
VOSA Events

Those of you who have been VOSA members for a long time
will know that there have been events on the calendar each
year which all of us have looked forward to. The Early
Childhood Conference of Performing Arts (ECCPA); Back to
School Day (held with IMMEA); and the ANCOS Levels
courses were annual events - until Covid.

We are looking at what events can come back, perhaps with
a new look, and how else we can provide professional
development to our members. What do YOU want? If you
have some ideas for events we can host then please let us
know at admin@vosa.org
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A warm welcome to you all. The VOSA committee have been working very hard on all sorts of projects related to running
an association. A lot of it is behind the scenes trying to streamline practices which will hopefully make life easier for all
of us in the future.

As you may know, membership is now conducted fully through the website and remains complementary for the
remainder of this year. If you think that Musette may be interesting to your colleagues and networks, then please pass on
the information about joining this great organisation. Apart from Musette, being part of VOSA also means that you
receive discounted registration fees for workshops and courses, plus being part of a vibrant network of educators .

We will have presented three free online workshops by the time you receive this, and we have more planned for the rest
of the year. We are so grateful that these presenters are available to conduct these sessions and hope you have found
something that is engaging, relevant and enjoyable.

Term 4 is an unknown for all of us but we hope that your students can be back in school making music once again.
Music, and the joy that it brings, will be fundamental to children's well-being. And to ours too.

We hope you enjoy this edition of Musette and feel free to offer suggestions, comments or praise to us through
admin@vosa.org. 

Take care and stay safe. 
Cheers, Sarah Brooke

Message from the
President

Orff Associations Around the World

There are almost 50 Orff Schulwerk Associations
worldwide under the banner of the International Orff
Schulwerk Forum Salzburg, and each have websites or
social media platforms.  Each association must have one
page written in English describing the activities and
nature of that association.  But mostly their websites are
written in their own language. 

For those of us who lack bilingual abilities, we are
restricted to those countries that communicate in
English.

Some of the countries are generous enough to share
articles, activities, videos, and news with all of us.  So
here are some you might like to look at.

USA - aosa.org
The American Orff-Schulwerk Association

UK - orff.org.uk – Orff UK

South Africa - orff.co.za
The Orff Schulwerk Society of South Africa

Singapore - singorff.com
The Orff-Schulwerk Association of Singapore

Scotland - orffscotland.org
The Scottish Orff-Schulwerk Association

New Zealand - onza.nz
Orff New Zealand Aotearoa

Canada - orffcanada.ca – Carl Orff Canada

https://aosa.org/
https://www.orff.org.uk/
https://www.orff.co.za/
https://www.singorff.com/
https://orffscotland.org/
https://onza.nz/
https://www.orffcanada.ca/


1. ‘Sing Your Heart Out’ with
Susie Davies—Splitter 
Easy and fun songs accompanied by
simple actions, body percussion and
movement for the primary 
school to share with your students
either online or face to face. 
Suitable for generalist and music
teachers 
Children are welcome to join in too! 
Saturday 16th October at 10.30-
11.30am AEST 
 

 

Thank you to Sarah Brooke, Katie Hull-Brown, Alice Csabi, Brielle d'Souza and Sara Glenie
for conducting the first three online Orff Hours.  We have great news!  There's more!!  Please
register for these through the VOSA website.
 

Orff Hours - Online Sessions 

Teaching tuning, holding the uke and
strumming styles on open strings

First chord C and songs in C
Second chord F and songs for C and F
Third chord G7 and songs for C, F and G7
Fourth chord Am and songs for all four
chords.

2. Ukulele Play Along with
Terry Cole 
Easy and fun songs to play with ukulele.
Suitable for generalist and music teachers

        which make a C6 or Am7 chord.

 Thursday 28th October at 4.00-5.00pm
AEST 
 

3. ‘Orff Schulwerk in Song’ with
Christoph Maubach 
Songs to sing and share.   Born in
Germany, Christoph made his home in
Australia for many years before
migrating to NZ and is now back in
Germany.  His contribution to VOSA
was extensive and we are thrilled that
he can zoom in to share some
repertoire.  A good sing is good for our
wellbeing. 
Saturday 13th November at 6.30-
7.30pm AEST 

4. Graduate Study Possibilities
with Dr Beth Rankin 

Based on the idea that inquiry is a
joyous and soulful journey, this
session will help demystify the
language of research and give you
starting points for doing further study
in music education. There are many
ways you can prepare to become a
researcher, even years before you
enrol, so come along see how you can
make a start.

Tuesday 23rd November 7.00-
8.00pm AEST 



Online Resources for Teachers and Students 
We had some great feedback about our list of online resources that we published in the last
Musette, so we're doing it again! But this time we're focusing on activities that make music online.

http://isleoftune.com

www.beepbox.co

http://www.philtulga.c
om/unifix.html

https://apps.musedlab.or
g/groovepizza/?

museid=dWEi2Uxwa&

https://dotpiano.com

https://splice.com/sounds/
beatmaker

https://www.crazygames.
com/game/singing-

horses

https://www.virtual
musicalinstruments.

com

https://artsandculture.go
ogle.com/experiment/bl

ob-
opera/AAHWrq360NcGb

w?cp=e30.

