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P reface

There i s  abundant evidence to  j u s t i f y  an exam ination o f the  

s ta t e  o f music edu ca tio n  in  our sch o o ls . When I  began th i s  work, I  

f e l t  t h a t  a d e ta i le d  s tudy  o f the  sy stem a tic  methods which a re  ack

nowledged as the  most su c c e ss fu l m ight be o f some v a lu e , and p a r t ic u 

l a r l y  a t  a tim e when accep ted  s ta n d a rd s , v a lu e s , and p rocedures a re  

being ch a llen g ed . I  was a lso  a  l i t t l e  su rp r is e d  when I  r e a l iz e d  

th a t  I  had been p e rso n a lly  in v o lv ed , to  a g re a te r  o r  l e s s e r  deg ree , 

in  a l l  o f them.

Music in  ray fo rm ative  y e a rs , in  School and Church, was based on 

Curwen*s Tonic S o l- fa  method, b u t fo r tu n a te ly ,  I  was le d  from the 

‘in te rp re tin g *  to  the  *e s ta b lish e d *  n o ta t io n .

As a music te a c h e r  in  th e  c lass-ro o m , w ith o u t any h e lp  from a 

year o f ‘p ro fess io n a l*  t r a in in g ,  I  could  te ach  only  to  my p a r t i c u la r  

s tr e n g th s , and c a r ry  on in  th e  hopefu l and haphazard way which i s ,

I  b e lie v e  f a i r l y  ty p ic a l .

L a te r , as Music A dviser to  a la rg e  ed u ca tio n  a u th o r i ty ,  I  was 

ab le  to  look r i g h t  a c ro ss  the  board, from in f a n t  school to  C o lleges 

o f E duca tion , and to  d isc u ss  music edu ca tio n  w ith  c o lle ag u e s  in  th i s  

co u n try  and abroad . In  t h i s  way I  became very  in te r e s t e d  in  the  

Ward Method, and in tro d u ced  i t  in to  some lo c a l  p rim ary  sch o o ls .

Hie p o l i t i c a l  s i tu a t io n  in  Hungary a t  th e  end o f  th e  l a s t  war 

had fo rced  some o f Kodaly*s form er te a c h e rs  to  leav e  t h e i r  coun try



and s e t t l e  in  England. E a r ly  in  196^ , I  a rranged  f o r  C e c i l ia  Vajda 

to  conduct a s h o r t  course  fo r  te a c h e rs  on Kodaly*s method, and as a 

r e s u l t ,  my own enthusiasm  f o r  i t s  va lue  was renewed.

C arl O r f f 's  method in  A u stria n  and German schoo ls  was a lso  a ro u s

in g  much i n t e r e s t ,  and I  was ab le  to  a tte n d  se v e ra l O rff co u rses  in

Germany, and I  saw the  s tu d y  and p ra c t ic e  o f th i s  method a t  c lo se

q u a r te r s .

Htie tremendous success o f Suzuki *s T a len t E ducation  in  Japan 

brought dem onstra tions o f h is  v io l in  teach in g  method to  th i s  co u n try , 

and a new a re a  o f i n t e r e s t  was opened up, e v e n tu a lly  le ad in g  to  a few 

is o la te d  and r a th e r  u n su cc e ss fu l a ttem p ts  to  in tro d u ce  h is  method in to  

lo c a l  sch o o ls .

I  can th en  claim  a f a i r l y  c lo se  r e la t io n s h ip  w ith  fo u r  o f th e se  

methods, and a f e e l in g  o f awe and ad m ira tio n  f o r  Suzuki*s achievem ents.

I  b e lie v e  th a t  th e  only  way to  a  tru e  r e a l iz a t io n  o f the  ed u ca tio n a l 

p r in c ip le s  which u n d e r lie  th e se  methods i s  by what J u s t in e  Ward has 

d e sc rib e d  as *an ex p erience  from w ith in * . I  can only  hope th a t  t h i s  

c lo se  s tu d y  w i l l  encourage o th e rs  to  take  h e r  ad v ice .

I  w ish to  acknowledge th e  a s s is ta n c e  which has so r e a d i ly  been 

given to  me by the  s t a f f  o f a  la rg e  number o f l i b r a r i e s  and C o lleges 

o f Music in  t h i s  co u n try  and in  Germany. My thanks a re  due p a r t ic u 

l a r l y  to  th e  s t a f f  o f th e  U n iv e rs ity  o f L e ic e s te r  School o f E ducation

who have been u n f a i l in g ly  h e lp fu l .



The adv ice  and h e lp  o f my s u p e rv iso rs . P ro fe sso r G erald ELmbaum 

and th e  D ire c to r  o f Music a t  L e ic e s te r  U n iv e rs ity , Dr. R obert M eikle, 

has been in v a lu a b le  th roughou t th e  whole p e rio d  o f ray re s e a rc h , and 

i s  g r e a t ly  a p p re c ia te d .

F in a l ly ,  th e  su p p o rt, encouragement and fo rebearance  o f my 

fam ily  has done much to  enab le  me to  com plete t h i s  work.
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PART I  

C hapter 1

Music In  E ducation  -  I t s  A ffe c tiv e  and E f fe c t iv e  V alues

S u ccessfu l music te ach in g  depends upon the  te a c h e r 's  a b i l i t y  to  

im part h is  knowledge and u n d ers tan d in g  o f h is  s u b je c t  so th a t  h is  p u p ils  

can en joy  music and use i t  a s  a  form of a r t i s t i c  e x p re ss io n . H iis  

'knowledge and understanding* i s  in  tu rn  dependent upon h is  r e a l i s a t i o n  

o f te ach in g  tech n iq u es  w ith in  the  framework o f g e n e ra l ed u ca tio n , 

coupled w ith  h is  own in tu i t i v e  r e a c tio n s  to  m usic, which may be s tim 

u la te d  by a com bination o f h is  own body p ro c e sse s , to g e th e r  w ith  th e  

O b jec tiv e  and S u b jec tiv e  e lem ents th a t  c o n s t i tu te  m usic, w hether i t  i s  

l i s te n e d  to ,  o r perform ed. In  t h i s  complex p rocess th e  o b je c t iv e  

e lem ents a re  th e  m a te r ia l  c o l le c t io n  o f n o te s , p h rases  and rhythms 

which complement the  su b je c tiv e  e lem ents to  make up the  com plete compo

s i t i o n .  Hie s u b je c tiv e  elem ents a re  th e  concern o f ph ilosophy  and i t s  

p ro cesses  of lo g ic a l  d ed u ctio n s  based on the  r e la t io n s h ip  o f observed 

phenomena which enab le  us to  th in k  below th e  'su rfac e *  o f the  music 

u n t i l  we a cq u ire  a competence to  make a judgem ent, n o t a u th o r i ta t iv e ly ,  

o r i n f a l l i b l y ,  between th e  genuine and th e  im ita t io n ;  to  d is c e rn  th e  

genuine a ttem p t t h a t  f a i l s  to  succeed o r th e  a ttem p t which i s  m erely 

im i ta t iv e .  I t  i s  h e re  a lso  th a t  we f in d  m a tte rs  which may encourage 

us to  th in k  d eep ly , o r which may to  some e x te n t  s t i r  th e  em otions.

Psychology i s  concerned w ith  th e  s p i r i t u a l  c o n te n t, a  p a r t  o f th e  

su b je c tiv e  e lem en t, o f th e  minds o f those  who l i s t e n  to  m usic, a lthough  

in  h is  a ttem p t to  d isc o v e r  th e  b a s is  o f th e  s p i r i t u a l  c o n ten t th e



p sy ch o lo g is t w i l l  o f te n  a ttem p t to  analyse  th e  o b je c tiv e  elem ents 

which d isp o se  the  l i s t e n e r  to  a t ta c h  a s p i r i t u a l  c o n ten t to  th e se  

e lem ents and to  t h e i r  r e l a t iv e  im portance. H iis  i s  the  a re a  where 

the  m usical com position becomes th e  l in k  between the  c r e a t i v i t y  of 

th e  composer and the  re c e p tiv e n e ss  o f th e  l i s t e n e r .  The p iece  o f 

m usic, w hile  evoking some d i f f e r e n t  responses in  d i f f e r e n t  peo p le , 

ought to  e l i c i t  b road ly  the  same resp o n ses  from people o f a common 

ex p erien ce , and th e se  responses should correspond  to  those  in tended  

by th e  composer, where h is  ex p erien ce , in  i t s  w id est sen se , i s  a t  

l e a s t  r e la te d  to  t h a t  o f h is  l i s t e n e r s .

Any s c i e n t i f i c  in v e s t ig a t io n  in to  th e  q u e s tio n  o f what music *IS*, 

o r what music *DCËS* on ly  seems to  be ab le  to  im ply th a t  both  approaches 

a re  n o t m utually  e x c lu s iv e . H iis  was a  s u b je c t f o r  g re a t  am ateur psy

c h o lo g ic a l s tu d y  a t  th e  tu rn  o f th e  cen tu ry . One o f the  le ad in g  

f ig u r e s ,  Mrs.Vernon Lee, in  ‘Music and I t s  Lovers*, made an ex h au stiv e  

exam ination and assessm ent o f  th e  m usical responses o f some 150 i n t e l l i 

g en t a d u lt  l i s t e n e r s  by means o f s tu d y in g  t h e i r  answers to  s ix te e n  groups 

o f c a r e f u l ly  c a te g o r is e d  q u e s tio n s . Her q u e s tio n s  re so lv ed  them selves 

in to  ‘an en q u iry  as to  what music does in  th e  mind o f th e  h e a re r ;  o r 

more c o r r e c t ly ,  o f what th e  mind o f th e  h e a re r  does in  response  to  m usic*.^ 

One o f th e  co n c lu s io n s  which she reached was t h a t  ‘ th e  mind o f th e  hearer*  

was n o t an in d iv id u a l e n t i t y ,  b u t on ly  a conven ien t average o f the  pheno

mena common to  most o f th e  l i s t e n e r s .  A f u r th e r  r e s u l t  showed th a t  th e  

minds o f th e  h e a re rs ,  a lth o u g h  s im ila r  in  one o r  two main a re a s , were in  

o th e r  re s p e c ts  d is s im i la r ,  and th a t  th e re fo re  i t  was n ecessa ry  to  en q u ire

1. Vernon Lee: Music and I t s  L overs, London, John Lane, I 9IO.



f u r th e r  as to  how music a c ted  upon d i f f e r e n t  c a te g o r ie s  o f peo p le ,

Mrs. Lee began h e r c a te g o r is a t io n  w ith  th e  o b serv a tio n  th a t  in  every 

day l i f e  th e re  a re  persons to  whom music means a g re a t  d e a l;  o th e rs  

to  whom i t  means l e s s ,  and o th e rs  to  whom i t  means l i t t l e ,  o r n o th in g  

a t  a l l .  For th e  purpose o f c l a s s i f i c a t i o n  the  l a s t  group was l e f t  o u t 

o f h e r  e a r ly  en q u iry . Her q u e s tio n n a ire s , some w r it te n  and some v e rb a l, 

produced two a p p a re n tly  i r r e c o n c i la b le  s e ts  o f answers which she summar

iz e d  in  an a d d i t io n a l  q u e s tio n n a ire  as  fo llo w s; ‘When music i n t e r e s t s  

you a t  a l l ,  has i t  g o t fo r  you a meaning which seems beyond i t s e l f  -  a 

message? -  o r does i t  mean j u s t  m u s i c H i i s  le d  to  th e  need f o r  a 

more p re c is e  d e f in i t io n  of th e  word ‘meaning*, which f i n a l l y  enabled 

h e r  to  make h e r  f i r s t  working c l a s s i f i c a t i o n .

(a ) A pproxim ately h a l f  th e  answ ers came from people who d e sc rib ed  them

se lv e s  as ‘persons in  whose l i f e  music occupies much a t te n t io n .  Hiey 

f e l t  th a t  music undoubtedly  had *a message* o r *a meaning* beyond 

i t s e l f ,  and th a t  t h e i r  response to  music transcended  sen su a l enjoym ent.

(b) The o th e r  h a l f  e x p l i c i t l y  den ied  the  e x is te n c e  o f any such message, 

making i t  c le a r  t h a t  f o r  them, th e  ‘meaning* o f music was in  the  music 

i t s e l f ,  and th a t  when th ey  became r e a l l y  in te r e s te d  in  a  p iece  o f music 

th e y  were com ple te ly  absorbed in  i t .

Mrs. Lee a ttem pted  to  compare th ese  two c la s s e s  o f answers by a lso  

send ing  them q u e s tio n s  whose answers would h e lp  h e r  to  c l a s s i f y  the  

Answerers them selves. To what e x te n t  were th ey  m usical? The q u e s tio n 

n a ir e  co n ta in ed  groups o f q u e s tio n s  which, when taken  to g e th e r , formed

1. Vernon Lee, I b i d . ,  p . 24.



an o b je c t iv e  c r i t e r io n  o f music endowment and c u l t iv a t io n .  These 

were q u e s tio n s  d e a lin g  m ainly w ith  m elod ies, m elodic sequences, 

harmonic p ro g ress io n s  and sequences, and tim b re . Evidence of any 

s p e c ia l  m usical endowment o r s k i l l s  was sought by q u e s tio n s  concern 

ing  t h e i r  a b i l i t y  to  extem porize and to  p rov ide  accompaniments to  

m elod ies. By t h i s  means i t  seemed p o s s ib le  to  a s c e r ta in  how f a r  th e  

c o n f l ic t in g  answers about th e  ‘meaning* o f music corresponded w ith  

th e  m usical accom plishm ent o f th e  in d iv id u a ls  p ro v id in g  th e  answ ers. 

F u r th e r  e n q u ir ie s  d e a l t  w ith  t h e i r  i n t e r e s t s  in  drama, and t h e i r  

memory o f , and i n t e r e s t  in ,  v i s ib le  o b je c ts ;  they  were asked abou t 

em otional memories which th ey  considered  m ight have in flu en ced  

t h e i r  p re s e n t c o n d itio n s  -  t h i s  a s  an a ttem p t to  a s s e s s  t h e i r  em otional 

and im ag in a tiv e  d is p o s i t io n s .  H iis  suggested  a working h y p o th esis  th a t  

th e  tendency to  a t t r i b u t e  some em otional message to  music m ight be due 

to  a  preponderance o f em otional i n t e r e s t s  in  th e  l iv e s  o f the  l i s t e n e r s .  

Hie answ ers proved th a t  th e  h y p o th esis  was wrong. Some who were o b v i

o u sly  em otional answered th a t  music had no message fo r  them; o th e rs  

who rev ea led  no p a r t i c u la r  em otional d is p o s i t io n  r e je c te d  th e  a l t e r n a t iv e  

th a t  music rem ained ‘ j u s t  m usic*. A f u r th e r  exam ination o f th e  answers 

suggested  th a t  th e re  seemed to  be no d i r e c t  r e l a t io n  between th e  in te n 

s i t y  o f em otional n a tu re  and th e  q u e s tio n  o f w hether i t  had a meaning 

beyond i t s e l f  t h a t  was e i t h e r  good, o r bad, f o r  th e  l i s t e n e r ,  o r  was 

‘j u s t  good o r bad*. Some o f th e  answers from the  most m u s ica lly  s k i l l e d  

in d ic a te d  th a t  th e  maximum i n t e r e s t  and com plete ab so rp tio n  which music 

demanded l e f t  them w ith  no room f o r  an y th in g  e ls e  w hile  they  were l i s t e n 

in g . These answ ers then  le d  to  th e  fram ing o f q u e s tio n s  concern ing  

d egrees o f c o n c e n tra tio n  when l i s te n in g  to  m usic. The more m usical 

answ erers adm itted  t h a t  t h e i r  c o n c e n tra tio n  was l i a b l e  to  p e rio d s  o f



in a t te n t io n ;  bu t even th e se  la p se s  were regarded  as  i r r e l e v a n t  and were 

in te r ru p t io n s  w hile the  music went on b u t t h e i r  a t te n t io n  m om entarily 

f a i l e d  to  keep up w ith  i t .  Hie l e s s  m u s ica lly  g i f t e d  answ erers , many 

o f whom found in  music a  meaning beyond i t s e l f ,  were com parative ly  

unaware o f such la p se s  o f a t te n t io n ;  and when f u r th e r  q u estio n ed  they  

suggested  th a t  r a th e r  unm usical people could  seem ingly en jo y  long  p ro 

grammes o f m usic, b u t t h a t  t h e i r  enjoym ent was n o t confined  to  th e  

music b u t r a th e r  to  th e  em otional drama which f i l l e d  t h e i r  minds w hile 

th ey  appeared to  be l i s te n in g  to  th e  m usic. These two s ta tem en ts  in  

o p p o s itio n  le d  to  th e  obvious co n c lu sio n  th a t  th e re  were two main modes 

o f responding  to  music -  one could  be c a l le d  * l i s te n in g  to  music* and 

the  o th e r  ‘h e a rin g  music *, w ith  f re q u e n t la p se s  d u rin g  which th e  music 

faded in to  th e  background, to  be rep laced  by em otional though ts  which 

the  music had a ro u sed .

L is te n in g  im plied  a c t iv e  c o n c e n tra tio n  on th e  d e t a i l s  o f th e  com position 

and perform ance, somehow r e ta in in g  them in  the  memory and c o -o rd in a tin g  

them in  a s e r ie s  o f complex wholes s im ila r  to  the  many and v a r ie d  p a r ts  

o f an a r c h i te c tu r a l  s t r u c tu r e ;  and th e se  au d ib le  s te p s  c o n s t i tu te d  the  

‘meaning* o f music and rem ained in se p a ra b le  from i t .

H earing re v ea led  n o t sim ply a l e s s e r  degree of c o n c e n tra tio n , b u t a 

com parative m usical po v erty  which was su s ta in e d  and complemented by 

o th e r  e lem en ts . Hie answers in  t h i s  group showed th a t  th e  l i s t e n e r s  

had f re q u e n t moments o f a c tiv e  l i s t e n in g  whose frequency  and d u ra tio n  

depended on t h e i r  g e n e ra l m usical h a b i ts  and on t h e i r  f a m i l i a r i t y  w ith  

th a t  p a r t i c u la r  p iece  o f m usic, o r  th e  s ty le  in  which i t  was w r i t te n .

Hiese moments o f a c t iv e  c o n c e n tra tio n  d id  n o t  c o n s t i tu te  the  bulk  o f



t h e i r  l i s t e n in g  b u t were punctuated  by f re q u e n t p e rio d s  o f o th e r  

th o ugh ts  -  *em otional s t a t e s ,  memories, a s s o c ia t io n s  which flowed 

around th e  more o r l e s s  em ergent m usical p e rc e p tio n s , u n t i l  they  

formed a homogeneous con tem plative  c o n d itio n  which the  ‘hearer*  could 

n o t reco g n ise  as in a t te n t io n * .^  The answ ers from ‘l i s te n e r s *  and 

‘h eare rs*  in d ic a te d  th a t  the  two c a te g o r ie s  were by no means m utually  

e x c lu s iv e , and t h a t  both  were o f te n  co n d itio n ed  by music i t s e l f .

A t the  ro o t  o f a l l  th e  v a r i e t i e s  o f m usica l ex p e rien ce , from the  

c lass-room  to  the  c o n c e rt h a l l ,  l i e s  t h i s  q u e s tio n  o f a t t e n t io n .  Mrs.

Lee e s ta b lis h e d  a d i s t in c t io n  between ‘l is te n in g *  to  music and m erely 

‘hearing*  i t ;  between a response to  music t h a t  im p lie s  i n t e l l e c t u a l  

and a e s th e t ic  a c t i v i t y ;  and one th a t  c o n s is ts  la r g e ly  o f em otional 

and im ag in a tiv e  day-dream s lin k e d  by f u r th e r  m usical shapes which add 

more sen tim en ta l s a t i s f a c t i o n s .  She a lso  claim ed th a t  ‘ i n t e l l i g e n t  

l i s t e n in g  depends on th e  o u ts id e  s tim u lu s  (of th e  music) and on th e  

a b i l i t y  to  s e l e c t  what i t  th in k s  i s  r e le v a n t ;  and to  f i l t e r  o u t the  

rem ainder* . But th e  r e je c t io n  o f the  i r r e l e v a n t  i s  n o t com plete 

because our powers o f p e rc ep tio n  a re  made f o r  th e  p r a c t i c a l  purposes 

o f every -day  l iv in g ,  and can on ly  be more o r l e s s  adapted to  a r t i s t i c  

demands. Hie e lem ents o f sound which a re  im p o rtan t in  the  music -  

e .g .  the  main c re a t iv e  elem ents in  the  s t r u c tu r e  o f a  Symphony, an 

O verture o r a  Fugue -  seem to  fo rc e  them selves on our a t te n t io n  and 

become the  most d i r e c t  s t im u li  to  reach  th e  e a r .  Many o f th e  su b s id ia ry  

e lem ents seem to  have l i t t l e  o r no e f f e c t  on th e  resp o n ses  o f th e  l i s t e n e r ,  

b u t a re  u s e fu l  elem ents w ith in  th e  s t ru c tu re  o f th e  music i f  on ly  fo r  the

1. Vernon Lee, I b i d . ,  p . 26.
2 . Vernon Lee, I b i d . ,  p . 27 .



purpose o f h ig h - l ig h t in g  the  more re le v a n t  f a c to r s .  I t  i s  h e re , and 

p a r t i c u la r ly  when we observe m usical responses in  the  c lass-ro o m , 

th a t  p e rc e p tio n  i s  so much in flu en ced  by i n i t i a l  co n cep tio n , and the 

c h ild  who has had no guidance can q u ite  e a s i ly  develop an alm ost 

com plete m ental p a s s iv i ty .  C onversely , th e re  i s  in  the  mind an a b i l 

i t y  to  *sw itch  on* -  an a b i l i t y  which the  w orld o f commercial *pop* 

music has e x p lo ite d  on ly  too r e a d i ly .  Even the  very  young have a 

ready  response  to  some of th e  b a sic  su b je c tiv e  e lem en ts . *F i t c h * 

( r a r e ly  in  th e  phenomenon o f ‘a b so lu te  p itc h * )  in  th e  sense o f sounds 

th a t  a re  r e l a t i v e ly  h igh  o r low a re  f a i r l y  e a s i ly  d is t in g u is h a b le .  

‘Volume* -  ‘ loudness* o r ‘q u ie tn ess*  - i s  r e a d i ly  heard , and ‘con

sonance * and ‘dissonance* in  sim ple harmonic s t r u c tu r e s  can be heard 

by a fo u r  y ea r o ld  c h ild  even i f  on ly  as ‘d i f f e r e n t* .  ‘Dynamics* -  

the elem ents o f s t r e s s ,  rhythm , a t ta c k ,  slow o r qu ick  motion -  a re  

r e a d i ly  understood  in  t h e i r  s im p le s t form s, a lth o u g h  the  con tinued  

and p u rp o se fu l use o f th ese  m usical phenomena in  an extended p iece  

of music re q u ire s  c o n sid e ra b le  m ental e f f o r t .  What the  in a t te n t iv e  

l i s t e n e r  m isses a re  the  sequences o f the  im p o rtan t e lem ents in  the  

s t ru c tu re  o f th e  com position , w ith  a fo rg e tf u ln e s s  o f what has a lre a d y  

been p layed  o r  sung, w ith  no e x p e c ta tio n  of what i s  to  come, and no 

id eas  concern ing  harm onic, o r even melodic developm ent.

‘Timbre* i s  th e  elem ent, o r com bination o f e lem en ts , which l e a s t  

concerns th e  in a t te n t iv e  l i s t e n e r ,  bu t which does n o t n e c e s s a r i ly  have 

the  l e a s t  e f f e c t  on h is  m usical re sp o n ses . 3y d e f in i t io n ,  ‘Timbre i s  

the  ‘q u a lity *  o r ‘colour*  o f a  to n e , i . e .  the  d if fe re n c e  between tones 

o f th e  same p i tc h  i f  produced on v a rio u s  in s tru m e n ts , e .g .  a v io l in  

and a f lu t e  and t h e i r  com binations. A ll m usical sounds a re  the  r e s u l t
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o f p e r io d ic  v ib ra t io n s  in  which the  forms o f th e  sound waves a re  

complex, and th e se  co m p lex itie s  a re  th e  p h y s ic a l c o r r e la te s  o f th e  

to n a l p ro p e r t ie s  which we c a l l  * to n e -q u a li ty * , o r *to n e -c o lo u r* ; 

th e y  p rov ide  the  sound, p a r t i c u la r ly  when produced by in s tru m en ts  

w ith  d i s t in c t iv e  q u a l i t i e s .* ^  The p h y s ic a l ex p lan a tio n  o f tim bre 

i s  sim ply  th a t  a l l  th e se  complex p e rio d ic  v ib ra t io n s  a re  reduced to  

sim ple ‘p a r t ia l*  v ib ra t io n s ,  commonly known as ‘harm onics*, whose 

fre q u e n c ie s  a re  m u ltip le s  o f the  frequency  o f th e  fundam ental tone - 

e .g .  a s t r in g  v ib ra te s  n o t only  as a  whole (fundam ental) b u t a ls o  in  

h a lv e s  (second ‘harm onic*), t h i r d s ,  q u a r te r s ,  e t c . .  Wind in s tru m en ts  

produce a sound th a t  o r ig in a te s  as an enclosed  column of a i r  in  a 

c y lin d e r  which may be com pletely  c y l in d r ic a l  o r c o n ic a l . ‘The p i tc h  

o f the  produced sound depends on ly  on the  le n g th  o f th e  p ip e , i t s  

tim bre  m ainly on the  m outh-piece -  sj.ngle reed  in  th e  c l a r in e t s ,  

double reed  in  th e  oboes, m outh-hole in  the  f l u t e s ,  cupped m outhpiece 

in  th e  tru m p ets , fu nne l m outhpiece in  the  horns e t c .  -  on the  shape
p

o f th e  bore , th e  w idening o f the  b e l l . * Added to  t h i s  i s  the  ‘embou

chure* (th e  p ro p e r p la c in g  o f the  l i p s  and tongue), ‘overblowing* (th e  

c o n tro l  of b re a th , embouchure, and com plete covering  of h o le s ) ,  - 

‘harm onics*, whose in t e n s i ty  i s  v a r ia b le  in  d i f f e r e n t  in s tru m en ts  - 

e .g .  th e  oboe has tw elve harm onics w ith  g re a te r  in te n s i ty  in  the  

fo u r th  and f i f t h ,  w hile the  c l a r i n e t  has n e a r ly  tw enty harm onics w ith  

th e  e ig h th  and n in th  harm onics predom inant; s in g le  and double re e d s , 

v a lv e s , s l id e s ,  crooks o r shanks (a d d it io n a l  tu b in g ) , s id e -h o le s , 

m utes, ‘stopped* n o te s  and ‘brassed* n o te s , each having a d i f f e r e n t

1 . W ill i  A pel; Hie H arvard D ic tio n a ry  o f Music, London, Heinemann, 
1944, ‘Timbre"*!

2 . W ill i  A pel; I b i d . ,  ‘Timbre*.



in f lu e n c e  on th e  q u a l i ty  o f the  sound. The im pact o f t h i s  com plex ity , 

p a r t i c u la r ly  i t s  abuses, and i t s  u lt im a te  e f f e c t  on th e  p e rc e p tio n  of 

m usical sound, i s  n o t th e  k ind  o f experience  to  which the  u n tra in e d  

e a r  should  be su b je c te d . I t  i s  n o t th e re fo re  s u rp r is in g  th a t  O rff , 

Kodaly, Ward, and o th e rs  concerned w ith  th e  m usical ed u ca tio n  o f young 

c h ild re n  have s te e re d  c le a r  o f th e se  a u d ito ry  m in e fie ld s  by in s i s t in g  

on th e  use o f th e  r e l a t i v e l y  uncom plicated  medium o f the  vo ice a lo n e , o r 

combined w ith  a c o u s t ic a l ly  uncom plicated tuned o r  untuned in s tru m en ts  

such a s  R ecorders, Xylophones and drums.

Any sound rem ains in  i s o la t io n  u n t i l  i t  i s  reco g n ised  a s  having 

a  r e la t io n s h ip  w ith  th e  sounds which come b efo re  o r a f t e r  i t ;  and i f  

two sounds occur s im u ltan eo u sly  th e  r e la t io n s h ip  can be understood  

more e a s i ly  when th e  co m p lica tio n s  o f tim b re , i . e .  a l l  th e  harm onics, 

a re  removed. Sensory p e rc ep tio n  a lone canno t do t h i s ;  th e  mind has 

to  work on the  sense im pression  in  o rd e r to  determ ine th e  r e la t io n s h ip .  

There a r e ,  th e re fo re , two f a c to r s  which a re  analagous to  th e  su b je c tiv e  

and th e  o b je c t iv e , and which a re  s e t  in  m otion by m usical sound -  the 

m ental and th e  sen so ry . The sen ses  r e g i s t e r  th e  p i tc h ,  in te n s i ty ,  

d u ra tio n  and tim bre o f th e  in d iv id u a l sounds w hile  th e  mind r e l a t e s  

each elem ent in  th e  s in g le  sounds to  th e  same elem ents in  th e  r e s t  of 

the  sounds in  the  s e r i e s ,  th u s  form ing the  r e la t io n s h ip  between the  

d i f f e r e n t  sounds, which in  tu rn  p ro v id es  th e  b a s is  f o r  th e  whole p rocess  

o f m usical th o u g h t, and w hich, a t  i t s  h ig h e s t  le v e l ,  demands sensory  

and in t e l l e c t u a l  a c t i v i t y .

A t i t s  most e lem en tary  le v e l  music has always had a  broad senso ry  

b a s is ,  and even though i t  may make l i t t l e  i n t e l l e c t u a l  demand i t  can
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provide a r ic h  and s a t i s f y in g  sound. In  i t s  s im p lic i ty  i t  o f te n  

r e l a t e s  i t s e l f  to  o b je c ts  -  as in  ‘programme* m usic, and th e  m usical 

s e t t in g  o f words can a lso  be used as a s im p lify in g  p ro c e ss .

One elem ent o f music which c h ild re n  f in d  most d i f f i c u l t  to  e s t i 

mate as l i s t e n e r s  o r perfo rm ers i s  the  * tempo *, o r speed, a t  which 

music p roceeds, and which i s  experienced  a t  i t s  most e lem en tary  le v e l  

as  p h y s ic a l rhythm s. The c h ild  i s  u s u a lly  aware o f v a r ia t io n s  o f 

m usical speed and rhythm ic grouping , b u t i s  w ith o u t th e  developed 

v ocal a p p a ra tu s , o r in s tru m e n ta l techn ique  to  accom plish th e se  changes 

e f f e c t iv e ly .  The dynamic e f f e c t  o f music i s  c le a r ly  seen in  th e  re a c 

t io n s  of most young c h ild re n  -  th e  tap p in g  o f f e e t ,  shaking o f th e  

head, swaying o f th e  body -  and t h i s  has le d  to  the  d isco v e ry  th a t  

m usical s e n s a tio n s , p a r t i c u la r ly  o f a rhythm ic n a tu re , c a l l  f o r  the  

m uscular and nervous response of the  whole p h y s ic a l organism .

C onsiderab le  re se a rc h  in to  p h y s ic a l responses to  music was under

taken  in  the  e a r ly  years  o f th i s  cen tu ry  by Em ile J a c ques-D ale ro ze , a 

composer in  h is  own r ig h t ,  and P ro fe sso r of Harmony a t  th e  C o n serv a to ire  

in  Geneva. H is s tu d ie s  o f c h ild re n * s  re a c t io n s  to  m usical se n sa tio n s  

and h is  experim en ts, p a r t i c u la r ly  in  the  f i e l d  o f p h y s ic a l re a c t io n ,  

le d  him to  th e  co n clu sio n  th a t  because th e  c h ild * s  immediate response 

was p h y s ic a l, the  body should  be the  c h ild * s  f i r s t  in s tru m en t th rough  

which music should be in te r p r e te d .  T his was the  o r ig in  of h is  ‘E u ry th 

m ies’ , which, he claim ed, had a tw o-fo ld  value  in  ed u ca tio n  -  th e  p u re ly  

p h y s ic a l va lue  o f t r a in in g  th e  m uscles, and the  a e s th e t ic  va lue  o f te ac h 

in g  s e lf - e x p re s s io n .  D alcroze r e a l i s e d  th a t  h is  th eo ry  was no more than  

a b a s is  f o r  f u r th e r  ex p erim en ta tio n  in  an a ttem p t to  c o n s tru c t a  r a t io n a l
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and c le a r ly  d e fin ed  system  o f a r t i s t i c  e x p re ss io n .

*I soon d isco v e red  th a t  o u t of te n  c h ild re n , a t  most two a c ted  in  

a normal manner; t h a t  th e  m o to r - ta c t i le  co n sc io u sn ess , the  com bination 

of th e  senses o f space and movement, e x i s t  in  a  pure s t a t e  as r a r e ly  

as the  p e r f e c t  sense o f  h e a rin g  th a t  m usicians c a l l  ’a b so lu te  p i t c h ’

. . . and so I  came to  reg a rd  m usical p e rc ep tio n  which i s  e n t i r e ly  

a u d itiv e  as incom plete , and to  seek the  connec tion  between i n s t i n c t s  

f o r  p i tc h  and movement, harm onies o f tone and tim e -p e rio d s , tim e and 

energy , dynamics and sp ace , music and c h a ra c te r ,  music and temperam ent, 

and f i n a l l y  th e  a r t  o f music and th e  a r t  o f d an c in g ’ .^

Music as an A rt Form

I f  the  prime o b je c t iv e  o f music ed u ca tio n  i s  to  te ach  music as a 

form o f a r t i s t i c  e x p re ss io n , i t  i s  n ecessa ry  to  e v a lu a te  music a s  an 

a r t  form . Comparisons between music and o th e r  e s ta b lis h e d  a r t  forms 

can h e lp  towards a b e t t e r  un d ers tan d in g  of a r t  in  g e n e ra l, and in  th i s  

connection  com parisons between m usic, a r c h i te c tu r e ,  p a in tin g  and l i t e r a 

tu re  a re  th e  most common. The obvious com parison between music and 

a rc h i te c tu re  l i e s  in  th e  s t ru c tu re  o r ’form* o f th e  c r e a t io n ,  and in  

th i s  c o n tex t th e  f i r s t  s te p s  in  ’music ap p rec ia tio n *  a re  o f te n  d i r e c te d .  

Hie m ajor works o f most composers a re  obv iously  analagous to  th e  con

s t r u c t iv e  gen ius re q u ire d  in  m ajor a r c h i te c tu r a l  w orks. M usician and 

a r c h i te c t  a rrange  t h e i r  c re a t iv e  m a te r ia l  in to  form s, each in  i t s  own

1* Jacques-D alcroze  : Rhythm Music and E duca tion , The D alcroze S oci
e ty , Woking, S u rrey , (New E d i t io n , I 967, In tro d u c t io n ) .
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way governed by p r in c ip le s  o f b a lan ce , p ro p o r tio n  and symmetry. This 

analogy may l a t e r  be ap p lied  to  the  c o n tra p u n ta l m aste rp ieces  o f the 

polyphonic composers who used t h e i r  themes as th e  a r c h i te c t s  used b locks 

o f s to n e , each in  i t s  own way p i l in g  up -  in  music by ’ s t r e t t i * ,  in  

a r c h i te c tu r e  by columns and s p i r e s  -  to  an a lm ost in e v i ta b le  peak.

The com parison i s  l e s s  obvious when we c o n s id e r  music which i s  n o t 

governed by th e  l im i ta t io n s  o f polyphony. ’A u d ib ility *  and ’v i s ib i l i t y *  

now become w idely  s e p a ra te d . The m usicians* m a te r ia ls  a re  now e x p re ss 

iv e ly  loaded w ith  human f e e l in g ,  and the  m an ip u la tio n  of th e se  m a te r ia ls  

i s  no lo n g er m ainly i n t e l l e c t u a l ,  b u t i s  s u b je c t  to  th e  c r e a t iv e  u rg es , 

o r ’fe e lin g s*  o f the  composer.

A n a lo g ica l r e la t io n s h ip  o f c e r ta in  k in d s  o f music w ith  p a in tin g  

i s  r e l a t i v e l y  s tra ig h tfo rw a rd . D ire c t im ita t io n s  o f n a tu r a l  sounds 

lend  them selves r e a d i ly  to  in s tru m e n ta l and v ocal m usic. In  th i s  

example we have an a lm ost e x a c t p a r a l l e l ,  w ith  th e  m usician  re p re s e n t

in g  th e  ’au ra l*  and th e  p a in te r  th e  ’v is u a l* .

N a tu ra l phenomena a re  a ls o  e a s i ly  im ita te d  when th e  m usical imita-*- 

t io n  i s  u s u a lly  an approxim ate re p ro d u c tio n . But the  composer has the  

advantage o f being ab le  to  reproduce a s tro n g e r  su g g es tio n  o f p h y s ic a l 

movement. This p h y s ic a l r e p re s e n ta t io n  can a ls o  be produced in  music 

by ’su g g es tio n * . E x p lan a to ry  t i t l e s  enab le  th e  l i s t e n e r  to  in t e r p r e t  

p a t te rn s  o f sound in  term s of v is u a l  im ag in a tio n . W ithout th e  t i t l e  

i t  would be ex trem ely  d i f f i c u l t  to  in t e r p r e t  th e  com poser’s in te n t io n s  

c o r r e c t ly .



13

There a re  c o u n tle ss  examples o f composers u s in g  th e  d i r e c t ,  the 

approxim ate, and the  su g g es tio n  of p h y s ic a l movement in  a s in g le  com

p o s it io n  -  a  w onderful example o f th e  fu s io n  o f the  th re e  a sp e c ts  of 

m usical a r c h i te c tu r e ,  to n e -p a in tin g  and em otional e x p re ss io n  can be 

heard  in  the  chorus ’Have l ig h tn in g s  and thunders  t h e i r  fu ry  fo r g o t te n ? ’ , 

in  J .S .  Bach’s S t .  Matthew P assio n . Beethoven’s P a s to ra l  Symphony i s  an 

obvious example, and th e  tone-poems o f R ichard S tra u ss  have an enormous 

range o f m usical re p re s e n ta t io n .  H iis , however, i s  a  s u b s id ia ry  fu n c tio n  

of com position , and i s  used on ly  as an ex p re ss io n  o f  th e  com poser’s sub

je c t iv e  experience  o f p h y s ic a l o b je c ts .  There i s  no f u r th e r  analogy 

between music and p a in t in g , n o r does th e re  seem to  be in c o n tro v e r t ib le  

p ro o f th a t  music does, in  f a c t ,  ex p ress  i t s  com poser’s ex p erien ces  in  

term s th a t  can be understood  by th e  l i s t e n e r .

Emotion in  Music

A rt in  g e n e ra l, and music in  p a r t i c u l a r ,  has been s a id  to  embody 

em otion, and many w r i te r s ,  bo th  a n c ie n t and modem, have claim ed th a t  

music i s  the  language o f em otion and i s  endowed w ith  th e  power o f mak

in g  o b je c t iv e  the  s u b je c tiv e  l i f e  o f mankind. As long  ago as l884 , 

W illiam  James argued th a t  ’ th e  m a te r ia l  o f em otion i s  a  b o d ily  p ro c e ss , 

an e la b o ra te  p a t te r n  of m uscular and v i s c e r a l  movements. Psychology 

has long  recogn ized  th a t  th e  p h y s ic a l changes o f the  body a re  in  some 

way in t im a te ly  connected w ith  em otional l i f e  -  th e  v a r io u s  com binations 

and p erm u ta tions o f which th e se  o rgan ic  a c t i v i t i e s  a re  s u sc e p tib le  make 

i t  a b s t r a c t ly  im possib le  th a t  no shade o f em otion, however s l i g h t ,  

should be w ith o u t a b o d ily  re v e rb e ra tio n * .^  James saw the  human frame

1 . W illiam  Jam es: The P r in c ip le s  o f Psychology, V ol. I I ,  Cambridge
U n iv e rs ity  P re s s , 1B90, p . 449.
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as  being  c o n s ta n tly  a l iv e  and resp o n siv e  to  a l l  th e  em otional s t im u li  

around i t .  *Our whole c e n tr ic  c a p a c ity  i s  s e n s ib ly  a l iv e ,  and each 

m orsel o f  i t  c o n tr ib u te s  i t s  p u ls a t io n s  o f f e e l in g ,  dim o r sh arp , 

p le a s a n t ,  p a in fu l ,  o r  dub ious, to  t h a t  sense of p e r s o n a l i ty  t h a t  every  

one o f us u n f a i l in g ly  c a r r ie s  w ith in  him *.^

Vernon Lee and C.A. Thompson, in  ’Beauty and U g lin e s s ’ add th e i r  

su p p o rt to  the  su p p o sitio n  th a t  th e  em otions th a t  a re  aroused by music 

a re  th e  r e s u l t  o f b o d ily  p ro c e sse s . Mrs. Lee no ted  th a t  ’between the  

movement o f c e r ta in  m usical p h rases  and th e  g e s tu re  made (o r a t t i tu d e  

tak en  up) in  c e r ta in  r e a l  human em otions, th e re  e x i s t s  a resem blance 

s u f f i c i e n t  fo r  th e  one to  r e c a l l  th e  o th e r , and t h i s  ex p lan a tio n  of 

m usical ex p re ss io n  f a l l s  in  w ith  th e  th e o r ie s  o f ’ in n e r  M imicry’ which 

p la y  so g re a t  a p a r t  in  c u r re n t  p sy ch o lo g ica l a e s t h e t i c s ’ .

This th eo ry  i s  an obvious o v e r -s im p lif ic a t io n  in  th a t  i t  reg a rd s  

the  emotion f e l t  by a l i s t e n e r  to  th e  slow movement o f a Beethoven 

Symphony as the  same em otion which would be f e l t  as th e  r e s u l t  o f some 

ex p erience  in  r e a l  l i f e ,  o r t h a t  an i d e n t i c a l ,  and n o t  m erely a s im ila r  

em otion was passed on from composer to  l i s t e n e r .  I f  th i s  could  be proved 

to  be t r u e ,  the  whole problem o f em otional resp o n ses  to  music would be 

n e a t ly  and q u ick ly  so lv ed . U n fo rtu n a te ly  th e  ev idence su p p o rtin g  th i s  

th e o ry  su g g ests  th a t  th e  ap p aren t sadness o f M ozart’s Symphony No. 40 

in  G Minor had i t s  o r ig in  in  th e  v i s c e r a l  d is tu rb a n c e s  o f the  composer.

1 . W illiam  Jam es, o p .c i t . ,  p . 451.
2 . Vernon Lee and C.A. Thompson: Beauty and U g lin e ss , London, John 

Lane, 1912, p . 155.



15

and th a t  th e se  a re  l a t e r  t r a n s la te d  by a s e r ie s  o f d o ts  on l in e d  paper 

in to  sounds which cause v is c e r a l  d is tu rb a n c e s  in  the  l i s t e n e r s  (and 

p la y e rs  ) ,  which may, o r may n o t, correspond to  M ozart’s o r ig in a l  emo

t io n s .  While th e re  seems no doubt th a t  some members o f th e  audience 

may be moved to  an a t  l e a s t  ’r e l a t e d ’ em otion, o r  an aroused  ’in n e r  

m im icry’ , th e  v a s t  m a jo r ity  o f the  l i s t e n e r s  g la d ly  en jo y  th e  music 

w ith o u t descending  in to  the  dep ths of M ozart’s so rrow s. In  th e  same 

way, music i s  f u l l  o f examples where i t  has been a source  o f g re a t  

p le a su re  to  c o u n tle ss  l i s t e n e r s  in  s p i te  o f th e  ap p a ren t g r i e f  o f the  

composer. How can l i s t e n e r s  be p leased  and saddened a t  th e  same time? 

I f  th ey  f in d  p le a su re  and d e l ig h t  in  the  m elancholy o f Tchaikowsky, o r 

in  the  sadness o f M ozart o r Beethoven, the  e lem en ta l q u a l i t i e s  o f  th i s  

sadness must be c lo s e ly  bound up w ith  th e  music i t s e l f ;  f o r  sorrow 

gen era ted  by th e  body cannot e x i s t  in  the  l i s t e n e r  who i s  f i l l e d  w ith  

p le a s u re .

To h e r  th e o r ie s  o f ’Gesture* and ’in n e r  M imicry’ , Vernon Lee poses 

a n o th e r q u e s tio n  which was asked by C.A. Thompson. When asked w hether 

she recognized  an human emotion a s  being  in terw oven w ith  m usic, Mrs.

Lee re p l ie d  -  ’Music i s  n o t in terw oven w ith  one’ s f e e l in g s  as a human 

b e in g . Hie f e e l in g  communicated by music to  me i s  r a th e r  th e  A ncestor 

o f those  f e e l in g s  . . .  i t  (m usic) p lay s  upon th e  fo u n d a tio n s  o f the  

em otions . . .  i t  c a l l s  up embryo (rud im entary) em otions’ .^  In  p la in  

te rm s, she says t h a t  th e re  i s  a movement common to  bo th  th e  music and 

th e  em otion, and t h i s ,  the  ’A n ces to r’ she see s  as  th e  fo u n d a tio n  o f the 

em otion. Mrs. Lee goes on to  produce, in  su p p o rt o f h e r  argum ent, the

1 . Vernon Lee; Music and I t s  Lovers, p . 71.
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m edical evidence o f h e r  f r ie n d  Dr, S ir  Henry Head, who w r ite s  o f 

’p sy ch o lo g ica l d is p o s i t io n s  c a l le d  ’ schemata* of movement and p o s tu re  

• • . innum erable changes in  p o s tu re  occur which a re  n o t re p re se n te d  

in  c o n sc io u sn e s s .’^ In  le s s  te c h n ic a l  language, normal human be ings 

p o ssess  images o f movement and p o s tu re  in  the  same way th a t  v is u a l  

images a re  th e  d e p o s it  o f our v is u a l  p e rc e p tio n s , and th e  two ’memory* 

images o f movement (p o s tu re )  and v is ib le  o b je c ts  a re  independent o f 

each o th e r .  These th e o r ie s ,  and p a r t i c u la r ly  th e  ’ schem ata’ th e o ry  

o f Head, confirm ed Mrs. L ee’s b e l i e f  in  the  e x is te n c e  o f schem ata 

un d e rly in g  a l l  a e s th e t ic  phenomena, and which, in  th e  f i r s t  in s ta n c e , 

’p re s id ed  over our a c tiv e  re sp o n ses  to  our ever-chang ing  moods and 

em otions’ .

We must move from th e  r a th e r  q u a in t th e o r iz in g  o f Vernon Lee and 

h e r  su b je c ts  to  c o n s id e r the  views on the  em otional c o n ten t of music 

as expressed  by a modern composer and w r i te r .  S trav in sk y , in  h is  

P o e tic s  o f Music d e sc r ib e s  th e  (h is )  c re a t iv e  p ro cess  as an ex trem ely  

d e l ic a te  one. *In t r u th  i t  i s  im possib le  to  observe the  in n e r  w orkings 

o f the  p ro cess  from the  o u ts id e . I t  i s  f u t i l e  to  t r y  to  fo llow  i t s  

su ccess iv e  phases in  someone e l s e ’s work. I t  i s  lik e w ise  d i f f i c u l t  to  

observe one’s s e l f * .^  S trav in sk y  a lso  s t a t e s ,  in  h i s  C hron ic le  o f  My 

L ife  -  *I c o n s id e r t h a t  music i s ,  by i t s  very  own n a tu re , pow erless to  

ex p ress  any th ing  a t  a l l ,  w hether a  f e e l in g ,  an a t t i t u d e  o f mind, a 

p sy ch o lo g ica l mood, a  phenomenon o f n a tu re  e t c .  I f ,  as i s  n e a r ly

1 . S i r  Henry Head; ’C onception o f Nervous and M ental E nergy’ , B r i t i s h  
J o u rn a l o f Psychology, V ol. XIV, 1925, p . I 56 .

2 . Vernon Lee, o p .c i t . ,  p . 8 0 ,
5 . Ig o r  S trav in sk y ; P o e tic s  o f Music, H arvard U n iv e rs ity  P re s s , 1975,

p . 65 .
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always th e  case , music appears to  ex p ress  som ething, th i s  i s  only  

an i l l u s i o n  and n o t a  r e a l i t y ’ .^  I t  may be assumed th a t  S trav in sk y  

w rote t h i s  w ith  th e  in te n t io n  of provoking f u r th e r  argum ent. H is 

s ta tem e n t i s  c e r ta in ly  n o t  borne o u t by h is  own m usic, e i t h e r  befo re  

( e .g .  Symphony o f Psalm s) o r subsequen tly  (Rake’s P ro g re ss ) .

Paul H indem ith ex p lo res  th e  n a tu re  o f  S tra v in sk y ’s th eo ry  in  

g r e a te r  d e t a i l  in  h is  book, A Composer’s W orld. ’Music cannot ex p ress  

th e  com poser’s f e e l in g s .  L et us suppose t h a t  a  composer i s  w r it in g  an 

ex trem ely  fu n e re a l  p iece  which may re q u ire  months o f in te n s iv e  work.

I s  h e , d u rin g  th i s  p e r io d , th in k in g  o f n o th in g  bu t fu n e ra ls?  . . .

I f  he r e a l l y  expressed  h is  f e e l in g s  a c c u ra te ly  d u rin g  the  tim e o f com

posing  and w r it in g , we would be p re sen te d  w ith  a h o r r ib le  m otley 

o f e x p re ss io n s , among which the  g rievous p a r t  would n e c e s s a r i ly  occupy 

b u t a  sm all sp ace ’ . H indem ith d e sc rib e s  th e  c re a t iv e  p ro cess  as - 

’ th e  r e s u l t  o f th e  com poser’s knowledge and experience  which en ab les  

him to  use c e r ta in  p a t te rn s  o f m usical p h rases  which correspond w ith  

c e r ta in  em otional r e a c t io n s  o f the  l i s t e n e r .  By w rit in g  th e se  p a t te rn s  

f r e q u e n tly , and f in d in g  h is  o b se rv a tio n s  confirm ed, in  a n t ic ip a t in g  th e  

l i s t e n e r s ’ re a c tio n s  he b e lie v e s  h im se lf  to  be in  th e  same m ental 

s i tu a t io n .  From here  i t  i s  on ly  a sm all s te p  to  the  f u r th e r  c o n v ic tio n  

t h a t  he h im se lf  i s  n o t on ly  rep roducing  the  f e e l in g s  o f o th e r  in d iv id u a ls ,  

b u t i s  a c tu a l ly  having  th ese  same f e e l in g s ’ .^

S trav in sk y  and H indem ith a re  agreed  th a t  the  c re a t iv e  p ro cesses  

a re  a t  d i f f e r e n t  l e v e l s ,  and th a t  th e  com poser’s c r e a t iv e  im ag in a tio n

1 . S trav in sk y : C hron ic le  o f My L ife , H arvard U n iv e rs ity  P re s s , 1941,
p . 91.

2 . H indem ith: A Composer’s World, Harvard U n iv e rs ity  P ress  and Oxford
U n iv e rs ity  P re s s , 1952, p . 55 .

5 . H indem ith, I b i d . ,  p . 56 .
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i s  s e t  In  m otion by the  em otive d is tu rb a n ce  which we c a l l  * in s p ir a t io n * .  

S trav in sk y  sees the  c re a t iv e  p ro cess  as *a f i e l d  where ev ery th in g  i s  in  

balance  and c a lc u la t io n ,  through which the  b re a th  o f the  sp e c u la tiv e  

s p i r i t  ( in s p ir a t io n )  blows. I t  i s  a f te rw a rd s , and on ly  a f te rw a rd s , 

t h a t  th e  em otive d is tu rb a n ce  which i s  a t  the  ro o t  o f the  in s p i r a t io n  

may a r i s e  . . .  i t  i s  n o t c le a r  th a t  th i s  emotion i s  m erely a  re a c t io n  

on th e  p a r t  o f th e  c r e a to r  g rap p lin g  w ith  th e  unknown e n t i t y  which i s  

s t i l l  on ly  the  o b je c t o f h is  c r e a t in g , and which i s  to  become a work 

of a r t* .^  He goes on to  d e sc r ib e  ’in s p ira tio n *  as -  * th is  ch a in  of 

d is c o v e r ie s  th a t  g ive  r i s e  to  emotion -  an almosy p sy ch o lo g ica l r e f le x ,  

l ik e  th a t  of the  a p p e t i te  causing  a flow  o f s a l iv a  -  t h i s  em otion which 

in v a r ia b ly  fo llow s c lo s e ly  the  phases o f the  c re a t iv e  p ro cess* .

Ihe th e o r ie s  o f S trav in sk y  and Hindem ith would seem to  be a  f a i r  

r e p re s e n ta t io n  o f the  modern composers* d e n ia l  o f th e  c laim  th a t  music 

i s  a language which i s  capab le  of ex p ress in g  t h e i r  em otions. T heir 

th e o r ie s  should n e v e r th e le s s  be viewed in  the  c o n te x t o f an a n t i -  

Roman t i c  a t t i t u d e  t h a t  became fa sh io n ab le  -  a  k ind  o f sw eeping-out 

o f th e  n o tio n  o f music as th e  o u t-p o u rin g  o f s e n s i t iv e  so u ls  g ripped  

and wracked by an i r r e p r e s s ib le  em otional fe v e r .  But th e  argument 

c o n tin u e s , w ith  o th e r  com posers, th e o r i s t s ,  and c r i t i c s  sp rin g in g  to  

the  defence o f th e  th e o ry  o f music as an ex p re ss iv e  a r t .  Ihe th e o r i s t s  

in  p a r t i c u la r  as we s h a l l  see below have gone to  g re a t  le n g th s  in  a tte m p t

in g  to  J u s t i f y  t h e i r  v iew s, and to  re fu te  th e  th eo ry  of th e  two most 

o u ts ta n d in g  modern ccanposers.

1 . S trav in sk y : P o e tic s  o f Music, p . 65 .

2 . I b i d . ,  p . 65 .
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Contemporary though t has moved a long  way from th e  vague assum ption 

th a t  composers could  be ev a lu a te d  acco rd ing  to  what i t  was though t th ey  

ex p ressed , U iis  u n s c ie n t i f ic  approach soon wandered away from music 

and became l o s t  in  the  la b y r in th s  o f a e s th e t ic ,  p sy ch o lo g ica l and 

b eh av io u ra l s c ie n c e s , Deryck Cooke in  Ih e  Language o f Music ta k es  

is su e  w ith  th e  views of S trav in sk y , Hindem ith and o th e r  modem com posers. 

In  an a tte m p t to  prove th a t  music a language o f emotion he begins 

by t ry in g  to  e s ta b l i s h  th e  k ind  o f a r t  to  which music a c tu a l ly  belongs. 

Here he ta k e s  g re a t  ex cep tio n  to  S trav in sk y  * s v iew s, which he reg a rd s  

as n e g a tiv e , 'Com posers' th e o r ie s  tend  to  be based on t h e i r  own a r t i s t i c  

n eeds, and i t  i s  e v id e n t t h a t  S trav in sk y , ben t a s  he has been on removing 

music as f a r  as p o s s ib le  from th e  rom antic  a e s th e t ic ,  would n a tu r a l ly  

fo rm ulate  a th eo ry  o f th i s  k in d '. ^  R e fe rrin g  here  to  S tra v in sk y 's  

th eo ry  th a t  'm usic i s ,  by i t s  very  n a tu re , pow erless to  ex p ress  any

th in g ',  Cooke goes on to  say  th a t  'o b v io u s ly , ev e ry th in g  depends on 

what S trav in sk y  means by 'e x p r e s s ';  i f  he means 'e x p re s s  e x p l i c i t l y ,  

as words can*, h is  rem arks a re  a tru ism ; i f  he means ' t o  convey to  

th e  l i s t e n e r  in  any way w h a tso e v e r ', he i s  m erely o f f e r in g  an ex p re ss io n  

o f o p in io n , w ith o u t adducing any p ro o f* .

Cooke a ttem p ts  to  dem onstrate  and su p p o rt h i s  views by th e  use of 

some th re e  hundred m usical q u o ta tio n s  ' t h a t  composers have c o n sc io u s ly , 

o r un co n sc io u sly , used as a  language from a t  l e a s t  1400 onwards -  a 

language never fo rm ulated  in  a  d ic t io n a ry ,  because by i t s  v e ry  n a tu re  

i t  i s  in cap ab le  o f such t r e a t m e n t * H e  fo llow s t h i s  w ith  what he c a l l s

1 . Deryck Cooke: Hie Language o f  Music, London, Oxford U n iv e rs ity
P re s s , 1959, P. 11*

2 , I b i d . ,  p . 11.

5* I b i d . ,  p . 14.
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'H ie Elem ents o f m usical e x p re s s io n ';  some b asic  term s o f m usical 

vocabu lary ; the  p ro cess  o f m usical communication, and f i n a l l y  the  

la rg e - s c a le  fu n c tio n in g  o f m usical 'lan g u ag e* , A d e ta i le d  a n a ly s is  

of M o zart's  Symphony in  G Minor and Vaughan W illia m s 's  S ix th  Symphony 

b rin g s  C ooke's case  to  prove th a t  music i s  th e  language of em otion 

to  an end; and to  an end th a t  can only  be c a l le d  in c o n c lu s iv e ,

'W hether music can ex p ress  s p i r i t u a l  o r m y s tica l in tu i t i o n s  i s  a 

q u es tio n  th a t  cannot a t  p re s e n t be answered, s in ce  we have no g e n e ra lly  

e s ta b lis h e d  o r acknowledged body o f knowledge of th e se  m a tte rs ; a  la c k , 

la rg e ly  re sp o n s ib le  f o r  what Hans K e lle r  has so r i g h t ly  c a l le d ,  'th e  

supreme ( i f  unprem edita ted) c r i t i c a l  cow ardice of our age . . . the  

r e f u s a l  to  face  th e  m etaphysica l problem . Many people have d e riv ed  

ex p erien ces  o f th i s  k ind  from music • . , b u t in  what way i t  e x i s t s  

in  the  n o te s  i s  s t i l l  a dark  and unsolved p ro b lem '.^

In  c la im ing  th a t  em otional q u a l i ty  should be th e  c r i t e r io n  o f a l l  

m usic, w r i te r s  e i t h e r  lo se  them selves in  t h e i r  e f f o r t s  to  d is t in g u is h  

a e s th e t ic  em otions from r e a l  em otions, o r f a i l  to  make i t  c le a r  how an 

em otion, which i s  a su b je c tiv e  ex p erien ce , can be ex p ressed , o r embodied, 

in  a work o f a r t  which i s  an o b je c tiv e  e v e n t. These d if f e r e n c e s  would 

be circum vented i f  i t  could  be agreed th a t  many s o -c a l le d  a e s th e t ic  

em otions a re ,  s t r i c t l y  speak ing , n o t em otions a t  a l l ,  bu t a re  form al 

c h a ra c te rs  which have t h e i r  o r ig in  w ith in  the  o b je c tiv e  p ro cesses  of 

a u d it io n , and th a t  consequen tly , th e  problem of the  embodiment of emotion 

in  a  work of a r t  need never a r i s e  f o r  the  sim ple reaso n  th a t  no emotion 

e x i s t s  w ith in  i t .  Hie ap p aren t emotion i s  accounted fo r  by the  f a c t  th a t

1 . I b id . ,  p . 272 .
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V isual and a u d ito ry  p ro cesses  c o n ta in  c e r ta in  p ro p e r t ie s  which, 

because o f t h e i r  c lo se  resem blance to  c e r ta in  c h a r a c te r i s t i c s  in  th e  

su b je c tiv e  sp h ere , a re  f re q u e n tly  confused w ith  r e a l  d e e p - f e l t  emo

t i o n s ' . ^  I f  a p iece  o f music a ro u ses  em otion, t h a t  emotion i s  no 

d i f f e r e n t  from any o th e r  k ind  o f em otion; b u t because o f t h e i r  

resem blance to  c e r ta in  su b je c tiv e  s t a t e s ,  many t r u l y  o b je c tiv e  

f e a tu re s  a re  la b e l le d  wrongly as em otions and in c lu d ed  under th e  

g en e ra l heading  o f a e s th e t ic  em otion.

Eduard H anslick  in  'The B e a u tifu l in  M usic' ( I 89I )  s t a r te d  a 

sea rch in g  en q u iry  in to  the  p lace  o f em otion in  music by q u o tin g  from 

the  works o f some tw enty au th o rs  who, he c la im s, have confused music 

w ith  i t s  em otional e f f e c t s .  As an extrem e fo r m a l is t  (and a f l a u t i s t  

w ith  co n sid e ra b le  t a l e n t )  H anslick  claim ed th a t  i f  w r i te r s  on th e  

s u b je c t  o f music spoke o f i t s  'in t im a te  r e la t io n s h ip  to  f e e l in g  and 

em otion, and used t h i s  d e s c r ip t io n  c a r e le s s ly ,  o r  u n c r i t i c a l l y ,  to  

mean the  a ro u sa l and excitem en t o f r e a l  em otion, then  o th e r  a e s th e t i -  

c ia n s  cou ld  e q u a lly  deny th a t  such em otions had any th ing  to  do w ith  

th e  p ro p er s t a t e  o f music i t s e l f ,  and a lso  dep lo red  the  f a c t  t h a t  music 

was thus lowered to  th e  le v e l  o f com peting w ith  those  o b je c ts  and ev en ts  

o u ts id e  o f a r t  which succeeded f a r  b e t t e r  in  s t i r r i n g  the  em otions.

But i f  i t  was th e  in te n t io n  to  su g g est th a t  em otional q u a l i ty  i s  an 

a c tu a l  p ro p e rty  o f music i t s e l f ,  th e  means by which such a p ro p e r ty  

may be re v ea led  becomes a fundam ental problem f o r  p sy ch o lo g ica l a e s th e t 

i c s ' . ^

1 . C.C. P r a t t ;  Hie Meaning o f Music, Johnson R e p rin t C o rp ., New York,
1968, p . 165 .

2 . Eduard H an slick ; Hie B e a u tifu l in  Music, G. Cohen ( t r a n s la te d  I 89I ) ,
p . 47 .
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Can i t  be dem onstrated  th a t  T chaikovsky 's g r i e f  in  the  F i f th  

Symphony -  h is  'com plete subm ission to  Fate* -  has i t s  o r ig in  in  the 

v is c e r a l  d is tu rb a n c e s  o f the  l i s t e n e r s  r a th e r  than  in  th e  desig n  of 

the  to n a l  s tru c tu re ?  U n fo rtu n a te ly  the  evidence fo r  t h i s  view i s  

u s u a lly  l im ite d  to  a  r e l a t i v e ly  sm all s e c tio n  o f the aud ience . I t  

i s  no doubt tru e  t h a t  some l i s t e n e r s  can l i s t e n  h ap p ily  to  th e se  

ex p re ss io n s  o f the  com poser's g r i e f  w ith o u t them selves descending  

to  h is  ap p aren t dep ths o f d e s p a ir .  I f  h is  in te n se  g r i e f  re q u ire d  

r e a l  t e a r s ,  then  an anomalous, b u t im p o ssib le , s t a t e  would p r e v a i l .

Hie u n reso lved  d issonances o f modem music obv iously  g ive p le a su re  

to  c o u n tle ss  m u s ic -lo v e rs . How can they  be p leased  and pained  a t  

th e  same time? There must be som ething wrong w ith  a  th e o ry  which 

makes such im possib le  c o n tra d ic to ry  demands upon human n a tu re . I f  

the  l i s t e n e r  f in d s  enjoyment in  the  g r i e f  o f Tchaikovsky, o r the  

m elancholy o f M ozart, th e se  q u a l i t i e s  must be c lo s e ly  bound up w ith  

the  music i t s e l f ,  f o r  v is c e r a l  sorrow can h a rd ly  proceed from anyone 

who i s ,  a t  th e  same tim e, f i l l e d  w ith  p le a su re .

Above a l l ,  th e re  i s  one f u r th e r  drawback in  any th e o ry  o f aroused 

em otions. I f  i t  i s  argued th a t  th e  e x ce llen ce  o f a  work o f a r t  must 

be in  some way r e la te d  to  th e  in t e n s i ty  o f em otional involvem ent, th i s  

c r i t e r io n  would reduce a l l  works o f a r t  to  a le v e l  f a r  below many mun

dane ev en ts  which can have no c laim  w hatever to  a r t i s t i c  m e r i t .  Deep 

sorrow a t  th e  lo s s  o f p a re n t, c h i ld ,  o r f r ie n d :  th e se , and c o u n tle ss

o th e r a c c id e n ts ,  arouse a  p h y s ic a l and em otional d i s t r e s s  which no a r t i s t  

could hope, o r ev er w ish , to  p e n e tr a te .  'To the  p r a c t is in g  m usician  the  

p sy ch o lo g ica l th e o r ie s  concern ing  music a re  un im portan t -  he does n o t
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worry I f  th e  em otional c h a ra c te r  o f th e  music i s  co n sid ered  to  be a 

su b je c tiv e  commotion in  the  l i s t e n e r ,  o r an o b je c tiv e  p ro p e rty  o f the  

music i t s e l f .  Most o f the  words which a re  used to  d e sc r ib e  music -  

p la y fu l ,  pow erfu l, m a r t ia l ,  m a je s tic , calm , p e a c e fu l, r e s t l e s s ,  a g i

ta te d ,  e t c ,  -  when used fo r  s u b je c tiv e  moods s tan d  f o r  p sy ch o lo g ica l 

ex p erien ces  which in c lu d e  among t h e i r  components v a rio u s  forms of 

movement*.^ In  so f a r  as s im ila r  forms o f movement may be p re sen ted  

to n a l ly ,  the  same words app ly  e q u a lly  w e ll to  m usical e f f e c t s .  L et 

us c o n s id e r a few sim ple exam ples. The word 'a g ita te d *  o f te n  r e f e r s  

to  a  b o d ily  d is tu rb a n ce  which c le a r ly  belongs to  th e  world of em otion. 

Hie experience  i t s e l f  i s  d i f f i c u l t  to  d e sc rib e  in  s p i te  o f being  e a s i ly  

re c o g n iz a b le . I t  in v o lv es  r e s t le s s n e s s ,  te n s io n , m uscular and v is c e r a l  

d is tu rb a n c e s  which a re  u n q u estio n ab ly  lo c a te d  l i t e r a l l y  in s id e  the  

person  who i s  a f f e c te d .  I t  i s  a form, o r p a t te r n  o f b o d ily  p ro c e sse s . 

Yet the  same form, o r p a t te r n ,  can be produced by p ro cesses  which a re  

n o t p h y s ic a l in  any way, bu t which have th e i r  o r ig in  in  v is u a l  o r a u d i

to ry  p e rc e p tio n s . We may say  th a t  th e  waves o f the  sea  a re  a g i ta te d ,  

t h a t  in  a storm , the  sounds o f the  f o r e s t  a re  a g i ta te d ,  o r th a t  a  p a ss 

age o f music i s  a g i ta te d .  *Yet in  a e s th e t ic  th e o ry  i t  seems to  be 

taken  fo r  g ran ted  th a t  i f  a  p iece  o f music i s  d e sc rib e d  a s  a g i ta te d ,  o r 

p e a c e fu l, o r w is t f u l ,  th e se  q u a l i t i e s  must in  some way embody genuine 

em otion, o r a t  l e a s t  em pathie p ro je c t io n .  This may be a n a tu r a l  assump- 

t io n ,  b u t i t  i s  n e v e r th e le s s  m is ta k e n '.

S im ila r  examples could  be given in  the  case  of words which a re  

used to  d e sc rib e  mood and f e e l in g .  The same words app ly  e q u a lly  w ell

1 . C.C. P r a t t ,  o p .c i t . ,  p . 197*
2 . I b i d . ,  p . 202.
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to  q u a l i t i e s  in  v is u a l  and a u d ito ry  p e rc e p tio n s , d ie  may f e e l  in  a 

sombre mood, b u t i t  i s  s im ila r ly  tru e  t h a t  c e r ta in  com binations, o r 

p a t te r n s ,  o f co lo u r o r sound a re  f i t t i n g l y  d e sc rib e d  as 'som bre*. A 

l i l t i n g  rhythm may be v is u a l ,  a u d ito ry , o r o rg a n ic . I f  i t  i s  o rg a n ic , 

the  person  so a f fe c te d  f e e l s  in  a  l i l t i n g ,  o r rhythm ic mood, whereas 

the  same rhythm in  the  o th e r  sense departm ents p re s e n ts  i t s e l f  to  th e  

eye and e a r  w ith o u t any b o d ily  d is tu rb a n c e , and th e re fo re ,  w ith o u t 

em otion.

The ease  and reaso n ab le  accuracy  w ith  which young l i s t e n e r s  can 

id e n t i f y  the  moods, i . e .  the  a s s o c ia te d , o r t e r t i a r y  q u a l i t i e s  of 

music can be shown by ask ing  them to  match passages o f music to  a d je c 

t iv e s  th a t  may be f i t t i n g l y  used to  d e sc r ib e  the  m usic.

I  conducted th e  fo llo w in g  experim ent w ith  groups o f c h ild re n  

between the- ages o f 8-10 y ears  in  fo u r  Prim ary sch o o ls  -  making a 

t o t a l  o f approx im ately  200 c h i ld re n . I  chose fo u r  e x t r a c ts  from re c o rd 

in g s  o f o rc h e s tr a l  music and f i r s t  d iscu ssed  w ith  t h e i r  music te a c h e rs , 

and o th e r  music e d u c a to rs , the  cho ice  of a s u i ta b le  a d je c tiv e  which 

could  be used to  d e sc r ib e  each e x t r a c t .  Hie a d je c t iv e s  were n o t a sso 

c ia te d  w ith  th e  p ie c e s , b u t were w r i t te n  up as random a d je c t iv e s  which 

would be a p p lic a b le  to  one o r more o f th e  p ie c e s  t h a t  th e  c h ild re n  were 

about to  h e a r .

1 . Symphony No. 1 -  Brahms, 1 s t .  Movement (S o sten u to ) -  

's ta te ly *  o r 'D ig n if ie d * .

2 . Hie Four Seasons -  V iv a ld i, 'Spring* -  'L ive ly*  o r 'C h e e rfu l* .
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3 . Enigma V a ria tio n s  -  E lg a r , In tro d u c tio n  -  *Sad*,

4 . Enigma V a ria tio n s  -  E lg a r , *R.G.S,* -  'E n e rg e tic*  o r

'V igorous* .

5 . Brandenburg C oncerto No. 2 -  Bach.

The f i f t h  e x t r a c t  was in c lu d ed  w ith  no v e rb a l c lu e s .

Hie ' t e s t s  were made as in fo rm a lly  as p o s s ib le . I  was known to

th e  c h ild re n  as a  fre q u e n t v i s i t o r  to  t h e i r  sch o o l, and th e re  was no

elem ent o f s u rp r is e ,  o r 's p e c ia l  occasion* .

In  one sch o o l, th e  p u p ils  ta k in g  p a r t  were 90^ 'im m igrant* -  i . e .  

A sian , Uganda-Asian, West In d ia n , w ith  a few ind igenous c h i ld re n .  H iis  

produced an u n fo reseen  re a c tio n  in  th a t  th e y  were to  some e x te n t  s u r 

p r is e d , and in  some cases  alm ost overwhelmed by the  unaccustomed sounds 

o f th e  la rg e  o rc h e s tra s  in  th e  Brahms and E lg a r  re c o rd in g s .

Each c h i ld  was g iven  a sh e e t o f p ap er, and the  chosen a d je c t iv e s  

fo r  each o f th e  fo u r  p ie ce s  were w r i t te n  on th e  b lack -b o ard . Examples 

o f the  ways in  which the  words m ight be used in  everyday speech had 

a lre a d y  been given them by t h e i r  te a c h e rs , and a lthough  some c h ild re n  

suggested  a l t e r n a t iv e  words, I  asked them to  choose one word only  to  

d e sc rib e  each p ie c e . Each p iece  was then  p layed  tw ice in  random o rd e r . 

I f  th e  c h ild re n  made t h e i r  cho ice o f a d je c t iv e s  by sh ee r chance (guess

work i s  a  f re q u e n t f a c to r  in  most s h o r t  t e s t s ) ,  th ey  would have been 

about 25^ c o r r e c t .  I f  th e  judgements exceeded 25^ by an a p p re c ia b le  

m argin, i t  would appear th a t  som ething in  th e  music was c o e rc iv e , o r
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com pelling , in  le ad in g  them to  s e le c t  one a d je c tiv e  r a th e r  th an  a n o th e r . 

The fo llo w in g  r e s u l t s  show the  number o f c a se s , in  percen tage  f ig u r e s ,  

in  which th e  a d je c t iv e s  heading  th e  columns were chosen as being  appro

p r ia te  to  th e  com positions in  th e  v e r t i c a l  column.

S ta te ly L iv e ly Sad E n e rg e tic

1 . Brahms -  Symphony 
No. 1, F i r s t  
Movement(S osten 
u to ) 72 28

2 . V iv a ld i -  Hie 
Four Seasons, 
'S p r in g ' 20 _ 10

2 . E lg a r  -  'Enigma'
V a ria tio n s ,
In tro d u c tio n 4 §6

4 . E lg a r  -  'Enigma'
V a r ia tio n s ,
'R .G .S . ' 5 . 25

5 . Bach -  Branden
burg Concerto 
No. 2 4

Free Cho

56

ic e

1 59

The f i f t h  e x t r a c t ,  B ach 's Brandenburg C oncerto No. 2 was then  p layed  

and the  c h ild re n  were asked to  d e sc r ib e  i t  w ith  an a d je c t iv e  o f t h e i r  

own c h o ice . In  t h i s  f r e e  ch o ice , 95^  showed a h igh  degree o f uniform 

i t y  in  choosing 'h a p p y ', 'c h e e r f u l ' ,  'S p r in g '.  A sm all number, about 

5$, were obv iously  in flu en c ed  by th e  e a r l i e r  t e s t s ,  choosing a d je c t iv e s  

from those  g iv en . Most o f t h i s  sm all group were c h ild re n  who had n o t 

been long in  t h i s  co u n try , w ith  a  l im ite d  vo cab u la ry .

How can th e se  r e s u l t s  be exp lained?  The p ie ce s  them selves could  

n o t be s a id  to  embody em otion. Nor would i t  be reaso n ab le  to  assume
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th a t  r e a l  em otions were aroused  in  a l l  the  c h ild re n  as th ey  l i s te n e d .  

Did th ey  have any f e e l in g  o f 's t a t e l in e s s *  w hile  l i s te n in g  to  Brahms? 

Not one o f them sa id  so when I  qu estio n ed  them; n o r would th ey  adm it 

to  f e e l in g  'l i v e ly * ,  's a d * , o r 'e n e r g e t ic ' when the  music which they  

had so la b e l le d  was being  p lay ed . Hiey were s e le c t in g ,  from th e  choice 

g iven them, those  words which th ey  thought b e s t  d e sc rib e d  the  a u d ito ry  

s t ru c tu re s  o f th e  music to  which th ey  were l i s t e n in g .

Responses to  Music and T es ts  o f M usical T a len t

Music te a c h e rs  a re  f r e q u e n tly  faced  w ith  th e  demands o f anxious 

p a re n ts  who f e e l  th a t  t h e i r  c h ild  has some in h e re n t  m usical t a l e n t .  

Romantic t a l e s  o f th e  m usical e x p lo i ts  o f the  young Mozart and o th e r  

p ro d ig ie s  f in d  a ready  audience in  p a re n ts  who f e e l  th a t  th e re  i s  

'm usic in  the  f a m ily ',  w hile  te a c h e rs , who value  p a re n ta l  su p p o rt and 

i n t e r e s t  in  t h e i r  work, a re  anxious to  encourage and su p p o rt any r e a l ly  

m usical t a l e n t  th a t  comes w ith in  t h e i r  sphere  o f in f lu e n c e . P a ren ts  

g e n e ra lly  seem to  be le s s  concerned w ith  th e  c h i l d 's  m usical aw areness 

than  they  a re  w ith  h is  p o te n t ia l  as an in s tru m e n ta l o r v ocal p e rfo rm er. 

Much o f t h e i r  concern may be due to  th e  tremendous upsurge o f i n s t r u 

m ental music in  schoo ls  in  th e  l a s t  few decades. As p a re n ta l  i n t e r e s t  

has in c re a se d , the  r e q u e s ts ,  o r  demands, fo r  in s tru m e n ta l t u i t i o n  in  

school have made the  t e a c h e r 's  l i f e  more d i f f i c u l t .  In s tru m e n ta l te a c h 

e r s ,  u s u a lly  p e r ip a te t i c ,  whose a lre a d y  th in  ranks a re  being  c o n s ta n tly  

d e p le ted  by c u ts  in  th e  ex p en d itu re  on music by lo c a l  ed u ca tio n  a u th o r i 

t i e s ,  and o th e r  f a c to r s ,  such as t h e i r  e n ti t le m e n t to  'q u a l i f i e d  te a c h e rs ' 

s t a tu s ,  f in d  th a t  t h e i r  te ac h in g  s k i l l s  a re  so o f te n  d i lu te d  by th e  e v e r-
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in c re a s in g  numbers o f p u p ils  t h a t  they  have in s u f f i c i e n t  tim e to  teach  

even th e  most ab le  c h ild re n .

Faced by c o n d itio n s  such as th e se , many music te a c h e rs  have 

sought some means o f s e le c t in g  p u p ils  f o r  in s tru m e n ta l t u i t i o n  by 

p h y s ic a l a t t r i b u t e s  and s k i l l s  which a re  r e le v a n t ,  e .g .  sim ple neu ro 

m uscular s k i l l s  o f c o -o rd in a tio n , and fo r  p o te n tia l 'w in d *  p la y e r s ,  the  

fo rm ation  o f l i p s  and te e th .  The d e c is io n s  made by such h u r r ie d , and 

o f te n  u n s a t i s f a c to r y  t e s t in g  in e v i ta b ly  r e s u l t  in  a  g re a t  w astage of 

p o te n t ia l  t a l e n t ,  and a d e n ia l  o f the  e d u c a tio n a l p r in c ip le s  o f music 

ed u ca to rs  such as Suzuki, Ward and o th e rs .  P ro g ress  in  music i s  u s u a lly  

determ ined by p h y s ic a l q u a l i t i e s ,  environm ent and experience  r a th e r  than  

by in h e re n t a p ti tu d e  and m usical p o te n t ia l .

T es ts  o f M usical A b i l i ty

During the  l a s t  h a l f  c en tu ry , the  p re s su re s  f o r  qu ick , p r a c t ic a l  

r e s u l t s  in  t e s t s  o f m usical t a l e n t  have been trem endous. The mushroom 

growth o f m ental t e s t s  in  many ed u ca tio n a l f i e ld s  i s  a s t r ik in g  example 

of the  way in  which th e o re t ic ia n s  have t r i e d  to  respond . S im ila r ly , in  

music ed u ca tio n  th e re  have been w idely  d i f f e r in g  views in  the  v a rio u s  

th e o r e t ic a l  and p sy ch o lo g ica l s tu d ie s  o f m usical measurement and ev a lu a 

t io n .  Music te a c h e rs  need to  make t h e i r  own e v a lu a tio n  o f th e  p r a c t ic a 

b i l i t y  o f such t e s t in g ,  i f  th ey  have the  tim e, o r f e e l  th e  need to  do so . 

