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 From Around the World 

 Anything Can Be Music 

 Monika Pullerits 

 We can look at music as a phenomenon in the context of art, science, psychology or 
 educa�on. Also within different eras, styles or genres. The composer John Cage came to 
 realise that everything we can listen to as music, is music. As proof of this, in 1952 he 
 created the piece 4’33” (the so-called silent piece), in which a score is performed that does 
 not contain any sound (an empty space). Our states of consciousness are affected in the 
 same way by sounds and the absence of sounds. Cage's statement "anything can be music" 
 refers to a constant state of sound or silence that only changes when we stop listening. 
 Many people do not feel the need to listen to or understand different musical phenomena, 
 but in order to develop and promote crea�vity and other abili�es, it is worthwhile to find 
 suitable forms from the world of sound for each developing personality. So-called concert 
 music and performing to an audience is a rather late phenomenon in history. The ques�on is 
 more about where professionalism and professional music start from. The roots are the 
 same for both and all. 

 Carl Orff's idea of elemental music and movement begins with the origins of music as an art 
 form, which are the voices of nature, the human voice, the rhythmic movement of the 
 human body and the inclusion of elemental instruments. Consequently, Orff-Schulwerk is 
 based on the unity of speech, music and movement based on rhythm, and revives the role of 
 music as the natural means of expression of every human being, as it has been since the 
 beginning of mankind. 

 In general, a person is able to see and hear around them what they already know. The more 
 we know, the more we can see. But there is also a lot around us that goes unno�ced. Music 
 is a great help in raising awareness of such areas of being. Especially when there is a 
 personal experience of playing music as well as crea�ng it in an elemental way. 

 Ge�ng to know Carl Orff's approach to music and music educa�on gave me real recogni�on 
 as a teacher. Singing has always been the main ac�vity in Estonian music educa�on. I really 
 appreciate it and I am proud of our choir-singing tradi�on. Unfortunately,  I have experienced 
 some children's musical self-expression being curtailed because they couldn't sing in tune. 
 However, there are many different ways of making music and ac�vi�es through which 
 everyone can discover that musicality and ar�stry are an inherent part of every person. In 
 the same way, folk music grew out of the primordial desire for natural self-expression. 

 In contemporary music, we accept all kinds of synthesized sounds, extreme dissonances and 
 rhythm combina�ons. Speech intona�on has been the basis for the works of so many ar�sts, 
 such as the voice landscapes of Meredith Monk or the sound poetry of the Estonian ar�st 
 Ilmar Laaban,  whose surrealis�c games for voice include  means of poe�c and musical 
 expression. 
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 But music is not just for perfectly performing professionals and an educated audience. A 
 child who uses his or her voice and body can also have a great experience making music. 

 For making elemental music, a child does not need special instruc�on, but an environment 
 in which to par�cipate. Prerequisites for musical percep�on are created already in the foetal 
 stage from the music of the mother's body – the heart rate and respiratory rate, the 
 mother's voice intona�ons. This is where exposure to the basic elements of music begins. In 
 order for a child to start singing, they foremost need people singing around them. Listening 
 is spontaneously accompanied by singing along, which begins with the imita�on of 
 individual sounds and syllables and grows into a child's own song. Humming, rhythms 
 loosely performed on simple instruments and movement accompanied by music are the 
 primary manifesta�ons of crea�vity. If in the development of speech the child acquires first 
 speaking skills and then reading and wri�ng, then the same natural approach can be used in 
 music educa�on. Children first learn to express themselves musically in different ways and 
 only later how to read and write music. In this way, the rela�onship with music is rooted 
 more strongly and grows from the inside out. 

 Based on my experience as a teacher, I can confirm that working with rhythm is what 
 fascinates children and offers them many opportuni�es for self-expression. By clapping the 
 rhythm of the word or playing an instrument, the child will have a musical experience before 
 he or she has acquired musical literacy. Rhythmic playing opportuni�es make a pleasant 
 ac�vity for both self-realiza�on and the development of further skills. As the world around 
 us consists of pa�erns and repe��ons, par�cipa�ng in these pa�erns provides a field of 
 experience for everyone. Before learning the nota�on, children should be helped to discover 
 the music within themselves and fully support their own musical expression. In this way, 
 experience becomes a skill, a skill becomes knowledge, and from there it moves on towards 
 understanding. 

 In fact, a person of any age and ability can perceive that they are part of music. The most 
 valuable are situa�ons where something beau�ful is discovered for oneself through musical 
 ac�vity and a�en�ve listening. The aliena�on from art music can perhaps be explained by 
 the lack or absence of such experiences.  Personal  self-experience in music helps in 
 understanding even more complicated music we are capable of producing  .  Of course, the 
 musical prerequisites of children are different and, unfortunately, for the best results, more 
 a�en�on is o�en paid to children who are more musically capable. Of course, music in choir 
 studios or special music schools is different from the classroom. The essen�al ques�on is 
 how to guarantee musical self-expression of  all  children  in group, collec�ve or classroom 
 se�ngs. What are the areas of ac�vity which allow us to take into account individually 
 different development opportuni�es for children? 

 The Orff approach a�aches equal importance to singing, movement and playing 
 instruments, and the aim of the instruc�on is to develop the skills of crea�ve self-expression 
 and improvisa�on. It is the versa�lity and mul�tude of opportuni�es that dis�nguishes 
 Orff-Schulwerk from other approaches in music educa�on. 

 As a teacher, I have consciously tried to create an environment that is not so much oriented 
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 towards maximum results, but offers children joy and diverse self-fulfilment. I have come to 
 realise that I am not a music teacher, but a teacher  through  music. I try to see in front of me 
 not a class, but developing personali�es, each with their own cogni�ve needs and crea�ve 
 passion looking for a way out. That's why in my lessons, I give every child the opportunity to 
 create their own music, even in the simplest form. They can improvise with their voice, on a 
 rhythm instrument as well as while moving. By ac�ng together in different ways and 
 experiencing their crea�vity, the child's desire to discover something new grows and the 
 courage to express oneself musically grows. Through pleasurable self-fulfilment, a 
 willingness to work for the result and an interest in musical nota�on is also formed. The 
 child must experience and realise that progress comes by overcoming difficul�es. However, 
 it is always worthwhile for an adult to be aware of why and what kind of experience we offer 
 children,  as well as what kind of experiences they  miss. 

 Cage taught us to find music in silence. But how to awaken music that already exists in 
 children's imagina�on and physical percep�on, but may s�ll be hidden? How to affect both 
 the mind and emo�ons at the same �me? What are the areas of ac�vity that allow the 
 different assump�ons of children to be taken into account individually? These are ques�ons 
 that are being answered �me and �me again in prac�ce. 

 Orff-Schulwerk is music for everyone. A teacher who delves into it finds endless ideas for 
 children to turn into their own music. It is the versa�lity and the resul�ng abundance of 
 possibili�es that dis�nguishes the Orff approach from other ways of teaching. The main task 
 of the teacher is to help the children to feel how anything can be music – be it any sound or 
 the absence of it. 

 Monika Pullerits  (PhD) is a pedagogue who has brought 
 the idea of Orff-Schulwerk to Estonian school music. She 
 has always given sense to music teaching by looking for 
 connec�ons between different pedagogical approaches. 
 Her books, ar�cles and school textbooks play an important 
 role in Estonian music educa�on. Monika Pullerits works as 
 a music teacher in various ins�tu�ons (pre-and primary 
 school, Children Crea�ve Studio, Estonian Academy of 
 Music and Theatre). Her teacher training courses have 
 inspired and guided many teachers to analyse their work in 
 Estonia, Latvia and Russia. 