https://www.classicsforki
ds.com/games/compose

_your_own_music.php

https://music-
grid.surge.sh/#0-0-
0-0-0-16-32-2624-

&200&classic

https://www.song-lyrics-
generator.org.uk/rap/

http://isleoftune.com/
http://www.beepbox.co/
http://www.philtulga.com/unifix.html
https://apps.musedlab.org/groovepizza/?museid=dWEi2Uxwa&
https://splice.com/sounds/beatmaker
https://www.crazygames.com/game/singing-horses
https://www.virtualmusicalinstruments.com/
https://artsandculture.google.com/experiment/blob-opera/AAHWrq360NcGbw?cp=e30.
https://music-grid.surge.sh/#0-0-0-0-0-16-32-2624-&200&classic
https://music-grid.surge.sh/#0-0-0-0-0-16-32-2624-&200&classic
https://www.song-lyrics-generator.org.uk/rap/


For over 20 years I have regularly taken preschool music groups and baby music sessions, both on a weekly and one-off
basis. Over this time, and including observation of my own children, various responses have been noticed often enough to
be considered to constitute a pattern. In their first year or two, many children who are brought up in a rich musical
environment will exhibit musical skills and understandings which may be lacking even in adults in many communities.

Very young children (aged 7 - 18 months) often show their grasp of musical concepts, e.g. babies of 12 months can
anticipate the change to a new section of music and demonstrate this by their actions, and young children at 18 months
can be singing in tune before they speak.

BABIES AND TODDLERS AS MUSICIANS
 
To those of us in the realm of general music for very young children, it becomes obvious that even babies and toddlers who
have had exposure to musical activities exhibit quite high levels of musicianship in a much more general way than the
specifics of an instrument.
 
As a university music student in my early twenties, I was amazed to observe the 18 month old son of a friend, not yet
talking, toddle around the house humming the melody of "Twinkle, Twinkle Little Star" with very accurate pitch. At the time
I was stunned that a child could sing before he could talk, and declared that he was highly talented. In fact, I now believe
that he was showing TYPICAL behaviour for a young child growing up in a house where singing and other musical activities
were considered normal.
 
The following responses have been observed many times over the last twenty years, enough for me to see a clear pattern
of behaviour from children exposed to music from an early age:

GENERAL OBSERVATIONS
 
1.  At 6-8 months of age many babies in an interactive and rich musical environment will show recognition of particular
songs and rhymes by moving in a particular way or doing specific actions.
2.  At around 12 months of age, many babies will have a 'repertoire' of particular actions to songs and rhymes which show
they fully recognise these specific words or melodies. Each child may show they recognise up to 15 different examples of
musical material.

 
 

Early Childhood Music Education Heather McLaughlin 
Babies and Music

Heather McLaughlin is a life member of VOSA and instigated various activities over 35 years of involvement. She
was the founder of Parents for Music: A Family Music Association, which was a wonderful organisation supporting
music groups and classes for all ages.  Heather also ran many of the annual VOSA Marimba Camps which for 21
years provided families with opportunities to play marimbas and other instruments, dance, explore the bush and
generally have a relaxed weekend of social music-making.

Here we are republishing a slightly shortened article she wrote in 1998 for the Early Childhood Conference of
Performing Arts (ECCPA), which is obviously just as current today.  We've even decided to leave her handwritten
notation.   



Heather McLaughlin 
Babies and Music

Continued

3. Also at around 12 months of age, many babies attending weekly groups (often with older siblings) will not only join in actions,
but ANTICIPATE actions for the next section of a song.
4.  Babies surrounded by active music-making in the home typically join in many music activities and sing often around the
age of 18 months.
5.     Young children who have been encouraged in music-making from their early months often have a reliable feeling for the
beat of the music by around 2 years of age.
6.  Many two-year olds sing well in tune, sometimes with a range of up to two octaves. Very specific musical responses, such
as jumping an octave higher or lower when a song goes out of range, have also been observed.
7.  Pitch skills such as recognising higher and lower sounds are often established in 2 year olds who have been well-exposed
to music.
8.  Before the age of 3 years, some children are capable of playing accurately a simple tune such as "Hot Cross Buns" on a
piano or xylophone, even without intensive training such as that in a Suzuki program.

SPECIFIC EXAMPLES
Example 1:
Specific recognition/ actions to songs by Robert, aged 10 months:
"Mr Sun" (CAS): taps his knees with his hands
"Shoe the little horse"(MM): holds foot in one hand, taps his sole with the other
"Candle Burning Bright"(CAS): Blows a raspberry in the rests
"Naughty Pussycat"(CAS): 'miaows' in the rests

At 12 months the following were added:
"A Ram Sam Sam"(CAS): general shaking of hands in the air, followed by a surprisingly sudden and accurate raising them over
his head for "a rafi section.
"Warm Kitty" (CAS): lies down on floor waiting to be stroked
"Bye Baby Bunting": sits up when finished, then throws himself back against adult's chest for another cuddle through the
song.

Example 2:
Responses of Isaac, aged 16 months: (No spoken language as yet.)
 Pitch memory: goes home after seeing the game "Up high, Down low" with puppet. Takes his own toy and makes sounds
which reflect correct pitch when holding toy high and low.
Movement memory: Can do 12 of the 16 actions of the song "Teddy Bear, Teddy Bear, turn around" without copying adults.



Example 4:
Singing ability of Alice, aged 22 months:
Sings 8 songs with good pitch in weekly group - many more
either at home, or with less reliable pitch.

Example 5:
Singing of Katie, aged 2 years:
Exhibits a vocal range of over two octaves.  Demonstrates high, low, fast, slow, loud and soft by singing different versions of
"Bluebells, Cockleshells".  Jumps an octave when the song goes too low for her range in "Jack and Jill".