Many te a c h e rs  reg a rd  the  t e s t s  w ith  su sp ic io n , being  r a th e r  of the  

op in ion  th a t  th e  tim e sp en t by th e  re s e a rc h e rs  cou ld  be more g a in fu l ly  

used in  the  classroom ; the  te ach in g  experience  o f those  re sp o n s ib le  f o r
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the  re se a rc h  i s  o f te n  q u es tio n ed . P a r t  o f t h i s  a t t i tu d e  may be due to  

p re ju d ic e ; th e  u n w illin g n ess  o f th e  p r a c t i t io n e r  to  have h is  work 

in te r f e r e d  w ith  by what he reg a rd s  as the  s ta n d a rd is a t io n  in tro d u ced  

by sc ie n c e . I t  should be r e a l i s e d  th a t  th e se  t e s t s  o f m usical t a l e n t  

a re  n o t in ten d ed  to  in f lu e n c e  in  any manner th e  p ro cesses  which under

l i e  c re a t iv e  a c t i v i t y .  T he ir so le  purpose should be to  d isc o v e r  w hether 

c e r ta in  b asic  c h a r a c te r i s t i c s  of music can be p sy c h o lo g ic a lly  measured 

fo r  t h e i r  use as r e l i a b le  in d ic a to r s  o f th e  m usical a b i l i t y  which a 

c h ild  may p o sse ss . This i s  th e  p o in t  a t  which sharp  d if f e r e n c e s  of 

op in ion  occu r. The fo llo w in g  q u o ta tio n s  a re  f a i r l y  r e p re s e n ta t iv e  of 

th ese  d i f f e r e n c e s .  H.M. S tan ton  w r ite s  o f S e a sh o re 's  'M easures o f 

M usical T a le n t ' -  ' l  f e e l  k een ly  t h e i r  u n q u estio n ab le  s ig n if ic a n c e  in  

de term in ing  th e  degree o f an in d iv id u a l 's  m usical c a p a c ity  and have 

recogn ized  re p e a te d ly  the  permanence o f t h e i r  p ro g n o stic  va lue  , . .

No o th e r  t e s t  m a te r ia l ,  to  my knowledge, i s  p o ss ib le  to  use  y ear a f t e r  

y ear in  i t s  o r ig in a l  form and y e t r e t a in  i t s  q u a l i ty  of newness and 

f a i r n e s s  fo r  each person  te s t e d .  And f i n a l l y ,  the  b a sic  and fundam ental 

f a c to r s  measured re p re se n t an u n d e rc u rre n t o f  m usic iansh ip  from which 

a l l  m usical ex p ress io n  and i n t e r e s t  a r i s e ' . ^  H azel S tan ton  was Dr. 

S e a sh o re 's  f i r s t  a s s i s t a n t .

J .C . Moos, again  on S e a sh o re 's  t e s t s ,  w r i te s  -  'A ssu red ly , befo re  

th e se  t e s t s  can be accep ted  a t  t h e i r  fa ce  value  by th e  m usic ian , the  

l a t t e r  i s  e n t i t l e d  to  an answer to  q u e s tio n s  l ik e  th e se : Do th e  s ta n d 

a rd s  o f measurement a rr iv e d  a t  r e a l l y  measure what th ey  c laim  to  measure? 

I s  what th ey  measure th e  essence o f what e n te r s  in to  m usical a p titu d e ?

1 . H.M, S tan to n : Seashore Measures o f M usical T a le n t, P sy ch o lo g ica l
Monographs, V ol. 29, No. 2 , U n iv e rs ity  o f Iowa, 1925.
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Are th e se  s tan d a rd s  r e l i a b le  and a p p lic a b le  to  a l l  in d iv id u a ls  in  a l l  

c ircum stances?  • • • Our exam ination of the  m usical c a p a c ity  t e s t s  

as a t  p re s e n t c o n s t i tu te d  has led  us la rg e ly  to  n eg a tiv e  r e s u l t s .  I t  

has dem onstrated  th e  u n r e l i a b i l i t y  o f some, and th e  inadequacy o f  a l l  

th ese  t e s t s ,  the  g r e a t ly  exaggera ted  c la im s made on t h e i r  b e h a lf , and 

t h e i r  emphasis on the  s e n s o r ia l  r a th e r  than  th e  d i s t i n c t l y  a e s th e t ic  

t r a i t s  o f m usical ta le n t* .  Ig n o rin g  p ro fe s s io n a l  p re ju d ic e , i t  i s  

c le a r  t h a t  we have on th e  one hand those  who m a in ta in  t h a t  music i s  

a u n ity , and m usical a b i l i t y  a  s in g le ,  "üiough n e v e r th e le s s  complex 

a b i l i t y .  O thers w ish to  analyse  music in to  component p a r t s ,  th in k in g  

in  term s o f groups o f s e p a ra te  m usical a b i l i t i e s .  U n fo rtu n a te ly , the  

is su e s  a re  f re q u e n tly  confused by the  am bigu ity  o f some of t h e i r  musi

c a l  te rm ino logy .

F a c tu a l in fo rm a tio n , as d i s t i n c t  from o p in io n , i s  th e  aim of 

o b je c tiv e  t e s t s  of m usical a b i l i t y .  *Hiere i s  no la ck  of op in ion  

about the  a b i l i t i e s  o f th e  young, bu t i t  i s  u s u a l ly  based upon s u b je c t

iv e  assessm ents o f in d iv id u a l p u p ils  by t h e i r  te a c h e rs .  Such op in ion  

i s  v a lu a b le ; however, i t  i s  in e v i ta b ly  r e s t r i c t e d  to  a te a c h e r 's  

experience  w ith  a com parative ly  l im ite d  number o f c h ild re n * . S ta te 

ments such as t h i s  cause much of th e  d i s t r u s t  w ith  which m u sic -teach ers  

in  the  c lass-room  reg a rd  th e se  a ttem p ts  to  so lv e  t h e i r  problem s by means 

o f s c i e n t i f i c  re s e a rc h . In  f a i r n e s s  to  D r. B en tley  i t  must be s ta te d  

th a t  he goes on to  say ' t h a t  the  measurement o f m usical a b i l i t y  has n o t 

y e t p ro g ressed  beyond a r a th e r  rud im en tary  and u n s a t i s f a c to r y  s ta g e .

Nor could  i t  be o therw ise  w h ils t  th e re  e x i s t s  no agreem ent on what

1 . J .C . Moos: Hie Y ard stick  A pplied to  M usical T a le n t, The M isica l
Q u a rte r ly , V ol. l6 .  No. 2 , p . 2^1.

2 . A rnold B en tley ; M usical A b i l i ty  in  C h ild ren  and i t s  Measurement. 
P re fac e , London, H arrap & C o ., 1965.
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m usical a b i l i t y  We may be ab le  to  recogn ize  i t ,  o r th in k  we can,

bu t we cannot as y e t d e fin e  i t * . ^

C arl E . Seashore, an American p sy c h o lo g is t, pursued h is  re se a rc h  

in  th e  s c i e n t i f i c  measurement o f m usical a b i l i t y  f o r  some f o r ty  years  

befo re  producing h is  "Psychology o f Music* in  1928* H iis  com prehensive 

work on the  c o g n itiv e  a sp e c ts  o f music opened the  f lo o d -g a te s  to  f u r th e r  

experim en tal work in  t h i s  f i e l d ,  on ly  to  u n d e rlin e  th e  d iv e rg e n t views 

which a re  h e ld  in  th e  v a rio u s  s tu d ie s  o f e v a lu a tio n  and m easurement. 

S e a sh o re 's  'M easures of M usical T a le n t ' were supported  by th e  Columbia 

Gramophone Company w ith  gramophone re c o rd in g s  o f th e  t e s t s ,  to g e th e r  

w ith  a manual o f in s t r u c t io n s .

S e a sh o re 's  t e s t s  were designed  to  measure -  (1) p i tc h  d isc r im in a 

t io n ,  (2) in t e n s i ty  d is c r im in a tio n , (2) time sen se , (4) rhythm sen se ,

(5) to n a l memory, and (6) sense o f consonance ( 's im u lta n eo u s  to n es  in  

a  d ich o rd ; whereas melody d e a ls  w ith  sequence o f t o n e s ') .  The l a t t e r  

was e v e n tu a lly  abandoned because o f i t s  u n r e l i a b i l i t y .  'A t f i r s t  s ig h t ,  

th e se  t e s t s  appear remote from m usic, rem inding u s , in s te a d , o f the  

la b o ra to ry , bu t a t  l e a s t  th ey  p o in ted  th e  way to  f u r th e r  work on the  

psychology o f music th a t  could  be most h e lp fu l  to  th e  e d u ca to r, b esid es  

le ad in g  them to  th e  means o f d e a lin g  w ith  th e  enormous numbers o f p u p ils  

o f only  average m usical a b i l i t y ,  o r l e s s ' . ^

1 . I b i d . ,  p . 19 .
2 . C .E. S eashore, Psychology o f Music, McGraw-Hill, New York, 1928,

p . 126 .
2 . H. Lowery: Music and L ib e ra l  S tu d ie s , Music in  E ducation  -  C o lston

P apers, No. 14, London, B u tte rw o rth , 19^2, p . 2 .
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The f i r s t  f iv e  t e s t s  a re  c e r ta in ly  good c l i n i c a l  measurements 

o f what th ey  s e t  o u t to  examine. With reg a rd  to  th e  Consonance t e s t s ,  

e a r l i e r  re se a rc h  in  t h i s  p a r t i c u la r  f i e l d  had proved th a t  th e  judge

ment o f a to n a l in te r v a l  could  be determ ined on ly  by th e  most r ig id  

c o n tro l  o f in s t r u c t io n s  and c o n d itio n s . * If th e  a t t i tu d e  o f th e  

in d iv id u a ls  who g ive the  judgem ents i s  n o t c a r e f u l ly  c o n tro l le d  by 

s p e c if ic  in s t r u c t io n s ,  as i t  c e r ta in ly  can n o t be when the  consonance 

t e s t  i s  g iven  to  a la rg e  number o f young people a t  once, the  r e s u l t s  

have sm all s c i e n t i f i c ,  o r even p r a c t ic a l  s ig n if ic a n c e * .^

U n fo rtu n a te ly , th e  purpose o f the  t e s t s  i s  n o t l im ite d  to  th e  

measurement o f sim ple senso ry  c a p a c i t ie s .  They a re  in tended  to  serve  

as a  r e l i a b l e  index o f m usical t a l e n t ,  o r , in  o th e r  words, to  measure 

those  c h a r a c te r i s t i c s  p re s e n t in  the  experience  o f a  person  who i s  

s e n s i t iv e  to  m usical v a lu e s . The q u e s tio n  th a t  rem ains u n reso lved  i s  

t h i s :  i s  i t  p o s s ib le  to  equate  m usical experience  to  th e  aw areness o f

d if fe re n c e s  in  p i tc h ,  i n t e n s i ty ,  tim e, to n a l memory and rhythm?

As e a r ly  as 1919 Seashore claim ed th a t  a h igh  sco re  in  t e s t s  of 

p i tc h  could  be regarded  as 't h e  e s s e n t ia l  medium of m usical a p p re c ia tio n  

and e x p re s s io n '.  I t  would be reaso n ab le  to  assume th a t  m usical t a l e n t ,  

o r c a p a c ity , i s  the  combined fu n c tio n in g  o f th e  c lo s e ly  r e la te d  m ental 

c h a r a c te r i s t i c s  which he has te s te d  -  those  o f p i tc h ,  rhythm, e t c .

One would th e re fo re  expec t to  f in d  c o n s is te n t ly  h igh  sco res  fo r  each 

of the  d i f f e r e n t  t e s t s ,  b u t S e a sh o re 's  p u b lish ed  r e s u l t s  in  many l a t e r

1 . C .P . H e in le in : "An E xperim en ta l Study o f the  Seashore Consonance 
T e s t" , Jo u rn a l o f E xperim en ta l Psychology, 1925, p . 8 .

2 . C.E. Seashore: The Psychology o f  M usical T a le n t, New York, 
S i lv e r ,  B u rd e tt, 1919, P* 20.
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p itc h  d is c r im in a tio n  t e s t s  showed low sc o re s , and th a t  'h ig h  c o r r e la 

t io n s  between th e  v a rio u s  t e s t s  a re  th e  ex cep tio n  r a th e r  th an  th e  r u le .  

Can p i tc h  be an e s s e n tis i l  medium o f m usical a p p re c ia tio n  and ex p re ss io n  

i f  i t s  in f lu e n c e  i s  so in c o n s id e ra b le ? ',^

I t  must a lso  be no ted  th a t  a l l  th e  t e s t s  in  th e  Seashore s e r ie s  

invo lve  d is c r im in a to ry  c h o ice . I t  could  th e re fo re  be argued th a t  

d is c r im in a to ry  a b i l i t y  r a th e r  th an  m usical a b i l i t y  produced h ig h  s c o re s . 

But t h i s ,  and many o th e r  adverse  c r i t i c i s m s ,  should n o t in d ic a te  th a t  

th e  t e s t s  have no value  w hatsoever as t e s t s  of m usical t a l e n t .  I t  i s  

obvious, of co u rse , th a t  p i tc h ,  tim e, rhythm e tc .  a re  im p o rtan t a sp e c ts  

o f m usic, and th a t  any r e l i a b le  measure o f th e se  a sp e c ts  must th e re fo re  

produce in fo rm atio n  which has some b earin g  on the  q u e s tio n  o f m usical 

t a l e n t .  Evidence from the  t e s t s  has a lre a d y  in d ic a te d  th a t  th e  person  

w ith  a good e a r  fo r  p i tc h  need n o t n e c e s s a r i ly  p o ssess  m usical t a l e n t .

A com petent m u s ic -teach e r would n o t re q u ire  a b a t te r y  o f p i t c h - d i s 

c rim in a to ry  t e s t s  to  reach  th e  co n c lu sio n  th a t ,  w hile  a  good e a r  fo r  

p i tc h  may be an u n tru s tw o rth y  in d ic a t io n  o f m usical a b i l i t y ,  a  bad e a r  

fo r  p i tc h  must s u re ly  be regarded  as a  r e a l  handicap  to  m usical a ch iev e 

ment. The Seashore t e s t s  them selves p o ssess  a k ind  o f n e g a tiv e  d ia g 

n o s t ic  v a lu e , in  the  sense t h a t  a lthough  th ey  do n o t p rov ide  ev idence 

f o r  those  who may be endowed w ith  p o s i t iv e  m usical g i f t s ,  th ey  a re  

u s e fu l in  p ro v id in g  p o in te rs  tow ards those  who a re  u n lik e ly  to  do w e ll 

in  m usic.

Dr. S e a sh o re 's  'Eastm an School ex perim en t' i s ,  pe rh ap s, th e  b e s t  

example o f the  w idely  d iv e rg e n t views between those  who t e s t  and those

1. A.T. Davison: Music E ducation  in  America, New York. M acmillan.
1926, p . 27 .
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who te a c h , when faced  w ith  th e  complex n a tu re  o f m usical a b i l i t y .  In  

1924, th e  newly-opened Eastman School o f Music in  R ochester, New York, 

agreed to  allow  i t s  s tu d e n ts  to  be te s te d  by S e a sh o re 's  'M easures o f 

M usical T a le n t '.  The t e s t s  were d ire c te d  by Dr, H azel S tan to n , Sea

s h o re 's  a s s i s t a n t ,  and th e  r e s u l t s  were p u b lish ed  and d iscu ssed  in  

d e t a i l  in  h e r  monograph a lre a d y  quoted -  'S eashore  Measures o f M usical 

T a le n t '.  Hie r e l a t io n  between the  t e s t - s c o r e s  and the  e s tim a te s  o f 

th e  te a c h e rs  in  the  School were found to  be a t  v a ria n c e . 'H ie te a c h 

e r s  were l e s s  than  half-w ay  im pressed by 46^ o f those  who met th e  t e s t  

w ith  h ig h  su ccess , and unm istakeab ly  expressed  t h e i r  co n v ic tio n  th a t  

450 o f those  who had done bad ly  were J u s t  as good as  49# o f th o se  who 

had done w e l l ' . ^  'And y e t ,  when th e se  f a c t s  were p re sen te d  to  th e  

f a c u l ty  o f the  Eastman School o f Music, a unanimous vo te  was g iven

th a t  a l l  those  who were te s te d  in  groups D and E should n o t be adm itted
2

to  th e  sch o o l, t h i s  a c tio n  to  tak e  e f f e c t  a t  o n c e '.

How can one accoun t f o r  th e  d if f e r e n c e s  between the  te s t - s c o r e s  

and th e  te a c h e rs ' e s tim a te s?  A lthough th e  b a s is  upon which the  te a c h e rs  

made t h e i r  judgem ents i s  n o t known, i t  may be presumed th a t  th ey  fo rm ula

ted  t h e i r  op in ions o f t h e i r  s tu d e n ts ' c a p a b i l i t i e s  in  the  l i g h t  o f those  

c h a r a c te r i s t i c s  th a t  l i e  a t  tiie  co re  o f m usic. 'P i t c h ' ,  ' i n t e n s i t y ' ,  

e t c . ,  a re  a l l  component p a r t s  which must be taken  in to  account in  an 

e x p lan a tio n  o f  m usical e f f e c t s ,  b u t th ey  a re  n o t th e  e f f e c t s  them selves. 

I t  i s  a  s e n s i t iv e  a p p re c ia tio n  o f th ese  e f f e c t s  th a t  makes th e  d if fe re n c e  

between the  unm usical p u p ils  and those  who a re  m u sica lly  g i f t e d .  The

1. H.M. S tan to n ; "Seashore M easures o f M usical T a le n t" , P sy ch o lo g ica l 
Monograph, V ol. 29, No. 2 , U n iv e rs ity  o f Iowa, 1925, p . 140.

2. H.M. S tan to n , I b i d . ,  p . l4 2 .
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te a c h e r  spends much of h is  tim e c u l t iv a t in g  an a p p re c ia tio n  o f th ese  

e f f e c t s  on h is  s tu d e n ts . I t  must th e re fo re  fo llow  th a t  he should use 

t h i s  accum ulated experience  as h is  c r i t e r io n  f o r  the  e s tim a tio n  o f h is  

p u p i ls ' m usical a b i l i t i e s .  The te a c h e r  w i l l  soon d isco v e r w hether the  

s tu d e n t has a good e a r ,  a  good sense o f rhythm or th e  a b i l i t y  to  t e l l  

th e  d if fe re n c e  between m usical i n te r v a l s .  The good te a c h e r  would a lso  

recogn ize  th a t  such s k i l l s  would n o t n e c e s s a r i ly  in d ic a te  o u ts tan d in g  

m usical t a l e n t .

S e a sh o re 's  p io n ee rin g  work in  m u s ic a l - a b i l i ty  te s t in g  has in e v i

ta b ly  been ch a llen g ed , and l i k e  th e  work o f o th e r  m usic-educa to rs  such 

as Curwen in  B r i ta in ,  Kodaly in  Hungary, O rff in  Germany, Suzuki in  

Japan  and J u s t in e  Ward in  America, c r i t i c s  have e i t h e r  a t t r ib u te d  w ider 

c laim s f o r  h is  'M easures ' th an  he h im se lf made, and then  attem pted  to  

d isp rove  them, o r have used them in  some s im p lif ie d  form th a t  the  

u n d erly in g  purpose, o r th e  e d u c a tio n a l p r in c ip le s  o f the  o r ig in a l  work 

i s  e i th e r  obscure o r com ple te ly  m is-understood . One w r i te r  a p t ly  quo tes 

an o th er w r i t e r 's  d e s c r ip t io n  o f the  c o n f l i c t  between those  who b e lie v e  

th a t  m usical t a l e n t  i s  a  s in g le ,  though complex, a b i l i t y ,  and those  who 

th in k  in  term s o f groups of s e p a ra te  a b i l i t i e s  as  ' t h a t  Serbonian bog 

between a c o u s tic s  and m usic, where whole arm ies o f s c i e n t i f i c  m usicians 

and m usical men have sunk w ith o u t f i l l i n g  i t ' . ^  L et us give Seashore 

h im se lf the  l a s t  word in  t h i s  d isp u te  -  ' i n  t h i s  o b je c t iv e  approach we 

must keep in  the  foreground  th e  fundam ental f a c t  t h a t  th e  m usical mind 

does n o t c o n s is t  o f i t s  d is s e c te d  p a r t s ,  b u t in  an in te g ra te d  p e r s o n a l i ty .  

In  i t s  e v a lu a tio n  we must alw ays have reg a rd  fo r  the  t o t a l  p e r s o n a l i ty  

as fu n c tio n in g  in  a t o t a l  s i t u a t i o n ' .

1 . B rian  B ro ck leh u rs t: Response to  Music -  P r in c ip le s  o f Music Educa
t io n ,  London, Routledge and Kegan P au l, 1971, P* 28.

2 . C .E. Seashore: Psychology o f Music, o p .c i t . ,  p . 1 .
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C hapter 2

Music Methods In  Europe and N orth  America; t h e i r  In f lu en ce  on 

Music ed u ca tio n  in  B r i ta in  in  the  N in e teen th  C entury

Modem e d u c a tio n a l tre n d s  in  th i s  co u n try , w ith  an alm ost com plete 

lack  o f c e n t r a l ,  o r  even lo c a l ,  c o n tro l ,  have r e s u l te d  in  a w e lte r  o f 

id e a s  which make th e  te a c h e r  in  th e  c lass-room  wonder where he can tu rn  

fo r  h e lp  in  a s s e s s in g  t h e i r  v a lu e , and in  choosing those  which may b e s t  

h e lp  him# Comparative and h i s t o r i c a l  s tu d ie s  may n o t g ive him the  

r i g h t  answ ers, b u t a t  l e a s t  some knowledge o f the  lin e a g e  o f h i s  p ro 

fe s s io n  may h e lp  him tow ards a s o lu tio n  o f h i s  problem s by en ab lin g  

him to  see them c le a r ly  in  p e rs p e c tiv e . C om paratively , h i s  s tu d y  of 

music ed u ca tio n  in  th e  S ta te  school can on ly  take  him back some one 

hundred and f o r ty  y e a rs , b u t h i s t o r i c a l l y  the  grammar, c h an try , and 

song schoo ls o f the  Middle Ages gave boys p r a c t ic a l  t r a in in g  in  

e c c l e s i a s t i c a l  music in  p re p a ra t io n  f o r  a c l e r i c a l  l i f e .  Music a lso  

had a p lace  in  the  'quadriv ium *, o r second p a r t  o f th e  a r t s  d eg ree , 

and th e  s ix te e n th  cen tu ry  saw an en largem ent o f id e a s  as to  what 

made a f u l l  e d u ca tio n . The c la im s o f m usical t r a in in g  were advocated , 

n o t only  on s o c ia l  grounds, b u t on the  a n c ie n t id e a ls  t h a t  th e  a r t  o f 

music helped  to  in te g r a te  th e  p e r s o n a l i ty .

The d is s o lu t io n  o f th e  m o n aste rie s , and the  c o n f is c a tio n  o f the  

c h a n tr ie s ,  sep a ra ted  th e  Song school from th e  Grammar sch o o l, w ith  the  

r e s u l t a n t  lo s s  o f m usical t r a in in g  f o r  many c h ild re n . T u itio n  in  music 

and i t s  s k i l l s  became a m a tte r  f o r  only  those  Headm asters who had a 

p e rso n a l i n t e r e s t  in  m usic, o r fo r  p a re n ts  who could  employ p r iv a te
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t u to r s .  This i n t e r e s t  was s u f f i c i e n t  to  keep a l iv e  the  p ro d u c tio n  of 

in s t r u c t io n  m anuals, b u t th e  e th ic a l  concept of music as an im p o rtan t 

elem ent in  ed u ca tio n  had alm ost d isap p eared  by th e  end o f the  sev en teen th  

c en tu ry . In  th e  e ig h te e n th  c en tu ry  i t  was to le r a te d  more as a pastim e, 

o r as a re la x a t io n  a f t e r  long  p e rio d s  o f more s tren u o u s s tu d y . But by 

the  m iddle o f the  c en tu ry , e d u c a tio n a l reform  had brought i t s e l f  to  

th e  n o tic e  o f p o l i t i c i a n s .  In  l6 4 l ,  th e  House o f  Commons voted  to  

use some o f th e  fo rm erly  c o n f is c a te d  land  in  London f o r  ed u ca tio n a l 

p u rposes, and th e  c a p i t a l  became th e  focus o f schemes fo r  ed u ca tio n a l 

advancement. The r e c r e a t io n a l  and e th ic a l  v a lu es  o f  music were recog 

n ised  by no le s s  a person  than  John M ilton , who, w ritin g  to  Samuel 

H a r t l ie b , a  d is c ip le  of John Comenius, the  Bohemian e d u c a tio n a l reform 

e r ,  s ta te d  -  *Hie in te r im  o f unsw eating them selves r e g u la r ly ,  and 

conven ien t r e s t  b e fo re  m eat, may bo th  w ith  p r o f i t  and d e l ig h t  be taken  

up in  r e c re a t in g  and composing t h e i r  t r a v a i le d  s p i r i t s  w ith  th e  solemn 

and d iv in e  harm onies o f music heard  o r le a rn ed  . . . the  l ik e  a ls o  would 

n o t be unexped ien t a f t e r  Meat to  a s s i s t  and c h e r ish  N ature in  h i s  f i r s t  

concoction  and send t h e i r  minds back to  s tudy  in  good tune and s a t i s 

fac tio n *

This concep t o f music a s  a  mere r e c re a t io n a l  a c t i v i t y  was harm fu l; 

i f  i t  was n o th in g  more than  a means o f r e la x a t io n ,  o r a p le a s a n t  pastim e, 

i t  could  h a rd ly  be con sid ered  f o r  in c lu s io n  in  any programme of s e r io u s  

s tu d y . In  th i s  way the  g u lf  between music and th e  te ach in g  o f th e  

hum anities w idened. Pow erful v o ices  were r a is e d  in  su p p o rt o f th e

1 . John M ilton : T ra c ta te  o f E ducation  -  A L e t te r  to  M aster Samuel
H a r t l ie b ,  l6 4 4 . Cambridge U n iv e rs ity  P re s s , 1905, P* 19.
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d ism is sa l o f p r a c t ic a l  music from s e r io u s  s tu d ie s .  ‘R ec rea tio n s  a re  

n o t ed u ca tio n ; accom plishm ents a re  n o t ed u ca tio n  . . . S tu f f in g  b ird s  

or p lay in g  s tr in g e d  in s tru m en ts  i s  an e le g a n t pastim e, and a re so u rce  

to  the  i d l e ,  bu t i t  i s  n o t ed u ca tio n ; n o r does i t  form o r c u l t iv a te  

th e  i n t e l l e c t * .^

The ed u ca tiv e  v a lu es  o f music were recogn ized  f a r  more q u ic k ly  

by e d u ca tio n a l re fo rm ers  on th e  c o n tin e n t, where Rousseau, G a lin , 

D alcroze , P e s ta lo z z i and o th e rs  had in c luded  i t  in  t h e i r  sch o o ls . 

C o n tin e n ta l music ed u ca to rs  had a lso  recognized  the  im portance o f fo lk -  

music as the  kind  o f music th a t  was most n a tu ra l  to  a  c h i ld .  From 

th i s  came th e  sp o n ta n e ity  o f  s in g in g  and i t s  p le a s a n t  e f f e c t  on th e  

l i f e  o f th e  school community, and the  hum anising in f lu e n c e  o f music 

was accep ted  by le ad in g  f ig u r e s  in  t h i s  co u n try  befo re  compulsory educa

tio n  was e s ta b l is h e d .

But th e  way to  th e  re c o g n itio n  o f music as an in te g r a l  p a r t  o f 

the  cu rricu lum  in  the  S ta te  school was paved by the  e x tra o rd in a ry  wave 

of m usic, in  the  form o f s ig h t- s in g in g , which swept th rough  t h i s  co u n try  

in  the  n in e te e n th  c en tu ry . H is to r ic a l ly ,  th e  s ig h t- s in g in g  movement 

was on ly  a p a r t  o f a  l a r g e r  movement f o r  the  i n t e l l e c t u a l ,  m oral, and 

r e l ig io u s  improvement o f the  working c la s s e s .  O rganized bod ies such as 

the  Temperance Movement, and th e  Mechanics* I n s t i t u t e  were a lre a d y  in  

being , in  an a ttem p t to  improve th e  l o t  o f those  who had l e f t  th e  r u r a l  

a re a s , a t t r a c t e d  by th e  prom ised w ealth  o f th e  I n d u s t r i a l  R ev o lu tio n .

The c o n d itio n s  o f p o v erty  and sq u a lo r in  th e  bad ly  over-crowded c i t i e s

1 . John Henry Newman: Hie Id e a  o f a  U n iv e rs ity  (D iscourse V I), London,
Longmans, 1862 (1925 r e p , ) ,  p . 61,
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and towns c r ie d  ou t f o r  r e l i e f ;  i t  came in  th e  form o f m usical re c re a 

tio n  fo r  the  m asses, *That t h i s  came in  the  form o f sim ple , v ocal 

s e lf -e x p re s s io n  was due, in  th e  f i r s t  in s ta n c e , to  th e  a r r i v a l  in  

England, in  l8 4 l ,  o f a form er German p r i e s t  named Joseph  M ainzer*.^

A fte r  some e lem en tary  m usical t r a in in g  in  Munich and V ienna, M ainzer 

s e t t l e d  f o r  a w hile  in  Rome, He then  t r a v e l le d  in  I t a l y  and Germany, 

and h is  sympathy f o r  th e  hardw orking p easan ts  was a ro u sed . H is e f f o r t s  

to  a l l e v ia t e  t h e i r  m isery  took  th e  form o f le ad in g  them in  s in g in g .

He went on to  P a r is  and had some i n i t i a l  success in  th e  o rg a n iz a tio n  

o f s in g in g  c la s s e s  b u t f e l l  in to  d is re p u te  as  a  r e s u l t  o f c la sh in g  

w ith  B e r lio z ; the  p o lic e  a ls o  viewed any g a th e r in g  o f the  w o rk in g -c la sses  

as s u sp ic io u s , so M ainzer must have thought i t  b e t t e r  to  move on, and he 

c ro ssed  the  Channel to  E ngland .

Then fo llow ed one o f th e  many enigmas in  th e  l i f e  o f th i s  rem ark

ab le  man. I t  was re p o rte d  t h a t  when he a r r iv e d  in  England he could  

speak no word o f our language; y e t w ith in  a  few months he p u b lish ed  a 

p e r io d ic a l ,  *The N a tio n a l S ing ing  C ir c u la r ’ , and a f t e r  one y ea r, t h i s  

was en la rg ed  in to  a more g e n e ra l m usical jo u rn a l c a l le d  ’M ainzer*s 

M usical Times and S ing ing  C i r c u la r ’ , th e  f i r s t  is su e  s ta t in g  th a t  

th e re  were a lre a d y  tw enty thousand p u p ils  being  ta u g h t by M ainzer and 

h is  a s s i s t a n t s .  He q u ic k ly  fo llow ed  t h i s  w ith  th e  p u b lic a t io n  o f a 

tex t-b o o k  of s ig h t- s in g in g , ’S ing ing  f o r  th e  M ill io n ’ . M ainzer’s f l a i r  

f o r  p u b l ic i ty  p robab ly  le d  to  h is  c la im  th a t  'w ilh in  s ix  months he had 

so ld  200,000 c o p ie s . ’S inging  f o r  the  M ill io n ’ became the  s logan  fo r  

h is  campaign, and h is  s in g in g -c la s s e s  spread  from th e  IVfôchanics’

1 . P.A. S cho les, Hie M irro r o f Music, V ol. 1, London, N ovello , 194?,
p . 4.
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I n s t i t u t e  in  London through the  N a tio n a l Schools o f S t .  G eorge’s , 

Hanover Square, and in to  many o th e r  London p a r i s h e s ’ ,^

P ro v in c ia l c e n tre s  fo r  M ainzer’ s system  q u ic k ly  sp read , as M ainzer 

was in v i te d  to  im p o rtan t towns to  le c tu re  on h is  method. From th ese  

m eetings, which were u s u a lly  w e ll-a tte n d e d , he formed c la s s e s  which 

were ta u g h t by lo c a l  m usicians on th e  b a s is  o f h is  o f f i c i a l  te x t-b o o k s . 

Hie Lord P rovost of Edinburgh s e n t  him an in v i ta t io n  to  s t a r t  h i s  move

ment in  th a t  c i t y ,  and the  ’Scotsman’ c a r r ie d  an account in  O ctober, 

1842, o f a  p u b lic  b re a k fa s t  g iven in  M ainzer’s honour, and a tten d ed  

by many c iv ic  d ig n i t a r i e s .  M ainzer c e r ta in ly  had g re a t  success  in  

S co tlan d , and h i s  system  spread  q u ic k ly  w ith  the  a id  o f w o rk in g -c la ss  

a s s o c ia t io n s  such as  th e  ’R ec h a b ite s ’ , ’O ddfellow s’ , and ’F o r e s te r s ’ . 

M ainzer’s p o p u la r ity  in e v i ta b ly  a t t r a c te d  o p p o s itio n , and members of 

the  m usical p ro fe s s io n  in  London, le d  by John B a rn e tt , a well-known 

London m usic ian , began n o t on ly  to  q u e s tio n  h is  methods, b u t to  c a s t  

doubt on h is  m usical a b i l i t y .  But th e  a s to n ish in g  success  o f M ainzer’s 

movement which was no more than  a method by which th e  w o rk in g -c la sse s , 

most o f whom were i l l i t e r a t e ,  could  be tau g h t to  read  music a t  s ig h t ,  

has to  be co n sid ered  h i s t o r i c a l l y ,  r a th e r  than  m u s ic a lly , o r a e s th e t ic 

a l l y .  Like the  movement which John Curwen began some y ears  l a t e r ,  much 

o f i t s  success was th e  r e s u l t  o f s o c ia l  needs and i t  re c e iv e d  m assive 

su p p o rt from in f l u e n t i a l  people whose s o c ia l  co n sc ien ces  were p robab ly  

d is tu rb e d  by th e  c o n d itio n s  around them. W hatever the  u n d e rly in g  

reaso n s fo r  i t s  su cce ss , i t  c a r r ie d  away la rg e  masses o f people in  

much th e  same fa sh io n  as  r e l ig io u s  m anias, o r  indeed  any o f th e  sub-

1 . P.A. S cho les, I b i d . ,  p . 4 .
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c u l tu r e s  which a re  bom  o f s o c ie ty ’s f a i lu r e  to  p rov ide  more perm anent 

forms o f a e s th e t ic  s a t i s f a c t io n .

A movement o f f a r  more perm anent value a lso  began in  London in  

l 8 4 l .  John Pyke H u llah , a form er s tu d e n t a t  th e  Royal Academy o f Music, 

a lso  had am bitions to  tu rn  B r i ta in  in to  a  s ig h t- s in g in g  co u n try , and 

n o tin g  th e  qu ick  su ccess  of M ainzer’s method, he v i s i t e d  P rance , n o t 

o n ly  to  see the  M ainzer c la s s e s  a t  work, b u t to  s tudy  th e  methods of 

G.L.B. Wilhem, who s in ce  1819 had been o rg an iz in g  m usical in s t r u c t io n  in  

th e  e lem en tary  schoo ls  o f  P a r is ,  and had been appo in ted  D irec to r-G en

e r a l  o f Music in  S chools, when the  teach in g  o f s in g in g  became o b lig a to ry  

in  1825 . Again the  r e l ig io u s ,  p h ila n th ro p ic , and s o c ia l  in f lu e n c e s  

were sought in  su p p o rt o f music ed u ca tio n  in  th e  form o f s ig h t- s in g in g , 

b u t now, f o r  th e  f i r s t  tim e, i t  was aimed d i r e c t ly  a t  music in  sch o o ls , 

’in  l8 4 l ,  H u llah  s ta r te d  c la s s e s  in  s ig h t- s in g in g  f o r  schoo lm asters 

and m is tre s se s  in  E x e te r  H a ll ,  in  the  S trand  -  a c e n tre  a lre a d y  in  use 

by th e  w o rk in g -c la s se s ’ .^  Success came q u ic k ly  -  due no doubt in  some 

degree to  th e  f a c t  th a t  H u llah  awarded c e r t i f i c a t e s  to  th e  s tu d e n ts , 

s t a t i n g  th e i r  competence to  te a c h  s ig h t- s in g in g  and th u s  secure  employ

m ent. One y ear l a t e r ,  by which tim e th e  c la s s e s  had been thrown open 

to  th e  g e n e ra l p u b lic , the  su ccess  o f H u lla h ’s movement was a ssu re d .

But th e  r e a l  su ccess came as  a  r e s u l t  o f the  i n t e r e s t  shown in  h i s  work 

by in f l u e n t i a l  p o l i t i c i a n s  o f th e  day . One in  p a r t i c u la r ,  James Kay, 

l a t e r  to  become S i r  James Shuttlew orth-K ay , had an i n t e r e s t  in  e d u ca tio n , 

and in  the  e d u c a tio n a l use o f  m usic, and had a lre a d y  been appoin ted  

S e c re ta ry  o f th e  p a rlia m e n ta ry  committee charged w ith  making th e  a l lo c a -

1 . B. Rainbow: The Land W ithout Music, London, N ovello  & C o ., I 967,
p . 125 .
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t io n  o f the  f i r s t  government g ra n t t h a t  ed u ca tio n  in  t h i s  co u n try  had 

ev er re c e iv e d . ’Kay had opened th e  f i r s t  ’T eachers’ T ra in in g  C o lle g e ’ 

in  t h i s  co u n try  a t  B a tte rse a  in  l84o , and in  i860  he appo in ted  H ullah  

to  te ac h  s in g in g  to  th e  dozen o r so young men who were s tu d e n ts  a t  th e  

C o lle g e ’ ,^  H u llah  had a lre a d y  p u b lish ed  a manual, ’Wilhem’ s Method 

o f Teaching S ing ing  Adapted to  E n g lish  U se’, and the  use o f  t h i s  book 

was now given  o f f i c i a l  government su p p o rt, thus approving Wilhem’s 

method and n o t t h a t  o f M ainzer, a lth o u g h  both  th e se  system s were funda

m en ta lly  based on a ’f ix e d  doh’ .

H u lla h ’s method was l a t e r  condemned (and s t i l l  i s )  fo r  i t s  obv i

ous l im i t a t io n s ,  b u t h is  c o n tr ib u tio n  to  music e d u ca tio n , in  t h a t  he 

succeeded in  g a in in g  government su p p o rt f o r  music in  sch o o ls , should 

never be fo rg o t te n . In  l844  he became P ro fe sso r o f Vocal Music a t  

K ing’s C o lleg e , a c o n s t i tu e n t  p a r t  o f the  U n iv e rs ity  o f London, and 

l a t e r  ta u g h t a t  Queen’s and Bedford C o lleges f o r  women te a c h e rs . By 

1872, th e  T eachers’ T ra in in g  C ollege system had been g r e a t ly  developed , 

and H ullah  was appoin ted  as th e  governm ent’s In s p e c to r  o f Music in  

t r a in in g  c o lle g e s ;  t h i s  was only  two y ears  a f t e r  th e  n a t io n a l  school 

system was e s ta b lis h e d  by W.E. F o r s te r ’ s E lem entary  E ducation  A ct.

Anyone who has ta u g h t music in  school w i l l  be w e ll aware o f the  l in e  

o f f in a n c ia l  su p p o rt on which much of the  su ccess o f h i s  te ach in g  

depends -  f i r s t ,  to  h is  Head Teacher, who sh ares  ou t to  each departm ent 

the  sc h o o l’s f in a n c ia l  a l lo c a t io n ,  which in  tu rn  depends on th e  measure 

o f su ccess , o r f a i l u r e ,  which the  lo c a l  D ire c to r  o f E ducation  has achieved 

in  persuad ing  the  lo c a l ly  e le c te d  p o l i t i c a l  r e p re s e n ta t iv e s  to  su p p o rt

1 . P.A. S cho les, o p .c i t . ,  p . 12.
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ed u ca tio n , and th ese  in  tu rn  can p ra is e  o r  blame the c e n tr a l  government 

fo r  i t s  su p p o rt g r a n ts . H ullah  had a t  l e a s t  achieved  d i r e c t  access 

to  'th e  c o r r id o rs  o f pow er', and h is  in f lu e n c e  may w ell have been u se 

f u l  in  su p p o rtin g  the  p le a s  f o r  f in a n c ia l  h e lp  from lo c a l  ed u ca tio n  

a u th o r i t i e s .

'F o r s t e r 's  B i l l  o f I 870 d id  n o t c o n s id e r music ed u ca tio n  as an 

in te g r a l  p a r t  o f the  cu rricu lu m , and in  th i s  way th e  school a u th o r i t i e s  

rece iv ed  no f in a n c ia l  in c e n tiv e  to  promote i t s  d ev e lo p m en t'.^  The 

school g ra n ts  were based on r e p o r ts  s e n t in  by In s p e c to r s , and a lthough  

th e se  re p o r ts  covered most o f  the  s u b je c ts  in  th e  cu rricu lum , th e re  were 

very  few in s p e c to rs  who were s u f f i c i e n t ly  q u a l i f ie d ,  o r com petent, to  a s s 

e ss  .the q u a l i ty  o f music te ac h in g . By t h i s  tim e, the  'wave of s ig h t -  

singing* to  which I  have a lre ad y  r e f e r r e d ,  had reached  i t s  c r e s t ,  and 

even members of th e  House could  n o t have been unaware o f i t s  in flu en c e  

in  s o c ie ty .  'S u p p o rt f o r  v ocal t u i t i o n  became so s tro n g  th a t  F o r s te r  

was fo rced  to  amend h i s  o r ig in a l  'C ode' which now s ta te d  th a t  a  s c h o o l 's  

g ra n t was to  be reduced 'b y  one s h i l l i n g  p e r s c h o la r , u n le ss  th e  

in s p e c to r  be s a t i s f i e d  th a t  v ocal music i s  made a  p a r t  o f the  in s t r u e - 

t io n * . While t h i s  was a  s u f f i c i e n t  in c e n tiv e  to  in c lu d e  c la s s - s in g in g  

in  th e  schoo l t im e - ta b le ,  i t  d id  l i t t l e  to  improve th e  s tan d a rd s  of 

music te a c h in g . But s in g in g  now became v i r t u a l l y  a  compulsory s u b je c t 

o f e lem en tary  ed u ca tio n  in  a l l  Board sch o o ls , and H u l l ^ 's  method, how

ev er l im ite d , had succeeded in  producing te a c h e rs  from i t s  own ran k s so 

th a t  th e  movement could  sp read  from London, f i r s t  to  th e  la rg e  p ro v in c ia l

1 . P.A. S cho les, o p .c i t . .  V ol. 2 , p . 618 .

2 . P.A. S cho les, o p .c i t . ,  p . 618 .
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towns, and th en  in to  the  c o u n try s id e , Œhe in struc tion 'g iven  by th e se

form er p u p ils  o f H u llah  n e a r ly  always produced th e  same r e s u l t s ;  in

the  e a r ly  s ta g e s , by rem aining w ith in  th e  g u id e - l in e s  o f h is  f i r s t

te ach in g  manual th e re  was evidence of good p ro g re s s , b u t once th e

a ttem p t was made to  use keys o th e r  than  th a t  on the  b a s ic  s c a le  of

*Doh*, the  p u p ils  were l o s t ,  and th e  poor e d u c a tio n a l s tan d a rd s  o f

th e  te a c h e rs  and m onitors were g e n e ra lly  n o t good enough to  c l a r i f y
*

the  new moves. An example w i l l  e x p la in  t h e i r  problem s -

Scale o f *Doh* Scale o f *Re*

‘ I______________

g •e
-  » "■ <>

o

3 4 7 8 2 3  6 7

In  th e  f i r s t  s c a le ,  the  n a tu r a l  s c a le  on *Doh*, th e  sem i-tones 

occur . between th e  th i r d  and fo u r th  and seven th  and e ig h th  deg rees  

of the  s c a le .  In  th e  second s c a le ,  on the  n o te  *Re* th e  sem i-tones 

occur between the  second and th i r d  and the  s ix th  and seven th  n o te s  o f 

the  s c a le .  In  o rd e r to  make the  p a t te rn s  o f to n es  and sem i-tones sound 

the same, the  te a c h e rs  had to  v o c a liz e  the  second s c a le ,  and then  

a ttem p t to  show th e  changes t h a t  would be re q u ire d  in  o rd e r to  make the  

second s c a le  sound l ik e  the  f i r s t .  Up to  t h i s  p o in t ,  th e  new ly-found 

s in g in g  s k i l l s  had made H ullah*s c la s s e s  a source o f g re a t  p le a s u re , 

b u t now th ey , and t h e i r  te a c h e rs , were f lo u n d e rin g  in  the  th e o r e t ic a l  

e x p lan a tio n s  of tra n s p o s i t io n s  in  Hullah* s a d a p ta tio n  o f W ilhem 's 

Method -  's in c e  any n o te  w hatever may become a to n ic ,  music w r i t te n  in  

one key can be tran sp o sed  in to  some o th e r  s c a le  in  which a l l  the  n o te s

* Example quoted from 'H ie Land W ithout Music ' .- B. Rainbow, p . 133<



45

w il l  be h ig h e r o r low er, b u t in  which the  g e n e ra l e f f e c t  w i l l  be the 

same, because a l l  the  in te r v a ls  w i l l  be a l ik e ,  and the  n o te s  a t  th e  

same d is ta n c e  from each o t h e r * N e i t h e r  Wilhem, H ullah  n o r t h e i r  

su p p o rte rs  had r e a l iz e d  the  m u l t ip l ic i ty  o f the  problem s th a t  would 

a r i s e  in  th e  'F ix ed  Doh* system  as  th e  s c a le s  became le s s  r e l a t e d .

Ihe g r e a te s t  d i s p a r i ty ,  between th e  s c a le  o f *Do' and th e  s c a le  of 

'S i ' ,  showed a d if fe re n c e  between alm ost a l l  th e  deg rees  o f  th e  s c a le s .  

The Minor mode in  H ullah*s system  heaped f u r th e r  con fusion  on p u p ils  

and te a c h e rs .  Comparison between the  'f ix ed *  and 'movable* Doh minor 

s c a le s  a re  shown l a t e r  (pp.87-8 ) ;  an example o f a well-known psalm - 

tune w r i t te n  in  the  'f ix e d  doh ' system  w i l l  perhaps show th e  problems 

more c le a r ly ,  and p a r t i c u la r ly  the  d i f f i c u l t i e s  b rough t about by the  

m odulation from minor to  m ajor, w ith  th e  a d d itio n  o f e x tr a  s y l la b le s .

S t .  Bride

G Minor
---------H ------ 1 ' —;— j - ---r----- ------- #----y
....... Ô I  )' ' ;  ' /  - ■J.— -r;-',. .1" . k

Doh minor d s ,  d maw r  d maw taw maw s f  maw

Such d i f f i c u l t i e s  as th e se  must have l e f t  th e  c h ild re n  in  a com pletely  

confused s t a t e :  th e  a d u l t  p u p ils  were fo r tu n a te  th a t  they  cou ld  escape .

H ullah  e v e n tu a lly  r e a l i s e d  th e  d i f f i c u l t i e s  which a rose  in  h i s  

system , and produced an e n t i r e l y  new v e rs io n  in  1849, b u t the  b a sic  

problem s o f th e  'f ix e d  doh* rem ained. *He t r i e d  to  remove th e  confusion  

from h is  s c a le ,  in  which th e  n o te s  A sh arp , A n a tu r a l ,  and A f l a t  were 

a l l  c a l le d  *L a ', and in  which every  degree o f th e  s c a le  could  be t r e a te d

1. J .P .  H u llah : Wilhem*s Method P a r t  2, London, P a rk e r, l842 , p . 8I ,
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in  th e  same ambiguous way, by p u b lish in g  in  h is  new manual f o r  te a c h e rs , 

'Time and Tune in  the  E lem entary  S chool' (1875)> a new sc a le  in  which 

th e  in f le c te d  s y l la b le s  could  in d ic a te  th e  chrom atic p o s i t io n  o f each 

degree - F la t N a tu ra l Sharp

du Do da

se Si s i s

lo La le

su l Sol s a l

fo Fa fe

me Mi mis

ra Re r i

du Do da

H u lla h 's  compromise d id  n o t re v iv e  h is  method. H is su p p o rte rs  q u ic k ly  

dw indled in  number, and the  ra p id ly  in c re a s in g  p o p u la r i ty  o f  John Cur- 

w en 's ' Tonic S o l - f a ',  and the  con tinued  use in  th e  n o r th e rn  c o u n tie s  o f 

'L a n c a sh ire ' S o l- fa ,  b rought about i t s  com plete abandonment.

H u lla h 's  f a i l u r e  i s  easy  to  u n d e rs tan d . The g r e a t  im pact which i t  

made on p u b lic  op in ion  in  the  f i r s t  dem onstra tion  perform ances o f h is  

new method o f te ach in g  s ig h t- s in g in g , was based n o t on the  q u a l i ty  of 

the  s in g in g , o r th e  a r t i s t i c  p re s e n ta t io n  o f the  songs, b u t on the  

n o v e lty  o f an e n t i r e ly  new ex p erien ce . For th e  f i r s t  tim e , c h ild re n  

could  be seen  and heard  s in g in g  and read in g  m usical n o ta t io n  -  a  s k i l l  

which no-one had e v e r considered  p o s s ib le . The s in g in g  o f the  a d u lt  

c la s s e s ,  in  a l l  i t s  s im p lic i ty ,  s t i l l  d e lig h te d  th e  l i s t e n e r s  by the

1 . B. Rainbow, o p .c i t . ,  p . 135*



47

em otional im pact o f th e  massed v o ices  o f the  working c la s s e s .  No 

doubt th e  com parative ly  rough v o ices  and the  p r im itiv e  music went 

la rg e ly  u n n o ticed , o r was soon fo rg o tte n  in  the  sh ee r w eight and v o l

ume o f the  sound. I t  was only  a f t e r  th e  n o v e lty  o f th e se  em otional 

ex p erien ces  had passed  th a t  a  c r i t i c a l  a t t i t u d e  developed . I t  was 

only  when t h i s  s tag e  was reach ed , and when th e  narrow l im i t s  o f the  

system were r e a l iz e d ,  t h a t  H u lla h 's  method in e v i ta b ly  f a i l e d .

H u lla h 's  c o n tr ib u tio n  to  music ed u ca tio n  however, must n o t be 

o v er-looked . I t  had made a perm anent c o n tr ib u tio n  to  music te ach in g  

by in tro d u c in g  the  s tu d y  o f vocal music in to  the  school cu rricu lum , 

and was d i r e c t l y  re sp o n s ib le  f o r  much o f the  growth o f the  nation -w ide  

c h o ra l s o c ie t i e s .  The In sp e c to rs  o f Music to  the  Committee o f the  

C ouncil on E ducation , l a t e r  the  Board o f E ducation , cou ld  now b rin g  

the  p ro g ress  and needs o f music ed u ca tio n  in  the S ta te -a id e d  schoo ls 

to  the  n o tic e  o f th e  government through the annual r e p o r ts  o f th e  Edu

c a tio n  D epartm ent. For a few years  from I 890, f o r  example, the  D epart

m en t's  re p o r ts  in c lu d ed  s t a t i s t i c s  as to  r e l a t iv e  p rev a lence  o f ' r o t e '  

and 'e a r '  s in g in g  in  th e  v a rio u s  ty p es  o f sch o o ls .

In  th a t  f i r s t  y ear (as  quoted by the  'M usical T im es ') , 'th e  p e rc e n t

age o f schoo ls  in  which the  te ach in g  was 'b y  ro te*  ranged from e ig h ty  

one in  the  Board sch o o ls , and sev en ty  seven in  th e  Wesleyan sch o o ls , 

down to  f i f t y  two in  th e  Roman C a th o lic  schoo ls and f i f t y  in  the  

Church o f England s c h o o ls '.  By th i s  tim e, o f co u rse , the  Tonic S o l- fa  

system  of John Curwen had d isp la c e d  H u lla h 's  system . An amusing s to ry  

i s  a lso  r e la te d  concern ing  what we would now reg a rd  as something r a th e r  

absu rd , bu t what must have been a t  th a t  tim e a firm  s te p  forward towards
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Improving the  s tan d a rd s  o f music making in  the  c lass-ro o m . Before I 890 

the  London School Board had provided  no p ianos fo r  i t s  sch o o ls , and 

th e re fo re  th e re  was no accompanied s in g in g , o r music to  accompany the  

marches and d r i l l s  th a t  seemed to  p la y  an im portan t p a r t  in  school 

l i f e .  A number of the  la r g e r  p ro v in c ia l  Boards had a lre a d y  su p p lied  

t h e i r  schoo ls  w ith  p ian o s, so London decided  to  p u t p ianos in to  one 

hundred o f i t s  schoo ls  a t  a  c o s t  o f £2 ,500 . 'A p p aren tly  i t  was ra s h ly  

assumed as a  m a tte r  o f course  th a t  th e  r e a l  u ltim a te  o b je c t o f th e  

Board was to  te ac h  t h e i r  435^000 c h ild re n  to  p lay  the  p ia n o f o r te '.^

A more p o s i t iv e  s te p  came soon a f t e r  th e  E lem entary  E ducation  

A ct o f 1870, when some o f th e  new School Boards appo in ted  s p e c i a l i s t  

s in g in g - te a c h e rs  in  charge o f  the  music of the  schoo ls  in  t h e i r  a re a s , 

in  th i s  way p ro v id in g  guidance f o r  the  re g u la r  school s t a f f s .  In  

g e n e ra l, th e se  appointm ents were made from the  ranks o f te a c h e rs  who 

had achieved some d i s t in c t io n  as s o l - f a i s t s ,  and were n o t s t r i c t l y  

p ro fe s s io n a l m usic ian s . An ad v ertisem en t in  O ctober, 1884 f o r  one 

o f th ese  p o s ts  (p o ss ib ly  the  f i r s t  o f the  A s s is ta n t  Music A dv isers?) 

showed th a t  th e  q u a l i f ic a t io n s  demanded were h igh  when judged by the  

s tan d a rd s  o f th a t  p e r io d , the  work was heavy, and th e  s a la ry  r a th e r  

poor. 'School Board fo r  London: -  Ihe Board re q u ire s  the  s e rv ic e s  o f 

an A s s is ta n t  to  the  S inging I n s t r u c to r .  He w i l l  be under th e  d i r e c t io n  

o f the I n s t r u c to r ,  have to  v i s i t  Schools and a s s i s t  in  the  Superin tendence 

and Exam ination o f C h ild ren , and a lso  o f th e  P u p il Teachers a t  the  

C e n tra l C la sse s , in  S ing ing . He must have a thorough knowledge o f 

Music, and be a p r a c t i c a l  and s u c c e ss fu l Teacher by th e  S ta f f  and Tonic

1. 'M usical T im es', November, I 89O.
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S o l- fa  N o ta tio n s , and must hold  th e  h ig h e s t  C e r t i f i c a te s  g ran ted  by 

th e  Tonic S o l- fa  C ollege f o r  Ih eo ry  and Teaching. He should a lso  have 

some experience  in  conducting  la rg e  C o n ce rts . Annual s a la ry ,  £175, 

r i s in g  by y e a r ly  in c re a se s  o f £5 to  £200*.^ L a te r  i t  became common 

to  ap p o in t p ro fe s s io n a l m usicians to  undertake th e  su p e rv is io n  o f 

the  o rd in a ry  te a c h e rs  in  m usic, u n t i l  in  1909, D r. J .E .  Borland was 

appoin ted  as M usical A dviser to  th e  E ducation  Committee o f th e  London 

County C ouncil, and was re q u ire d  to  g ive fo u r  a fte rn o o n s  and two even

in g s  each week to  th e  s e rv ic e  of th e  C ouncil f o r  an annual s a la ry  o f 

£300 .

For some t h i r t y  y ears  befo re  th e  end o f th e  n in e te e n th  c en tu ry  the  

u su a l p r a c t ic e  f o r  m u sic -teach in g  in  the  e lem entary  sch o o ls , o r in  the  

l a t e r  s e n io r ,  o r  'H igher G rade' sch o o ls , was t h a t  i t  was ta u g h t in  each 

c la s s  by the  c la s s - te a c h e r .  A ll the  te a c h e rs  who had been p ro fe s s io n a l ly  

tra in e d  in  the  T eachers ' C o lleges had been given the  th o r o u ^ ly  system - 

ized  Tonic S o l- fa  in s t r u c t io n ,  w ith  i t s  s t r i c t l y  p r a c t i c a l ,  and c a re 

f u l l y  s t ru c tu re d ,  methods, and were now regarded  as q u a l i f ie d  te a c h e rs  

of c la s s -m u s ic . T heir music te ach in g  was l im ite d  to  p o in tin g  s ig h t -  

s in g in g  t e s t s  on th e  M odulator, g iv in g  sim ple tw o-or th re e  n o te  e a r  

t e s t s ,  and teach in g  the  c la s s  to  reco g n ize  th e  r e l a t iv e  v a lu es  o f n o te s  

by means o f ' rhythm ' ,  o r 't im e ' names. A r e p e r to i r e  of about h a l f  a 

dozen sim ple songs was a lso  expected  to  be ta u g h t. In  g e n e ra l, the  

te a c h e rs  were q u ite  experienced  in  te ac h in g , w ith in  th e  l im i t s  o f th e se  

req u irem en ts , having  sp en t one y ear as p u p il- te a c h e rs  before  t h e i r  two 

yeeirs in  a T ra in in g  C o lleg e . Ihe Teacher T ra in in g  co u rses  were a lm ost

1 . 'M usical T im es ', O ctober, l8 8 4 , ad v ertisem en t.
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e n t i r e ly  p r a c t ic a l  in  the  sense th a t  th e  s tuden ts*  e f f o r t s  were a lm ost 

e n t i r e ly  co n cen tra ted  on th e  a d m in is tra tio n  o f c lass-room  'd r i l l s *  

in  a l l  the  su b je c ts  in  the  cu rricu lu m . In  th i s  way th ey  came to  t h e i r  

f i r s t  te ach in g  appointm ents w ith  a  l im ite d  knowledge of s u b je c t  m a tte r , 

bu t an a b i l i t y  to  im part i t  to  t h e i r  p u p i ls .  Three y ea rs  o f p r a c t ic a l  

t r a in in g ,  and th e  'p ro fe s s io n a l  s t a t u s '  which th ey  had ach ieved , gener

a l l y  gave them an 'a u th o r i ty ' t h a t  enabled  them to  cover up t h e i r  

academic l im i ta t io n s .

L a te r , as  s p e c i a l i s t  m u sic -teach ers  became more common (m ostly  

in  the  la r g e r  sch o o ls) th e re  came a b e t t e r  und ers tan d in g  o f v ocal 

t r a in in g ,  and a much h ig h e r s tan d a rd  o f s o n g - re p e r to ire . Throughout 

th e  n in e te e n th  cen tu ry  s in g in g  rem ained, and indeed co n tin u ed , a s  the  

most im p o rtan t e lem ent in  music ed u ca tio n . But b e fo re  th e  end o f the 

cen tu ry , music ed u ca to rs  and composers began s e r io u s ly  to  q u e s tio n  the 

c h a ra c te r  and m usical s tan d a rd s  o f school songs. The s tro n g  in flu en c e  

which th e  Church had e x e rc ise d  by prom oting school songs on m oral o r 

r e l ig io u s  themes had now began to  wane. Composers such as  P a rry , 

S tan fo rd  and Mackenzie in  t h i s  co u n try , were beginning  to  f e e l  th e  

e f f e c t s  o f  the  wave o f n a tio n a lism  th a t  had swept th rough n o rth e rn  

Europe in  the  second h a l f  o f the  c en tu ry ; th ey  had begun to  a s s e r t  

t h e i r  r i g h t  to  ex p ress  t h e i r  own n a tiv e  temperament by th e  use o f  the  

m elodic and rhythm ic idiom s o f fo lk  songs and dances. They now saw 

the  B r i t i s h  I s l e s  as a v a s t  s to re  of v a r ie d  n a t io n a l  music which could 

be c l a s s i f i e d  under two main h ead in g s , the  Saxon and the  C e l t ic ,  and 

fo u r d i s t in c t iv e  s ty le s  -  E n g lish , Welsh, S c o tt is h , and I r i s h .  S tan 

fo rd  f e l t  s tro n g ly  about the  r a th e r  fe e b le  type o f song th a t  had been 

the  s ta p le  m usical d i e t  in  the  S ta te -a id e d  sch o o ls , and, as an Irishm an ,
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he was very  much aware o f what h is  own c o u n try 's  fo lk -m usic  had to  

o f f e r ,  w ith  t h e i r  own p a r t i c u la r  blend o f pa thos and f i r e .  In  an 

add ress to  the  London Board School in  I 890 , he d e c la re d  th a t  th e  k ind  

o f music to  be c u l t iv a te d  in  the  schoo ls should be n a t io n a l  m usic, the  

music t h a t  had grown up w ith  the  peo p le . He suggested  th a t  th e  j o i n t  

Board o f  the  Royal Academy and the  Royal C ollege o f Music should be 

asked to  draw up a s e r ie s  o f school song books, and th a t  th e  use o f 

th ese  books should be o b lig a to ry . A p roposa l th a t  any th ing  should 

be o b lig a to ry  in  ed u ca tio n  in  B r i ta in  i s  c e r ta in  to  cause a  s t i r .

The School B oard 's  music in s p e c to rs  sprang to  the  defence o f th e  

school song, and a lthough  ad m ittin g  th a t  many o f th e  songs sung in  

schoo ls were in d e fe n s ib ly  bad, th ey  f e l t  t h a t  S ta n fo rd 's  p ro p o sa l to  

use fo lk-m usic  e x c lu s iv e ly  in  schoo ls was n e i th e r f e a s ib le  n o r d e s i r a b le .  

They o b jec ted  to  th e  words o f the  fo lk -so n g s  as being o f te n  u n su ita b le  

fo r  school u se , and to  th e  m elodies as o f te n  having  such a wide range 

as to  make them u n s u ita b le  f o r  young v o ic e s . John S ta in e r ,  as C h ief 

Music In sp e c to r  o f S chools, in  h is  annual r e p o r t  o f 1895, s ta te d  t h a t  

' though the  l i t e r a t u r e  o f E n g lish  n a t io n a l  songs i s  rem arkably e x te n 

s iv e  and r e p le te  w ith  f in e  exam ples, a c lo se  s tudy  o f them proves th a t  

com paratively  on ly  a sm all number a re  s u i ta b le  f o r  school u s e ' . ^  He 

a lso  o b jec ted  to  the  u n s u ita b le  words and th e  wide m elodic ran g e . The 

l a s t  word in  t h i s  argument must be g iven  to  A rth u r Somervell, who became 

C hief Music In s p e c to r  in  I 90I .  He came down f irm ly  on the  s id e  o f those  

who wished to  use fo lk -so n g s  as  the  b a s is  o f th e  school vocal re p e r to ry , 

bu t by t h i s  he meant th e  'com posed-song' o f the  sev en teen th  and e ig h te e n th

1 . John S ta in e r :  Annual R eport to  th e  London School Board, 'M usical
T im es ', Septem ber, 1895.
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c e n tu r ie s  r a th e r  than  the  tru e  fo lk -so n g . By h is  in f lu e n c e  a c o l le c t io n  

of 'n a tio n a l*  and 'fo lk - s o n g s ' was p repared  by S tan fo rd , and c a lle d  'The 

N a tio n a l Song Book'; t h i s  book soon had an immense p o p u la r i ty  in  

sch o o ls , and was q u ic k ly  fo llow ed by s im ila r  c o l le c t io n s  compiled by 

o th e r  m u sic ian s . The im portance o f th e  t ru e  fo lk -so n g  was only  recog 

n ized  some years  l a t e r  as a  r e s u l t  o f th e  e f f o r t s  o f C e c il  Sharp and 

o th e r fo lk -so n g  c o l le c to r s .

What i s  sometimes r e f e r r e d  to  as 'th e  S ig h t-S in g in g  C en tu ry ' con

tin u ed  to  e x e r t  i t s  in flu en c e  w ell in to  the  tw e n tie th  cen tu ry ; in  the 

eyes o f th e  c y n ic a l m u sic -teach er because i t s  use and p re s e n ta t io n  made 

l i t t l e  demands on the  money a v a ila b le  f o r  ed u ca tio n  in  g e n e ra l. I  

r e f e r r e d ,  a t  the  beginn ing  o f  t h i s  c h a p te r , to  th e  s e p a ra tio n  o f the 

Song sch o o ls  from the  Grammar schoo ls  a f t e r  th e  d is s o lu t io n  o f the  

m o n aste rie s . The e s ta b lis h e d  Church had t r a in e d  c h ild re n  to  s in g  the 

l i tu r g y ,  and in  the  same way, th re e  c e n tu r ie s  l a t e r  th e  schoo ls  o f 

the  N a tio n a l S o c ie ty  began to  in s t r u c t  i t s  p u p ils  in  s in g in g  p r im a ri ly  

to  enab le  them to  p re se rv e  th e  music of the church s e r v ic e .  The 

Lutheran and C a lv in is t  churches had always reg ard ed  s in g in g  as a p re 

r e q u is i t e  of P ro te s ta n t  church  w orship , and by th e  m iddle o f th e  n in e 

te e n th  c en tu ry  th e  m usical re fo rm ers  in  the  C a th o lic  Church who supported  

th e  use o f G regorian ch an t were s tro n g ly  u rg in g  th e  c la im s o f p la in -so n g  

f o r  in c lu s io n  in  th e  reform  of E n g lish  church m usic. While t h i s  rem ained 

the  c h ie f  m otive u n d e rly in g  the  sudden i n t e r e s t  in  music te ach in g  in  

th e  e a r ly  n in e te e n th  c en tu ry , th e re  were a lso  s o c ia l  and m oral is su e s  

which many people f e l t  could  be improved by th e  developm ent o f s in g in g . 

These p io n ee rs  in  the  f i e l d  o f music ed u ca tio n  were s p e c if ic  in  t h e i r  

su p p o rt o f vocal m usic, n o t  f o r  any v i r tu e  in  th e  music i t s e l f ,  b u t fo r
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the  p a r t i a l l y  sub-conscious e f f e c t  which the  rep ea ted  m oral t e x ts  of

the  songs m ight have on the  p o o re r c la s s e s .  John T urner, a m usician

who was d eep ly  in te r e s te d  in  th e  b e tte rm en t o f the  in d u s t r i a l  w orkers,

pu b lish ed  a 'Manual of I n s t ru c t io n  in  Vocal Music* in  which he s ta te d

th a t  ' th e  t e x t s  (o f the  songs) were to  be sim ple in  c h a ra c te r ,  b u t

conveying sen tim en ts  o f pure and e x a lte d  m o r a l i ty '.^  T urner and h is

su p p o rte rs  a lso  saw an o th er v i r tu e  in  vocal music in  t h a t  i t  p rov ided

one of few a t t r a c t io n s  which m ight persuade men to  m eet r e g u la r ly

elsew here r a th e r  than  in  the  d rin k in g  houses. Encouraged by th e se

moral v i r tu e s  which could  be so e a s i ly  wrapped up in  songs, th e  c le rg y ,

p o l i t i c i a n s ,  temperance w orkers and p h i la n th ro p is ts  gave t h e i r  f u l l

sup p o rt to  th e  s in g in g  movement, and 'th e  s ig h t- s in g in g  c la s s e s  became
2

a most e x tra o rd in a ry  mania which suddenly  overspread  our co u n try * .

Yet s o c ia l  reform  was n o t th e  only  reason  f o r  th e  d r iv e  to  develop 

school music in  t h i s  co u n try . The dram atic  su ccesses  o f M ainzer and 

H ullah , and a growing aw areness o f the  p a r t  p layed  by music in  th e  s t a t e  

schoo ls in  Germany, Prance and th e  N e th erlan d s , began a p e rio d  o f r e 

e s ta b lish m e n t fo r  music te ach in g  in  B r i ta in .  D uring th e  middle y ears  

of ttie c en tu ry , two f a c to r s  emerged which were v i t a l  to  the  su ccess o f 

music in  sch o o ls . F i r s t ,  th e  r e a l iz a t io n  th a t  music cou ld  be ta u g h t 

s u c c e s s fu lly  to  la rg e  c la s s e s  o f c h ild re n  only  i f  th e re  could  be a com

p le te  c o n c e n tra tio n  on v ocal m usic, w ith  a n o ta t io n  which in c lu d ed  the  

e s s e n t ia l  c h a r a c te r i s t i c s  o f G u ido 's  'Gamut' b u t s tr ip p e d  of i t s  com

p l e x i t i e s .  Secondly, music te a c h e rs  began to  r e a l iz e  t h a t  memorizing

1. J .  T urner; Manual o f  I n s t ru c t io n  in  Vocal Music, London, P a rk e r,
1833, p . 30 .

2 , Percy A, S cho les: The M irro r o f Music V ol. 1, London, N ovello
and Oxford U n iv e rs ity  P re ss , 1947, P. 3*
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the  symbols o f n o ta tio n  d id  n o t produce the  a b i l i t y  to  use them m usic

a l l y .  T h e 'in te rp re t in g  n o ta t io n 'o f  Curwen which was f i n a l ly  adopted 

in  sch o o ls , and in  c h o ra l s o c ie t ie s  th roughout th e  co u n try  in  th i s  

p e rio d  was designed  to  exp ress  the  a b s tr a c t io n s  o f music in  a co n cre te  

form, and then  to  move on to  a re c o g n itio n  th a t  th e  sound, and n o t the  

symbol, i s  the  u ltim a te  g o a l. Jean  Jacques Rousseau had p o in ted  the  

way a hundred y ears  b e fo re . R ea liz in g  the  l im i ta t io n s  and c o n s t r ic t io n s  

of the  'f ix e d -d o h ' system used in  France he a tta ck e d  i t  by d e v is in g  a 

system n o t on ly  s u b s t i tu t in g  num erals f o r  n o te s  on th e  S ta f f ,  bu t 

te ach in g  the  concep t t h a t  each number bore a d i s t i n c t  and in d iv id u a l 

c h a ra c te r  in  r e l a t io n  to  the  k e y -n o te . Tlie fo llo w in g  o u tl in e  w i l l  make 

R ousseau 's  n o ta t io n  c le a r  -

P i tc h . F ig u res  1 to  7* Keynote in  m ajor s c a le s  i s  c a l le d  'd o h ',  su p er

to n ic  i s  c a l le d  ' r a y ' ,  and so on.

K e y -s ig n a tu re . A l e t t e r  p laced  a t  the  beg inn ing ; a  p la in  l e t t e r  show

ing  a m ajor key, an u n d e rlin ed  l e t t e r  a minor key .

Compass. A range above seven n o te s  re q u ire d  a h o r iz o n ta l  l in e  so th a t  upp

e r  'doh* and th e  s ix  n o te s  im m ediately above i t  cou ld  be w r i t te n  above 

the  l i n e ;  low er*t e '  and the  s ix  n o te s  im m ediately  below i t  could  be 

w r it te n  below the  l in e  t  e .g .

F ---------- 3 --------5 --------- i — 2 ------ i --------5 --------3 -------- i ---------—  --------- ---

I I
■o  o : - — o

u   - n
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A c c id e n ta ls . Sharps were in d ic a te d  by c ro ss in g  f ig u re s  upwards, l e f t  

to  r i g h t .  P la t s ,  by c ro s s in g  f ig u re s  downwards, l e f t  to  r i g h t ,  e .g .

 ^ ---------

Whatever the  key, d ia to n ic  n o te s  were shown by p la in  f ig u r e s ,  e .g .

D sharp  in  the  key o f E minor was sim ply 7»

There were f u r th e r  s im p lif ic a t io n s  -  (a) Only duple and t r i p l e  

time was u sed , (b) Sounds were denoted by p i tc h  f ig u r e s ,  and r e s t s  

by nough ts . P ro lo n g atio n  was shown by a d o t .  (c) D ivided b e a ts  were 

conveyed by one o r  more h o r iz o n ta l  l i n e s .

Rousseau claim ed th a t  h is  system used f a r  fewer symbols than  th e  

S ta f f ,  and th a t  th e  symbols were sim ple and c l e a r .  The f ig u re s  showed 

the  s c a le -p o s i t io n  o f the  n o te s , and the  in te r v a l s  between them -  e .g .  

2-4 i s  always a Minor 3 rd . and 1-6 a m ajor 6th .
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Rous se au ; P ro je c t concernant de Nouveaux Signes pour l a  Musique, 1742.

Another c o n tin e n ta l method which a lso  found i t s  way ac ro ss  the 

Channel m erits  c o n s id e ra tio n  before we move on to  co n sid e r the method 

of John Curwen, who c a r e fu l ly  examined the methods of h is  p red ecesso rs  

and contem poraries, a t  home and abroad, before  s im p lify in g  the  complex 

ta sk  of le a rn in g  to  read m usic. What we now know as the  'G a lin -P a r is -  

Cheve Method'^ f lo u r ish e d  in  France during  the n in e te e n th  cen tu ry , and

1. Throughout the  second h a l f  of the n in e te e n th  cen tu ry  the  G alin -P aris- 
Cheve Method was o f f i c i a l l y  recognized in  the Commune schools of 
P a r is , and was w idely used elsew here in  France.
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l i k e  Curwen*s method, owed much of i t s  success  to  th e  f a c t  t h a t  i t  

was d ev ised  and sy stem atized  by men who were n o t rjiusicians; G alin  

was a m athem atician , P a r is  a m athem atician and a b a r r i s t e r ,  and Cheve, 

P a r i s 's  b ro th e r - in - la w , a  su rgeon , P ie r re  G a lin , a te a c h e r  in  Bordeaux, 

had wide i n t e r e s t s ,  and as a m usician  he was s e l f - ta u g h t ,  having  no 

money to  pay f o r  le s s o n s . The s to ry  o f h is  e a r ly  s tru g g le s  to  teach  

h im se lf music i s  w ell-known. In  th e  tex t-b o o k s  which he s tu d ie d  he 

cou ld  f in d  no c le a r  s ta tem en ts  o f p r in c ip le s .  H is m athem atical mind 

persuaded him to  a ttem p t a s c i e n t i f i c  a n a ly s is  o f th e  th e o ry  of m usic, 

which he began by ta k in g  h is  d iv id e rs  and c a lc u la t in g  the  a re a s  taken  

up by sem ibreves, minims, and c ro tc h e ts  in  o rd e r to  prove th e  t r u th  

o f what h is  book to ld  him -  'a  sem ibreve eq u als  two minims, a  minim 

eq u als  two c ro tc h e ts  -  b u t which h is  c a lc u la t io n s  and h is  eyes d en ied . 

Six months l a t e r ,  when s tu d y in g  a French fo lk -so n g , he managed to  

u n d erstand  th e  so lfe g e  names of th e  n o te s , and then  made th e  d isco v e ry  

th a t  brought h is  v is u a l  and a u ra l  senses to g e th e r .

i " r  ...............................
if-------  --------------

d r  m d V — r  r  m f  f m ra

In  th i s  sim ple melody he n o tic e d  th a t  th e  th i r d  and fo u r th  'm e 's ' were 

lo n g e r than  the  f i r s t  two. Having bought a f l u t e ,  he d isco v e red , p la y 

in g  by e a r ,  t h a t  he could p la y  the  same tune a t  d i f f e r e n t  p i tc h e s  

though u s in g  n o te s  w ith  d i f f e r e n t  le t te r -n a m e s ; in  th i s  way he became 

aware o f the  c h a ra c te rs  o f the  n o te s  as d i s t i n c t  from t h e i r  ab so lu te  

p i tc h e s .  He went on to  vocal experim en ts, and d isco v ered  th a t  he could  

s in g  any tu n e , u s in g  the  same p itch -nam es, in  any key. In  t h i s  way he 

d isco v ered  th e  'movable d o h ',  G a lin , l ik e  Curwen, was c le a r  in  h is  mind
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th a t  h is  p u p ils  should le  a m  to  s in g  from th e  s t a f f  as w e ll as from 

h is  own s y l la b le s .

Two f u r th e r  in v e n tio n s  which brought him some fame were the  

'M elo p last* , a b lank  s ta v e , w ith  no c l e f ,  and two le g e r  l in e s  above, 

and two below, on which he could p o in t  tunes w ith  a s t i c k .  The second 

in v e n tio n  was an a id  to  the  te ach in g  o f rhythm -  a 'C hronom erist* ; 

th i s  was a ta b le  o f n o te s  of v a rio u s  v a lu es  in  which a l l  were r e la te d  

to  the  main pu lse-n o  te ,  and making c le a r  th e  grouping o f th e  sub

d iv is io n s  o f the  b e a t. A diagram  of Curwen*s a d a p ta tio n  o f the  

'Chronom erist* can be seen in  the  n e x t C hap ter, (pp. 84-85 ) .

Aime P a r is  took up G alin*s method soon a f t e r  h is  b ro th e r - in - la w 's  

d ea th  and a p p lie d  h is  le g a l  mind in  a ttem p ts  to  c o r r e c t  th e  im p e rfec t 

a p p lic a t io n s  o f the  method. He made only  two c o n tr ib u tio n s  to  G a l in 's  

method, f i r s t  by adding to  th e  'C hro n o m erist ' a  f le x ib le  tim e-language 

which Curwen a lso  borrowed and a s e t  of 'm u ta tio n  s y l l a b le s ' f o r  use 

in  t r a n s p o s i t io n .

Em ile Cheve saw such value in  the  G a lin -P a r is  method th a t  he gave 

up h is  m edical work and devoted h im se lf  e n t i r e ly  to  the  cause of te a c h 

ing  th e  read in g  o f music to  a l l  c la s s e s  o f s o c ie ty .  The enthusiasm  

of the  founders was such th a t  by th e  m iddle y ears  o f the cen tu ry  they  

could  c laim  th a t  t h e i r  method was e s ta b lis h e d  in  some o f th e  b e s t-  

known sch o o ls  in  P ran ce , Meanwhile, E m ile 's  w ife  N anine, P a r i s 's  

s i s t e r ,  seemed to  have sp en t h e r  e n t i r e  tim e su p p o rtin g  the  movement, 

fo r  which she w rote graded e x e rc is e s  in  s ig h t- re a d in g  which would 

h e lp  to  make the  method work when used by th e  te a c h e rs  who d id  n o t
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always u n d erstand  i t s  co m p le x itie s .

That the  method had co n sid e rab le  success can be seen by a l e t t e r  

which was p u b lish ed  in  Curwen*s The Tonic S o l- fa  R ep o rte r in  I 86I ,  

u rg in g  th e  t r a n s la t io n  o f the  method in to  E n g lish , I t  was a lso  g iven  

the  d i s t in c t io n  o f a  'm edal-aw ard ' a t  the  London I n te r n a t io n a l  E x h ib i

t io n  in  1862,
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C hapter 5

John Curwen ( I 816- 80 ) ;  the  S y n th esis  o f N o ta tlo n a l Methods

John Curwen, a C ongregational Church m in is te r ,  w ith  l i t t l e  o r no 

t r a in in g  in  m usic, became one of the  most n o ta b le  p io n e e rs  o f p o pu lar 

m usical ed u ca tio n , and f o r  a t  l e a s t  f i f t y  y ears  was th e  most dominant 

s in g le  in flu en c e  on music in  th e  S ta te  schoo ls o f England, Wales and 

S co tlan d , and a ls o  upon the  la rg e  mass o f the  community. Even to  the  

p re se n t day, a f t e r  a p e rio d  o f some f i f t y  years  d u rin g  which the  

succeeding tre n d s  in  music ed u ca tio n  have t r i e d  to  d i s c r e d i t  h i s  te a c h 

in g , th e re  a re  sm all a re a s  in  S co tland  and Wales where th e  t ru e  e ssen 

t i a l s  o f  h is  teach in g  a re  s t i l l  used e f f e c t iv e ly ;  th ey  s t i l l  e x e r t  

some in f lu e n c e  th roughout B r i ta in  in  the  te ach in g  o f vocal m usic, 

where school songs co n tinue  to  be p u b lish ed  w ith  Curwen*s Tonic S o l- fa  

n o ta t io n  p r in te d  above the  S ta f f  N o ta tio n .

