Submitted by Lorenzo Capitanio

Carl Orff – The Basic Principles
Topic:

Orff considered that his approach to music education would foster creativity in children. What do teachers need to understand about the basic principles of this approach and their application to ensure that this is in fact the outcome?
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1.0
INTRODUCTION

Carl Orff is recognised as one of the most popular 20th century composers of serious music and famous for his work “Carmina Burana”.  In addition, Orff is considered one of the most influential music educators of the 20th century, responsible for developing a teaching method known as Schulwerk. However, many believe Gunild Keetman, Orff’s collaborator, is also responsible and deserves much of the credit for the success and development of Schulwerk.

The primary focus of Schulwerk is to encourage creativity according to Frazee (1987), Goodkin (2001), Kay (2000), Orff (1983 & 1978), Rainbow (1989), Liess (1966), Taylor (2000), Drummond (2000), Labuta and Smith (1997), Costanza and Russell (1992), and Hedden and Woods (1992). However, concepts such as imitation, exploration, literacy and improvisation must be understood to ensure that creativity is fostered when using this method. This essay will discuss what teachers practising Orff-Schulwerk must understand in order to ensure creativity is fostered in the application of Schulwerk. The discussion will consider the principles behind Orff-Schulwerk and the employment of improvisation as the fundamental tool for creativity.

2.0
ORFF-SCHULWERK

Orff (1983) describes Schulwerk as a reciprocal interpretation of movement and music education. Labuta and Smith (1997) suggest Orff’s belief is that music, movement, and speech were inseparable. Zachopoulou et al (2003) indicate similar views that Orff based his music and movement method on the notion that music, movement, and speech are interrelated, having rhythm as a common concept. Zachopoulou et al (2003) continue to suggest that walking, skipping, running, hopping, and jumping can be all expressed through specific rhythmic motives. Shamrock (1986) leads to an identical conclusion that the methodology developed by Carl Orff implements the activities of singing, speaking, dancing, and playing. These behaviours according to Shamrock (1986) and Zachopoulou et al (2003) are considered central to the methodology because Orff-Schulwerk teachers believe they are a natural part of the behaviour of children. 

Kay (2000) echoes similar views to Zachopoulou et al (2003) suggesting the Orff-Schulwerk approach is a combination of movement and literature and emphasise creativity and improvisation. In addition, Kay (2000) advocates that Schulwerk is group oriented music making rather than individual instruction and Schulwerk promotes an environment where students improvise musical solutions to problems posed by the teacher allowing all students to become creative contributors. Labuta and Smith (1997) agree with Kay (2000) that music instructions must begin with very young children and that teaching and learning should be active, participatory, and group oriented rather then receptive, soloistic, and static. 

Frazee (1987) believes the ultimate aim of Orff’s approach to music is the enrichment of students’ lives through the development of their inherent musicality. The Orff’s approach develops the idea that the child learns musical behaviour through behaving in musical ways by creating, listening, and performing. Labuta and Smith (1997) suggest the behaviours of creating, listening, and performing are approached entirely in a sequential and developmental procedure. Only after students have acquired a working vocabulary of musical experiences are notational symbols introduced.

3.0
TEACHING SCHULWERK
Liess (1966) discusses the five volumes/levels employed in Schulwerk, detailing the elements and the progressive nature of each volume. Labuta and Smith (1997) explain the volumes as a set of experiences, which prepare the student for continual growth and musical development. Labuta and Smith (1997), Liess (1966), Goodkin (2001), and others state that children’s first experiences with Schulwerk involve games and play-like activities as the beginning of their formal music instruction. Labuta and Smith (1997), continue to suggest children explore sounds, rhythms, and melodies and other musical elements in a rather informal way. The teacher however, is consciously laying the foundation for subsequent study. During this period students are developing a working music vocabulary on which later music learning will be built. These initial experiences are entirely rote and involve a great deal of spontaneous music making, creativity is a prominent feature of Orff pedagogy at all levels. 

In order to achieve creativity at all levels of Schulwerk, Orff constructed specific instruments that would allow all students at any level to participate in the act of music creating and learning. These specific instruments later got the nickname of “Orff-Instruments” which include several varieties of melodic and percussive instruments such as glockenspiels, mettalophones, and xylophones, timpani, hand drums, recorders and simple stringed instruments. These instruments provide another way for students to explore musical timbres while making/creating music. 