Example 6:
Beat security of Joshua, aged 2 1/2 years:
While singing "Mary Wore a Red Dress" marches steadily on the beat of the song around the room. Also plays percussion
instruments reliably on the beat.

Example 7:
Pitch recognition of Ben, aged 3:
In the song "Up high, down low" he is reliably accurate in showing where the final note goes up or down.
Bianca, aged 4 years:
After observing it played once, can accurately play the melody of "On my toe there is a flea" on a xylophone.
Connecting an Action with a song for 6-12 month babies:
In the home I find the following progression works well:
-     identify a particular action or sound which the baby can do, e.g. shaking head, banging an object on a table. Find or adapt a
song which is appropriate for the action
e.g. "Dingle dangle scarecrow", "Johnny Works with One Hammer".
-    parent does it (song or rhyme and the response)  - for  months perhaps.  Also whenever the child does a particular action, the
parent sings the appropriate song.
-   next stage where parent pauses waiting for child's reaction during singing of the song;
-   child builds up facility so that it becomes a more reliable response
-   eventually child learns to sing part or all of the song (perhaps parent can do the roaring or whatever - reverse previous roles) -
this may not be accurate for some years, depending on the complexity of the song.
-   a visual clue (toy, or picture identifying the song) can elicit the appropriate response by 18 months - probably earlier
 
In the workshop situation or weekly toddler music group the above process can be used in part by merely doing one consistent
action for each song or rhyme.
 
One aspect of the above which I find exciting is that the child at a very young age, and well before language is beginning to be
reliable, can actually request an adult to sing a particular song.  By making the sound, doing the action or pointing to a picture with
which a song is identified, a baby of 12 months can have a "Song request session". I suspect that these activities relating to
communication could open the channels for actual language, and generally improve communication between child and adult.
 
I encourage teachers to make their own observations of  the general musical skills of very young children.
 
(SONGS AND RHYMES MENTIONED HERE ARE IN "Catch a Song" (the book, or "Catch a little  Song" and "Catch another little 
 Song",   the   cassettes)   or "Merrily,  Merrily"   (book and Cassette.)

Heather McLaughlin 
Babies and Music

Continued



So many emotions were sparked by last week’s Music selections!

Remember the questions:  Has a song or a piece of music ever made you cry? Laugh? Feel like dancing?  Feel frustrated or angry or peaceful or
hopeful?  Was it the words of a song?  Was it because the music was very loud?  Or soft, or fast, or slow?  Was it because the music swooped up
and down or went around in circles?

I found a few different suggestions about who the earliest known female composer is.  Did you find out that the woman composer who lived from 1098
to 1179 was Hildegarde von Bingen? There may well be earlier female composers – Kassiana of Greece, for instance, and another who was called
Enheduanna, a high priestess who lived in the city-state of Ur during the 23rd century BCE. 

Hildegard of Bingen was settled in Europe. “A nun, she was a force to be reckoned with.  In addition to being a composer, she was also a polymath,
philosopher, visionary, historian, and is even considered a saint in several Christian religions.  Her music is undeniably—pardon the expression—
heavenly.” She mainly composed for the human voice.
How does the following music make you feel?  
Listen to some of these (listen to as much as you want to!  Some of them are long.) Create an emoji or draw a picture to show the emotion.  Mrs
Burt would love to see them!
How does Hildegarde’s music make you feel? 

https://video.link/w/jnX7c 
 
https://video.link/w/uRq7c 

Primary Music Education 
Lynne Burt

Lynne Burt is a highly experienced music teacher in
a state school in the Eastern suburbs of Melbourne.  
During the many lockdowns she has provided
students with a 'Music for Wellbeing' activity each
Friday.  We think this is wonderful.   

Music for
Wellbeing!

https://video.link/w/jnX7c
https://video.link/w/jnX7c
https://video.link/w/uRq7c
https://video.link/w/uRq7c


And this piece, played on the piano, was written by Margie Adam. What emotion do you think fits this one?
https://video.link/w/C1h8c

https://video.link/w/Rbg8c Fanny Mendelssohn-Hensel
Fanny Mendelssohn said “It must be a sign of talent that I do not give up”. Which Bimbadeen value did Fanny
demonstrate? What emotion do you feel?

Which instruments feature in this piece by Barbara Strozzi called Silentio Nocivo. What do you think Silentio Nocivo means?
https://video.link/w/Q0X7c

Lynne Burt

Music for Wellbeing
Continued

Now listen to this music written by indigenous opera singer, Deborah Cheetham, AO, who wrote a piece of
music called Woven – Pukumani for Reconciliation Day 2021. See if you can listen to all of this one. Where
was it recorded? There’s a flute, and oboe, a clarinet and a mystery instrument. Mrs Burt would love to
know what it is if anyone can find out! It’s a string instrument that seems to be a cross between a psaltery
and a dulcimer. Can you move to this music? What do you notice?
https://video.link/w/RqX7c

https://video.link/w/wSq7c Clara Schumann wrote this piece of music
Nocturne which is played by Tiffany Poon. Listen to some of this and see
if you can work out what “Nocturne” means.

