy Hop and other jazz movement taught by Susan Kennedy.

For further information, contact Doug Goodkin
1232 Second Ave., San Francisco, CA 94122
# (415) 564-1597 B—_mai]: Goodkindg@aol.com

" SCHOOL OF MUSIC
University of South Florida, Tampa

ORFF CERTIFICATION WORKSHOP:
LEVEL I JULY 17-28, 2000

Marilyn Copeland Davidson, lead clinician
Janet L.S. Moore, workshop director/movement

University of
For Oriff Certification and grad credit. South Florida
Call 813/874-2311 or visit our website W
http:#/arts.usf.edu/music/music. himl

EASTMAN

SCHOOL OF MUSIC
DNIVERSITY OF ROGHESTER

Orff Schulwerk

Teacher Training Course
Levels | and |l with

Mary Helen Solomon,
Karen Medley, Jim
Solomon, Janet Robbins,
and Donna Brink Fox

July 24-August 4

For more information
call 1-800-246-4706
or visit our web sitg.:r
http:/ /www.roche

Perform and study at Eastman this summer
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The Northwest Institute for
Music Fducation at Seattle

Pacific University presents: L S um m er

Music

| Courses

N at Webster &
20th Annual University jIo2o7 %,

orff schulwerk Orff Schulwerk, '

L=, Levels I, II, & III
Training Courses July 3-14, 2000

« Introduction to Orff Schulwerk

July 10-14, 2000; $325 Faculty: *Carolyn Tower Nancy Miller #Cora Lippi eDiane Ladendecker
Donna Kling Knudson, Tucy Kay Osborne #Vicki Dohrmann ¢Mary Shamrock

» Teacher Training, Levels |, 1 & 1! For information on the Orff conrses

' ’ of the M.M. in Music Educaticn, contact:
July 17-78, 2000; $625 ‘ x ;e Ster
David Asplund, Arl Natalie Con, Susie Green, TNIVERSITY Webster Uz;lfvcrsity Muslic De(;{)aitment
0 East L

Jan Hall, Shelley Nordlund www.webster.edu St. L(?LSIiS, Kr‘isé)w;; 1 192 il;:e

Phone: (314) 968-7032 Fax: (314) 963-6048

Levels courses ate approved by the
Awerican Orff-Sehulwerk Association

Call 800/648-7898 for a detuiled brochure.

PUORK .
> LV E R s\t

Kodaly 2000

KA Kodaly Summer Certification Program
gth An nual 12th Year of Kodaly Studies at New York University
Program Founded 1989

l(Odély Prog r am Endorsed by the Organization of American Kodily Educators

Learn the Kodly method this summer at NYU's School of Education
Washington Square campus in historic Greenwich Village. Attend concerts,
theatre, and museums in the world’s arts center.

Wednesday, July 5 through Friday, July 21, 2000

{weeledays 8:30 a.m. to 4:15 p.m.)

» Recommended student orientation, Thursday; June 29
- New One-and Twa-Credit Courses * Levels 1,2, and 3

s Noncredit or 3 undergraduate/graduate credits

s Low-cost NYU domitory accommedations available

*» Teacher Training, Levels | & 1l
July 24-August 4, 2000; $695

« Koddly Santpler
July 24-26, 2000; $150

One or two heours per day for two weeks, $100/$195

« Musicianship Training
* Beginhing Conducting F
: . . or More Iinformation
+ Integrating Music into the Curriculum New York University NNNORK
Instructors: Susan senft, Anne Laskey, School of Education HY
Germa Arguelles Office of Special Programs NEVLANILL L

82 Washington Square Fast, Room 62
New York, NY 10003-6644 »
(212) 998-5090 SchoolofEducation

Visit our Web site at
www.nyu.edu/education/music/meducation/

Seattle Pacific University

‘ New York University is an affirmative action/equal opportunity institution,
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T/urtg Fifth Annnal Orff- S echnleverk
Teacher [raining Certification Conyses
o July 17-28, 2000
and

&mﬁnd Awnnal Koddily Certification Conrse
July 3-14, 2000

Orff— Scﬁntwer@*f : rlamt:m

Pat Hamill, Orff Leve/' J’ie@@rder Program Co-Direetor
Marion 0 Connall Q@f‘&’ém“ﬂ Recorder, Progrém Cu Director
Virginia Ehin 5 Recorder

Andrea Scf

EITB'P ]

“ a.auw. o,
i
G "’M#ﬁz«sﬂw o

oAty ﬁéf@ &ﬂﬁﬁ?n@m f
Dr. Jill Trmkﬁ"“ el

Wugical
Awahenings

Comes to YOUI

Beginners introduction to Orff
Extend between levels
Add new concepts

Sensitive instructors help you
tailor "the process” to your needs

Schedule your workshop now
with co-presenters
Judith Ritchie &
John Snavely

Contact: Judith Ritchie
(972) 682-0860 phone or fax
3223 Weather Vane Lane
Dallas, TX 75228-1739
email: ritchiej@flash.net