Curwen i s  unique as a music ed u ca to r in  th a t  he n o t only  lacked  

m usical s k i l l s  and showed l i t t l e  n a tu r a l  a p ti tu d e  f o r  m usic, b u t seemed 

to  take  l i t t l e  i n t e r e s t  in  i t s  a e s th e t ic  a p p ea l. In  s p i te  o f h is  

'c a l l in g *  (o r perhaps as a r e s u l t  o f i t s  demands) he became in te r e s te d  

in  th e  te ac h in g  of read in g  and a r i th m e tic  befo re  tu rn in g  to  m usic. He 

possessed  o u ts tan d in g  p e rso n a l g i f t s  as a te a c h e r , b u t h is  approach to  

ed u ca tio n  was w ith in  the  c o n tex t o f h is  p a s to r a l  d u t ie s  -  s o c ia l ,  p h ila n 

th ro p ic ,  and r e l ig io u s .  H is f i r s t  p u b lic a tio n  was a method o f 'Look and 

Say' f o r  th e  te ach in g  o f read in g , which co n ce n tra te d  on the sounds of 

w r it te n  words. He ta u g h t a r i th m e tic  to  th e  c h ild re n  o f h is  co ng regation  

by d is c a rd in g  th e  t r a d i t i o n a l  num erals and m u l t ip l ic a t io n  ta b le s  and 

s u b s t i tu t in g  boxes of sm all o b je c ts  fo r  use in  co u n tin g , a d d itio n  and
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s u b tra c t io n . He was qu ick  to  g rasp  the  s ig n if ic a n c e  o f sounds befo re  

s ig n s  and concepts befo re  s y l la b le s .  These id e a s , which were novel in  

h is  day, l i e  behind h is  approach to  th e  teach in g  o f s in g in g , and are  

perhaps the  reaso n s why th e  most im p o rtan t a sp e c ts  of h is  te ac h in g  are  

so r e a d i ly  m isunderstood . 'They were m isunderstood, o r sim ply scorned , 

in  h is  own day fo r  two main rea so n s: he was s e l f - t r a in e d  in  h is  own

method, and h is  work le d  him to  te ach  th e  s o c ia l  c la s s e s  n o t  u s u a lly  

ta u g h t by th e  p ro fe s s io n a l m usicians o f th a t  p e r io d * .^  Outw ardly, h is  

work was seen as s o c ia l ,  o r r e l ig io u s ,  and having  no connection  w ith  

music e d u ca tio n , Curwen r e c ru i te d  and tr a in e d  h is  own te a c h e rs  who 

were th e  p ro d u c ts  o f h is  Method, and in  th ese  c ircum stances i t  i s  n o t 

s u rp r is in g  th a t  h is  p e n e tra t in g  in s ig h t  in to  p u re ly  m usical p ro cesses  

was la r g e ly  ig n o red . N e ith e r  were h is  p r in c ip le s  accep ted  d u rin g  h is  

l i f e - t im e  by those  who d ire c te d  th e  e d u c a tio n a l system  of th e  co u n try . 

U n til  the  d ea th  o f John H u llah  in  1884, the  'f ix e d  doh ' system  of 

M ainzer was used in  S ta te  sch o o ls .

A common m isunderstand ing  concerns Curwen' s use of a n c ie n t S o l- 

fa  s y l la b le s .  There were many methods which had employed them, so 

th ey  were by no means d i s t i n c t iv e  o f th e  Tonic S o l- fa  method. I t  was 

nev er Curwen' s in te n t io n  m erely to  re p la c e  the  'e s ta b l is h e d * , o r 'o ld  

n o ta t io n ' w ith  h is  new system : ' l e t  i t  be d i s t i n c t l y  understood  th a t

a lthough  a new n o ta t io n  i s  employed by us to  f a c i l i t a t e  the  p ro g ress  o f 

the  p u p il . . . the  o b je c t o f our method i s  to  enab le  the  p u p il more 

sp e e d ily  than  i s  u su a l to  s in g  a t  s ig h t  from th a t  (S ta f f )  n o t a t i o n '.

1 . K. Simpson: Some G rea t Music E d u ca to rs , London, N ovello , 1976,
p . 31.

2 . John Curwen: L ectu re  d e liv e re d  a t  th e  S o c ie ty  o f A r ts ' Educa
t io n a l  E x h ib it io n , 1854.
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For t h i s  purpose Curwen had worked o u t h is  ' Tonic S o l- fa  N o ta tio n * , 

which was on ly  one o f s e v e ra l  e lem ents in  the  com plete 'Tonic S o l- fa  

M ethod', and was designed  p u re ly  as a to o l  f o r  use in  i t s  te ac h in g .

He r e f e r r e d  to  h is  n o ta t io n  as 'th e  in te r p r e t in g  n o ta t io n ',  th u s  

em phasizing th a t  i t s  purpose was to  supp ly , in  a sim ple and c le a r - c u t  

form, a  symbolism f o r  use as an a id  tow ards a m ental concep t, w ith o u t 

confusing  the  p u p ils  d u rin g  th e i r  a c tu a l  s ig h t- s in g in g  w ith  th e  a d d i

t io n a l  co m p lex itie s  of s t a f f  n o ta t io n .  Curwen was n o t su g g es tin g  

th a t  i t  was a w aste o f tim e to  te ach  two k in d s  o f n o ta t io n , and h is  

in te n t io n  i s  c le a r ly  seen in  the  above q u o ta tio n . That i t  was, and 

s t i l l  i s ,  m isunderstood i s  perhaps n o t s u rp r is in g .  I t s  in fan cy  was 

b e se t w ith  problems caused by th e  im ported s ig h t- s in g in g  system s of 

M ainzer and H u llah , which had rem arkable success in  h e lp in g  many 

thousands o f uneducated people to  ach ieve some rud im en tary  s k i l l  by 

the  use o f the  im ported 'f ix e d  doh ' system , and i t s  use in  the  second 

h a l f  o f t h i s  c en tu ry  has been n e g lec te d  in  the  tu rm o il o f new educa

t io n a l  id e a s  in  which a l l  v a lu e s , s tan d a rd s  and p rocedures a re  

ch a llen g ed , n o t because o f t h e i r  success b u t because th ey  a re  n o t 

'new ' (see  p . 285 ) ,  There has a lso  been a re lu c ta n c e  to  accep t

Curwen's system  as a whole, and m erely to  teach  the  s im p le r elem ents 

in  o rd e r to  produce quick  r e s u l t s  in  s ig h t- s in g in g  from h is  n o ta t io n .

My p e rso n a l experience  confirm s t h i s .  In  th e  1920's ,  fo r  some fo u r 

years  from the  age o f s ix ,  I  a tten d ed  Tonic S o l- fa  c la s s e s  which were 

o rgan ized  by lo c a l  C ongregational chu rches, where Curw en's method was 

a lm ost e x c lu s iv e ly  used in  sac red  and s e c u la r  c h o ra l m usic. This was 

fo llow ed by two o r th re e  y ears  o f 'Harm ony', again  in  Tonic S o l- fa .

In  th e  whole o f t h i s  fo rm ative  p e rio d , the  'o l d ' ,  o r 'S t a f f ' ,  n o ta t io n  

was n ev er u sed . While I  am convinced th a t  t h i s  was n o t tim e w asted , i t
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was n e v e r th e le s s  a m is re p re se n ta tio n  o f Curwen*s r e a l  in te n t io n s  o f 

u s in g  h is  system  as  an in tro d u c tio n  to  th e  use o f S ta f f  n o ta t io n .

An u n d ers tan d in g  o f Curwen*s system of n o ta t io n  re q u ire s  a f a i r l y  

com prehensive e x p la n a tio n . Before a ttem p tin g  t h i s ,  i t  m ight be w ell 

to  examine th e  c ircum stances which le d  him f i r s t  to  d ev ise  h is  system , 

and th en  to  g ive th e  r e s t  of h is  l i f e  to  i t s  p ro p ag a tio n .

I  have a lre ad y  mentioned h i s  p a s to r a l  d u t ie s ,  in  which he conducted 

a f lo u r is h in g  Sunday School in  B asingstoke , as w e ll as  a  sm all p r iv a te  

school fo r  boys in  h i s  own home. Much of h is  success was probab ly  due 

to  h is  n a tu ra l  g i f t s  as a te a c h e r , bu t he a lso  b rought h i s  w e ll-o rd e red  

mind to  b ear on a d e l ib e ra te  s tu d y  o f te ach in g  method. He was in te re s te d  

in  p h ilo so p h ic a l s tu d ie s ,  and had a lre a d y  begun to  form 'th o se  ra d ic a l  

n o tio n s  o f teach in g  which were the  key to  much of h is  a f t e r  work'

These le d  him to  h is  experim ents in  the  teach in g  o f Reading and A r ith 

m etic , and f i n a l l y  to  h is  f i r s t  a ttem p ts  to  te ach  m usic, n o t f o r  a e s th e t ic  

rea so n s , bu t as a  means o f im proving church w orship and the  moral and 

c u l tu r a l  needs o f the  young people  around him.

H is p e rso n a l la ck  o f m usical t a l e n t  -  'h e  could  n e i th e r  p i tc h  a 

well-known tune p ro p e rly , n o r by any means make o u t from the  n o te s  

th e  p la in e s t  p sa lm -tu n e ' -  d id  n o t  d e te r  him from stu d y in g  i t s  r u d i 

m ents, b u t he found t h i s  so d i f f i c u l t  th a t  he wondered how i t  m ight be 

s im p lif ie d  f o r  c h ild re n . While en q u irin g  about th e  s tan d a rd s  o f s in g in g

1 . John Spencer Curwen: Memorials o f  John Curwen, London, Curwen, p . 20,

2 . J .S .  Curwen, I b i d . ,  p . 74.
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in  o th e r  C ongregational chu rches, he began to  ho ld  s in g in g  c la s s e s  in  

h is  church , b rin g in g  to g e th e r  as many c h ild re n  as p o s s ib le  and, by 

s in g in g  as lo u d ly  as p o s s ib le , t ry in g  to  te ach  them by r o te .  Meanwhile 

h is  sea rch  fo r  su cc e ss fu l s in g in g -c la s s e s  and t h e i r  methods went on. 

H is appointm ent to  the  Independent Chapel of Stowmarket, b rough t him 

news of what was d e sc rib ed  as an e f f e c t iv e  means of te ach in g  young 

people to  s in g  'b y  n o t e '.  This had been dev ised  by Sarah  G lover of 

Norwich, a m iddle-aged lad y  who was re sp o n s ib le  f o r  th e  music in  h e r  

f a t h e r 's  church , and i t s  success  had persuaded h e r  to  p u t i t  in  p r in t  

as Sarah G lo v e r 's  Scheme to  Render Psalmody C o n g reg a tio n a l, which was 

p u b lish ed  by Ham ilton and J a r r o ld  in  1845. Curwen' s p e rso n a l m usical 

equipment was n o t good enough to  u n d erstand  th e  te c h n ic a l  c o n te n t of 

Miss G lo v e r 's  book, bu t he p e r s is te d  in  i t s  s tu d y , and f i n a l l y  r e a l is e d  

why h is  own a ttem p ts  to  le a m  to  read  music had f a i l e d .  I t  must be 

r e a l iz e d  th a t  th e  Guidonian 'G am ut', which f o r  e ig h t  c e n tu r ie s  had 

been th e  E n g lish  system  o f le a rn in g  to  read  music by h e a r t ,  was s t i l l  

in  u se , and a lth o u g h  Curwen had succeeded in  memorizing many of  the  

symbols, he had on ly  ex e rc ise d  h i s  memory, and had le a rn ed  n o th in g  o f 

t h e i r  s ig n if ic a n c e .  He now saw th a t  Miss G lo v e r 's  p la n  was f i r s t  to  

teach  sim ple and b e a u t i fu l  v o ca l m usic, 'and  to  d e lay  th e  in tro d u c tio n  

of the  o rd in a ry  a n tiq u a te d  mode o f w r it in g  i t  u n t i l  th e  p u p il has 

m astered th e  th in g  i t s e l f ' . ^  Her system  was based on the  p r in c ip le  

o f the  r e la t io n s h ip  o f sounds w ith in  a  key; i t  used s o l - f a  s y l la b le s  

a p p lie d  to  d i f f e r e n t  p itc h e s  in  th a t  key, and p ra c t is e d  th e  p u p ils  in  

the  use o f  the  s y l la b le s  by means o f a  p i c t o r i a l  c h a r t  which she c a l le d  

'a  S o l- fa  L adder' .  The whole s e r ie s  o f the  n o te s  o f a  key were shown

1. John Curwen: Grammar o f Vocal Music, London, Curwen, 1848, p . 12.
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on the  'la d d e r* , to g e th e r  w ith  the  same s e r ie s  o f n o te s  in  r e la te d  keys, 

one m ajor and one minor on e i t h e r  s id e ,  which could  be made to  s l id e  up 

o r down to  dem onstrate  sim ple m odula tion . This she l a t e r  re p la ce d , 

u s in g  a s u b s id ia ry  c h a r t  c a l le d  the  'T ab le  o f Tune* f o r  th e  in tro d u c 

t io n  o f d i f f e r e n t  k e y -n o te s . As h e r  system developed she r e a l iz e d  how 

d i f f i c u l t  i t  would be f o r  h e r  m u s ic a lly  very  l im ite d  a s s i s t a n t s  to  use 

the  method w ith  any in s tru m e n ta l su p p o rt. To overcome th i s  she adapted 

a sim ple du lc im er, which used g la s s  re s o n a to rs , and was equipped w ith  

a movable c h a r t  o f s o l - f a  symbols on an a d ju s ta b le  r o l l e r .  On th i s  

in s tru m en t, which she c a l le d  a 'G la s s  H arm onicon', any te ac h e r cou ld , 

by s e t t in g  the  r o l l e r  in  the  c o r r e c t  p o s it io n  in  l in e  w ith  a code 

l e t t e r  a t  th e  beginning  o f each s o l - f a  melody, g e t  th e  r i g h t  n o te  to  

e s ta b l i s h  th e  key . The 'G lass  Harmonic on* was l a t e r  developed to  

produce tw enty f iv e  n o te s .

The fundam ental p r in c ip le  o f Miss G lo v e r 's  system  was n o t new.

In  i t s  e s s e n t i a l s ,  i t  d a ted  back to  the  hexaehora l system  of Guido 

d 'A rezzo , b u t G uido 's s y l la b le s  were changed to  DO, RA, ME, FAH, SOIE, 

lAH and TE. The use o f th e se  s y l la b le s  sung from th e  'L ad d er ' was a l l  

th a t  was re q u ire d  to  enab le  h e r  c la s s e s  to  s in g  in  a m ajor key . I f  a 

tune in  a minor key was re q u ire d , LAH became the  Tonic, o r f i r s t  no te  

and two new s y l la b le s  were in tro d u ce d  -  BAH and NE -  to  in d ic a te  the  

r a is in g ,  o r sharpen ing , o f th e  s ix th  and seven th  n o te  in  th i s  new key.

To make them more e a s i ly  seen , the  two new s y l la b le s  were p re sen ted  in  

re d .

The n e x t s tag e  in  the  developm ent o f  the  system  was the  in tro d u c 

t io n  o f in d iv id u a l co p ies  p r in te d  in  h e r  n o ta t io n .  T his gave Miss G lover 

new problem s, which cou ld  on ly  be so lved  by the  in v e n tio n  of more sym bols.
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The d u ra tio n  o f n o te s  was now in d ic a te d  by th e  use o f a d d it io n a l  sm all 

l e t t e r s  fo llow ing  the  c a p i t a l  l e t t e r  -  e ,g .  Dd o r Mn in d ic a te d  th a t  

th e  i n i t i a l  n o te  was to  be prolonged by one b e a t. This dev ice  was 

l a t e r  rep laced  by the  use o f hyphens th u s  -  D-, o r D— f o r  th re e  b e a ts . 

R es ts  were shown by the  use o f a p lu s  s ig n  f o r  one b e a t s i le n c e ,  and 

lo n g e r r e s t s  were shown by p u t t in g  numbers in  the  s i l e n t  b e a ts ;  th e  

f ig u r e  1 was n o t used because o f i t s  s im i la r i ty  to  the  l e t t e r  1, and 

th e  s i l e n t  b e a t l e t t e r s  were counted backwards -  e . g . ,  |D -M -|& 32l|.

In  S ta f f  n o ta t io n  th i s  would be w r i t te n  as -

. .
”7 — k -------------- ,— ------- >1----------
■A4 -fc— 1— j — J .  I - '- * —

t

Miss G lo v e r 's  g r e a te s t  problem was the  in d ic a t io n  o f m odulation, 

and th i s  she attem pted  to  show by adding new s y l la b le s  to  the  i n i t i a l s  

o f  h e r note-nam es -  e . g . ,  M became Maw when lowered a sem i-tone , o r Mi 

when r a is e d  a sem i-tone . F o r tu n a te ly , th i s  co m p lica tion  seldom arose  

in  th e  sim ple m odulations which h e r  tunes embraced. A sim ple tune would 

be w r i t t e n  thus -

Column 0 . Foot . | . ! Metronome 84. Pendulum 20.

ii
CJ

Î Ï Î

.8  M .L I S .F M .2  . + .D e tc .

The term s above the  Stave show th a t  in  o rd e r to  e s ta b l i s h  the  p i tc h  o f 

th e  tune by means o f the  'G la ss  H arm onicon', the  r o l l e r  must be tu rned  

u n t i l  the  code l e t t e r  0 c o in c id es  w ith  D above th e  re s o n a to r s ,  th u s  

en ab lin g  the  te a c h e r  to  ' s e t '  th e  l i t t l e  in s tru m en t in  the  key o f 0 .
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Foot in d ic a te s  th e  'm easure*, as in  p o e tic  scan sio n , w ith  an accen ted  

b e a t always fo llo w in g  a b a r - l in e ;  an unaccented b e a t by a d o t;  a 

s u b s id ia ry  accen t by an exclam ation  mark. The unusual 'Pendulum ' was 

an in d ic a t io n  o f tempo fo r  those  who d id  n o t p o ssess  a metronome - an 

obvious fo re -ru n n e r  o f a s im ila r  dev ice  now m anufactured and so ld  by 

a well-known firm  o f E n g lish  m u s ic -p u b lish e rs  in  the  form of a sm all 

tape-m easure , which when swung to  any le n g th  marked on th e  tap e  in d i 

c a te s  th e  c o r r e c t  speed - sim ply and a c c u ra te ly . Some con fusion  was 

caused by Miss G lo v e r 's  concep tion  o f the  'T o n ic ' o r 'K e y -n o te ', as 

th e  c e n tre  o f th e  o c tav e , w ith  th e  sc a le  made up o f two te tr a - c h o rd s .  

C onsequently , in  a tune rang ing  to  th e  e x te n t of an o c tav e , she used, 

f o r  upper and low er octave m arkings, acu te  and grave a c c e n ts . These 

can be seen , w ith  th e  a d d it io n a l  use o f b ra c k e t m arkings to  in d ic a te  

t h a t  th e  two n o te s  were to  be sung to  one s y l la b le ,  in  the  fo llow ing  

example o f h e r n o ta t io n  (which was a lso  p r in te d  on the  S tave) f o r  the  

hymn-tune 'A b r id g e '.^  (quoted below ). This i s  w r i t te n  in  two p a r t s ,  

and th e  om ission o f low er n o te  m arkings f o r  the  low er vo ice  must have 

added to  the  confusion  -

'A b rid g e ', C.M. P la in t iv e .

Colums U J .  Foot . ( l . )  Metronome 65

Pendulum 56

u f.D ( s .  - ) .  D*(
1 t t t
D.T ) .L  ( S.F).M (

i I
u l.D( M. - ) .  D s . -  ) .F  ( M.R).D(

M.R) f.M

■D.T) .D
I

L. - ) .S S ( . t u . - ) ( d . — .S I(
I I I

M.F).L^
e tc

D .- ) .T ( L .R ). D T .- .T D.L.F

I ,  I I ,  I I I  i n d i 

c a te  p h rase -  

le n g th s

1 . B. Rainbow: The Land W ithout Music, London, N ovello , I967 , p . 50.

2 . I b i d . ,  p . 50 .
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John Curwen was, a t  f i r s t ,  g r e a t ly  puzzled  by Miss G lover*s new 

n o ta t io n . E v e n tu a lly  he came to  u n d erstand  i t ,  and to  accep t th e  p r in 

c ip le  o f p i tc h - r e la t io n s h ip  w ith in  a key, which u n d e r lie s  h is  own system . 

He a lso  r e a l iz e d  th a t  th e  e a r  would a cc e p t two q u ite  d i f f e r e n t  s e r ie s  of 

sounds a t  the  same tim e ( c . f .  th e  l a s t  two b a rs  o f the  second phrase  

in  *Abridge*), p rovided  th a t  those  sounds b ear th e  same r e la t io n s h ip  

to  each o th e r , and to  th e  Tonic n o te , w ith in  the  s e le c te d  key. Prom 

th i s  p o in t ,  Curwen took up Sarah G lover*s *Norwich S ol-fa*  system  w ith  

en thusiasm , and always generously  recogn ized  h is  in d eb ted n ess  to  h e r .

But h is  own c o n tr ib u tio n  in  s e le c t io n ,  improvement, em phasis, and g rada

t io n  was v i t a l  and p e rso n a l, fo r  w ith  the  ex cep tio n  o f th e  rhythm names, 

which he accepted  w ith o u t a l t e r a t io n  from th e  system  dev ised  by the  

French music school o f G alin , P a r is  and Cheve, he b r i l l i a n t l y  improved 

and developed a l l  the  o th e r  id eas  in to  som ething much more lo g ic a l ,  

comprehensive and s e rv ic e a b le  than  th e  o r ig in a l .  F urtherm ore, he p e r

ceived  the  ways in  which th ese  v a rio u s  d ev ice s  and symbols cou ld  be 

used by o rd in a ry , and in  most c a se s , i l l i t e r a t e  p eo p le . This * so c ia l*  

a sp e c t o f h is  work gave i t  a dim ension and purpose th a t  more th an  made 

up f o r  h is  p e rso n a l i n a b i l i t y  to  a p p re c ia te  an a e s th e t ic  concep t of 

m usic. In  s p i te  o f f a l l i n g  s h o r t o f i t s  g o a l, Curwen*s method, appearing  

a t  a tim e of s o c ia l  upheaval in  th i s  co u n try , gave m ill io n s  o f people the
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o p p o rtu n ity  of en joy ing  a t  l e a s t  some p a r t  o f th a t  m usical experience  

which he h im se lf was den ied . An e v a lu a tio n  of what he achieved w il l  

show th a t  he n o t only  succeeded in  c re a t in g  a lo g ic a l  and sim ple system 

of read in g  m usic, b u t th a t  he found a means o f b reak ing  away from the 

c e n tu r ie s -o ld  concept o f ro te  le a rn in g  and m em orization f o r  a l l  vocal 

m usic.

The u ses  o f s o l - f a  s y l la b le s  can c le a r ly  be tra c e d  back to  the 

e lev en th  c en tu ry , a lthough  th e re  i s  evidence th a t  a system  of n o ta tio n  

was used in  In d ia  long before  t h i s ,  and passed  by way o f P e rs ia  to  

A rab ia , and then  in to  W estern Europe, where the  monk Guido d*Arezzo 

added s y l la b le s  to  the  n o ta t io n .  In  the  e lev e n th  c en tu ry  music had 

on ly  the  beginnings o f a S ta f f  n o ta t io n , w ith  the  r i s e  and f a l l  o f 

sounds being p i c t o r i a l l y  shown by neumes p laced  above the  words to  be 

sung, a lthough  i t  would seem th a t  th e se  were c h ie f ly  rem inders f o r  the  

s in g e rs  o f p h rases  and tunes which had a lre a d y  been ta u g h t them by e a r .  

The upward and downward p ro g ress io n  of tones and sem itones in  the  o rd e r 

o f our modern system  was recogn ized , b u t on ly  as f a r  as p i tc h  r e l a t i o n 

sh ip s  were concerned, and the  o ld  Roman a lp h a b e tic a l  names were in  use 

-  A, B, C, D, E, F, G, no ted  the  same r e la t io n s h ip s ,  a lthough  n o t p re 

c is e ly  the  same p i tc h e s ,  as they  do today . But th e  p itch-nam ing  was 

l im ite d  to  our *n a tu ra l*  n o te s , w ith  th e  ex cep tio n  o f B f l a t ,  which was 

a lso  no ted  and named. The p i tc h  s c a le  was th e re fo re  A ,, Bb,, B$, C, D, 

E, F , G, A, B|7, B, C*, e t c . ,  b u t the  modern octave s c a le  w ith  a l l  i t s  

in te r - r e la t io n s h ip s  could  s c a rc e ly  have been un d ers to o d . The su ccess iv e  

p itc h e s  w ith in  th e  oc tav es  were seen  as so many co n ju n c t o r d is ju n c t  

te tr a c h o rd s . Guido, who was a p p a re n tly  anxious to  f in d  some way of 

f ix in g  th e  r e la t io n s h ip  o f n o te s  by th e  p r in c ip le  o f a s s o c ia t io n , used
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the  words of the  *Hymn to  S t. John*, in  which the f i r s t  n o te  o f each 

su ccessiv e  phrase ascending by s te p  in  the  hexachord C to  A. *The 

s y l la b le s  o f  the  L a tin  hymn th a t  happened to  f a l l  on the i n i t i a l  n o te s  

of each l in e  were then  chosen to  name the  co rrespond ing  p itc h e s  -

U tqueant . . . Resonare . . . M ira . . . F am ili . . . Solve . . .

L ab ii . . . Sanete  Johannes* .^

This, in  tu rn , p robab ly  suggested th e  hexachordal system  which was a 

co n s id e ra b le  advance upon the te tr a c h o r d a l  system , and opened up a 

w ider view o f to n a l r e la t io n s h ip s .  I t  should be no ted  th a t  the  Guido- 

n ian  hexachords re p re se n t a f ix e d  su ccessio n  o f tones and sem itones. 

T etrachords could  be o f vario u s  shapes, b u t th e  hexachords re p re se n te d  

the  to n a l  su ccessio n  of the f i r s t  s ix  n o te s  o f the  modem m ajor s c a le .  

From t h i s  grew the  o b je c t of u s in g  t h i s  to n a l su ccessio n  in  as many 

p itc h e s  as p o s s ib le , w ithout u s in g  in f le c te d  n o te s , (even though B f l a t  

was a llo w ed ). By e s ta b lis h in g  a tone below A, the  r e la t io n s h ip  could  

be shown by the  s y l la b le s ,  and could  be expressed  from th re e  d i f f e r e n t  

p i tc h e s  -  ( l )  from the tone below A; (2) from C; from F, and u s in g  

B f l a t ,  j u s t  as th e  f i r s t  hexachord re q u ire d  B n a tu r a l .

1 . B. Rainbow, I b id . ,  p . I 69 . (Also P.A, S cho les: The Oxford Com
panion to  Music, *Hexachord*, Oxford U n iv e rs ity  P re s s , W.G. McNaught: 

The H is to ry  and Uses o f the  S o lfa  Syllables*, The Proceedings o f the 
Royal M usical A sso c ia tio n , V ol. 19, I 892 , p .
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S uper-acute

Acute (middle C)

Grave Octave

(Gamma)

f  
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l a  
l a  so l 

s o l  f a  
miA b i ? ...........................................................

I b^ - - -  - -  - -  - -  -  fa
l^a - - - - - - - - -  l a  mi  r e

.........................................f a
- -  - -  -  l a  mi re
- -  -  -  -  s o l  re  u t
-  -  -  -  - f a  u t
-  - -  -  l a  mi
-  — — —so l re
-  — — — fa  u t
- - mi
-  -  re
- — u t

-  -  -  s o l  re  u t
-  -  -  f a  u t
-  -  l a  mi 
l a  s o l  re

so l f a  u t  
mi

The f a c t  t h a t  each a lp h a b e tic a l  p i tc h  name was one S o l- fa  name in  

one hexachord and an o th er S o l- fa  name in  an o th er hexachord, le d  to  a 

cu rio u s  system o f id e n t i fy in g  p itc h e s  by t h e i r  a lp h a b e tic a l  names as 

w e ll as a l l  t h e i r  p o s s ib le  S o l- fa  names -  a custom th a t  was m ain tained  

in to  the sev en teen th  cen tu ry  -  e . g . ,  C had to  be remembered as C - fa -u t ,

G as G -s o l- re -u t  e t c .  The no te  below A was c a l le d  by the Greek a lp h a 

b e t ic a l  G, * Gamma*. This no te  could  only  be a t  *ut*, and in  accordance 

w ith  the  p ra c t ic e  of combining p i tc h  and S o l- fa  names, i t  was th e re fo re  

c a l le d  *Gamma-ut*, from which *Gamut* was a fte rw ard s  adopted f o r  the 

s c a le s  g e n e ra lly . Guido*s o v e r-lap p in g  hexachords began on C, G and F, 

w ith  B)? in s te a d  o f B n a tu r a l  in  the  th i r d  hexachord whenever re q u ire d . 

This was obv iously  fo r  those  ta k in g  academic t r a in in g .  *A le s s  d i f f i c u l t  

sequence, which ran  through the whole complex o f the Gamut, was a lso  in

use as e a r ly  as the  e lev e n th  cen tu ry  .f 1

1. W.G. McNaught, I b i d . ,  p . 37.
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S uper-acu te
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This was the  m odified system  f o r  le a rn in g  to  read  music in  the 

C h r is t ia n  Church throughout th e  Middle Ages, and c h o r is te r s  were expected 

to  le a m  the  whole s e r ie s  by h e a r t ,  then  r e c i t e  them forw ards and backwards. 

I t  e v e n tu a lly  became an academic e x e rc is e , b u t th e  *Gamut* was k e p t a l iv e  

in  E n g lish  C a th ed ra ls  u n t i l  the  middle o f the  n in e te e n th  c en tu ry .

From the  tw e lf th  to  the  f i f t e e n th  c e n tu r ie s ,  the  Church spread  f a r  

and wide the  use o f S o l- fa  s y l la b le s  in  psalmody. The R e s to ra tio n  of the  

Monarchy in  England saw a g re a t  in c re a se  in  the  p u b lish in g  of congrega

t io n a l  psalmody, e .g .  P lay fo rd*s P s a l te r  in  1677, which prov ided  a 

harmonized s e t t in g  fo r  every  Psalm, and Tate and Bra;dy*s New V ersion  .o f 

the  same work, which appeared in  I 696 . As th e  number o f psalmody 

c o l le c t io n s  in c re a se d , a d d it io n a l  hymn-books, which had been banned 

by th e  P u r ita n s , were a lso  p u b lish ed . T his new s in g in g  m a te r ia l ,  how

e v e r , was n o t w ith o u t i t s  d isad v a n ta g es . Before t h e i r  a r r i v a l ,  the  sm all 

number o f tu n es , c a l le d  the  *Common Tunes*, had enab led  the  members o f 

con g reg atio n s  to  memorize them and jo in  in  the  s in g in g . Those who wished 

to  use the  new tunes now found i t  n e ce ssa ry  to  develop  some s k i l l  in
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read in g  n o ta t io n , and t h i s  le d  to  th e  appearance o f a  new phenomenon - 

the  i t i n e r a n t  psalmody te a c h e r .

Meanwhile, new e f f o r t s  to  ex tend  th e  hexachord and te tra c h o rd  

system s co n tin u ed . To enab le  s in g e rs  to  b ridge  the gap between one 

hexachord and the  n e x t, a system c a l le d  *M utations* was d ev ised , and 

th i s  s ta te d  where, how, and when th e se  changes cou ld  be made; th i s  was 

a lm ost in  a n t ic ip a t io n  o f Curwen*s l a t e r  use of * b ridge  * n o te s  in  Tonic 

S o l- fa . O ther changes, and e n t i r e l y  new system s, appeared , b u t w ithou t 

l a s t in g  su ccess , on the  C o n tin en t. Towards the  end of the  s ix te e n th  

cen tu ry , some f iv e  hundred years  a f t e r  Guido d*Arezzo, an a d d itio n  

th a t  has su rv ived  to  th e  p re se n t tim e was dev ised  and g ra d u a lly accep ted . 

*A seven th  s y l la b le ,  *Si*, was added to  the  hexachord, th u s  opening up 

a new concep t o f c le a r ly  d e fin ed  s c a le  p assag es . The s y l la b le  *si* was 

formed from th e  i n i t i a l  l e t t e r s  o f th e  l a s t  two s y l la b le s  o f Guido*s 

system , and was used fo r  B n a tu ra l  on ly , an o th er new s y l la b le ,  *Za*, 

being used f o r  B f l a t  -  U t = C*

Si = B n a tu ra l  

Za = B f l a t  

La = A 

Sol = G e t c . *

Even more confusion  was added by th e  use o f an o th er method in  Geneva 

l a t e  in  th e  s ix te e n th  c en tu ry , which made i t s  way to  Germany and England 

soon a f t e r .  In  th i s  system U t, Re, and S i were e n t i r e ly  abandoned, and 

the  whole s c a le  became Fa, S o l, l a ,  tw ice re p e a te d , w ith  Mi between them

1. W.G. McNaught: *The H is to ry  and Uses o f the  S o l- fa  S y lla b le s* ,
The P roceedings o f the  Royal M usical A sso c ia tio n , V ol. 19, 1892, 
p . 40.
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as a le ad in g -n o te  -  La
Sol
Fa

t E J
La

Sol
Fa

In  h is  in tro d u c tio n  to  John P lay fo rd*s *B re if  ( s ic )  In tro d u c tio n  

to  the  S k i l l  o f M usick*, p u b lished  in  1694, Henry P u rc e ll  s ta te d  th a t  

*the fo u r  s y l la b le s  a re  q u ite  s u f f i c i e n t  and le s s  burdensome to  the  

p ra c t i t io n e r * s  memory*.^ A rhyme in  the  book gave r u le s  which covered 

the  use o f th i s  system in  keys up to  th re e  f l a t s ,  a lthough  i t  f a i l s  to  

m ention sharp  keys -

* If t h a t  no f l a t  i s  s e t  in  B 
Then in  th a t  p lace  s tan d e th  y r .  Mi.

But i f  your B alone i s  f l a t .
Then E i s  Mi; be su re  o f t h a t .

I f  both  be f l a t ,  your B and E,
Then A i s  Mi, here  you may see .

I f  th ese  be f l a t ,  E, A, and B,
Then Mi alone do th  s tand  on D.

I f  a l l  be f l a t ,  E, A, B, D, p 
Then su re ly  Mi w i l l  s tand  in  G .*

This system probab ly  g iv es  one reason  why composers in  the  middle and

la t e  sev en teen th  c en tu ry  d id  n o t ca re  to  p lace  more than  th re e  f l a t s  o r

th re e  sharps in  the  k e y -s ig n a tu re . In  the  case o f a  p iece  conceived 

in  the  key o f A f l a t ,  the  s ig n a tu re  fo r  E f l a t  would be w r i t te n ,  w ith  

the  a d d it io n a l  f l a t  c le a r ly  marked, to g e th e r  w ith  a c le a r  d i r e c t io n  to

1. P lay fo rd*s book was only  one o f many in s t r u c t io n  m anuals, th e  f i r s t  
n o ta b le  one being  Morley*s P la in e  and E as ie  In tro d u c tio n  (1597)* 
Each one attem pted  some s im p lif ic a t io n  o f the  Gamut, bu t none d i s 
pensed w ith  i t .

2 . B. Rainbow, i b i d . ,  p . 19.
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the  unusual p lace  fo r  *Fa*. The om ission o f rhymes by P lay fo rd  fo r  

the  use of sharp  keys i s  c u r io u s , because th e  music in  th i s  p e rio d  

was c e r ta in ly  sometimes w r it te n  in  sharp  keys. N e ith e r  d id  P lay fo rd , 

in  any o f h is  books, make p ro v is io n  f o r  the  use o f a c c id e n ta l  sharpen

ing  o r f l a t t e n in g ,  beyond c a l l in g  a new f l a t  "fa* , and a new sharp  * si* . 

In  1686, however, an anonymous book was p u b lish ed  in  London w ith  the  

t i t l e ,  A New and E as ie  Method to  le a m  to  Sing by Book, in  which a new 

s e t  of s y l la b le s  compounded from the  a lp h a b e tic a l  names and the  

s y l la b le s  of Guido were used , and m odified  names f o r  sharps and f l a t s  

were proposed, p o s s ib ly  f o r  the  f i r s t  time in  the  h is to r y  of a S o l- fa  

system . The anonymous au th o r w rote -  *That so few persons (o u t o f 

C a th ed ra ls )  understand  P rick -so n g , a main reason  i s  th e  o b sc u r ity  and 

confusion  in  the  method commonly ta u g h t, w herein the  fo llo w in g  p a r t i c 

u la r s  make i t  a long drudgery  to  a t t a i n  p ro f ic ie n c y * .^  He then  goes 

on to  m ention the Gamut, which had to  be known forw ards and backwards; 

the naming of n o te s  in  th re e  d i f f e r e n t  ways, acco rd ing  to  the  p la c in g  

of *mi*; the tu n in g  (s in g in g ) o f th ese  n o te s  w ith o u t th e  a id  o f an 

in s tru m en t; and a fo u r th  d i f f i c u l t y  which a rose  from the  use o f many 

c l e f s ,  which gave seven ways in  which the  p la ce s  o f n o te s  could be 

changed in  the  l in e s  and sp aces . F u r th e r , *Fa* sharp  had to  be c a l le d  

*fay*, and C sh arp , *cay*.

Meanwhile, on the  c o n tin e n t, th e  Guidonian s y l la b le s  w ith  *Si* 

added were in  g e n e ra l use by th e  end o f the  sev en teen th  c en tu ry .

O ther system s were in v en ted  and d isc a rd e d , b u t one p ro p o sa l which was 

p u t forward by an I t a l i a n  t h e o r i s t  named Doni commanded so much su p p o rt

1. Anon; A New and E as ie  Method to  l e a m  to  Sing by Book, London, 
1686, In tro d u c tio n .
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th a t  i t  was adopted g e n e ra lly  as  a  rep lacem ent f o r  *Ut*. The p ro p o sa l 

a rose  from the  o b je c tio n  to  th e  sound of *Ut* in  vocal e x e rc is e s ,  and 

a need f o r  a s u b s t i tu te  was s tro n g ly  f e l t .  The f i r s t  s y l la b le  o f Doni*s 

name was proposed, and the  second s y l la b le  was a lso  suggested  fo r  the 

seven th  o f th e  m ajor s c a le .  *Do* was soon adopted in  a lm ost every  

co un try  in  Europe ex cep t P rance , where *Ut* con tinued  to  be used fo r  

the  no te  C.

The e a r ly  y ears  o f the  e ig h te e n th  cen tu ry  saw the  a ttem pted  e s ta b 

lish m en t o f o th e r  s y l la b le s  as  rep lacem ents fo r  those  o f Guido. The 

reason  f o r  th e se  con tinued  a ttem p ts  p robab ly  l i e s  in  th e  f a c t  t h a t  the  

Guidonian s y l la b le s  were n o t co n sid e red  to  be s a t i s f a c to r y  f o r  v o ca l

i z a t io n .  I t  i s  a lso  d o u b tfu l a s  to  w hether th ey  were con sid ered  to  be 

u s e fu l as an a id  to  s ig h t- s in g in g  by t h i s  tim e, w ith  th e  p o ss ib le  

ex cep tio n  of u s in g  them fo r  very  sim ple e x e rc is e s . By now i t  was 

probab ly  r e a l iz e d  th a t  th ey  had long s in ce  achieved t h e i r  o r ig in a l  

purpose, and a t te n t io n  was d iv e r te d  to  in te r v a ls  and p i tc h ,  and more 

re l ia n c e  was p laced  on n a tu ra l  a b i l i t y  and ex p e rien ce . In  h is  judgement 

o f an in t e r v a l ,  the  s in g e r  no more r e l i e d  on a mnemonic connection  

between a s y l la b le  and a sound any more than  we do when we s in g  to  

words. The s y l la b le s  were slow ly  being seen as th e o r e t ic a l  names fo r  

n o te s , and n o t as a id s  to  co n cep tio n s .

The use o f s y l la b le s  as p i tc h  names had c re a te d  th e  need f o r  the 

d i f f e r e n t i a t io n  o f n a tu r a ls ,  sh a rp s , and f l a t s  -  n o t so much in  the  

i n t e r e s t s  of v o c a liz a t io n , b u t c h ie f ly  as an a d d itio n  to  m usical th e o ry . 

By the  m iddle of the  e ig h te e n th  c en tu ry , the  Guidonian s y l la b le s  were
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being abandoned in  W estern Europe, a lthough  England s t i l l  r e ta in e d  

them, u s in g  them co n cu rren tly  w ith  the  a lp h a b e tic a l  s e r i e s .  The e f f o r t s  

to  e s ta b l i s h  a  new s e t  o f names to  d is t in g u is h  sharps from f l a t s  had 

l i t t l e  su ccess ; as l a t e  as 1875, the  fo llo w in g  su g g es tio n s , proposed 

by John H u llah , in  an a ttem p t to  overcome the  in e f f ic a c y  o f f ix e d  doh 

so lm isa tio n  f a i l e d  to  g e t  su p p o rt - *G, G f l a t ,  and G sharp  s h a l l  be 

c a l le d  s o l ,  s u l ,  and s a l* .^

Indeed , th e re  seemed to  be no le n g th s  to  which the  m usical th e o r

i s t s  would n o t go in  o rd e r to  add to  more confusion  to  s ig h t- s in g in g .

In  England, by the  middle o f the  e ig h te e n th  c en tu ry , the  com plete 

s e r ie s  o f  seven n o te s  from *Do* to  *Si*, fo r  movable and f ix e d  p i tc h e s , 

was being used , to g e th e r  w ith  the  movable l im ite d  s e r ie s  f a ,  s o l ,  l a ,  

mi, and numerous o th e r  p la n s , m ostly  movable in  p r in c ip le ,  were inven ted  

and soon d isc a rd e d .

The s tru g g le  to  in v e n t a lo g ic a l  a id  to  n o ta t io n  th a t  would h e lp  

s in g e rs  n o t only  to  le a rn  to  read  music from the  S ta f f ,  b u t to  have 

new ex p erien ces  in  perform ance, and freedom from the  co m p lex itie s  of 

the  *Gamut* and i t s  a l l i e d  system s, co n tin u ed . The f a c t  t h a t  w ider 

concep ts o f v ocal and in s tru m e n ta l music were now being r e a l iz e d  in  

W estern Europe was p robably  never understood  by John Curwen, b u t ou t 

of the  n o ta t io n a l  chaos which had pervaded W estern Europe f o r  some n ine  

hundred y e a rs , he succeeded in  b rin g in g  i t  to  such o rd e r t h a t  by I 89I ,  

a r e p o r t  from Her M ajesty*s In sp e c to rs  o f Music showed th a t  in  England 

and Wales th e re  were 2, 686,138  school c h ild re n  who could  show a reaso n ab le

1 . K. Simpson: Some G reat Music E d u ca to rs , London, N ovello , 1976,
p . 116 .
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s tan d ard  o f vocal music re a d in g , and o f th a t  number 86 p e r c en t had been 

tr a in e d  in  the  Tonic S o l- fa  m ethod.*^ I t  i s  so much to  be r e g re t te d  

t h a t  th e se  c h ild re n  were nev er allow ed to  b ridge  th e  narrow gap between 

competence as a  S o l - f a i s t  and p ro f ic ie n c y  in  read in g  S ta f f  n o ta t io n .

The Tonic S o l- fa  system  swept th rough England and W ales, and was 

adopted w ith  g re a t  enthusiasm  f o r  th e  purposes o f sacred  and s e c u la r  

music-making which were c lo s e ly  a l l i e d  a t  th e  tu rn  o f th e  c en tu ry . 

O pposition  to  th e  system came m ainly from two s o u rc e s :-  th e  f i r s t  

from n a tu r a l ly  g i f t e d  m usic ians who from e a r ly  t r a in in g  had q u ic k ly  

and e a s i ly  acq u ired  m usical s k i l l s ;  and th e  second from m usic ians, who 

had f i r s t  approached music from th e  in s tru m e n ta l s id e , and could  n o t 

understand  th e  requ irem en ts o f v ocal t r a in in g .  Both th e se  groups, 

m ainly from t h e i r  i n a b i l i t y  to  understand  th e  needs o f the  l e s s  g i f t e d ,  

o r le s s  m u s ica lly  tr a in e d , tended to  o b je c t to  any move towards e lem entary  

and popu lar m usical e d u ca tio n . A prom inent London m usic ian , W.G. McNaught, 

found i t  n ece ssa ry  to  make a p u b lic  defence o f Tonic S o l- fa  in  I 880 .

*T}ie l a s t  is su e  o f Grove*s 'D ic tio n a ry  o f Music* c o n ta in s  a s ta tem en t on 

which in  ju s t i c e  I  t r u s t  you w i l l  allow  me to  comment. Under th e  head

ing  o f 'N o ta tio n * , I  f in d  th e  Tonic S o l- fa  N o ta tio n  b r i e f ly  d e sc rib e d , 

and i t  i s  s a id  th a t  * i t  could  n ev er be used fo r  any o th e r  purpose than  

th a t  o f 'v e ry  commonplace p a r t- s in g in g * . Now i t  i s  sim ply a  m a tte r  of 

f a c t  t h a t  d u rin g  th e  l a s t  th re e  months, I  have le d  c h o irs  through the  

fo llo w in g  works: 'The Woman o f Sam aria . . . B eethoven 's  Mass in  C . . .

th e  'Messiah* , . . and some f o r ty  o th e r  c l a s s i c a l  works . . . and th a t  

a l l  th e se  works were sung from Ronic S o l- fa  co p ies  . . . the  f i n e s t

1. P. S cho les: The M irro r o f  Music, Vol. 2, London, N ovello , 194-7,
p . 618 .
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C ath ed ra l anthems, and l i t e r a l l y  thousands o f g le e s  and p a rt-so n g s  

a re  r e g u la r ly  sung a l l  over the  kingdom from Tonic S o l- fa  co p ies  . . . 

The music has y e t to  be w r it te n  which canno t be expressed  in  Tonic 

S o l- fa  N o ta tio n , and, i f  v o ca l, sung therefrom * .^

In  1928, Dr. A rthur Som ervell, a t  t h a t  tim e th e  Board o f E d u c a tio n 's

C h ief In s p e c to r  o f Music, re p o rte d  a dem onstra tion  o f s ig h t- s in g in g

arranged  by th e  Tonic S o l- fa  C ollege -  'W ith Mr. R ichards (C hief

In s p e c to r  of E ducation  in  England and W ales), S i r  Henry Hadow, S ir

Hugh A lle n , Dr. John Borland, and Dr. W hitaker heard  th e  c h ild re n  from

two London elem entary  schools . . . th ey  sang a t  s ig h t  from the  S o l- fa

n o ta t io n  the  most d i f f i c u l t  t e s t  . . . a f t e r  t h a t  an e a r - t e s t ,  which

was p layed  on the  p iano , was taken  down in  S ta f f  n o ta t io n ,  and a n o th e r

s ig h t- s in g in g  t e s t ,  th i s  time in  S ta f f  n o ta t io n  was sung to  our e n t i r e  
2

s a t i s f a c t io n * .

I f  we look a t  each m ethodical s te p  in  John Curwen*s system , we 

see th a t  th e  f i r s t  i s  to  focus a t te n t io n  c lo s e ly  upon a g iven  e f f e c t ,  

e i th e r  o f rhythm , p i tc h ,  or key change; to  im ita te  th e  e f f e c t  v o c a lly  

as i t  i s  sung by the  te ac h e r; to  a ttem p t to  r e g i s t e r  in  th e  mind the  

im pression  made by the  e f f e c t ;  to  a s s o c ia te  i t  w ith  a s in g le  muemonic 

which has a s u f f i c i e n t ly  s tro n g  a s s o c ia t io n  to  make su re  th a t  the  

im pression  may be r e c a l le d .  In  t h i s  way, the  s tu d y  o f  every  m usical 

p o in t  i s  begun by examining th e  m usical e f f e c t s  on th e  e a r ,  r a th e r  than  

th e  o b se rv a tio n  o f the  symbols by the  eye.

1 . W.G. McNaught: Tiie M usical Times, J u ly  I 880 .

2 . Dr. A rthu r Som ervell: The M usical Times, J u ly ,  1928.
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The f i r s t  su b je c t  of exam ination i s  th e  s e r ie s  o f d ia to n ic  

sounds in  a m ajor key, grouped in  th re e  s e t s ;  th e  f i r s t  sounds are  

those  o f the  to n ic  chord , d , m, s , then  th o se  o f the  dom inant chord , 

s ,  t ,  r ,  and f i n a l l y  those  o f the  sub-dom inant chord, f ,  1, d* . Each 

sound i s  t r e a te d  n o t as a degree o f the  s c a le  approached and q u i t te d  

by s te p ;  n o t as  a c o n s t i tu e n t  of an in te r v a l ,  b u t as  an in d iv id u a l 

c h a ra c te r  having a se p a ra te  fu n c tio n  w ith in  a key . G reat s t r e s s  i s  

l a id  on the  e f f o r t  to  f ix  in  the  mind the im pression  o f a g iven  to n e , 

so t h a t  i t  may be recogn ised  in  any c o n te x t . I t  i s  h e re  th a t  Curwen*s 

p r in c ip le  o f 'm en ta l e f fe c ts*  becomes o f g re a t  va lue  in  the  p re lim in a ry  

s ta g e s  of the  system , and t h i s  i s  re in fo rc e d  by an ex p re ss iv e  s e r ie s  o f 

h an d -s ig n s (which them selves form a rud im entary  n o ta t io n ) ,  and by the 

p i c t o r i a l  c h a r t  known as th e  'M odulator*, which was an e x te n tio n  o f 

Sarah G lo v e r 's  'Norwich S o l- fa  Ladder*. 'The te a c h e r  endeavours le s s  

to  t e l l  th e  p u p il the  e f f e c t  than  to  make him l i s t e n  f o r  i t  and f e e l  i t  

f o r  h im se lf . The o b je c t  i s  to  f ix  the  c h a ra c te r  of each tone in  the 

p u p i l 's  mind so th a t  i t  may be k ep t th e re  and re c a l le d * .^  This proves 

q u ite  c le a r ly  th a t  Curwen a tta ch e d  no i n t r i n s i c  value to  th e  s y l la b le s  

them selves, b u t r a th e r  was supply ing  a means o f h a rn e ss in g  them to  

m usical sounds. The p re s e n ta t io n  of the  sounds o f a key as a T riad  

i s  a lso  regarded  as e s s e n t ia l  in  the  e a r ly  s ta g e s  o f th e  method. *We 

la y  g re a t  s t r e s s  on th e  h a b i t  o f teach in g  the  s c a le  g ra d u a lly  by means 

o f the  consonant chords which i t  c o n ta in s . Consonance i s  more n a tu ra l  

to  the  u n tra in e d  e a r  than  d isso n an ce ; and pure in to n a tio n  i s  b e t t e r  

ta u g h t by s t r ik in g  the  tones o f a chord in  su ccess io n  than  by running

1 . John Curwen: Tonic S o l- fa  (N o v e llo 's  P rim ers) , London, N ovello ,
1878, p . 16 .
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up and down the  s c a le , whose a d ja c e n t n o te s  a re  d is so n a n t w ith  each 

o th e r* . This re c o g n itio n  o f t r i a d s  became an in te g r a l  p a r t  o f the  

method a f t e r  much ex p erim en ta tion  by Curwen. A fte r  f i r s t  teach in g  

the  sounds o f th e  Tonic chord, he ta u g h t the  sounds o f th e  sub-dom inant 

(fah ) and th e  le ad in g -n o te  ( t e ) ,  b u t q u ic k ly  d ism issed  th i s  when the 

in te r v a l  o f an augmented fo u r th  was found to  be d i f f i c u l t  to  p i tc h ;  

to  many s o l - f a i s t s ,  t h i s  in te r v a l  became known as  * the  D e v i l 's  t r i 

tone* -  a name which had i t s  ro o ts  in  th e  Middle Ages.

In  the  th i r d  s ta g e , the  method i s  n o t y e t  concerned w ith  m usical 

in te r v a ls  as such . In s te a d , i t  em phasizes the  c h a ra c te r  o f each degree 

o f  the  s c a le ,  th u s  en ab lin g  i t  to  be seen and heard  in  c o n tex ts  which 

use v a rie d  in te r v a l s .  In  th i s  way, as  soon as  d , m, s , a re  e a s i ly  

recogn ized  c e r ta in  in te r v a ls  o f m ajor and minor th i r d s ,  o c tav e , p e r 

f e c t  fo u r th  and f i f t h ,  m ajor and minor s ix th  can be f r e e ly  sung.

Curwen co n sid ered  th a t  th e  e f f e c t  o f any in te r v a l  d i f f e r e d  acco rd ing  

to  i t s  p o s i t io n  in  the  key, and th a t  a  s p e c ia l  c h a ra c te r  was g iven  to  

each n o te  by th e  key in  which i t  was h eard , o r  by th e  to n a l i ty  in  which 

i t  was surrounded . With reg ard  to  f u r th e r  s ta g e s  in  p i tc h  t r a in in g  - 

sim ple changes o f key, the  minor mode, chrom atic  n o te s , and more 

e la b o ra te  key changes -  th e  same p r in c ip le s  o f a u ra l p e rc e p tio n , im i

t a t io n  w ith  th e  v o ic e , p i c to r i a l  i l l u s t r a t i o n  on the  M odulator, and the 

use o f s y l la b le s  a l l  app ly . Because o f the  sy s tem 's  tre a tm e n t o f key 

changes, th e re  have been a s s e r t io n s  th a t  Tonic S o l- fa  t r e a t s  a l l  keys 

a l ik e ,  and th a t  s o l - f a i s t s  a re  in d i f f e r e n t  e i t h e r  to  a b so lu te  p i tc h  

o r to  key changes. This i s  on ly  tru e  in  the sense th a t  the  so lm iza tio n

1. I b i d . ,  p . 17 .
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o f the  sounds in  any key i s  the  same as  th a t  in  any o th e r  key . I t  

does n o t mean th a t  th e  s in g e rs  a re  in d i f f e r e n t  to  the  key in  which 

th ey  s in g . As we s h a l l  see ,  Curwen*s n o ta t io n  shows a g re a t ly  s im p li

f ie d  tre a tm e n t o f m odulation, which he c a l le d  't r a n s i t io n * ,  y e t the  

e a r - t r a in in g  which i t  in v o lv ed , lin k e d  w ith  th e  columns o f s y l la b le s  

which cou ld  be dem onstrated on th e  M odulator, develops a keen aware

n e ss  of r e l a t i v e  to n a l i ty .

Curwen t r e a te d  th e  Melodic Minor mode as ev o lv ing  from the  A eolian  

mode. He took the  d ia to n ic  s e r ie s  o f s y l la b le s  grouped n a tu r a l ly  

around *doh*, dem onstrating  the  chord by u s in g  i t  in  a well-known 

hymn-tune o r song. He r e fe r re d  back to  the  Dominant t r i a d ,  s ,  t ,  r ,  

in  the  Major mode, w ith  the th i r d  o f th i s  t r i a d  as th e  'le a d in g -n o te*  

in  the  Major S c a le . As th i s  n o te  *t* le d  up to  th e  Tonic no te  *d* by 

a sem i-tone , so in  the  Minor mode a new n o te  *si* was re q u ire d  as  a 

le ad in g  n o te  to  th e  Minor to n ic  no te  *l a h *. Tliis in  tu rn  led  to  th e  

need f o r  a smooth ( e a s i ly  p itc h e d ) upward approach to  the  le ad in g  no te  

in  the  minor s c a le ;  t h i s  invo lved  the r a i s in g  o f th e  s ix th  degree of 

th e  s c a le  by a sem i-tone - *fah* becoming *ba* (pronounced 'b a y ') .

Here ag a in , a lthough  in  p i tc h  i t  was th e  same no te  as the  sharpened 

fo u r th  o f  th e  correspond ing  m ajor s c a le , i t s  m ental e f f e c t  was d i f f e r 

e n t ,  and th e re fo re  re q u ire d  an o th er name.

This tre a tm e n t o f the  upward s ix th  and seven th  n o te s  of the  minor 

s c a le  was in  accordance w ith  th e  usage o f S ta f f  n o ta t io n , when the  key- 

s ig n a tu re  i s  common to  both m ajor and m inor; the  deg rees of the  minor 

s c a le  a re  d ia to n ic  accord ing  to  the  k e y -s ig n a tu re ; th e  in f l e c t io n s  of 

th e  s ix th  and seven th  degrees (which a re  n o t always needed) a re  in d ic a te d
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by a c c id e n ta ls .  Any o th e r  tre a tm e n t would d e s tro y  th i s  correspondence 

between S o l- fa  and S ta f f  n o ta t io n .  I t  a lso  ob v ia ted  the d i f f i c u l t y  

o f a c c u ra te ly  p itc h in g  the in te r v a l  o f an augmented second.

The M odulator became th e  best-known fe a tu re  o f Curwen*s method - 

h is  'v i s u a l  a id * .^  In  the  f i r s t  in s ta n c e , i t  p la ce s  c o r r e c t ly  the  

in te r v a ls  o f the  s c a le . Secondly, i t  p i c to r i a l i z e s  the  r e la t io n s h ip  

o f one key w ith  a n o th e r . Moving sm oothly a c ro ss  the  M odulator from 

one r e la te d  column of n o te s  to  an o th er became a fe a tu re  o f th e  s k i l l s  

in  a Tonic S o l- fa  c la s s .  In  i t s  advanced s ta g e s , the  moves a c ro ss  the  

many-columned M odulator can show in  a p r a c t ic a l  way what no amount o f 

v e rb a l e x p lan a tio n  can ach iev e . In  h is  sea rch  f o r  what we would now 

c a l l  'v i s u a l  a i d s ' ,  Curwen f e l t  t h a t  he had been u n su ccess fu l in  

in v e n tin g  a n o ta t io n  which would g ive an acc u ra te  p i c t o r i a l  r e p re s e n ta 

t io n  of p i tc h .  He w ro te , 'The n e x t b e s t  th in g  in  value  to  c o r re c t  

p i c t o r i a l  s ig n s  i s  to  have a s e t  o f symbolic s ig n s  b earin g  c o n s ta n t 

re fe re n c e  to  a p ic tu re  which has been p re v io u s ly  im p rin ted  on the  

m ind 's  ey e . This we p o ssess  by th e  h e lp  o f the  M odulator*. So, 

a lthough  h i s  'i n t e r p r e t in g  n o ta tio n *  does n o t r e p re s e n t  the  r i s e  and 

f a l l  o f melodic movement, the  p ic tu re  su p p lied  by th e  M odulator i s  

always p re s e n t in  the  mind o f th e  S o l - f a i s t ,  even when ie  i s  s in g in g  

from S ta f f  n o ta t io n .  The h a b itu a l  use o f the  M odulator, p a r t i c u la r ly  

du ring  th e  c h i l d 's  fo rm ative  y e a rs , en ab les  him to  see  in  h is  m ind 's  

eye the  c o r r e c t  s y l la b le  s tan d in g  behind every  n o te  on the  s ta v e .

1 . See Appendix I  -  Curwen' s M odulator, and th e  S o l- fa  s y l la b le s  used 
by Sarah G lover, Cheve and H u llah .

2 . John Curwen: The T each e r 's  Manual o f th e  Tonic S o l-fa  Method,
London, Curwen, 1875, P* 294.
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Curwen t r e a te d  th e  n o ta t io n  o f rhythm as a  m a tte r  o f r e l a t iv e  

d u ra tio n , measured by b e a ts  and a c c e n ts , r a th e r  than  as  a  m a tte r  of 

a r i th m e tic a l  v a lu e s . For t h i s  purpose he used th e  nom enclature which 

Aime P a r is  had in v en ted , and which became known in  t h i s  co u n try  as 

'F rench  Time-Name s '  o r 'F rench  Rhythm-Names*. Curwen saw the  value 

of th e se  time-names as a te ach in g  dev ice  fo r  use in  t h i s  co u n try . In  

h is  T each e r 's  Manual he w ro te , *We cannot b o ast l ik e  our French f r ie n d s  

th a t  our method as i t  s ta n d s , i s  a l l  E n g lish . We now a c c e p t from 

France some p o r tio n  a t  l e a s t  o f M. P a r i s 's  'Language o f  D u ra t io n s '.^

The fo llo w in g  diagram  o u t l in e s  the  b a sic  term s used in  G a l in 's  rhythm ic 

p a t te r n s .

B inary D iv is io n U n it o f Time = ^ ( t a  e)
n , \B inary  Root = ( t a  te )

(a  te ) . ( a ,e )

(d o ts  = t i e d  n o te s)

B inary S u b -d iv is io n s Mixed S u b -d iv is io n s T ernary  S u b -d iv is io n s

r - i  f—I
ta  f a ,  te  fe

M - 4  V -T - i   ̂ ^ « » 0 *
t a  r a  l a  t e  re  le

1 F I

t a  a , te  fe

1 v - r - '  # # * • *
t a  f a ,  te  re  le  

\--- :-----!-------

\ v - r 4

t a  a a , te  re  le

7 T 1
t a  f a ,  te  e 

9 D e riv a tio n s

V - \— \ r B0 » 0 o ^
t a  r a  l a ,  te  fe  

22 D e riv a tio n s

0 ^ 0  0 *
t a  r a  l a ,  te  e e

57 D e riv a tio n s

1. John Curwen, I b id . ,  p . 156.
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T ernary D iv is io n U n it o f Time = J ( t a  e i )

mT ernary  Root = 0 0 0  ( t a  te  t i )

I )y y , 0 * 0 ; ) ) 1€ 0  * \ 0
t a , t e , i t a , e , t i a , t e ,  t i a , t e , i  1 a , e , t i a , e , i

B inary  S u b -d iv is io n s Mixed S u b -d iv is io n s Ternary  S u b -d iv is io n s

T-1 1— \ r i
9  0  a 0  *

t a  f e , t e  f ^ > t i  f i
V ^ r - T  r - t — 1

0   ̂ » 0  * 0 0 ^
t a  r a  l a , te  re  l e , t i  r i  l i  

—----------------
J  7 : ^

t a  a , t a  fA, t i  f i  

49 D e riv a tio n s

\— \—  ̂ t— \  
t a  r a  l a , t e , f e , t i  f i

420 D e riv a tio n s

1--------- T = r ^  v - a F
0  0  0  0  ^

t a  a  a , te  re  l e , t i  r i  l i  

497 D e riv a tio n s

The complete diagram s were p u b lish ed  in  the  Methode G enerale 

E lém en ta ire  de Musique, by Em il Cheve in  P a r is ,  in  I 838 , The d o ts  r e p re s e n t  

t i e d  n o te s  (p . 84) e .g .  • ^
f r r l

The time-names have been used  e x te n s iv e ly , both  in  th i s  co u n try  and 

on th e  c o n tin e n t, to  h e lp  c h ild re n  to  read  rhythm s. To the  u n in i t i a te d  

th ey  may appear f r ig h te n in g , to  those  w ith  a n a tu r a l  rhythm ic t a l e n t  th ey  

may appear q u ite  u n n ecessa ry . For Curwen*s p r a c t ic a l  purposes th ey  worked 

w ell when, (a) th ey  were spoken a c c u ra te ly  and d i s t i n c t l y  in  rhythm ic u n i t s ,  

and (b) where p u p ils  were d r i l l e d  to  th e  p o in t where th e  s ig h t  o f the  

n o ta t io n  o f a rhythm ic p a t te r n  im m ediately summoned up the memory o f the 

spoken p a t te r n s .

Curwen was a lso  qu ick  to  see th a t  i f  c h ild re n  could  be helped  to  

sense the  d i f f e r e n t  c h a r a c te r i s t i c s  o f each n o te  in  th e  s c a le , i . e .  

's c a le  so u n d s ', th ey  would be in  a much b e t t e r  p o s i t io n  to  reco g n ise
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n o te s  which they  had h eard , and to  s in g  any given n o te , once th ey  

had th e  key in  t h e i r  minds. The 'm en ta l e f f e c t s '  o f the  n o te s  o f the  

sca le  a re  a fe a tu re  of the  sy s te m 's  e a r ly  t r a in in g ,  and to  f a c i l i t a t e  

t h i s ,  he used two d e v ice s : the  f i r s t  was a  s e t  o f d e s c r ip t iv e  words,

and the  second a system of h an d -s ig n s , one fo r  each no te  o f the  s c a le ,  

in  which the  hand sug g ests  th e  'c h a r a c t e r s '  o f th e  n o te s . P u p ils  u s in g  

th ese  h an d -sig n s  as they  sang were reminded o f th e  'p e r s o n a l i t i e s '  o f 

the  sounds, and th e  s ig n s  were a lso  a means f o r  th e  te a c h e r  to  s ig n a l  

to  th e  c h ild re n  which n o te s  th ey  were to  s in g  -  a  u s e fu l  form of 

d ic ta t io n  in  which the  te a c h e r  could  check the  r e s u l t s ,  n o t on ly  by 

th e  sounds, b u t by the  c h i ld r e n 's  h an d -s ig n s . The ta b le  o f han d -s ig n s  

read  as fo llo w s -

Dynamic Tendency Curwen' s D e sc rip tio n H and-sign (as

seen from the

l e f t  hand of

te a c h e r

doh' S tab le Strong o r firm Hand clenched

te A ctive  upwards P ie rc in g  o r s e n s i t iv e F o re - f in g e r  r a is e d

la h A ctive  downwards Sad o r weeping Drooping hand

soh F a i r ly  s ta b le Grand o r b r ig h t A ll f in g e r s  extended

fgüi A ctive  downwards D eso la te Drooping hand, fo r e 
f in g e r  extended

me S tab le Steady o r  calm Palm down, f in g e r s  
extended

ray A c tiv e , up o r  down H opeful F in g e rs  extended a t  
45 deg rees

doh S tab le S trong o r  firm Hand clenched
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Curwen' s d e s c r ip t io n s  o f the  c h a ra c te rs  o f th e  sounds have 

aroused  much c r i t i c i s m .  Many people f e e l  th a t  th ey  have no p a r t i c u la r  

c h a ra c te r ,  and o th e rs , th a t  Curwen*s d e s c r ip t io n s  a re  v e ry  d i f f e r e n t  

from t h e i r  own. He h im se lf , however, had re s e rv a tio n s  about them, and 

accep ted  th a t  th e re  could  be n e i th e r  a cc u ra te  n o r p re c ise  d e f in i t io n s  

o f in ta n g ib le  sounds. He made t h i s  q u ite  c le a r  -  'The e f f e c t  o f tones 

on the  mind i s  n o t always p e rce iv ed  and r e a l iz e d  a t  once; i f  i t  w ere, 

th e re  would rem ain no d i f f i c u l t y  in  s t r ik in g  them. The observ ing  

powers have to  be awakened. I t  i s  e s s e n t ia l  t h a t  each p u p il should 

make h is  own o b se rv a tio n , however d i f f e r e n t  i t  may be from the  observa

t io n  o f o th e rs ,  f o r  on ly  our own concep tion  of a  th in g  can h e lp  us 

to  aim a t  i t ' . ^  However much we may d isa g re e  w ith  h is  d e s c r ip t io n s ,  

i t  i s  c e r ta in  th a t  th ey  helped  many p u p ils  to  in d iv id u a l is e  th e  n o te s  

o f the  sc a le  in  t h e i r  own m inds.

One f in a l  elem ent o f th e  Tonic S o l- fa  method needs to  be con

s id e re d  -  the  a p p lic a t io n  o f s y l la b le s  to  tunes in  th e  Minor mode. The 

argum ent, p a r t i c u la r ly  in  Curw en's own tim e, was heigh tened  by th e  

d iv is io n  between those  who advocated h is  method, w ith  i t s  movable 'd o h ',  

and th o se  who used th e  'f ix e d  doh ' method. * The two forms o f the  minor 

s c a le , 'H arm onic' and 'M e lo d ic ', w ith  the  a p p lic a t io n  of s o l - f a  s y l la b le s  

can b e s t  be compared s id e  by s id e ; -

' F ixed d o h '. Scale o f C Melodic Minor.

Doh, ra y , maw, fa h , soh, l a ,  t e ,  doh ' (ascending)

D oh', taw, law , soh, fa h , maw, ra y , doh (descending)

1 . John Curwen: M usical Theory, London, Curwen, 1879, p . 7*
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'Movable doh ' f o r  any Melodic Minor sca le  would read  -  

1, t ,  d r  ra ba se 1 (ascending)

1 s f  m r  d t ,  1, (descending)

Two problem s a re  removed by the  use o f Curwen' s 'Lah M inor'

(th e  second exam ple), o r the  m elodic form of the  minor s c a l e *1, -

(a) the  sharpen ing  of the  s ix th  n o te  o f the  s c a le  c re a te s  a smoother 

p ro g ress io n  as w e ll as removing the  d i f f i c u l t y  o f p itc h in g  the  aug

mented second in te r v a l  which would o therw ise  be between the  s ix th  and 

seventh  n o te s  and, (b ) , the downward p ro g re ss io n , by low ering the 

seven th  and s ix th  n o te s  a lso  makes fo r  a smoother p ro g ress io n  and 

e a s ie r  p itc h in g  of the  v o ic e .

Much o f the argument between th e  two s id e s  was caused by the 

f a c t  t h a t  th e  r e la t io n s h ip s  between the  degrees o f th e  sc a le  when 

changed from m ajor to  minor a re  them selves changed. The s t a b i l i t y  of 

Curwen' s 'd o h ' i s  somewhat weakened when i t  becomes the  th i r d  n o te  of 

h is  minor s c a le . There a re  new e lem ents o f c o n f l i c t  in  the  Minor mode, 

and th e re  i s  no lo n g e r th e  same one to  one re la t io n s h ip  as in  the 

m ajor s c a le .  Curwen h im se lf d e sc rib e d  some of the  d if f e r e n c e s ,  as he 

f e l t  them, in  the  e f f e c t s  o f v a rio u s  sounds acco rd ing  to  w hether they  

were in  the  m ajor o r m inor: ' Tonic s o l - f a  does n o t te ach  the modern

minor as a new and sep a ra te  s c a le .  The p u p ils  have n o th in g  new to  

le a m  ex cep t the  f re q u e n t in t r u d e r  ' s e ' ,  and the  o cca s io n a l in tr u d e r  

'b a y '.  They f in d  th a t  th e  minor mode i s  b e s t  sung when the  firm  'doh* 

i s  k e p t in  mind and when p itc h in g  a minor tune th ey  th e re fo re  s t r ik e

1 . P.A. S cho les: Oxford Companion to  Music, 'S c a l e s ',  O .Ü .P .,
1941, p . 835.
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th e  tone 'd o h ' f i r s t ,  and then  the  tones la h ,  doh, rae.^ This n o ta tio n a l 

r e la t io n s h ip  between the  r e l a t i v e  m ajor and minor s c a le s  was su c c e ss fu l in  

g e t t in g  Curwen's p u p ils  to  s in g  minor tunes c o n fid e n tly  from n o ta t io n  -  a 

s k i l l  which the proponents o f  any o th e r  system  seem unable to  c la im .

Conclusion

A summary o f  i t s  an teced en ts  w i l l  show th a t  Curwen's system  had i t s  

ro o ts  f irm ly  e s ta b lis h e d  in  h i s t o r i c a l  p r a c t ic e .  The method o f  so lm iza tio n  

by hexachords had been u n iv e r s a l ly  adopted th roughout Europe from th e  11th 

to  the 16th  c e n tu r ie s .  But the G uidonian s y l la b le s ,  w ith  th e  a d d itio n  o f 

' s i ' ,  had m erely become the  names o f  the n o tes fo r  the s c a le  o f  C m ajor Q.E 

A m inor; they  d id  no t in d ic a te  r e l a t i v e  p i tc h ,  bu t were s im p l^sy m b o ls  fo r  

f ix e d  p i tc h .

The In tro d u c tio n s  to M e tr ic a l P s a l te r s  which the  Church promoted in  

B r i ta in  from the 16th  to  the  18th  c e n tu r ie s ,  were continuous a ttem p ts  to 

p rovide uneducated people w ith  some means o f  read in g  sim ply p sa lm -tu n es, 

u s in g  s o l - f a  mnemonics, w ith  'u t '  and ' r e '  being  dropped e v e n tu a lly .

The d is s o lu t io n  o f  the m on asteries  in  B r i ta in  had s t i l l  l e f t  most 

sm all towns w ith  th e i r  Chantry C hapels, to  which were a tta c h e d  Song Schools; 

h e re , m usic, through the  so lm iz a tio n  by the  fo u r s y l la b le s  m i, f a ,  s o l ,  

l a ,  con tinued  to  be ta u g h t. U n fo rtu n a te ly , the  Act fo r  the D is so lu tio n  

o f  the C h an tries  in  1574 c lo sed  more than  2,000 o f  th ese  sm all sch o o ls , 

le av in g  music ed u ca tio n , in  the m ain, on ly  fo r  those  who could  a f fo rd  to  

employ p r iv a te  tu to r s .

The p ra c t ic e  o f  s o l - f a in g  by the  use o f  fo u r s y l la b le s  -  f a ,  s o l ,  l a ,  

mi -  was con tinued  in  L ancash ire  th roughout the  19th  cen tu ry , and was s t i l l  

i n  use a t  th e  h e ig h t o f  Curwen's su cc e ss . 'The L an cash ire  S o l - f a ',  by 

James Greenwood, was p u b lish ed  as No. 19 o f  N o v e llo 's  Music P rim ers.

1 . I b id . ,  p . 17.
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Sarah Ann G lover had a lre ad y  worked o u t h e r system  s u c c e s s fu lly ,  even 

though i t  needed the  genius o f  John Curwen to remove the  com plica tions o f 

h e r  method i n  o rd e r  to  g ive i t  a much w ider ap p ea l. Miss G lover had 

a lre ad y  in d ic a te d , in  h e r  ' Manual o f  the  T e trach o rd a l System ' ,  p u b lish ed  

in  1845, th a t  h e r  system  was ro o ted  in  the a n c ie n t Chinese s y s té m a tis a tio n  

o f  the s c a le  sounds in  the  P e n ta to n ic  s e r ie s  d , r ,  m, s ,  1 -  known in  China 

as 'gong, shang, je a u , jy y , y e u '.^

The a n tec e d en ts , in  s p i te  o f  t h e i r  com p lex itie s  and l im i ta t io n s ,  

provided  a s o l id  fou n d a tio n  which enabled  Sarah G lover and f i n a l ly ,  John 

Curwen to  give t h e i r  p u p ils  a  m ental concept o f  the  in te r v a l s  sym bolized in  

s t a f f  n o ta tio n , thus p ro v id in g  a method o f  a u ra l t r a in in g  th a t  has n o t been 

su rp assed .

As the elem ents o f  Curwen's system  in c re a se  in  com plex ity , t h e i r  

a f fe c t iv e  r e s u l t s ,  as seen  i n  the  s o l - f a i s t s  a b i l i t y  to  read  music f lu e n t ly ,  

become more im p ress iv e . The a s s im ila t io n  o f  the  elem entary  fa c to rs  enab les 

the  n o ta tio n  to  ga in  in  value as a teach in g  method a t  the  more advanced 

s ta g e s . U n fo rtu n a te ly , i t s  e s s e n t ia l  m e rits  can on ly  be understood  by 

teach in g  i t  r a th e r  than  a ttem p tin g  to  e v a lu a te  i t  from w ith o u t.

I t s  l im i t a t io n s ,  p a r t i c u la r ly  w ith  reg a rd  to  in s tru m e n ta l m usic, a re  

obv ious, although  the  s tu d y  o f  harmony i s  in c lu d ed  in  the  system , and the 

h ig h e r diplomas o f  the  Tonic S o l- fa  C ollege re q u ire  an a b i l i t y  to  a rran g e  

music fo r  o rc h e s tr a l  in s tru m e n ts . P ersonal experience  has convinced me th a t  

the  sy stem 's  g r e a te s t  f a i lu r e  i s  i t s  i n a b i l i t y  to r e - d i r e c t  the  s tu d e n t 's  

thought p ro cesses  from the  le s s  im ag in a tiv e  m elodic l in e s  o f  h o r iz o n ta l  

s y l la b le s  to  the  p i c t o r i a l l y  f r e e -ra n g in g  no tes on the s ta v e . This 'v i s u a l '  

elem ent i s  e n t i r e ly  la c k in g , even though i t s  absence i s  n o t th e  f a u l t  o f  

Curwen h im se lf , b u t r a th e r  th e  m isu n d erstan d in g , o r  the  m is-use  o f  h is

1. R. P icken; 'The Music o f  Far E a s te rn  A s ia ';  New Oxford H is to ry  o f  
Music, Vol. 1 , 1957, p . 94.
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p r in c ip le s .  C e r ta in ly , harmonic and c o n tra p u n ta l p ro cesses  a re  not 

encouraged i f  the  system  i s  seen  as an end in  i t s e l f .  I t s  ed u ca tio n a l 

value l i e s  in  the  f a c t  th a t  i t  i s  an amalgam o f  the  b e s t  work o f  o th e r  

te ach e rs  over the  c e n tu r ie s ,  and as a music teach in g  method i t  t r a n s 

formed school music in  many p a r ts  o f  the w orld . * S o l- fa is ts  in tro d u ced  

c h ild re n  to  a g re a t m usical t r u th ,  expressed  in  terms o f  the u n iv e r s a l ,  

by teach in g  them to s in g  'D oh-m i-soh' on any sound they happened to  

h e a r , fo r  they  a re  teach in g  a u n iv e rs a l  id e a  in s te a d  o f  a p a r t i c u la r  

a p p lic a t io n  o f  i t ' . ^

1. B.C. Buck: Psychology fo r  M usic ians, Oxford U n iv e rs ity  P re s s ,
1946, p . 107.
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C hap ter 4

The Kodaly Method; a  Complete S tru c tu re  fo r  Music E ducation

(a) S ig h t-re a d in g ; w r i t in g  and s ig h t- s in g in g  in  S o l- fa

The Kodaly method uses a  com plete system o f m usical n o ta tio n  

which can be sung e a s i ly  by th o se  who a re  f a m il ia r  w ith  i t ,  and which 

the  m a jo rity  o f c h ild re n  can le a m  and e a s i ly  rep roduce . To anyone 

in  t h i s  co u n try  who has been t r a in e d  in  Curwen*s 's o l f e g g io ',  the  

Kodaly Method books c o n ta in  no m y s te rie s  o r s u r p r is e s .  In  th e  le a r n 

in g  s ta g e s , th e  Hungarian c h ild re n  a re  g iven s h o r t  tunes beginning  on 

'd ' ;  th e se  can be sung a t  any p i tc h .

4 /  j .  J J |  J J /  :
4 d m  d m l s r t f S f

e tc .

Prom the  f i r s t  n o te  ' d ' ,  th e  im p o rtan t th in g  i s  th e  r e la t io n s h ip  between 

th e  d i f f e r e n t  n o te s . The example shown can then  be sung, u s in g  th e  same 

s y l la b le s , even i f  i t  i s  w r i t te n  on a s tav e  in  d i f f e r e n t  keys; which 

confirros the  f a c t  t h a t  th e  s y l la b le s  correspond to  r e la t io n s h ip s  between 

the  n o te s  w ith in  a  key, and n o t to  ' f i x e d ' n o te s . This le ad s  n a tu r a l ly  

to  th e  le a rn in g  o f k e y -s ig n a tu re s ;  bu t w hatever th e  k e y -s ig n a tu re , the  

p u p il can e a s i ly  read  th e  melody, s t a r t i n g  w ith  'd '  in  each c a se .