Peggy Glanville-Hicks was an Australian composer
internationally regarded for her operatic compositions, one of
the few women in this field to achieve such distinction. This
is a piece she wrote for the harp.
https://video.link/w/clh8c

If you’d like to explore further,
ask an adult to watch the

“Soundescapes” video with you,
using the link below.

https://soundescapes.melbourner
ecital.com.au/explore/8-female-

composers-you-should-know

https://video.link/w/C1h8c
https://video.link/w/Rbg8c
https://video.link/w/Q0X7c
https://video.link/w/RqX7c
https://video.link/w/RqX7c
https://video.link/w/wSq7c
https://video.link/w/clh8c
https://soundescapes.melbournerecital.com.au/explore/8-female-composers-you-should-know


The VOSA Committee Let us introduce you to ....

 Katie Hull-Brown

What I love about Orff: I discovered Orff when I was looking for
some music teaching PD in my 3rd year of teaching after being
asked to take on the whole school music program. I attended
ECCPA and have never looked back! I continued going to ECCPA
every year since then (gee those conference handbooks have been
handy!) and have completed 3 levels courses. The Orff process has
informed my teaching practice so richly and has enabled me to
thrive in the music classroom, with the aim of engaging and
empowering my students. Gaining an ANCOS scholarship to
attend the Orff Schulwerk Summer Course in Salzburg has further
propelled me to continue to to advocate for the use of Orff in
Australian schools. I have had the privilege of presenting at many
Orff conferences over the years and to have worked with Richard
Gill and Robyn Stavely have been real highlights. 

Beth is passionate about research, community music making and
all things Orff. Joined VOSA in 1981. Attended mother and baby
classes taught by Sara Glenie, Heather Mclaughlin and Gary King.
Couldn’t get enough of this exciting way of making instant music
with others. "I remember well the monthly meetings held at
Burwood Teachers college on the first Thursday of the month,
where we had such a wonderful time singing and dancing.
Learning about Orff has totally changed my life." Beth’s research
studies have included a randomised control trial of mothers and
babies engaged in music and dance and an observational study of
how the public interacted with an arts installation with a public
health message. She has conducted a study with families who had a
child diagnosed with a learning disability. 

Dr Beth Rankin 

Sue is passionate about helping others experience the joy of making music. A life-long
appreciation and passion for the Orff Schulwerk approach to music learning began by
participating in workshops and conferences led by wonderful Australian and international
presenters. ‘Parents for Music’ sessions with my own young children led by Beth Rankin
many years ago in Hobart conveyed to me not only the importance of music education
pedagogy in early childhood, but also the sheer enjoyment of  making music where
movement, dance, creativity and the social context were valued. This way of first-hand
engagement with music was a world away from the confines of individual practice rooms. In
more recent years, music in schools and the important pioneering work of Jon Madin with
marimbas have been the focus of my research. In the local community, I am also active in
the establishment of community singing groups.

Dr Sue Buchan 

https://soundescapes.melbournerecital.com.au/explore/8-female-composers-you-should-know
https://soundescapes.melbournerecital.com.au/explore/8-female-composers-you-should-know
https://soundescapes.melbournerecital.com.au/explore/8-female-composers-you-should-know


The VOSA Committee Let us introduce you to ....

Susie Davies-Splitter
Back in 1981 after completing her Education degree, Susie was
coerced to attend an Orff workshop at Burwood State College in
Melbourne. She was struck by the playful and joyful nature of the
approach and the next day she got rid of all the desks in the music
classroom to allow students space to move and play. After a few
weeks of rebellion, the students relented and after some months
began to love music. Over the ensuing years, Susie attended as
many Orff workshops, courses and conferences as she could and
gradually began teaching educators as well as kids. She has spent
over 30 years on the VOSA committee in various roles and loves all
things Orff. After teaching kids of all ages, students at Uni and
becoming an ANCOS accredited trainer she now mentors in the
National Music Teacher Mentoring Program, runs a preschool
program, continues to compose music and presents online training
courses for educators. Her mantra is staying true to the Orff
philosophy – to deliver a multi-modal, multi-sensory and whole
body approach and enrich lives through the joy of music.      
 www.welcometomusic.net

I was a young music teacher (100 years ago) and not a very good
one. I'd been to several PDs and listened to corduroy jacketed

professors talk about the works of the great masters which had no
effect on my actual teaching. I heard of a young man who had just

arrived from Germany, doing a workshop on creative music and
dance education. I went along and remember so vividly seeing this

bearded man about to conduct the class, and ... he was shoeless!
Christoph Maubach started with the rhyme 'Oats, peas, beans and

barley grow' which seemed funny as it was a bit of a tongue twister.
But then we moved to it. We walked phrases; we clapped patterns;

we spoke and sang; we created; and we made music. Where was the
music notation? Nowhere in sight. Where was the given

arrangement? There wasn't one - we made it ourselves. Where was
the lecture about the meter, the style, the key signature, the

dynamic markings? Thankfully not given. This one workshop set
me on a lifelong path of discovering, playing and creating through
Orff Schulwerk. I've been fortunate to travel the world developing

my understandings, and I've worked barefoot ever since.
 
 

Dr Sarah Brooke 

You'll meet the rest of us next time.

http://www.welcometomusic.net/


While teaching instrumental music (IM) at an inner-city government secondary school in 2019, after 36 years’ experience I
was faced with a dilemma. The application of principles from Orff Schulwerk contributed to the solution, which resulted in
a successful outcome that revolutionised my thinking in how to introduce students to traditional music notation. Since the
COVID-19 pandemic, it has also occurred to me that this approach would be suitable in an online learning setting. 