The advantage of the Orff-Instruments according to Labuta and Smith (1992) is that they are ideally suited for the child’s singing voice and for the musical activities that Orff believed were essential to optimal musical development. They are frequently used for improvisation (use of the pentatonic scale ensures that these spontaneous creativity sessions are error-proof), to provide simple bordun (drone) and ostinato (repetitive) accompaniments for rhythmic speech and singing, and for ensemble performance of children’s songs.

Goodkin (2001) suggests the Orff-Schulwerk approach shares some basic characteristics with its fellow alternative music pedagogies, Dalcroze and Kodaly. All three share a belief in each person’s innate musicality, emphasise active music making, begins with the ear rather than the eyes, incorporate some form of movement, and see music as essential to the total education of the child. What distinguishes Orff from the other two is the experience of improvisation is fundamental. Though Dalcroze has a great deal of improvisation and Kodaly incorporates some improvisation, the creative task in the Orff classroom has a distinct flavour. The common consensus indicate that teacher’s must adopt Schulwerk as a creative approach ensuring students are encouraged to employ their imagination and creativity in a group environment where improvisation is the custom. 

4.0
IMPROVISATION

Orff’s goal according to Hedden and Woods (1992) was to develop and to stimulate artistic creativity in the adult students by using improvisation of movement and music by the student as a major focus of the program. Orff attempted to achieve creativity with the assistance of Orff-Instruments. Orff later found he was able to produce better results with young children than with adults.

Frazee (1987) maintains similar views to Hedden and Woods (1992) promoting movement and improvisation as the fundamental methodology behind Schulwerk and that improvisation is the primary tool for awakening children to music. Frazee (1987) continues to state that Orff was determined not only to create but also to inspire others to create. Rainbow (1989) concurs with both Frazee (1987) and Hedden and Woods (1992) stating Orff encouraged students to improvise and compose their own music. Taylor (2000) suggests that by using improvisation and composition, children are encouraged to use their musical inventiveness and imagination. The idea of children working as composers in a community model (each contributing to the whole) was thought to be central to Orff’s philosophy.

Implementing improvisation according to Frazee (1987), Hedden and Woods (1992), Labuta and Smith (1997), Costanza and Russell (1992) and others is achieved through the act and behaviour of speech, movement, playing, and singing. However, before any attempt of improvisation and creation take place children begin with imitation, repetition and exploration.

4.1 Imitation

Frazee (1987) details Schulwerk employing three levels of imitation: 1) simultaneous, 2) remembered, and 3) overlapping imitation. Simultaneous imitation according to Frazee (1987) develops the child’s observation skills, motor skills, and assist children in developing their aural skills. It involves the imitated responses to occur virtually at the same time as the cue. Simultaneous imitation is used in movement activities, in body percussion, sound imitation, and in instrumental responses to body percussion gestures. Remembered imitation or echo imitation require the child to repeat a gesture, a sound, a rhythmic pattern, or a melodic motive as given by the teacher. This activity assists in building aural and rhythmic memory. Echo imitation is a gradual step to allow the child to lead to free improvisation or question and answer, where the child then can respond to the given melodic or rhythmic gestures by improvising a response. Overlapping imitation unifies simultaneous and remembered imitation. The students are required to repeat the given gesture in a cannon style. This assists in reinforcing memory, aural skills, and their listening skills. The teacher can employ either, rhythmic, melodic, movement or a combination of either. 

4.2
Repetition

Orff, however, did not limit his methodology to imitation alone. Orff believed according to Frazee (1987) that children find security in repetition. This is why repeated patterns known as ostinati provide the basic accompaniment framework in Orff-Schulwerk. In addition, pedal tones or borduns are further employed as an accompaniment device. The pedal tone provided tonal stability and was most useful as a tonal centre when employing improvisation and imitation. 

4.3
Exploration

Exploration is employed to allow the student to find new ways of presenting musical materials. Frazee (1987) states experimenting in musical exploration are important steps towards improvisation. Such exploration can involve changes in dynamics, accent, colour, tempo, preforming a melody or rhythmic pattern on other instruments. In addition, children may explore with melodic or rhythmic phrases by increasing or decreasing rhythmic activity in a musical phrase, or even change tonal centre or adding more instruments.

5.0
CONCLUSION
In conclusion, current literature clearly indicates that improvisation is the primary vehicle in fostering creativity in Schulwerk. Teachers of Schulwerk must employ activities involving movement, singing, dancing, speech, and playing. These activities must be conducted involving acts of imitation, repetition, and exploration, which are fundamental for developing children’s musical vocabulary and creativity. In addition, improvisation can only begin once the above concepts have been employed and the child is comfortable with the procedures. Finally teachers need to ensure that all activities are group-oriented allowing for all students to participate regardless of their ability.
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