(b) At a  l a t e r  s ta g e , and p a r t i c u l a r ly  when le a rn in g  to  p lay  ah in s t r u 

ment, th e  c h ild re n  become f a m il ia r  w ith  th e  f ix e d  s c a le , u s in g  c a p i t a l  

l e t t e r s ;  a f t e r  read in g  th e  n o te s  in  s o l - f a ,  th ey  re p e a t  th e  melody a t  

a  f ix e d  p i tc h ,  s t a r t i n g  w ith  a  n o te  from the  p ian o , and s in g in g  i t  to  

c a p i t a l  l e t t e r s .  During a r e c e n t  v i s i t  to  a  school f o r  m u sica lly  g i f t e d  

c h ild re n  in  th e  n o r th  o f England, I  heard  a  c la s s  o f 11 y e a r-o ld s  being 

ta u g h t a t  t h i s  p o in t in  th e  Kodaly method. In  s p i te  o f th e  f a c t  t h a t  fo r
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most o f them the s o l - f a  system was q u ite  new (th ey  had e n te red  the  

school on ly  th re e  weeks e a r l i e r )  they  showed rem arkable s k i l l  in  re a d 

ing  sim ple m elodies a c c u ra te ly , u s in g  the  th re e  p ro cesses  o f  s o l - f a  

s y l la b le s ,  rhythm ic names and c a p i t a l  l e t t e r s .  I h is  l a s t  p ro cess  seemed 

to  cause them most problem s, due, no doubt, to  th e  f a c t  t h a t  th ey  were

a l l  in s tru m e n ta l is ts  who were so f a r  advanced from the  p ro cess  o f le a r n 

ing  the  n o te s  on the  s tav e  t h a t  th ey  sometimes h e s i ta te d .  T he ir te a c h e r  

claim ed th a t  h is  use o f the  Kodaly method *was much more re sp o n s ib le  f o r  

t h e i r  s k i l l s  in  th i s  r e l a t i v e l y  new medium than  t h e i r  i n tu i t i v e  m usical 

g if ts *

(c) L is te n in g  to  Music

W hatever key i t  may be w r i t te n  in ,  the  themes o f a  com position

can be l i s te n e d  to , f e l t  and remembered in  s o l - f a ,  e .g .  -  Haydn:

*S u rp rise  Symphony in  G M ajor*, 2nd movement (p layed in  any key)

n  Tn n  \ \ n  n  r \  \4  ̂  ̂  ̂  ̂ é
4 d d m m s s m

0 * 0 0 0 0 0
f  f  r  r  t ; t ; 8 ; e t c .

Because th ese  n o te s  a re  heard  in  t h e i r  p o s it io n s  w ith in  a given key the 

c h ild re n  un co n sc io u sly  a s s o c ia te d  th e  s y l la b le s  which th ey  have l e a m t  

to  *feel* w ith  the  n o te s  as th ey  a re  p layed , or seen on the  s ta v e ,

(d) E x e rc ise s  in  voice p ro d u c tio n

The same m elodic motive can be sung w ith  th e  same s o l - f a  s y l la b le s  

a t  d i f f e r e n t  p itc h e s  because th ey  always m ain ta in  the  same r e la t io n s h ip  

w ith in  each key . By ta k in g  each r e p e t i t io n  of a ph rase  a sem i-tone

1 . V i s i t  to  Chetham*s School, M anchester, September, 1977»
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h ig h e r o r low er, and u sin g  d i f f e r e n t  vowel sounds, u s e fu l  vo ice  p ro 

d u c tio n  e x e rc is e s  a re  always r e a d i ly  a v a i la b le .

(e) W riting  music

The s o l - f a  system en ab le s  th e  p u p il  to  w r ite  down a  theme ra p id ly  

w ithou t u s in g  a s ta v e . C h ild ren  who do n o t have ab so lu te  p i tc h  can 

s in g  i t  again  w ith o u t g re a t  d i f f i c u l t y ,  b u t th o se  who have a b so lu te  

p i tc h  can, o f co u rse , on ly  be g iven  th e  melody in  th e  key in  which i t  

i s  d ic ta te d  to  a l l  the  p u p i ls .  This i s  a  v a lu ab le  * sh o rt-h a n d *. For 

changes o f key w ith in  th e  melody, the  f l e x i b i l i t y  t h a t  i s  n e ce ssa ry  f o r  

s in g in g  th e  same s y l la b le s  a t  d i f f e r e n t  p itc h e s  i s  p ra c t is e d  from the  

very  f i r s t  s in g in g  le s s o n s , when th e  c h ild re n  a re  asked to  re p e a t the  

same songs a t  s e v e ra l  d i f f e r e n t  p i tc h e s .  This techn ique  o f tra n sp o 

s i t i o n  i s  helped  by the  f a c t  t h a t  Hungarian fo lk -so n g s , w ith  t h e i r  

s t r u c tu r e s  based on t r a n s p o s i t io n s  o f a f i f t h ,  h e lp  to  f a m il ia r is e  the  

c h ild re n  w ith  a  m elodic l in e  which i s  rep ea ted  id e n t i c a l l y  a t  two d i f f 

e re n t  p i tc h e s .

Cherem iss Folk-song (Kodaly: B ic in ia  H ungarica 11)^

Slow ly. J  = 52

This f l e x i b i l i t y ,  and th e  changes of *d*, may seem com plicated  to  th e  

u n in i t i a te d ,  b u t i t  must be emphasized th a t  th e  *d* i s  only  changed when 

i t  i s  e s s e n t i a l ,  i . e . ,  when th e  m odulation i s  long  enough, and t h a t  in  

a to n a l music r e l a t iv e  s o l - f a  has no meaning. *R e la tiv e  s o l - f a  i s  th e re -

1 . E rz se b e t Szony, M usical Reading and W ritin g , London, Boosey & 
Hawkes, 1974, p . 251 .
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fo re  n o t an end in  i t s e l f ,  b u t a  means which a llow s c h ild re n  to  move 

g ra d u a lly  tow ards m usical knowledge; and t h i s  knowledge i s  acqu ired  

by a method which i s  based more on f e e l in g  than  on i n t e l l e c t * .^

O ther E d u ca tio n a l Aids

(a) The Use o f H and-signs

These were borrowed f r e e ly  from John Curwen*s Tonic S o l- fa  (see  

p , 8 6 ). Each n o te  i s  given a  co rrespond ing  han d -s ig n , and from the 

very  f i r s t  n o te - r e la t io n s h ip ,  th e  c h ild  i s  ta u g h t to  a s s o c ia te  th e  s o l-  

f a  s y l la b le  w ith  th e  s ig n  -  i . e . ,  he le a m s  to  make th e  hand-sign  a t  

th e  same tim e as  he s in g s  th e  n o te . The examples in  th e  te ach in g  o f 

in to n a tio n  always in c lu d e  th e  a p p ro p ria te  h an d -s ig n s , and th u s  become 

au to m atic . Even in  the  n u rse ry  schoo ls  the  c h ild re n  begin  t h i s  a s s o c ia 

t io n  of h an d -signs and s o l - f a  s y l la b le s .  I t  i s  o f te n  used in  th e  form 

o f a game; when th e  te a c h e r  s in g s  n o te s  from th e  p e n ta to n ic  sca le  th e  

c h ild re n  c lo se  t h e i r  eyes and make th e  g e s tu re  co rrespond ing  to  each 

n o te .

O bviously many v a r ia n ts  can be used in  t h i s  method o f a u ra l  t r a i n 

in g  -  e . g . ,  the  same n o te - p a t te m  can be sung a t  a d i f f e r e n t  p i tc h  w hile 

the  hand -signs a re  made fo r  each r e p e t i t io n ,  so th a t  th e  c h ild re n  soon 

r e a l i s e  th a t  th e  n o te - r e la t io n s h ip s  always rem ain th e  same. More d i f f i 

c u l t  m usical games a re  used , even le a d in g  to  the  in tro d u c tio n  o f modula

t io n  -  e . g . ,  the  te a c h e r  in d ic a te s  th e  n o te s  to  be sung by g iv in g  hand- 

s ig n s  w ith  th e  r i g h t  hand: when th e  n o te  *m* i s  reach ed , th e  te a c h e r

1 . J .  R ib ie re -R a v e r la t ,  Music E ducation  in  Hungary ( t r a n s .  by M. 
S a fran ck ), Leduc e t  C ie , P a r is ,  I 967, p . 4^7
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in d ic a te s  th e  *s* hand-sign  w ith  the  l e f t  hand -

d r m s r a  = s m r m d .

I f  th e se  n o te s  were p u t on the  s ta v e , beginning in  the  key of C Major, 

th e  second h a l f  o f the  phrase  would be sung in  A M ajor.

A m ajor
t------------------  1

t J' - '  ■ U j  I j t j

(b) M emorization

*Learning  by h eart*  i s  always encouraged, and many ways a re  used 

to  develop th i s  f a c u l ty  -  from th e  memorizing o f s h o r t  th re e -n o te  m otives 

to  lo n g e r m elodies as the  c h ild re n * s  powers o f c o n c e n tra tio n  in c re a s e .

(c ) S ig h t-s in g in g , and le a rn in g  Songs

Songs p re se n tin g  u n fa m ilia r  te c h n ic a l  d i f f i c u l t i e s  a re  l e a m t  by 

e a r ;  on ly  when the  c h ild re n  know the  song and s in g  i t  w e ll a re  they  

allow ed to  examine the  t e x t  and s in g  i t  in  s o l - f a  n o te s .  They may a lso  

be allow ed to  le a m  the  song *by ear* a f t e r  f i r s t  an a ly s in g  i t ,  n o tin g  

any s im i l a r i t i e s  o r r e p e t i t io n s ,  o r any well-known forms such as the

T r n ' r 'T  ),
/ /

4̂ F * ' , ,— 4=^4-
4 - v ---------- ^

 ̂ M .# - p y - ;

i
* ,  f

fo lk -so n g  p a t te rn  -  A B B A o r  A A A A. But u s u a lly , the  f i r s t  th in g  

th e  c la s s  does i s  to  s in g  the  song in  s o l - f a ,  i . e . ,  to  * s ig h t-s in g *  i t ;

1 . Z o ltan  Kodaly: Folk  Music o f Hungary ( t r a n s .  R. Tempest & C. J o l l y ) ,
London, B arrie  & R o c k lif f ,  I 960 , p . 62. From Kodaly*s 1922 C o lle c tio n . 
W ritten  in  the  p e n ta to n ic  s c a le , w ith  an unusual rhythm.
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and only  when the  music i s  tho rough ly  a s s im ila te d  a re  th e  words sung.

(d) R e la tio n sh ip s  between w ider in te r v a ls  -  m ajor and minor

A re la t io n s h ip  i s  regarded  as being s im ila r  to  an i n te r v a l ,  w ith  

one im p o rtan t d if fe re n c e  -  e . g . ,  th e  in te r v a l  between *s* and *m* i s  

a minor ^ rd . W ithin a la r g e r  s c a le  th e re  a re  o th e r  minor 3 r d s . ,  b u t 

only one *s-m* r e la t io n s h ip  which i s  s i tu a te d  and heard  w ith in  the  key 

in  a unique way. * I t  i s  because o f t h i s  c lo se  l in k  between a r e l a t i o n 

sh ip  and a sense o f to n a l i ty  th a t  i t  can be s a id  th a t  a r e la t io n s h ip  

i s  a  m elodic form ula w ith in  a key* .^  The teach in g  o f th e se  r e la t io n s h ip s  

between n o te s  o f the  s c a le  g iv e s  the  c h ild re n  an i n f a l l i b l e  to n a l sense 

in  which th ey  f e e l  com pletely  a t  ease  bo th  in  l i s t e n in g  to , and s in g in g , 

the  m usic. Tbe r e la t io n s h ip s  a lso  prov ide a b a s is  f o r  the  in to n a tio n  

of w ider, o r more d i f f i c u l t ,  i n t e r v a l s .  Before t h i s  s tag e  i s  reached , 

the  c h ild re n  w i l l  have been lo n g - fa m ilia r  w ith  th e  *la* p en ta to n ic  

s c a le  -  1 , d r  m s 1 .

In  e a r ly  y e a rs , the opening p h rases  o f well-known fo lk -so n g s  a re  

o fte n  used to  accustom the  c h ild re n  to  m elodic r e la t io n s h ip s  -  e . g . .

the  Octave

the  Minor 6 th

1, 1 1 , 1

\  I \ \  0 0» 0 0

m, d t  1

s m s 1-

J  o '

m— m—

Movable and Fixed S ca les

C h ild ren  who re c e iv e  in s tru m e n ta l t u i t i o n  a re  ta u g h t to  read  music w ith  

c a p i t a l  l e t t e r s  re p re se n tin g  f ix e d  n o te s  -  e .g .

1 . J .  R ib ie re -R a v e r la t ,  i b i d . ,  p . 48.
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i 1

Key F ^ m r  
A G

m m r  r  
A A G G

R efe rrin g  again  to  my v i s i t  to  a music school f o r  g i f t e d  c h ild re n  

and t h e i r  d i f f i c u l t y  in  s in g in g  and u s in g  c a p i t a l  l e t t e r s ,  t h e i r  p rob

lem was l in g u i s t i c  and n o t m u sica l, as I  q u ic k ly  d isco v ered  when I  asked 

them to  s in g  the  same melody to  * la* .

(e) D ic ta t io n

* D ic ta t io n  i s  used as a  means of t r a in in g  the  memory, o r  m en ta l- 

h e a rin g , o r fo r  the  f i r s t  phrase  o f an im p ro v isa tio n . Tie tunes fo r  

d ic ta t io n  a re  p layed  on the  p ian o , o r sh ep h e rd 's  p ip e , o r sung to  ' l a '  

by th e  te a c h e r* .^

Again the  method o f p re s e n ta tio n  i s  l a id  down f o r  a l l  te a c h e rs . 

F i r s t ,  the  melody i s  p layed  o r sung r ig h t  th rough , and n o t in  a r b i t r a r y  

s e c t io n s . I f  the  d ic ta t io n  i s  lo n g , o r p a r t i c u la r ly  d i f f i c u l t ,  i t  i s  

d iv id ed  in to  s e c tio n s  o f fo u r  b a rs , o r  i s  made to  fo llow  the  phrase  

p a t te rn s  o f th e  melody so as to  emphasize i t s  m usical c h a ra c te r ,  and to  

make melodic sen se . N a tu ra lly  th i s  method makes g re a t  demands on the 

memory, b u t i t s  p ra c t ic e  i s  re g u la r ,  and th e  c h i ld r e n 's  a b i l i t y  to  

so lve  i t s  problems soon in c re a s e s .

Example -

(a) Tie te a c h e r  p lay s  the  melody in  o rd e r to  e s ta b l i s h  tempo and key.

(b) Second h e a r in g : marking the b a r - l in e s .

1 . J .  R ib ie re -R a v e r la t,  i b i d . ,  p . 56.
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(c) T hird  h e a rin g : th e  c la s s  s in g s  the  p iece  from memory to  * la* .

(d) Fourth  h ea rin g : the  rhythm ic p a t te rn  i s  marked o u t, bar by b a r.

(e) F i f th  h e a rin g : the  melody i s  sung by th e  c h ild re n  in  s o l - f a .

( f )  Tie melody i s  w r i t te n  on the  s tav e  from memory.

An example of O ral D ic ta t io n

(a) The melody i s  f i r s t  sung by th e  te a c h e r  and then  thorough ly  

p ra c tis e d  in  s o l - f a  -

4 J. I). ;
4 d ' s d* s

rr=n r i  \ H f r n  M H 1
0 0 0 0 0 0 0 » 0 1 0 0 0 0  0 0 0 0 0

d 't 'm 't *  d* s 1 s I d*t*m*r* d* s 1 s f

n n I
0 0 0 0 o

s 1 s d r

(b) Tie b a r l in e s  and rhythm are  f i r s t  w r i t te n  and s e t  o u t.

(c) The s o l - f a  s y l la b le s  a re  then  w r i t te n  under th e  rhythm .

(d) The tune i s  f i n a l l y  w r i t te n  o u t on the  s tav e  in  a  key named by the

te a c h e r .

( f )  Rhythmic Teaching

N ursery school c h ild re n  begin  by maididng to  Kodaly* s 'L i t t l e  

P en ta to n ic  M arches', which a re  o f te n  p layed  by th e  te a c h e r  on a x y lo 

phone. Much im portance i s  a tta ch e d  to  making the  c h ild re n  f e e l  the  

r e g u la r  p u lse  b e a ts ;  they  a lso  c la p  in  tim e when th ey  have stopped 

m arching. When the  c h ild re n  a re  f a m il ia r  w ith  a  re g u la r  b e a t, th ey  

a re  made aware o f the  rhythm o f th e  songs th ey  have l e a m t ,  and a re  

ta u g h t to  recogn ize  duple tim e . There a re  many ways o f doing t h i s ,  and 

the te a c h e rs  use sim ple p e rc u ss io n  in s tru m en ts  as w e ll as  voice and p iano , 

w hile the  c h ild re n  use rhythm-names. e .g .  A ll H ungarian c h ild re n  begin



w ith  th e  song c a lle d  *Zsipp-Zsupp*, one o f the  numerous n u rse ry  songs

b u i l t  on two n o te s , ' s '  and 'm '.
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'Z sipp-Z supp '
I 1 n  1 n n \ n  1 )

2 0 0 0 0 0 /  0 0 0 0 0 0

4 ta ta t i  t i  t a t i  t i t i  t i t i  t i  t a
s m s s m 8  S m m s s m <

I n i t i a l l y ,  the  rhythm ic e x e rc is e s  a re  t r e a te d  as games, and do n o t l a s t  

lo n g . But th e re  i s  a  g rad u a l b u ild -u p  o f d i f f i c u l t y  which re q u ire s  con

t r o l ,  balance and c o n c e n tra tio n . C h ild ren  a re  ta u g h t to  ta p  o u t a reg u 

l a r  b e a t w ith  th e  l e f t  hand, and th en , a t  a s ig n a l from the  te a c h e r , 

s t a r t  to  s in g  a song, w hile  a t  the  same time b ea tin g  o u t th e  rhythm of

the  song. They l a t e r  p ro g ress  to  more com plicated  rhythms and th e  use

of both  hands -  e .g .

, \~i n ri \Song 4 ^  ̂ 0  0  0  0  0

4 d ' d ' t  t  1 1 s

R igh t hand n  r i  n  !

L e ft hand 0
\ \

ri \
0  0 0

m m mri 1
0 ) 0

\ i
0 /

Simple s k i l l s  such as t h i s  a re  the  f i r s t  le sso n s  in  c o -o rd in a tio n .

Canon (c lap p in g  rhythm)
(1)

;’ r 1 , 0  ,0 1 ,'J I,' .OlJ r |TJ |J f

More advanced rhythm ic e x e rc is e s  -  memorizing rhythm s, canons, c o u n te r

p o in t, o s t i n a t i  - a re  p ra c t is e d  as the  c h ild re n  p ro g re ss  to  more d i f f i c u l t  

rhythm s. Fo lk-songs from o th e r  c o u n tr ie s  are  used as w e ll as the  asymmet

r i c a l  rhythms w ith  5 , '7  o r 9 b e a ts  to  the  b a r, as in  Greek and B u lgarian  

fo lk - tu n e s .
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These a re  some o f the  fundam ental 'a id s  to  te a c h in g ' w ith in  the  

Kodaly method, 'T ie  e x e rc is e s  a re  only  a means; the  tru e  end i s  

m usic. When the  c h ild re n  begin  to  understand  polyphony they  move 

e a s i ly  and n a tu r a l ly  to  th e  s ig h t- s in g in g  o f ch o ra l w o rk s '.^  Choral 

c la s s e s  give them a chance to  s in g  more d i f f i c u l t  com positions s t r a ig h t  

from the  sc o re . S evera l c h o ra l a n th o lo g ie s , s e le c te d  and grouped fo r  

th re e  d i f f e r e n t  le v e ls  o f a tta in m e n t, a re  used c o n tin u a lly  in  a l l  types 

o f sch o o l. Composers whose works can be found in  th ese  c o l le c t io n s  

in c lu d e  L assus, Morley, P a le s t r in a ,  Rameau, Mozart and many othejs up 

to  Kodaly h im se lf , as w e ll as anonymous composers o f the  l6 th  and 17th  

c e n tu r ie s .  (See B ib liog raphy  under K odaly).

F in a l ly ,  in  the  schoo ls w ith  music s e c t io n s , the  I 5 and 14 year

o ld s  begin to  work through B e r t a l o t t i 's  'T w o-part S o lfe g g io s ',  where

one p a r t  i s  w r i t te n  on the  s ta v e , and which im ita te  genuine c l a s s i c a l  

form s, th u s  in tro d u c in g  the c h ild re n  n o t on ly  to  the s ty le  of c l a s s i c a l  

polyphony b u t a lso  to  fu g a to , to  r e a l  and to n a l answ ers, to  canons 

a t  th e  octave and f i f t h ,  to  'm ir ro r  'fu g u e s , and o th e r  d e v ic e s . I t  

would be w e ll to  remember th a t  t h i s  h igh  s tan d a rd  i s  reached on ly  a f t e r  

about e ig h t  y ears  o f c a r e fu l ly  s tru c tu re d  m usic -teach in g  in  which the  

c h ild re n  l iv e  in  an atmosphere o f m usical aw areness. 'W ith a t r a in in g  

of t h i s  k in d , even c h ild re n  who do n o t in te n d  to  become p ro fe s s io n a l 

m usicians w i l l  be capab le  of l i s t e n in g  to , and u n d e rs tan d in g , a p e r 

formance by a mixed c h o ir , a p iece  o f chamber m usic, o r a symphony.

On t h i s  s o l id  grounding they  p ro g re ss  from c l a s s i c a l  harmony to  a s tudy  

and a p p re c ia tio n  o f more modern m usic ' .

1 . J .  R ib ie re -R a v e r la t , i b i d . ,  p . 57*

2. J .  R ib ie re -R a v e r la t , i b i d . ,  p . 65 .



101

The S tru c tu re  o f H ungarian Schools and th e  Teaching o f Music

The fo llo w in g  in fo rm atio n  concern ing  the  s t r u c tu r e  o f music educa

t io n  in  Hungary i s  a summary o f p a r t  o f the  re s e a rc h  c a r r ie d  o u t by 

M ile, R ib ie re -R a v e r la t,  a  F rench m u s ic o lo g is t, who sp en t a whole year 

o f in v e s t ig a t io n  in  H ungarian sch o o ls , follow ed by v a rio u s  subsequent 

v i s i t s .  Her book, 'M usical E ducation  in  Hungary' i s  a  comprehensive 

s tudy  o f music ed u ca tio n  from n u rse ry  school to  Music Academy.

N ursery  Schools

Kodaly v is u a l iz e d  a c h i l d 's  ed u ca tio n  as a la rg e  b u ild in g  whose 

fo u n d a tio n s  were re p re se n te d  by th e  f i r s t  th re e  y ears  sp en t in  the  n u r

se ry  sch o o l. This l in k  between th e  fam ily  group, the  c h i l d 's  ev en tu a l 

p lace  in  s o c ie ty , and th e  school i s  regarded  as ex trem ely  im p o rtan t.

48^ of a l l  Hungarian c h ild re n  between the  ages o f 3 and 6 y ears  a tte n d  

n u rse ry  sch o o ls . Tie m usical l in k  between school and s o c ie ty  in  Hungary 

i s  fo lk -rau sic . I t  i s  seen n o t only  as a t re a s u ry  o f balanced  m elodies 

and c h a r a c te r i s t i c  rhythm s, o f in te r e s t in g  s c a le s  and p o lish e d  form s, 

b u t, beyond t h i s ,  a f a i t h f u l  r e f l e c t io n  of a p e o p le 's  h is to r y ,  realm  

o f though t and a t t i t u d e s .  As such, i t  has an in f lu e n c e  n o t so much on 

the  i n t e l l e c t ;  b u t r a th e r  on the  em otions, th e reb y  p e n e tra t in g  a re a s  

th a t  canno t be s im i la r ly  approached by o th e r  m a te r i a l '. ^

There a re  th re e  ty p es  o f N ursery  School.

1 , A, C oates: 'Music E ducation  in  H ungary ', Music E ducation  Abroad
Hungary, Vol. 5 , 1975, p . 20.
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(a) G eneral: the  most common, w ith  c h ild re n  in  age-g roups. Ihe 

c h ild re n  s ta y  in  school fo r  the  whole day and in  th eo ry , have two 

s in g in g  le sso n s  p e r week; in  p r a c t ic e ,  th ey  s in g  fo r  sh o r t p e rio d s  

each day. There i s  no sy stem atic  m usical ed u ca tio n  a t  t h i s  s ta g e .

(b) E xperim ental School o f Szom bathely: This i s  a m usical n u rse ry  

school where c h ild re n  s ta y  a l l  day, and have one s in g in g  le sso n  each 

day. The music teach in g  i s  m ethod ical and p ro g re s s iv e .

(c) M usical N ursery  School: C h ild ren  a tte n d  th e se  schoo ls tw ice a

week fo r  s in g in g  le sso n s  which a re  taken  by a n u rse ry  school te a c h e r  

who s p e c ia l is e s  in  the  m usical ed u ca tio n  o f sm all c h ild re n . The s in g 

ing  le sso n s  l a s t  fo r  t h i r t y  m inutes and a re  n o t h e ld  on co n secu tiv e  

days. In  I 966 th e re  were 120 m usical n u rse ry  schoo ls of t h i s  k ind  in  

Hungary.

In  1957, the  H ungarian Departm ent of E ducation  p u b lish ed  a book 

e n t i t l e d  N ursery  School Teaching . This book has had a g re a t  in f lu e n c e  

on H ungarian n u rse ry  school te a c h e rs ,  and su g g ests  what i t  c o n s id e rs  to  

be the  r i g h t  atmosphere fo r  t h i s  type o f e d u ca tio n . A la rg e  s e c tio n  

i s  devoted to  music ed u ca tio n , w hich, i t  i s  su ggested , should s t a r t  

a t  th e  age o f th re e .  The book a d v ise s  * the  in tro d u c tio n  and te ach in g  

o f H ungarian n u rse ry  songs in  o rd e r to  g ive the  young c h ild re n  an i n t r o 

d u c tio n  to  s in g in g , teach in g  th e  songs a c c u ra te ly , and the  c h ild re n  to  

en u n c ia te  c le a r ly ,  develop ing  t h e i r  e a r  and sense o f rhythm a t  th e  same 

tim e as t h e i r  f e e l in g  f o r  m usic. And f in a l ly  encouraging  the  developm ent 

of a c o l le c t iv e  s p i r i t  by c h o ra l s in g in g  and le a rn in g  songs fo r  

f e s t i v a l s  and s p e c ia l  o ccas io n s* .^

1 . Hungarian Departm ent o f E d u ca tio n : N ursery School Teaching, 1957»
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O rdinary  Prim ary Schools

H ungarian c h ild re n  a tte n d  a Prim ary school between the  ages of 

6 and 14, Then fo llow  fo u r y ears  of s tudy  in  a Secondary sch o o l. The 

^Ordinary* Prim ary schoo ls have no m usical b ia s  as compared w ith  the  

o th e r  two types o f Prim ary sch o o l, bu t n e v e r th e le s s  th ey  p rov ide  two 

45 m inute le sso n s  in  s in g in g  p e r week; th e re  i s  no in s tru m e n ta l 

t u i t io n  in  t h i s  type o f sch o o l. During the  f i r s t  th re e  y ears  the  

c la s s  te a c h e r  g ives th e  s in g in g  le s s o n s . From the  4 th  to  the  8 th  

form s, a q u a l i f ie d  music te a c h e r  g iv es  the  music le s so n s  in  the  p re s 

ence o f the  c la s s  te a c h e r . Hie developm ent o f m usical knowledge and 

the  methods used a re  the  same as  in  th e  prim ary schoo ls  w ith  music dep- 

a r^ e n ts .a n d  in  the  prim ary  Music sch o o ls .

T im e-tab les  f o r  C la sses  in  S ing ing  and S o l- fa  (p e r week)

Age Music Lessons O ptional C horal S inging

6 2 X 50”

7 2 hours
8 (1

9 u

10 ft 2 X 45"

11 ft ft

12 ft ft

15 ft ft

M ile. R ib ie re -R a v e r la t adds an in te r e s t in g  n o te  t h a t  in  Budapest th e re  

a re  f re q u e n t m eetings between music te ac h e rs  from schoo ls in  the  same 

d i s t r i c t  w ith  t h e i r  music in s p e c to r .  A teach in g  dem onstra tion  given 

by the  in s p e c to r , i s  he ld  in  each school in  tu rn , im m ediately p reced ing
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th ese  m eetings; the  te a c h e rs  a re  encouraged to  exchange id eas  so th a t  

th ey  do n o t f e e l  i s o la te d  w ith  th e  problems o f one p a r t i c u la r  sch o o l. 

A t a more g e n e ra l l e v e l ,  th e se  m eetings allow  the  te a c h e rs  to  d is c u s s  

teach in g  methods which have been w e ll te s te d  b u t which may le ad  to  a 

la c k  o f f l e x i b i l i t y  i f  fo llow ed  too  s t r i c t l y .

G eneral Prim ary School w ith  Music S ec tio n s  (Music Branch S chools)

This i s  th e  type o f p rim ary  school which conforms to  Kodaly*s i n 

te n t io n  -  * th e se  sch o o ls  a re  n o t in ten d ed  to  t r a in  p ro fe s s io n a l m usicians 

b u t to  educa te  c o n c e rt aud iences o f the  f u tu r e * .^ A lthough some 

c h ild re n  -  between h a l f  and tw o -th ird s  -  le a m  to  p lay  an in s tru m en t 

from th e  age o f e ig h t  onwards, te ach in g  in  th e se  schoo ls i s  co n cen tra ted  

on s in g in g  and c h o ra l work, th u s  fo llo w in g  Kodaly*s e d ic t ,  * le t  u s make 

music to g e th e r* , and aimed to  g en era te  a f e e l in g  of s o l id a r i t y  and mass 

e x p re ss io n .

Hie f i r s t  prim ary  school o f t h i s  k ind  was formed in  1950 in  Kodaly*s 

home town, Kecskemet, and by I 966 th e re  were about a hundred spread  

th roughou t Hungary. A q u a l i f ie d  music te a c h e r  ta k es  th e  le sso n s  in  

s in g in g  and s o l - f a  from the  f i r s t  y e a r . In s tru m e n ta l te a c h e rs  fo r  

p ian o , v io l in  and *c e l lo  v i s i t  th e  school to  te ach  c h ild re n  from th e  

t h i r d  to  the  e ig h th  forms -  an average of 20 p u p ils  in  each form of 50 -  

w hile  th e  rem ainder con tinue  to  p la y  th e  re c o rd e r , which a l l  c h ild re n  

l e a m  in  the  f i r s t  and second form s.

1 . H ungarian Departm ent of E ducation  L e c tu re s , p . 25 .
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T im e-table f o r  the  f i r s t  fo u r  years

S u b jec ts Age 6 y ears 7 y ears 8 years 9 years

A rith m etic 5 6 6 6
Reading 5 5 4 4
W riting 5 2 2 2
Grammar - 5 3 5
E ssays - - 2 2
S o c ia l S tu d ies 1 2 2 2
P r a c t ic a l  Work 1 1 2 2
Drawing - 1 1 2
Gymnastics 2 2 2 2
Singing 5 6 6 6

T o ta l 24 28 50 51

The f ig u re s  in d ic a te  the  number o f le s so n s , each l a s t in g  45 m inu tes.

*W ithin the  g iven  fram elwork th e re  i s  a f l e x i b i l i t y  which a llow s 

a re -a rrangem en t o f th e  t im e - ta b le , p a r t i c u la r ly  in  th e  second fo u r-  

y e a rs , where i t  has been proved th a t  c h ild re n  pay more co n ce n tra te d  a t te n 

t io n  to  t h e i r  a r ith m e tic  le sso n s  i f  th ese  a re  im m ediately  proceeded by 

a s in g in g  le sso n * .^  The s in g in g  le sso n s  a re  fo r  45 m inu tes. From the  

f i f t h  y ear, a l l  the  p u p ils  become members o f a c h o ir ,  and as f a r  as 

p o s s ib le , arrangem ents a re  made so th a t  c h o ir  p r a c t ic e s  take p lace  on 

the  l a s t  two days of the  week, when th e re  a re  no s in g in g  le s s o n s .

There were e a r ly  com plain ts th a t  th e  t im e - ta b le s  were over-burdened. 

Six music le sso n s  a  week were s a id  to  be too  many. But th e  b e n e f ic ia l  

e f f e c t s  o f t h i s  d a i ly  m usical t r a in in g  were soon e v id e n t . *Education- 

i s t s  proved t h i s  s c i e n t i f i c a l l y  by comparing the  r e s u l t s  o b ta ined  in  the  

music c la s s e s  and in  the  g e n e ra l c la s s e s  which served  as  a  c o n tro l :  a t

th e  same age, in  id e n t ic a l  s o c ia l  c o n d itio n s , and w ith  the  same teach in g

1. J .  R ib ie re -R a v e r la t , I b i d . ,  p . 46.
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methods, the  c h ild re n  in  the  music c la s s e s  were q u ick er a t  m ental 

a r i th m e tic ,  more s k i l le d  in  read in g  and w r it in g , had more f a c i l i t y  in  

e lo c u tio n , could  co n ce n tra te  more over lo n g e r p e r io d s , had b e t te r  

powers o f im ag in a tio n  and memory, and in  o ld e r  c la s s e s ,  a g r e a te r  a p t i 

tude fo r  languages. R esu lts  in  p h y s ic a l ed u ca tio n  were a lso  b e t t e r .

The c h ild re n  w ith  more p ra c t ic e  in  s in g in g  had a g re a te r  lung  c a p a c ity , 

and were b e t t e r  developed in  g e n e ra l. School surveys a lso  showed th a t  

p u p ils  in  *music branch* and ‘sp ec ia l*  schoo ls developed group d i s c i 

p lin e  much e a r l i e r  as a r e s u l t  o f t h e i r  p ra c t ic e  in  c h o ra l s in g in g * .^

M ile . R ib ie re  R a v e rla t n o ted  the  absence o f o r c h e s t r a l  p lay in g  

in  the  t im e - ta b le .  The Hungarian music te a c h e rs  w ith  whom she d iscu ssed  

th i s  a l l  f e l t  th a t  th e  c o n tin u a tio n  of in s tru m e n ta l le s so n s  throughout 

the  school were a n e ce ssa ry  p re p a ra t io n  to  ensure  th e  h igh  s tan d a rd  of 

s k i l l s  re q u ire d  in  o rc h e s tr a l  p lay in g  i f  th ese  were re q u ire d  a t  a  l a t e r  

s tag e  in  the  c h ild * s  m usical developm ent.

Prim ary Music Schools

E n trance  Exam inations

Music in s p e c to rs  v i s i t  th e  *Ordinary* and *Music Branch* prim ary 

schoo ls in  the  Spring and Autumn o f each y e a r . C h ild ren  between the 

ages of s ix  and seven a re  in te rv iew ed  in  the  S pring , and those  between 

th e  ages of seven and e ig h t  in  the  Autumn. Hie te a c h e rs  a re  always 

co n su lted  and, on t h e i r  recommendations, c h ild re n  who show s p e c ia l

1 . J .  R ib ie re -R a v e r la t ,  I b i d . ,  p . 52.
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m usical a p ti tu d e  a re  in te rv iew ed , and a f t e r  p a re n ta l  c o n s u lta t io n  and 

agreem ent, and app roval by th e  Headmaster o f the  schoo l, a re  allow ed 

to  proceed to  th e  p re p a ra to ry  course  a t  the  Music School.

Hiese a re  the  schoo ls where only  music i s  ta u g h t. In  I 966 th e re  

were ten  in  Budapest, and sev en ty  fo u r in  the  r e s t  o f the  co u n try .

Hie c h ild re n  have th e i r  o th e r  s u b je c t le sso n s  in  an o th er school in  

the  mornings and go to  th e  music school in  the  a f te rn o o n s . Compared 

w ith  the  German *Jugendrausikschulen*, (see  C hapter 10 ), th e  Hungarian 

music schoo ls  p re s e n t a s im ila r  t im e -p a tte m  and en tran ce  requ irem en t, 

bu t in  a w ider and more h ighly^ and n a tio n a lly -o rg a n is e d  form .

A fte r  a y ear o f p re p a ra to ry  s in g in g  and s o l - f a  th e  c h ild re n  

le a m  to  p la y  an in s tru m en t -  p ian o , v io l in  o r *c e l lo .  At the  same 

time th ey  have one c la s s  in  s o l - f a  each week fo r  s ix  y e a rs . A t th e  

end o f th e  s ix  y ears  those  who do n o t co n tinue  t h e i r  s tu d ie s  a t  th e  

c o n se rv a to ire  a re  allow ed to  con tinue  to  p lay  in  the  school o rc h e s tra .

Based on s o l - f a ,  the  aim of the  Prim ary Music school i s  to  te ach  

c h ild re n  to  p la y  m usical in s tru m en ts  and to  t r a i n  fu tu re  p ro fe s s io n a l 

m u sic ians.

Hie fo llo w in g  t im e - ta b le  shows the  weekly arrangem ents f o r  each 

c l a s s : -
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Prep C lass 1 s t 2nd 3rd 4 th 5 th 6 th

S in g in g /S o l-fa I h r  30 min 1 *30” 1 *30" 1 *30" 1 *30" 1 *30" 1 *30"
In s tru m e n ta l - 2x25" 2x25" 2x25" 2x25" 2x30" 2x30"
O rch estra - - - - 2 h rs 2 h rs 2 h rs

O rc h e s tra l p lay in g  i s  o p tio n a l, and th e  o rc h e s tra s  a re  f o r  s t r in g s  

on ly , w ith o u t v io la s ,  which a re  con sid ered  to  be too  b ig  f o r  sm all 

c h ild re n  to  h an d le . Hie o rc h e s tra s  o f f i r s t ,  second, and th i r d  

v io l in s ,  and ‘c e l lo s ,  p la y  an average o f seven o r e ig h t  p ie c e s  each 

y ea r, s tu d y in g  two o r  th re e  in  g re a t  d e t a i l .  Hiese p ie c e s  a re  then  

played a t  a  f e s t i v a l  to  mark th e  end o f th e  school y e a r .

In  each d i s t r i c t  th e re  i s  a  ‘d i s t r i c t  music school* where i n s t r u 

m ental music i s  ta u g h t -  s t r in g s ,  wind and p e rc u ss io n . A t th e  same 

tim e t h i s  school a c ts  as an a d m in is tra tiv e  c e n tre  f o r  a l l  the  music 

schoo ls  in  th e  d i s t r i c t .  For example, c h ild re n  who have s ta r te d  to  

le a m  to  p la y  th e  piano in  an o rd in a ry  (music branch) schoo l, and w ish 

to  le a m  to  p lay  a  wind in s tru m en t, go to  t h i s  sch o o l. M edical evidence 

o f lung  c a p a c ity  and p h y s ic a l f i t n e s s  i s  re q u ire d  befo re  th ey  re c e iv e  

wind o r b ra ss  t u i t i o n .  I t  i s  p o s s ib le  to  make up a com plete o rc h e s tra  

in  th e  d i s t r i c t  music sch o o l.

Secondary Schools ( f o r  14 to  l8  y ea r o ld s)

Hiese schoo ls  have week-day c la s s e s  from 8 a.m . -  1 .^0  p.m.

O rdinary Secondary S ch oo ls:

In  1967 th e  M in is try  o f N a tio n a l E ducation  in tro d u ced  a new p ro 

gramme o f music le sso n s  -
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1 s t  Form ( l4  y ea rs) Two le sso n s  p e r week + compulsory ch o ra l

s in g in g

2nd Form One le sso n  p e r week + compulsory c h o ra l

s in g in g

3rd  and 4 th  Forms O p tiona l c h o ra l s in g in g .

The music sy lla b u s  i s  c o n s ta n tly  under rev iew , b u t th e  g en e ra l p r in 

c ip le  rem ains th e  same - to  ex tend  th e  te c h n ic a l  knowledge l e a m t  a t  

th e  p rim ary  schoo l, to  con tinue  w ith  e a r - t r a in in g ,  and to  te ac h  the  

main c h a r a c te r i s t i c s  of each p e rio d  o f m usical l i t e r a t u r e .

The te ach in g  o f m usical s ty le s  i s  con sid ered  much more im portan t 

than  te ac h in g  th e  h is to r y  o f music through the  l iv e s  of com posers.

Secondary Schools w ith  Music S ec tio n s  (Music Branch S choo ls):

These fo u r y e a rs , from 14 to  l8 ,  a re  in ten d ed  to  p rovide a lo g i 

c a l  c o n tin u a tio n  o f the  music ed u ca tio n  g iven  in  prim ary schoo ls  of 

the  same ty p e . The p ro to ty p e  school i s  in  Kodaly*s n a t iv e  town, 

Kecskemet, and i s  based on the  com poser's own id e a s .

Most o f the  c h ild re n  in  the  f i r s t  year o f t h i s  type of secondary 

school come from the  correspond ing  type o f prim ary  sch o o l; the  few 

e x cep tio n s  a re  those  c h ild re n  who have done p a r t i c u la r ly  w e ll in  music 

in  the  O rdinary  prim ary sch o o ls , o r those  who have f a i l e d  to  l iv e  up 

to  t h e i r  prom ise in  the  prim ary  Music S chools. ‘A lthough the  id e a l  

has n o t been ach ieved , the  le v e l  o f m usical achievem ent in  th ese  

secondary schoo ls  i s  s t i l l  amazing. There i s  a g r e a t  d e a l o f ch o ra l 

s in g in g  as a  c o n tin u a tio n  o f th i s  m usical a c t i v i t y  in  th e  prim ary 

sch o o ls , and th e  c h ild re n  have a thorough knowledge o f H ungarian fo lk -
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music and o f c l a s s i c a l  m usic; the c h ild re n  a re  n o t ,  a t  t h i s  s ta g e , 

faced  w ith  th e  d i f f i c u l t i e s  p re sen ted  by th e  sco res  o f contem porary 

com positions*

*As in  the  prim ary schoo ls w ith  music s e c t io n s , the  aim i s  n o t to  

t r a in  p ro fe s s io n a l m usicians bu t to  produce w e ll-b a lan ced  and educated 

young people who w i l l  form an a p p re c ia tiv e  c o n c e rt au d ien ce . The 

com positions th ey  l i s t e n  to ,  and t h e i r  knowledge of d i f f e r e n t  music 

s ty le s  i s  very  e x te n s iv e , and t h e i r  c h o ra l r e p e r to i r e  reach es  a very  

h ig h  lev e l*

The music tim e -ta b le  fo r  t h i s  type of school i s  as fo llo w s -

Age Music Lessons C hoir O rch es tra  (n o t fo r  a l l  p u p ils )

14 4 2 2 hours

15 5 2 2 hours
16 2 2 2 hours

17 2 2 2 hours

Secondary Music School;

P u p ils  who w ish to  e n te r  t h i s  type o f school must tak e  an en tran ce  

exam ination which c o n s is ts  of an in s tru m e n ta l t e s t ,  a d ic ta t io n  f o r  one 

v o ice , s ig h t- s in g in g  in  s o l - f a ,  re c o g n itio n  o f in te r v a ls  and chords, 

and v a rio u s  th e o r e t ic a l  q u e s tio n s .

The in te rv ie w in g  panel i s  made up o f s ix te e n  te a c h e rs ;  one fo r  

each in s tru m en t, and one s p e c i a l i s t  f o r  each o f the  fo llo w in g  -  s o l - f a .

1 , J .  R ib ie re -R a v e r la t , I b i d . ,  p . 94.
2 . J .  R ib ie re -R a v e r la t ,  I b id . ,  p . 94.
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harmony, h is to ry  o f m usic, Hungarian fo lk -m u sic . In  I 966 the  Budapest 

Secondary Music School had 217 p u p i ls ,  d iv id ed  in to  fo u r  y e a rs , w ith  

th re e  c la s s e s  in  each y ea r . C la sses  in  g e n e ra l su b je c ts  a re  h e ld  each 

week-day between 8 a.m. and 11.30 a.m . Hie work in  th ese  schoo ls  i s  

le s s  co n cen tra ted  than  in  o rd in a ry  secondary sch o o ls , b u t w ith  sm alle r 

c la s s e s  o f about 20 p u p ils  i t  i s  p o ss ib le  to  p rov ide  more in te n s iv e  

t u i t i o n .

H iere a re  th re e  compulsory su b je c ts  -  Hungarian l i t e r a t u r e .  Mathe

m a tic s , and H is to ry . R ussian  language i s  a lso  com pulsory, w ith  a  

cho ice  o f German, E n g lish  o r F rench . Hie fo llow ing  tim e - ta b le  i s  

complementary to  G eneral and Compulsory s tu d ie s .

1 s t  Year 2nd 3rd 4 th 5th

In s tru m e n ta l 1§ hours l i 1& l i l i
S o l- fa 2 hours 2 2 2 2

Harmony - - 1 2 2

H is to ry  o f Music 1 hour 1 1 1 1
H ungarian Folk-m usic - - - - 1
Chamber music - - 1 1 1
C hoir 2 hours 2 2 2 2

Hie C o n se rv a to ire :

In  a d d itio n  to  th e  Budapest C o n se rv a to ire , th e re  a re  f iv e  conserva

to i r e s  in  Hungary. Hie co u rses  l a s t  f o r  fo u r o r f iv e  y e a rs , depending 

on th e  su b je c ts  chosen. C h ild ren  a re  adm itted  a t  th e  age o f fo u r te e n  

on com pleting  t h e i r  ed u ca tio n  in  th e  p rim ary  sch o o l; a h igh  percen tage  

of e n tr a n ts  in v a r ia b ly  comes from th e  prim ary  music sch o o ls , w ith  a much 

sm a lle r number from the  p rim ary  schoo ls  w ith  music s e c t io n s , and an 

o ccas io n a l l a t e  developer from an o rd in a ry  prim ary  sch o o l. E x c e p tio n a lly
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g if te d  c h ild re n  a re  adm itted  from th e  age o f te n . Hie en tran ce  exam

in a tio n  in c lu d e s  an assessm ent o f p rev io u s  work as w e ll as a c tu a l  

t e s t s .  Hie C o n serv a to ire  i s  a tta c h e d  to  a secondary  music school in  

o rd e r to  co n tinue  the  pup ils*  ed u ca tio n  in  g e n e ra l su b je c ts  such as 

Hungarian l i t e r a t u r e  and R ussian  language, w ith  a cho ice  o f German, 

French o r  E n g lish , as in  the  secondary  music sch o o l.

Hie main s u b je c t  fo r  a l l  s tu d e n ts  i s  e i th e r  an in s tru m en t, s in g 

in g , conducting  o r com position . In  a d d itio n  th e re  a re  compulsory 

cou rses  in  s o l - f a ,  harmony, m usical form, h i s to r y  o f music and fo lk -  

m usic. S tu den ts  who do n o t s tudy  th e  piano  as a  p r in c ip a l  in s tru m en t 

must tak e  i t  as a su b s id ia ry  s tu d y . H iere a re  a lso  compulsory c la s s e s  

in  chamber m usic, o rc h e s tr a l  p la y in g  and c h o ra l s in g in g . Hie f i f t h  

year o f th e  course  i s  sp en t in  r e v is io n .

1s t  year 2nd 3rd 4 th 5 th

Main S u b jec t 1^ hours l i l i l i l i
S o l- fa 2 2 2 2 2

Music Hie o r y and Harmony - - - 2 2

H is to ry  o f IVhsic 1 1 1 1 1

Folk-m usic - - - 1 1

O rch es tra  o r C hoir 2 2 2 2 2

Chamber Music - - - 1 1

Compulsory Piano - 20 20 20 20
(second study) mins mins mins mins

Hie C o n serv a to ire  course fo llo w s a r ig o ro u s  p a t te r n  o f end -o f-te rm  

exam inations and re g u la r  marks, b u t th e re  a re  f re q u e n t c o n c e rts  f o r  

perform ances befo re  sm all au d ien ces . H iis  i s  reg arded  as  good psycho

lo g ic a l  t r a in in g  fo r  the  s tu d e n ts , which a lso  en ab le s  the  te a c h e rs  to
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a sse s s  the  development o f the  pup ils*  p e r s o n a l i t i e s .  O ccasio n a lly , 

c o n ce rts  a re  arranged  in  which s tu d e n ts , o r groups o f s tu d e n ts  from 

a l l  the  c o n se rv a to ire s  in  the  co u n try  p a r t i c ip a te ,

*In the  Music Theory C la ss , harmony and music form i s  s tu d ie d  

sim u ltan eo u sly  on the  b a s is  o f the  c l a s s i c a l  music of the  Vienna sch o o l. 

The connection  between the  two su b je c ts  i s  made d e l ib e r a te ly  and i s  

regarded  as an ‘a n a ly t ic a l  harmony* c la s s  in  which m usical te x ts  a re  

used to  te ach  th e  s ty le  and s t ru c tu re  of the  main m usical forms such 

as ‘so n a ta* , ‘rondo*, e t c . .  One o r ig in a l  method of te ach in g  harmony 

c o n s is ts  of making fo u r  groups of s tu d e n ts  s in g  f o u r - p a r t  e x e rc is e s , 

r a th e r  than  have them played on the  p iano . However, a l l  the  work, 

w hether w r i t te n  or read , i s  done on two s ta v e s . A nother in te r e s t in g  

approach i s  used in  the  te ach in g  o f harmonic concep ts such as the  

N eap o litan  6 t h . ,  su spensions, sequences, e t c . * I  have a lread y  

r e fe r r e d  to  c h ild re n  in  prim ary schoo ls who beg in  by s in g in g  a v a r ie ty  

o f fo lk -so n g s  in  o rd e r to  le a m  re la t io n s h ip s  between n o te s  of the  

P en ta to n ic  s c a le  and a lso  between modes and rhythm s. In  the  same way 

the  te a c h e r  in  the  music th eo ry  c la s s e s  p la y s  examples to  i l l u s t r a t e  

new concep ts so th a t  the  s tu d en ts  may le a m  through t h e i r  e a r - t r a in in g  

p ro c e sse s . Only a f t e r  the  s tu d e n ts  have l e a m t  to  reco g n ise  the sounds 

a u ra l ly  can they  proceed to  th e o r e t ic a l  e x p la n a tio n s . *The balance 

between in t e l l e c t u a l  und ers tan d in g  and m ental h e a r in g , which i s  always 

d i f f i c u l t  to  m ain ta in  in  a harmony c la s s ,  seems to  be s a t i s f a c t o r i l y  

achieved  by th i s  method*.

1 . J .  R ib ie re -R a v e r la t ,  I b id . ,  p . 99*

2 . J .  R ib ie re -R a v e r la t , I b id . ,  p . 99.
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H iis  method o f u s in g  the  e a r  and m ental h ea rin g  in  the  teach in g  

of harmony tak es  up a g re a t  d e a l o f th e  te ach e r* s  tim e -  e . g . ,  when 

harm onising a f ig u re d  b ass , the  te a c h e r  g iv es  the  b ass , the degrees 

and the numbers o f the  chords, and then  asks the  c la s s  to  read  i t  

th rough to  them selves, and a t  th e  same tim e im agining a t r e b le  p a r t .

Then the  p u p il i s  asked to  s in g  th e  t r e b le  p a r t  a lo n e . This i s  a 

very  demanding e x e rc is e , r e q u ir in g  a good memory and the a b i l i t y  to  

h e a r m en ta lly . The s in g in g , as opposed to  p lay in g  on the  keyboard, 

o f fo u r -p a r t  harmony e x e rc is e s , i s  a lso  dev ised  to  h e lp  the  s tu d en t 

because th e  m elodic l in e s  a re  e a s ie r  to  s e p a ra te  v o c a lly . Completed 

e x e rc is e s  are  however p layed  on the  piano from memory, and a re  a lso  

p layed  as t r a n s p o s i t io n  e x e rc is e s ;  t h i s  i s  regarded  as u s e fu l p re 

p a ra tio n  f o r  accom panists.

The harmony c la s s  i s  th e re fo re  n o t as p u re ly  th e o r e t ic a l  as i t  

would a t  f i r s t  appear; th e  emphasis i s  always on teach in g  through 

m usical a c t i v i t y .

S ig h t-s in g in g  i s  a lm ost e x c lu s iv e ly  in  s o l - f a ,  b u t in s tru m e n ta l is ts  

are  expected  to  s ig h t- re a d  in  s o l - f a  and a t  f ix e d  p i tc h .

Melodic d ic ta t io n s  a re  never allow ed to  lo se  t h e i r  m usical v a lu e , 

o r to  be m erely a c ro b a tic .  Harmonic d ic ta t io n s ,  o ra l  o r w r i t te n , to n a l 

o r a to n a l ,  a re  pure e x e rc is e s  f o r  the  e a r .  A t th e  end of the  course 

th e  s tu d e n ts  tak e  an exam ination c o n s is t in g  o f p r a c t i c a l  and th e o r e t ic a l  

t e s t s .  The most g i f t e d  s tu d e n ts  then  take  th e  en tran ce  exam ination to  

the  Academy o f  M usic.
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Teacher T ra in in g  C olleges

The s to ry  has been w idely  c i r c u la te d  th a t  Kodaly once heard  a 

group o f g i r l  s tu d e n t te a c h e rs  s in g in g  w hile  w alking in  the  Hungarian 

c o u n try s id e . He was so ap p a lled  by t h e i r  poor e f f o r t s  t h a t  he d e te r 

mined to  do something to  improve the  s tan d a rd s  o f music e d u ca tio n .

The t r a in in g  o f music te a c h e rs  must th e re fo re  have been one o f the  

fo rem ost c o n s id e ra tio n s  in  the  p lann ing  o f h is  method.

There a re  th re e  types o f te a c h e r  t r a in in g  c o lle g e s  in  Hungary.

1. N ursery  Teachers

A fte r  ta k in g  the  Secondary school p a ss in g -o u t exam ination , g i r l s  

fo llow  a th re e -y e a r  t r a in in g  c o u rse .

2 . O rdinary  Prim ary School Teachers

A th re e -y e a r  course  in  the  te ach in g  of a l l  s u b je c ts ,  in c lu d in g  

s in g in g  in  the  f i r s t  fo u r c la s s e s  -  i . e .  c h ild re n  aged between 6 and 

10 y e a rs . The work i s  n o t very  advanced, bu t in c lu d e s  c la s s e s  in  s o l - f a  

and th e  te ach in g  of s in g in g , h is to r y  o f m usic, e lem entary  p iano and 

ch o ra l work.

3 . S p e c ia l i s t  Teachers

There were th re e  of th ese  c o lle g e s  in  Hungary in  I 966 . They t r a in  

te a c h e rs  who w i l l  e v e n tu a lly  te ach  the  fo u r s e n io r  c la s s e s  in  o rd in a ry  

prim ary sch o o ls , i . e .  c h ild re n  aged between 10 and 14 y e a rs . But th ese  

te ac h e rs  s p e c ia l is e  in  two s u b je c ts ;  a f t e r  th e  en tran ce  exam ination 

has been passed  th ey  may choose any two from the  fo llo w in g  -  M athem atics, 

H is to ry , H ungarian, an o th er language. Music, in  a  fo u r-y e a r  co u rse .
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There were approx im ate ly  1,^00  s tu d e n ts  In  each type o f t r a in in g  

c o lle g e  in  I 966 , The music s tu d e n ts  came from o rd in a ry  secondary 

schoo ls  and th e re fo re  had a lre a d y  re c e iv e d  a c e r ta in  amount o f m usical 

ed u ca tio n  d u rin g  t h e i r  e ig h t  y ears  a t  prim ary  and secondary sch o o ls . 

Most o f them had a lso  a tten d ed  c la s s e s  in  s o l - f a  and in s tru m e n ta l p la y 

in g  a t  a prim ary music sch o o l. The en tran ce  exam ination f o r  s p e c i a l i s t  

te a c h e rs  of music in c lu d e s  a t e s t  in  s ig h t- s in g in g  in  s o l - f a ,  an 

in s tru m e n ta l t e s t ,  a t e s t  in  so lo -s in g in g  to  a sse ss  vocal q u a l i ty  (a 

h ig h ly  developed techn ique i s  n o t  re q u ire d ) ,  and some f a i r l y  g en e ra l 

q u e s tio n s  on the  h is to r y  o f m usic.

*In s p i te  o f the  d iv e r s i ty  o f the  c la s s e s  and the  le n g th  of the  

t r a in in g  co u rse , i t  would appear th a t  th e  s tu d e n ts  who w i l l  teach  

a n o th er s u b je c t  in  a d d itio n  to  music a re  n o t t r a in e d  to  such a h igh  

le v e l  as th e  s tu d e n ts  in  v o c a tio n a l c o lle g e s  who become s p e c i a l i s t  

te a c h e rs .  The d if fe re n c e  in  s tan d a rd s  i s  even g re a te r  when compared 

w ith  th o se  who have s tu d ie d  f o r  f iv e  y ears  a t  the  Academy of Music

V o cationa l C o lleges

In  1967, the  s ix  v o c a tio n a l c o lle g e s  in  Hungary were a tta c h e d  to  

the  Budapest Academy of Music which was th u s  de-c e n t r a l iz e d .  R e-organ

is e d  and re-named * Teacher T ra in in g  C o lleges f o r  S ing ing  and Music*, 

th ey  t r a i n  both  te a c h e rs  o f in s tru m e n ta l music and s o l - f a  fo r  music 

sch o o ls  and music and s in g in g  te a c h e rs  who may a lso  teach  in  o rd in a ry  

secondary sch o o ls . E n tra n ts  to  t h i s  type of c o lle g e  must pass an exami

n a tio n , w ith  the  ex cep tio n  o f s tu d e n ts  o f wind in s tru m e n ts , the  double

1 . J .  R ib ie re -R a v e r la t ,  I b i d . ,  p . 105*
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bass and p e rcu ss io n  who have passed  t h e i r  secondary school exam ination , 

or have a p a ss in g -o u t C e r t i f i c a te  from th e  c o n se rv a to ire .

In s tru m e n ta l s tu d en ts  fo llow  a weekly p a t te r n  which s t i l l  p la ce s  

c o n s id e ra b le  emphasis on s o l - f a  and th e  method o f teach in g  i t .

1s t  y ear 2nd 3rd

S o l- fa 2 hours 2 hours 2 hours

Theory and Harmony 2 2 2
Piano l i l4 l4
S o l- fa  Method & Teaching P ra c tic e 3* 3* 3*
Piano Method & Teaching P ra c tic e 1 3 4
Theory o f Voice form ation 1 - -
H is to ry  o f Music 2 2 2

Folk-M usic 1 1 -
C hoir d i r e c t io n :  th eo ry  & p ra c t ic e 2 2 2

Chamber Music 1 1 1
Singing - 12 4
Marxism-Leninism - 2 2

Theory o f E ducation 2 2 -

R ussian 1 1 1
A second language (o p tio n a l) 1 1 1

* in c lu d e s  one hour of o b se rv a tio n  in  th e  c lass-ro o m .

S tu d en ts  o f s in g in g  have a s im ila r  t im e - ta b le ,  s u b s t i tu t in g  method 

and p ra c t ic e  o f s in g in g  fo r  in s tru m e n ta l t u i t i o n ,  b u t adding piano 

accompaniment to  s in g in g , p ian o , and I t a l i a n .

I t  can be seen from the tim e - ta b le  th a t  th e  course  i s  v a r ie d  and 

w e ll-b a lan c e d . The teach in g  o f s o l - f a  a f t e r  th e  age o f fo u rtee n  may 

appear to  us to  be unnecessary , b u t seen in  i t s  c o n tex t as the  b a s is
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of a u ra l  p e rc ep tio n  in  Hungarian music ed u ca tio n , and supported  by 

ample m a te r ia l  p u b lish ed  in  s o l - f a ,  i t s  im portance i s  n o t ex ag g era ted . 

Even the  th e o r e t ic a l  c la s s e s  (m usical th eo ry , s o l - f a  and s c o re -re a d in g ) , 

h is to r y  o f music and fo lk -m usic  have a very  high  p r a c t i c a l  c o n te n t, 

w hile the  in s tru m e n ta l s k i l l s ,  conducting  and v o ca l p ra c t ic e  (so lo  

s in g in g , c h o ra l s in g in g  and c h o ir  d ir e c t io n )  ensure  th a t  the  s tu d e n ts  

a re  w ell-equ ipped  w ith  p r a c t i c a l  s k i l l s  f o r  use in  th e  c lass-ro o m .

The Academy o f Music

E s ta b lish e d  in  1873 by L is z t ,  the  Academy o f Music was g ran ted  

U n iv e rs ity  s ta tu s  in  I 918 . I t  i s  the  on ly  e s ta b lish m e n t o f i t s  k ind  

in  Hungary, and i s  made up o f e ig h t  main departm ents -  com position , 

m usicology, p ian o , s tr in g e d  in s tru m e n ts , wind in s tru m e n ts , organ, 

s in g in g , music te ach in g  and c h o ir  d i r e c t io n .  The a d m in is tra tio n  i s  

o rg an ised  by the  D ire c to r  of each D epartm ent, and each d ep artm en ta l 

course  l a s t s  f o r  f iv e  y e a rs . ^Organized music ed u ca tio n  in  Hungary on 

the  h ig h e s t  le v e l  i s  prov ided  by the L is z t  Academy in  B udapest*.^

Below i s  a g e n e ra l a n a ly s is  o f th e  teach in g  course  in  hours, 

w ith o u t g iv in g  f u l l  d e t a i l s  o f each c la s s .

1 . M usical E ducation  in  Hungary, ed . F r ig y es  Sandor, ( t r a n s .  C. J o l l y ) ,  
London, B a rrie  & R o c k lif f ,  I 966, p . 223.
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Year 1 2 3 4 5

S o l- fa 2 2 2 2 2
Theory and Harmony 3 3 2 - -
C oun terpo in t - - 2 - -
C horal D ire c tio n - - - - 2
C horal S inging 2 2 2 2 2
G eneral H is to ry  of Music 2 2 2 - -
H is to ry  o f H ungarian Music - - - 1 -
Folk Music 1 - - - -
Piano 4x2 4x2 4x2 3

U -
T ra n sp o s itio n  and Score Reading 4 4 12 - -
S inging 4 4 4 - -
Anatomy and Physiology 1 - - - -
In tro d u c tio n  to  f u l l  O rc h e s tra tio n - - - 1 -
Singing  M ethod(Prim ary Schools) - 2 2 - -
Theory o f E ducation - - 2 2 -
S o l- fa  Teaching Method - - - - 1
Theory of Popular E ducation - - - - 2
Teaching P ra c tic e ( in c lu d in g  
o b serv a tio n ) — 5 5 5
R ussian 2 2 - - -
P o l i t i c a l  Economy 4 - - - -
Philosophy - 2 2 - -
S ocia lism - - - 2 -
G eneral and M usical A e s th e tic s - - - - 2

The c la s s e s  in  s o l - f a  co n tinue  th roughout th e  co u rse , and th e  le v e l  

of s ig h t- re a d in g  i s  very  h ig h . Harmony i s  s tu d ie d  in  the  f i r s t  two 

y ears  du rin g  which s tu d e n ts  analyse  c l a s s i c a l  com positions tho rough ly , 

and in  the  th i r d  y ear th ey  analy se  modal and modern works. A knowledge 

of c l a s s i c a l  music i s  con sid ered  to  be an e s s e n t ia l  b a s is  fo r  the  

Harmony co u rse .
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I t  i s  in te r e s t in g  to  n o te  th a t  c o u n te rp o in t i s  s tu d ie d  only  in  

the tn i r d  y e a r . This e n t a i l s  an a n a ly s is  o f the  works of P a le s t r in a  

and J .S .  Bach. Tne In tro d u c tio n  to  O rc h e s tra tio n  c la s s e s  a re  designed  

to  enab le  the  fu tu re  te a c h e rs  to  make t h e i r  own o rc h e s tr a l  a rra n g e 

ments f o r  school o rc h e s tr a s .  The Theory of E ducation  course  i s  

thorough and in te n s iv e , complemented by an in te n s iv e  course  o f p r a c t i 

c a l  t r a in in g .

The c la s s e s  in  Popular E ducation  p repare  the  s tu d e n ts  f o r  the 

o rg a n isa tio n  of e x t r a - c u r r ic u la r  a c t i v i t i e s  -  music c lu b s , young 

p eo p le ’s c o n c e r ts , a d u lt  music ed u ca tio n , e t c . .

In  a g en era l a p p ra is a l  of the  Academy o f Music course  i t  should 

be noted  th a t  th e  pe rio d  o f f iv e  years  a llow s p le n ty  o f time to  t r a in  

the te a c h e rs  who w i l l  form the e l i t e  o f th e i r  p ro fe s s io n . In  the  f i r s t  

p lace  they  must be h ig h ly  ta le n te d  m usicians w ith  a sense o f v o ca tio n : 

they  must be ab le  to  s ig h t- re a d  w ith  ease ; be accom plished c h o ra l-  

s in g e rs  w ith  a good knowledge of c h o ra l r e p e r to i r e ,  be good p ia n i s t s ,  

and have tr a in e d  v o ic e s .

In  the  th i r d  year the  c la s s e s  in  m usical s t ru c tu re  (two hours o f 

harmony and two hours o f c o u n te rp o in t p e r week) a re  very  im p o rtan t.

From the  fo u r th  y ear, th re e  music c la s s e s  a re  d isco n tin u ed  

(harmony, c o u n te rp o in t, and h is to r y  o f m usic), and E d u ca tio n a l t r a in in g ,  

begun in  the  second year w ith  S ing ing  Method, and in  the  th i r d  y ear in  

Theory of E ducation , i s  in c re a se d  u n t i l  i t  p lay s  a la rg e  p a r t  in  the 

course in  th e  fo u r th  y e a r , and ta k es  up a co n sid e ra b le  p a r t  o f th e  course
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in  the  f i f t h  y e a r .

A t the  end o f each y ear marks a re  g iven , w ith  g en e ra l comments 

by the p ro fe s so r  of each s u b je c t, and t e s t s  must be passed  a n n u a lly  

before  s tu d e n ts  a re  allow ed to  proceed to  th e  n e x t y e a r ’ s c o u rse .

In  the  f i f t h  y ear the s tu d e n ts  p rep are  f o r  t h e i r  Diploma examina

t io n s .  These a re  spread  over th e  year from Jan u ary  onwards, thus 

a llow ing  th e  s tu d e n ts  time to  p rep are  fo r  each exam ination , and red u 

c in g  the  p h y s ic a l and m ental s t r a in  a t  th e  end o f such an in te n s iv e  

co u rse . The su c c e ss fu l s tu d e n ts  a re  s e n t as te a c h e rs  to  o rd in a ry  

prim ary schoo ls  and prim ary schoo ls  w ith  music s e c t io n s , to  secondary 

sch o o ls , to  music sch o o ls , to  the  C o n se rv a to ire , and in  v e ry  e x ce p tio n a l 

cases  to  th e  Academy i t s e l f .  ’They must teach  fo r  24 hours each week, 

and o f te n  conduct a d u lt  c h o irs , o rg an ise  music c lu b s , run a sm all p ro 

v in c ia l  o rc h e s tra ,  and become g e n e ra lly  invo lved  in  the  m usical l i f e  

o f the community’

C onclusions

C lear O b je c tiv e s : The most im p o rtan t s in g le  f a c to r  in  the  Kodaly Method

of M usical E ducation  i s  the  focusing  o f the  e n e rg ie s  o f te a c h e rs  and 

c h ild re n  by p ro v id in g  them w ith  r e a l i s t i c  and c le a r - c u t  o b je c t iv e s  which 

a re  c a r e fu l ly  a rranged  in  a p p ro p ria te  sequence, ’Kodaly has p rovided  

H ungarian te a c h e rs  n o t on ly  w ith  a ’grammar’ of m usic, and w ith  in d ic a 

t io n s  of how to  use i t ,  b u t an an tho logy  to  which t h e i r  acq u ired  s k i l l s

1. J .  R ib ie re -R a v e r la t ,  I b id . ,  p . 109.
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can be a p p lie d  f o r  purposes o f e x p lo ra tio n , and from which they  a re  

la rg e ly  d e r iv e d . In  s h o r t ,  they  have been given ’music o u t f i t s ’ , 

and w ith  t h i s  s iz e a b le  book they  have been to ld  -  ’ teach  th i s  to  your 

p u p i l s ’ ; and th e  te a c h e r  has been t r a in e d  in  the  ways of doing i t ’ .^

The music c o lle g e s  have been c re a te d  fo r  the  so le  purpose of p ro 

ducing h ig h ly  s k i l l e d  music te a c h e rs  -  n o t p e rfo rm ers . Perform ing i s  

a lm ost a b y -p ro d u ct; those  who po ssess  ex ce p tio n a l t a l e n t  have the  

o p p o rtu n ity  to  tak e  up a c a re e r  as p ro fe s s io n a l p e rfo rm ers , bu t the 

v a s t  m a jo r ity  whose t a l e n t s  and s k i l l s  have been developed in  the 

c o lle g e s  go in to  th e  H ungarian schoo ls w ith  enthusiasm  and n o t as 

’f a i l e d  c o n c e rt a r t i s t e s ’ o r ’r e lu c t a n t ’ te a c h e rs .

’A nother reaso n  why th e  Kodaly method has been su c c e ss fu l i s  t h a t  

i t  has been used w ith  young c h ild re n  who have thus been given system at

i c a l l y  o rg an ised  ex p erien ces  in  t h e i r  fo rm ative  y e a rs , u n t i l  m usic, and 

e s p e c ia l ly  s in g in g , seems to  be a n a tu r a l  p a r t  o f everyday l i f e .  In  

th i s  way, Hungarian c h ild re n  have b u i l t  up a s to re  o f to n a l and k in a e s -  

t h e t ic  memories, and a s s o c ia t io n s  w ith  r e le v a n t  symbols, and have a lso  

developed powers o f p e rc e p tio n , h a b its  o f c o n c e n tra tio n , and a t t i t u d e s  

tow ards music which alm ost guaran tee  f u r th e r  p ro g re s s ’ .

’We f in d  th a t  m u s ic - tra in in g  in  the  K odily  way develops m ental

a b i l i t i e s  o th e r  than  m usical ones -  f lu e n t  read in g  a t  th e  e a r ly  s ta g e s , 

good p ro g re ss  in  m athem atics, im ag in a tiv e  w r i t in g , c o -o rd in a tiv e  a b i l i t i e s ,

1 . W illiam  Murphy, o p .c i t . ,  p . 17.

2 . W illiam  Murphy, I b id . ,  p . 19.
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e t c . .  T herefore  we must come to  th e  conclusion  th a t  the  tim e devoted 

to  m u s ic - tra in in g  i s  a lso  a c o n tr ib u tio n  to  th e  developm ent of the 

whole c h ild * .^

Kodaly saw th a t  haphazard song -sin g in g  and movement d id  l i t t l e  

o r no th in g  tow ards r e a l  p ro g re s s . He r e a l is e d  th a t  young c h ild re n  must 

be he lped , n o t on ly  to  *leam * p a r t i c u la r  p ie ce s  o f m usic, bu t to  g e t 

to  th e  n a tu re  o f the  music i t s e l f ,  and to  b u ild  up adequate concep ts 

o f p u lse , m etre , rhythm , t im e -p a tte m s , p h ra se s , p i tc h ,  to n a l i ty ,  

tim b re , b lend , s t r u c tu r e ,  s ty le  e tc .  in  a c a r e f u l ly  s tru c tu re d  ’method*.

The c o n s tru c tio n  and d i r e c t io n  of th i s  work involved  Kodaly in  an 

enormous amount o f com position as w e ll as ed u ca tio n a l re s e a rc h . In  

a d d itio n  to  th e  ex ten s iv e  re se a rc h  in to  th e  fo lk -m usic  of Hungary, 

which he undertook w ith  B artok, he paid  c lo se  a t te n t io n  to  th e  m usical 

l i f e  in  h is  co u n try  - to  c o n c e r ts , music c la s s e s ,  school perform ances 

and exam inations. He was always a v a ila b le  f o r  adv ice and c r i t i c i s m .

The su p e rv is io n  and c o n s u lta tio n  involved  in  the  c re a tio n  and p ro d u c tio n  

o f v a rio u s  e d i t io n s  o f c o lle c te d  m a te r ia l  from o th e r sou rces was in  i t s e l f  

a tremendous ta sk ; ’b u t an exam ination o f the  tw enty-tw o books which make 

up the  ’KodMy C horal Method’ , w r i t te n  between 1941 and 19^7 rem inds us 

o f h is  words -  ’our aim must be to  tu rn  ou t c h ild re n  f o r  whom m usic, 

good m usic, i s  a n e c e s s i ty  o f l i f e ’ .

1 . K. Simpson: Some G reat Music E d u ca to rs , p . 8 7 .

2 . K. Simpson, I b i d . ,  p . 87 .
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C hapter 5

C arl O rff , (b . l895~) ’Sohulwerk* in  Theory and P ra c tic e  In  

Europe, th e  U .S .A ., and Canada

In stru m en ts  used In  the  O rff Method

Keyed In stru m en ts  (range m iddle C to  A*)

A lto  Xylophone

Soprano Xylophone (sounding an octave h ig h e r)

A lto  G lockensp ie l

Soprano G lockensp ie l (sounding an octave h ig h e r)

The xylophone i s  p layed  w ith  rubber-covered  s t i c k s ;  th e  g lo ck en sp ie l 

w ith  wooden s t i c k s .  For t h e i r  use in  p en ta to n ic  music the  F and B bars  

a re  removed.

G lasses (range m iddle C and the  a d d it io n a l  n o te s  of th e  P en ta to n ic  s c a le ) .  

O rdinary  d r in k in g  g la s s e s , o r wine g la s se s  o f d i f f e r e n t  s iz e  and th ic k n e ss , 

a re  u sed . For g la s s e s  th a t  do n o t g ive the  c o r r e c t  p i tc h ,  those  th a t  

sound sharp  can be tuned down by u s in g  w a te r . The g la s s e s  can be s tru c k  

l i g h t l y  w ith  wooden s t i c k s .

P ercu ssio n

T rian g le

Tiny cymbals (sometimes known as  ’In d ian  B e l ls ’ )

Cymbals

S le ig h  B e lls  ( th e se  can be made by sewing t in y  b e l l s  to  ru b b er o r

le a th e r  s t r i p s

Tambourine

Drums (w ith  one o r two sk in s ;  w ith , o r w ith o u t, sn a re s )
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Wood Blocks (v a rio u s  s iz e s )

Sand R a t t le s  (made from wooden o r t i n  boxes f i l l e d  w ith  sand)

C as tan e ts  

Small Hand Drums 

K e tt le  Drums 

Big Drum

R ecorders, Lutes and G u ita rs  *To keep th e  ensemble to g e th e r , and fo r  

the  p lay in g  of Drones, a Bass in s tru m en t i s  added, p re fe ra b ly  a V io la  

da gamba o r v io lo n c e llo , p o s s ib ly  a v io la  o r v io l in .  T his i s  always 

c a l le d  ’B ass’ . The use o f the  p iano  (as a g a in s t  the  o ld  keyboard 

in s tru m en ts  such as th e  h a rp s ich o rd , c lav ich o rd  o r s p in e t)  i s  to  be 

dep lo red  as i t  beirs th e  way tow ards th e  to n a l  and s t y l i s t i c  o r ig i n a l i t y  

o f t h i s  k ind  o f m usic-m aking. Even more so m outh-organs o r acco rdéons’ .^

In  h is  speech a t  the  opening o f the  ’O rff  I n s t i t u t ’ in  Salzburg  in  

1963, O rff r e f e r r e d  to  the  m is-use o f h is  in s tru m en ts  and th e  f a i lu r e  to  

u nderstand  th e  p r in c ip le s  of h is  method -  ’ th e  knowledge th a t  ’Schulw erk’ 

was being am ateu rish ly  and f a l s e ly  in te r p r e te d  convinced me o f the  

n e c e s s i ty  o f founding some k in a  o f t r a in in g  c e n tr e .  M istaken in te r p r e 

ta t io n s  and the  n o n sen s ic a l m isuse o f the  in s tru m en ts  th re a te n e d , in  

many p la c e s , to  tu rn  the  whole meaning o f ’Schulw erk’ in to  th e  very  

o p p o site  o f what had been in te n d e d ’ .

The l i t e r a t u r e  o f O r f f ’s ’method’ i s  e x te n s iv e , having f a r  o u t

grown the b a sic  books, the f iv e  volumes e n t i t l e d  ’O rff Schulw erk: Musik

1. C arl O rff -  Gunild Keetman: O rff Schulwerk, Book 1, S c h o tt & Sons,
Mainz, 1950, In tro d u c tio n .

2 . C arl O rff : Schulwerk - P a s t and F u tu re , O rff I n s t i t u t ,  1963, p . 5 .



127

f ü r  K inder* . Two a d ap ta tio n s  o f th e se  books have been made in  E n g lish  -  

the  f i r s t  by Doreen H a ll and Arnold W alter fo r  use in  Canadian sch o o ls , 

and the  second by M argaret Murray f o r  B r i t i s h  sch o o ls . This second 

a d a p ta tio n  i s  alm ost e n t i r e ly  d i f f e r e n t  from the  o r ig in a l  in  i t s  use 

o f B r i t i s h  fo lk -m usic  and c h i ld re n ’ s rhymes. The in s tru m e n ta l p ie ce s  

a re  g e n e ra lly  th e  same as those  in  the  German e d i t io n ,  b u t E n g lish  

v e rses  have been used to  re p la ce  German ones. Miss Murray uses much 

o f the  o r ig in a l  music chosen by O rff .

A summary o f th e  b a sic  books w i l l  show some o f the  d ev ices  used 

in  the  e a r ly  s tag e s  o f ’Schulwerk*, where c h i ld r e n ’ s rhymes and n u rse ry  

songs a re  th e  s t a r t i n g  p o in t .  The f i r s t  book begins m e lo d ic a lly  w ith  

th e  use of th e  f a l l i n g  3 r d . ,  regarded  by O rff , Kodaly and many o th e rs  

as the  most e lem en tary  and n a tu ra l  idiom , and goes on to  en la rg e  t h i s  

to  the  p en ta to n ic  s c a le .  This e lem entary  in te r v a l  i s  in  i t s e l f  rem ark

ab le  in  th a t  i t  has no fe e l in g  of to n a l i ty  in  the  c l a s s i c a l  sense of 

belonging  to ,  o r e s ta b l is h in g  a p a r t i c u la r  key; i t  i s  ’p r im i t iv e ’ 

or ’n a tu r a l ’ in  the  sense th a t  i t  i s  f r e q u e n tly  heard  in  b i r d - c a l l s  

and in  many o th e r  anim al forms o f communication, and o f te n  in  the  human 

ch an tin g  o f dem onstrating  p a r t is a n  crowds.

Cuckoo, cuckoo

This l im ite d  to n a l i ty ,  used by i t s e l f ,  o r extended to  th e  p en ta to n ic  

s c a le  has m usical l im i ta t io n s  which correspond  to  the  m e n ta lity  o f young 

c h ild re n , ’and by which th ey  w i l l  be ab le  to  ex p ress  them selves w ith o u t
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being in  danger o f lean in g  on the  s tro n g  examples o f o th e r  music 

The use o f t h i s  b asic  in te r v a l  has sim ple (and alm ost n a tu r a l )  e x ten 

s io n s . ’The melodic flow f in d s  i t s  n a tu ra l  accompaniment in  O stin a to  

and Drone (which a re  d ia m e tr ic a l ly  opposed to  the  use o f a l l  cadences 

o f the  m ajor s c a le )  the use o f which le a d s  q u ite  n a tu r a l ly  l a t e r  to  

a sim ple polyphony*. T iese sim ple e x e rc is e s , which can so e a s i ly  be 

e la b o ra te d , a lso  have the  added advantage o f being econom ical, in  the 

sense th a t  th ey  re q u ire ,  in  the  i n i t i a l  s ta g e s , no in s tru m e n ta l accom

panim ent; even the  in tro d u c tio n  o f sim ple o s t i n a t i  and drones can be 

done a t  sm all c o s t  - a f a c to r  of co n s id e ra b le  im portance to  the  te ac h e r 

in  a B r i t i s h  school when c o n sid e rin g  the  purchase o f im ported in s t r u 

m ents. Perhaps i t  may be w e ll to  p o in t ou t th a t  in  the  e a r ly  years  of 

the  developm ent of ’Schulwerk*, the  in s tru m en ts  p re sc r ib e d  by O rff 

were m anufactured only in  Germany, and the  e s c a la t in g  c o s ts ,  w ith  the 

recommendation th a t  com plete ’ s e t s ’ o f in s tru m en ts  should be purchased 

fo r  c lass-room  u se , o fte n  re s u l te d  in  the  use o f cheaper s u b s t i t u te s .  