The dilemma encompassed finding a student-centred approach suitable for all students while also fulfilling content and
assessment requirements for Year 7 IM students. Summarising the teaching scenario:

• Group IM class of four Year 7 beginner IM students (one student learning tenor saxophone; three students learning alto
saxophone)
•  Two of the four students appeared to have significant learning challenges (which were subsequently diagnosed)
manifesting as extreme difficulty concentrating/focussing
• All students (boys) were boisterous and highly enthusiastic in different ways. (My intuition guessed they might respond to
some friendly competition.)
• None had a background in music reading.

I surmised that using a conventional IM approach at the outset—such as using the prescribed saxophone primer as the sole
content resource —would be unsuccessful for some in this group, yet they all needed to learn some traditional notation in
Term One. To ensure all learners would have ample opportunity to succeed, I sought a path to harness and capitalise on
their enthusiasm. This needed to occur relatively quickly in order to fulfill the curriculum requirements. I knew I had the
option to make accommodations, if necessary, but a 36-minute weekly lesson allowed little scope for such flexibility. 

Secondary Music Education 
Kathleen McGuire

Jump-starting notation:  An
acceleration strategy for

novice musicians, grounded in
Orff pedagogy

Dr Kathleen McGuire is a lecturer in the
Faculty of Education and Arts at the
Australian Catholic University and we greatly
appreciate her contribution to Musette.

During a few introductory lessons covering the expected basics (meeting the students; learning how to assemble and
disassemble the instruments safely; eliciting a sound from the instrument; playing long notes to build embouchure
strength and breathe capacity; learning tonguing while playing a few notes), I developed a plan for the next steps in their
learning.

I perceived the primary challenge as being one of inclusion. Delving into ideas from educational learning theories and
music pedagogy, I determined that these approaches should informed the basis for the students’ introduction to notation:

Orff-based pedagogies:

• Sound before symbol
• Elemental music
• Graphic notation

Supported by:

• Scaffolding; Zone of Proximal Development ; Cooperative learning theory (Vygotsky, )
• Peer-to-peer teaching and learning (Learning Pyramid)
• Remember         Synthesis (Bloom’s Revised Taxonomy)
• Prestructural         Extended Abstract (SOLO Taxonomy)
• Self-determination theory (Ryan & Deci, 2000)



The strategy I struck upon was  grounded in theory, so I 
 was then able to embark with confidence and curiosity.   
 

Kathleen McGuire

Secondary Music 
Education
Continued

SOUND BEFORE SYMBOL & ELEMENTAL MUSIC  
 
Orff principles were at the forefront of the experimental strategy. 
As per usual, the students learned a few notes that constituted part of the minor pentatonic (or Blues) scale: La, Do, Re. This
approach was effective for the combined tenor (B-flat) and alto (E-flat) saxophones so that they could play together. As a
group they practised call-and-response, mirroring/echoing, and developed rhythmic sequences into ostinati. I accompanied
on a keyboard to give them freedom to “take the floor.” This was fun and engaging for these beginners, leaping directly into
musicmaking while building confidence on their instruments.
 
STRATEGY: A CREATIVE CHALLENGE FOR LEARNERS 
 
At the closure of their third or fourth lesson, I presented the learners with a challenge comprising four instructions:

1.     Using the notes you’ve learned to play, make up a piece of music.
2.     Your piece can be long or short.
3.     Write it down somehow so you can remember it.
4.     Next week, play it for us AND teach us all how to play it.

I could see immediately the students were excited and also somewhat astonished. “We can do that already?” “Can I add
other notes?” Their focus was on creativity, but my “secret” strategy was to engage them with notation. The principle
derived from Orff Schulwerk’s graphic notation, in which the learners devise their own written response (Suarez, 2021). A
few days later I received an email from a parent of one of the students, seeking music notation software recommendations. I
was delighted! 
 
The students all completed the task as prescribed. One piece was brief (basically an ostinato), codified by the ‘composer’ as
note names scribbled on a piece of paper. The students collaborated to extend the piece, including repeats. Another student
had written a series of vertical lines indicating rhythm. He had a memorised the pitches. The longest piece came from the
student who had sought notation software. He produced a hand-written staff with notated pitches, deduced from the primer.
The manuscript indicated pitch, but not rhythm. 

I used the notated piece as a springboard to the next strategic phase: I asked the students if they would like to see their
compositions in print. They agreed with much enthusiasm.
 
Using my laptop’s Finale (music notation) software, I quickly transcribed each piece, inquiring about and discussing various
music elements including tempo, time signatures, bar lines, plus dynamics and articulation. Two examples are shown in
figures 1 and 2. These students extended themselves beyond the 3-pitch instruction and incorporated rhythms more
advanced than those at the beginner level in the primer.

 
 



The boys could see the notation of their creations emerging on the screen, they could hear the music on the software’s midi
playback, and they were able to perform the notated music themselves. They marvelled at their own inventions. I marvelled
that they each knew how the notation sounded and how to play it.

The boys each titled their pieces. I added their names as composers, then printed copies for them to take home (Fig. 1 and Fig.
2). It was a joyous moment for the learners and for this teacher; the learning outcomes had far exceeded my expectations.
 
Fig. 1. Student A – composition for tenor saxophone 
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Fig. 2. Student B – composition for alto saxophone

Table 1 outlines the phases of the strategy that were employed.

Table 1. Music notation acceleration strategy

OUTCOMES 

Table 2 indicates the scope of outcomes achieved by the strategy. Furthermore, before the end of Term 1, these students
engaged in most of the Achievement Standards for Years 7 – 8 as prescribed by the Australian Curriculum (ACARA, 2021).
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Table 2: Learning outcomes and levels of achievement 

In all, the strategy resulted in the learners experiencing high motivation and engagement, accelerated understanding and
use of music notation, and I observed the students’ self-efficacy, trust and confidence in themselves, their teacher, and
their peers.