Jos Wuytack
3 Day Werkshon

July 13-15, 2000
Las Wegas, NY

$90 Workshop fee

Early bird Registration
By 4/30 $75

University credit available
Through UNLV

For information &
Registration call:
(702) 362-8781
or e-mail
Lizwgoodman(@aol.com
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University of
Northern Colorado

July 17 - 19, 2000
Daleroze Eurythmics
with Dr. David Frego

June 12 - 16, 2000
Introduction to
Ortf Schulwerk
Movement and Folk
Dance for Elementary

June 19 - 30

Orff Schulwerk
Training Program
LevelsTand 11

With Elizabeth Gilpatrick,
and Judith Cole;

Program Administrator,
Dr. Robert Al Harding

For detailed

information contact:
Workshops Administrator

Al Harding

Music Education Department
School of Music

University of Northern Colorado
Tel: 970.351-2673

Fax: 970-351-1923

E-Mail:
aharding@arts.unco.edu

or visit our website at

http:/ /arts.unco.edu/pva/
summer.html

Smmer M usic Instltute
June 26 — July 21,2000

www,ocsu.eduf~smi

“These workshops and graduate-level courses addrass real-world music education,”

Orff Schulwerk Teacher Training, Level I
Vivian Murray (June 26 -July 7)

For more details about workshops and Masters degree core courses,
send for a complete brochure:

Dr. Pamela J. Perry, Director

CCS8U - Music Department

1615 Stanley Stroet « New Britain, CT 06050-4010

Phone: {860) 832-2014 + Fax: (360) 832-2002 I G—
E-mail: PERRYSMi@ccsu.edu w

A
; U TY,
a? RS

COLLEGE o MusIC
CENTER FOR CONTEMPORARY STUDIES IN MUSIC EDUCATION
The place for musical, thought-provoking highs
May 3L-June2 Computers in Music Education  Craig Harms, Jeff Windsor

June 6 -8 Insfrument Repair Arn MacMillan
for the Busy Band Ditector
June7-9 First Steps in Music John Peierabend
June 11 - 23 Kodily Institute of Texas Susan Brumfield, Ildiké Herbely, Katalin Kértvési,

Deborah Meyer, Jill Trinka, Barbara Sue Walker
A Cettification program endorsed by the Organization of American Kodély Educators
* Levels L IL III, IV « Middle School Choral Track ¢ Kodaly Refresher Course

Orff Schulwerk: Chris Judah-Lauder
Hands on the Volumes

June 26 - 28

Graduate eredit available for all werkshops. Masters and Ph.D. degrees with Kodély emphasis available,
Register early. Workshop fees ave detersnined by registeation dute,
Center for Conterporary Studies in Music Education, Dr. Jill Trinka, Director
College of Music, University of North Texas
P.O. Box 13886, Denton, Texas 76203-6887 (940) 565-3737

genevro@music.ommount.edu  www.music.unt.edu/musiced/ AA/EOBE/ADA
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The Orff Echo Editorial Calendar

Issue Focus Submission Deadline
Fall 2000 The Performance June 1, 2000

Winter 2001 Body, Mind, Spirit September 1, 2000
Spring 2001 Folk Music and Dance December 1, 2000
Summer 2001 Socialization March 1, 2001

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 ¢ueries and submissions to the Editor, 3105 Lincoln
Blvd., Cleveland, OH 44118. The Orff Echo cannot guarantee publication of submitted
articles. Writers” guildelines are available.

Classified Ad

LEVINE SCHOQOL OF MUSIC, a community
music school with locatipns in Nerthwest DC,
Arlington, VA, and Kensington, MD, seeks
dynamic, creative teachers for children ages 6
months ~ 8 years. Orff training, experience
with movement and pre-schoolers along with
a music degree desired. Classes meet
weekday mornings, afternoons and Saturday
mornings. Applicants for Summer Camp
positions in music, instrument, art, music
theater and dance are also needed. Contact
(202) 686-9772, ext. 143 or 144 or email
smennel @levineschool.org or send resume to
Levine School of Music, 2801 Upton Street
NW, Washington, DC 20008,
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University of Las Vegas Nevada
Las Vegas, NV - Orff Certification Course
e June 26- July 7, 2000 *

University of St. Thomas
B A A St. Paul, MN - Kodaly & Orff Certification Course
ARV A * June 19-30, July 31- Aug. 11, 2000

University of North Texas
Denton, TX - Kodaly Certification Course
* June 11-23, 2000
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no matter where you’ll be this summer

9
We re ready to serve you
Wlth all of the quality music

education products y0 U expect, from

the ones you’ve always trusted -

. y George Mason University
Fairfax, VA - Orff Certification Course
» e July 17-28, 2000
USIC.

Call us to find out if

there is a workshop that order

West Music will be servicing online

near you this summer. at
WestMus "_c/.com

w MusIic
1212 Fiftth Street, Coralville, |A 52241

infernet * www.westmusic.com phone = 800.397.9378 fax * 888.470.3942 e-mail * service@westmusic.com




AMERICAN ORFF-SCHULWERK
ASSOCIATION

Music And Movement Education

National Conference
Rochester, New York
November 8 - 12, 2000

Hosted by the Greater Rochester Chapter and Region V

American Orff-Schulwerk Assn.
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