’The s o -c a l le d  *Orff in s tru m e n ts ’ a re  being used in  many schoo ls  today , 

bu t i t  would be a m istake to  conclude th a t  ’Schulw erk’ has a s o l id  

foundation  in  th ese  sch o o ls . These in s tru m en ts  a re  o f te n  used in  a 

com pletely  m isunderstood way, and th e reb y  do more harm than  good’ .^

My p e rso n a l o p in io n , a f t e r  working w ith  some of O r f f ’ s c o lle a g u e s , i s  

th a t  they  w i l l  n o t accep t any compromise, w hether in s tru m e n ta l, v o ca l, 

o r p h y s ic a l .

1. C arl O rff -  Gunild Keetman, I b i d . ,  In tro d u c tio n  to  Book 1 -  S ch o tt 
& Sons, Mainz.

2. C arl O rff , I b id . ,  The O rff  I n s t i t u t ,  p . 5»
3 . C arl O rff , I b id . ,  The O rff I n s t i t u t ,  p . 5 .
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Some o b se rv a tio n s  by one o f  O r f f ’ s c o lle a g u e s , W alter J e l l in e k ,  

when summarizing ’Schulwerk* in  1957, in  an in tro d u c to ry  no te  to  

M argaret M urray’ s adapted E n g lish  v e rs io n  o f the  *Orff-Schulwerk* 

books, a re  in te r e s t in g .  He s a id  -

1. * I t  i s  in tended  fo r  a l l  c h ild re n  o f a l l  g rades o f m usical i n t e l l i 

gence.

2. I t  i s  in  no sense p u re ly  m usical in s t r u c t io n ,  bu t r e p re s e n ts  a lso  

a n a tu ra l  o u t le t  f o r  the energy s to re d  up w ith in  the  ever-grow ing 

bodies o f c h ild re n . At th e  same tim e i t  r e q u ire s  the  c h ild  to  

use i t s  mind.

3. The demands on the c h i ld ’ s f a c u l t i e s  are graded to  s u i t  in d iv id u a l 

c a p a b i l i t i e s .  Thus an e x c e p tio n a lly  g i f te d  c h ild  can in v e n t a 

melody on one o f the  more d i f f i c u l t  in s tru m e n ts , w hile the  o th e rs  

can be occupied to  the  same e x te n t o f t h e i r  a b i l i t y ,  keeping  a 

sim ple accompaniment going, i f  need be, by j u s t  c lap p in g  th e i r  

hands once in  a b a r . In  t h i s  way a c o -o p e ra tio n  among the group 

o f c h ild re n  i s  o b ta ined  which p r a c t i c a l ly  no o th e r  work w ith  

c h ild re n  can ach iev e ,

4 . The e x e rc ise  of rhythm , which belongs to  a l l  l i f e ,  i s  b e n e f ic ia l  

to  a l l  c h i ld re n . They a re ,  moreover, encouraged to  l i s t e n  to  

the counds which th ey  them selves produce, th e reb y  develop ing  a 

sense o f to n a l beau ty , which i s  sad ly  m issing  in  t h i s  age o f 

n o is e . A sense o f form, humour, and the spoken word i s  a lso  

in h e re n t in  t h i s  w o rk .*

The fo llo w in g  i s  a sim ple a d a p ta tio n  o f the  f i r s t  e x e rc ise  in  

Miss M urray’ s v e rs io n  o f ’Schulw erk’ Book 1.
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C lapping 1 

C lapping 2 

C lapping 3 

C lapping 4

C lapping )
) 1

Stamping )

C lapping )
) 2

Stamping )

Cuckoo
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Cuckoo
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-  con tinued  to  com plete fo u r 
b a rs
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m  3 J  

m  3 3 
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I \ \

O T - '  I

I I
(C lapping w ith  cupped hands: Stamping « g e n tle  fo o t- ta p p in g .)

The b asic  q u a l i ty  o f t h i s  e x e rc is e  i s  obvious. The s im p lic i ty  of 

the  m elodic l in e  i s  r e l ie v e d  by the  use o f the  tw o-beat r e s t  (M argaret 

Murray com pletes each b a r w ith  the  words -  ’where a re  you?’ = ^   ̂ ,
V r  r  \  \and su g g ests  an in t e r e s t in g  l i t t l e  v a r ia n t  -   ̂ V V y ,

Cuckoo where a re  you?)

The te a c h e r  should e a s i ly  be ab le  to  th in k  o f m a te r ia l  t h a t  lends 

i t s e l f  to  s im ila r  tw o-note ’c a l l s ’ which need n o t always fo llow  a s t r i c t  

m e tr ic a l p a t te r n .  For t h i s  purpose Miss Murray uses  names, e . g . .

I. 3..3...I-3-3-I-3 i 31 rj.3. I
P h i l ip ,  A i-dan H elen-a  ' A ga-tha e t c .

S t r e e t - c r i e s :  ’Rags and bones’ -  ’Knives to  g r in d ’ e t c .

S p eech -ex erc ise s : th e se  a re  used a t  th e  beginn ing  o f a l l  m usical praC'

t i c e .  S ing le  words, grouped to g e th e r  acco rd ing  to  sound and meaning.
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say in g s  and p ro v e rb s , w r i t te n  down w ith  e q u iv a le n t sim ple n o te -v a lu e s .

;  I ;  ;  i ; j _  j . . . , ;  j.
P ear t r e e ,  p ea r t r e e ,  apple t r e e ,  apple  t r e e  e t c .

The m a te r ia ls  f o r  th e se  e x e rc is e s  and t h e i r  v a r ia n ts  a re  a lm ost un

l im ite d  -  as  a re  a lso  the  rhythm ic c lap p in g , stam ping, o r k n ee-s lap p in g  

accom panim ents.

Simple im ita t iv e  rhythm s f o r  c lap p in g  a re  combined w ith  sim ple

p h ra ses  and used as  a Canon, e .g .  -

 ̂ 1- 3 ---- \-l . 3 i I —|j71 I j- I
Sing me a song. Sing me a song e t c .

S p e e c h  2  j  ---------- 1 J ~ ~ J 1  I 3 ' ------------- 1 3  J  ^ ( 3 "  |  3 7 7 ( J -  l U L ,

Sing me a song. Sing me a song e t c .

C l a p p l n s   j j ) J . . 3  J  I ^  . n  I J  J

S t a i n p i n g  ^ ? ?  ,---------------------- 1------------1---------------,------------ 1--------- 1

V  V  V e t c .

As the  rhythm ic p a t te rn s  develop , so the  sim ple m elod ies, beg inn ing  

w ith  two o r  th re e  n o te s , a re  in c reased  to  th e  whole P en ta to n ic  s c a le .

These exam ples show some o f the  p o s s i b i l i t i e s  o f tu rn in g  a rhythm ic 

p a t te rn  in to  a melody; o th e rs  h e lp  in  f i t t i n g  words to  th e  rhythm ic 

p a t te r n s .

’Schulwerk* Book 2 moves on to  the  use  # f th e  whole m ajor s c a le , 

supported  by Drone b a sse s , and in tro d u ce s  Tonic t r i a d s .  I t  i s  scored  

fo r  th e  same in s tru m e n ta l ensem ble, ’and i t  i s  im p o rtan t t h a t  th e  r e a l  

m usical in s tru m e n ts , and n o t m usical to y s , a re  u se d ’ .^

1 . C a rl O rff  -  Gunild Keetman, I b i d . ,  Book 2, In tro d u c tio n .
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T his Book c o n ta in s  m ostly  songs and in s tru m e n ta l p ie c e s , and i t  

was O r f f ’s in te n t io n  th a t  th e  Rhythmic E x e rc ise s  in  Book 1 should be 

c o n tin u e d . The p ie c e s  begin w ith  a group o f s ix -n o te  tu n e s , adding 

an F to  th e  p e n ta to n ic  sca le  in  the  key o f C; a group o f p ie c e s  

w ith  seven -no te  tu n es  fo llo w s , adding a B to  th e  f i r s t  group and th u s  

com pleting  th e  m ajor s c a le .  The Drones fo r  th e se  two groups o f songs 

a re  k e p t to  re p e a te d  C o r G n o te s .

The second p a r t  of Book 2 u ses  Tonic and Superton ic  t r i a d s ,  w ith  

th e  S uperton ic  t r i a d  used as an o s t in a to  accompaniment, and moving 

in to  a  w ider harmonic f i e l d .  The n o te s  o f th e  S uperton ic  t r i a d  a re  

n o t used m erely  as  ’p a s s in g -n o te s ’ , bu t im ply a d e f in i te  change o f 

harmonic c o lo u r , and a p o s i t iv e  move away from the  b a s ic  Drone, even 

though th e  new t r i a d  co n tin u es  to  be used above the  Tonic Drone.

The in tr o d u c tio n  o f a ’ le a d in g -n o te ’ in to  th e  s c a le  i s  the  f i r s t  move 

tow ards th e  e s ta b lish m e n t of ’key t o n a l i t i e s ’ . During my in tro d u c tio n  

to  ’Schulw erk’ a t  a course d ire c te d  by M argaret Murray, I  m is tak en ly  

a p p lie d  my own harmonic s t r u c tu r e s  to  the  p e n ta to n ic  tu n es  in  Book I ,  

and in c u rre d  Miss M urray’ s d isp le a su re  by in tim a tin g  th a t  my sense o f 

t o n a l i ty  was be ing  d is tu rb e d  by tu n es  th a t  ended on any n o te  o f th a t  

s c a le ,  I  soon r e a l i s e d  th a t  c h ild re n  would n o t be d is tu rb e d  by any 

harmonic c o n s id e ra tio n s  a t  t h i s  s tag e , and th a t  t h e i r  c r e a t iv i t y  would 

n o t be th u s  h in d e re d , b u t would be f re e  to  beg in  o r end on any n o te ; 

in  s h o r t ,  t h e i r  a u ra l  re sponses a t  t h i s  s tag e  would be p u re ly  melodic 

and rh y th m ic .

Book 3 rem ains in  the  Major mode, adding Dominant and Sub-dominant 

chords and O s t in a t i .  The use o f th ese  t r i a d s  has been im plied  in  the
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f i r s t  two volumes, a lthough  th ey  were then  b u i l t  on drone b asses  and 

o s t in a to  f ig u r e s .  In  the  th i r d  book the  use o f dominant and sub-dom i

n a n t harmony i s  co n sc io u s ly  opposed to  a d ro n e-b ass  fo u n d a tio n  w ithou t 

com pletely  exclud ing  i t .  The t r i a d s  a re  used w ith  rhythm ic and m elodic 

v a r ie ty ,  o f fe r in g  the  p o s s i b i l i t i e s  o f a r ic h e r  m usical v o cab u la ry .

Books 4 and 3 in tro d u ce  the  Minor mode. I  f e l t  t h a t  t h i s  e x ten s iv e  

work in  minor keys came l a t e  in  the  c h i ld ’s m usical developm ent and 

suggested  an im poverishm ent of a m usical ed u ca tio n  which was allow ed 

to  go so f a r  w ith o u t modal o r minor m usic. I t  would o b v iously  be 

p o s s ib le  to  use some o f th e  sim p ler m a te r ia l  in  th e se  two books a t  

an e a r ly  s ta g e , e .g .  b e fo re  Book 3 -  and p a r t i c u la r ly  u s in g  th e  e x e r

c is e s  in  the  A eolian  and D orian modes; bu t t h i s  i s  n o t suggested  by 

the  a u th o rs . I  mentioned t h i s  to  Hans Bergese d u rin g  one o f h is  co u rses  

a t  Predeburg , bu t he in s i s t e d  t h a t  th e  volumes must be used in  chrono

lo g ic a l  o rd e r , and in  h is  ex p erien ce , ’ i t  was n o t too  l a t e ’ .

O r f f ’ s in tro d u c tio n  to  Book 4 s t a t e s  t h a t  ’m a te r ia l  s u i ta b le  fo r  

e a r ly  childhood has been l e f t  behind, and th e re  i s  co n s id e ra b le  use of 

fo lk so n g ’ . The p ie c e s  take  on a more in d iv id u a l c h a ra c te r  and in  some 

ways th ey  become le s s  u s e fu l  as te ach in g  m a te r ia l  and as models fo r  

c h i ld re n .  But i t  may be expected  th a t  by t h i s  s tag e  in  h i s  m usical 

developm ent th e  c h ild  should be showing s ig n s  of a more p e rso n a l m usical 

v o cabu lary , and should be capable  of a w ider range o f com position .

The in tro d u c tio n  o f E n g lish  fo lk  songs by M argaret Murray in  h e r  

e d i t io n  o f ’Schulw erk’ has  meant t h a t  te a c h e rs  in  t h i s  co u n try  can use 

tu n es  t h a t  a re  f irm ly  f ix e d  in  the  modal t r a d i t i o n  and in  t h e i r  own
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c u l tu r e ,  -  e . g . ,  ’Spanish L a d ie s ’ , and ’ Searching f o r  Lambs’ ; indeed , 

E n g lish  te a c h e rs  w ith  whom I  have d iscu ssed  th e  f iv e  volumes have 

exp ressed  th e  w ish th a t  more B r i t i s h  fo lk  songs cou ld  have been in c lu 

ded so t h a t  th ey  could  have had th e  u se , n o t on ly  o f modal songs, b u t 

of th e  sim ple accompaniments th a t  could  e a s i ly  be added.

The p u re ly  in s tru m e n ta l p ie c e s , p a r t i c u la r ly  in  Books 4 and 5 , a re  

g r e a t ly  v a rie d  in  s ty l e .  There a re  many p ie c e s  w r i t te n  fo r  R ecorder 

ensem bles, and o th e rs  fo r  R ecorders w ith  o th e r  in s tru m e n ts . O rff 

r e v e r t s  to  a n c ie n t f i f e  and drum music w ith  h is  p ie c e s  in  th e  A eolian  

mode f o r  R ecorders and p e rc u ss io n , and th e re  are  a lso  some ’P a s to r a ls ’ 

f o r  v a r io u s  R ecorder ensem bles in  the  D orian mode. Book 5 i s  p a r t ic u 

l a r l y  i n te r e s t in g  in  i t s  use  o f R ecorder as an in te g r a l  member o f the  

O rff ensemble -  e .g .  the  ’Shepherds’ ’ p ie c e s , and th e  b e a u t i fu l  

' B erceuse’ .

O rff  u n d e r lin e s  the  need f o r  c o n s ta n t p r a c t ic e  by in c lu d in g  ample 

m a te r ia l  in  Books 3 and 6 , as w e ll as in tro d u c in g  th e  A eo lian , D orian 

and Phrygian modes, fo llow ed by the  ’le ad in g  n o te ’ t r i a d .  This t r i a d  

i s  p a r t i c u l a r ly  u s e fu l  f o r  working o u t accompaniments f o r  th e  many fo lk  

songs. Book 4 a ls o  in tro d u ce s  th e  m ediant t r i a d  and sug g ests  many ways 

of develop ing  and d e c o ra tin g  th e  m elodic l i n e ;  i t  a lso  u ses  the  p e n ta 

to n ic  s c a le  w ith  th e  f la t te n e d  th i r d .

The use o f a dominant t r i a d  w ith  a f la t te n e d  th i r d  in  Book 3 i n t r o 

duces c o n tra s t in g  t o n a l i t i e s  -  e .g .  ’B aile  de N adal’ , and th e  second 

s e c tio n  of t h i s  volume c o n ta in s  rhythm ic e x e rc is e s  u s in g  speech and



135

r e c i t a t i v e ;  th ese  e x e rc is e s  a re  s p e c i f i c a l ly  designed  to  cover a l l  

the  work in  Books 4 and 5* They a re  thorough and d e ta i le d ,  and provide 

m a te r ia l  f o r  the  p ra c t ic e  o f cro ss-rhy thm s and i r r e g u la r  p h ra se s , w ith  

a c o n s id e ra b le  number o f e x e rc is e s  u s in g  ’five*  and ’seven ’ tim e, and 

f r e q u e n tly  changing t im e -s ig n a tu re s . Comprehensive n o te s  a re  added, 

p ro v id in g  su g g es tio n s  fo r  making the  b e s t  use o f t h i s  ex ten s iv e  

s e c t io n , and a lthough  the  s e c tio n s  u s in g  speech and r e c i t a t i v e  a re  

b r i e f ,  th e y  n e v e r th e le s s  p rov ide  a s ta r t in g - p o in t  f o r  f u r th e r  use by 

te a c h e rs .

C a r l O rff h im se lf , in  h i s  In tro d u c tio n  to  th e  f iv e  volumes, d e s 

c r ib e s  ’Schulw erk’ as ’t h i s  f i r s t  a ttem p t to  la y  the  fo u n d a tio n s  in  

p r in t ,  and which can on ly  in c lu d e  a fragm ent o f th e  in h e re n t p o s s ib i l 

i t i e s ’ . These ’frag m en ts’ spread  q u ic k ly  in  t r a n s la t io n s ,  f i r s t  to  

Canada, th en  to  Sweden, the  N e th erlan d s , Denmark, England, F rance, 

P o rtu g a l and Spain. None o f th ese  t r a n s la t io n s  extended beyond th e  

w este rn  re g io n  o f c iv i l i z a t i o n ,  and they  were a l l  s l ig h t ly  v a r ie d  from 

O r f f ’s o r ig in a l  work. When Japan  became in te r e s te d  in  th e  work th e re  

a ro se  th e  q u ite  new problem of th e  e x te n t  to  which ’Schulw erk’ could 

be f i t t e d  in to  an e a s te rn  c i v i l i z a t i o n .  In  1953, P ro fe sso r  Fukui, 

the  D ire c to r  o f the  Musashino Academy in  Tokyo, saw a dem onstra tion  o f 

’Schulw erk’ in  S a lzb u rg . As a r e s u l t  he began to  develop the work in d e

p en d en tly  in  Japan , working on th e  b a s is  of the  ’Schulw erk’ volumes, 

f ilm s  and re c o rd s . The f i r s t  Japanese  music te ac h e r a tten d ed  a course 

in  S a lzbu rg  in  19^7, and th e re  has been a g rad u a l b u ild -u p  of t h e i r  

numbers in  subsequent c o u rse s .



136

An E v a lu a tio n  o f the  *O rff-S chu lw erk’ Method

This i s  based on my p e rso n a l ex p erien ces  a t  ’O r f f ’ co u rses  in  

Germany, s t a r t in g  in  1966, and on my o b serv a tio n s  o f the  use o f 

’Schulw erk’ in  schoo ls  in  England and Germany,

Most o f th e  ’O r f f ’ co u rses  which I  have a tten d ed  were d ire c te d  

by Hans B ergese, to  whom I  have a lre ad y  r e f e r r e d .  H is rem arkable 

s k i l l  as a p e rcu ss io n  p la y e r , and h is  wide experience  as a music 

ed u ca to r in  B e r lin , and w ith  C arl O rff in  Munich and Salzburg  du rin g  

the  e a r ly  years  o f the  e s ta b lish m e n t of O r f f ’s Munich School where 

gym nastics, dance and music were ta u g h t s id e  by s id e , made him an 

id e a l  ’H err D ire k to r ’ , With h is  w ife , B r ig i t t e ,  a tra in e d  te a c h e r  

o f dance and movement, th ey  made an e x c e l le n t  team, capable  o f making 

an immediate im pact, p a r t i c u la r ly  on those  who had t r a v e l le d  c o n s id e r

ab le  d is ta n c e s  from o th e r  c o u n tr ie s ,  and who had l i t t l e  o r no id e a  o f 

what t h i s  new movement was t ry in g  to  ach iev e . Almost w ith in  m inutes 

o f th e  f i r s t  assem bly a t  my f i r s t  course  in  1966, a l l  the  p a r t ic ip a n ts  

were le d  by Bergese in  the  s in g in g  o f the  sp len d id  German ’canon’ , 

’M usikanten’ • • • ’M usica, a rtium  suprema e s t ’ . We were h a s t i l y  

su p p lied  w ith  co p ies  and jo in ed  our new German f r ie n d s  in  the  jo y  

which people o f a l l  ra c e s  can share  in  making music to g e th e r ;  meanwhile 

th e  o th e r  tu to r s  accompanied us on tuned and untuned in s tru m en ts  w ith  

a most im pressive d is p la y  o f im prov isa tion#  I  have always suspec ted  

th a t  t h i s  in tro d u c tio n  was a p iece  o f c a r e f u l ly  designed  ’sa lesm an sh ip ’ ; 

c e r t a in ly ,  as f a r  as I  was concerned, i t  succeeded, and I  wanted to  

know more about a ’m ethod’ which could  so q u ic k ly  e s ta b l i s h  one o f  the
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most Im portan t p r in c ip le s  o f te ach in g  -  t o t a l  invo lvem ent. The sm all 

group o f ’in te r n a t io n a l  s tu d e n ts ’ , m ainly music e d u ca to rs  from England, 

th e  N e th erlan d s , S candinavia  and A u s tr ia ,  soon began to  l e a m  th a t  

th e  m usical s k i l l s  and seeming sp o n ta n e ity  o f our in tro d u c tio n  could 

on ly  be achieved  a f t e r  long  study  and arduous p r a c t ic e .  The work was 

in te n s iv e ,  beginn ing  a t  9 a.m , each day and co n tin u in g  u n t i l  l a t e  in  

th e  even ing .

In  h is  f i r s t  l e c tu r e ,  H err Bergese r ig h t ly  though t i t  n ece ssa ry  

to  warn us o f ’m isco n cep tio n s’ and ’dangerous f i r s t  im p re ss io n s ’ ; he 

d id  t h i s  by drawing up a l i s t  o f ’m istaken i n t e r p r e t a t i o n s ’ -

’ (a) Schulwerk i s  n o t a com plete method of music e d u ca tio n ,

(b) I t  i s  n o t a  c o l le c t io n  o f  com positions and arrangem ents o f fo lk  

tunes fo r  c h ild re n  by C arl O rff and G unild Keetman,

(c ) I t  i s  n o t c h i ld r e n ’ s music in  a  p en ta to n ic  s ty l e ,

(d) I t  i s  n o t a  s e r ie s  o f p ie c e s  w ith  o s t in a to  accompaniments,

(e) I t  i s  n o t a ’f e s t i v a l ’ f o r  p e rcu ss io n  in s tru m e n ts ,

( f )  I t  i s  n o t  a  re c ip e  to  make sweet music l ik e  ’bon-bons’ fo r

c h i ld re n ,

(g) I t  i s  n o t an occasion  f o r  te a c h e rs  to  p re ten d  th a t  th e y  a re  g re a t  

co n d u cto rs , conducting  a philharm onic c h i ld r e n ’ s o r c h e s t r a ’ ,^

Then fo llow ed  the  p o s i t iv e  s id e  -  a summary o f O r f f ’s p r in c ip le s ,

’Schulwerk i s  a  new form o f e lem en ta l music and movement ed u ca tio n , 

c o n ta in in g  the  fo llo w in g  in n o v a tio n s  -

1, Hans Bergese: ’Notes for Orff-Schulwerk Music Courses’, 1966, p, 1,
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(1) I t  has c re a te d  e lem en ta l In s tru m en ts , e s p e c ia l ly  the  b a r - in s t r u 

ments ( s ta b s p ie le ) ,  the  xylophones, g lo c k e n sp ie ls  and m e ta llo -  

phones. Since the  in tro d u c tio n  o f th ese  in s tru m en ts  i t  i s  

p o s s ib le  to  p r a c t is e  music w ith  a l l  c h i ld re n , n o t on ly  w ith  

those who a re  h ig h ly  g i f te d ,  o r  th o se  who can a lre a d y  p lay  

c l a s s i c a l  in s tru m e n ts ; and by means o f b a r-in s tru m e n ts  i t  i s  

p o s s ib le  to  in tro d u ce  the  s c a le s  and in te r v a l s  th rough  l i s t e n in g ,  

lo o k in g , and to u ch in g .

(2) ' O rff-Schulw erk* c re a te d  a new form o f s p e e c h - tra in in g  and new 

c o n ta c ts  between speech and m usic; and so i t  i s  p o s s ib le  to  

in tro d u ce  rhythm , m eters, m otives, b a r-a c c e n ts  and sp e c ie s  of 

tim e by means o f the  sound and rhythm o f words, names, sen te n c es , 

maxims, and poems.

(3) *O rff-Schulw erk* shows a way to  m usical im p ro v isa tio n s  and inven 

t io n s  ( c r e a t iv i t y ) ,  and the  developm ent of in v e n tio n s .

(4) I t  has c re a te d  a new re la t io n s h ip  and connection  between m usic, 

movement, and dancing , aim ing a t  a balance o f e lem en ta l music 

and e lem en ta l movement,

(5) *Orff Schulwerk * c o n ta in s  a c o l le c t io n  o f models f o r  s in g in g , 

p la y in g , and im provising  e lem en ta l music and to  r e a l iz e  scen ic  

m usic-and-dancing games, o r p ie c e s  f o r  an e lem en ta l m u s ic - th e a tre  *

Bergese con tinued  -  * i t  i s  o f te n  s a id  th a t  music should be a  la n g 

uage th a t  a l l  people can u n d e rs tan d . However, th a t  i s  on ly  a h a l f - t r u t h ,

1, Hans Bergese, Ib id ., p. 2.
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Music i s  n o t so sim ple a language as  th e  spoken word; a ls o , e lem en ta l 

music i s  n o t a means fo r  u n d e rs tan d in g  in  the  sense o f language. I t  

i s  r a th e r  a p o s s ib i l i t y  f o r  c o n ta c t in  th e  r e la t io n s h ip  of dance and 

m usical e x p re ss io n , and the  m utual s a t i s f a c t io n  o f  making and l i s t e n 

ing  to  m usic. C onsequently , th e re  i s  e lem en ta l music in  a l l  c u l tu re s ,  

in  the  p r im itiv e  a s  w e ll as in  the  h ig h ly  developed ; and in  s p i te  of 

a l l  th e  d if fe re n c e s  in  the ways o f making music and dancing in  a l l  th e  

d i f f e r e n t  c u l tu r e s ,  we f in d  many th in g s  in  common*

The p e rcu ss iv e  in s tru m en ts  seem to  be th e  most common to  a l l  c u l 

tu r e s ,  as w e ll as  th e  use o f d ro n es , p ip e s , and a v a r ie ty  o f wooden

and m etal o b je c ts  which can be s tru c k . The *O rff-In s tru m en ta riu m *

i s  n o th in g  e ls e  b u t th ese  in  a renovated  form, and i t  i s  th e re fo re  no 

s u rp r is e  th a t  th ese  in s tru m en ts  a re  e a s i ly  and r e a d i ly  accep ted  where- 

ev er e lem entary  music i s  made, Bergese used them, f i r s t  in  t h e i r  

sim ple , p r im itiv e  form s, and much l a t e r  in  the  most s o p h is tic a te d  

and i n t r i c a t e  * o s t in a t i* ,  re q u ir in g  the  use o f two b e a te rs  in  each 

hand,

B r ig i t te  B ergese*s dance and movement c la s s e s  began w ith  sim ple 

e lem en tary  movements, o f te n  a s s o c ia te d  w ith  sim ple f o lk - t a l e s ,  and 

accompanied by hand-drums (tam bours o r tam b o u rin es). As th e se  dances 

and movement e x e rc is e s  became more p h y s ic a l ly  demanding, the  o ld e r 

* s tu d e n ts ' were f r e q u e n tly  reminded o f the  w arning is su e d  in  a l l  O rff 

course  brochures -  'Because o f th e  s tren u o u s  a c t i v i t i e s  in  movement and 

b o d y -tra in in g  c la s s e s ,  i t  i s  im p o rtan t t h a t  th e  a p p lic a n t  i s  in  good

1, Hans Bergese, Ib id ,, p, 2,
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p h y s ica l c o n d itio n * . My ex p erien ces  a t  th i s  co u rse , and a t  subsequent 

co u rses  in  Augsburg (1967) , in  Predeburg (1970), a t  I n s e l  Reichenau 

(Bodensee) in  1975 and again  a t  Predeburg in  1978 confirm ed my e a r l i e r  

im pressions t h a t  the  demands on th e  s tu d e n ts , bo th  p h y s ic a l and m ental, 

were c o n s id e ra b le .

The b a sic  problem of the  s tu d e n t 's  ( t e a c h e r 's )  i n a b i l i t y  to  te ac h  

a l l  the  e lem ents w e ll, and to  rem ain c o n s is te n t  in  h is  te ach in g  o f 

O r f f 's  method became more e v id e n t w ith  each course  th a t  I  a tte n d e d , 

and even more so in  the  co u rses  which I  d ir e c te d  m yself in  sch o o ls  in  

th e  a re a  in  which I  worked in  t h i s  co u n try . In  o b serv ing  th e  'O rf f  

le s s o n s ' g iven  by te a c h e rs  who had a tten d ed  my c o u rse s , i t  was obvious 

th a t  they  were 'te a c h in g  to  t h e i r  own s t r e n g th s ';  th e y  were tem pted 

to  n e g le c t 'm ovem ent', to  c o n ce n tra te  on 'p l a y i n g ',  to  the  d e tr im e n t 

o f s in g in g , to  use p r in te d  music r a th e r  than  to  im p ro v ise . Many tended 

to  u n d e restim ate  th e  value  of sound p e n ta to n ic  t r a in in g ,  w ith  an end- 

p roduct of 18th  C entury dances p layed , o f te n  b ad ly , on g lo c k e n sp ie ls , 

xylophones, sim ple p e rcu ss io n  and R ecorders, Even ' s p e c i a l i s t '  music 

te a c h e rs , whose p ro fe s s io n a l t r a in in g  began w ith  a s tudy  o f academic 

harmony, found i t  d i f f i c u l t  to  a d ju s t  to  the  more f r e e  s ty le s  o f O r f f 's  

renew al o f o ld e r , p r e - c la s s ic a l  te ch n iq u es . Those who had f a i l e d  to  

make a c lo se  s tudy  of th e  method and i t s  ph ilo so p h y , and d id  n o t app ly  

them selves to  th e  te c h n ic a l  s k i l l s  th a t  i t  r e q u ir e s ,  soon f e l l  back on 

what O rff h im se lf  d e sc rib ed  as 'many c o n t in u a t io n s ',  'im provem en ts ', 

'e l a b o r a t io n s ',  and song-books w r i t te n  along O rff-Schulw erk  l i n e s ,  which 

amount to  much c h a f f  and very  l i t t l e  good c o m '.  Success in  th e  use of

1 , C arl O rff , I b i d . ,  The O rff I n s t i t u t ,  p , 5*
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'Schulwerk* can only  come when a l l  the  requ irem en ts  o f the  method 

have oeen f u l f i l l e d ,  w ith  the  r e a l iz a t io n  th a t  i t  i s  an a id  to  c h i ld 

r e n 's  a s s im ila t io n  o f music -  in  E n g lish  term s, a music 'tu to r *  in  

which no c h a p te r  can be n e g le c te d , and y e t l im i t s  i t s e l f  to  la y in g  a 

firm  fo u n d a tio n  f o r  s tu d ie s  y e t  to  come.

J u s t  as Suzuki, in  Japan , was s tru c k  by the  young c h i l d 's  a b i l i t y  

to  l e a m  to  speak th e  language of h is  p a re n ts  -  however com plicated  

i t  m ight be -  so O rff , and o th e r  g re a t  music e d u ca to rs , p e rce iv ed  th a t  

c h ild re n  re -a c te d  to  music in  p re c is e ly  the  same way as th ey  d id  to  

t h e i r  m other-tongue -  th a t  th e re  e x i s t s  a n a tu r a l  way o f a s s im ila t in g  

m usic, 'when i t  comes to  music and c h i ld r e n 's  r e - a c t io n s  to  i t ,  the  

b io -g e n e tic  law i s  a t  work to o ; th e  in d iv id u a l r e c a p i tu la te s  the  

developm ent o f th e  s p e c ie s . However ig n o ra n t we a re  o f m u s ic 's  o r ig in  

we do know th a t  i t  was c lo s e ly  a s so c ia te d  w ith  speech, and in t im a te ly  

r e la te d  to  movement; t h a t  i t  was based on im p ro v isa tio n ; th a t  rhythm 

was i t s  most pow erful e lem ent, to  be slow ly  and g ra d u a lly  tamed by 

melody; th a t  harmony came in to  the  p ic tu re  l a t e .  I t  i s  h ig h ly  s ig n i 

f i c a n t  t h a t  th e  in s t in c t iv e  behaviour o f sm all c h ild re n  fo llo w s the  

h i s t o r i c a l  p a t te m  -  th e y  w i l l  move to  m usic, combine i t  w ith  em otion

a l ly  charged speech; th ey  w i l l  o f te n  im provise and tu rn  u t e n s i l s  in to  

p e rc u ss io n  in s tru m e n ts . Melodic shapes (m ostly  p e n ta to n ic )  w i l l  appear 

l a t e r ,  w hile  harmony has to  w a it u n t i l  i t  i s  taught*

C arl O rff nev er claim ed th a t  'Schulwerk* was a com plete m usical 

ed u ca tio n  fo r  c h ild re n , ' j u s t  as humus in  n a tu re  makes growth p o s s ib le .

1 , A rnold W alter: C a rl O rff -  Music fo r  C h ild ren  -  M ed ita tio n  on
Method, U n iv e rs ity  o f  Toronto, I 969, p , 2 ,
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so elem entary  music g iv es  to  th e  c h ild  powers th a t  cannot o therw ise  

come to  f r u i t i o n  • • . i t  i s  a t  the  prim ary school age th a t  th e  im agi

n a tio n  must be s tim u la te d ; and o p p o r tu n itie s  f o r  em otional developm ent, 

which c o n ta in s  experience  o f the  a b i l i t y  to  f e e l ,  and the  power to  con

t r o l  the  ex p re ss io n  of t h a t  f e e l in g ,  must a lso  be p ro v id ed . E very th in g  

th a t  a c h ild  o f t h i s  age ex p e rien c e s , ev e ry th in g  in  him th a t  has been 

awakened and n u rtu red  i s  a  de term in ing  f a c to r  fo r  the  whole o f h is  l i f e * ,^  

He does c laim  however th a t  *the s t ru c tu re  o f  *Schulwerk* i s  such th a t  

th e  e x is t in g  m a te r ia l  can be developed in  many ways*. I t  s e t s  o u t 

to  la y  a firm  fo u n d a tio n  fo r  m usical s tu d ie s  th a t  may fo llo w , w hether 

th ey  be v o ca l, in s tru m e n ta l, o r  th e o r e t i c a l .  I t s  c o n te n t i s  i n t e r 

r e la te d  and in te g ra te d ,  and i t  stem s from the  c o n v ic tio n  th a t  th e re  

i s  a n a tu r a l  way o f b rin g in g  music and c h ild re n  to g e th e r .

C arl O rff ended h is  a d d re ss , which was g iven  a t  th e  opening o f the  

O rff I n s t i t u t  in  Salzburg  in  196^, w ith  th i s  q u o ta tio n  from S c h i l l e r 's  

'Don C a r lo s ' -  ' i c h  habe des Meinige ge th an . Ihun Sie das I h r e ' -  ' l  

have done my p a r t .  Now do y o u r s '.

How f a r  i s  i t  p o s s ib le  f o r  a music te a c h e r  to  respond to  t h i s  

ch a llen g e  w ith in  the  c o n tex t o f the  B r i t i s h  e d u c a tio n a l system? I  

have o u tlin e d  some o f the  p e rso n a l q u a l i t i e s  re q u ire d  by th e  method 

to  a t t a in  what I  c o n s id e r to  be a h ig h  s tan d a rd  o f t u i t i o n .  I  must 

co n fess  t h a t  only  on ra re  occasio n s  have I  met a  te a c h e r  endowed w ith  

such t a l e n t s .  'S chu lw erk ' needs to  be removed from the  atm osphere o f

1 . C arl O rff , I b i d . ,  -  The O rff  I n s t i t u t ,  p . 5*

2 . C arl O rff , I b i d . ,  -  Hie O rff  I n s t i t u t ,  p . 5*
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the  v e ry  s p e c ia l  'd em o n stra tio n  c o u r s e s ',  w ith  t h e i r  abundance of 

re so u rce  m a te r ia l ,  t h e i r  h ig h ly  s k i l le d  s t a f f s  who always work a s  a 

team o f th re e  o r fo u r l e c tu r e r s  who have s p e c ia l is e d  in  movement, dance 

o r th e  v a r io u s  m usical a re a s  o f ' Schulw erk ' ,  and judged in  the  c o n tex t 

of th e  c lass-ro o m  w ith  one te a c h e r , t h i r t y  o r more c h ild re n , and very  

l im ite d  re s o u rc e s . I t  must a lso  be remembered th a t  th e  e d u c a tio n a l aims 

and o b je c t iv e s  o f every  co u n try  a re  bound up c lo s e ly  to  t h a t  c o u n try 's  

p a r t i c u la r  c h a r a c te r i s t i c s  and n eed s . Hie p h y s ica l e lem ents o f 'S ch u l

w erk ' can e a s i ly  be tra n s p la n te d , b u t i t s  u n d e rly in g  p r in c ip le s  can 

on ly  be adap ted , o r m odified , in  w idely  d i f f e r in g  c o n d itio n s . I  f irm ly  

b e lie v e  t h a t  in  the  f i r s t  im pact o f 'Schulw erk ' (th e  h ig h ly  s k i l le d  

'd e m o n s tra tio n s ' to  which I  have r e fe r r e d  ) l i e s  much o f the  reason  fo r  

the  m isunderstand ing  o f th e se  p r in c ip le s .  In  th i s  ex p erience  many o f 

us th o u g h t we heard  the  en d -p ro d u c t, and n o t what O rff t e l l s  us ought 

to  be done: how i t  should be done i s  la r g e ly  l e f t  to  th e  in d iv id u a l

te a c h e rs .  Hie p ie c e s  co n ta in ed  in  ' Schulw erk' were n ev er in ten d ed  to  

be le a rn e d , o r even to  be perform ed as th ey  s ta n d . Hiey were in ten d ed  

to  be examples o f what m ight be accom plished.

Many 'a rran g em en ts ' have been made, and p ie ce s  w r i t te n ,  in  the 

' s t y l e '  o f 'S ch u lw erk '. Few o f th e se , even when produced by those  who 

worked c lo s e ly  w ith  O rff , reached h is  s ta n d a rd s , and many c o l le c t io n s  

of t r a d i t i o n a l  German songs and dances lo se  t h e i r  sp o n ta n e ity  and 

c h a ra c te r  when t r a n s la te d  in to  E n g lish , F o r tu n a te ly , I  have nev er 

w itn essed  such a perform ance as  the one which Arnold W alter saw in  

Canada -  ' l  a tten d ed  an O rff  dem onstra tion  a t  an in te r n a t io n a l  music 

con ference  where the c h ild re n  perform ed b e a u t i f u l ly ,  d r i l l e d  l ik e
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P ru ss ian  s o ld ie r s  in  the  tim e o f F red e ric k  the  G reat -  and t h i s  in  

th e  name o f im p ro v isa tio n , o f fa n ta sy , o f freedom l* .^

There are  many c o l le c t io n s  o f in te r n a t io n a l  fo lk  songs in  the 

s ty le  o f O rff which have made t h e i r  way in to  p rim ary  sch o o ls .

B erg ese 's  'Europe im L ied ' i s  a book o f arrangem ents o f West European 

songs many o f which would sound unusual to  the  c h ild re n  in  the  co u n try  

o f t h e i r  o r ig in .  In  many cases  the  m elodies have been m odified  to  

f i t  the  sim ple harmonic s t ru c tu re s  of th e  accompanying in s tru m e n ts ; 

t i t l e s  have been re p laced  by a few words from the  f i r s t  l in e  o f the  

song -  e . g . ,  ' i ' l l  s in g  you a song ' (Rio G rande), 'What s h a l l  we do '

(The Drunken S a i lo r ) ,  'When I  was bound a p p re n tic e ' (The L in co ln sh ire  

P oach er). Tempi a re  f r e q u e n tly  u n s u ita b le  -  e .g .  'The L in co ln sh ire  

P oacher' i s  marked 'V iv a c e ',  and many tunes were tru n c a te d  to  f i t  the  

requ irem en ts  o f the  p u b lis h e rs ,  M Sseler, o f Z u rich , to  produce a book 

which in c luded  the  com plete arrangem ent o f each fo lk  song w ith o u t 

s e p a ra te  in s tru m e n ta l p a r t s .  The words o f the  songs were a lso  o m itted . 

For those  who understand  German, B erg ese 's  'Gesungen, G e s p ie l t ' ,  a lso  

p u b lish ed  by MBseler, i s  an e x c e l le n t  c o l le c t io n  of c h i ld r e n 's  songs 

and games, a rranged f o r  v o ices  and O rff in s tru m e n ts . Hie songs a re  

sim ple and d i r e c t ,  and th e  keys a re  c a r e fu l ly  chosen so th a t  th e  young 

v o ic es  a re  never under s t r a i n .  Hie in s tru m e n ta l accompaniments, p a r t i c 

u l a r l y  those  o f the  tuned in s tru m e n ts , re q u ire  some degree o f s k i l l ,  b u t 

a re  n o t beyond the  reach  o f ju n io r s  who are  w e ll p r a c t is e d .  The w rit in g  

f o r  the  untuned p e rcu ss io n  i s  always sim ple b u t in t e r e s t in g ,  and the

1 . Dr. Arnold W alter: The O rff-Schulw erk in  American E du ca tio n , Uni
v e r s i ty  o f Toronto, I 969, p . 2 .



145

whole book, which c o n ta in s  127 t r a d i t i o n a l  songs and games i s  a 

t r e a s u r e - s to r e  f o r  K indergarten  and J u n io r  school c h i ld r e n 's  m usic- 

making, and nev er d e v ia te s  from t o t a l  involvem ent, w ith  som ething 

in te r e s t in g  to  s in g  o r p la y  f o r  a l l  le v e l s  o f m usical a b i l i t y  w ith in  

the group. The book a lso  c o n ta in s  n o te s  f o r  the  te a c h e r  on the p re 

s e n ta tio n  o f the  songs, w ith  i l l u s t r a t i o n s  showing the  c o r r e c t  methods 

o f hand ling  the  p e rcu ss io n  in s tru m e n ts . H iis  ty p i f i e s  B erg ese 's  

thorough teach in g  methods which many E n g lish  te ac h e rs  would f in d  too 

demanding. Reading through some o f the  arrangem ents, I  was reminded 

of the many hours I  sp en t in  h is  c la s s e s ,  bored w ith  the  c o n s ta n t 

r e p e t i t io n s  o f sim ple ph rases  and h is  p e r s i s t e n t  demands f o r  c o n s ta n t 

p e r fe c t io n  in  hand ling  the  in s tru m e n ts . A t the  same tim e, I  always 

f e l t  th a t  th e  h igh  s tan d a rd s  which we somehow always managed to  

achieve in  perform ance j u s t i f i e d  the means.

B erg ese 's  c o l le c t io n s  a re  only  some o f many which aim to  p re se rv e  

the  r ic h  German h e r i ta g e  by f i r s t  te ach in g  the  very  young t h e i r  own 

fo lk  tu n es , and then  a rran g in g  the  songs in  such an a t t r a c t i v e  way, 

w ith  sim ple accompaniments p layed  on r e a l  in s tru m e n ts . T his i s  the  

b a s is  from which th ey  a re  le d  to  the  enjoym ent of m an's g r e a te s t  m usi

c a l  achievem ents by p a th s  th a t  make c le a r  t h e i r  p e rso n a l r e la t io n s h ip  

w ith  t h e i r  c o u n try 's  m usical h e r i ta g e ,  and which i s  so e v id e n t a t  th e  

re h e a rs a ls  and perform ances of German c h o ir s  and o rc h e s tr a s .  They 

a re  indeed fo r tu n a te  t h a t ,  u n lik e  u s , th ey  remained in  the  m ain-stream  

o f w estern  European m usic.

I t  would seem, judg ing  by the  f i r s t - h a n d  in fo rm atio n  which I  

re ce iv ed  from the  many American music te a c h e rs  w ith  whom I  d iscu ssed
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the method du rin g  the  'i n t e r n a t i o n a l '  'S chulw erk ' co u rses  in  Germany, 

th a t  American music ed u ca tio n  has g e n e ra lly  accep ted  th e  p r in c ip le  

th a t  O r f f 's  method should be 'a d a p te d ' to  meet th e  needs o f t h e i r  

co u n try , and th a t  th e re  was a s tro n g  case f o r  in te g ra t in g  the  id e as  

o f O rff and Kodaly in to  t h e i r  music cu rricu lu m . Many were look ing  

a t  th i s  com bination o f methods as  a  more co n cre te  way o f develop ing  

m usical growth -  e .g .  to  h e lp  c h ild re n  to  move in  m usical u n d ers tan d 

ing  from the e a r  to  th e  eye; th a t  a l l  o th e r  'm ean in g fu l' ex p erien ces  

in  s in g in g  had t h e i r  p lace  in  school and should be r e ta in e d .  Most 

o f them exp ressed  the  view th a t  'O r f f '  and 'K odaly ' cou ld  be combined 

n o t on ly  to  meet the  g o a ls  of t h e i r  own p u rposes, b u t a lso  to  enhance 

the g o a ls  and purposes o f the  p rim ary  schoo ls  music te ach in g  methods 

which were a lre a d y  in  u se . That experim ents in  combining the  two 

methods in  American schoo ls were in  e x is te n c e  was e v id e n t from a speech 

which Dr. Arnold W alter, who was re sp o n s ib le  fo r  in tro d u c in g  ' Schulw erk' 

to  the N orth American c o n tin e n t, gave to  the American O rff-Schulw erk 

A sso c ia tio n  a t  t h e i r  f i r s t  Conference a t  B a ll S ta te  U n iv e rs ity , In d ian a  

in  1969. He f i r s t  r e f e r r e d  to  the  s t a t e  o f music in  Canadian sch o o ls , 

which he had a ttem pted  to  e v a lu a te  by means o f  a survey  in  the form of 

a q u e s tio n n a ire  to  a l l  the  p ro v in c e s . ' l  asked a l l  the  u su a l q u e s tio n s  

-  was music a compulsory s u b je c t o r an e le c t iv e ?  How many hours p e r 

week were g iven  to  i t ?  What was being  taugh t?  How was the  a v a ila b le  

time d iv id ed  between s in g in g , in s tru m e n ta l t r a in in g ,  l i s t e n in g  and 

theory? What were the te a c h e rs  l ik e  -  g e n e ra l c lassroom  te a c h e rs , 

' s p e c i a l i s t s '  o r 'p r a c t i c a l '  m usicians? How were they  tra in e d  -  in  

depar"hnents o f m usic, departm ents o f pedagogy. Teachers c o lle g e s , e tc .?

I  w i l l  n o t r e p o r t  here  on the  r e s u l t  o f my en q u iry . I  w i l l  on ly  say
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t h i s :  i f  a l l  the  governments and ag en c ies  connected w ith  ed u ca tio n

had held  a m eeting, and had solem nly agreed to  d isa g re e  on every  con

c e iv a b le  p o in t ,  th e  answers to  my q u e r ie s  would n o t have been much 

d i f f e r e n t* ,^  He went on to  m ention the  d e - c e n tr a l iz a t io n  o f ed u ca tio n  

in  o th e r  dem ocracies -  ' t i n y  S w itze rlan d , f o r  in s ta n c e , has 22 can tons 

w ith  25 departm ents o f ed u ca tio n , each o f them f re e  to  do what i t  

chooses; and in  England i t  sim ply and s o le ly  depends on th e  headm aster 

of a school w hether music i s  being tau g h t th e re  a t  a l l ' • He confessed  

h is  d isappo in tm en t in  the  f a i lu r e  o f music ed u ca tio n  in  Canadian schoo ls 

to  produce what he had hoped would emerge, ' l  caugh t m yself th in k in g  

h e r e t ic a l  though ts  -  h o r r ib le  th o u g h ts  fo r  a man who had wished school 

music on a whole co u n try . Can music be ta u g h t in  schoo ls  a t  a l l ?  -  can 

i t  p o s s ib ly  be done w ell?  Perhaps the  R ussians have a p o in t in  n o t 

teach in g  music in  elem entary  and h ig h  sch o o ls , b u t in  s p e c ia l  music 

schoo ls  running  p a r a l l e l  to  the  grade sch o o ls? ' ?

Dr. W a lte r 's  d isappo in tm en t was obv iously  a warning f o r  the  en th u 

s i a s t i c  Americans who were anxious to  in tro d u ce  'Schu lw erk ' in to  t h e i r  

sch o o ls . He had seen many a ttem p ts  to  combine the  'O r f f  method' w ith  

th e  'K odaly method' j u s t i f i e d  by te a c h e rs  on the  grounds th a t  i f  both 

methods were good t h e i r  com bination would be even b e t t e r .  I t  must be 

r e a l i s e d  th a t  what i s  now known as  th e  'K odaly method' in  Canada had 

been used in  th a t  co u n try  in  i t s  b a sic  form o f John Curw en's 'Tonic 

S o l- f a ' s in ce  i t s  a r r i v a l  w ith  the  flo o d  o f im m igrants from B r i ta in

1 . Dr. A rnold W alter: 'The O rff-Schulw erk in  American E d u c a tio n ',
U n iv e rs ity  of Toronto, I 969, p . 5*

2 . Dr. A rnold W alter, I b i d . ,  p . 4 .

5 . Dr. Arnold Walter, Ib id ., p. 4 ,
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and W estern Europe in  the  19th  c en tu ry , and was w e ll-e s ta b lis h e d  as 

an a id  to  f a c i l i t y  in  read in g  m usic. ' Schulw erk' ,  on the  o th e r  hand, 

s t r e s s e d  im pulse , fa n ta sy , im p ro v isa tio n  -  c h a r a c te r i s t i c s  th a t  do 

n o t  belong to  the  read in g  of p r in te d  's c o r e s ' ,  however v a lu ab le  t h a t  

s k i l l  may be in  i t s e l f .  Dr. W alter, l ik e  many o th e rs  whom I  have met, 

who worked w ith  C arl O rff in  th e  e a r l i e s t  days o f ' Schulw erk' would 

n o t a cc e p t t h a t  read in g  and w r it in g  music could be ta u g h t s im u ltan eo u sly  

w ith  t h e i r  method. For them, t h i s  was j u s t  an o th er a ttem p t to  p u t the 

eyes b e fo re  the  e a rs  -  to  n e g le c t  one o f the  f i r s t  laws o f ed u ca tio n  

which aims to  add ress th e  in n a te  powers of the  c h ild  in  th e  r i g h t  

o rd e r and a t  the  r i g h t  tim e .
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C hapter 6

J u s t in e  Ward, (1879-1976): 'H ia t  A ll May S ing '

In  our exam ination  o f the  work o f Sarah G lover and John Curwen 

we saw th a t  th e  e f f o r t s  to  improve music ed u ca tio n  in  England in  the 

f i r s t  h a l f  o f th e  19 th  C entury were designed  p r in c ip a l ly  tow ards 

r a is in g  the  s tan d a rd s  o f m usic, in  the  form o f co n g re g a tio n a l s in g in g , 

in  our chu rch es . As w e ll as being  an a id  to  w orship , i t  was f e l t  th a t  

s k i l l  in  perform ing v o ca l music would encourage c h ild re n  to  r e t a in  and 

develop t h i s  i n t e r e s t  in  l a t e r  l i f e ,  in  which case music m ight e x e r t  

a c iv i l i z in g  in f lu e n c e  upon th e  young people o f the working c la s s e s .

The Church, in  t h i s  case  the  Roman Church, has su p p lied  the  in s p i r a t io n  

f o r  J u s t in e  W ard's music ed u ca tio n  method which has i t s  ro o ts  in  

G regorian  c h a n t.

D r. Ward, an American, s tu d ie d  music in  h e r own co u n try , and in  

P rance . G regorian  ch an t, w ith  i t s  ro o ts  in  a n t iq u i ty ,  f i r s t  made i t s  

ap pea l to  h e r  in  what she saw as  a r a d ic a l ly  new and o r ig in a l  approach 

to  the  s tudy  o f rhythm -  rhythm n o t on ly  as i t  was used in  th e  ch an t, 

bu t a s  i t  could  be ap p lied  in  a  much w ider sense to  the  music o f any 

p e r io d . T his r e a l i z a t io n  came to  h e r  d u rin g  a p e rio d  o f s tu d y  a t  

Solesmes in  F rance , the  very  c e n tre  o f in v e s t ig a t io n s  in to  th e  h is to r y ,  

and e s p e c ia l ly  th e  perform ance, o f G regorian c h an t. Meanwhile, du rin g  

the  e a r ly  y ears  o f t h i s  c en tu ry , American e d u c a t io n is ts  were re - th in k in g , 

along  modern l i n e s ,  the  e n t i r e  system  of p rim ary  e d u ca tio n . The success 

o f Mrs. W ard's music teach in g  came to  th e  n o tic e  o f Dr. Thomas Edward 

S h ie ld s , a  le ad in g  American e d u c a tio n a l p sy c h o lo g is t, who was f u l l y
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aware of the  e d u ca tio n a l va lue  o f m usic. He in v ite d  h e r to  w rite  

a s e r ie s  o f tex t-b o o k s  fo r  the  use o f music te a c h e rs  in  prim ary  

sch o o ls , and what we now know as the  'Ward Method' i s  th e  r e s u l t  

of h e r  e f f o r t s .

Dr. W ard's method was new in  the  sense th a t  i t  was a system 

designed to  meet the  vocal and m usical needs o f every  c h ild  -  the  

le s s  ab le  as w e ll as the ta le n te d ;  i t  was f o r  th o se  who had l i t t l e  

n a tu ra l  vocal a b i l i t y  as w e ll as  f o r  those  who had good n a tu r a l  v o ic e s . 

For the f i r s t  time i t  b rought a sing le-m inded  c o n c e n tra tio n  to  bear 

on the p ro d u c tio n  of a h igh  q u a l i ty  of vocal tone which could  be 

achieved through rhythm ic movement and games. This led  to  the  most 

im portan t f a c to r  in  the  whole method -  the  c h i l d 's  s e l f  d is c o v e ry .

She tau g h t c h ild re n  n o t on ly  to  ex p ress them selves in  music b u t to  

l i s t e n  to  the  m usical ex p re ss io n s  of the  o th e r  c h ild re n  in  the  c la s s .  

Her vocal t r a in in g  was always d ire c te d  towards the  in d iv id u a l c h ild ,  

never the  whole c la s s ,  and in  t h i s  way (and e s p e c ia l ly  through the  

use o f 's in g in g ' q u e s tio n s  and answ ers) the  c h ild  developed a f e e l in g  

of p e rso n a l involvem ent and r e s p o n s ib i l i ty .  T h is, in  tu rn , le d  n a tu r 

a l ly  to  the t o t a l  involvem ent o f the  whole c la s s  as th ey  perform ed and 

l is te n e d  in  tu rn , meanwhile im proving t h e i r  own a e s th e t ic  Judgement.

Dr. Ward was convinced th a t  h e r method could  be s u c c e s s fu lly  used 

w ith  every  c h ild  she ta u g h t from the  age o f s ix ;  th a t  h e r  p ro g re ss iv e  

and lo g ic a l  s te p s  could  b r in g  h e r p u p ils  to  s in g  w ith  good to n e , to  

read  and w rite  m usic, to  compose, to  conduct, and g e n e ra lly  to  ex p ress  

them selves in  m usical term s as  e a s i ly  as they  le a rn ed  to  ex p ress  them

se lv e s  in  t h e i r  own language. Like Suzuki in  Japan , J u s t in e  Ward
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b e liev ed  th a t  a l l  c h ild re n  were endowed w ith  music t a l e n t  to  some 

d e g re e .

Her method was unique in  th a t  i t  s tre s s e d  th a t  th e  ta s k  o f 

f o s te r in g  ev ery  c h i l d 's  in a te  t a l e n t  should be l e f t  to  the  o rd in a ry  

c la s s - te a c h e r .  While she d id  n o t exclude the  's p e c ia l i s t*  music 

te a c h e r , o r th e  p ro fe s s io n a l m usician , she claim ed th a t  ' th e r e  i s  no 

o th e r  way to  give each c h ild  h is  m usical h e r i ta g e  . . , where, among 

p ro fe s s io n a l  m usicians w i l l  we f in d  the p a tie n ce  and t a c t  re q u ire d  

fo r  music to  be a growth from w ith in , r a th e r  than  a r ig id  form 

imposed from w ithou t?  And f i n a l l y ,  where would our sch o o ls  f in d  

the means to  fin an ce  th i s  v a s t  army of p ro fe s s io n a l m u s ic ia n s ? '.^  

P ro fe s s io n a l m usicians were n o t excluded from h e r c lass-ro o m . Her 

system  re q u ire d  the p ro fe s s io n a l judgem ents o f v i s i t i n g  music te a c n e rs  

who could  ad v ise  the  c la s s - te a c h e r  on such m a tte rs  as  to n e -q u a li ty ,  

p i te n ,  rhythm and in te r p r e ta t io n .

Dr. W ard's system was a lso  unique in  the  f a c t  th a t  i t  was th e  f i r s t  

method to  take  p o s i t iv e  s te p s  to  h e lp  c h ild re n  who had d i f f i c u l t y  in  

'p i t c h in g ' t h e i r  v o ic e s , thus e lim in a tin g  the  problem o f the  young 

'g ro w le rs ' whose l im ite d  v ocal range o f te n  m arred the  s in g in g  of the  

whole c l a s s .  'T eachers  u s in g  h e r tech n iq u es  f in d  th a t  in  a m a tte r  of 

weeks th e re  a re  no more 'g ro w le rs ' l e f t  in  the  c la s s  and the  fa b le  of 

'to n e -d e a fn e s s ' i s  exploded once and fo r  a l l ' .  T h is, and the  many

1. J u s t in e  Ward: Look and L is te n , Ward Method P u b lic a tio n s , Washing
ton  D .C ., and Ward Method C en tre , Newnham C o lleg e , Cambridge, 
England, 1976, p . 2 .

2 . J u s t in e  Ward: H ia t a l l  may S ing , Ward Method P u b lic a tio n s , Wash
in g to n  D .C ., and Ward Method C en tre , Newnham C o lleg e , Cambridge, 
England, 1976, In tro d u c tio n .
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o th e r teach in g  s k i l l s  th a t  Dr. W ard's system demands, can only  be 

acqu ired  by a tte n d in g  th e  in te n s iv e  'Ward Method' co u rses  where the 

c la s s - te a c h e r  re c e iv e s  a thorough t r a in in g  which i s  given by p ro fe s s 

io n a l m u sic ian s . The co u rses  a re  co n cen tra ted  and arduous, and a re  

u s u a lly  held  d u ring  school h o lid a y s . The f i r s t  course  le av e s  those 

who a tte n d  in  no doubt as  to  the  aims and o b je c t iv e s  o f th e  method 

and to  the  n e c e s s i ty  o f keeping  s t r i c t l y  to  the  teach in g  m a te r ia l  s e t  

ou t in  the  f i r s t  book. 'T h is  book c o n ta in s  the  f u l l  teach in g  m a te r ia l  

f o r  the  most im p o rtan t y ear o f the  c h i l d 's  m usical ed u ca tio n , the  f i r s t . 

H iis  i s  when the  e a r  re c e iv e s  i t s  i r r e p la c e a b le  e a r ly  t r a in in g  and when 

rhythm ic response can be the  most n a tu r a l ly  and u n se lfc o n sc io u s ly  

roused and developed . . .  As the  method i s  an organ ic  whole, every  

in d iv id u a l e x e rc is e , each new a c t i v i t y  le ad s  to  the  n e x t in  lo g ic a l  

sequence. For t h i s  re a so n , i t  i s  of the  u tm ost im portance to  fo llow  

the sequence e x a c tly  and n o t to  o u s t any î!>art of i t ' . ^

Dr. W ard's method was a lso  unique in  th a t  h e r  sound teach in g  

p r in c ip le s  were equated  w ith  the  o th e r  su b je c ts  in  the  cu rricu lum  and 

ap p lied  in  the  same manner. Her le sso n s  took the form o f s h o r t ,  tw enty 

minute p e rio d s  o f co n cen tra ted  work in  which she only  d e a l t  w ith  one 

d i f f i c u l t y  a t  a tim e . In  t h i s  way she could  focus th e  whole a t te n t io n  

o f the  c la s s  on a p a r t i c u la r  m usical problem and then  allow  them to  

r e la x .  The c a r e fu l ly  s tru c tu re d  te ach in g  moved w ith  lo g ic a l  p ro g re s s 

io n , u n fo ld in g , in  tu rn , the  e lem ents o f p i tc h ,  rhythm, tone q u a l i ty ,  

n o ta tio n  e t c .  and g ra d u a lly  le ad in g  each c h ild  to  i t s  own p e rso n a l

1 . J u s t in e  Ward, Look and L is te n , In tro d u c tio n .
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d isco v e ry . By t h i s  means she enabled  h e r c h ild re n  to  move from 

th e i r  f i r s t  im ita t iv e  s ta g e s  to  a s tag e  o f r e f le c t io n  and u lt im a te  

freedom and thence to  h e r u lt im a te  o b je c tiv e  when they  would begin  

to  h ear sim ple p h rases  inw ard ly , and then  move by slow , and c a r e f u l ly  

guided s te p s  to  an inward h ea rin g  of b roader and more com plicated  

p h ra se s .

Hie Ward Method in  D e ta il

T rain ing  Courses fo r  Teachers

There a re , in  a l l ,  fo u r  co u rses  which cover the  m a te r ia l  con ta in ed  

in  th re e  books, which to g e th e r  c o n ta in  the  m a te r ia l  fo r  the  whole 

sequence of m usical ed u ca tio n  f o r  c h ild re n .

Course 1 : This covers the  b a sic  p r in c ip le s  o f music and the  tech n iq u es

of the  Ward Method. I t  r e q u ire s  no p rev io u s  m usical t r a in in g  b u t w el

comes an a b i l i t y  to  'p itc h *  a n o te  w ith  reaso n ab le  accuracy  and an 

a b i l i t y  to  s in g  p le a s a n t ly .  I t  en ab le s  te a c h e rs  to  p u t in to  p ra c t ic e  

e x p e r t vocal t r a in in g  fo r  c h ild re n  ( in c lu d in g  the  tech n iq u es  and e x e r

c is e s  needed to  teach  the  'g ro w le rs ' how to  p i tc h  t h e i r  v o ic e s ) .  Hie 

Course covers a l l  the m a te r ia l  f o r  the  f i r s t  y ear o f th e  c h i ld r e n 's  

m usical edu ca tio n  -  the  e lem ents of p i tc h ;  th e  m ajor mode; e a r  t r a i n 

in g ; rhythm and movement;' m usical n o ta t io n ;  c re a t iv e  work (in c lu d in g  

sim ple im p ro v isa tio n ); the  fo rm ation  o f a r e p e r to i r e ;  f i r s t  s te p s  in  

conducting .
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Course 2 ; This co n tin u es  the  work in  Course 1, and p ro g re sse s  from 

the Major mode to  the  SOH mode w ith  SOH as Tonic, and the n a tu r a l  

Minor mode. The rhythm ic t r a in in g  i s  f u r th e r  developed and covers 

such elem ents as Compound tim e and f re e  rhythm . Im p ro v isa tio n  and 

sim ple Com position c o n tin u e , and tech n iq u es  o f s e t t in g  words to  music 

a re  s tu d ie d . Course 2 covers  a l l  the  m a te r ia l  f o r  the  second and 

th i r d  years  of the c h i l d 's  m usical ed u ca tio n .

Course 5 » This proceeds to  an und ers tan d in g  o f m odulation and a 

deeper knowledge o f the  Modes used in  fo lk -m u sic , and in  much o th e r  

sacred  and s e c u la r  m usic, a n c ie n t and modem. S inging  in  p a r t s  i s  

in tro d u ced , and Course members are  tra in e d  in  the  techn ique o f conduct

ing  the  m usic. Course 5 covers  a l l  the  m a te r ia l of the  c h i l d 's  fo u r th  

and f i f t h  y ears  o f m usical ed u ca tio n .

Course 4 : This co n tin u es  the  work o f s in g in g , te ach in g  and conducting

c h o ra l music in  th re e  and fo u r p a r t s .  I t  d e a ls  w ith  th e  problem of 

en ab lin g  boys whose v o ices  a re  changing to  p a r t i c ip a te  to  th e  f u l l  in  

the  work o f the  c la s s  w ith o u t harm to  t h e i r  v o ic e s . M usical a p p re c ia 

t io n  and the  h i s to r i c a l  developm ent o f music form a la rg e  p a r t  o f the  

co u rse . A p r a c t ic a l  s tudy  i s  made o f the  d i f f e r e n t  in s tru m en ts  o f the 

O rch es tra  and o f m usical s ty le s  and form s. The Course c o n ta in s  the 

m a te r ia l  fo r  th e  s ix th ,  seven th  and e ig h th  y ea rs  o f th e  c h i l d 's  musi

c a l  ed u ca tio n .



155

Lesson Planning

Ihe Ward IVfëthod recommends a s h o r t ,  d a i ly  p e rio d  o f t u i t i o n ,  and 

each c h ap te r o f the  f i r s t  book c o n ta in s  m a te r ia l  fo r  f iv e  tw enty-m inute 

le s so n s , which makes up a com plete w eek 's programme o f s tu d y . Most 

good c la s s - te a c h e rs  can f in d  time to  f i t  in  a  sh o r t  p e rio d  o f music 

every  day, and a l l  the  c h i ld r e n 's  work w i l l  b e n e f i t  from th i s  t r a in in g  

in  i n t e l l i g e n t  l i s t e n in g ,  c o -o rd in a tio n , c o n c e n tra tio n  and s le f -e x p re s s io n .

A w ell-p lanned  le sso n  i s  the te a c h e r 's  p e rso n a l c o n tr ib u tio n  to  

the  Method. He must arrange  h is  m a te r ia ls  so th a t  a c t i v i t i e s  re q u ir in g  

g re a t  c o n ce n tra tio n  w i l l  a l te r n a te  w ith  re la x in g  o r sem i-re lax in g  ones. 

Every a c t i v i t y  w i l l  lead  q u ite  n a tu r a l ly  tow ards the  d isco v e ry  o f a 

song to  be sung by the  c h ild re n  a t  th e  end o f the  tw enty-m inute le s s o n .

A G eneral p lan  o f a ty p ic a l  tw enty-m inute le sso n  by the  

Ward Method fo r  the  f i r s t  year

Vocal T ra in ing  

(two m inutes) 

(sem i-re lax in g )

To p lace  the  vo ice  and to  develop the  c h i l d 's  

vocal q u a l i ty ,  aim ing a t  p u r i ty ,  resonance and 

p e r f e c t  in to n a tio n .

P itc h  T ra in ing  

(two m inutes) 

(maximum concen

t r a t io n )

Rhythmic T ra in ing  

( th re e  m inutes) 

( re la x in g )

To t r a i n  the  c h ild  to  p i tc h  n o te s  c o r r e c t ly  and 

to  s tu d y  the  r e la t io n s h ip  o f the  d i f f e r e n t  

degrees of the  s c a le  in  the m ajor mode.

To arouse and develop the  c h i l d 's  l a t e n t  sense 

o f rhythm through g e s tu re s  and th e  s tu d y  of 

rhythm ic p a t te r n s .
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L is te n in g  Games 

(one m inute)

'Looking* and 'Remem

b e r in g ' Games 

(one m inute)

(maximum c o n c e n tra tio n )

Vocal T ra in ing  

(two m inutes)

( sem i^re lax ing )

Rhythmic D ic ta t io n  

( th re e  m inutes)

(se m i-re la x in g )

S ta f f  N o ta tio n  

(two m inutes)

( sem i-re lax in g )

C rea tiv e  Work 

(two m inutes)

(re la x in g )

Perform ance o f a Song 

(two m inutes)

(re la x in g )

A p re p a ra tio n  f o r  m usical d ic t a t io n ,  and 

an e s s e n t ia l  p a r t  of the  c h i l d 's  a u ra l

(maximum c o n ce n tra tio n ) t r a in in g .

T ra in in g  in  ra p id  o b se rv a tio n  and memor

iz a t io n ,  to  p repare  good s ig h t- r e a d e r s .

As above, and half-w ay  th rough  th e  le sso n , 

t h i s  a c t i v i t y  w i l l  fresh en -u p  the  c h i ld r e n 's  

v o ic e s .

To teach  a c h i ld  to  w rite  down rhythm ic 

p a t te rn s  as he reco g n izes  them, and to  do 

so a t  the  same tempo.

To teach  the c h ild  to  read  and w rite  

music from S ta f f  n o ta t io n .

To enab le  th e  c h ild  to  ex p ress  h im se lf 

in  m usic; im p ro v isa tio n  and com position .

This i s  the sy n th e s is  o f the  whole le s s o n .

Hie m usical e x e rc is e s  f o r  each o f the  above s e c tio n s  need to  be 

co n sidered  in  d e t a i l ,  to g e th e r  w ith  th e  accompanying p h y s ic a l movements.
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o r 'g e s tu re s * .

The Ward Method makes g re a t  use o f b o d ily  'G e s tu re s ' as a id s  to  

the  a cc u ra te  p itc h in g  o f n o te s , and in  rhythm ic movement. H iere are  

th re e  b a sic  g e s tu re s  -  M easuring g e s tu re . Rhythmic p a t te rn  and F in g e r 

n o ta t io n . In  th e  M easuring g e s tu re , when s in g in g  the  f i r s t  n o te  of 

the  s c a le ,  DOH, the  c h ild  p la ce s  h is  b en t arm, w ith  f in g e r s  ex tended, 

a c ro ss  the  f r o n t  of h is  body so th a t  th e  arm i s  p a r a l l e l  w ith  the 

f lo o r .  For the second no te  of the  s c a le , RAY, the  arm i s  r a is e d  a 

few in c h es , and so on.

Hie Rhythm g es tu re  i s  in  two s e c t io n s .  In  Rhythmic g e s tu re  I ,  

the  whole body i s  ra is e d  on the  to e s ,  and the  arms a re  swung upwards, 

and to g e th e r , to  one s id e  of the  body to  in d ic a te  a h ig h e r n o te . The 

body i s  lowered (arms s l ig h t ly  low ered) to  in d ic a te  a low er n o te .

Rhythmic g e s tu re  I .

down

In  Rhythmic g e s tu re  I I ,  the  body i s  r a is e d  on the  to e s , and the  arms 

swung upwards to  each s id e  to  head h e ig h t to  in d ic a te  a h ig h e r n o te . 

The whole body i s  low ered, w ith  arms low ered to  sh o u ld er h e ig h t to  

in d ic a te  a  low er n o te .

Rhythmic g e s tu re  I I .

An example w ith  melody -
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F in g e r N o ta tio n  i s  shown by r a is in g  the hand, palm forw ard and 

f in g e rs  l i g h t l y  c lenched . The fo u r th  ( l i t t l e  f in g e r )  i s  r a is e d  f o r  

DOH ( l ) ,  the  th i r d  and fo u r th  f in g e r s  fo r  RAY (2 ) , and so on. The 

th re e  G estu res a re , of co u rse , used ind ep en d en tly ; th ey  a re  e a s i ly  

and q u ic k ly  l e a m t ,  and become an a lm ost n a tu ra l  p a r t  o f th e  v ocal 

e x e rc is e s  and sim ple songs in  the  e a r ly  s ta g e s  o f th e  Method.

T ra in in g  in  p i tc h  begins as soon as the  c h ild re n  a re  ab le  to  

produce good, firm  tone w ith  co n fid en ce . Hie c la s s  i s  u s u a lly  d iv id ed  

in to  th re e  groups accord ing  to  t h e i r  n a tu ra l  v ocal a b i l i t y ,  and in  a l l  

the  c la s s e s  which I  have observed, th e  b e g in n e rs ' groups a re  g iven 

names -  e .g .  'R o b in s ' fo r  those whose v o ices  a re  as y e t u n s e t t le d  -  

'T h ru sh es ' f o r  those  w ith  v o ices  o f b e t te r  q u a l i ty  -  'L a rk s ' o r 

'H L ack -b ird s ' fo r  those  who s in g  w e ll .  I  have nev er been aware o f 

any c h i l d 's  resen tm en t a t  being p laced  in  a low er group. Movement 

upwards through the  groups i s  fre q u e n t in  the  e a r ly  s ta g e s . In  the  

f i r s t  Ward Method le sso n  which I  observed, in  a c la s s  o f s ix -y e a r -o ld  

c h ild re n , the  whole group o f 'R o b in s ' were moved e a s i ly  (and w ith  com

p le te  j u s t i f i c a t i o n )  by the  te a c h e r  in to  the  'H iru sh e s ' g roup. W ithin 

tw enty m inu tes, th re e  o f the  young 'R o b in s ',  who began by m ono-toning, 

were ab le  to  move t h e i r  v o ices  c o n f id e n tly  w ith in  a m ajor th i r d .

In  vocal t r a in in g  the Ward Method te a c h e rs  a re  g iven  th e  aim o f 

tran sfo rm in g  th e  c h i ld r e n 's  v o ices  from o rd in a ry  speaking v o ices  in to  

p le a s a n t 'm u sica l in s tru m e n ts '.  Hie n a tu r a l  range o f the  c h i l d 's  s in g in g  

vo ice  a t  the  age o f s ix  i s  s e t  a t  E -E ';  the  te a c h e rs  use th e  s y l la b le  

NU, w ith  the vowel as  'OO'. Hie c h ild re n  a re  then  ta u g h t to  p ro je c t  

t h i s  sound forw ard and upward, aiming a t  a  p o in t behind th e  eyes where



159

maximum resonance can be found. The o b je c t  of t h i s  e x e rc is e  i s  to  

h e lp  the c h ild re n  to  produce a p u re , su s ta in e d  f l u t e - l i k e  q u a l i ty  by 

u s in g  the tongue and l i p s  as an 'e x p lo s iv e * ; the  buzzing sound of 

the  prolonged i n i t i a l  consonant i s  exaggera ted  to  h e lp  the  c h ild re n  

to  a c tu a l ly  f e e l  what i s  happening in s id e  t h e i r  mouths, and to  provide 

a 'p la tfo rm ' fo r  the  launch ing  of th e  vowel sound in  th e  r i g h t  d i r e c 

t io n .  T h is, o f co u rse , i s  one o f th e  fundam entals o f vo ice  p ro d u c tio n  

(b re a th  c o n tro l i s  in tro d u ced  g ra d u a lly )  and, as i t  i s  ta u g h t in  the 

very  e a r l i e s t  s tag e s  o f the  method, becomes a n a tu r a l ,  and im p o rtan t 

elem ent in  an e a r ly  e s ta b lish m e n t o f pure vocal q u a l i ty .

Vocal E x e rc ise s

The Ward Method c a r e f u l ly  o u t l in e s  th e  s te p s  fo r  the  guidance of 

te a c h e rs  in  the use o f vocal e x e rc is e s .  As each le sso n  beg ins w ith  

two m inutes of th e se  e x e rc is e s ,  they  are  im portan t n o t only  fo r  t h e i r  

i n t r i n s i c  v a lu e , b u t s e t  a h igh  s tan d a rd  o f d is c ip l in e d  perform ance 

fo r  th e  whole le s so n .

(a) The te ac h e r -  o r a c h ild  who has a good n a tu ra l  vo ice  -  s in g s  the  

vo ca l e x e rc is e , u s in g  the a p p ro p ria te  g e s tu re  (ex p re ss iv e  or 

rhythm ic) i f  i t  i s  re q u ire d  -  e .g .

| L /  ' ' ' (
E x erc ise  l a ,  \\ Î # , , , 11 /= A|? o r Bl?

f o r  tim bre alone

l b .
I
Nu

Ai? o r Bb
fo r  tim bre and rhythm .
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(b) A group o f c h ild re n  (using  Group 1 o r 2) re p e a ts  the  e x e rc ise  

s e v e ra l tim es, u s in g  the a p p ro p ria te  g e s tu re . The te a c h e r  g ives 

the p i tc h  o f the f i r s t  no te  b u t does n o t s ing  w ith  th e  c h i ld re n .

(c) The same group of c h ild re n  s in g s  the  v ocal e x e rc ise  once more, 

bu t w ith o u t g e s tu re , and the  te a c h e r  t e l l s  the  c h ild re n  to  ' l e t  

us h e a r the  g e s tu r e ' .  These g e s tu re s  a re  n o t meant to  be an end 

in  them selves, however g ra c e fu l th ey  may seem; they  a re  the  

means to  an end -  namely, the  m usical r e s u l t s  which th ey  he lp

to  ach iev e .

(d) The te a c h e r  then  re p e a ts  th e  e x e rc ise  w itn  th e  o th e r group. Each 

time a group has sung, the  l i s t e n in g  groups w i l l  g ive an op in ion  

of the  vocal q u a l i ty  produced by the  s in g e rs .

(e) The te a c h e r  th en  p lay s  a few 'p itch -m atch ing*  games w ith  in d iv i 

dua l members o f Group 5 ( 'n o n - s in g e r s ') .  These games a re  used 

to  h e lp  young c h ild re n  to  'f in d *  th e i r  s in g in g  v o ic e s . F i r s t ,  

the te a c h e r  dem onstrates the  d if fe re n c e  between sim ply r e c i t in g  

the words o f a well-known song and s in g in g  i t  w ith  th e  tu n e .

Once the c h ild re n  have grasped the  d if f e r e n c e ,  th e  te a c h e r  shows 

them how to  produce a m usical sound them selves. They a re  tau g h t 

to  open t h e i r  mouths, w ith  round l i p s ,  and to  s in g  the  f i r s t  e x e r

c is e  quoted above. As they  do t h i s ,  the  te a c h e r  n o te s  which c h ild  

cannot produce a m usical no te  a t  th e  r i g h t  p i tc h  (Ab), and th e se  

c h ild re n  a re  ga th ered  in  a group in  the  f r o n t  o f  th e  c la s s ,  w ith  

the  b e t t e r  s in g e rs  behind them. In  th i s  way th e  te a c h e r  i s  ab le  

to  give them p le n ty  o f in d iv id u a l a t te n t io n .
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The Game o f P i tc h - o a l ls

(a) Hie te a c h e r  c a l l s  to  one of th e  c h ild re n  and s in g s  a sh o r t  b ird 

c a l l ,  such as "cuckoo* in  the  h ig h e s t  p a r t  o f a young c h i l d 's  

n a tu r a l  r e g i s t e r ,  e .g .  f  I7  an---------- rr c f .  'O rf f  Schul-17 ^ r ~l ‘.... ÏÏ u r i i  ocnuj.-
|Tb ' ' ) " II w erk ' (C hapter 5)

Cuck-oo

(b) The c h ild  t r i e s  to  answer in  a s in g in g  v o ice , and a s h o r t  d ia lo g u e , 

o r 'nonsense c o n v e rs a t io n ',  fo llo w s between th e  te a c h e r  and the  

c h i ld ,  to  h e lp  him to  g e t th e  f e e l  o f c o n tro l l in g  a n o te  w ith in  

h is  ran g e . When the c h ild  has come as n e a r as he can to  m atching 

th e  t e a c h e r 's  n o te s , the te a c h e r  b rin g s  down h is  p i tc h  to  match 

th e  c h i l d 's ,  and s in g s  an easy  q u es tio n  to  him on a monotone a t  

th e  lower p i tc h ,  e .g . .

c? What i s  your name?

This i s  sometimes accompanied by a throw ing a c tio n  o f the te a c h e r 's  

and p u p i l 's  arms, as in  a throw ing game, and a m usical q u e s tio n  and 

answer i s  to sse d  between them.

(c) F in a l ly ,  the  te a c h e r  s in g s  him a c le a r  model f o r  E x e rc ise  1 , s t i l l  

a t  the c h i l d 's  own p i tc h .  The c h ild  t r i e s  to  im i ta te ;  and h is  

e f f o r t s  a re  p ra is e d , u s u a lly  by the  whole c la s s ,  w hether th ey  have 

been su c c e ss fu l o r n o t .  I  have never seen a c h i ld  em barrassed by 

i n i t i a l  f a i lu r e  in  th i s  e x e rc is e . In  a  r a th e r  unusual way, the  

co n cen tra ted  a t te n t io n  o f th e  r e s t  of th e  c la s s  su p p o rts  him in  

h is  e f f o r t s  and c re a te s ,  a t  t h i s  very  e a r ly  s ta g e , a ra p p o rt 

between perform er and l i s t e n e r  -  an o p p o rtu n ity  f o r  th e  p u p il  to
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ex p ress  h im se lf in  the  s im p le s t te rm s, and fo r  the  c la s s  to  le a rn  

to  l i s t e n .  Ih e re  i s  a rem arkable p e rso n a l involvem ent and sense 

of r e s p o n s ib i l i ty  in  t h i s  sim ple e x e rc is e . There i s  a  f e e l in g  

o f co rp o ra te  endeavour in  which th e  a e s th e t ic  judgement o f th e

c la s s  beg ins to  be formed as  th e y  a sse ss  the  p ro g ress  o f o th e rs

and aw ait t h e i r  own tu rn  to  perform .