LIMITATIONS and IMPLICATIONS 

This music notation acceleration strategy could feasibly be implemented across a range of ages for any instrument or
voice. By offering a basic scaffold — a few pitches plus some experience of experimentation using Orff-based pedagogies —
the novice learners are equipped with the tools needed and then empowered by the composition challenge to create an
individually meaningful composition at their own level of competency.

The ultimate learning outcome was for students to understand and realise the meaning / sound of traditional notation. This
included instilling an appreciation of why notation exists and a quasi-desensitization process to reduce fear of engagement
with traditional notation (something of which I am keenly aware as an experienced IM teacher). Furthermore, the strategy
created a ‘level playing field’ for a range of diverse learners, allowing all to succeed.

The strategy may be implemented in online video-call settings as well as in-person classrooms. The collaborative
components could be achieved online in real time by using the internet audio app Jamulus with a super-fast local server,
such as JackTrip. This innovative development, originally from Stanford University, has made possible real music
experiences via the internet. It is inexpensive and not difficult to use (JackTrip Foundation, 2021).

The teacher being able to transcribe the students’ compositions is key to the success of the method. This also could be
achieved using pen and manuscript paper. Better yet would be having the students create the notation themselves, but the
initial aim of the exercise was to:

• Find a student-centred approach suitable for all students
• Fulfill content and assessment requirements for Year 7 IM students
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Primarily through Orff principles, each of these beginners not only succeeded, they soared. A month after teaching
this lesson I moved to teacher education in the tertiary sector, so I am not aware of the long-term effect of the
strategy. I hope others can explore this pedagogical approach and share their reflections.



So in 1992 (The year that made me) with a shearer’s kitchen to work in, I cobbled together elements of the Orff style box
resonated xylophone with the longer range of Central American marimbas, as well as some Andy Rigby contributions (and
foldable legs) –

This became the basic 3 player box resonated marimba which features in my book ‘Make Your Own Marimbas’

This design proved to be useful because;

It’s easy to make, even by non woodworkers 

Materials are easy to access. Local timber is fine

Easy to play, with wide bars and you stand up

It’s diatonic. Less complicated music!

All About Marimbas
VOSA's good friend Jon Madin was asked for
some information about how he came to be a
marimba man and here's what he had to say. 

Prior to my introduction to xylophone/marimba construction, courtesy of Andy Rigby, my background included:

Lots of making things in a seriously introverted childhood.
(Biggest regret – learning no instruments in childhood)

Studying Science to Honours level at Uni.  Even being a zoologist for a time.
Arts degree majoring in music at Latrobe Uni.

As an adult, learning to play lots of instruments – mostly self taught – and none to a high level.

Played in at least 20 different musical ensembles/bands.

Studied teaching and taught at primary and secondary levels.

In the 30 or so years since Andy showed me the principles of xylophone bar tuning and resonation, I’m guessing I’ve
benefited from all the above experiences in my marimba journey. 

As a classroom music teacher back then, my interest was finding a way to use marimbas with class size groups, rather
than the band approach, where each player has a treble, alto, bass etc. instrument.

 
Marimba Design

Jon Madin



All About Marimbas 
Jon Madin - Continued

Using this instruction book, thousands of marimbas have been made by
individuals and businesses in Australia, New Zealand, the USA and in large
numbers by a company in South Africa – I live in hope that that company will
eventually acknowledge where the design comes from.

My book also incudes designs for a pipe resonated version of the 3 player
marimba, a 13 note minimarimba and a 2 player bass marimba.

Mallets
The mallets I use have Landcruiser shock absorber bushes pushed onto hardwood dowel. 
For small end beaters I squeeze 10mm lengths of thick rubber tubing onto 12mm dowel.
Nowadays I use the Lacrosse ball (mounted on 19mm hardwood dowel) system for bass marimba mallets.

Xylophone mallets are OK for the high end bars of marimbas. They don’t sound great on the low notes.
I prefer beaters with dowel rather than thin wands. Tapping dowel sticks together makes a useful sound.

Tuning Marimba Bars

Tuning marimba bars is not difficult. It helps if you are or know a musical person with a tuning app on a phone. I’ve had
children as young as 7 or 8 successfully chisel and tune marimba bars (supervised by their parents mind you)

Tuning for harmonics is not necessary for school or home marimbas. But if you want to get technical, there are
instructions for this in the book.

Help Along the Way

I’ve benefited from an amazing level of support from the Victorian Orff Schulwerk Association.
Luckily for me, they’ve ‘adopted’ my marimbas-in-schools approach as it aligns sufficiently with Orff philosophy – such
that I’ve been able to participate and present in many Orff Associations sponsored workshops, camps and conferences.
In other states the Orff connection, (together with the help of 2 tireless teacher/organizers), has led to extensive school
tours, the cornerstone of my income in recent years.
Many people have helped me on this marimba journey – none more than Heather McLaughlin, now and originally based at
Taree, NSW.
She has supported and guided the marimba movement with her friendship, encouragement, energy, musical ideas and
especially with her ability to ORGANISE and run things – at least 50 family marimba days, marimba camps, school visits
and extended tours for me – 2 tours in Japan and work in New Zealand.