The game o f 'p i tc h - c a l l s *  becomes an accep ted  fe a tu re  a t  the

beginn ing  of each le sso n , w ith  th e  gap between the  c h i l d 's  p i tc h  and

th e  te a c h e r 's  model g ra d u a lly  d e c rea s in g  u n t i l  th ey  a re  p e r f e c t ly  

m atched. This always seems to  be an occasion  f o r  g re a t  d e l ig h t  fo r  

th e  r e s t  o f the  c la s s ,  and a f in e  sense o f achievem ent fo r  the  p u p i l .  

The a b i l i t y  to  p i tc h  n o te s  a c c u ra te ly  comes as a n a tu r a l  p a r t  of a 

c h i l d 's  c o -o rd in a tio n a l developm ent. Some c h ild re n  take lo n g e r to  

achieve t h i s ,  b u t every  c h ild  i s  capab le  of doing i t  u n le ss  he has 

some se r io u s  p h y s ic a l handicap , such as  d e fe c tiv e  h e a r in g . The Ward 

Method te a c h e r  w i l l  n o t a ccep t ' to n e -d e a fn e s s ' in  norm ally  h e a lth y  

c h i ld re n .

P itc h  E x e rc ise s

A ll p i tc h  e x e rc is e s  in  th e  method a re  sung by u s in g  s o l - f a  s y l l a 

b le s .

(a) The te a c h e r  s in g s  the  p i tc h  of th e  f i r s t  n o te , ta k in g  th e  key

in d ic a te d  in  th e  book. The c h ild re n  show th e  n o te  w ith  the  meas

u rin g  g e s tu re  and observe th e  group o f n o te s  to  be sung -  e . g . .
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Blackboard Diagram

Ex. 1 (1 = Aj?) 1 2 
1 2  1 1 2  2

2  l l  
1 2 1 2 11

(b) The c h ild re n  s in g  the  l in e s  o f the  e x e rc ise  as th e  te a c h e r  p o in ts  

to  the  n o te s  w ith  th e  green end o f th e  p o in te r .  A n o te  shown w ith  

th e  red  end i s  to  be th o u g h t, 'su n g  in  the h e a d ',  b u t n o t o u t lo u d . 

The c h ild re n  s in g  th ese  e x e rc is e s  c o l le c t iv e ly ,  in  groups, o r 

in d iv id u a l ly ,  u s in g  the  m easuring g e s tu re .

(c ) The te a c h e r  checks the  p i tc h  a t  th e  end o f each group of n o te s  -  

ne never s in g s  w ith  th e  c h i ld re n .

In  p i tc h  e x e rc is e s  the te a c h e r  must i n s i s t  on p e r f e c t  accuracy  -  

t h i s  i s  the  b a s is  f o r  secure  in to n a t io n .  Eacn e x e rc is e  i s  s tu d ie d  very  

c a r e f u l ly ,  b u t th e  te a c h e r  need n o t s ta y  too  long on each once; each i s  

a fo u n d a tio n  f o r  the  e x e rc ise  th a t  fo llo w s , which, in  i t s  tu rn , p e r f e c ts  

what has been l e a m t  in  the  p reced ing  le s s o n s .

P lay ing  'L is te n in g ' Games

The te a c h e r  u s u a lly  chooses one o r two ph rases  t h a t  a re  good i l l u s 

t r a t i o n s  of th e  p i tc h  e x e rc ise  s tu d ie d  du rin g  the  le s s o n , and which may 

be found in  the  f i n a l  song to  be 'd is c o v e re d ' a t  the  end o f the  le s s o n .

These e x e rc is e s  a re  used fo r  t r a in in g  in  ra p id  o b se rv a tio n  and m em orization.
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The corresponding  diagram  i s  w r i t te n  on th e  board -

L is te n in g  

( 1 = A&)  1 2 2

1 1 2

Song 1 . (1 = Ab)

Song 2 . (1 = Ab)

(a) The te a c h e r  s in g s  th e  f i r s t  n o te , g iv in g  i t s  name, e . g . ,  'H ere i s  

DOH*. The c h ild re n  then  show th e  p o s i t io n  of t h i s  n o te  u s in g  th e  

m easuring g e s tu re .

(b) The te a c h e r  s in g s  th e  f i r s t  ph rase  (*) u s in g  'N U '. The c h ild re n  

l i s t e n  c a r e f u l ly ,  keeping  t h e i r  eyes on th e  diagram , and they  t r y  

to  fo llow  the  r i s e  and f a l l  o f the  ph rase  w ith  t h e i r  m easuring 

g e s tu r e ,

(c) The te a c h e r  g ives th e  p i tc h  o f th e  f i r s t  n o te  ag a in , and th e  

c h ild re n  re p e a t th e  phrase on 'NU', u s in g  th e  m easuring g e s tu re .

(d) The te a c h e r  g ives th e  p i tc h  of the  f i r s t  n o te  once more, and th e  

c h ild re n  re p e a t th e  p h rase , t h i s  tim e s in g in g  on the  s o l - f a  names, 

w ith  th e  m easuring g e s tu re .

(e) The c h ild re n  re p e a t th e  phrase  on th e  s o l - f a  names, u s in g  f in g e r  

n o ta t io n . They s in g  i t  f o r  th e  l a s t  tim e , u s in g  t h e i r  f in g e r s ,  

and w ith  t h e i r  eyes c lo se d .
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( f )  A f te r  the  f i r s t  few weeks, a ph rase  from a l i s t e n in g  game may 

f i n a l l y  be w r it te n  on the  board in  number o r s t a f f  n o ta t io n .

Looking and Remembering Games

One o r two s u ita b le  ph rases  a re  chosen fo r  th ese  games, as fo r  

th e  l i s t e n in g  games. As the c h ild re n  become more ex p erien ced , the  

p h rases  may be s l ig h t ly  lo n g er than  th e  ones fo r  l i s t e n in g  games.

e .g .  1 2  2 1

(1 = Ab) 1 1 2  2

1 1 1 2

(a ) The te a c h e r  s in g s  the f i r s t  n o te , g iv in g  i t  i t s  name, e .g .  *Here

i s  DOH*. The c h ild re n  show the  p o s i t io n  o f t h i s  n o te  w ith  the

m easuring g e s tu re .

(b) The te a c h e r  p o in ts  f a i r l y  r a p id ly  to  a phrase o f n o te s  on the 

diagram  -  the  phrase which he has chosen. He u ses  th e  red  end 

of the  p o in te r ,  as th ese  n o te s  must be * though t* . Hie c h ild re n  

observe in  s i le n c e ;  then a t  a s ig n  from the  te a c h e r  th ey  sing  

th e  phrase  from memory, u s in g  the  m easuring g e s tu re .

(c) The same game can be p layed  u s in g  f in g e r  n o ta t io n .  The te ac h e r

shows th e  n o te s  s i l e n t ly  on h is  f in g e r s ,  h o ld in g  h is  hand c lo se

to  h is  sh o u ld er ( * th in k  n o te s* ) . The c h ild re n  w atch, then  sing  

th e  n o te s  o u t loud , showing them on t h e i r  f in g e rs  w ith  arms 

extended forw ard ( 'n o te s  to  be sung*).

(d) A nother v a r ia n t  o f th i s  game i s  p layed  by w rit in g  a s h o r t  phrase
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on the board in  number n o ta t io n  -  l a t e r  in  s t a f f  n o ta t io n .  The 

te ac h e r s in g s  the  name o f th e  f i r s t  n o te , w hile the  c h ild re n  

observe in  s i le n c e .  The te a c h e r  ru b s  ou t the  p h rase , and the  

c h ild re n  s in g  i t  from memory w ith  th e  m easuring g e s tu re .

In  a l l  th e se  games, when the  c h ild re n  reach  the  p o in t when they  

s in g  the  phrase  from memory, the  te a c h e r  l i s t e n s  a t t e n t iv e ly  b u t in  

no way does^ he h e lp  the  c h ild re n . O therw ise the  whole p o in t  o f the  

game would be l o s t .

Rhythmic T ra in in g

In  h e r f i r s t  tex t-b o o k . Dr. Ward w rote -  'The sense o f rhythm can 

b e s t  be formed through g e s tu re s  and movements of the  whole body -  broad 

g e s tu re s  b rin g in g  in to  p lay  the  la r g e r  m uscles. These w i l l  be the 

c h i l d 's  f i r s t  in tro d u c tio n  to  Rhythm*.^

The p ra c t ic e  o f b ea tin g  tim e can q u ic k ly  become a m erely m echanical 

e x e rc is e  w ith  sm all c h ild re n . The Ward Method avoids t h i s  in  i t s  e a r ly  

s ta g e s  by u sin g  a more f le x ib le  g e s tu re , w ith  th e  whole body moving 

l i g h t l y  up and down -  a fe a th e ry  * ta k in g -o ff*  and 'la n d in g * , w ith  on ly  

the  to e s  r e ta in in g  c o n ta c t w ith  th e  ground. Each r i s e  and f a l l  con

ta in s  one b e a t, o r p u lse  -

The c h i ld r e n 's  rhythm ic developm ent i s  based e n t i r e ly  on th i s  movement, 

which re p re se n ts  a r i s e  and f a l l  r e la t io n s h ip  between the  two p u ls e s  in  

2̂ tim e , beginning on the  'up* p u ls e . The c h ild re n  begin  by p r a c t is in g  

the  g e s tu re  which corresponds to  th e  rhythm of the  phrase  to  be s tu d ie d .

1. J u s t in e  Ward: That a l l  may S ing, p . 4 .
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The te ac h e r u s u a lly  w r ite s  th i s  p a t te r n  on the  board, b u t on ly  a f t e r  

the  c h ild re n  have con tinued  t h e i r  s i l e n t  p ra c t ic e  o f th e  *up-down* 

g e s tu re  fo r  a sh o r t  tim e . This s i l e n t  movement in  i t s e l f  makes a 

co rp o ra te  e f f o r t  which ty p i f i e s  th e  whole s p i r i t  o f th e  method.

(a) The c h ild re n  s in g  the  sim ple p a t te rn  on the  board, u s in g  a sim ple

melody suggested  by the  te a c h e r ;  th ey  s in g  to g e th e r , in  groups,

o r in d iv id u a l ly ,  u s in g  the  rhythm ic g e s tu re  f i r s t ,  then  the  m e tr i

c a l  g e s tu re , and f i n a l l y  th e  m e tr ic a l  g e s tu re  and m e tr ic a l  language,

(b) The te a c h e r  s in g s  a new p a t te r n  from th e  s e r ie s  to  be s tu d ie d , and

c lo s e ly  r e la te d  to  th e  f i r s t  p a t te r n .  He s in g s  t h i s  p a t te r n  and 

u ses  th e  a p p ro p ria te  rhythm ic g e s tu re .

(c) The c h ild re n  re p e a t the  new p a t te r n  u n t i l  they  a l l  move e a s i ly

to g e th e r  and become thoroughly  f a m il ia r  w ith  i t .

(d) The te a c h e r  then  w r ite s  th e  new p a t te r n  on th e  board e x a c tly  below

the  f i r s t  p a t te rn  and asks the  c h ild re n  to  p o in t o u t the  d if fe re n c e

between th e  two.

(e) The c h ild re n  then  p r a c t is e  both p a t te rn s  u n t i l  th ey  a re  a b so lu te ly

sure  o f them. Only then  a re  th ey  allow ed to  use th e  new p a t te r n  in  

t h e i r  c re a tiv e  work, so th a t  i t  becomes com pletely  a s s im ila te d  in to  

t h e i r  m usical vocabu lary .

2
When th e  c h ild re n  become thorough ly  f a m il ia r  w ith  th e   ̂ rhythm ic 

p a t te rn ,  the  n e x t s te p  i s  to  len g th en  th e  ’f a l l*  g e s tu re , which r e s u l t s  

in  the  d isco v e ry  of ’ t r i p l e * ,  o r tim e, beginning  on the  ’u p ’ g e s tu re  -



168

e .g , II . ,
I’—i — t- [ O X  V■ o  y  V ' ' 1

tl up down up down up

D lls  g e s tu re  f o r  *5* time c a l l s  f o r  a  la rg e ,  smooth swing o f th e  arms,

w ith  th e  whole w eight o f th e  body r i s in g  on th e  to e s  and s h i f t in g  from

one fo o t  to  th e  o th e r .  In  th e  e a r ly  s ta g e s , befo re  th e  in tro d u c tio n  of

S ta f f  n o ta t io n ,  ‘number* n o ta t io n  i s  always u sed . ‘Number* n o ta t io n

i s  sim ple and c le a r ,  w ith  1 always re p re se n tin g  DOH, 2 = BAY e t c .  and

ex ten d in g  upwards to  th e  whole o c tav e . N otes above 7 a re  w r i t te n  1,

, .  A = ray* e t c . .  N otes below 1 a re  w r i t te n  7 , 6 , i . e .
JJUtl ^ # * #

TE#, lAHi, SOH#, e t c . .  = (C .f .  p . 55). Ihe n e x t

rhythm ic e x ten s io n  rem ains in  ^ tim e , b u t u ses  ph rases  beginning

on th e  f i r s t ,  o r  ‘down* p u ls e . T his again  i s  done th rough  movement

and g e s tu re , and th e  c h ild re n  ex p erience  f o r  them selves th e  r i s e  and
2

f a l l  r e la t io n s h ip  between th e  whole b a rs , f i r s t  in  tim e -  e .g .

I - Ak \\(i K j i  . II
'' r i  s in g  i t d l  in g  ̂ i  s ing  r a i l i n g  

and l a t e r  in  ^  tim e , a lso  beginning  on th e  *down* p u lse  -  e .g .

1 5 3 II
r i s i n g  T a i l in g

A t a  l a t e r  s tag e  th e se  rhythm ic e x e rc is e s  a re  combined w ith  su s ta in e d

vowel sounds -  e .g .

Ni
i

Ne
e

Na 
a  —

No
o

Nu
Nu
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M etrica l Language

*IA* i s  used fo r  a no te  which l a s t s  one b e a t, and *LONG* i s  used 

fo r  a no te  l a s t in g  two o r more b e a ts  -  e .g .

(b)
La La La La La Long -  La La Long

Rhythmic D ic ta t io n

The te a c h e r  chooses a p a t te rn  the  c h ild re n  a lre a d y  know, and which 

has been p ra c t is e d  e a r l i e r  in  the le s s o n . The rhythm ic s e r ie s  c o n ta in 

ing  th e  p a t te rn  would be w r i t te n  on the board, and c le a r ly  v i s ib le  to  

the  whole c la s s .  In  the  e a r ly  s ta g e s  o f th i s  type o f d ic ta t io n  i t  i s  

im p o rtan t to  leav e  t h i s  *guidance* on th e  board , b u t in  l a t e r  s tag e s  

i t  i s  u s u a lly  rubbed ou t befo re  th e  d ic ta t io n  b eg in s.

(a) One p u p il comes to  the  board and s tan d s  fa c in g  i t .

(b) The te a c h e r  s in g s  the  p a t te rn  to  a sim ple melody once, o r s e v e ra l 

tim es, u s in g  th e  rhythm ic g e s tu re .

(c) The c h ild re n  re p e a t th e  p a t te rn  once, w ith  the  rhythm ic g e s tu re .

(d) The c h ild re n  re p e a t the  p a t te rn  once, w ith  the m e tr ic a l  p a t te r n .

(e) The c h ild re n  s in g  th e  p a t te r n  once again  w ith  th e  m e tr ic a l  p a t te rn  

and the  m e tr ic a l  language.

( f )  The c h ild re n  s in g  th e  p a t te r n  ag a in , w ith  th e  m e tr ic a l  language, 

w hile  the c h i ld  a t  the  board w r ite s  i t  down. The te a c h e r  must 

make sure  th a t  he does so w ith o u t s lack en in g  the  tempo, and to
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avoid  t h i s ,  the  p u p il must s in g  as  he w r i te s .

(g) The p u p il a t  th e  board p u ts  in  th e  b a r - l in e s  in  the  fo llo w in g  

o rd e r, making a rhythm ic p a t te r n  -  th e  f i r s t  b a r - l in e  i s  p laced  

befo re  the  l a s t  n o te . He th en  counts back, two by two p u ls e s , 

o r th re e  by th re e , acco rd in g  to  th e  tim e chosen, in  o rd e r  to  

p lace  th e  o th e r  b a r - l in e s  c o r r e c t ly .  He then  looks to  see 

w hether th e  l a s t  n o te  o f th e  p a t te rn  re q u ire s  an e x tr a  b a r - l in e  

because o f i t s  le n g th . I f  i t  does, he adds i t .

e . S .  I I  I  I  I 1 I . I I  I . 1  I  I .
D) (2) (1)1 (%)

l a s t  n o te

Ihe numbers in  b ra c k e ts  r e f e r  to  th e  o rd e r in  which th e  b a r - l in e s  

a re  added.

(h) When th e  b a r - l in e s  have been added c o r r e c t ly ,  th e  c h ild re n  s in g  

th e  p a t te r n  ag a in , u s in g  th e  rhythm ic g e s tu re , w hile  th e  p u p il  a t  

th e  board draws th e  rhythm ic cu rv e , s in g in g  as he does so , and 

keeping to  th e  same tempo.

( i )  The whole c la s s  s in g s  i t  once ag a in , to  make su re  th a t  th e  w r i t te n  

p a r t  i s  c o r r e c t .

ïh e  c a r e f u l ly  s t ru c tu re d  s te p s  o f t h i s  e x e rc ise  a re  a good exam

p le  o f th e  Ward Method. I  have heard  i t  c r i t i c i z e d  as  *in h ib i t in g * ,  o r 

even *too m echanical* . In  p r a c t ic e ,  I  have always seen  th e  whole c la s s  

keen ly  a l iv e  to  th e  s o lu t io n ,  as  each s te p  i s  com pleted and th e  whole 

p iece  i s  sung; th e re  i s  a ls o  th e  s a t i s f a c t io n  o f a  ta s k  w e ll done fo r  

th e  p u p il a t  th e  b lack -b o ard .
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C rea tiv e  Work

C onsiderab le  im portance i s  p laced  on the  o r ig in a l  c re a t iv e  work 

of the c h i ld re n . Ih e re  i s ,  however, some u n d e rly in g  c o n tro l which 

u s u a lly  comes from the  sim ple s k i l l s  w ith  which the  c h ild re n  a re  soon 

equipped. T heir ‘q u e s tio n s  and answ ers*, ‘p i tc h  c a l l s * ,  ‘l i s t e n in g  

games*, ‘ look ing  and remembering games*, rhythm ic p a t te rn s  and m e tr ic a l  

language a re  a l l  to o ls  which h e lp  them to  c o n tro l t h e i r  f r e e  im prov isa

tio n s  and co m p o sitio n s. *3y o r ig in a l  com positions we mean som ething 

th a t  th e  c h i ld  h im se lf  c re a te s  o u t o f th e  e lem ents he p o sse sse s , j u s t  

as he would b u ild  a house o f b lo ck s , o r p u t to g e th e r  a p ic tu re  puzzle  

. . . Each c h ild  has a need fo r  s e lf -e x p re s s io n  and, in  m usic, such 

ex p ress io n  i s  a  pow erful a id  to  a s s im ila t io n .  We a re  n o t ex p ec tin g  

te a c h e rs  to  tu rn  ou t d is t in g u is h e d  com posers, b u t anyone can encourage 

and guide a  t in y  c h ild  in  h is  d e s ir e  to  ex p ress  h im se lf  m u s ica lly  . . . 

The r e s u l t  w i l l  n o t be a m aste rp iece . We dare  n o t hope f o r  a c la s s  o f 

l i t t l e  M ozarts. But th e  e f f o r t  o f th e  c h ild  i s  an e s s e n t ia l  p a r t  o f 

h is  m usical ed u ca tio n * .^

R ep e rto ire

With a l l  i t s  games, movement and p e rso n a l d isco v e ry , the  Ward 

Method i s  n ev er a c h i ld is h  s u b s t i tu te  f o r  r e a l  m usic. The e lem en ta l 

b u ild -u p  o f vocal t r a in in g ,  p i tc h  and rhythm ic e x e rc is e s , the  s tu d y  

of n o ta t io n , e a r  and eye t e s t s ,  im p ro v isa tio n  and c re a t iv e  work, le ad  

to  an end in  each le sso n  -  the d isco v e ry  o f a new song. Dr. Ward

1. Justine Ward, Ib id ., p. 7*
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always in s i s t e d  th a t  the  choice o f r e p e r to i r e  was o f prim ary  im port

ance, and th a t  the  music chosen f o r  the  c h ild re n  should always be o f 

th e  h ig h e s t  q u a l i ty  and covering  a wide ran g e . Book 2, *Look and 

L is te n * , has 24 c h a p te rs , w ith  a l i s t  o f p re sc r ib e d  songs f o r  each 

c h a p te r . Ihese  in c lu d e  fo lk -m usic  o f  many c o u n tr ie s ;  themes and 

e x t r a c t s  from th e  music o f recogn ized  com posers; s h o r t  polyphonic 

e x t r a c t s  from composers o f the  P a le s t r in a  sch o o l, the  E n g lish  M adrigal 

sch o o l, and th e  sim pler m elodies in  G regorian c h an ts , which a re  some

tim es used fo r  e a r - t r a in in g  and s ig h t- re a d in g , 

e .g .

men*

These songs and hymns are  never imposed, o r announced, by the  te a c h e rs , 

bu t the  c h ild re n  a re  always led  tow ards them on, as i t  were, a p a th  

to  d isco v e ry ; a p a th  which has been planned th rough the  v a rio u s  a c t i v i 

t i e s  of the  le s s o n . Teaching s k i l l s  th a t  can achieve the o b je c t iv e s  of 

the  Ward Method must be of a very  h igh  o rd e r , and th e se  s tan d a rd s  can 

on ly  be a t ta in e d  by the  f a i t h f u l  observance o f the  p a t te rn s  o f work s e t  

ou t a t  th e  Ward Method co u rses and c lo se  adherence to  the  th re e  Method 

books.

In  th e  B r i t i s h  t r a d i t io n  o f n o n -d ire c tio n  in  music ed u ca tio n , i t  

n o t s u rp r is in g  th a t  the  Ward method has rece iv ed  much c r i t ic i s m ,  p a r t i c 

u l a r ly  from those  schoo ls and te a c h e rs  who make t h e i r  own d e c is io n s  as 

to  what k ind  o f m usic, i f  any, should be ta u g h t, and how th ey  w i l l  te ach  

i t .  To those  who have had the  p le a su re  o f see ing  and h ea rin g  the  *Ward* 

c h ild re n  and te a c h e rs  a t  work in  th e  c lass-ro o m , and ex tend ing  t h e i r  work
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In  p u b lic  perform ances, any su g g es tio n  th a t  i t  i s  a c lo sed  system  of 

narrow a p p lic a t io n , lim ite d  to  unaccompanied s in g in g , i s  sh ee r nonsense. 

We must take  a c lo s e r  look a t  some of th e  q u e s tio n s  (o f te n  used as 

v e ile d  c r i t ic is m s )  and answer them in  the  evidence o f Dr. Ward*s educa

t io n a l  p r in c ip le s .  )

I s  a method n ecessa ry  a t  a l l  f o r  te ach in g  music? I t  i s  n e ce ssa ry  

fo r  s e v e ra l reaso n s i f  the  in te n t io n  i s  to  te ach  c h ild re n  music r a th e r  

than  j u s t  making them s in g  songs which a re  u s u a lly  ta u g h t by im ita t io n .  

Many schoo ls  manage to  achieve im pressive  p la tfo rm  perform ances w ith  

c h o irs  and o rc h e s tra s ,  bu t the  c h ild re n  may o fte n  be m u s ic a lly  i l l i t e r 

a te  when th ey  leave  school and can make no f u r th e r  c o n tr ib u tio n  to  music- 

making a t  any w orthw hile le v e l  in  t h e i r  own community. This k ind  of 

te ach in g  makes them m erely im i ta to r s .  Music i s  a te c h n ic a l  s u b je c t  

which re q u ire s  the  le a rn in g  of p h y s ica l te ch n iq u es . The c h i ld  has to  

acq u ire  th ese  s k i l l s  g ra d u a lly  (vo ice  and e a r  c o -o rd in a tin g  w ith  b ra in  

and eye, and, in  le a rn in g  to  p la y  in s tru m e n ts , w ith  hands, f e e t  and l i p s  

as  w e l l ) .  T herefore  the  m usical t r a in in g  o f a c h ild  must have many of 

th e  c h a r a c te r i s t i c s  o f t r a in in g  fo r  a c t i v i t i e s  such as a t h l e t i c s .  In  

o th e r  words, th e re  must be c o n s ta n t i n t e l l i g e n t  p r a c t ic e  o f th e  te c h 

n iq u es  acq u ired , and re g u la r  a d d itio n s  to ,  and developm ent o f , th ese  

te ch n iq u es . This cannot be done w ith o u t a c a r e f u l ly  s tru c tu re d  and 

graded sequence o f e x e rc is e s  and a c t i v i t i e s  which have to  be f u l l y  

in te g ra te d  w ith  each o th e r , and w ith  the  th eo ry  u n d e rly in g  th e  whole 

a r t  o f m usic. This re q u ire s  a method i f  the  te a c h e r  i s  to  ach ieve p ro 

g re s s iv e  developm ent o f u n d ers tan d in g  and perform ance.
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How does th e  Ward Method d i f f e r  from o th e r  methods? There a re  

s i m i l a r i t i e s  as w e ll as d if f e r e n c e s .  The obvious s im i la r i ty  w ith  the  

D alcroze Method i s  the  im portance the  Ward Method a t ta c h e s  to  th e  

u n d e rs tan d in g  o f rhythm th rough th e  p h y s ic a l movement th a t  accompanies 

the  m usic. The Ward Method, l ik e  t h a t  o f Kodaly, advocates th e  p r in c ip le  

o f d a i ly  m usical ed u ca tio n  th rough th e  v o ic e , the use o f to n ic  s o l - f a  

f o r  p i tc h  t r a in in g ,  and the  fo rm ation  o f a r e p e r to i r e  based la r g e ly  on 

th e  fo lk -so n g s  o f o n e 's  own co u n try . Like Suzuki, Ward sh ares  th e  

b e l i e f  th a t  c h ild re n  cannot s t a r t  t h e i r  m usical ed u ca tio n  too e a r ly ,  

and w ith  O rff , the  b e l ie f  in  the  im portance o f c r e a t iv i t y  and s e l f -  

e x p re ss io n  in  every  music le s s o n . The g re a t  value of the  Ward Method 

i s  t h a t  i t  appears to  be a sy n th e s is  o f a l l  th ese  methods, in te g r a t in g  

them w ith  i t s  own unique in s ig h ts  and s p e c ia liz e d  tech n iq u es  in to  a 

sim ple u n if ie d  m usical ed u ca tio n . Thus each Ward Method le sso n  c o n ta in s  

vocal t r a in in g ,  e a r - t r e a in in g ,  rhythm ic and p i tc h  t r a in in g ,  c re a t iv e  

a c t i v i t i e s ,  n o ta t io n , s ig h t- re a d in g  and the  p ro g re ss iv e  d isco v e ry  o f 

a v a r ie d  r e p e r to i r e .

Does t h i s  form al teach in g  method d e s tro y  the  c h i l d 's  sp o n tan e ity  

and c r e a t iv i ty ?  Music, as we have seen , i s  a te c h n ic a l  s u b je c t in v o lv 

in g  the  body, the  mind, the  memory, and the  c o -o rd in a tio n  of a l l  th e  

c h i l d 's  f a c u l t i e s .  I t  i s  im p o rtan t f o r  him to  have th e  m usical to o ls  

which w i l l  enab le  him to  be m u s ic a lly  c r e a t iv e .  But u n t i l  he has l e a r n t  

th e se  n e c e ssa ry  p h y s ic a l s k i l l s  he w i l l  be t o t a l l y  f r u s t r a t e d ,  o r w i l l  

q u ic k ly  'o p t  o u t ' ,  i f  he i s  asked to  make music and can n o t .  Dr. Ward 

s t a t e s  -  'one wants a  c h ild  to  have th e  freedom of w a ter, b u t one does 

n o t h u r l  him in to  th e  sea  befo re  he has l e a r n t  to  swim; the  on ly  freedom
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th a t  t h i s  would give him i s  the  freedom to  drown. I f  we d o n 't  q u a rre l  

w ith  the  id e a  o f sy stem atic  swimming le sso n s  fo r  sm all c h ild re n , we 

should n o t o b je c t to  the  id e a  o f sy stem a tic  m usical t r a in in g ,  which 

w i l l  r e s u l t  in  the  c h ild  acq u ir in g  the  freedom of the  w orld o f sound* 

From the e a r l i e s t  weeks of Ward Method t r a in in g ,  p a r t  o f each le s so n  i s  

g iven  to  c re a t iv e  a c t i v i t y ,  b u t th a t  a c t i v i t y  i s  k e p t w ith in  th e  bounds 

o f h is  m usical experience  so th a t  he i s  nev er d iscouraged  o r b a f f le d , 

o r  l e f t  to  an in d is c r im in a te  se s s io n  o f m eaningless unm usical d i s t o r t 

io n s . A m usical ed u ca tio n  should l ib e r a te  c r e a t iv i t y ;  i t  i s  n o t 

meant to  c ru sh  i t .

'Number* n o ta t io n  i s  o f te n  c r i t i c i z e d .  Why are  th e  Ward c h ild re n  

n o t  allow ed to  move on im m ediately to  n o te s  on the  stave?  Most c h i ld 

ren  o f s ix  a lre ad y  know th e i r  numbers and can read  from 1-7 w ith o u t 

e f f o r t .  Dr. Ward u ses  numbers ( r e p re s e n tin g  the  f i r s t ,  second, th i r d ,  

e t c . ,  degrees o f th e  m ajor s c a le )  so th a t  the  t r a in in g  of the  e a r  can 

proceed  from the  very  beg inn ing . The e a r  can be t r a in e d  very  much 

f a s t e r  than  the  eye. T herefore  the  c h i l d 's  e a r - t r a in in g  should n o t be 

h e ld  back w hile he w a its  fo r  h is  eye to  m aster the  com plicated  system  

of s t a f f  n o ta t io n .  T his i s  a f a c t  o f developm ental c o -o rd in a tio n . The 

im p o rtan t p o in t i s  th a t  th e re  i s  an optimum moment in  the c h i l d 's  l i f e  

f o r  t r a in in g  h is  e a r .  I f  t h i s  i s  de layed  he w i l l  nev er achieve th a t  

degree o f accu ra te  h e a r in g  which i s  ev ery  c h i l d 's  b i r t h r ig h t .  The 

te ac h in g  of s t a f f  n o ta t io n  s t a r t s  w ith in  the  f i r s t  few weeks o f the  

c h i l d 's  'ward* s tu d ie s ,  and i s  c a r r ie d  on p ro g re s s iv e ly . He i s  le a rn in g

1. Justine Ward: That a l l  may Sing, p. 75.
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th e  techn ique o f read in g , n o t j u s t  the  h o r iz o n ta l  l i n e ,  b u t a lso  

the  v e r t i c a l  l in e  s im u ltan eo u sly . This re q u ire s  slow and c a r e fu l  

t r a in in g .  The c h ild re n  experience  no co n fusion , any more than  we 

cu sto m arily  experience  any d i f f i c u l t y  in  reco g n iz in g  1 2 2 as  I  I I  

I I  o r ONE TWO THREE. I t  i s  sim ply a f a c t  which has been f u l l y  te s te d ,  

th a t  th e  use o f 'number* n o ta t io n  immensely f a c i l i t a t e s  e a r - t r a in in g  

a t  a c r i t i c a l  age, and does n o t slow down the  p ro cess  o f le a rn in g  normal 

m usical n o ta t io n .  On the  c o n tra ry , I  have w itnessed  c la s s e s  o f Ward 

Method c h ild re n  who, a t  seven years  o f age, could  read  sim ple music 

w r i t te n  on the  s tav e  w ith  g re a t  e a se .

G estures -  a re  they  necessary?  The g e s tu re s  in  the  Ward Method 

a re  a l l  connected w ith  le a rn in g  the  v a rio u s  elements of m usic. There 

a re  g e s tu re s  f o r  v ocal t r a in in g ,  g e s tu re s  f o r  p i tc h  t r a in in g ,  and 

p a t te rn s  f o r  rhythm ic t r a in in g .  The g e s tu re s  a re  n o t m erely c l a s s 

room 'gim m icks' to  g ive th e  c h ild re n  something to  do; th ey  a re  an 

in te g r a l  p a r t  o f the  p ro cess  of le a rn in g  m usic. The whole body 

a s s i s t s  the  e a r  and eye to  a s s im ila te ,  and the  whole body a s s i s t s  

th e  memory to  reproduce what th e  c h ild  has d isco v e red . Nobody seems 

to  know q u ite  how t h i s  works. But th e  senses do i n t e r a c t  and s tim u la te  

each o th e r . A c h ild  u s in g  the  m easuring g e s tu re , e . g . ,  as he le a m s  

to  s in g  up the s c a le ,  w i l l  q u ic k ly  achieve much g re a te r  accuracy  and 

confidence  th an  a c h ild  s i t t i n g  s t i l l  and try in g  to  s in g  up the  sca le  

o u t o f h is  head . The g e s tu re s  a lso  a s s i s t  th e  c h ild  to  c o n ce n tra te  on 

inward l i s t e n in g .  As soon as the  le a rn in g  p ro cess  i s  accom plished, the 

g e s tu re  i s  d isc a rd e d . When th ey  a re  c a r r ie d  ou t w ith  one hand on ly , 

th e  rhythm ic g e s tu re s , from the  second y ear onwards, a re  in  f a c t ,  

'conducting*  g e s tu re s . By u s in g  them the  c h ild  has had a h idden  t r a in in g
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in  conducting , o r a t  l e a s t  'd i r e c t in g * ,  the  music from h is  very  f i r s t  

le s s o n . I t  must a lso  be r e a l i s e d  th a t  th e  g e s tu re s  a re  g ra c e fu l ,  fun 

to  do, h e lp fu l  to  the developing  c h i l d 's  c o -o rd in a tio n , and a means o f 

r e la x a t io n .  The g e s tu re s  a re  in ten d ed , in  the  f i r s t  p la c e , f o r  c h i ld 

re n  o f s ix  and seven y ears  of age, when th ey  accep t th e se  p h y s ic a l 

movements w ith o u t q u e s tio n . On one occasion  when I  v i s i t e d  a c la s s  

w hich, u n fo r tu n a te ly , had only  been in tro d u ced  to  th e  system a t  n in e  

y ea rs  o f age, I  qu estio n ed  the  te a c h e r  concern ing  any p o ss ib le  r e lu c 

tan ce , p a r t i c u la r ly  by the  boys, to  th e  use o f the  g e s tu re s . She 

ex p la in ed  th a t  she had overcome t h i s  by eq u atin g  the  g e s tu re s  w ith  

s im ila r  movements in  p h y s ic a l ed u ca tio n , and by rem inding the  c h ild re n  

o f  a th le te s  who p ra c t is e d  b a l l e t  movements in  o rd e r to  improve th e i r  

balance  and c o -o rd in a tio n .

The fre q u e n t la c k  of c o n tin u ity  in  the  teach in g  o f the  Ward Method 

has o f te n  been c r i t i c i z e d .  When th e re  i s  on ly  one 'Ward t r a in e d ' te ac h e r 

in  a la rg e  prim ary  school i t  i s  obv iously  im possib le  to  te ach  th e  method 

to  a l l  the  c h ild re n . But even the  b a s ic  t r a in in g  in  the  method f o r  one 

y ear i s  a  fundam ental ga in  fo r  any subsequent m usical t r a in in g  the  

c h i ld  may have. There i s  n o th in g  in  the method th a t  has to  be u n le a rn t ,  

o r th a t  may confuse a c h ild  in  o th e r  music le s s o n s . One year o f vocal 

t r a in in g ,  e a r  t r a in in g  and rhythm ic t r a in in g  can be o f in e s tim ab le  value 

and w i l l  h e lp  to  improve a c h i l d 's  m usical u n d ers tan d in g  and h is  en joy 

ment in  p a r t ic ip a t in g  in  m usical a c t i v i t i e s .
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Conclusion

The new e ra  of music ed u ca tio n  which began to  f lo u r i s h  in  the  

f i r s t  h a l f  o f the  n in e te e n th  c en tu ry  co n ce n tra te d , fo r  v a r io u s  reaso n s , 

on the  use o f the  s in g in g  v o ic e , J u s t in e  Ward, f o r  p u re ly  e d u c a tio n a l 

re a so n s , a lthough  in flu en ced  by G regorian  ch an t, a lso  u se s  t h i s  t r a d i 

t io n a l  medium. Her method makes th e  maximum use o f n a tu r a l  m usical 

re so u rc e s , and re q u ire s  l i t t l e  f in a n c ia l  o u tla y . I t  needs no more 

than  a s tea d y  supply  o f o rd in a ry  c la s s  te a c h e rs  who would be p repared  

to  undertake  fo u r sh o r t c o u rse s , each l a s t in g  about two weeks. This 

t r a in in g  could  complement, o r even re p la c e , much of the  patch-w ork 

'in - s e rv ic e *  music co u rses t h a t  a re  now fa sh io n a b le . No money i s  

re q u ire d  fo r  in s tru m e n ts , rep lacem en ts, a c c e s s o r ie s , and s p e c ia l  

t u i t i o n ,  and th e  end-p roduct i s  a h igh  degree o f m usical l i t e r a c y  

and the  a b i l i t y  to  produce e x q u is i te  sounds.

Dr. W ard's approach i s  p r a c t i c a l . Like the c l a s s - t e ach ing  of any 

o th e r  s u b je c t in  th e  cu rricu lum , th e  scheme s t a r t s  w ith  th e  prem ise of 

the  c h i ld r e n 's  i l l i t e r a c y ,  w ith  th e  o b je c t o f u s in g  what i s ,  a f t e r  a l l ,  

a v e ry  b a sic  w r i t te n  language as a means o f communication, and n o t as 

a vague p h ilo so p h ic a l end in  i t s e l f .  A ll the  m usical s k i l l s  which are  

o u tlin e d  in  the  method need to  be p ra c t is e d ,  bu t le a rn in g  to  c re a te  

and to  respond to  m usic, a s  w e ll a s  to  u n d erstand  and r e - c r e a te  them, 

i s  a much more s o p h is t ic a te d  procedure which i s  based on s e n s i t iv e  

response  to  p i tc h  and rhythm; i t  i s  a le a rn in g  p ro ce ss  which en ab le s  

the  c h i ld  to  e x p re ss , even subco n sc io u sly , h i s  m usical id e a s  th rough  

th e  medium of h is  v o ic e . This should n o t be confused w ith  th e  motor
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s k i l l s  re q u ire d  in  in s tru m e n ta l p la y in g . The achievem ent o f vocal 

m usical ex p ress io n  seems to  ep itom ize th e  work achieved in  the  m ethod's 

tw enty-m inute le s so n , and a lso  e x p re sses  the  u n d e rly in g  p r in c ip le s  

upon which the  Ward Method i s  b u i l t .  Perhaps i t s  g r e a te s t  s tre n g th  

l i e s  in  i t s  broad and c a r e f u l ly  s tru c tu re d  p la n , re v e a lin g  a p ro g ress io n  

o f m usical id e a s  which can be d isco v ered  and a s s im ila te d . This could  

n o t be ach ieved  w ith o u t being m ethodical and system atic  -  two concepts 

which a re  sad ly  o u t o f fa sh io n  in  our own e d u ca tio n a l programmes. But 

th e re  i s  n ev er any q u es tio n  o f the  c h i l d 's  i n a b i l i t y  to  f lo u r is h  m usic

a l l y  w ith in  the  framework o f a  s e n s ib le  and i n t e l l i g e n t  s t r u c tu r e .

The Ward Method i s  s u f f i c i e n t ly  f l e x ib le  to  allow  the  te a c h e r  to  use 

h i s  own in g e n u ity  and to  exp ress  h i s  own p a r t i c u la r  m usical s t re n g th s . 

That the  p lan  must be follow ed i s  p a te n t ly  obvious. The te a c h e r  cannot 

j u s t  go b l in d ly  on, teach in g  any th ing  th a t  sp rin g s  to  mind, w ithou t 

re fe re n c e  to  what th e  c h ild re n  a lre a d y  know, and ex p ec tin g  them to  g e t 

any s a t i s f a c t io n  from ta c k l in g  som ething which i s  t o t a l l y  u n re la te d .

Each le s s o n  le a d s  n a tu r a l ly  to  th e  n e x t .  We have seen how the  vocal 

t r a in in g  beg ins in  the  in f a n t  sch o o l, where many c h ild re n  a re  s tru g g lin g  

to  'f i n d '  t h e i r  s in g in g  v o ic e s . Slowly, as they  develop , t h e i r  v o ices  

a re  e x e rc ise d  over t h e i r  whole ran g e , w ith  a l l  th e  v a r i e t i e s  o f vowel 

sounds and tim bres a v a i la b le .  The e lem ents of co n cen tra ted  inward 

l i s t e n in g ,  c o -o rd in a tio n  o f eye, e a r  and p h y s ic a l movement, and musi

c a l  s e lf -e x p re s s io n  a l l  have an e d u c a tio n a l value o f t h e i r  own, a p a r t  

from any p r a c t i c a l  va lue  in  le a rn in g  m usic; th ey  c o n tr ib u te  to  the  

whole o f th e  c h i l d 's  developm ent, and even appear, as we have seen in  

th e  Kodfaly method, to  have a s tim u la tin g  e f f e c t  on p ro g ress  in  o th e r  

s u b je c ts .
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Why i s  n o t more use made of a  system which produces such good 

r e s u l t s ,  and which can m ain ta in  th e  c h i ld r e n 's  a t te n t io n  and p le a su re  

th roughou t the  lesson?  This happy involvem ent o f a l l  the  c h ild re n  

and th e  p r id e  and p le a su re  in  what they  a re  le a rn in g  and ach iev in g  

seems to  be th e  o u ts tan d in g  c h a r a c te r i s t i c  of the  'Ward c l a s s ' .  This 

has been a p p re c ia te d  in  many o th e r  c o u n tr ie s ,  w ith  a subsequent sp read , 

f i r s t  to  H olland , the  f i r s t  European co u n try  to  adopt the  method.

France fo llow ed , then  I t a l y ,  Spain , P o rtu g a l, S w itzerland  and L a tin  

Am erica. There has been a re c e n t spread to  Canada, to  A fr ic a  and to  

th e  F ar E a s t ,  and I s r a e l  has taken  up the  method w ith  en thusiasm . The 

wide rh y th m ica l and modal t r a in in g ,  n o t to  m ention the  modest c o s t ,  

make i t  s p e c ia l ly  s u i ta b le  f o r  use in  c o u n tr ie s  w ith  l im ite d  f in a n c ia l  

re s o u rc e s . I t s  success has been achieved w ith o u t th ru s t in g  i t  upon 

th e  world w itn  the  p u b l ic i ty  u s u a lly  g iven  to  o th e r  m ethods.

F in a l ly ,  I  must r e f e r  to  an a sp e c t o f the  Ward Method which i s  

too  o f te n  overlooked - the e f f e c t s  o f the  Ward Method t r a in in g  on 

te a c h e rs  as w e ll as p u p i ls .  Soon a f t e r  see in g  a dem onstra tion  o f the 

method in  1964, I  persuaded Dr. Mary B erry to  take some le sso n s  in  

schoo ls  in  the c i t y  in  which I  worked, and to  allow  as many prim ary 

schoo l te a c h e rs  as p o ss ib le  to  a t te n d . Some tim e l a t e r ,  I  was asked 

to  h e lp  two of th e se  te a c h e rs  who were having  some d i f f i c u l t y  in  t h e i r  

music le s s o n s ; one had j u s t  com pleted h e r 'p ro b a tio n a ry ' y e a r , and the 

o th e r  was an experienced  te a c h e r  who, th rough no f a u l t  o f h e r  own, had 

ta u g h t f o r  f a i r l y  s h o r t  p e rio d s  in  v a rio u s  p a r ts  o f th e  co u n try  and 

ab road . I  persuaded them to  e n ro l f o r  a ' f i r s t '  Ward Method c o u rse , 

and t h e i r  H ead -teachers  agreed to  th e  in tro d u c tio n  of the  method in
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the  t im e - ta b le . By the  end o f th e  f i r s t  term  a f t e r  com pleting the 

co u rse , I  was so im pressed, n o t on ly  by th e  q u a l i ty  of t h e i r  work, 

bu t by t h e i r  new-found enthusiasm  and confidence  th a t  I  in v i te d  a 

s e n io r  music a d m in is tra to r  to  see them a t  work; he was amazed, and 

d e lig h te d , n o t on ly  by the  r e s u l t s  which th ey  had achieved  in  such 

a s h o r t  tim e, bu t by the  obvious tran s fo rm a tio n  in  t h e i r  p e rso n a l 

a t t i tu d e s  to  music ed u ca tio n . I  was g lad  to  have h is  co n firm a tio n  

th a t  fo r  those  who know th e  Ward Method, and have seen i t  a t  work 

in  th e  c lass-ro o m , i t  s tan d s  ou t because of i t s  i n t r i n s i c  ed u ca tio n a l 

v a lu e , and fo r  no o th e r  reaso n .
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C hapter 7

S h ln lch l Suzuki (b . I 898); the  T a le n t E ducation  Method o f 

Teaching the  V io lin  in  Japan

L i t t l e  was known in  t h i s  co u n try  o f th e  rem arkable success o f the 

Suzuki method o f te ach in g  the  v io l in  in  Japan  u n t i l  th e  S ch o o ls ' Music 

A sso c ia tio n  o rgan ized  a dem onstra tion  by Japanese c h ild re n  a t  th e  Royal 

C ollege o f Music, Londin in  O ctober 1970. THe o u ts tan d in g  s k i l l  o f 

th ese  c h ild re n  aroused  so much i n t e r e s t  th a t  th e  Midlands Region of 

the S choo ls ' Music A sso c ia tio n  a rranged  f o r  an o th er dem o n stra tio n , 

which was given in  the  Tom H a ll, Birmingham in  1971. As a r e s u l t  

of the  co n tin u in g  i n t e r e s t ,  th e  R ural Music Schools A sso c ia tio n , whose 

re se a rc h  in to  th e  techn ique o f te ach in g  s tr in g e d  in s tru m en ts  has always 

formed an im p o rtan t p a r t  o f i t s  work, was ab le  to  undertake  a  f iv e -y e a r  

experim ent to  t e s t  th e  re lev an ce  o f  S uzuki' s method to  W estern co n d i

t io n s .  This in v e s t ig a t io n  was supported  f in a n c ia l ly  by the  Gulbenkian 

Foundation and th e  Leverhulme T ru s t Fund, and th e  e d u c a tio n a l re so u rce s  

o f th e  H e r tfo rd s h ire  E ducation  A u th o rity  were p laced  a t  i t s  d is p o s a l .

Before look ing  a t  th e  in v e s t ig a t io n  i t s e l f ,  i t  w i l l  be ad v isab le  

to  c o n s id e r  b r i e f ly  the  man and h is  method. L i t t l e  in fo rm atio n  came 

to  the  W estern w orld u n t i l  a tape  re co rd in g  made in  Japan in  I 965 was 

p layed  to  a group o f American music ed u ca to rs  in  New York in  the same 

y e a r . The immediate re a c t io n  to  th e  reco rd in g  was one of d i s b e l i e f ,  

b u t a  group o f young Japanese v i o l i n i s t s  soon v i s i t e d  the  U nited  S ta te s ,  

and th e  e d u ca tio n a l th e o r ie s  u n d e rly in g  Suzuki' s 'T a le n t E d u c a tio n ' 

began to  be re v e a le d .
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S h ln lch l Suzuki, who was bom  in  I 898 , was th e  son o f the  founder 

of one o f J a p a n 's  l a r g e s t  v io l in  f a c to r i e s .  In  1920 he went to  s tu d y  

th e  v io l in  w ith  K arl K ilin g e r  in  B e r l in ,  and rem ained th e re  f o r  e ig h t  

y e a rs . There he began to  s tu d y  t r a d i t i o n a l  W estern methods o f v io l in  

te ac h in g , and to  fo rm u la te  h is  own r a d ic a l  approaches to  music educa

t io n  in  g e n e ra l; th e se  he began to  p u t in to  p ra c t ic e  on h is  r e tu rn  

to  Jap an , where he ta u g h t th e  v io l in  a t  th e  Im p e ria l and K o n itach i 

Music S chools, With th re e  o f h is  b ro th e rs  he had formed th e  Suzuki 

S tr in g  Q u a rte t, b u t h is  th in k in g  was s t i l l  p reoccupied  w ith  th e  formu

la t io n  o f id e a s  f o r  te ach in g  th e  v io l in .  In  h is  book 'N u rtu red  by 

Love' he c laim s to  have made h is  f i r s t ,  and g r e a te s t  d isco v e ry  when 

p r a c t i s in g  w ith  h is  b ro th e rs . 'What way o f v io l in  t r a in in g  would be 

good f o r  a  fo u r -y e a r  old? I  though t about i t  from morning to  n ig h t  

. . .  i t  h i t  me l ik e  a  f la s h ;  why, a l l  Japanese c h ild re n  speak Jap an 

ese ! This though t fo r  me was l ik e  a  l i g h t  in  a dark  n ig h t .  S ince 

th ey  a l l  speak Japanese so e a s i ly  and f lu e n t ly ,  th e re  must be a  s e c r e t ;  

and t h i s  must be t r a in in g .  Indeed , a l l  c h ild re n  everywhere in  th e  world 

are b rought up by a p e r f e c t  e d u c a tio n a l method: t h e i r  m other tongue.

Why n o t app ly  t h i s  method to  o th e r  f a c u l t i e s ? ' . ^  So by s t a r t i n g  from 

th e  prem ise th a t  each in d iv id u a l i s  a  p ro d u c t o f h is  environm ent, Suzuki 

s ta te d  ' t h a t  our n a tu r a l  a b i l i t i e s  a re  developed by th e  working o f the 

v i t a l  fo rc e s  w ith in  us as  we s tru g g le  to  l iv e  and a d ju s t  o u rse lv e s  to
p

l i f e ' s  e n v iro n m e n t'. 'Had I  known b efo re  t h a t  a b i l i t y  can be developed 

by t r a in in g ,  I  would have fo llow ed th e  r i g h t  p a th  much e a r l i e r .  Every 

c h i ld  can be educated ; i t  i s  on ly  th e  m a tte r  o f th e  method of e d u c a t io n '.^

1 . The Suzuki Concept (e d ite d  by E l iz a b e th  M ills  & Therese Murphy,
B erkeley  P re s s , 1975, P. 17•

2 . I b i d . ,  p . 17 .
5 . S. Suzuki : N urtu red  by Love, Boosey & Hawkes, 1968, ( t r a n s la te d

W altraud Suzuk i), p . 10.
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Suzuki*s p r in c ip le s  o f educa tion  came in  a most p r a c t i c a l  way from 

h is  d e s ir e  to  h e lp  every  c h ild  who came to  him f o r  v io l in  le sso n s  to  

make h is  own in d iv id u a l ad justm ent th rough  c re a t iv e  m usical a c t i v i t y .

He ru le d  o u t any p re - s e le c t io n  of c h ild re n , and b e liev ed  th a t  'th e  

m usical p o te n t ia l  o f any c h ild  was a t  l e a s t  th e  e q u iv a le n t o f h is  

language p ro f ic ie n c y  and was capab le  o f enormous d ev e lo p m en t',^  But 

how could  t h i s  be b e s t  b rought about? H is op in ion  o f th e  Japanese 

S ta te -s c h o o ls  was n o t v e ry  h ig h . 'S choo ls  in s t r u c t  and t r a i n  as hard  

as  th ey  can, w ith o u t good r e s u l t s .  There must be som ething wrong w ith  

t h e i r  method. My t h i r t y  y ears  o f experience  make me f irm ly  b e liev e  

t h i s .  With the  emphasis p u t on ly  on inform ing and in s t r u c t in g ,  the  

a c tu a l  growing l i f e  o f the  c h ild  i s  ig n o red . There has been no thorough 

re se a rc h  in to  how a b i l i t y  i s  acq u ired  . . . even in  Prim ary schoo l, 

beg in n ers  a re  m erely in s t ru c te d ,  o r inform ed o f c e r ta in  th in g s , and 

th en  a s s a i le d  by t e s t  a f t e r  t e s t  to  see how much th ey  remember, and 

on the  b a s is  of t h e i r  t e s t s  f a t e f u l  pronouncements a re  made: 'T i i s

c h ild  i s  s u p e r i o r ' ' .

Suzuki b e liev ed  th a t  a l l  le a rn in g  should beg in  as soon as p o s s i

b le  and h is  v io l in  p u p ils  commonly began th e i r  s tu d ie s  soon a f t e r  the

age o f th re e .  But even befo re  t h i s ,  they  were g iven  f re q u e n t and 

re g u la r  p e rio d s  o f l i s t e n in g  to  good m usic, as a p a r a l l e l  to  l i s t e n in g  

to  th e  spoken word; in  th i s  way th e  young in f a n t  could  respond to , and 

abso rb , the m usic. Suzuki reasoned th a t  in f a n t  ed u ca tio n  involved  

v a rio u s  in h e re n t s te p s .  'F i r s t ,  the  baby l i s te n in g  to  the  m o th e r 's

1 . S. Suzuki, I b i d . ,  p . 47.

2 . S. Suzuki, I b id . ,  p . 97»
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f re q u e n tly  rep ea ted  example; th i s  was follow ed by im ita t io n  by th e  

c h i ld ,  in v o lv in g  th e  p h y s ic a l a b i l i t y  to  re p e a t the  word o r p h ra se . 

F in a l ly ,  the  baby memorized, and understood  and experienced  the  emo

t io n a l  c o n te n t o f what h is  m other had been teach in g  h im '.^

Dr. Suzuki*s method o f v io l in  te ach in g  was sim ply th e  method o f 

ed u ca tio n  in  h is  n a tiv e  tongue, and w ith  two p r in c ip le s  which he regarded  

as 'th e  most im p o rtan t elem ents in  th e  method; (a) the  c h ild  must be 

helped  to  develop an e a r  fo r  m usic, (b) from the  ve ry  beg inn ing , every  

s tep  must by a l l  means be tho rough ly  m a s te re d '.  He claim ed th a t  music

ed u ca to rs  could  no lo n g e r reg ard  an e a r  fo r  music as in cap ab le  o f

developm ent, and fo r  th a t  purpose recommended th a t  th e  p iece  of music 

to  be le a rn ed  should always be p layed  beforehand to  th e  p u p ils  every  

day by means of reco rd in g  or ta p e , and th a t  th e  p u p ils  should con tinue  

to  l i s t e n ,  w hile  they  a re  le a rn in g  to  p la y  the  p ie c e . Compare t h i s  

w ith  the  f re q u e n tly  heard  adm onition of te a c h e rs  in  t h i s  co u n try  when 

a  p u p i l 's  in to n a tio n  i s  f a u l ty  -  'you must l i s t e n ' ; b u t l i s t e n  to  

what? I f  th e  in to n a tio n  i s  f a u l ty ,  i t  i s  ex trem ely  u n l ik e ly  th a t  the

p u p il can c o r r e c t  i t  i f  h is  n a tu ra l  e a r  f o r  music i s  undeveloped.

S u z u k i's  answer to  th i s  problem i s  much more r e a l i s t i c  and p r a c t i c a l :

' i t  may s a fe ly  be p re d ic te d  th a t  th e  e a r  fo r  music w i l l  develop in  

d i r e c t  p ro p o r tio n  to  the  number o f tim es th a t  the  p iece  i s  h e a rd . This 

method may even be e f f e c t iv e  i f  the  music i s  p layed  in  th e  room w hile 

the  p u p ils  a re  study ing  an o th er s u b je c t ,  f o r  example a r i th m e tic .  As

1 . The Suzuki Concept, I b id . ,  p . 12.

2 . The Suzuki Concept, I b i d . ,  p . 12.
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long as the music i s  a u d ib le , the  l i f e  fo rc e s  o f the human being  w i l l  

unconsc iously  absorb  i t ,  making i t  p a r t  o f the  in d iv id u a l a b i l i t i e s ' . ^  

Suzuki went on to  accep t th a t  the  p u p i l 's  m usical sense would only  

develop g ra d u a lly  and im p e rcep tib ly , j u s t  as the  l in g u i s t i c  sense 

develops.

P a re n ta l i n t e r e s t  and p rid e  in  the music ed u ca tio n  o f t h e i r  c h i ld 

ren  i s  an a s s e t  th a t  Suzuki has u t i l i z e d  to  th e  f u l l .  'Wise a f f e c t io n
2

c re a te s  wise c h ild re n , w hile f o o l i s h  a f f e c t io n  makes fo o l i s h  c h i ld r e n '.  

This was the  s o c ia l  movement which he wished to  e s ta b l i s h  to  encourage 

p a re n ts  to  give t h e i r  c h ild re n  o p p o r tu n i tie s  to  develop t h e i r  m usical 

e a r s .  He claim ed th a t  th e  b asic  p r in c ip le s  of h is  method, i f  c a r r ie d  

o u t f a i t h f u l l y ,  would b rin g  an accum ulation o f s k i l l s  which would p ro 

duce e v e r - in c re a s in g  a b i l i t y .  H is f iv e  c o n d itio n s  fo r  o u ts ta n d in g  

a b i l i t y  were

(1) 'E d u ca te  as e a r ly  as p o ss ib le

(2) Give as much t r a in in g  as p o ss ib le

(5) C reate  as fav o u rab le  an environm ent as  p o ss ib le

(4) Have as good te a c h e rs  as p o ss ib le

(5) Adopt as good an e d u ca tio n a l method as p o s s ib le '.^

The involvem ent o f th e  mother in  the  Suzuki method seems n a tu r a l  

and easy  in  Japan . My p e rso n a l experience  in  a ttem p ts  to  in tro d u ce  the 

method in  E n g lish  sch o o ls , and th e  o b se rv a tio n s  which I  have made o f

1 . 'The Suzuki Concept, I b id . ,  p . 13.

2 . I b id . ,  p . 15.

3 . I b i d . ,  p . 15.



187

s im ila r  experim ents in  o th e r  p a r t s  o f  the  co u n try , makes c lo se  p a re n ta l  

involvem ent as the  g r e a te s t  o f the  e a r ly  problem s; the  p resence  o f a 

' t h i r d  p e rso n ' i s  som ething th a t  many te a c h e rs  f in d  d i f f i c u l t  to  a c c e p t. 

Not so , the Suzuki te a c h e rs . Before the  Japanese c h ild  i s  allow ed to  

p lay  the  v io l in ,  h is  m other i s  ta u g h t to  p la y  one sim ple p iece  so th a t  

she w i l l  be h is  te a c h e r  a t  home. 'C h ild re n  a re  r e a l l y  educated  in  the 

home, so in  o rd e r th a t  the  c h ild  w i l l  have good p o s tu re , and p r a c t is e  

p ro p e rly  a t  home, i t  i s  n ecessa ry  f o r  the  p a re n t to  have f i r s t  hand 

ex p erien ce . The c o r re c t  ed u ca tio n  o f the  c h ild  depends on t h i s .

U n til  the  p a re n t can p lay  one p ie c e , the c h ild  does n o t p la y  a t  a l l ' . ^

The f i r s t  p iece  th a t  the in f a n ts  l e a m  to  p lay  i s  the  'V a r ia t io n s  

on Twinkle, tw in k le , l i t t l e  s t a r ' .  A f te r  h earin g  a re c o rd in g  d a i ly  a t  

home, th ey  begin to  le a rn  to  p la y  i t  them selves. This i s  the  f i r s t  

g re a t  peak o f achievem ent. The le sso n s  a re  given w ith  i n f i n i t e  c a re , 

and as soon as the  te a c h e r  c o n s id e rs  th a t  they  can p la y  the  n o te s  w ith  

reaso n ab le  accuracy , they  a re  to ld  th a t  th ey  can go on to  le a r n  to  

p lay  i t  b e a u t i f u l ly .  'T h is  i s  the  beginning  o f the  le s so n s  th a t  a re  

designed to  produce f in e r  to n e -q u a li ty ,  more g ra c e fu l movement, g re a te r  

accuracy  and b e t t e r  m u sic ian sh ip . We educate  t h e i r  t a l e n t  u s in g  t h i s  

p iece  as the  te ach in g  m a te r ia l .  And every  c h i ld ,  w ith o u t e x ce p tio n , 

le a m s  to  p la y  i t  m a g n if ic e n tly . T he ir tone g ra d u a lly  im proves, t h e i r  

movements become f re e  and g ra c e fu l , and th ey  become f in e  m u sic ian s . 

T a len t has been in c u lc a te d  in  th em '.

A ll the  s e t  p ie c e s  a re  memorized du rin g  a l l  p e rio d s  o f le a rn in g ,

1. S. Suzuki, I b id . ,  p . 106.

2. S. Suzuki, I b id . ,  p . 110.
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as a  p a r t  o f the  a u ra l  t r a in in g ,  and the  c h ild  i s  n o t allow ed to  see 

the  m usic; in  f a c t ,  n o th in g  i s  allow ed to  in te r f e r e  w ith  th e  flow  of 

t h e i r  m usic. ' l  in tro d u ced  q u e s tio n  and answer games in  which th ey  

could  jo in  w hile p lay in g  th e i r  v io l in s  u n t i l  every  c h ild  in  the group 

could  do t h i s .  We a re  ab le  to  do a l l  s o r t s  of ta sk s  w hile  we a re  

s t i l l  speaking  in  Japanese because i t  i s  second n a tu re .  I t  i s  e x a c tly  

the  same w ith  th e  v io l in * .^  Suzuki saw th e  in tro d u c tio n  o f games as 

a t e s t  o f the  c h i ld r e n 's  develop ing  powers o f i n tu i t i o n  as  w e ll as an 

ed u ca tio n  o f t h e i r  a b i l i t y ,  and th e se  d is p la y s  of te c h n ic a l  s k i l l  and 

in tu i t i o n  a re  a fe a tu re  o f t h e i r  d em o n stra tio n s. D uring t h e i r  c o n ce rt 

in  Birmingham, I  su spected  th a t  the  in te rch an g es  between th e  young 

v i o l i n i s t s  m ight have been c a r e f u l ly  p repared  and p re -a rra n g e d  to  

take  p lace  a t  c e r ta in  conven ien t p o in ts  in  the  sco re . T his was n o t 

so - i t  was n e i th e r  n o v e lty  no r t r i c k .  The change-overs were always 

sm oothly execu ted , tak in g  p lace  between the  end o f one ph rase  and the 

beg inn ing  o f the  n e x t, so th a t  th e  m usical 'f lo w ' was nev er in te r ru p te d .  

On a number o f o ccas io n s , w hile th ese  changes were ta k in g  p la c e , I  

c lo sed  my ey es , and could only  o c c a s io n a lly  d e te c t  them, so w ell were 

the  to n e - q u a l i t ie s  matched.

The p ra is e  of d is tin g u is h e d  v i s i t o r s  to  Japan was g r e a t ly  ap p re 

c ia te d  by those  invo lved  in  S u z u k i's  T a le n t E ducation  Movement. Duhamel, 

the  French p o e t and n o v e l i s t ,  heard t h i r t y  young Japanese v i o l i n i s t s  

p la y in g  to g e th e r  in  1955, only  e ig h t  y ears  a f t e r  Suzuki*s movement had 

s t a r t e d .  'When I  f i r s t  saw th ese  boys and g i r l s  aged s ix  to  te n  

coming ou t w ith  t h e i r  t in y  v io l in s ,  I  th ough t th i s  must be some c h i ld is h

1. S. Suzuki, Ib id ., p. 111.
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game. But, le d  by a young conducto r, th ey  proceeded to  p lay  a 

V iv a ld i c o n ce rto . And what a r e a l l y  superb  perform ance i t  was. I  

was n o t only  moved, I  was en tranced  . , . the  c h ild re n  p layed  Bach 

and t h e i r  polyphony had a l l  the  re q u ire d  accuracy  and re finem en t . . . 

in  the  c i t y  o f Nagoya a lo n e , th e re  a re  s e v e ra l  hundred o f th ese  

l i t t l e  v i o l i n i s t s  p lay in g  d i f f i c u l t  polyphonic music

In  1961, the  v i s i t  o f the  g re a t  ' c e l l i s t  Pablo C asa ls  became an 

even g re a te r  e v en t. For th i s  occasio n , fo u r  hundred young v i o l i n i s t s  

began th e  dem onstration  by p lay in g  the  v a r ia t io n s  on 'Tw inkle, tw ink le  

l i t t l e  s t a r '  to g e th e r ,  ' i t  was a l i v e ly  perform ance, w ith  th e  old 

m aestro  fo llo w in g  i t  w ith  deep em otion. H is ex c item en t reached i t s  

peak when th e  c h ild re n  played th e  V iv a ld i c o n ce rto , and then  the  

Bach co n ce rto  f o r  two v io l in s  . . . when f i f t e e n  o r  s ix te e n  c h ild re n  

who had been ta u g h t th e  'c e l l o  by Yoshio S a to , a  p u p il  o f C asa ls , 

p layed  S a in t-S aën s ' Swan' and B ach 's 'B o u r re e ',  the  g re a t  te a c h e r 's  

em otion knew no bounds' .

The r e p e r to i r e  in  S u z u k i's  method i s  o b v io u sly  c a r e f u l ly  s t ru c 

tu re d  in  th e  e a r ly  s ta g e s , when n o t only  th e  m usical bu t the  p h y s ic a l 

developm ents o f th e  young c h ild re n  have to  be co n sid e re d . What appear 

to  be s t r i c t  l im i ta t io n s  to  those  o u ts id e  the  movement a re  on ly  the 

w e l l - la id  foun d a tio n s  which prov ide  e a r ly  techn ique  which can soon 

lead  to  rem arkable s k i l l s .  Some id e a  o f th e  r e p e r to i r e  can be seen in  

the  fo llo w in g  programme which we heard  in  t h e i r  c o n c e rt in  Birmingham.

1. S. Suzuki, I b i d . ,  p . 112.

2 . S. Suzuki, I b i d . ,  p . I l 4 .
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The age range was from n ine  to  fo u r te e n  y e a rs .

1 . Rondo . . . M ozart, a r r .  K r e is le r .

2 . Sonata in  G Minor . , . E co les

3 . C oncerto  Grosso in  D Minor (Largo) . . . V iv a ld i

4 . A lleg ro  . . . Fiocco

5 . Two M inuets and Gigue (Piano Solo) . . . J .S .  Bach

6 . C oncerto  in  D Major (V io lin  Solo) op. 6 l  . . . Beethoven

7 . Chaconne (V io lin  Solo) . . . J .S .  Bach

8 . G avotte ( c e l lo  so lo ) . . . Popper

9 . C oncerto  No. 5 in  A M ajor, K.219 . . . Mozart

10. C ountry Dance . . . Weber

11. Menuet t o  No. 3 • • • J .S .  Bach

12. Three P ieces  . . .  S. Suzuki 

E tude -  A lleg ro  -  Perpetuum mobile

13 . P re s to , from C oncerto in  A Minor . . . V iv a ld i.

Each p ie c e , u n le s s  o therw ise  in d ic a te d , was p layed by e ig h t  v i o l i n i s t s .

The q u e s tio n in g  in  the  W estern World co n tin u es  in  s p i te  o f the  

ev id en ce . The s t a t i s t i c s  given in  the  c o n c e rt programme claim ed th a t  

over e ig h t  thousand Japanese c h ild re n  were being ta u g h t in  1971, and 

s im ila r  methods were being  used f o r  tu i t i o n  in  'c e l l o  and piano  p la y in g . 

Should n o t c h ild re n  between the  ages of two and f iv e  y ears  j u s t  be 

allow ed to  p la y  t h e i r  way through th e se  e a r ly  y ea rs  r a th e r  than  be 

g iven  tu i t io n ?  No evidence has y e t  been produced to  prove th a t  

S uzuk i' s method i s  in  any way harm ful to  th e se  young c h ild re n ; evidence 

to  th e  c o n tra ry  in d ic a te s  t h a t  i t  i s  something which th ey  en jo y . Nor 

i s  any c h i ld  fo rced  to  take  p a r t ;  t h i s  i s  com pletely  c o n tra ry  to
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Suzuki*s ph ilosophy  of music ed u ca tio n , which i s  to  g ive  a l l  c h ild re n  

a c u l tu r a l  ed u ca tio n  in  i t s  w id est sen se ,

I  was assu red  by one of th e  Japanese te a c h e rs  th a t  th e  c h ild re n  

who played in  Birmingham were n o t c a r e f u l ly  s e le c te d  p ro d ig ie s  w ith  

e x ce p tio n a l m usical t a l e n t ;  th ey  were j u s t  te n  c h ild re n  who had been 

brought up in  the  Suzuki method.

Music ed u ca tio n  f o r  the  p re -sch o o l c h ild  has always been g iven  

the  utm ost im portance by Suzuki, and h is  emphasis on th e  psychology 

o f e a r ly  le a rn in g  in  music ed u ca tio n  has been taken up and en la rg ed  

in  t h i s  co u n try  in  re c e n t y e a rs . Dr. Audrey Wisbey, an e d u c a tio n a l 

p sy c h o lo g is t, has worked fo r  more than  tw enty  y ears  in  many p a r t s  of 

th e  w orld , conducting  experim ents in  th e  a c q u is i t io n  o f read in g  

s k i l l s  by young c h ild re n , and th e  use o f music as an a id  in  the 

tre a tm e n t o f the  problems of D y slex ia . 'R eading, th a t  h ig h ly  complex 

s k i l l ,  i s  n o t u n lik e  v io l in  p la y in g . P rep a ra tio n  f o r  i t  beg ins a t  

the  moment o f b i r t h ,  n o t on the  f i r s t  day of sch o o l. C h ild ren  b rin g  

a l l  t h e i r  p a s t  ex p erien ces  and developm ent to  e i th e r  p r o c e s s '.^  Dr. 

Wisbey came to  th e  conclusion  th a t  read in g  i s  n o t sim ply a v is u a l  

a c t i v i t y  as th e  problem s encountered  by d eaf c h ild re n  in  a c q u ir in g  

l i t e r a r y  s k i l l s  i l l u s t r a t e :  th e  w r i t te n  words a re  p icked  up by the

eye, bu t th ey  a re  a lso  'h e a rd ' as s u re ly  as spoken. In  a s e r ie s  o f 

programmes b ro ad cas t by th e  B.B.C. in  1978, and e n t i t l e d  'L e a m t o  

Sing to  Learn to  R ead ', she claim ed th a t  a l l  s k i l l s  in  the  E n g lish

1 . Mae F e rro : The Psychology o f E a r ly  L earn ing , (The Suzuki C oncept),
D iablo P re s s , B erkeley, C a l i fo rn ia ,  1975, P« 55*



192

language a re  based on our a b i l i t y  to  id e n t i f y  and d is c r im in a te  between 

approx im ate ly  40 m usical sounds in  d i f f e r e n t  com binations and vary in g  

in  in te n s i ty ,  d u ra tio n  and to n a l q u a l i ty .  A ud ito ry  memory a lso  p lay s  

an im p o rtan t p a r t  in  t h i s ,  because o f the  t r a n s ie n t  n a tu re  o f sound.

To compare, o r d is c r im in a te  between two sounds, e , g , ,  *i* and *o* as 

in  *bid* and *box*, we need to  remember b r i e f ly  one o f them in  our 

s h o r t  term  a u d ito ry  memory. To id e n t i f y  *i* we must a lso  have s to re d  

away th e  memory o f th a t  sound so t h a t  we can match th e  new *i* which we 

a re  h e a rin g  a g a in s t  i t  -  t h i s  i s  our long  term  a u d ito ry  memory.

I f  we add to  t h i s  a u d ito ry  memory, k in a e s th e t ic  memory -  th e  

memory o f the  se n sa tio n s  produced when moving m uscles and o rgans, -  

v is u a l  memory -  s in ce  w r i t te n  language i s  made up o f v is u a l  symbols 

re p re se n tin g  speech sounds -  and th e  a b i l i t y  to  c o n tro l and c o -o rd in a te  

com binations of the  v ocal organs, v is u a l  organs and motor system , then  

we have a l l  the  n e ce ssa ry  equipm ent fo r  the  s k i l l s  o f speak ing , re a d in g , 

w r i t in g  and s p e l l in g .

Like Suzuki, Dr, Wisbey b e lie v e s  th a t  most b ab ies  a re  bom  w ith  

acu te  and s e n s i t iv e  h e a r in g , ab le  to  h ea r a  very  wide range of p itc h e d  

sounds and th e  s m a lle s t v a r ia t io n s  in  i n te n s i ty ,  d u ra tio n  and to n a l  

q u a l i ty ,  and th a t  t h i s  acu te  h e a rin g  begins to  fade from b i r t h .  Very 

young c h ild re n  a re  ab le  to  le a rn  a l l  the  in g re d ie n ts  o f language -  

p itc h e d  sounds and a l l  t h e i r  v a r ia n ts  -  as long  as th e y  have p le n ty  

o f o p p o rtu n ity  to  experience  and p r a c t is e  them. This i s  th e  s tag e  

when th e  norm al p h y s ic a l a ilm en ts  o f ch ildhood , p a r t i c u la r ly  those  

a f f e c t in g  the head and th r o a t ,  may cause tem porary h igh  frequency  

d e a fn e s s , ï h i s  means t h a t  th e  in f a n t  w i l l  n o t  h e a r th e  h ig h e r  p itc h e d
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sounds and t h e i r  v a r ia t io n s  and so w i l l  n o t be ab le  to  le a rn  ( to  

acq u ire  th e  long term  memory o f them) w hile  the  c o n d itio n  l a s t s .

Since m usic, l ik e  language, i s  made up o f p itc h e d  sounds in  

d i f f e r e n t  com binations and v ary in g  in  in t e n s i ty ,  d u ra tio n  and to n a l 

q u a l i ty .  Dr. Wisbey developed a method o f m usical t r a in in g  which, by 

ta k in g  p itc h e d  sounds and p lay in g  games which use a l l  the  o th e r  v a r i 

a n ts ,  p ro v id es  an o p p o rtu n ity  f o r  a l l  c h ild re n  to  develop t h e i r  le a r n 

in g  o f the  in g re d ie n ts  o f music and language, and a lso  to  develop the 

v o c a l, v is u a l  and motor c o n tro l and c o -o rd in a tio n  which i s  n e ce ssa ry  

f o r  l i t e r a c y  s k i l l s .  Again fo llo w in g  the  Suzuki method. Dr. Wisbey 

recommended th a t  th i s  m usical t r a in in g  should s t a r t  from the  age of 

two and a h a l f  y e a rs , and th a t  the  id e a l  p e rio d  i s  p robab ly  p re -sc h o o l.

Ihe  le a rn in g  se s s io n s  should be very  s h o r t ,  between 5~15 m inutes a 

day (no lo n g e r as the  h ea rin g  may become le s s  a c u te ) ,  and given e a r ly  

in  the  day when the  c h ild * s  maximum energy  i s  a v a ila b le  f o r  le a rn in g , 

and h is  a u ra l  p e rc ep tio n  i s  most a c u te . For th ese  s h o r t s e s s io n s , 

c h i ld r e n ’s xylophones and g lo c k en sp ie ls  a re  recommended, w ith  remove

ab le  b a rs  so th a t  one b ar a t  a tim e can be used ; the  in s tru m e n ts  should 

always be of th e  b e s t  q u a l i ty  (see C hapter 5, The C arl O rff Method, p . 125 ) .

In  the  f i r s t  two programmes o f th e  s e r ie s ,  the  e a r ly  s ta g e s  of 

m usical t r a in in g  through the  use o f a s in g le  n o te  were covered tho rough ly , 

w ith  dem onstra tions o f the  a c tu a l  te ac h in g  methods, and th e  reaso n s behind 

the  a c t i v i t i e s .  The fo llow ing  i s  a b r i e f  o u tl in e  o f the  a d d it io n a l  p ro 

grammes, showing th e  method o f in tro d u c in g  new id e a s .
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Programme 5 . In tro d u c tio n  to  Middle C,

Begin w ith  Middle C as i t  i s  u s u a lly  the  e a s i e s t  n o te  f o r  c h i ld 

re n  to  l e  a m .

1 . In tro d u ce  C w ith  i t s  ’f r ie n d ly  name’ DOH: p lace  one chime b a r

a t  th e  bottom o f the  in s tru m e n t,

2 , T une-in : P lay  th e  no te  and s in g  s o f t ly ,  o r hum in  tune to  i t .

Do t h i s  a t  th e  s t a r t  and f re q u e n tly  th roughou t th e  s e s s io n s  as i t

p ro v id es  m assive r e p e t i t io n  o f the  n o te  f o r  le a rn in g ,

5 , In tro d u ce  th e  concept o f loud  and s o f t : g e t th e  c h ild  to  copy

loud and s o f t  sounds on the  in s tru m en t; t h i s  t e s t s  h e a rin g  and

in tro d u c e s  com parisons,

4 , Copy w ith  eyes c lo s e d : t h i s  fo rc e s  th e  c h ild  to  r e ly  on h e a r in g ,

n o t v is u a l  cu es ,

5 , Ask th e  c h ild  to  p lay  loud and s o f t  (as  opposed to  copy ing ).

6 , Copy loud and s o f t  w ith  v o ic e s : t h i s  encourages memory and d e v e l

ops v ocal c o n tro l .

The c h i ld  must be given  a chance to  le a m .  I f  he i s  unable to  copy sounds 

a f t e f  about two months o f d a i ly  p r a c t ic e ,  h is  h ea rin g  should be medic

a l l y  checked.

Programme 4 , Middle C co n tin u ed ,

1 , Tune in  to  C,

2 , Check copying and p lay in g  o f loud and s o f t .
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3 . Sometimes s ing  to  th e  open sound o f *lah* to  improve q u a l i ty  

(a  p e rso n a l view i s  th a t  the sound *Noo*, as produced in  th e  

Ward method, would produce b e t te r  q u a l i ty  (see  C hapter 6, p , 149).

4 . While tu n in g  ho ld  th e  sound in  th e  head befo re  s in g in g  (memory 

t r a i n i n g ) .

5 . C atch and throw the  sound (th e  id e a  o f sound as communication)

(see Ward Method, C hapter 6 ) .

6 , In tro d u ce  Movement : Jump up f o r  ’lo u d ’ , c u r l  up and s lee p  f o r

’s o f t ’ ( th i s  in tro d u c e s  ’m eaning’ to  h e lp  le a rn in g , and th e  

c a p a b i l i ty  to  compare and r e l a t e ) .  Movement must always match 

sounds m ean in g fu lly ,

7 , Ihe te a c h e r  responds to  c h i ld ’s j ia y in g  ( th i s  t e s t s  le a r n in g ) ,

8 , ’Hunt th e  T o ffe e ’ : P lay  lo u d ly  o r s o f t ly  as th e  c h ild  g e ts

n e a re r  o r f a r th e r  from the  ’to ffee *  ( d i f f e r e n t  deg rees o f loud  

and s o f t  f o r  f in e r  d is c r im in a tio n  and a b i l i t y  to  r e l a t e  in fo rm a

t io n )  ,

Programme 3 » Middle C co n tin u ed .

Tune f re q u e n tly  and mix in  ’O ld’ and ’New’ le a rn in g ,

1 , In tro d u ce  ’f a s t ’ and ’ slow ’ sounds : g e t  c h ild re n  to  copy and p la y ,

2 , In tro d u ce  Movement m ean ing fu lly : walk to  ’slow ’ , jump slow ly  to

’very  slow ’ , run  to  ’f a s t ’ ( th i s  develops m otor and v is u a l  c o n tro l 

and c o -o rd in a tio n  and memory o f i t ) ,
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3 . The T rain  Game; The c h ild  p lay s  s o f t ly  as the  t r a in  comes ou t 

of the tu n n e l -  lo u d e r then  s o f te r  ( th i s  produces g rad u a tio n s  of 

loud and s o f t)*

4. V a ria tio n s  on the T rain  Game ; t e l l i n g  a s to ry  on in s tru m en ts , 

e .g .  s to p p in g  a t  the  s ta t io n  ( th i s  encourages p a r t i c ip a t io n  and 

h e lp s  to  develop the  memory sp a n ) .

Programme 6 . Middle C co n tin u ed .

1 . In tro d u ce  ’ long* and ’s h o r t ’ counds: s in g  ’DOH* and ^Doh-oh’ 

(lo n g e r sounds give the  b ra in  more chance to  re c e iv e  the  p i tc h  

s e n sa tio n , and th e re fo re  g re a te r  le a rn in g  i s  p o s s ib le ;  i t  a lso  

h e lp s  to  develop vocal c o n tro l and memory of sound).

2, In tro d u ce  ’n o is e ’ ; s t r ik e  tne  wooden p a r t  of the  in s tru m en t 

( th i s  in tro d u ce s  v a r ie ty  and o p p o rtu n ity  fo r  com parison, and 

ex tends the  a u d ito ry  sp a n ) .

’The Learning Sandwich’ . Tnis in tro d u c e s  new in g re d ie n ts  such as ’f a s t ’ 

and ’slow ’ , o r ’ lo n g ’ and ’ s h o r t ’ , a t  the  beginning o f a s e s s io n . A fte r  

i t  has been e s ta b l is h e d , q u ic k ly  re v is e  the  p rev ious m a te r ia l ,  and 

re tu rn  to  the  new in g re d ie n t ,  i . e . .

New -  Old -  New; th i s  h e lp s  to  ensure maximum energy fo r  new work.

Problem s. I f  the  c h ild  responds some days and n o t on o th e rs , i t  could 

be because -

(a) th i s  i s  the  n a tu re  o f le a rn in g  -  l o t s  o f p ra c t ic e  i s  needed .

(b) the c h i ld ’ s a b i l i t y  to  respond v a r ie s  d a i ly
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(c) the  c h ild  may be bored; so i t  must be made more in t e r e s t in g  

o r rew arding

(d) the  c h ild  may be fe e l in g  u n c o -o p e ra tiv e .

Programme 7 . Tone q u a l i ty ,  and in tro d u c in g  G.

1 , Q u a lity , Tie c h ild  w i l l  copy what he h e a rs , w ith  in s tru m e n ts  and

h is  own v o ice , so -

(a) make su re  t h a t  th ey  a re  producing a good vowel sound

(b) use ’humming* to  h e lp  them to  ’place* th e  vo ice  (a s  in  the  

Ward Method, C hapter 6 , p , 149).

(c) in tro d u ce  the  piano  as  a good q u a l i ty  sound to  copy,

2, D eveloping Vocal and B reath  C o n tro l: hold  the  vo ice  as s tea d y

as p o s s ib le  -  w ith  no ’v ib r a to ’ ; p la y  ’t r a i n s ’ w ith  th e  v o ic e ,

N.B. Tie work on Middle C w i l l  tak e  a  long  time to  le a m  th o ro u g h ly ;

th i s  MUST be done befo re  moving on to  n o te  G, T iere  a re  two t e s t s  fo r

re a d in ess  to  move on -

(a) When th e  c h ild  can s in g  C to  o rd e r a t  any tim e and anywhere,

(b) When th e  c h ild  i s  g e t t in g  f id g e ty  and wants to  move on.

T ien, and only  th en , move on to  no te  G.

Programme 7 (c o n tin u e d ). In tro d u c in g  G.

The n o te  G above Middle C i s  the  second n o te  to  be in tro d u c e d ,

(a) I t  i s  about th e  h ig h e s t n o te  t h a t  most young c h ild re n  can s in g , w ith

c o n tro l ,  and th ey  w i l l  le a m  more e a s i ly  what th e y  can s in g .
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(b) I t  i s  a t  the  extreme end o f t h e i r  v ocal range from C, thus 

making id e n t i f i c a t io n  e a s ie r .

R evise the  ’Learning Sandwich’ ; in tro d u ce  G a t  the  s t a r t  o f the  s e s s 

io n ; re v is e  C in  the  m iddle; r e tu rn  to  G.

(a ) P lace the  chime bar halfw ay up the  in s tru m en t; name G as ’ SOH’ .

(b) Do ev ery th in g  on G and C u n t i l  i t  i s  tho rough ly  l e a m t  to  th e  

same d eg ree . Do n o t work w ith  C and G to g e th e r  y e t ,

(c ) I f  C and G a re  confused, r e tu rn  to  C o n ly ,

T i is  i s  a  b r i e f  summary o f what I  heard  in  the  b ro ad cas t t a lk s ,  I  

would s tro n g ly  recommend p a re n ts  and te a c h e rs  o f young c h ild re n  to  

read  D r, W isbey’s book when i t  i s  p u b lish ed  l a t e r  in  1979* The pub

l i s h e r s  eure Groom Helm, 2-10 S t J o h n 's  Road, London, S .W .ll,
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Part II

C hapter 8 

Music E ducation  In  Hungary

*He who cannot h ear what he se e s , and cannot see what he h e a rs , 

i s  n o t a  m usician * -  Kodaly.^

V is i to r s  to  Hungary seem to  be im pressed by a g e n e ra l h igh  le v e l

o f m usical aw areness and a wide p u b lic  i n t e r e s t  in  m usical perform ances.

What a re  th e  f a c to r s  th a t  c o n tr ib u te  to  t h i s  im pression? A number o f

p ro fe s s io n a l  o rc h e s tra s  o f high in te r n a t io n a l  rep u te  e x i s t  in s id e

Hungary; the  Hungarian S ta te  O rc h es tra , the  M A V Symphony O rch estra ,

the  Budapest Philharm onic S oc ie ty  O rc h es tra , and the  H ungarian Radio

and T e le v is io n  O rch es tra  have p layed  in  London d u rin g  th e  l a s t  decade,
2and a re  a l l  made up of fu l l - t im e  Hungarian m usic ian s . The r e la t iv e ly  

h ig h  number o f Hungarian p la y e rs  in  fo re ig n  o rc h e s tra s  su g g es ts  th a t  

th ey  e i t h e r  do n o t wish to  work p ro fe s s io n a lly  in  Hungary, o r  th a t  they  

cannot f in d  enough o p p o r tu n itie s  f o r  employment in  t h e i r  own co u n try .

An exam ination  o f the  Hungarian government’s p o lic y  tow ards music and 

m u sic ians ’soon re v e a ls  th a t  th e  Hungarian Government encourages the  

s u rp lu s  they  have o f s k i l le d  m usicians to  Jo in  fo re ig n  o rc h e s tra s  in  

o rd e r  to  a d v e r tis e  the  e x ce p tio n a l s tan d ard  o f m usic-educa tion  in  Hungary’

1 . E rz se b e t Szonyi; M usical Reading and W ritin g , London, Boosey & 
Hawkes, 1974, In tro d u c tio n , p . 9*

2 . H ungarian Department o f E duca tion , Danube Bend U n iv e rs ity  Summer 
Course in  A rts  -  ’Music E ducation  in  Hungary’ -  a  C o lle c tio n  o f 
L e c tu re s , Budapest, I 967, p . 52.

3 . I b id . ,  p . 52 .
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’in s id e  Hungary i t s e l f ,  the  v i s i t o r  re c e iv e s  an im pression  o f a 

g re a t  aw areness of m usic. Not on ly  the  fo u r  main o rc h e s tra s  p la y  

r e g u la r ly  in  the c i t i e s  and towns, b u t a lso  lesser-know n, even w orker^’ 

o rc h e s tr a s  perform , e .g .  the P o s ta l W orkers’ Symphony O rc h es tra . Hung

a r ia n s  them selves a re  in te n s e ly  proud o f t h e i r  m usical h e r i ta g e .  Many 

churches have b e a u t i fu l  o rgans, and c h o irs  w ith  w e ll- t r a in e d  v o ic e s ’ .^

*A h ig h  s tan d ard  o f m usical perform ance and a m u lti t id e  of m usical 

e v en ts  do n o t in  them selves n e c e s s a r i ly  prove a h igh  s tan d a rd  of m usical 

aw areness in  Hungary, a lthough  they  do prov ide  ev idence which m ight 

le a d  to  such a co n c lu s io n . The evidence i s  embodied in  the  method o f 

m usic -ed u ca tio n  which must be a m ajor power behind a l l  the rausic-aw are- 

n e ss  which can be seen; a method which can educa te  so tho rough ly  and 

so u n iv e r s a l ly  as to  allow  so many people to  be m u s ica lly  l i t e r a t e ’ .

In  exam ining th i s  method, the  f i r s t  c o n s id e ra tio n  must be i t s  aim s; a 

co u n try  prom oting m usical l i t e r a c y  to  a l l  i t s  p u p i ls ,  as Hungary does, 

must have reaso n s behind i t s  u n u su a lly  s tro n g  encouragem ent.

F i r s t ,  l e t  us c o n s id e r the  developm ent o f Hungary’s m usic -educa tion  

system . Z o ltan  Kodaly aimed a t  form ing ’a new, a  f u l l ,  a r e a l ,  an in te n 

s iv e  H ungarian music c u l tu r e ’ .^  He s ta te d  th e  essence of h is  m usic-educa

t io n  system  in  the  fo llow ing  words: ’ the  forms o f t r a d i t io n  may change,

b u t i t s  essence  rem ains the  same so long as th e  people whose so u l i s  

ex p ressed  by t h i s  t r a d i t io n  l i v e .  And the  tim e w i l l  come when th e

1 . W illiam  Murphy: B.B.C. L ec tu res  -  Music E ducation  in  Hungary.
Music A d v ise rs ’ N a tio n a l A sso c ia tio n  C onference, 1964, p . 4 .

2 . I b i d . ,  p . 5 .
5 . H ungarian Department of E ducation  L e c tu re s , o p .c i t . ,  p . 20.
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le a rn in g  s tra tu m  can g ive back the t r a d i t i o n  g o t from th e  peop le; 

m oulding i t  in  a new a r t i s t i c  form, th ey  w i l l  hand i t  over to  the  

people  -  to  the  n a t io n a l  community -  to  th e  people who a re  growing 

in to  a n a tio n * .^

In  seeking  to  develop a n a t io n a l  id e n t i t y  th rough  a n a t io n a l  

c u l tu re  in  t h i s  way, K odily i s  fu r th e r in g  p o l i t i c a l  id e a l s  in  the  same 

way as  Smetana and Dvorak in  n in e te e n th -c e n tu ry  Bohemia, where a grow

in g  a g i ta t io n  f o r  independence from A u s tr ia  s tim u la te d  an i n t e r e s t  in  

fo lk -s# n g s  and opera perform ances in  th e  Czech language, and e v e n tu a lly  

le d  to  the  p u b lic a tio n  o f operas in  the  n a tiv e  language. Indeed,

K o d ^y  and Smetana have each d ire c te d  s im ila r  movements in  t h e i r  

re s p e c tiv e  c e n tu r ie s  and c o u n tr ie s ;  as composer, conducto r, te a c h e r  

and w r i te r ,  each has succeeded in  p u t t in g  h i s  co u n try  on the  m usical 

map o f Europe, Each saw h is  co u n try  as oppressed  in  the  p a s t  and 

em erging in  the  p re s e n t;  Kodaly l iv e d  to  see h is  co u n try  i n s ta l l e d  

w ith  i t s  own boundaries and i t s  own language, and regarded  the  develop

ment o f a n a t io n a l  c u ltu re  as a ta s k  of prime im portance . Tie p r im itiv e  

n a tu re  o f t h i s  e x c it in g  c u ltu re  le d  him to  begin i t s  developm ent from 

th e  fo lk -so n g  in  the  same way as Smetana had done, *For u s , the  fo lk  

t r a d i t i o n  in  music means much more than  i t  means fo r  c iv i l i z e d  European 

p eo p les  who had c re a te d  a su p e r io r  a rt-m u s ic  c e n tu r ie s  ago*. However, 

th e  a r t i s t i c  creed  o f Kodaly, *Let music be f o r  everybody*, has taken  

him f u r th e r  in to  th e  f i e l d  o f ed u ca tio n  than  was p o s s ib le  fo r  Smetana, 

f o r  school f a c i l i t i e s  e x i s t  in  Hungary to  enab le  him to  e s ta b l i s h  com

p u lso ry  m usic-education  f o r  a l l ,  where t h i s  was n o t th e  case in  n in e te en th -

1 . I b i d . ,  p . 51. 
Z o ltan  Kodal;
i 960, p . 19 .

2 . Z o ltan  Kodaly: Folk Music in  Hungary, B arrie  & R o c k c lif f , London,
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cen tu ry  Bohemia,

Kodaly c a r r ie d  h is  g e n e ra l aim to  a more s p e c if ic  goal to  te ac h  

every  p u p il to  read  m usic. *By te ach in g  c h ild re n  to  read  m usic, the  

p a r t  played by music in  ed u ca tio n  would be g iven  an e q u a lly  im p o rtan t 

p o s i t io n  as was recognized  and p ra c t is e d  in  a n c ie n t G reece, the  e f f e c t  

o f which would be to  give a c u ltu re d  e a r ,  a  c u ltu re d  i n t e l l e c t ,  a 

c u ltu re d  h e a r t ,  and c u ltu re d  f in g e rs * .^

Kodaly was n o t m erely concerned w ith  m usicology; h is  aims as an 

e d u c a t io n is t  combined w ith  h is  m u sico lo g ica l aims to  promote a e s th e t ic s  

and c h a r a c te r - t r a in in g .  As a Communist w r i te r ,  he aimed to  improve 

h is  p u p ils  e th ic a l ly  and p o l i t i c a l l y .  A e s th e t ic a l ly ,  the  Kodaly method 

i s  designed  'to  improve p a r t ic ip a n ts  in ,  and l i s t e n e r s  to , c h o ra l s in g in g  

w ith  p le a su re  and d e lig h t* . The s e r io u s  c o n c e n tra tio n  i t  re q u ire s  i s  

aimed a t  t r a in in g  and d is c ip l in in g  the  mind, and encouraging  a sense 

o f c o lle c t iv is m . 'Even a t  th e  most mundane le v e l ,  music e d u ca tio n , 

g iven  re g u la r ly  to  every  p u p il aims to  r e f r e s h  th e  c h ild  m en ta lly  

and p h y s ic a lly ;  and the  p u p ils  b rought up and educated  by m usic, in  

an atmosphere o f m usic, a re  expected  to  en joy  a r i c h e r  and b e t t e r  l i f e  

than  one who has never f e l t  th e  magic o f m usic. I t  i s  our f e rv e n t  

d e s ir e  to  r e a r ,  by means o f genuine a r t ,  good and d ecen t p eo p le* .^

Follow ing h is  p lan  to  awaken a n a t io n a l  music co n sc io u sn ess , which 

began in  1929 w ith  th e  p u b lic a tio n  o f h is  'C h i ld r e n 's  C h o ir s ',  K od^y

1 . H ungarian Department o f E ducation  L e c tu re s , o p .c i t . ,  p . 59*

2 . L. E osze: Z o ltan  Kodaly, H is L ife  and Work, Budapest, 1962, p . 58 .

5 . I b id . ,  p . 55 .
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d ire c te d  h is  'w ar on m usical iQlifceracy* by equipping  the  Hungarian 

e d u c a tio n a l system  w ith  the  n ecessa ry  f a c i l i t i e s .  Teachers were 

r e - t r a in e d  to  ensure  a  u n if ie d  s tan d a rd . New, c e n tr a l iz e d  c u r r ic u la ,  

d ev ised  by Kodaly fo r  both Prim ary and Secondary sch o o ls , were adopted, 

and school t im e -ta b le s  re -sch ed u led  to  allow  d a i ly  music le s so n s  t o t a l l 

in g  two hours p e r week as compulsory tu i t io n  f o r  a l l  school p u p ils  up

to  th e  age o f s ix te e n . From the  age of te n , c h ild re n  were to  be ta u g h t

by s p e c i a l i s t  s u b je c t te a c h e rs , w hile below th e  age o f te n , g en e ra l 

s u b je c t  te a c h e rs  gave them t h e i r  music le s s o n s . Not on ly  were p re p a ra 

t io n s  n e ce ssa ry  fo r  te a c h e rs ' changes in  c u r r ic u la ;  a  whole new p ro 

gramme brought in  a new school s t r u c tu r e ,  and 'm usic-b ranch  sc h o o ls ' 

began to  te ach  an even g re a te r  amount o f m usic. These schools were 

n o t in ten d ed  to  t r a in  p ro fe s s io n a l m usic ians, bu t to  educate  c o n c e rt 

aud iences f o r  th e  fu tu r e .  At the  age o f e ig h t ,  between h a l f  and two- 

th i r d s  of the  c h ild re n  in  th e se  schoo ls  were ta u g h t to  p la y  an i n s t r u 

ment, b u t th e  te ach in g  was co n cen tra ted  more on s in g in g  and c h o ra l work.

'The f i r s t  school o f t h i s  type was founded in  K o d a ly 's  home town, 

Kecskemet, in  1950; th e re  a re  now more than  100 such schools th roughout 

Hungary*

T ests  f o r  adm ission to  the  music schools a re  in f l e x ib le  and demand

in g , w ith  c le a r - c u t  d e c is io n s  as to  which o f th e  a p p lic a n ts  s h a l l  be 

'cream ed o f f ' .  Those who ex pec t to  become p ro fe s s io n a l m usic ians, and 

reach  th e  re q u ire d  s tan d a rd s  in  the  t e s t s ,  a re  sep a ra ted  from th e  o th e r  

p u p ils  a t  th e  age o f fo u r te e n . Even in s id e  th e  music schools th e re  are

1 . W illiam  Murphy: B.B.C. L ec tu re s , o p .c i t . ,  p . 7 .
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d iv is io n s  as p u p ils  a re  allow ed to  belong to  d i f f e r e n t  music c lu b s  

acco rd ing  to  t h e i r  a b i l i t y .

In  s p e c ia l  m usic -schoo ls , th e  p a re n ts  o f p u p ils  th e re  pay fe e s  

le v ie d  in  d i r e c t  p ro p o rtio n  to  the  a b i l i t y  of t h e i r  c h ild re n . ’On 

e n try  the  p a re n ts  pay a fix e d  150 f l o r i n t s  a  y e a r , b u t a f t e r  th e  

f i r s t  y ea r , when the  c h ild re n  have been c l a s s i f i e d ,  those  w ith  a 

5 (e x c e lle n t)  mark pay only  10 f l o r i n t s  a  month, th o se  w ith  4 pay 

15 f l o r i n t s ,  those  w ith  5 pay 25 f l o r i n t s ,  and so on. In  each sub

sequen t y ear th e  fe e s  vary  acco rd ing  to  th e  mark o b ta in e d . '^

'The aim o f the  s p e c ia l  m u sic -sch o o ls , one o f  which e x i s t s  in  

every  town, w ith  te n  in  Budapest, making a t o t a l  o f  84 in  the  whole 

co u n try , i s  to  s tim u la te  the  m usical ed u ca tio n  more than  th e  o th e r  

s u b je c ts  which a re  ta u g h t, and to  do t h i s  th ey  a re  a c t iv e ly  invo lved  

in  c o l le c t iv e  music-making by means o f ch o ra l g roups, chamber ensem bles 

and o rc h e s tr a s .  Tie S ta te  a lso  en su res  the  o rg a n is a tio n  o f o th e r  

a c t i v i t i e s  o u ts id e  school ' to encourage the  work done in  music educa

t io n .  Radio and T e lev is io n  netw orks are  c o -o rd in a te d  w ith  th e  c e n t r a l -  

iz e d  cu rricu lum  to  prov ide the  re le v a n t  b ro ad cas ts  a t  the  r i g h t  t im e '.

By s p e c ia l  te a c h e r - t r a in in g ,  c e n tr a l iz e d  c u r r ic u la ,  a la rg e  amount 

o f tim e -ta b le d  te ach in g  o f m usic, s p e c ia l  music sch o o ls , and th e  ex ten s iv e  

use o f fo lk -rau sic , Kodaly a ttem pted  to  make ev ery  p u p il  m u s ic a lly  l i t e r a t e

1 . J .  R ib ie re -R a v e r la t:  Music E ducation  in  Hungary ( t r a n s .  by M.
S afran ck ), Leduc e t  C ie, P a r is ,  I 967, p . 8 5 .

2. William i^rphy. Ib id ., p. 10.



205

and to  spread  music aw areness throughout Hungary by u s in g  a l l  th e  

f a c i l i t i e s  the  S ta te  could o f f e r .

One o f Kodaly*s c h ie f  aim s, th e  u n i f ic a t io n  o f the  people through 

a common c u l tu r e ,  i s  seen in  the  s t r e s s  p laced  on fo lk -m usic  in  both  

s in g in g  and in s tru m e n ta l in s t r u c t io n ,  and in  the  involvem ent o f sch o o l- 

rausic in  the  community as school c h o irs  and o rc h e s tra s  g ive c o n c e r ts , 

r e c i t a l s  and f e s t i v a l s  and become invo lved  in  n a t io n a l  e v e n ts . This 

h e lp s  the ex ten s io n  of a common c u l tu re  -  th e  encouragem ent and d e v e l

opment o f n a tio n a l  p r id e . 'Fo lk-m usic i s  seen , n o t on ly  as a tr e a s u ry  

of w e ll-b a lan ced  m elod ies, f u l l  o f c h a r a c te r i s t i c  rhythm s and i n t e r e s t 

in g  s c a le s ,  bu t beyond t h i s ,  a f a i t h f u l  r e f le c t io n  o f a  p e o p le 's  h is to ry ,  

realm  of th o u g h t, and a t t i t u d e s .  As such, i t  has an in f lu e n c e , n o t  so 

much on th e  i n t e l l e c t ,  bu t on the  em otions. O bviously i t  demands 

m assive te a c h e r-re so u rc e s , and t h i s  has n e c e s s i ta te d  some compromise 

in  the  teach in g  o f p u p ils  up to  te n  y ears  o f age by g en e ra l su b je c ts  

te a c h e rs , in  s p i te  o f K odaly 's  s t r e s s  on the  im portance of the  e a r ly  

y e a rs ; indeed , only  in  the  schoo ls fo r  l4 - l8  y ear o ld s  has i t  been 

p o s s ib le  to  ensure  th a t  a l l  the  m u sic -teach ers  are  s p e c i a l i s t s ' . ^

( c f .  ' s p e c i a l i s t '  music te a c h e rs  in  B r i ta in ,  p . 255, 'The T ra in in g  

o f Music T eachers, Appendix V I.)

' i t  i s  the  c iv ic  du ty  o f every  c u ltu re d  m usician  to  have a th o r -  

ough knowledge o f h is  m usical mother tongue ' .  With t h i s  p r in c ip le  in  

mind Kodaly dev ised  a sy stem atic  te ach in g  s t ru c tu re  based on the  use o f

1 . W illiam  Murphy, I b id . ,  p . 12.

2 . Z o ltan  Kodaly, I b i d . ,  p . 8 .
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fo lk -m u sic , and u s in g  a p ro g re ss iv e  system adapted  to  th e  c h i ld r e n 's  

ag es , vocal developm ent and i n t e l l e c t u a l  l e v e l .  In  o rd e r to  g e t to  

know th e se  songs w e ll the  f i r s t  e s s e n t ia l  i s  to  l e a m  a wide v a r ie ty  

of them by h e a r t  and to  a s s im ila te  them th o ro u g h ly . T h erefo re , c h i ld 

ren  in  n u rse ry  schoo ls begin by s in g in g  sim ple tu n es  and p lay in g  games. 

In  th e  prim ary  school the  c h ild re n  le a m  a g re a t  number o f s l ig h t ly  

more d i f f i c u l t  songs, and, u s in g  them as  a b a s is ,  le a m  to  read , w rite  

and l i s t e n  to  m usic. S tuden ts  in  th e  music schoo ls  and c o n se rv a to r ie s  

ex tend  t h e i r  knowledge a t  weekly c la s s e s  in  fo lk -m u sic , and f i n a l ly ,  

the  fo lk - s in g  h e r ita g e  i s  analysed  s c i e n t i f i c a l l y  in  a  s p e c ia l  d e p a r t

ment of the  Academy o f Music in  Budapest, c a l le d  'F o lk  M usicology*,

In  t h i s  way, a t  every  le v e l  o f m usical s tu d y , in  w hatever k ind  o f c la s s ,  

any te c h n ic a l  problem i s  always ex p la in ed  w ith  re fe re n c e  to  fo lk -m u sic , 

which the  s tu d en ts  a re  asked to  s in g . This re fe re n c e  to  a fa m il ia r  

source makes the  so lu tio n  o f the  problem e a s ie r  and a lso  im presses on 

the  s tu d e n ts  t h e i r  c lo se  l in k  w ith  the  m usical t r a d i t i o n s  of t h e i r  

co u n try .

'D uring th e  l8 th  and 19 th  c e n tu r ie s ,  in  th e  p e rio d  o f the  A ustro - 

Hungarian monarchy, m usical l i f e  in  Hungary, and th e  s ty le  of h e r com

p o se rs , rem ained v ery  much under th e  in flu en c e  o f th e  symphonic music 

of th e  German School, many o f whose com positions were in s p ire d  by the  

rhythm ic and b o ld ly  im ag in a tiv e  songs o f e a r l i e r  fo lk  from c e n tr a l  

Europe -  the  'a l l 'o n g a r e s e  * works o f Haydn, M ozart, Beethoven, Brahms, 

L is z t  and many o th e r s '. ^  A g a in st t h i s  background, Kodaly and Bela 

B artok (l8 8 l-1945) red isco v ered  a u th e n tic  H ungarian fo lk -m usic  by

1. William Murphy, Ib id ., p. 14.
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d evo ting  a co n sid e rab le  p a r t  o f t h e i r  l iv e s  to  combing the  co u n try  

and reco rd in g  the  v o ices  o f o ld  p e a sa n ts  who had p reserv ed  th e i r  

h e r ita g e  o f song; they  then  tra n s c r ib e d  th ese  m elod ies, Bartok 

e v e n tu a lly  moved tow ards com position , r a th e r  than  music ed u ca tio n ,

'b u t  h is  re sea rc h es  in to  Hungarian fo lk -so n g  rev ea led  r ic h  untapped 

re so u rce s  which in c re a s in g ly  f e r t i l i z e d  h is  own s ty le ,  'The stu d y  o f th i s  

p easan t music was fo r  me o f d e c is iv e  im portance, fo r  th e  reason  th a t  i t  

rev ea led  to  me the  p o s s ib i l i t y  of a t o t a l  em ancipation from the  hegemony 

o f the  m ajor-m inor system . • . and (th ey ) a lso  show th e  most v a r ie d  and 

f re e  rhythms and tim e-changes in  both  ' ru b a to ' and 'tempo g iu s to ' p e r

fo rm an ces ',^  B artok con tinued  h is  re se a rc h  in  Slovak and Romanian

speaking a re a s , w hile Kodaly v i s i t e d  peop les o f th e  same o r ig in  as  the  

H ungarians who were s c a t te re d  over a re as  o f R ussia  and o th e r  p a r t s  of 

A sia . F in a l ly ,  they  c l a s s i f i e d  a l l  th ese  m elod ies, s tu dy ing  the  m e tr i

c a l  p a t te rn s ,  the  range and s t ru c tu re  o f each one, so as to  group 

m elodies o f a type to g e th e r . T heir s c i e n t i f i c  approach n e c e s s i ta te d  

many experim ents and c la s s i f i c a t i o n s  befo re  the  f i n a l  s e le c t io n  o f the 

m elodies t h a t  seemed most s u i ta b le  fo r  'th e  method' was made. T his 

enormous ta s k  s ta r te d  by Kodaly and Bartok i s  now being con tinued  by a 

team of re se a rc h e rs  and m u s ic o lo g is ts  a t  the  Academy o f S ciences in  

Budapest, working accord ing  to  th e  p lan  form ulated  by Kodaly. T h e ir 

u lt im a te  aim i s  to  p u b lish  the  thousands o f H ungarian fo lk -so n g s  under 

th e  t i t l e  o f 'Corpus Musicae P o p u la ris  H ungaricae ' .

Most o f the  Hungarian fo lk - tu n e s  are  based on the  p e n ta to n ic  s c a le ,  

and th e re fo re  Kodaly saw t h i s  s im p lif ic a t io n  o f the  m ajor and m inor

1 . New New Oxford H is to ry  o f M usic, 'The Modem A ge ', I 89O -I96O, 
London, O .U .P ., 1974, p . 275*

2 . W illiam  Murphy, I b id . ,  p . I 5 .
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s c a le s  as a good s ta r t in g - p o in t  so th a t  young c h ild re n  could  more 

e a s i ly  ex p ress  t h e i r  m usical co n sc io u sn ess , w ith  th e  m elodies g iv in g  

ample b asic  working m a te r ia l th roughou t th e  m ajor p a r t  of 'th e  m ethod ', 

a s  w e ll as g iv in g  i t  an e s s e n t ia l  coherence. Many o f th e  e a r ly  songs 

a re  w r i t te n  on two o r th re e  n o te s , and are  id e a l  fo r  th e  unsure  and 

l im ite d  vocal ranges o f n u rse ry  c h i ld re n . T l u s  the  c re a t io n  o f a 

system of m usic-education  begins v e ry  slow ly  w ith  th e  f iv e -n o te  scede , 

and a f t e r  a few years  du rin g  which th e se  Hungarian tunes become 

thorough ly  f a m il ia r ,  the  c h ild re n  go on to  s in g  the  fo lk -m usic  o f 

o th e r  c o u n tr ie s  and f i n a l l y  th ey  a re  in tro d u ced  to  c l a s s i c a l  m usic.

Kodaly assem bled l i t t l e  c o l le c t io n s  o f p e n ta to n ic  m elodies which

a re  w r i t te n  in  s o l - f a  s y l la b le s  w ith  th e  correspond ing  rhythm ic p a t te rn

above. W ithin each c o l le c t io n ,  the  songs a re  grouped by s im i la r i ty  

o f compass, and graded accord ing  to  t h e i r  degree o f d i f f i c u l t y .  He 

a lso  c re a te d  a c o l le c t io n  c a l le d  '533 E x e rc ise s  in  S ig h t S in g in g ' which 

were h is  own com positions.

By the  use o f the  s o l - f a  l e t t e r s  o f th e  p e n ta to n ic  s c a le  -  d r  m

s i -  th e  young p u p ils  a re  p ro g re s s iv e ly  in tro d u ced  to  m elodic r e l a t i o n 

sh ip s  w ith in  th e  f iv e -n o te  s c a le ,  beginning  w ith  what i s  perhaps one of 

th e  most fundam ental o f a l l  m usical in te r v a l s ,  the  minor 5 rd  -  ' s , m '.

; j
m

^ ^  v a r ia n t  J J J J J
m s m s s m

Basic rh y th m ic -p a tte rn s  a re  in tro d u ced  a t  t h i s  s tag e  by th e  use o f  the

* The s o l - f a  and rhythm ic examples a re  quoted from J .  R ib ie re -R a v e r la t 's  
M usical E ducation  in  Hungary.
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\  ̂ n  '
French M artin e t s y l la b le s ,  e .g .  -  ^ ^  ̂ *

t a  t a  t i  t i  t a

Before going in to  g re a te r  d e t a i l  i t  may be h e lp fu l  to  d e fin e  some o f 

th e  m usical term s used in  Kodaly*s method.

S o lm isa tio n : used f o r  n o te s  sung in  a 'f ix e d *  s c a le :  f o r  t h i s  th e

H ungarians use a  c a p i t a l  l e t t e r  and th e  fo llo w in g  l e t t e r s  on the  

T reb le  C le f  s t a f f ,  beginning in  th e  second space would be A H(b) C D 

E P G.

Sharpened n o te s  a re  d e fin ed  as A isz , H isz , C isz , D isz, e t c . ;

F la tte n e d  n o te s  as Asz, Be, Cesz, Desz, e t c .

S o l- fa  n a tu ra l  n o te s  a re  w r i t te n  -  doh r  m f  soh l a  t i  doh*. Tie only

sharpened n o te s  which a re  used in  p ra c t ic e  a re  those  fo r  th e  f i r s t ,

second, fo u r th  and f i f t h  deg rees of th e  s c a le  -  d i ,  r i ,  f i ,  s z i .  The 

on ly  f la t te n e d  n o te s  are  fo r  th e  second, t h i r d ,  s ix th  and seven th  

deg rees -  r a ,  ma, lo ,  t a .  Tie chrom atic s c a le  i s  th e re fo re  w r i t te n  

th u s  -

A scending: d d i  r  r i  m f  f i  s s z i  1 t a  t  d*.

D escending: d ' t  t a  1 lo  s f i  f  m ma r  r a  d .

A sm all f ig u re  1 p laced  above and to  th e  r i g h t  o f a n o te  in d ic a te s  th a t  

i t  must be sung one octave above -  e .g .  d -  d*.

S im ila r ly  a f ig u re  1 p laced  below and to  th e  r i g h t  o f a n o te  in d ic a te s  

t h a t  i t  must be sung one octave below -  e .g .  d -  d | .
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Tie P r in c ip le  o f R e la tiv e  S o l- fa

* I t must be r e a l i s e d  th a t  th e  method i s  n o t a n a ly t ic a l  bu t g lo b a l 

and in tu i t i v e * .^  By an alm ost com pletely  unvaried  d i e t  o f fo lk -m usic  

in  t h e i r  e a r ly  fo rm ative  y ear Hungarian c h ild re n  become aware o f a  

r e la t io n s h ip  between the  n o te s  of th e  p e n ta to n ic  sc a le  which t h e i r  

e a rs  le a m  to  reco g n ise  w ithou t being  c o n s ta n tly  aware o f i t s  e x i s t 

ence. This in tu i t i v e  re c o g n itio n  o f n o te - r e la t io n s h ip s  i s  th e  b a s is  

f o r  s k i l l s  which th ey  s h a l l  need l a t e r  when p lay in g  an in s tru m en t, 

s in g in g  in  a c h o ir , o r sim ply as an a c tiv e  l i s t e n e r  in  an aud ience .

In  o rd e r to  le a m  to  read  music th e re fo re , i t  i s  n e ce ssa ry  to  combine 

a g re a t  number o f r e la t io n s h ip s  which a re  f i r s t  p ra c t is e d  s e p a ra te ly , 

and which once i t  has been tho rough ly  a s s im ila te d , cannot be un ie  a m  t ;  

by t h i s  time th e  e a r  has developed a h igh  degree of accuracy  o f p i tc h ,  

en ab ling  the  voice to  move f lu e n t ly  and ' i n  tu n e '.  A s t r ik in g  example 

of t h i s  acu te  awareness o f p i tc h  occurred  a t  a le c tu re  on K o d a ly 's  

method which I  a tten d ed  in  I 967 . T e  l e c tu r e r ,  C e c i l ia  Vajda, one of 

K odaly 's  own p u p ils , began by ask ing  h e r c la s s  o f E n g lish  m u sic -teach ers  

to  s in g  a sim ple fo lk - tu n e  to  th e  vowel-sound ' l a ' .  T e y  had s c a rc e ly  

reached th e  end of th e  f i r s t  ph rase  befo re  she stopped them and to ld  

them th ey  w e re 's in g in g  f l a t ' ,  and as most of them were unaware o f t h i s ,  

she p layed  th e  phrase  on the p ian o . T e  obvious reason  f o r  t h e i r  in accu 

r a te  p i tc h  was a la ck  o f p i tc h - r e la t io n s h ip  between th e  n o te s , and a f t e r  

some p ra c t ic e  in  s in g in g  the  s y l la b le s  of th e  p e n ta to n ic  s c a le ,  and 

apply ing  th e se  s y l la b le s  to  th e  n o te s  o f th e  fo lk - tu n e , th ey  were ab le  

to  s in g  i t  much more a c c u ra te ly  in  p i tc h .

1. J . Ribiere-Raverlat, Ib id ., p. 3 6 .
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C hapter 9

Music E ducation  in  Germany: the  in flu en ce  o f C arl O rff

T e  ed u ca tio n a l methods o f C arl O rff have aroused  much i n t e r e s t  

among music te ac h e rs  in  many c o u n tr ie s ,  and th e re  i s  p robab ly  more use 

being  made of the  m a te r ia ls  a sso c ia te d  w ith  O rff than  w ith  those  of any 

o th e r  'method*. O r f f 's  own s ta tu s  as a composer has a ssu red  h is  educa

t io n a l  p r in c ip le s  of a ready accep tance by those who a re  seek ing  an 

approach to  music teach in g  th a t  i s  a r t i s t i c a l l y  genuine and p ro fe s s io n a lly  

sound. A nother s tro n g  p o in t in  favour o f h is  method i s  th a t  h is  id eas  

were worked o u t in  the  c lass-room , and th a t  he c o lla b o ra te d  w ith  e x p e r i

enced te a c h e rs . The p re s e n ta tio n  of h is  work was a lso  c a r r ie d  ou t w ith  

Teutonic thoroughness and care  fo r  d e t a i l ,  n o t only in  the p r in c ip le s  

o f teach in g  but in  the p roduction  o f the in s tru m en ts  which he considered  

the  most s u i ta b le  fo r  c lass-room  u se , and which have s te a d i ly  improved 

in  q u a l i ty .

T e  fu s io n  of the  elem ents of 'Ton, Tanz und T ic h t ' in  the  operas 

of Wagner and o th e r German composers in  th e  l a t e  19th  cen tu ry  may w ell 

have in flu en ced  the young O rff as he worked as a r e p e t i t e u r  and conductor 

in  v a rio u s  opera houses in  Germany. His e d u ca tio n a l system  i s  obv iously  

an a ttem p t to  b rin g  to g e th e r  c e r ta in  elem ents in  music which have u s u a lly  

been ta u g h t in  i s o la t io n  - a u ra l  t r a in in g ,  c h o ra l and so lo -s in g in g , 

in s tru m e n ta l tech n iq u e , rhythm, tim e, p i tc h ,  the com bination o f words 

and m usic, movement and m usic, and im p ro v isa tio n ; and n o t only  fo r  the 

ta le n te d  p u p ils ,  but w ith  music c o n ta in in g  c a r e fu l ly  s tru c tu re d  su p p o rtin g  

e lem ents of accompaniment th a t  could be used by any norm ally  endowed 

c h ild re n . One of the  b asic  p r in c ip le s  of O r f f 's  method i s  th a t  i t



212

en ab les  a l l  the  c h ild re n  in  the  c lassroom  to  p a r t ic ip a te  th rough  the  

use o f sim ple vocal p a r ts  and dance movements, and th e  use o f melodic 

and p e rcu ss iv e  in s tru m en ts  -  a t o t a l  involvem ent.

Elem ents of music teach in g  th a t  had long been regarded  as d i f f i 

c u l t ,  and th e re fo re  l e f t  to  l a t e r  s tag e s  of t r a in in g ,  o r r e s t r i c t e d  to  

a sm all number of more ta le n te d  p u p ils , a re  shown to  develop n a tu r a l ly  

from sim ple fo lk -m u sic . O rff , l ik e  Kodaly, r e a l is e d  th a t  th e  v a s t  

t r e a s u r e - s to r e  o f fo lk -m usic  and dances could  be used to  p rov ide  an 

u n lim ited  supply  of m a te r ia l th a t  could  be arranged  fo r  the  use o f 

c h ild re n . Here were examples of modal and minor s c a le s ,  i r r e g u la r  

and syncopated rhythm s, sim ple harmonic p ro g re ss io n s , and above a l l ,  

an elem ent of im p ro v isa tio n  p ro v id in g  a c re a t iv e  elem ent t h a t  p re sen ted  

a c o u n te rp a r t  th a t  had long been e s ta b lis h e d  in  the te ac h in g  of v is u a l  

a r t s  and c r a f t s .

O rff was concerned w ith  th e  developm ent o f the  c h i l d 's  a b i l i t y  to  

handle the  m a te r ia ls  o f music -  sounds, through the  use o f p itc h e d  

p e rcu ss io n  in s tru m en ts . By u s in g  tu n eab le  drums, g lo c k e n sp ie ls , x y lo 

phones, gongs, rhythm ic p a t te rn s  o f te n  de riv ed  from words, and a l im ite d  

m elodic p a t te r n ,  the  c h ild re n  f i r s t  im ita te  and then  im provise music 

which has rhythm, melody, in s tru m e n ta l to n e -c o lo u r and m usical shape. 

Voices and re c o rd e rs  a re  used to  secure  th e  melodic l in e  and a re  p a r t i c 

u la r ly  u s e fu l  fo r  ' rou n d s ' and canons.
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A b r ie f  h i s to r i c a l  account of C a rl O rff and the  developm ent of h is

e d u ca tio n a l id eas

Bom in  Munich in  1895* O rff s tu d ie d  a t  the  Munich Academy and 

then  h e ld  v a rio u s  m usical appointm ents in  opera houses and th e a t r e s .

The 's c e n ic  c a n t a t a ',  Carmina Bur ana, perform ed a t  the  F ra n k fu rt opera 

house in  1937* marked an im portan t s tag e  in  h is  c a re e r  as  a composer, 

and i t  i s  c h ie f ly  by h is  s tag e  works th a t  O rff enhanced h is  re p u ta tio n  

in  Germany and abroad. O ther su c c e ss fu l s tag e  works were P er Mond (The 

Moon) in  1938* and Die Kluge (The C lever Woman) in  1942.

O r f f 's  e a r l i e s t  experim ents in  music ed u ca tio n  began in  1920.

A new fe e l in g  fo r  p h y s ica l a c t i v i t y  -  s p o r t ,  gym nastics and dancing , 

had spread  through Europe, and the work and id e as  o f Jacques-D alcroze  

had helped c o n sid e rab ly  to  p repare  the  ground fo r  a new i n t e r e s t  in  

p h y s ic a l ed u ca tio n . Jacques-D alcroze had been appo in ted  P ro fe sso r of 

Harmony a t  the Geneva C o n serv a to ire  in  1894. He was q u ick ly  convinced 

th a t  the  co n v en tio n al methods o f teach in g  harmony were u n s a t is fa c to ry  

' i n  t h a t  they  f a i le d  to  give s tu d e n ts  experience  of chords a t  the 

beginning  o f t h e i r  s tu d ie s  -  when b ra in  and body a re  developing  along 

p a r a l l e l  l in e s ,  the  one c o n s ta n tly  communicating i t s  im pressions and 

sa n c tio n s  to  the  o th e r* .^  He r e a l is e d  th a t  the  m usical elem ent of 

p rim ary  appeal to  c h ild re n  was rhythm; th a t  the n a tu r a l  response to  

rhythm was p h y s ic a l, and th a t  the  body should be the  c h i ld 's  f i r s t  

in s tru m en t through which to  r e f l e c t  and in t e r p r e t  the  movement and 

nuances. ' l  was n o t long in  d isco v e rin g  th a t ,  w hile  w ith  o ld e r  s tu d en ts

1. E. JaC ques-D alcroze: Rhythm, Music and E d uca tion , The D alcroze
S o c ie ty , 1921, Foreword.
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a co u s tic  sen sa tio n s  were h indered  by f u t i l e  i n t e l l e c t u a l  co n cep tio n s , 

c h ild re n  ap p re c ia te d  them q u ite  spon taneously . I  th e re fo re  s e t  about 

t r a in in g  the e a rs  o f my p u p ils  as e a r ly  as p o s s ib le ,  and d iscovered  

thereby  th a t  n o t only the hearin g  f a c u l t i e s  developed w ith  rem arkable 

ease a t  a s tag e  when every  new se n sa tio n  d e l ig h ts  the  c h ild  and stim u

la te s  in  him a jo y fu l c u r io s i ty  . . . n e v e r th e le s s ,  the  m usical p ro 

g re ss  o f a c e r ta in  number of p u p i ls ,  whose e a r  developed a t  normal 

speeds, appeared to  me to  be re ta rd e d  by an in c a p a c ity  to  e s tim a te  

w ith  any e x a c titu d e  v a r ia t io n s  o f tim e and rhythm ic grouping. The 

mind perceiv ed  the  v a r ia t io n s  b u t the  v o ca l a p p a ra tu s  was unable to  

give e f f e c t  to  them. I  came to  the  co n c lu sio n  th a t  the  m otive and 

dynamic elem ent in  music depends n o t only  on h e a rin g  bu t on an o th er 

sense *

F u r th e r  experim ents le d  him to  m e tr ic a l  f in g e r - e x e rc is e s  and s tu d ie s  

of the  re a c t io n s  produced by p ian o -p lay in g  on p a r ts  of the  body o th e r  

than the  hands -  movements w ith  the  f e e t ,  tru n k  and head, which led  

him to  the  d isco v e ry  th a t  'm u sica l s e n sa tio n s  o f a rhythm ic n a tu re  

c a l l  fo r  the m uscular and nervous response o f the  whole organism  -  a 

p h y s ica l re a c t io n  to  the  p e rc ep tio n  o f m usical rhythm . That was the 

o r ig in  o f my E u ry th m ies '. This was by no means th e  end o f h is  re se a rc h  

and d is c o v e r ie s ,  and h is  a ttem p ts  to  c o n s tru c t  a r a t io n a l  and d e f in i te  

system of m usical educa tion  came to  a h a l t  when he found th a t  'o u t  of 

ten  c h ild re n , a t  most two re a c te d  in  a normal manner; t h a t  the  m otor- 

t a c t i l e  co n sc io u sn ess , the  com bination o f th e  sen ses  o f space and

1. Ja /q u es-D a lc ro ze , I b i d . ,  Foreword.

2. Ja /q u es-D a lc ro ze , I b i d . ,  Foreword.
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movement, e x i s t  in  a pure s ta t e  as r a r e ly  as the  p e r f e c t  sense o f 

hearin g  th a t  m usicians c a l l  a b so lu te  p i tc h  . . , and so I  came to  

reg ard  m usical p e rc ep tio n  which i s  e n t i r e ly  a u d itiv e  as incom plete, 

and to  seek the  connection  between in s t i n c t s  fo r  p i tc h  and movement, 

harmonies o f tone and tim e -p e rio d s , time and energy, dynamics and 

space, music and c h a ra c te r , music and temperament, and f i n a l l y  the  

a r t  o f music and d a n c in g '.^

O rff was a lso  fa m il ia r  w ith  the  work of Laban and Wigman; Laban 

was one o f the  most im portan t dance te a c h e rs  and cho reographers of 

the e a r ly  tw e n tie th  cen tu ry , and Mary Wigman, p u p il o f D alcroze and

Laban, c re a te d  a new kind  o f ex p re ss iv e  dancing , 'ih e  work of both

these  had c o n sid e rab le  in flu en c e  in  a r t i s t i c  and ed u ca tio n a l c i r c l e s ,  

and i t  was a t  th i s  time in  Germany th a t  many gym nastic and dance schools 

were founded. A ll th ese  e n te r p r is e s  were of g re a t i n t e r e s t  to  me, fo r  

they  were a l l  c lo s e ly  connected w ith  my work in  the  t h e a t r e ' .

In  1924, O rff and Dorothea Guenther founded the G uentherschu le , 

a school fo r  gym nastics, music and dance, in  Munich. Here O rff saw 

the p o s s ib i l i t y  o f working o u t a new kind  o f rhy thm ica l ed u ca tio n  w ith  

a r e c ip ro c a l  in te rp e n e t r a t io n  o f movement and m usic. The s p e c ia l i ty  

o f the  G uenterschule la y  in  the  f a c t  th a t  one o f i t s  founders  and 

d i r e c to r s  was a m usic ian . 'T h is  meant th a t  from the  beg inn ing  th e re  

was a s p e c ia l  emphasis on a l l  m usical work, and I  found the  p e r f e c t  

experim en tal f i e ld  f o r  my id e a s ' . ^

1. J a / ques-D alcro ze , I b id . ,  Foreword.

2, C arl O rff : O rff Schulwerk, P a s t and F u tu re . A ddress a t  opening
of O rff I n s t i t u t e  in  S alzburg , Jah rbuch , I 965, p . 1 .

5 . C a rl O rff , I b id . ,  p . 1.
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At th i s  e a r ly  s tag e  in  the  developm ent of h is  'm ethod' O rff d id  

n o t r e a l i s e  th a t  the  su rv iv a l o f h is  m usic-education  p r in c ip le s  as  he 

then saw them would depend on the  developm ent o f 'Bewegung und Musik ' 

(Movement and Music) in  p a r a l l e l .

Tie elem ent o f im p ro v isa tio n  began to  in flu en ce  O r f f 's  cho ice  o f 

accompanying in s tru m e n ts . The ex c lu s iv e  use o f piano music to  accompany 

movement was d iscou raged , and s tu d e n ts  were i n i t i a l l y  encouraged to  

im provise and compose t h e i r  own music to  accompany dancing , and w r i t te n  

fo r  unp itched  in s tru m en ts  th a t  were e a s ie r  to  le a m  and han d le . ' l  d id  

n o t want to  t r a in  them on h ig h ly  developed a r t  in s tru m en ts , bu t r a th e r  

on in s tru m en ts  th a t  were p re fe ra b ly  rhythm ic, com paratively  easy  to  

le a m , p r im itiv e  and u n s o p h is t ic a te d '.^

O rff f e l t  a g re a t need fo r  p itc h e d  p e rcu ss io n  in s tru m en ts  fo r  the  

accompaniment o f songs and dances, and he began to  design  th ese  on 

m edieval and o r ie n ta l  p ro to ty p e s ; th e  g lo c k e n sp ie l, xylophone and 

m etallophone were m odelled on the  in s tru m en ts  o f the  Indonesian  Gamelan 

o rc h e s tr a s .  'These inc luded  v a rio u s  types o f chimes made from wood, 

from bronze s la v s , from bamboo p ip es  and from m etal d is c s  o r vases  used 

as gongs. While th e se , to g e th e r  w ith  a tw o -s tr in g  v io l in  (rebab) p layed  

by th e  con d u cto rs , a p s a l te r y ,  and f l u t e s ,  re p re se n te d  the  rae lody -sec tion  

of th e  Javanese o rc h e s tra .  S ing le  gongs and drums su p p lied  the  punc tua- 

t in g  p e rc u s s io n '.

1. C arl O rff : I b id . ,  'The In s tru m e n ts ',  p . 2 .

2. W illi A ppel: H arvard D ic tio n a ry  o f Music, Javanese O rc h es tra ,
Heinemann, p . 573»
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O rff had J u s t  met th e  r ig h t  man to  make h is  in s tru m en ts  -  K arl 

M aendler, a  B avarian , who had made h is  r e p u ta t io n  a t  th e  beginn ing  o f 

the  cen tu ry  by re v iv in g  th e  a r t  o f making h a rp s ic h o rd s . M aendler took 

up O rff*s id e as  w ith  en thusiasm , and th e  new ty p es  o f g lo c k e n sp ie l, 

xylophone and m etallophone which he developed and l a t e r  m arketed under 

th e  la b e l  o f *S tud io  49*, to g e th e r  w ith  th o se  developed by n o r th  German 

in s tru m en t makers c a l le d  L ink, prom oting *S onor-O rff* in s tru m e n ts , a re  

now w idely  used th roughou t th e  w orld . * These new form s o f in s tru m en ts , 

b u i l t  in  Soprano, A lto , Tenor and Bass ran g es , b rought to  our ensembles 

an incom parable and i r r e p la c e a b le  sound. B esides th e se  b a rred  in s t r u 

ments we soon made use o f th e  f l u t e  as an o th e r m elodic in s tru m en t; 

t h i s  in  some o f i t s  e a r l i e s t  forms i s  one o f  the  o ld e s t  o f a l l  melodic 

in s tru m e n ts . A fte r  some experim ents w ith  v a rio u s  e x o tic  ty p es  o f f l u t e  

I  decided  to  use th e  R ecorder, which up to  th en  had su ffe re d  a k ind  o f 

museum-piece e x is te n c e . Through th e  p a r t i c u la r  a s s is ta n c e  o f  C urt 

Sachs, who was then  in  charge of th e  famous B e r lin  c o l le c t io n  of musi

c a l  in s tru m e n ts , I  acq u ired  a q u a r te t  o f R ecorders copied from old  

models and c o n s is t in g  o f D escant, T reb le , A lto  and B ass*.^

To com plete h is  in s tru m e n ta l group, in  a d d itio n  to  th e  e a s i ly  tuned 

sm all tim pani and the  low er b a rred  in s tru m e n ts , O rff  used s t r in g  in s t r u 

ments such as  c e l lo s  and v io la  da gambas to  p rov ide  a su s ta in e d  d rone- 

b a ss . L u tes and g u i ta r s  were a lso  used as  plucked s t r i n g s .  With th e se  

in s tru m en ts  th e  in s tru m e n ta l ensemble f o r  th e  G uentersehu le  was s e t t l e d ,  

and th e  ta s k  of p ro v id in g  new m usic, or a rran g in g  e x is t in g  s u i ta b le  m usic, 

began.

1. Carl Orff, Ib id ., *Tiie Instruments *, p. 2.
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In  1 9 ^0 , the f i r s t  e d i t io n  o f *Schulwerk*, c a l le d  *Rhythmic- 

MeIodic E xerc ises*  was p u b lish ed . F u r th e r  books follow ed in  quick  

su ccessio n  -  ^E xercises f o r  P ercu ssio n  and Hand-drums* -  ^E xercises 

f o r  Barred P ercussion  in s tru m en ts  * -  *Exercises fo r  Recorders* -  

and *Dances and In s tru m en ta l p ie c e s  f o r  d i f f e r e n t  In s tru m en ts* .

One o f O rff*s p u p ils ,  G unild Keetman, p layed  a d e c is iv e  p a r t  in  

the e s ta b lish m e n t o f th e  in s tru m e n ta l ensemble and in  the p re p a ra t io n  

of the e a r ly  p u b lic a t io n s . Her f i r s t  e d u ca tio n a l e n te r p r is e  was the  

c re a tio n  o f the  G uenterschule Dance Group, w ith  i t s  accompanying 

o rc h e s tra s .  The e d u ca tio n a l dem onstra tions o f t h i s  Group c o n tr ib u te d  

s ig n i f ic a n t ly  to  th e  sp read ing  of the  Schulwerk id ea  by u n d ertak in g  

long to u rs  in  Germany and abroad . *At th e i r  perform ances, dancers  

and m usicians were ab le  to  exchange t h e i r  fu n c tio n s . To give some 

id ea  o f the  w ide-rang ing  v a r ie ty  o f the  dance o rc h e s tra ,  h e re  i s  a 

ty p ic a l  com bination -  R ecorders, Xylophones o f a l l  p i tc h  ran g es , 

M etallophones. G lo ck en sp ie ls , Timpani (bo th  la rg e  and sm a ll) , a l l  

k inds of drums and tom-toms, gongs, d i f f e r e n t  k inds o f cymbals, t r i 

an g les , b e l l s  of f ix e d  p i tc h ,  an tiq u e  cymbals (In d ian  b e l l s )  and c la v e s , 

and a lso  v io la  da gambas, s p in e t and p o r ta t iv e  organ*.^ A form idable  

a rra y  o f e lem ents fo r  c h ild re n * s  music-making, to  which was l a t e r  added 

the vocal l in e ,  and th e reb y  p ro v id in g  a b asic  e d u ca tio n a l p r in c ip le  

of an o p p o rtu n ity  fo r  p a r t ic ip a t io n  by a l l  the  c h ild re n  in  the  group.

The G uenterschule Dance G roup 's dem onstra tions aroused co n sid e rab le  

i n t e r e s t  in  ed u ca tio n a l c i r c l e s  in  B e r lin , and rece iv ed  the  support o f

1. Carl Orff, Ib id ., 'F irst  P u b lication s', p. 2.
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th re e  prom inent members o f the  B e r lin  M in is try  o f C u ltu re  -  Leo 

K ersten b erg , Dr. Arnold W alter and Dr. Eberhard P reu ssn er -  who 

adv ised  the adoption  of O r f f 's  system in  the schoo ls of B e r lin , and 

as a r e s u l t ,  in  1952 the  firm  o f S c h o tt announced the  p u b lic a t io n  of 

'O r f f  Schulwerk -  Music f o r  C h ild ren  -  Music by C h ild ren  -  Folk  S ongs '. 

This p u b lic a tio n  d id  n o t appear, as the Nazi regime d ism issed  Dr,

W alter and K estenberg  from o f f ic e ;  O r f f 's  ed u ca tio n a l id e as  were 

supp ressed , and l a t e r ,  du rin g  the war, when Munich was bombed, the  

G uenterschule  was com pletely  d estro y ed  w ith  a t o t a l  lo s s  o f in s tru m e n ts .

Dr. A rnold W alter con tinued  h is  support of O r f f 's  Method w hile  

working a t  the  U n iv e rs ity  of Toronto and, in  I 968, he p u b lish ed  a 

s e r ie s  of le c tu r e s  e n t i t l e d ,  C arl O rff -  Music f o r  C h ild re n . He w ro te , 

'O r f f 's  approach i s  c e r ta in ly  a 'method* in  the  Greek sense o f th e  word; 

i t  i s  'a  way o f doing th in g s* . But i f  we use the term  as i t  i s  c u r re n t ly  

understood , then  'Schulw erk ' i s  n o t a method book a t  a l l .  E v ery th in g  in  

i t  i s  meant exempli g r a t i a , w ith  th e  in ju n c tio n  to  go and do lik e w ise ; 

and t h i s  i s  a d i f f i c u l t  assignm ent. An O rff te a c h e r  must n o t on ly  be 

ab le  to  s in g , to  move and to  dance, to  p lay  the  R ecorder, to  handle 

xylophones o r gambas, and a v a r ie ty  o f drums; befo re  any th ing  e ls e  he 

must be ab le  to  im prov ise . A f e e l in g  f o r  language i s  n e ce ssa ry , an 

in tim a te  knowledge of c h i ld r e n 's  songs, fo lk -so n g s  and p o e try . These 

e lem en ts , m oreover, must be in te g ra te d  to  foimi an amalgam co rrespond ing  

to  what the  Greeks c a l le d  musik e  -  an in te rm in g lin g  o f p o e try , dance 

and music which f i r e d  the  im ag ina tion  o f men l ik e  Gluck and Wagner*

1 . A rnold W alter: *Carl O rff -  Music fo r  C h ild ren* , No. 1 , U n iv e rs ity
o f Toronto, I 968, p . 4 .



220

Arnold W alter goes on to  p lace  h is  f in g e r  f irm ly  on th e  reaso n s  

why O r f f 's  e d u ca tio n a l p r in c ip le s  a re  so o f te n  d i lu te d  -  'th e  te a c h e r  

i s  on h is  own. 'C rea tiv e*  i s  a sad ly  m ls-used  word, bu t t h a t  i s  

p re c is e ly  what he has to  be. H is most d i f f i c u l t  ta s k  i s  to  rem ain 

c o n s is te n t .  He m ight be tem pted to  n e g le c t  movement, to  c o n ce n tra te  

on in s tru m e n ta l p lay in g , to  the  d e tr im e n t o f s in g in g , to  use p r in te d  

p ie ce s  r a th e r  than  to  im prov ise . He m ight u n d e restim a te  th e  va lue  o f 

P en ta to n ic  t r a in in g  -  ending up by p lay in g  l8 th  C entury  m inuets on 

g lo c k en sp ie ls  o r xylophones. Such p ick in g  and choosing , adding and 

s u b tra c tin g , would only  prove th a t  he has n o t understood  what O rff 

i s  doing a t  a l l .  He m ight j u s t  a s  w e ll s t a r t  w ith  Middle C a t  th e  

piano and leave  i t  a t  t h a t ' . ^

By th e  end of the  second World War, O rff had tu rned  away com pletely  

from e d u ca tio n a l work. But in  1948, he was asked by the  B avarian  Radio 

to  renew the  experim en tal work which he had begun a t  the  G u en tersch u le .

A member o f the  Bavarian Radio s t a f f  had u n earth ed  a  gramophone reco rd  

th a t  had been o u t o f c i r c u la t io n  f o r  many y e a rs , and which had been 

made a t  the  G uenterschule fo r  c h ild re n  and young people to  use f o r  

dancing . "Hie music had been w r i t te n  by O rff s p e c i f i c a l ly  f o r  the  

in s tru m e n ta l ensem bles used a t  the  sch o o l. O rff was asked i f  he could  

w rite  more music o f th a t  k ind  which c h ild re n  cou ld  p la y  them selves, and 

th a t  could  be used fo r  a  s e r ie s  o f b ro a d c a s ts . O rff  was a t t r a c t e d  by 

the o f f e r ,  in  s p i te  o f many problem s which faced  him a t  t h a t  tim e . A ll 

the  in s tru m en ts  had been destro y ed  and m a te r ia ls  f o r  rep lacem ents were 

u n o b ta in ab le . There were even more fa r - re a c h in g  problem s -  'Schulwerk*

1. Arnold Walter, Ib id ., p. 4.
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had fo rm erly  been used fo r  te a c h e rs  o f P h y sica l E duca tion , and would 

n o t  be s u i ta b le  fo r  c h ild re n  in  i t s  o r ig in a l  form. He was w ell aware 

t h a t  rhythm ic t r a in in g  should n o t s t a r t  a f t e r  ado lescence b u t du rin g  

the  f i r s t  s ch o o l-y ea rs , o r even e a r l i e r .  The u n i ty  o f music and move

ment was q u ite  n a tu ra l  to  a c h i ld ,  and i t  was t h i s  f a c t  t h a t  gave O rff 

th e  key to  th e  renew al o f h is  e d u ca tio n a l work.

I t  was c le a r  to  him what h is  e a r l i e r  experim ents la ck ed . He had 

nev er allow ed the  s in g in g  voice and th e  spoken word th e i r  r i g h t f u l  

p la c e s .  Here was an o p p o rtu n ity  fo r  him to  p lan  a  new scheme o f music 

ed u ca tio n  in  which movement, p lay in g  and s in g in g  became a u n i ty .  So 

he began h is  commission from the  B avarian  Radio e n th u s ia s t i c a l ly ,  w ith  

th e  c o lla b o ra t io n  o f Gunild Keetman and an o th er experienced  te a c h e r , 

Rudolf K irm eyer. 'Now ev ery th in g  f e l l  in to  p lace  q u ite  n a tu r a l ly ;  

e lem en tary  m usic, e lem entary  speech and movement form s. What i s  

elem entary? The word in  i t s  L a tin  form 'e lem en ta riu s*  means: p e r

ta in in g  to  the  e lem en ts, p rim eval, rud im en tary , t r e a t in g  o f f i r s t  

p r in c ip le s .  What then  i s  e lem entary  music? E lem entary  music i s  never 

music a lo n e , b u t form s a u n ity  w ith  movement, dance and speech . I t  

i s  music th a t  one makes o n e se lf , in  which one ta k es  p a r t ,  n o t as a 

l e c t u r e r ,  b u t as a p a r t i c ip a n t .  I t  i s  u n so p h is tic a te d , employs no 

b ig  forms and no b ig  a r c h i te c tu r a l  s t r u c tu r e s ,  and i t  u ses  sm all se 

quence form s, o s t in a to  and rondo. E lem entary  music i s  n e a r  the  e a r th ,  

n a tu r a l ,  p h y s ic a l , w ith in  the range o f everyone to  le a rn  i t  and to  

ex p erien ce  i t ,  and s u i ta b le  fo r  th e  c h ild * .^

1. Carl Orff, Ib id ., *A New Beginning*, p. 5*
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The melodic s ta r t in g - p o in t  was the  *cuckoo-call* , the  f a l l i n g  

minor th i r d ,  a melodic range o f n o te s  th a t  was in c re a se d  s te p  by s tep  

to  the  f iv e -n o te ,  o r p en ta to n ic  s c a le ,  th a t  has no sem itones. Speech 

s ta r te d  w ith  n am e-ca llin g , coun ting  and rhymes, and th e  s im p le s t o f 

c h ild re n * s  n u rse ry  songs. O rff d id  n o t th in k  o f an ed u ca tio n  f o r  

s p e c ia l ly  g i f te d  c h ild re n , *but o f one on the  b ro a d e s t fo u n d a tio n s  in  

which m oderately  o r le s s  g if te d  c h ild re n  could a lso  take  p a r t .  My 

experience  has ta u g h t me th a t  com plete ly  unm usical c h ild re n  a re  very  

r a r e ,  and th a t  n e a r ly  every  c h ild  i s  a t  some p o in t a c c e s s ib le  and 

educab le ; b u t some teachers*  in e p ti tu d e  has o f te n , th rough ig n o rance , 

nipped m usic iansh ip  in  the  bud, re p re sse d  the  g i f te d ,  and caused o th e r  

d is a s te rs *

S ta r t in g  w ith  t h i s  b asic  concep t, O rff*s approach in c lu d ed  sp e c i

f i c  o b je c t iv e s  and used d ev ices  t h a t  were new to  music e d u ca tio n .

Basic O b jec tiv es

1, The use o f speech and movement th a t  was n a tu ra l  to  th e  c h i ld  as a 

sp rin g -b o a rd  fo r  m usical ex p e rien c e s .

2. To g ive an immediacy o f enjoym ent and meaning through a c tiv e  p a r t i 

c ip a t io n .

5 . To encourage the  fe e l in g  th a t  speech, movement, p la y in g , a  song, 

a re  one.

1. Carl Orff, Ib id ., *A New Beginning*, p. 5*
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4. To give a com pletely  p h y s ic a l, n o n - in te l le c tu a l  background in  

rhythm and melody, thus la y in g  a fo u n d a tio n  of experience  which 

i s  so n ecessa ry  to  a l a t e r  u n d ers tan d in g  o f music and m usical 

n o ta t io n .

5 . To g ive experience  in  th e  component p a r t s  o f th e  b asic  elem ents 

of m usic: rhythm ic, by beginning w ith  th e  rhythm ic p a t te r n  o f

a word, and g ra d u a lly  b u ild in g  in  com plexity  in to  the  ph rase  and 

sen ten ce . M elodic, by beginning w ith  the  n a tu ra l  chan t o f c h i ld 

hood (th e  f a l l i n g  minor 5 rd ) and g ra d u a lly  adding o th e r  to n es  of 

the  p en ta to n ic  s c a le  to  tones of o th e r  modes, and f i n a l l y  to  

th e  m ajor and minor s c a le s .

6 . To c u l t iv a te  th e  m usical im ag in a tio n , both  rhythm ic and m elodic,

and thus develop the  a b i l i t y  to  im p ro v ise .

New D evices

1. Use o f speech p a t te rn s ,  which became known in  England a s  *French

Rhythm Names* (a l im ite d  use o f th e se  were made in  France by Aimé

P a r is ,  and in  England by John Curwen in  the  e a r ly  19th  c e n tu ry ) , 

(see C hapter 5> P» 84), p ro v erb s , c h ild re n * s  rhymes and j in g le s  

as the  b a s is  fo r  develop ing  a f e e l in g  fo r  b asic  n o te -v a lu e s , 

m etre , p h rase , and the  c l a r i f i c a t i o n  o f rhythm ic problem s, as 

w e ll as to  develop the  a b i l i t y  to  use the  vo ice  over a wide range 

of p i tc h  and dynam ics.

2 . The use o f rhythm ic and m elodic o s t i n a t i  as accompaniments to  

moving, s in g in g , and p la y in g .
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5* The use o f th e  n a tu ra l  ch an ts  o f ch ildhood  as the  b a s is  fo r  

develop ing  melodic f e e l in g  and u n d e rs tan d in g .

4. Using new ly-designed in s tru m e n ts , w ith  rhythm ic in s tru m e n ts , 

re c o rd e rs , and plucked s t r in g s  to  p rov ide  c h ild re n  w ith  an alm ost 

immediate way of making m usic, w hile a t  th e  same time c u l t iv a t in g  

a deeper response to  rhythm and melody.

5. The use o f the  p en ta to n ic  sc a le  (e s p e c ia l ly  in  e a r ly  ex p e rien ces) 

f o r  songs and accompaniments, w ith  th e  r e s u l t a n t  minimum of com

p l ic a t io n s  fo r  c h ild re n . D issonances seldom occur in  th i s  s c a le ,  

and tu n es  can begin o r end on any n o te  o f the  sc a le  w ith o u t any 

fe e l in g  of in secu re  to n a l i ty .

The b ro ad cas ts  of O r f f 's  new method began in  the  autumn o f 1948 

w ith  dem onstrations by groups o f c h ild re n  aged 8 - 12, and w ith  such 

in s tru m en ts  as could be h a s t i ly  p rep a red . As a r e s u l t  th e re  was an 

immediate demand fo r  in s tru m en ts  by the  German sch o o ls , and a c r a f t s 

man, K laus Becker, who had worked under M aendler, e v e n tu a lly  opened a 

fa c to ry  which became known as 'S tu d io  49*. The ra d io  programmes con

tin u ed  f o r  f iv e  y e a rs ; p r iz e s  o f in s tru m en ts  were given f o r  o r ig in a l  

c re a t iv e  work in  the  sch o o ls , and th e  b ro ad cas t m a te r ia l  was embodied 

in  f iv e  books c a l le d  *Musik f{lr K inder* , p u b lish ed  in  1950-54, and 

which may be regarded  as the  tex t-b o o k s  fo r  O rff* s  te a c h in g . In  1951 

the o f f i c i a l  s e a l  o f approval was given to  O r f f 's  work when h is  a s s o c i

a te ,  Gunild Keetman, was appoin ted  to  th e  s t a f f  o f the  Mozarteum to  

teach  'Schulw erk ' to  a l l  the  younger p u p i ls .  She s ta r te d  c h i ld r e n 's  

c la s s e s  and was ab le  to  in c lu d e  th e  in d is p e n s ib le  elem ent o f movement 

which had n o t been p o ss ib le  in  the  e a r ly  b ro a d c a s ts . *For the  f i r s t



225

tim e, 'schulw erk* could be tau g h t in  i t s  f u l ln e s s  as we had always 

v is u a l is e d  i t ' , ^

The *Orff I n s t i t u t '  was opened a t  the  Mozarteum in  Salzburg  in  

1965 to  p rov ide  a c e n tre  fo r  te ach in g  and re s e a rc h . Many dem onstra

t io n s  of 'Schulw erk ' du ring  v a rio u s  ed u ca tio n a l co n fe ren ces  in  S a lz 

burg enabled  fo re ig n  v i s i t o r s  to  become acquain ted  w ith  i t s  new id e a s . 

D r. Arnold W alter had e a r l i e r  made p lan s  to  t r a n s p la n t  th e  work in  

Canada, and had s e n t one o f h is  Canadian c o lle a g u e s , Doreen H a ll, 

to  s tudy  ' Schulw erk' in  Munich w ith  Gunild Keetman. On h e r re tu rn  

to  Canada she began to  b u ild  up O r f f 's  system w ith  e x c e l le n t  r e s u l t s ,  

and in  I 965, when she re tu rn e d  to  a tte n d  a r e f r e s h e r  course  in  S a lz 

burg, she v i s i t e d  O rff in  Munich, where she was tak en  to  see a p e r

formance o f h is  'A n tig o n e ' she r e c o l le c te d  -  ' l  s t i l l  have very  c le a r  

r e c o l le c t io n s  o f th a t  perform ance; o f an a ll-p e rv a d in g  sense of 

ex c item en t; of a d r iv in g  m usical fo rce  which combined a l l  th e  e le 

ments of the  Greek th e a t r e ;  o f the  sudden re a l i s a t io n  th a t  th i s  

fu s io n  o f speech b reak ing  in to  ch an t, s tro n g  com pelling  rhythms and 

p e rcu ss iv e  o rc h e s tr a t io n  was a lso  the  language o f 'S c h u lw erk '. A fte r  

h e r  f i r s t  v i s i t  she re tu rn e d  to  Canada to  te ach  under th e  d i r e c t io n  of 

Arnold W alter, D ire c to r  of the  F a c u lty  o f Music a t  Toronto U n iv e rs ity . 

Thus Dr. Arnold W alter, who had supported  O r f f 's  a ttem p ts  to  in tro d u ce  

h is  new id e a s  in  music edu ca tio n  in  B e r l in 's  schoo ls  and had been d i s 

m issed by h is  p o l i t i c a l  m aste rs , was now ab le  to  su p p o rt 'O rff-Schulw erk* 

in  i t s  fo rm ative  y e a rs , and to  c re a te  a  c lim a te  which encouraged i t s  

growth and v i t a l i t y .

1 . C arl O rff , I b id . ,  ' Widening I n t e r e s t ' ,  p . 4 .
2 . Doreen H a ll:  'Music fo r  C h ild re n ',  Symposion 'O r f f  S chulw erk ',

1975,  p . 48.
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In  Canada, ' Schulwerk* had begun a t  th e  U n iv e rs ity  o f Toronto 

in  1956 w ith  * Two-Special Courses in  E lem entary  Music E ducation  (O rff) 

f o r  L ic e n t ia te  Diploma S tuden ts  Third  Year, and Music E ducation  S tu

d e n ts  Third Year*. This was th e  beg inn ing , and i t  s ta r te d  th e  spread  

of O r f f 's  method to  the U nited S ta te s ,  and o f te a c h e r  t r a in in g  on a 

U n iv e rs ity  le v e l  fo r  the  e lem entary  school te a c h e r . The movement 

became so su c c e ss fu l in  Canada th a t  in  I 962 O rff h im se lf , w ith  Gunild 

Keetman and o th e r  members of the  Salzburg  Mozarteum s t a f f ,  d ir e c te d  a 

course  of e lem entary  music ed u ca tio n  a t  Toronto U n iv e rs ity . In  I 965 

the  Canadian B roadcasting  Company tra n sm itte d  a s e r ie s  o f programmes 

e n t i t l e d  'L iv in g  through M u sic ', based on the  O rff ph ilosophy , and 

le a d in g  to  w ide-spread  i n t e r e s t  by music ed u ca to rs  in  o th e r  p ro v in ces  

and th e  U nited S ta te s .  'The movement f lo u r ish e d  w ith  a s to n ish in g  

v ig o u r in  N orth America, where a whole g en e ra tio n  o f te a c h e rs  has now 

been t r a in e d .  This has made p o s s ib le  the  most s ig n i f ic a n t  developm ent 

o f r e c e n t  years  in  the  U nited S ta te s  -  the  fo rm ation  o f the  American 

O rff Schulwerk A sso c ia tio n  -  and in  Canada the  fo rm ation  o f the  A sso c i

a t io n  'Music fo r  C h ild ren  -  C a rl O rff 'Musique pour E n f a n t s " .^

Dr. W a lte r 's  id e a s  on music edu ca tio n  a re  in te r e s t in g ,  'Music i s  

o f te n  lik e n e d  to  language. The com parison i s  n o t too  m eaningful because 

music la c k s  th e  p re p o s it io n a l  elem ents so prom inent in  speech. But 

th e re  i s  a marked s im i la r i ty  between le a rn in g  a language and s tu d y in g  

m usic. In  bo th  cases  we d isco v e r spontaneous c a p a c i t ie s  ( p a r t i c u la r ly  

a c tiv e  in  c h i ld re n ) ,  and the  need f o r  unconscious a s s im ila t io n  th a t  

ta k e s  precedence over a l l  conscious e f f o r t s ,  be th ey  re a d in g , w r i t in g ,

1. Doreen H all, Ib id ., p. 49.
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a n a ly s is  o r th eo ry  . . .  We do n o t f u l l y  understand  how a c h ild  

l e a m s  to  speak, how i t  accom plishes a ta s k  th a t  no a d u lt  can perform  

in  th e  same way, o r as w e ll. We must assume th a t  unconscious fo rc e s  

a re  a t  work, th a t  th e  absence of conscious in te r fe re n c e  -  so s tro n g ly  

f e l t  in  a d u lt  l i f e  -  quickens the  le a rn in g  p ro c e ss ; t h a t  th e  c h ild  

has an in n a te  h e re d ito ry  c a p a c ity  to  r e c a p i tu la te  th e  developm ent o f 

language in  an am azingly s h o r t  tim e . When i t  comes to  m usic, c h ild re n  

r e a c t  in  p re c is e ly  the  same way*.^

In  th e  same way th a t  'Schulwerk* was tra n s p la n te d  in  Canada by 

A rnold W alter and Doreen H a ll so too d id  o th e rs  tak e  back to  t h e i r  

own c o u n tr ie s  th e  ed u ca tio n a l p r in c ip le s  o f O rff . 'D an ie l H elden, 

a f t e r  study ing  in  S alzburg , re tu rn e d  to  Sweden, and Gunild K eetm an's 

a s s i s t a n t ,  Minna Lange, brought 'Schulwerk* to  h e r home in  Copenhagen.

In  quick  su ccessio n  i t  was in tro d u ced  in to  S w itze rlan d , Belgium, H olland , 

England, P o rtu g a l, Y ugoslavia, Spain , L a tin  America, Turkey, I s r a e l  and
p

G reece ' .

The con tinuous spread  of ' Schulw erk' meant th a t  O rff was soon 

faced  w ith  th e  problem s o f qu ick  success over a w ide-sp read  geo g rap h ica l 

a re a . With the  e s ta b lish m e n t of the  Mozarteum in  S a lzburg , and th e  com

p le t io n  o f the  f iv e  volumes o f ' Schulw erk' ,  one f ilm  and two gramophone 

re c o rd s , he f e l t  th a t  h is  ed u ca tio n a l work was com plete. But th e  con

tin u o u s  spread  re q u ire d  th e  e d i t in g  o f new p u b lic a t io n s , and th e  a d d itio n  

o f new a sp e c ts  such as  th e  th e ra p e u tic  va lue  o f ' Schulw erk' ,  b rought him

1 . Dr. A rnold W alter: O rff Schulwerk in  American E d u ca tio n , P res id en 
t i a l  A ddress to  th e  American O rff Schulwerk A sso c ia tio n , U n iv e rs ity  
o f Toronto P re s s , I 969, p . 1 .

2 . C arl O rff , I b i d . ,  'Widening I n t e r e s t ' ,  p . 4 .
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a g re a t  d e a l o f un fo reseen  work. The e v e r - in c re a s in g  flo o d  of 

q u e s tio n s , p a r t i c u la r ly  from abroad , as to  where an a u th e n tic  t r a i n 

in g  in  'Schulwerk* could  be o b ta in ed , and th e  r e a l i s a t i o n  th a t  

'Schulwerk* was being 'a m a te u rish ly  and wrongly i n t e r p r e t e d ',  con

v inced  him of the  n e c e s s i ty  o f e s ta b l is h in g  a t  th e  S alzburg  Mozarteum 

the  only  a u th e n tic  c e n tre  fo r  the  t r a in in g  o f te a c h e rs  in  th e  use o f 

'S c h u lw erk '. F o r tu n a te ly , O r f f 's  p e rso n a l in te r n a t io n a l  re p u ta tio n  

as a  m usic ian , to g e th e r  w ith  th e  su p p o rt o f Dr. P reu ssn e r, Head o f 

th e  Mozarteum Academy o f Music and Drama in  S a lzburg , and the  generous 

su p p o rt o f th e  A u stria n  government, succeeded in  s e t t in g  up h i s  own 

i n s t i t u t e  -  th e  'O rf f  I n s t i t u t '  -  d e d ica te d  e x c lu s iv e ly  to  th e  p r in 

c ip le s  o f 'Schu lw erk ' and i t s  developm ent. Here was a c e n t r a l  m eeting 

p o in t fo r  a l l  in te r e s te d  peop le , bo th  te a c h e rs  and s tu d e n ts  from home 

and abroad -  a t r a in in g  c e n tre  f o r  'Schu lw erk ' te a c h e rs  capab le  of 

m eeting many o f the  demands which came pouring  i n .  A g lance  a t  the  

ta b le  in  Appendix H  w i l l  show th e  number o f te a c h e rs  and s tu d e n ts  

who a tten d ed  O rff co u rses  in  S a lzburg , t h e i r  co u n try  o f o r ig in  and 

year o f a tte n d an c e . These s h o r t  co u rses  la s te d  between 2-5 weeks.