Speech exercises in Orff-Schulwerk should never be considered as exercises in themselves. Together with speech we
have gestures, sound gestures, pantomime and drama – the expression. The ‘exercise’ must be regarded especially in
terms of sound and expression in order to really understand and represent that which is specific to this proverb or
sentence we choose to play with. We will describe with language as A.W. Schlegel states: “Language was originally
mimetic and even at its highest stage of development it should still be descriptive” *

We have to reflect on two basic problems:
1.   What kind of language should we use?

2.   How should we describe?
1.   The language treasured in our culture such as verses, rhymes, riddles and charms, modern poetry such as Carl
Sandburg and EE Cummings, personal thoughts developing from such good models and the expression of personal
observation or contemplation forms our material. It should be in accordance with the six criteria given by Dr. Dean Flower
of the Orff Institute Jahrubch III ( pg. 252) which are: Originality, Brevity, Movement, Immediacy , Declamation, Magic.
Not every sequence of ideas or any line of words is good just because it flows in a certain rhythm. The rhythm may be alive
and correct in itself, but if the words are just squeezed in they have no movement, nor do they create excitement and
emotion as they have neither capacity nor volume to penetrate and reach something “ beyond”, and they are without any
transparency.
The Annotated Mother Goose for example, gives us material in abundance. The more we explore it the more it reveals its
qualities. It contains material of the greatest possible density of sense and sound: 

 A rainy day
 The trees are slowly swishing

 As I watch the rain go splashing.
  

 Spring
 Spring is here,
 Spring is here.

 Oh, I like spring most anywhere.
 Why?

 The trees are green
 The grass is green,

 And that is why
 I like Spring. 

Reprinted with the kind permission of the
editors of Orff-Schulwerk

Informationen/Orff-Schulwerk Heute.
All copyrights reserved (c)

Gertrud Orff-Willert (1914-2000), the second wife of Carl Orff, is considered an important collaborator in
the genesis of the Orff Schulwerk Musik für Kinder. 
She was working with handicapped and developmentally disabled children.  Her first independent works,
four volumes entitled Kleine Klavierstücke-were published from 1954 to 1959. Her major work as a music
therapy specialist author - The Orff Music Therapy. Active Promotion of Child Development (1974) and Key
Terms of Orff Music Therapy (1984) originally published in German are translated into English, French,
Spanish, and Japanese. From 1970 until her retirement in 1984, she worked as a music therapist 
at the Munich Social Pediatric Children's Center with Theodor Hellbrügge, who supported her work and
promoted her publications.  (This information was kindly provided by Barbara Haselbach)

 

Fun With Language
by Gertrud Orff



Fun With Language 
by Gertrud Orff (Continued)

2.       Speech exercises in Orff-Schulwerk are an acoustic and oral experience. The visual one gained by reading is
complemented so to speak by gesture or movement that accompany the speech, and so transpose the spoken word into the
dimension of space. We write in symbols and the older the sign the more we recognise the symbol's representation. The
“description” of speech in Orff-Schulwerk, the movement and the expressions which go along with the spoken word should have
this same elemental character, should touch and reach this sphere, should be like signs and should also correspond to the
criteria stated for speech. They should be original (initiated not conventional), significant and evident (carried to an optimal
figurative expression and for this reason appropriate for repetition - ostinato), obvious and intuitive ( catching, striking) magic
(on the track of the inherent mystery).

The Ball
I know a ball,

that’s all,
A ball.

It’s a little spring kitten
A white spring kitten with bright blue eyes,

I like it and want it to be mine
 

Looking and contemplating result in the two onomatopoeic lines. The monotonous, calm three- beat rhythm is slightly
interrupted by the syncopated “swishing” and “ Splashing”
The affirmative repetition of “Spring is here” in the first poem makes the Spring “anywhere”, from here to all around, from me
to the universe by assonance. “Why?” follows this exclamation, some reasons are given ( they could be continued further) and
then back to the exclamation.
In three short lines we hear in the second poem the bouncing of a ball, lessened and decreasing. It could be used as a rondo
theme, this play with words: ball… all …. ball.
Again, reflection in the second part describing a little spring kitten, a kind of B part in the Rondo lightly and gently spoken,
unfixed in rhythm. Then back again to the accentuated dotted: I know a ball, that’s all, a ball.

We have to discern whether we are dealing with “meditative” speech or with merely rhythmic speech. Meditative speech is
freer in rhythm, usually not quick, with rubato, with reflection. Rhythmic speech is strictly accentuated in a rhythmic flow,
usually not slow, the meaning can be less significant or even nonsensical. The example about rain would be considered as
meditative speech and the rest after the syncopated ‘”swishing” and “splashing” could be lengthened into a pause. In spite
of this it can be recited in a group as unaccentuated speech in two phrases, clearly articulated in its consonants.

We have the same meditative speech in the first poem, it is not composed in a measured rhythm, the rhythm rather extends
over the whole as one phrase. The second poem is in its beginning strictly rhythmic, we ourselves bounce with the ball. The
middle part, however, is spoken in a free manner, returning to the accentuated beginning.
It is our concern always to question and to understand whether the material should be realised just in speech (including the
gestures) or interpreted, coloured or accentuated with instruments, or whether the verse or rhyme should be elevated into
melody, and, if so, of what kind. There are some rules, precepts and directions for this, but they go beyond the extent of this
report.

language
speech

expression
words



Fun With Language 
by Gertrud Orff (Continued)

Speech is a phenomenon in sense and sound. I should like to focus on one of the abundant resources of the English
language. Every language has individual idiosyncrasies, A characteristic of the English language is the accumulation of
homonyms (Webster found more than 2000: words that sound alike but are spelled differently and have different
meanings. This is one reason that makes “spelling” so difficult. Orff-Schulwerk can provide ways of recognising and
mastering such problems by playing with sound and rhythm. To illustrate this we used the following Mother Goose verse
with a fourth grade class:

Whether it’s cold, or whether it’s hot,
There’s going to be weather, whether or not.**

We played with this verse for a long time. First we spoke it rhythmically, then we emphasised “whether” and "weather”
with a special sound each. We used “whether” as a rhythmical pattern for a prelude and during the verse we expressed
“cold” and “hot” with gestures. The rhythm of the verse simplified ( this time without words) helped us to continue our
game: we let it pass as time in four slow beats. Two beats for the first line sounded on claves and then two beats for the
second line mimed by the claves by making no sound ( e.g. making claves touch left and right knees). During the two silent
beats there is time, one by one round the circle to express with gestures and weather we have in mind, rain, snow, wind,
storm and so on. The improvisation is free in rhythm and can be done in rubato, but is interrupted by the two sounding
beats. The silent beats help us to keep the continuation and the form. The circulating weather, which can be interpreted
also with sound instruments, should be a continuous flow, not interrupted by any verbal commentary. The game can be
continued in many different ways.

Interest in this speech anomaly was awakened and in consequence many examples were brought in to school, such as:
flower-flour, do-dew (US only), bee-be, rain-reign. They were nicely presented with original drawings and all of them were
dramatised.

We won, we won
Not one to one
But one to two

He knows.
He knows.

That my nose is red

The sun is bright!
But not so bright

As your son!

 
To find and act new homonyms was a game for weeks. It helped the spelling, it was fun with language.

Gertrude Orff

**The Annotated Mother Goose, Clarson N Potter, Inc new York pp. 185 and 200.
* Orff- Institute Year Book 1962, page 20



Orff Schulwerk Terminology
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Call and Response -

You respond in the

same way regardless

of what I do. 

Drone - A sustained
note as an

accompaniment to a
melody  

Not technically correct -
you need to look at a

dictionary for that.  But
these are words that we
use in this approach and

the general meaning
attached to them. 

  



Songs to Sing

This is a lullaby from the Iroquois Indians, originally from
Lake Ontario and along  the Mohawk River in New York
State, North America.  The drone bass ostinato has been
added.

Ho Ho Watanay

As far as we can tell, these
songs are in the public

domain

Hari Coo Coo

This is a lullaby from Nepal (or some think India).  It can be sung in a
canon, and accompanied by a simple drone bass ostinato.  The melody
is hexatonic. 

Senua de Dende 

This is a song from Ghana about a mother calling
her child home to eat.  It is a lovely canon. 



1. Dances for Children 2000 - GREEN

2. Dances for Children 2003 – PINK

3. Dances for Children 2006 - YELLOW

4. Dances for Children 2011 - BLUE

5. The Best of Andre van de Plas - The ‘RED’ Program    
      Compilation of the ‘green, pink, yellow & blue’ programs

6. The Best of Andre van de Plas No 2- The ‘ORANGE’ Program    
Compilation of the ‘green, pink, yellow & blue’ programs

Cost:  $15 for one set.
  $10 per set for multiple purchases.

Postage: please add on $5 for one set, 
 $10 for 2 or 3 sets,  $15 for 4 or more.                                      

Payment: please deposit into the FDA 
Bank Account: 
         St George Bank
         BSB:  112 879
         a/c No.  037 684 012
         Please identify payment with your name & AvdP Resources.
         OR send chq payable to ‘Folk Dance Australia’ and mail to
         127 Woronora Cres. Como West, Sydney 2226

Dance Resources

Andre van de Plas was a primary school teacher from the Netherlands who
was passionate about international folk dance.  He sadly passed away
suddenly on the 30th January 2019.

During his many visits to Australia – his first being in 1983, he held many
workshops for International Groups around Australia, and also Workshops for
School teachers.  Most of these were organised by the Orff Associations.    He
had taught in most states so many people would remember him and the fun
times that they had at these workshops.  
His last two resource sets were compiled at the request of Orff members and were a selection of the most favourite dances
from his previous 4 sets.  Many of these dances are currently danced at schools around Australia.

The following is a list of resources that are still available from Folk Dance Australia.    These are being sold now at a discounted
price so please take advantage of this offer.    

Further details can be made to Kaye on 02-95284813 or 0403567760.
Email:  okaye@optusnet.com.au
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“In a child’s life it is often the music teacher
who will be remembered above all others once
the child has left school. Music teachers have
the potential to turn the ordinary into the
extraordinary, sparking imaginations at every
turn. You never know when this happens with a
child, which makes every lesson special, no
matter how hard it may seem at the time. Music
teachers are the salt of the earth”

Richard Gill OAM.

The Victorian Orff Schulwerk Association (VOSA) is part of a world wide movement of music
educators which draws on the principles of the German composer Carl Orff, adapting these
to the Australian situation in a program of workshops, courses and conferences. VOSA is
based in Victoria, Australia and was formed in 1977. VOSA is linked to ANCOS, the
Australian National body representing Orff-Schulwerk.

All Enquiries: admin@vosa.org
Website: www.vosa.org

Facebook page: VOSA - Victorian Orff Schulwerk Association @vosaofficia
Instagram: #victorianorffschulwerkassociationl