Widening I n t e r e s t  in  O r f f 's  ' Schulw erk'

The w idespread i n t e r e s t  in  'Schulw erk ' fo llo w in g  th e  e s ta b lish m e n t 

o f th e  'O rf f  I n s t i t u t '  a t  Salzburg  was n o t only  due to  th e  work o f O rff 

h im se lf and h is  c o lle a g u e s . A form er a s s o c ia te ,  Hans B ergese, who had 

worked w ith  O rff in  Munich befo re  th e  second World War, renewed t h e i r  

a s s o c ia t io n  in  1948 and was invo lved  in  the  e a r ly  b ro a d c as ts  o f ' Schul

w erk' by th e  B avarian R adio, In  th e  e a r ly  1 9 6 o 's , the  g re a t  i n t e r 

n a t io n a l  i n t e r e s t  in  the new movement, w ith  th e  subsequent demands fo r
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th e  new in s tru m en ts  which 'S tu d io  4 9 ' could  n o t m eet, le d  to  the  

fo u n d a tio n  o f an o th er q u ite  s e p a ra te  branch, headed by Bergese in  

a s s o c ia t io n  w ith  th e  'L ink  O rg a n is a t io n ',  an o ld -e s ta b lish e d  - German 

firm  o f in s tru m en t makers, w ith  a p a r t i c u la r  i n t e r e s t  in  p e rc u ss io n  

in s tru m e n ts . This new a l l ia n c e  produced 'O r f f ' in s tru m en ts  under 

th e  tra d e  name ' S onor-O rff' ,  and has done much n o t on ly  by th e  p ro 

d u c tio n  and developm ent o f new in s tru m e n ts , bu t by th e  e s ta b lish m e n t 

o f fre q u e n t and re g u la r  s h o r t  co u rses  in  Germany which e d u ca to rs  from 

o th e r  c o u n tr ie s  have been encouraged to  a tte n d . My p e rso n a l a s s o c ia 

t io n  w ith  th e  'S b n o r-O rff ' branch o f th e  movement began in  I 966, when 

I  was in v i te d ,  w ith  two o th e r  m u sic -educa to rs  from t h i s  co u n try , to  

a tte n d  a 'S o n o r-O rff ' course which was d ire c te d  by Hans and B r ig i t te  

Bergese in  P redeburg, West Germany. The 'Landjugendakadem ie' in  

P redeburg proved to  be a s t r a t e g i c a l ly  w e ll-p laced  c e n tre  fo r  r e s i 

d e n t ia l  c o u rse s , e a s i ly  a c c e s s ib le  from most w estern  European c o u n tr ie s ,  

and w ith in  a few m iles  o f the  main in s tru m en t p ro d u c tio n  c e n tre  a t  Bad 

Berl e burg . The f i r s t  course which I  a tten d ed  in c luded  52 German m usic- 

te a c h e rs , and a group o f I 6 music l e c tu r e r s  and a d v ise rs  from Teacher 

T ra in in g  C o lleges and Local A u th o r i t ie s  in  the  N e th erlan d s , Scandinavia 

and A u s tr ia .  The p o p u la r ity  o f th ese  co u rses  was a lre ad y  w e ll-e s ta b lis h e d  

and had a lre a d y , s in ce  I 96I ,  been v i s i t e d  by music te a c h e rs  from many 

p a r t s  of th e  w orld, r e s u l t in g  in  th e  s e t t in g  up o f r e g u la r  s h o r t  

' I n te r n a t io n a l  C o u rse s ', l a s t in g  f o r  one o r two weeks. I  a lso  a tten d ed  

one o f  th ese  co u rses  a t  In s e l  R ichenau, on Lake Constance in  1975# and 

an o th er a t  Fredeburg in  1978. Both th e se  co u rses  were o rg an ised  m ainly 

f o r  American m u sic -teach ers  and l e c tu r e r s ,  and th e  1978 course  was 

c h ie f ly  concerned w ith  music th e rap y  and th e  use of new ly-designed  

'O r f f '  in s tru m en ts  in  th e  tre a tm e n t o f d eaf c h ild re n . A d e ta i le d
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account o f th e  le c tu re -d e m o n s tra tio n s  g iven  a t  t h i s  course  may be 

o f i n t e r e s t .

Some in d ic a t io n  o f th e  i n t e r e s t  gen era ted  by t h i s  a d d i t io n a l  

branch o f th e  movement may be seen in  th e  l i s t  o f r e s id e n t i a l  c o u rse s , 

t h e i r  lo c a t io n s  and th e  numbers a tte n d in g  (Appendix I I I ) .  Bergese 

d ire c te d  most o f th e  co u rses , beg inn ing  in  I 96I  and co n tin u in g  u n t i l  

1974.

Music Therapy w ith  *Orff ' In s tru m en ts

The two branches o f th e  O rff movement in  Germany -  ' S tud io  49*# 

and * Sonor-O rff* have f o r  some y ears  been experim enting  w ith  th e  d e v e l

opment o f s p e c ia l  in s tru m en ts  and re se a rc h in g  in to  th e  use o f th e se  

in s tru m en ts  w ith  p h y s ic a lly  and m en ta lly  handicapped c h ild re n , and 

p a r t i c u la r ly  those  who a re  d e a f . They le a r n t  t h a t  in  I 96I  a  S ta te  

S p ec ia l C entre  was e s ta b lis h e d  in  A alsborg U n iv e rs ity  in  Denmark f o r  

the  tre a tm e n t and ed u ca tio n  o f d e a f , p a r t i a l l y  h e a rin g  and m u ltip le -  

handicapped c h ild re n , in c lu d in g  d e a f -b l in d , p h y s ic a l ly  d is a b le d , emo

t io n a l ly  d is tu rb e d , and m en ta lly  re ta rd e d  c h ild re n  between th e  ages o f 

5-16 y e a rs . The D ire c to r  o f th e  re s e a rc h  a t  A alsborg , C laus Bang, now 

dem onstrates h is  work a t  co u rses o rg an ised  by bo th  f irm s , in  Germany 

and in  many o th e r  c o u n tr ie s ,  I  a tte n d ed  one o f  th e se  co u rses  in  F rede

burg in  A ugust 1978, and i t  i s  hoped t h a t  a  s im i la r  course  w i l l  be 

arranged  in  t h i s  co u n try  in  1979-80.

The s p e c ia l  ed u ca tio n  programme f o r  th e  tre a tm e n t o f handicapped 

c h ild re n  in  Denmark c o n s is ts  of team-work between p h y s ic ia n s , te a c h e rs .
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f a m il ie s ,  and th e r a p is t s ,  and th e  su c c e ss fu l tre a tm e n t which th ey  have 

developed has secured sponsorsh ip  by the  Royal D anish C ollege o f Edu

c a t io n a l  S tu d ies  a t  A alsborg , and th e  D anish S o c ie ty  o f Music Therapy, 

f o r  the  purpose o f s e t t in g  up a m u sic -th e rap y  F a c u lty  a t  the  U niver

s i t y .  The f i r s t  fo u r-y e a r  course f o r  te a c h e rs  in  music th e rap y  was 

i n i t i a t e d  in  1978. S u ccessfu l com pletion  o f t h i s  course  w i l l  p rov ide  

te a c h e rs  w ith  diplom as and re c o g n itio n  f o r  S ta te  employment in  s p e c ia l  

sch o o ls .

The re se a rc h  a t  A alsborg has concerned i t s e l f  w ith  vocal t r a in in g  

and the  developm ent o f in s tru m en ts  and methods as to o ls  f o r  communica

t io n .  'Speech i s  p robab ly  th e  most m usical o f our a c t i v i t i e s  as  human 

be ing? . A t the  same tim e i t  i s  th e  most v a lu ab le  to o l  fo r  communication 

and memory*.^ The handicapped c h ild re n  a t  th e  A alsborg  S p e c ia l School 

begin  t h e i r  t r a in in g  by paying b r i e f  v i s i t s  to  th e  School between the  

ages o f 2-5  y e a rs , w ith  subsequent in te g r a t io n  in to  d a i ly  ed u ca tio n , 

and w ith  the  c lo se  c o -o p e ra tio n  of p a re n ts  and s t a f f .  The d eaf c h i ld 

ren  in  p a r t i c u la r  'a r e  c h a ra c te r iz e d  as com m unication-retarded  in  the  

sense t h a t  th ey  s u f f e r  from speech-b lock ing  th rough  m otor, senso ry , o r 

em otional causes which r e s t r i c t  t h e i r  means o f communication and t h e i r  

fu n c tio n  in  s o c i e t y ' .

The seem ingly p a rad o x ica l use o f music in  th e  ed u ca tio n  o f deaf 

c h ild re n  has long been accep ted  by te a c h e rs  such as J u l l i e t t e  A lvin  in  

t h i s  co u n try , and a t  a s c i e n t i f i c  and ex p erim en ta l le v e l  by s p e c i a l i s t s

1, C laus Bang: 'The Use o f O rff In s tru m en ts  in  Music Therapy* -
D em onstra tion -L ectu res, F redeburg , 1978.

2 . C laus Bang, I b i d . .
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and p sy ch o lo g is ts  in  many c o u n tr ie s  fo r  use in  h o s p i ta ls  and s p e c ia l  

schoo ls fo r  the  d e a f . Whether th e  c h ild  has some measure o f re s id u a l  

h e a rin g , o r i s  t o t a l l y  d eaf from b i r th ,  th e re  i s  a more o r l e s s  severe 

lo s s  o f r e la t io n s h ip  w ith  the  environm ent which impedes th e  p ro cess  

o f le a rn in g  and the  developm ent o f th e  p e r s o n a l i ty  o f th e  c h i ld .

The d ea f c h ild  l iv e s  in  a world o f p a r t i a l  o r com plete s i le n c e ,  and 

s u f f e r s  from a perm anent f e e l in g  o f i s o la t io n .  A ll l iv in g  developm ent 

i s  accompanied by sound, which has become so in te g ra te d  in  our en v iro n 

ment t h a t  we a re  o f te n  unconscious o f i t s  p re sen c e . From b i r t h  we 

co n sc io u s ly  o r unconsc iously  le a rn  th rough  th e  m ainly v e rb a l sounds 

t h a t  we f i r s t  p e rce iv e  and im i ta te .

C laus Bang dem onstrated  th e  im portance o f h i^ - f r e q u e n c y sounds 

by p lay in g  a reco rd in g  o f B r i t t e n 's  'Young P e rso n 's  Guide to  th e  

O rc h e s tra ' from which th e  h ig h -freq u en cy  sounds had been removed, th u s  

en ab lin g  h is  l i s t e n e r s  to  e n te r  b r i e f ly  in to  th e  a u d ito ry  w orld of 

the  p a r t i a l l y  d e a f . Music, l ik e  the  spoken word, i s  a  c o l le c t io n  of 

p itc h e d  sounds. In  h is  exp erim en ta l work w ith  d eaf c h ild re n , C laus 

Bang had d isco v ered  means o f making c o n ta c t w ith  c h ild re n  who had l i t t l e  

o r no r e s id u a l  h e a rin g  -  where music cou ld  e s ta b l i s h  c o n ta c t and commu

n ic a t io n .  ' Through the  use  o f s p e c ia l  in s tru m en ts  ( e .g .  deep Bass 

ch im e-bars) we can f in d  u n u t i l iz e d  p o te n t ia l s  f o r  communication in  p a th s  

o th e r  th an  th o se  which b u ild  upon speech and language. But a t  th e  same 

tim e music and speech have so many p o in ts  o f resem blance th a t  th e y  can 

be s im ila r ly  c h a ra c te r iz e d  as 's t r u c tu r e d  sound*. We can u t i l i z e  th e  

main e lem ents o f p i tc h ,  rhythm, and in t e n s i t y  to  te a c h  th e  h e a rin g  

handicapped to  p e n e tra te  th e  monotony o f p a r t ia l ly - h e a r d  v e rb a l commu

n ic a t io n  and to  l e a m  to  speak rh y th m ica lly  and m elod ically*

1. Claus Bang, Ibid .
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C laus Bang had arranged f o r  th e  a tten d an ce  of th re e  d e a f , o r 

p a r t i a l l y  d ea f c h ild re n  fo r  th e  purpose o f h i s  d em o n stra tio n . In  a 

co n v e rsa tio n  which I  had w ith  him b efo re  h i s  l e c tu r e ,  he con fessed  

th a t  he was r a th e r  apprehensive because t h i s  was h is  f i r s t  m eeting 

w ith  th e se  c h ild re n , and h is  experience  had proved t h a t  a  bond o f 

confidence  between te ac h e r and p u p il was e s s e n t i a l  to  th e  su ccess o f 

th e  p a r t i c u la r  l in e s  o f communication which he would t r y  to  e s ta b l i s h  

d u rin g  th e  course  o f h is  l e c tu r e s .  The c h ild re n  -  two boys and a 

g i r l  -  in  th e  age range o f 9-10  y ea rs  had no p rev io u s  ex p erien ce  o f 

th e  h ea rin g  t e s t s  which he would g ive  them. The re s id u ad  h e a rin g  

c a p a c ity  o f each c h ild  v a r ie d , and th ey  a tte n d ed  s p e c ia l  sch o o ls  f o r  

d eaf c h ild re n  in  W estphalia .

C laus Bang s ta r te d  by e x p la in in g  to  h is  audience th a t  f o r  th e  

purposes o f a u d ito ry  p e rc ep tio n  the  sound waves produced by a v ib ra 

t in g  body, and tra n s m itte d  to  us through th e  a i r ,  could  reach  u s  by 

o th e r  means. These can be f e l t  th rough  th e  sk in  and bones which form 

no p a r t  o f th e  a u d ito ry  a p p a ra tu s , and th e  d e a f  c h ild  can th e re b y  be 

b rought in to  th e  surrounding  w orld o f sound; he can apprehend some of 

th e  elem ents such as  p i tc h ,  rhythm , a c c e n tu a tio n , loudness and d u ra tio n  

in  o rd e r to  form the  b a s is  f o r  a  s tru c tu re d  programme o f h e a r in g  d e v e l

opment which en ab les  many d eaf c h ild re n  to  p a r t i c ip a te  in  m usical 

perform ances w ith  normal c h ild re n . This was n o t an assessm ent o f 

m usical s e n s ib i l i t y ;  h i s  le c tu re -d e m o n s tra tio n  was designed  to  prove 

th a t  su c c e ss fu l means o f communication between idie te a c h e r  and th e  d eaf 

p u p il could  be s e t  up by means o f s p e c ia l ly  designed  in s tru m e n ts .
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The c h i ld r e n 's  degrees of r e s id u a l  d eafn ess  were f i r s t  te s te d  

when they  were re q u ire d  to  reproduce the  p i tc h  o f s in g le  n o te s  p layed  

on th e  p ian o . They q u ick ly  le a rn ed  to  respond to  th e  l e c t u r e r 's  

f i r s t  requ irem en t -  th e  sound 'b a a ' ;  he ex p la in ed  th a t  h i s  experim ents 

w ith  d e a f c h ild re n  had proved th a t  t h i s  p a r t i c u la r  sound had q u a l i t i e s  

which th ey  could  q u ic k ly  p e rce iv e  and im ita te  -  th e  ex p lo siv e  *b' by 

p a r t in g  the  l i p s ,  and th e  vowel sound by dropping th e  low er jaw, w ith  

th e  ex p u lsio n  of the  b re a th  by s l i ^ t  p re ssu re  on the  low er c h e s t .

The c h ild re n  had l i t t l e  success in  rep roducing  the  p i tc h  o f th e  

sounds made by s in g le  n o te s  on the  p iano  -  th e se  were p layed  lo u d ly  

and re p e a te d ly . Tlie g i r l  could on ly  reproduce a f a i r l y  h ig h -p itc h e d  

sound, and was alm ost com pletely  in cap ab le  o f low ering  i t  to  the  

re q u ire d  p i tc h .  C laus Bang had experim ented in  t h i s  p a r t i c u la r  r e s 

ponsive e x e rc ise  fo r  many y e a rs , u s in g  v a rio u s  m usical in s tru m e n ts , 

tuned and untuned, and f i n a l l y  persuaded ' S o nor-O rff ' to  ex tend  th e  

range of t h e i r  wooden Bass ch im e-bars to  cover a range of 90-5^0 Hz. 

frequency  -  i . e .  t h i r t y  one b a rs , beginning  two oc tav es  below m iddle C 

and proceed ing  by sem i-tone up to  p ÿ  above m iddle C, In  the  f i r s t  

in s ta n c e  each c h ild  h e ld  one o f th e se  ch im e-bars a g a in s t  h i s  body 

w hile  i t  was s tru c k  w ith  a b e a te r  by th e  te a c h e r . V arious a re a s  o f the  

body were d e fin ed  fo r  the  purpose o f producing resp o n ses  -  e .g .  low 

p i tc h  th rough the  stomach o r lo w e r-c h es t a re a , and h ig h e r p i tc h e s  

going up to  th e  mouth, te e th ,  e a r s ,  h a i r  e t c . .  The improvement in  

th e  c h i ld r e n 's  re sponses to  th e se  la rg e  ch im e-bars was rem arkable, and 

th ey  were soon ab le  to  respond a c c u ra te ly  to  v a r ie d  p i tc h e s  w ith in  a 

range o f a  m ajor th i r d .  'The handicapped c h ild  needs much u n d ers tan d in g  

to  develop h is  p e r s o n a l i ty .  He needs the  se lf -c o n f id e n c e  and th e  fe e l in g
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of being accep ted  th a t  immediate su ccess , however l im ite d , can g iv e , 

and th e  kind  o f encouragement from o th e r  people which ex p re sses  t h e i r  

f a i t h  in  h is  a b i l i t y  to  overcome the  d i f f i c u l t i e s  th a t  c o n s ta n tly  

face  him *.^ The jo y  o f th o se  who saw and heard  the  c h i ld r e n 's  f i r s t  

su c c e ss fu l re sponses must have g iven  them th e  encouragem ent th ey  needed. 

'T h is  (method) i s  the  background (b a s is )  o f our m usical vo ice  and 

speech th e rap y , th rough which the  vo ice  le v e l s  and the  v o ca l q u a l i t i e s  

of even profoundly  d ea f c h ild re n  can be improved, a t  th e  same tim e as 

th e  acc e n tu a tio n s  in  in te n s i ty ,  d u ra tio n  and p i tc h ,  the  th re e  c o rn e r

s to n es  in  m usical speech, are  ta u g h t s y s te m a tic a lly  t h r o u ^  the  u t i l 

iz a t io n  o f the  c h i l d 's  re s id u a l  h e a r in g , h is  c o n ta c t v ib ra t io n  sen se , 

and th e  sound p e rc e p tio n  in  the  s t ru c tu re  o f h is  b o d y '•

During the  y ears  of h is  re s e a rc h  C laus Bang had used  v a rio u s  i n s t r u 

ments such as tu n eab le  tim pani and bongos, xylophones, tuned re e d -h o m s , 

m elod icas, m usic-board (a  board d isp la y in g  a c l e f  on which n o te s  could  

be w r i t te n ,  and which em itted  a sound when l i g h t l y  s tru c k  w ith  a p o in te r ) ,  

and e le c tro n ic  o rgans, b u t f o r  tbe  p a s t  seven y ears  had co n cen tra ted  on 

th e  s p e c ia l  chim e-bars f o r  the  purpose o f g e t t in g  i n i t i a l  re sp o n se s .

Once t h i s  was ach ieved , the  te a c h e r  could  then  b e a t o u t s h o r t  rhythm ic 

p h rases  on th e  chim e-bar and which th e  d eaf p u p il  could  im i ta te .  'There 

has been some co n tro v e rsy  about th e  c o n d itio n in g  o f body rhythm t h r o u ^  

the con tinuous and unconscious a b so rp tio n  o f sound p a t te r n s .  The q u e s tio n  

was w hether th e  c h ild  who was t o t a l l y  d eaf from b i r t h  could  respond 

spontaneously  to  rhy thm ical sounds i f  he was suddenly made to  p e rce iv e

1 . C laus Bang, Ib id .

2. C laus Bang, Ib id .
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them. A fte r  th e  i n i t i a l  b reak -th ro u g h  by th e  use o f th e  chim e-bars 

I  have proved th a t  th e  d eaf c h ild  who has n o t y e t  been exposed to  

music i a  s e n s i t iv e  to  th e  p h y s ic a l s tim u lu s  o f rhythm once he can 

apprehend i t * .^

The d eaf c h ild re n  a t  th e  A alsborg S p e c ia l School a re  involved  in  

in s tru m e n ta l group a c t i v i t i e s  as e a r ly  as p o s s ib le  -  's i t u a t i o n s  in  

which th e  c h ild re n  can ex p erience  and develop app rehension , c o n cen tra 

t io n ,  r e s p o n s ib i l i ty ,  i n i t i a t i v e ,  and above a l l ,  s e lf -c o n f id e n c e ; a l l  

th e  most im p o rtan t elem ents in  th e  c re a t io n  o f a  t o t a l  p e r s o n a l i ty .  Ey 

u s in g  in s tru m en ts  in  group a c t i v i t i e s  we a re  t r y in g  to  develop a commu

n i t y  s p i r i t  w ith  th e  c h ild re n  th rough t h e i r  p a r t i c ip a t io n  in  m u sica lly  

c r e a t iv e  work. When th e  music t h e r a p i s t  h im se lf c r e a te s  th e  m usic, we 

can , even w ith  th e  most s e v e re ly  re ta rd e d  and m u ltip le-h an d icap p ed  

c h i ld ,  c re a te  a working community which b rin g s  us in  c lo se  c o n ta c t 

w ith  th e  c h i l d 's  developm ent. W ithin the  group, th e  needs of th e  in d i 

v id u a l must always be k e p t in  mind; h is  need s , as  w e ll as  h is  a b i l i t i e s ,  

should  become a v i t a l  p a r t  o f any s tru c tu re d  a c t i v i t y .  We a re  n o t s iz in g  

up each  c h ild  in  term s o f what he can c o n tr ib u te  to  th e  music programme, 

b u t we a re  concerned about how music can h e lp  him, th e  ex ce p tio n a l 

in d iv id u a l .  I t  may h e lp  him to  improve h is  vo ice  and speech, h is  

re ad in g  a b i l i t y ,  h is  m uscular c o -o rd in a tio n , h is  v is u a l  p e rc e p tio n , 

h is  a u d ito ry  d is c r im in a tio n , h is  a r i th m e tic  com prehension, and h is  s e l f -  

co n fid en ce . I t  may even he lp  him in  h is  s o c ia l  ad ju stm en t and improve 

h is  s e l f - c o n c e p t '.

1 . C laus Bang, Ib id .

2 . C laus Bang, Ib id .
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For* th e  d eaf c h i ld ,  music can nev er be a  com plete a e s th e t ic  or 

em otional ex p erien ce , because even a t  h is  b e s t  he i s  unable to  p e rce iv e  

the  two most im p o rtan t e lem ents which a re  in d is p e n s ib le  to  th e  em otional 

im pact o f music -  harmonic s t ru c tu re  and tone c o lo u r . A lthough he i s  

unable  to  p e rce iv e  the  whole range o f n o te s , and a p p re c ia te  th e  a f f e c t 

iv e  meaning o f m usical in te r v a l s ,  th e re  i s  n e v e r th e le s s  a  s tro n g  em otional 

f a c to r  a t  work in  the  music which he can h e a r . T h is c re a te s  communication 

which i t s e l f  i s  an em otional experience  to  an i s o la te d  c h ild ;  i t  conveys 

a sense o f rhythm which e n la rg e s  h is  concep tion  o f "üie p e rc e p tu a l w orld; 

i t  g iv e s  him an o p p o rtu n ity  to  ex p ress  h im se lf  th rough  movement. This 

movement to  music -  perhaps w ith  o th e rs  who can h e a r  -  i s  a  means of 

communication through a shared ex p e rien ce .

As the  le c tu re -d e m o n s tra tio n  went on, w ith  th e  th re e  d eaf c h ild re n  

now communicating w ith  the  l e c t u r e r  through th e  use o f th e  la rg e  chime- 

b a rs  which he s tru c k  in  rhythm ic p a t te r n s ,  o f te n  am plify ing  the  sound 

th rough  lo u d -sp eak e rs  w hile  th e  c h ild re n  danced w ith  jo in e d  hands, we 

were reminded n o t only  o f one o f  the  b a sic  p r in c ip le s  of music th e rap y  

fo r  th e  handicapped, b u t a lso  one o f the  fundam ental ru le s  of a l l  good 

e d u ca to rs  -  'o u r  music th e rap y  programme i s  f o r  th e  in d iv id u a l c h i ld ,  

and beg ins w ith  th e  c h ild  as he i s ,  approaching him on h is  own term s, 

w ith  empathy and re s p e c t;  i t  h e lp s  him to  d is c o v e r  h im se lf through 

m usical experience  and achievem ent. For a l l  c h i ld re n ,  b u t e s p e c ia l ly  

th e  handicapped, ex p erien ces  w ith , and in ,  music can  be a to o l  which 

le a d s  them to  th o u g h ts  and f e e l in g s  f a r  beyond music i t s e l f .  While 

a llow ing  wide boundaries o f fa n ta sy  and f l e x i b i l i t y  in  every  programme, 

we must a lso  allow  fo r  the  p o s s ib i l i t y  of maximum m usical p a r t ic ip a t io n .
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and the  developm ent o f c re a t iv e  a c t i v i t y  by any p u p ils  a t  any le v e l  

o f achievem ent and i n t e r e s t .  Nbsic th e rap y  must be adapted to  the  

handicapped c h i ld ,  and n o t th e  o p p o s ite * .^

By the  end o f th e  th i r d ,  and f i n a l  se s s io n  th e  th re e  c h ild re n  

responded q u ic k ly  and w e ll to  t h e i r  te a c h e r . A lthough obv iously  con

sc io u s  o f th e  la rg e  and sym pathetic  aud ience , they  enjoyed th e  s o c ia l  

c o n ta c ts  which th ey  were making as th ey  exp ressed  them selves in  t h e i r  

group a c t i v i t i e s .  By v a r ia t io n s  o f p i tc h  and rhythm a new world of 

sound was being  b r o u ^ t  in to  t h e i r  co n sc io u sn ess . By many v a r ia t io n s  

o f th e se  sounds the  c h ild re n  were being  drawn ou t of th e  i s o la t io n  

c re a te d  by t h e i r  d e a fn e ss . ' Through music th e  c h ild  can become a l iv e  

and engaged in  the  th in g s  around him; he i s  g iven a new way o f s e l f -  

ex p re ss io n  which can make l iv in g  e a s ie r* .

T̂Rhythm Programme fo r  P lay  and L earn ing , Movement and Speech S tim u la tio n

T his programme has been reco rded  on tape  and c a s s e t te  f o r  use in  

music th e ra p y . I t  i s  now used by C laus Bang and h is  colJe agues as  a 

r e s u l t  o f h is  experim ents and re se a rc h  w ith  more than  10,000  handicapped 

c h ild re n  between th e  ages of 5-16 y e a rs . The aim o f th e  c a r e f u l ly  

s tru c tu re d  programme i s  to  t r a i n  th e  a b i l i t y  o f th e  c h ild  to  p e rce iv e  

and reproduce a cc e n tu a tio n s  and p i tc h  in  m usic, and th e  in f l e c t io n s  of 

speech, such as v a r ia t io n s  in  i n t e n s i ty ,  d u ra tio n  and p i tc h ,  and p ercep 

t io n  between sound so u n d -v ib ra tio n  and s i le n c e .  The programme a lso  u ses

1 . C laus Bang, I b id .

2 , C laus Bang, Ib id .
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rhythm ic p a t te rn s  and b e a ts , r e q u ir in g  c lo se  a t te n t io n  and c o n c e n tra tio n  

as the  c h ild re n  p lay  o r move. In  t h i s  way i t  i s  made p o s s ib le  fo r  them 

to  experience  music rhythms and s e lf -e x p re s s io n  in  movement, drama, 

p la y , and dance through speech and song.

These c a s s e t te s  a re  a v a ila b le  from -  The D ire c to r  o f  Music Therapy, 

Aalborg School, S ta te  S p ec ia l C en tre , K o lleg iev  J., A alborg, Denmark.
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A lv in , J u l i e t t e ;  Music f o r  th e  Handicapped C h ild . Oxford U n iv e rs ity

P re s s , 1965.

A lv in , J u l i e t t e :  Music Therapy, John Baker, London, I 966 .

Andrews, G ladys: C rea tiv e  Rhythmic Movement fo r  C h ild re n . P re n tic e

H i l l ,  New York, 1954.

Baker, H arry  J .  : E x cep tio n a l C h ild ren . McMillan & C o ., New York,

1959.

B ite  on, C .H .: A like and D if f e r e n t .  Rosha P re s s , Santa Anna, 

C a l i fo rn ia ,  1976.

B lacking , John: How M usical i s  Man? F aber, London, 1976.

Dobbs, J .P .B . : The Slow L earner and Music, Oxford U n iv e rs ity  

P re s s , 1966.

Ewing, J .R . and A.W.; New O p p o rtu n itie s  f o r  Deaf C h ild re n . U n iv e rs ity

of London, 1958.



240

Farnsw orth , P au l: The S o c ia l Psychology o f M usic. Iowa S ta te  Uni

v e r s i ty ,  1969 .

Gaston, E .T . : Music in  Therapy. McMillan & C o., New York,

1968.

G ingland and S ty le s :  M usical A c t iv i t i e s  fo r  R etarded C h ild re n .

Abingdon P re s s , New York, I 965 .

Gray and P e rc iv a l:  Music, Movement and Mime fo r  C h ild ren . Oxford

U n iv e rs ity  P re s s , 1962.

Jung, C .J . :  A rchetypes and the  C o lle c tiv e  U nconscious.

P rin ce to n  U n iv e rs ity  P re s s , I 969 .

McLeish and H iggs: An E nquiry  in to  the  M usical c a p a c i t ie s  o f educa

t io n a l ly  sub-norm al c h ild re n . Cambridge U n iv e rs ity  

I n s t i t u t e  o f E duca tio n , I 967 .

Morkovin, B o ris : Through the  B a r r ie rs  o f D eafness, McMillan & C o.,

New York, I 96O.

N ordoff and Robbins: I/tusic Therapy in  S p ec ia l E d u ca tio n . John Day & C o.,

New York, 1971.

N ordoff and Robbins: C rea tiv e  Music Therapy. John Day & C o., New York,

1977.

R obertson , R .K .: The Treatm ent o f the  Backward C h ild , Methuen,

London, 1949.

S c h a ttn e r , R egina: C rea tiv e  D ram atics f o r  Handicapped C h ild ren . John

Day Co., New York, I966 .



241

S chu ter, R . : The Psychology o f M usical A b i l i ty .  Methuen, 

London, I 968 .

Van Uden: The E ducation  o f Deaf C h ild ren ; a  World o f Sound 

fo r  Deaf C h ild re n . I n s t i t u t e  fo r  the  D eaf, S t . 

M ich e lsg es te l, H olland .

Supplied  by C laus Bang.



242

Chapter 10

The E d u ca tio n a l System in  the  F ed e ra l Republic o f Germany and th e  

Development o f Music E ducation  in  Schools and Music Schools

Trie p lan  (Appendix IV) shows the  b a s ic  p a t te rn  o f g e n e ra l ed u ca tio n  

in  West German sch o o ls . There a re ,  however, some u n d e r- ly in g  p r in c ip le s  

which must be understood  before  th e  p a t te rn  of music ed u ca tio n  can 

become c le a r .  Each o f the  e lev en  in d iv id u a l F ed e ra l S ta te s  (LSnder) 

has com plete autonomy in  the p lan n in g  o f i t s  own e d u c a tio n a l cu rricu lu m , 

in  the  appointm ent of te a c h e rs , and to  a  co n sid e rab le  e x te n t  in  th e  con

te n t  o f the  s y l la b u s . Tie F e d e ra l S ta te  panel o f ed u ca tio n  In sp e c to rs  

re sp o n s ib le  fo r  cu rricu lum  s tu d ie s  p ro v id es  each school w ith  a l i s t  o f 

tex t-b o o k s , and th e  schools re c e iv e  a F e d e ra l g ra n t f o r  the  purchase 

of any of th e  p re sc r ib e d  books; any a d d it io n a l  books o r te ac h in g  m a te r ia l  

have to  be paid  fo r  from the s c h o o l 's  own fu n d s .

Tie p lan  shows th e  types o f school a v a ila b le  fo r  c h ild re n  when

they  reach  the  age o f te n  -  H auptschule , R ea lsch u le , Gymnasium. D is

cu ssin g  t h i s  cho ice o f school w ith  a s e n io r  ed u ca tio n  a d m in is tra to r  in  

K refe ld  in  February  I 978, I  was assu red  th a t  pa iren tal cho ice  p layed  an 

ex trem ely  im p o rtan t p a r t  in  the  'p lac in g *  o f c h ild re n , b u t d is c u s s io n  

between p a re n ts  and Grundschule (prim ary  school) te a c h e rs  i s  co n sid ered  

to  be e s s e n t i a l  befo re  the  p lacem ent i s  made. The B r i t i s h  system  o f 

'ca tchm ent a r e a s ' was n e i th e r  known, no r un d ers to o d . There i s  a lso  p ro 

v is io n  f o r  the  t r a n s f e r  o f c h ild re n  a t  th e  end o f th e  f i r s t  y ea r in  the

'u p p e r ' school i f  the  school co n sid e rs  t h a t  a p u p il would make b e t t e r  

p ro g re ss , o r would be b e t te r  s u i te d  to  the  k ind  o f ed u ca tio n  o ffe re d  in  

an o th er type  o f sch o o l. Again, i t  was s t r e s s e d  th a t  th e se  t r a n s f e r s  were
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made only  a f t e r  co n sid e rab le  d is c u s s io n  between the  school s t a f f  and 

th e  p a re n ts  in v o lv ed .

Music ed u ca tio n  v a r ie s  s l i g h t l y  between in d iv id u a l S ta te s ,  p a r t i c u 

l a r l y  w ith  reg a rd  to  th e  tim e g iven  to  i t  in  each sch o o l. But the 

recommendations o f the  S ta te  in s p e c to rs  concern ing  th e  a llo tm e n t o f 

te ach in g  tim e have an im p o rtan t b earin g  upon H ead-teachers* d e c is io n s .

Tie German music ed u ca to rs  w ith  whom I  d iscu ssed  music in  t h e i r  

schoo ls  were a l l  o f the op in ion  th a t  th e  S ta te  sch o o l, w hile  a ttem p tin g  

to  p rov ide  some kind  o f s tim u lu s  f o r  a l l  i t s  p u p ils  to  en jo y  m usic, and 

to  perform  com petently  as am ateurs in  a d u lt  l i f e ,  could  n o t hope to  

g ive those who were m u sica lly  g i f t e d  th e  o p p o r tu n i tie s  to  enab le  them 

to  become p ro fe s s io n a l m u sic ian s . Could music be ta u g h t w e ll in  t h e i r  

schools?  -  was th e re  any j u s t i f i c a t i o n  f o r  th e o r e t ic a l  s tu d ie s  a t  

ju n io r  school le v e l?  My v i s i t s  to  schoo ls  in  th re e  German c i t i e s  p ro 

v ided  some answ ers. S inging  - -p lay ing  in s tru m en ts  (w ith  ve ry  l i t t l e  

ev idence o f School o rc h e s tra s  as we know them in  t h i s  co u n try ) -  th e o ry  -  

l i s t e n in g  (music a p p re c ia tio n )  a re  th e  core a re a s  in  the  music t im e - ta b le . 

I  found th a t  th e  s in g in g  was always good, even by th e  boys -  and p a r t ic u 

l a r l y  so in  th e  G rundschulen, where te a c h e rs  were prov ided  w ith  an ample 

supp ly  o f German fo lk -so n g s  and m usica l games. In s tru m e n ta l p lay in g  

fo llow ed  a p a t te rn  o f in c id e n ta l  le a rn in g  -  an accompaniment to  songs, 

o r in c id e n ta l  music in  games. In  t h i s  connection  O rff in s tru m en ts  were 

used  in  a l l  the  schoo ls which I  v i s i t e d .  Theory was regarded  alm ost as 

*a n e ce ssa ry  e v i l ' ,  and ' l i s t e n i n g '  was c a r e f u l ly  s t ru c tu re d  and w ell 

p re p a red . German music ed u ca to rs  seem to  be agreed th a t  t h e i r  system  

o f music ed u ca tio n  in  th e  o rd in a ry  d ay -sch o o ls  i s  based on in c id e n ta l
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le a rn in g , w ith  s p e c ia l  sch o o ls , which a re  u s u a lly  open in  the  a f t e r 

noons and even ings, p ro v id in g  t r a in in g  f o r  the  m u s ica lly  ta le n te d  

p u p ils  who m ight w ish to  become p ro fe s s io n a l m u sic ian s . Tie teach in g  

of music has leaned  h e a v ily  on in c id e n ta l  le a rn in g  th roughou t th e  ag es . 

T e  churches and th e  homes were th e  g re a t  agenc ies o f music ed u ca tio n  

in  the  p a s t ,  and in  s p i te  of s o c ia l  changes s t i l l  p la y  an im p o rtan t 

p a r t  in  German ed u ca tio n . M usical c h ild re n  a re  s t i l l  in flu en c ed  by 

church organs and c h o irs ;  most homes have a p iano  which i s  o f te n  the  

c e n tre  o f fam ily  r e c re a t io n  and th e  in s p i r a t io n  f o r  f u r th e r  music s tudy  

by a t  l e a s t  one o f th e  c h i ld re n . M usical t a l e n t  i s  s t i l l  h ig h ly  p r iz e d  

in  Germany -  p a r t i c u la r ly  w ith in  th e  fam ily  u n i t  -  as th e  long  'w a it in g -  

l i s t s *  f o r  adm ission to  the  'M usikschulen* p rove . My f i r s t  im pression  

was t h a t  t h i s  enthusiasm  on the  p a r t  o f German p a re n ts  was n a tu r a l  

p a re n ta l  p r id e  in  the  d e s ire  to  see t h e i r  c h ild re n  as p u p ils  in ,  what 

i s  a f t e r  a l l ,  a 'sp e c ia l*  schoo l, and to  see them ta k in g  p a r t  in  p u b lic  

perform ances. While t h i s  may be t ru e  in  some c a se s , th e re  i s  much e v i 

dence to  in d ic a te  th a t  a lthough  th ey  may n o t be aware o f th e  c o n v ic tio n s  

o f t h e i r  g re a t  p h ilo so p h e rs , th ey  would s t i l l  agree w ith  L u th er, Goethe, 

and N ie tzsche  th a t  l i f e  w ith o u t music would n o t be w orth l iv in g .

T e  d i r e c t  te ach in g  o f music became e s ta b lis h e d  th rough  th e  growth 

o f the  many la rg e  C o n se rv a to rie s  in  the  19th  cen tu ry ; th e se  were u s u a lly  

founded by p r iv a te  in d iv id u a ls ,  and were o f te n  the  d i r e c t  descendan ts  o f 

the c o u r t ly  music e s ta b lish m e n ts  o f the  17th  and l 8 th  c e n tu r ie s .  T e n  

fo llow ed , in  the  e a r ly  20th  c en tu ry  Government sponsored 'Musik-Hoch- 

schulen* ( b a s ic a l ly  U n iv e r s i t ie s  o f Music) which awarded th e  f i n a l  

c e r t i f i c a t e  which was n ecessa ry  to  those  who wished to  te a c h  music in  

S ta te  sch o o ls , and which th e re fo re  a t t r a c t e d  many s tu d e n ts  who m ight
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have con tinued  t h e i r  music ed u ca tio n  in  p r iv a te  e s ta b lish m e n ts  and ended 

w ith  no music 'q u a l i f i c a t i o n ' .

The n e x t, and most d e c is iv e  s te p  fo llow ed alm ost im m ediately 

a f t e r  th e  f i r s t  World War w ith  th e  s e t t in g -u p  o f 'Jugendm usikschulen ' 

(Schools o f Music fo r  Youth) which were p ioneered  by P ro fe sso r J 8de 

of B e r lin , H is id e a s  caught on r a p id ly ,  and v a rio u s  ty p es  o f music 

schoo ls sprang up everywhere, a lth o u g h  the  i n i t i a l  em phasis in  the  

sou thern  p a r t s  o f Germany, and p a r t i c u la r ly  in  B avaria , rem ained in  the  

'S in g sch u len ' (C hoir sch o o ls ) , and in  the  n o rth e rn  a re a s  in  in s tru m e n ta l 

sch o o ls . In  most cases  th e se  schoo ls  were th e  r e s u l t  o f p r iv a te  en thu

siasm  and a c tio n , supported  to  a g re a te r  o r l e s s e r  degree by both the 

'L and ' and th e  lo c a l  a u th o r i t i e s  -  w ith  the  form er paying f o r  th e  i n s t r u 

ments and the  l a t t e r  p ro v id in g  accommodation and paying te a c h e r s ' 

s a l a r i e s ;  in  n e a r ly  a l l  c a se s , p a re n ts  were expected  to  pay tu i t i o n  

fe e s .

The end o f th e  second World War saw the  d e c lin e  o f th e se  music 

schoo ls as th e  lo c a l  a u th o r i t i e s  busied  them selves w ith  th e  re -b u ild in g  of 

the  d ay -sch o o ls  and s e rv ic e s  th a t  had been d e s tro y ed . By 1952 th e  r e - b i r t h  

o f th e  'M usikschulen ' had brought i t s e l f  to  th e  n o tic e  o f th e  c e n t r a l  

government, and th e  p r iv a te  and S ta te -a id e d  music schoo ls  were brought 

to g e th e r .  T e i r  p ro g re ss , and th e  p u b lic  demand f o r  t h e i r  perm anent 

e s ta b lish m e n t and n a t io n a l  re c o g n itio n  'r e s u l te d  in  a  decree  by the  

S tanding  Conference o f West German E ducation  M in is te rs  in  1958 th a t  

th ese  schoo ls should be f in a n c ia l ly  supported  by lo c a l  and S ta te  a u th o r i

t i e s  whenever p o s s ib le '.^  Again p a re n ta l  su p p o rt f o r  th e  o p p o r tu n itie s

1 . S ta d t K ro fe ld : Schulen in  K re fe ld  -  In fo rm ationen  fiber B ildung-
sm Sglichen, I 96O.
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which th e se  schoo ls o ffe re d  q u ic k ly  became e v id e n t, and in  te n  y ea rs  

the  number o f music schoo ls  had doubled , so th a t  by I 968 th e re  were 

282, o f which 43 were fo r  vocal t r a in in g  -  th ese  were m ainly in  

so u thern  Germany -  and some q u a r te r  o f a  m ill io n  p u p ils  (m ainly 

between th e  ages o f 4-21 y ea rs) were re c e iv in g  music t u i t i o n  in  some 

form . 1970, one in  seven German c h ild re n  re ce iv ed  some form al

t r a in in g  in  in s tru m e n ta l p la y in g . Between 1958 and I 97O th e  number 

o f music te a c h e rs  in  th e  F ed e ra l R epublic had quadrupled , w ith  th e  

number o f  f u l l - t im e  te a c h e rs  a t  th e se  schoo ls  having r i s e n  from 6 .9$̂  

in  i 960 to  11^  in  1972*.^

Tie p re se n t s t a t e  o f th e  'Jugendm usikschulen* i s  in d ic a te d  by 

th e  answers to  th e  Q u estio n n a ire  which I  s e n t to  th e  D ire c to rs  o f 

the  Music schoo ls in  K re fe ld , Moenchengladbach, and D uisburg in  

1977* (Appendix V). In  February  1978, I  sp en t a  day a t  each  sch o o l, 

observ ing  the  te ac h in g , and a t  th e  end o f th e  day d is c u s s in g  th e  answers 

to  my q u e s tio n s  and re c e iv in g  ex p lan a tio n s  which provided  a f a r  more 

v a lu ab le  in s ig h t  in to  th e  growth o f th e  schoo ls  than  th e  s t a t i s t i c s  

could supply  -  e .g .  a change in  lo c a l  government p o l i t i c a l  c o n tro l  in  

K re fe ld , w ith  th e  appointm ent o f a  new D ire c to r  o f th e  ' Jugendm usikschule* 

in  1972 accounted f o r  the  r a th e r  d ram atic  drop in  the  number o f p u p ils  

in  t h a t  y e a r . H err Sooenholtz , th e  D ire c to r  o f th e  D uisburg Music 

School gave me a sim ple ex p lan a tio n  f o r  th e  ap p aren t f a i l u r e  to  in c re a se  

the  number of p u p ils  s in ce  1976 -  'd e r  ZahlungsunfEhige* (C ity  bank

ru p tcy ) -  th e  c i t y  of Duisburg ceased  to  be ab le  to  p rov ide  money f o r  

the  expansion o f th e  sch o o l. I t  was in te r e s t in g  to  le  a m  t h a t  th e

1. S ta d t K re fe ld : ' Schulen in  K re fe ld * .
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tremendous in d u s t r ia l  expansion o f Duisburg had re s u l te d  in  a n e g le c t 

of music ed u ca tio n  in  the day schoo ls  and in  what we c a l l  ' f u r th e r  

e d u c a tio n ',  and a p r o l i f e r a t i o n  o f th r iv in g  p r iv a te  music schoo ls  -  

p a r t i c u la r ly  s in g in g  sch o o ls . The o f f i c i a l  e s ta b lish m e n t o f a music 

school as l a t e  as  1975 was a com plicated  ta s k , c a l l in g  fo r  the  amalgama

t io n  o f th ese  p r iv a te  e n te r p r is e s  under one ro o f  and th e  p a r t i c u la r ly  

d i f f i c u l t  ta sk  o f having to  re fu se  adm ission to  hundreds o f p u p ils  who 

f a i l e d  to  reach  the  re q u ire d  s ta n d a rd s , compounded by the  i n a b i l i t y  to  

o f f e r  employment in  the  school to  so many te a c h e rs  who had worked in  

the p r iv a te  e s ta b lish m e n ts . The D ire c to r  sad ly  commented on what he 

regarded  as 'th e  im balance between the  c i t y  m a te r ia l g a in s  and i t s  

s p i r i t u a l  l o s s e s ' .  Duisburg h as, in  a d d it io n , a *Musik H ochschule ' 

which p ro v id es  a course  o f  p ro fe s s io n a l s tudy  f o r  two o r  th re e  y e a rs , 

and s u c c e ss fu l com pletion g iv es  the  s tu d e n t the  Diploma which i s  r e 

qu ired  f o r  employment in  S ta te  sch o o ls .

As the  Music schoo ls a re  m ainly funded by the  c i t i e s ,  the  D ire c to r  

en joys co n s id e ra b le  autonomy, and i s  ab le  to  develop the  school w ith o u t 

re fe re n c e  to  th e  'Land O b e rsc h u lra t ' (S ta te  In sp e c to r  o f S ch o o ls). The 

v a r ia t io n  in  the  s ta f f in g  f ig u re s  fo r  p a r t- t im e  te a c h e rs  i s  m ainly due 

to  the  number o f p r iv a te  music schoo ls  which were amalgamated and whose 

te a c h e rs  were only  appoin ted  to  p a r t- t im e  p o s ts ,  (m ainly because th ey  

lacked  the  teach in g  q u a l i f ic a t io n )  in  the  new music sch o o ls . I t  was 

p o in ted  o u t to  me in  each school th a t  only  the  employment o f th e se  

p a r t- tim e  te a c h e rs , who were p a id  a t  a  com parative ly  low r a t e  p e r hour, 

enabled  the  school to  rem ain open from I .30  p.m. to  8 p.m. in  o rd e r  to  

o f f e r  t u i t i o n  to  such la rg e  numbers o f p u p ils  w ith  vary ing  deg rees  o f 

m usical a b i l i t y .  T his shortage  o f q u a l i f ie d  te a c h e rs  i s  co n sid e red  to



248

be the  main th r e a t  to  the  su c c e ss fu l developm ent o f the  music sch o o ls . 

At the  same tim e as the demand f o r  tu i t i o n  has in c re a se d , and th e  

number o f music schools has r i s e n  a p p re c ia b ly , the  number o f S ta te  

C o n se rv a to rie s  and *Musik-Hochschulen' where fu tu re  music te a c h e rs  

a re  tra in e d  has f a l l e n ,  ' i n  i 960 th e re  were 33 o f the  'k e y - i n s t i t u t e s ' ,  

w ith  6,700  s tu d e n ts :  in  I 97I  th e re  were 28 w ith  5,800  s tu d e n ts  and the

d e c lin e  has c o n tin u e d '.^  The reason  i s  very  sim ple; the  average 

q u a l i f ie d  te a c h e r  o f music in  th e  Music school i s  p a id  l e s s  than  the  

youngest te a c h e r  o f g en era l su b je c ts  in  a p rim ary  sch o o l, and many 

prom ising music p u p ils  a re  warned about jo in in g  a p ro fe s s io n  which 

pays so badly  even though i t  i s  co n sid ered  to  o f f e r  p r e s t ig e .

A c lo s e r  look a t  the  requ irem en ts  fo r  e n try  to  th e  M usick-schule 

may be o f i n t e r e s t .  Admission to  th e  K in dergarten  i s  by form al a p p lic a 

t io n  and a very  sim ple t e s t  o f vocal a p ti tu d e  and re c o g n itio n  o f sim ple 

p i tc h  t e s t s .  As '.can; be, seen in  the  Q u e stio n n a ire , p a re n ts  are  expected 

to  pay t u i t i o n  fe e s  fo r  the  whole o f th i s  in tro d u c to ry  course  which 

l a s t s  fo r  two y e a rs , o r , a s  in  Moenchengladbach, fo r  one y e a r . The fo u r 

y ear o ld  c h ild re n  a re  expected  to  a tte n d  f o r  a t  l e a s t  one a fte rn o o n  p er 

week, and fo llow  a m ainly p r a c t ic a l  course  u s in g  'O r f f ' in s tru m e n ts .

In  two music schoo ls I  saw the  use o f a s p e c ia l ly  designed  in s tru m en t 

c a l le d  the  'T a s te n s p ie le r ' -  a  b r ig h t ly -p a in te d  in s tru m en t, combining 

the main c h a r a c te r i s t i c s  o f p iano  and xylophone, w ith  a  m agnetized l i d  

to  which m etal d is c s  re p re se n tin g  keys and sim ple s c a le s  (u su a lly  

p e n ta to n ic )  can be a tta c h e d . In  a d d itio n , the  young p u p ils  must po ssess

1. S ta d t K re fe ld : Schulen in  K re fe ld .
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a sm all g lo ck en sp ie l fo r  p ra c t ic e  a t  home. T u itio n  in  the  K indergarten  

fo llo w s the  *Orff* p a t te rn  of c h i ld r e n 's  songs, games and s to r i e s ,  

i l l u s t r a t e d  o r accompanied by sim ple in s tru m e n ts . There i s  no la c k  

o f te ach in g  m a te r ia l ,  and the  S ta te  ' Schule buc he ommi s s i  on ' su p p lie s  

th e  music school w ith  recommended te x t s  c o n ta in in g  s tru c tu re d  music 

programmes, o r sim ple 'm ethods' f o r  v o ices  and in s tru m e n ts , ' l i s t e n i n g ' ,  

sim ple and graph ic  n o ta t io n , and im p ro v isa tio n . When the  in tro d u c to ry  

course  i s  com pleted, a u d it io n s  a re  g iven  to  those  c h ild re n  who w ish to  

go on to  the  main sch o o l. The su c c e ss fu l p u p ils  may take  up th e  s tudy  

o f any o rc h e s tr a l  in s tru m en t f o r  which th ey  may show an a p t i tu d e ,  s t a r t 

in g  w ith  one hour o f tu i t i o n  p e r  week (u su a lly  two h a lf -h o u r s ) ,  and one 

hour in  a 'communal g ro u p '. These groups, which are  numbered o r l e t t e r e d  

accord ing  to  the  degree o f p ro g re s s , a re  in tended  to  in tro d u ce  th e  

young p u p ils  to  th e  demands o f in s tru m e n ta l and o rc h e s tr a l  p lay in g  a l 

most from the s t a r t .  Over the  y e a rs  th e  young in s t ru m e n ta l is t  can 

p ro g re ss  through th e  'communal g ro u p s ' u n t i l  he i s  capable  o f perform 

ing  p u b lic ly  in  one of the school ensem bles, o r in  one o f the  many 

am ateur music groups in  th e  c i t y .  The f i n a l  accolade i s  bestowed when 

a p u p il g a in s  adm ission to  the  s c h o o l 's  ' f i r s t  O rc h e s tra '.

I  have a tten d ed  many end -o f-te rm  c o n ce rts  in  German music sch o o ls , 

and th ey  have always been occasions fo r  a  d is p la y  o f p r id e  by the  

p a re n ts  and fa m il ie s ,  and a warm fe e l in g  o f achievem ent by th e  perform 

e r s .  This i s  'communal m usic^m aking', embracing the p la y e rs  on th e  

p la tfo rm  and the  l i s t e n e r s  in  th e  aud ito riu m , and r e f l e c t in g  a c iv ic  

and n a t io n a l  p rid e  in  t h e i r  m usical h e r i ta g e .



250

Music E ducation  in  Secondary Schools in  West Germany

In  an a ttem p t to  d isco v e r a  more s a t i s f a c to r y  method o f d e a lin g  

w ith  th e  problem s o f music ed u ca tio n  in  secondary sch o o ls , I  sought 

the  op in ion  o f P ro fe sso r Gundlach a t  the  'Pedagogische Hochschule* in  

D uisburg, West Germany in  1978. P ro fe sso r  Gundlach knew o f the  P ro je c t  

a t  York U n iv e rs ity , and adm itted  r a th e r  r e lu c ta n t ly ,  th a t  he was r a th e r  

concerned about th e  in flu en c e  o f p o p u la r music on th e  te ac h in g  o f music 

in  German sch o o ls . In  form er y e a rs , music ed u ca tio n  had adopted an 

alm ost e n t i r e ly  'vocal*  approach, w ith  music th eo ry  tau g h t a s  i t s  

'su p p o rt* , bu t the  g re a t in f lu e n c e  o f the  media had le d  to  w holesale 

changes in  th e  music sy lla b u s  f o r  secondary schoo ls  -  a sy lla b u s  which 

was drawn up by the  governm ent's music in s p e c to r .  There were new l i s t s  

o f recommended books f o r  the use o f te a c h e rs ;  'recommended* in  the  

sense th a t  th e  books would be prov ided  by th e  c e n t r a l  a u th o r i ty ,  and 

any a d d it io n a l  books would have to  be brought by th e  sch o o ls  them selves.

The o f f i c i a l  German approach to  music in  the  secondary schoo ls was 

the  re c o g n itio n  o f two sep a ra te  s tu d ie s  -  (a) C la s s ic a l ,  and (b) 'a v a n t 

g a rd e ';  th e  word 'p o p u la r ' o r any d e r iv a t io n  was c a r e f u l ly  avoided , 

'c la s s ic a l*  was th e  medium used f o r  t u i t i o n  in  the  Gymnasium (Grammar 

S chool), and 'A vant garde* f o r  th e  'H auptschule* (G eneral s u b je c ts )  

and f o r  th e  'R ealschule*  (T echn ical b ia s ) .  Many music ed u ca to rs  had 

a lre a d y  w r i t te n  tex t-b o o k s  fo r  the  new'a v a n t garde* approach; the  

P ro fe sso r showed me a copy o f h is  own tex t-b o o k , 'Dudelsack* which 

used g raph ic  n o ta t io n  and e le c tro n ic  in s tru m e n ts , a s  w e ll a s  th e  more 

sim ple t r a d i t i o n a l  wind in s tru m en ts  such as R ecorders and F lu te s .  The 

book made generous use o f b r ig h t ly  co loured  p ic tu r e s ,  and th e  t e x t  was
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m ainly drawn from German f o lk - lo r e .  This 'approach* to  the  le s s  

academic p u p ils  recognized  th a t  the  in s tru m e n ta l requ irem en ts  in  the  

te x t-b o o k s  should be k e p t as sim ple as  p o s s ib le .

The in flu en c e  o f c l a s s i c a l  music was n o t e n t i r e ly  d is reg ard ed  

in  th e  new approach, bu t i t  was in tro d u ced  in d i r e c t ly ,  o r in  a m odified 

form; e .g . ,  'sco re -read in g *  was p ra c t is e d  w ith  g raph ic  n o ta t io n , bu t 

was o f te n  fo llow ed by the  read in g  from t r a d i t io n a l  sco res  o f sim ple 

c l a s s i c a l  e x c e rp ts .

There were many o th e r  in n o v a tio n s  in  the  new approach, b u t a 

c lo s e r  s tudy  showed th a t  t h e i r  use in  th e  c lass-room  re q u ire d  a much 

more d is c ip l in e d  approach than  one could  achieve in  t h i s  co u n try . Pro

fe s s o r  Gundlach showed me a f ilm  which had been made in  a  music c la s s 

room in  Germany, and which i l l u s t r a t e d  the  experim en tal work which was 

being  c a r r ie d  o u t. The emphasis in  a l l  t h i s  k ind  o f work was s t r i c t l y  

p r a c t i c a l .  P ro fe sso r Gundlach k in d ly  arranged  fo r  me to  have an E n g lish  

copy o f the  a c t i v i t i e s  as we saw them in  the  f ilm ; t h i s  copy i s  added 

as Appendix-VH to  t h i s  work.

The in tro d u c tio n  o f a  new approach in  one a re a  o f music ed u ca tio n  

has given added im petus to  th e  t r a d i t i o n a l  method, where more c re a t iv e  

and ex p erim en ta l work i s  now encouraged. New forms o f p re s e n ta t io n  are  

a ls o  being used -  e .g .  the  teach in g  o f  m usical 'form* i s  now in tro d u ced  

by a n a ly s is ,  u s in g  ta p e - re c o rd e rs  o r re c o rd s . I  was shown an example 

o f an a n a ly s is  o f an e x c e rp t from B ru ck n er 's  Symphony No. 4 . .  F o rty  

b a rs  o f th e  music had been e d ite d  down to  s in g le  o r c h e s t r a l  p a r ts  which 

could  be shown on a sc ree n . Each p a r t  was p layed  s e p a ra te ly  and follow ed
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on the  sco re , w ith  the  t e a c h e r 's  vo ice  in d ic a t in g  b ar numbers, o r 

any o th e r  re le v a n t  and h e lp fu l in fo rm a tio n . This i s  regarded  as the 

te ach in g  o f 'fo rm ' from w ith in  the  s t ru c tu re  o f  the  m usic, and i s  

proving  to  be a very  r e a l i s t i c  method o f te ach in g  what i s  o f te n  regarded  

as a d i f f i c u l t  and u n in te re s t in g  s tu d y . During an e a r l i e r  v i s i t  to  

th e  R icarda  H#chschule in  K re fe ld , I  had observed a le sso n  in  m usical 

form, given in  the  t r a d i t i o n a l  way, w ith  m usical i l l u s t r a t i o n s  p layed  

on the  p iano  by the  te a c h e r . A lthough I  f e l t  th a t  t h i s  le s so n  was 

p a r t i c u la r ly  w e ll done, and th a t  th e  p u p i l s ' responses were good 

th roughout the  le sso n , the  new method was much more r e a l i s t i c  and 

in te r e s t in g .  As an a d d it io n a l  a id  to  th e  te ach in g  of form, tex t-b o o k s  

fo r  th e  te a c h e r 's  use have been p u b lish ed  s e p a ra te ly  s in ce  I 9655 th ese  

books show a l l  the  in d iv id u a l in s tru m e n ta l p a r t s  o f th e  e x c e rp ts  which 

a re  s e t  f o r  a n a ly s is ,  w ith  c le a r  in s t r u c t io n s  as to  where the t e a c h e r 's  

vo ice can b e s t be used over the  re c o rd in g .

P ro fe sso r Gundlach agreed w ith  the  views o f o th e r  German te a c h e rs  

w ith  whom I  have d iscu ssed  m usical problem s a t  secondary school le v e l  

th a t  most o f them are  i l l - p r e p a r e d  to  cope w ith  th e  flo o d  o f commercial 

music t h a t  has been d ire c te d  tow ards young p eo p le ; t h i s  comes in  the  

form o f 'a id s  to  w o rk ', which they  c a l l  'fu n c tio n a l*  m usic, as w e ll as  

the  u su a l 'pop* m usic. But th e re  i s  an o f f i c i a l  re c o g n itio n  o f the 

problem , and the  s t r e s s  which i t  i s  imposing on music te a c h e rs  in  t h e i r  

secondary school c lass-ro o m s. The government music in s p e c to rs  a re  doing 

a l l  th ey  can to  p rov ide s u ita b le  music programmes f o r  t h i s  age group, and 

technology , in  the  form o f ta p es  and o th e r  e le c tro n ic  a id s  i s  being 

in c re a s in g ly  used to  f in d  a more accep tab le  compromise between th e  demands 

of p o p u la r t a s t e  and the  t r a d i t io n a l  d is c ip l in e s  o f music ed u ca tio n  in  

Germany.
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Chapter 11

Music E ducation  in  Prim ary Schools and f o r  P re-sch o o l C h ild ren . 

Schools C ouncil Research and Development P ro je c t :  Music E ducation  

o f Young C h ild ren . (U n iv e rs ity  o f Reading)

The p ro je c t  was s ta r te d  in  1970, and was planned to  cover a 

p e rio d  o f f iv e  y e a rs , and extended f o r  a  fu r th e r  th re e  y e a r s . Tie 

U n iv e rs ity  o f Reading d ire c te d  th e  p r o je c t ,  and Dr. A rnold B entley  was 

appoin ted  D ire c to r , w ith  Dr. R.M. Thackray as Deputy D ire c to r .  Dr. 

Thackray l e f t  in  1975 and was succeeded by Mr. I a in  K en d ell.

Tie term s o f re fe re n c e  f o r  the  p r o je c t  were:

(a) to  in v e s t ig a te  m usical developm ent and le a rn in g  p ro c e sse s  in  

c h ild re n  aged 3 to  11 .

(b) to  a ttem p t to  e s ta b l i s h  c le a r ly -d e f in e d  aims f o r  music ed u ca tio n  

w ith  young c h ild re n .

(c) to  d ev ise  m a te r ia ls  and methods f o r  te a c h e rs  in  p rim ary  and 

n u rse ry  sch o o ls .

T e  p ro je c t  team f i r s t  needed to  a ttem p t an e v a lu a tio n  o f  the 

p re se n t s i tu a t io n ,  and fo r  t h i s  purpose i t  undertook a su rvey  of music 

ed u ca tio n  in  n u rse ry  and prim ary  sch o o ls . D ata were c o l le c te d  from 

v i s i t s  to  a wide v a r ie ty  o f schoo ls in  many p a r ts  o f th e  co u n try , and 

in fo rm atio n  and op in ions were c o lle c te d  by means o f in te rv ie w s , d i s 

cu ss io n s  and q u e s tio n n a ire s . I t  was a t  no tim e env isaged  as a la rg e -  

sca le  comprehensive en q u iry , b u t r a th e r  as  a  means o f f in d in g  ou t the
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broad g e n e ra l p a t te r n ,  i f  any, o f music in  prim ary schoo ls through 

sam pling a f a i r l y  wide c ro s s -s e c t io n  o f op in ions and p ra c t ic e  from 

class-room  te a c h e rs , head te a c h e rs , c o lle g e  le c tu r e r s ,  music a d v ise rs  

and many o th e rs  c lo s e ly  invo lved  w ith  music in  sch o o ls . In  s p i te  o f 

the su rv e y 's  l im ite d  s c a le , the  p r o je c t  team co n sidered  th a t  the  

m a te r ia l  c o lle c te d  was a  f a i r  sam ple, and the  is s u e s  r a is e d  could 

have a g en e ra l a p p lic a tio n  to  the  co u n try  as a w hole. The a c tu a l  

sca le  o f the  in v e s t ig a t io n  covered p e rso n a l v i s i t s  by members o f the  

p ro je c t  team to  more than  200 c lass-ro o m s in  many p a r ts  o f th e  co u n try . 

C ontact by correspondence was e s ta b lis h e d  w ith  a  f u r th e r  150 sch o o ls . 

Completed q u e s tio n n a ire s  were re ce iv ed  from 405 te a c h e rs , le c tu r e r s  

and a d v is e rs ,  and from over 800 c h ild re n .

F ive q u e s tio n n a ire s  were used f o r  th e  purpose o f the survey:

1 . F o r p rim ary  school head te a c h e rs , r e l a t in g  to  s ta f f in g  fo r  music

(100 com pleted).

2 . For g en era l c lass-room  te a c h e rs , r e l a t in g  to  t h e i r  a t t i t u d e s ,  

o p in io n s  and methods in  music te ac h in g  ( I 67 com pleted).

3 . F or Music A dv isers and C ollege L e c tu re rs  -  an open-ended q u estio n n 

a i r e  ask ing  fo r  views on many a sp e c ts  o f music ed u ca tio n  (86 com

p le te d ) .

4. For N ursery  School te a c h e rs , concerned m ainly w ith  aim s, o b je c t

iv e s  and o b se rv a tio n s  concern ing  music in  the  p re -sch o o l p e rio d

(52 com pleted).
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5 . For c h ild re n , concern ing  th e i r  a t t i t u d e s  to  music in  school

(over 800 com pleted by c h ild re n  aged 9 - 11) .

The evidence from the q u e s tio n n a ire s  was regarded  e s s e n t i a l ly  as 

complementary to  th a t  d e riv ed  from p e rso n a l c o n ta c ts  and o th e r  so u rces .

1 . In  th e  q u e s tio n n a ire  to  Head te a c h e rs  on s ta f f in g  fo r  music te ac h 

in g , th e  term s 's p e c ia l i s t*  and 'n o n - s p e c ia l i s t '  were used ; ' s p e c i a l i s t '  

as a  term  fo r  a te a c h e r  tak in g  the  m a jo rity  o f music in  a sch o o l, and 

'n o n -s p e c ia l is t*  as a te a c h e r  tak in g  two o r  more c la s s e s .

The t r a d i t i o n a l  arrangem ent f o r  th e  p ro v is io n  o f music te ach in g  

in  p rim ary  schoo ls s in ce  the  su b je c t was f i r s t  in tro d u ced  in to  th e  

cu rricu lum  has been fo r  music to  be ta u g h t by the  g en e ra l c lass-room  

te a c h e r , along w ith  o th e r  s u b je c ts .  Music was considered  to  be one of 

the  b a sic  a sp e c ts  o f the  curricu lum  which every  te a c h e r  cou ld  reaso n ab ly  

be expected  to  cover, and some a t te n t io n  had u s u a lly  been g iven  to  t h i s  

du ring  te a c h e r - t r a in in g .  In  re c e n t y ea rs  however, p a r t ly  due to  th e  

widening o f the  range of a c t i v i t i e s  invo lved  in  music ed u ca tio n , and 

the  r e s u l t in g  lo s s  o f confidence on the  p a r t  of many c la s s - te a c h e r s ,  

th e re  have been in d ic a t io n s  th a t  the  c o n te n t o f the  'g e n e ra l  music* 

co u rses  in  th e  te a c h e r  t r a in in g  c o lle g e s  have been f a r  too  e lem en tary  

to  supply  th e  te a c h e r  w ith  the  music knowledge and s k i l l s  to  cope w ith  

an in c re a s in g ly  s p e c ia l is e d  f i e l d .  'Answers from 100 head te a c h e rs  

showed th a t  ou t o f a  t o t a l  o f 89I  f u l l - t im e  te a c h e rs  co vering  th e  whole 

prim ary age range, more than  h a l f  took no m usic. This s i tu a t io n  was 

supported  by evidence from lo c a l  a u th o r i t ie s  th a t  w ell over h a l f  th e
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te a c h e rs  app ly ing  fo r  p o s ts  in  prim ary schools were u s u a lly  n o t 

p repared  to  o f f e r  m usic*,^

The en q u iry  f u r th e r  showed th a t  as c h ild re n  become o ld e r  in  the 

p rim ary  school th e re  i s  a g re a te r  p o s s ib i l i t y  th a t  th ey  w i l l  be ta u g h t 

by a 's p e c ia l i s t*  o r 's e m i - s p e c ia l i s t '  te a c h e r .  An e v a lu a tio n  o f the  

q u a l i ty  o f th e  teach in g  under th e se  headings d id  n o t come under the  

term s o f re fe re n c e  fo r  the  p r o je c t .

E x tra c ts  from the  p ro je c t  te am 's  d ia r i e s  in d ic a te d  th e  wide range 

o f m usical a c t i v i t i e s  th a t  a re  ta k in g  p lace  in  prim ary  schoo ls  th rough

o u t th e  co u n try . 'The m usical atm osphere o f a school can a f f e c t  the  

whole of school l i f e ,  and th e re  i s  a v i t a l i t y  about such p la c e s  which 

seems to  s p i l l  over in to  a l l  a sp e c ts  of th e  cu rricu lu m . I t  would 

appear to  be no co incidence  th a t  schoo ls w ith  a f lo u r is h in g  m usical

l i f e  a re  f re q u e n tly  happy and f r ie n d ly  p la c e s , where th e  c h ild re n  and
2

s t a f f  a re  welcoming, o u t-go ing  and c o n s id e ra te  o f o t h e r s ' .

2 . Answers to  the  Q u estio n n a ire  s e n t to  c lass-room  te a c h e rs  concern

ing  t h e i r  a t t i t u d e s  and op in ions about music te ac h in g , and t r a in in g  fo r  

music te ach in g  re s u l te d  in  95^ who ta u g h t music c la im ing  th a t  th ey  

enjoyed ta k in g  t h e i r  c la s s e s  f o r  m usic, compared w ith  o th e r  ty p es  o f 

work. Only a sm all p ro p o rtio n  (13^) con sid ered  th a t  t h e i r  own t r a in in g  

in  th e  te ach in g  o f music was 's a t i s f a c t o r y ' .  This would seem to  su g g est 

th a t  th o se  who claim ed to  en joy  teach in g  music to  t h e i r  c la s s e s  would 

have found f a r  g re a te r  p le asu re  and su ccess in  so doing had t h e i r

1 . Schools C ouncil Working Paper; Music in  the Prim ary School, p . 4 -  
U n iv e rs ity  o f Reading, 1978.

2 , I b i d . ,  p . 15 .
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t r a in in g  been o f a h ig h e r s tan d a rd . 'When asked to  rank , in  o rd e r 

o f im portance, s ix  a re a s  o f the  school music te a c h e r 's  t r a in in g ,  the  

fo llo w in g  o rd e r r e s u l te d ;

1 . Teaching s k i l l s

2 . S inging a b i l i t y

3 . Knowledge o f c h ild  developm ent

4 . In s tru m en ta l a b i l i t y

5 . Knowledge o f r e p e r to ir e

6 . P r in c ip le s  o f ed u ca tio n .

A c o n sid e ra b le  m a jo rity  (75^) co n sid ered  i t  'u s e f u l ,  bu t n o t e s s e n t i a l '  

th a t  a te a c h e r  o f music in  the  p rim ary  school should  be ab le  to  p lay  

th e  p ian o . 23^  considered  th i s  a b i l i t y  to  be v e ry  im p o r ta n t '.^

3. T e  views o f Music A dvisers and C ollege L e c tu re rs  produced a

broad g en era l agreem ent about the  im portance o f  'en joym ent' in  music

ed u ca tio n  from 86 so u rces . 'F o r m ost, 'en jo y m en t' c o n s t i tu te d  the

o v e r- r id in g  aim of music ed u ca tio n , though some s tr e s s e d  th a t  t h i s  d id

n o t n e c e s s a r i ly  mean immediate enjoym ent, bu t enjoym ent and s a t i s f a c t io n  
2

f o r  th e  f u tu r e ' .

T e  answers in  t h i s  c a teg o ry  w ere, as one would have expected , 

much more p re c is e  and p o s i t iv e  than  those  in  th e  f i r s t  two s e c t io n s .  

N early  a l l  s t r e s s e d  th e  im portance o f a c t iv e  p a r t i c ip a t io n  in  m usic, 

n o ta b ly  in  s in g in g  and in s tru m e n ta l p la y in g , and th e re  was fre q u e n t

1 . I b i d . ,  p . 8 .

2 . I b id . ,  p . 8 .
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re fe re n c e  to  th e  ex p ress iv e  and c re a t iv e  a sp e c ts  o f m usic: ' a l l

should be encouraged to  exp ress  t h e i r  own id e a s , and to  use music 

a s  a means o f ex p re ss io n , both th rough the  r e - c r e a t io n  o f th e  m usical 

id e a s  o f o th e rs , and through t h e i r  own th o u g h ts '.^  Many gave the  

developm ent o f b asic  m usical s k i l l s  as th e  c h ie f  aim o f music ed u ca tio n  

in  the  p rim ary  schoo l, s t r e s s in g  the  im portance o f th e  e a r ly  y ea rs  as 

th e  tim e when both b asic  s k i l l s  and fav o u rab le  a t t i t u d e s  were b e s t  

e s ta b l is h e d .

The q u e s tio n  as to  what, s p e c i f ic a l ly ,  a  c h i ld  should have achieved 

o r experienced  m u sica lly  by th e  age of 12 m ainly  produced im prec ise  

answers c o n c e n tra tin g  on what th ey  co n sid ered  c h ild re n  should have 

ex p erien ced , r a th e r  than  ach ieved , in  th i s  p e r io d .

The main g en era l c r i t ic is m s  of th e  p re s e n t s t a t e  o f music educa

t io n  in  t h i s  co un try  produced a v igorous response  in  t h i s  s e c t io n .  The 

a t ta c k s  came under th e se  head ings:

1 . G eneral s ta tu s  o f music te ach in g  and a t t i t u d e s  tow ards i t .

2 . C r it ic is m s  o f the  q u a l i ty  o f te ach in g  and te a c h e rs .

3 . Views on te a c h e r  t r a in in g .  (The comments here  were p a r t i c u l a r ly  

s c a th in g .)

4 . Lack o f aims and sy s te m a tic a lly  planned te a c h in g . The answ ers

here  obv iously  le d  on from Q uestion  3 -  'no  s p e c if ic  a im s' -

'n o t  ta u g h t w ith  any degree o f o rg a n is a tio n , o f sequence o r 

lo g ic a l  p ro g re s s io n ' -  'p iece -m ea l . . .  inadequate  p la n n in g ' -  

'vague n a tio n a l  guidance w ith  no d i r e c t io n  concern ing  a tta in m e n ts , 

s tan d a rd s  o r m ethods '.

1. Schools Council Working Paper, op .c i t . ,  p. 17.
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5 . O rg an isa tio n  o f music and c o n te n t o f te a c h in g . The c r i t ic i s m s  

under t h i s  heading were numerous and v a r ie d : 'Too much work in  

la rg e  c la s s e s ' -  ' s t i l l  c a se s  o f doub ling  o f c la s s e s  f o r  m usic ' -  

' i n  re c e n t y ears  a  marked tendency to  u n d erestim ate  th e  capa

b i l i t i e s  o f c h i ld re n ' -  'a  tendency to  c a te r  too  much f o r  the  

g i f t e d ' . 1

6 . F a c i l i t i e s  and Finance : There were many c r i t i c i s m s  o f th e  la ck

of f a c i l i t i e s  and f in a n c ia l  p ro v is io n  fo r  music : 'to o  many

te a c h e rs  fo rced  to  make do w ith  too  few re so u rc e s , le a d in g  to  the
2

n e g le c t o f a wide v a r ie ty  o f a p p ro a ch e s '.

The views o f Music A d v ise rs , in  p a r t i c u la r ,  concern ing  te a c h e r  

t r a in in g  in  music ed u ca tio n , u n d e rlin ed  the  concern exp ressed  by the  

members o f the  Music A d v ise rs ' N a tio n a l A sso c ia tio n  in  1972, over th e  

co n tin u in g  shortage  and v a r ia b le  s tan d a rd s  o f new e n tr a n ts  to  the  music 

teach in g  p ro fe s s io n  (see Appendix V I). As a  member o f th e  E xecu tive  

committee o f the  A sso c ia tio n  I  was involved  in  the  s e t t in g  up o f a 

Panel to  in v e s t ig a te  th e se  problem s and to  produce a r e p o r t  embodying 

i t s  f in d in g s . Q u estio n n a ire s  were s e n t n o t only  to  a l l  C o lleg es  r e s 

p o n sib le  fo r  th e  t r a in in g  o f in te n d in g  te a c h e rs  o f m usic, b u t a lso  to  

many new e n tra n ts  to  the  p ro fe s s io n  o f f iv e  y ears  o r l e s s  experience  

over th e  co u n try  as a whole.

There was a s ig n i f ic a n t  p ro p o r tio n  o f r e tu r n s ,  and th e  answers 

were m ainly c h a ra c te r iz e d  by a marked fran k n ess  s in ce  i t  was emphasized

1 . Schools C ouncil Working Paper, o p .c i t . ,  p . 23.
2 . I b i d . ,  p . 23.
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a t  the  o u ts e t  th a t  no names o f in d iv id u a ls  o r c o lle g e s  would be 

in c o rp o ra te d  in  the  f in a l  r e p o r t .

The b r ie f  o f th e  panel was ' t o  in v e s t ig a te  in to  th e  re c ru itm e n t 

o f s tu d e n ts , th e  cu rricu lum  and i t s  e f fe c t iv e n e s s  in  i n s t i t u t i o n s  

where in te n d in g  te a c h e rs  o f music in  schoo ls  are  t r a in e d * .^

I t  was emphasized from th e  beginning  th a t  i t  was n o t a  r e p o r t  on 

th e  work o f the  c o lle g e s , bu t i t  was hoped th a t  in fo rm atio n  would 

emerge th a t  would be o f a s s is ta n c e  to  Music A d v ise rs , and i t  was frdm 

t h i s  p o in t o f view th a t  the  main recommendations were made.

1 . I t  was obvious from the  re tu rn s  t h a t  most c o lle g e s  would welcome 

more m eetings, ta lk s  and d is c u s s io n s  w ith  lo c a l  Music A d v ise rs .

2 . I t  was f e l t  t h a t  Music A dv isers cou ld  be p a r t i c u la r ly  h e lp fu l  in  

recommending s u i ta b le  schoo ls  f o r  te ach in g  p r a c t ic e ,

3 . The p anel recommended th a t  Music A dv isers  should seek a c tiv e  re p 

r e s e n ta t io n  on po licy -fo rm in g  b o d ies , e .g .  Area T ra in in g  O rgan isa

t io n .

4 . I t  was recommended th a t  Music A dv isers  should encourage c lo s e r  

m usical r e la t io n s h ip s  between c o lle g e s  and sch o o ls .

5 . So o f te n  g i f te d  young m usic ians, o f which th e re  were an in c re a s in g  

number, were encouraged to  th in k  th a t  perform ing was th e  only

1 . Music A dv isers N a tio n a l A sso c ia tio n ; R eport on th e  T ra in in g  fo r  
In te n d in g  Teachers o f Music, In tro d u c tio n , 1974.
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re sp e c ta b le  o u t le t  f o r  t h e i r  s k i l l s .  I t  was recommended th a t  more 

should be done to  encourage th e se  s tu d e n ts  from the  o u ts e t  to  th in k  

in  term s o f teach in g  music in  sch o o ls .

The A sso c ia tio n  f e l t  th a t  i t  was n o t i t s  concern  to  make recommen

d a tio n s  to  th e  C o lleges o f E ducation , b u t t h a t  i f  th e  r e s u l t s  o f th e  

survey  were made a v a ila b le , the  c o lle g e s  could draw t h e i r  own conclu 

s io n s  and make ad justm en ts  to  t h e i r  co u rses  as th e y  though t a p p ro p r ia te . 

In  the  l i g h t  of th e  James R eport^ and th e  in d e c is io n  concern ing  the  

ex ac t ro le  o f C o lleges o f E ducation , th e  A sso c ia tio n  f e l t  th a t  no 

u s e fu l  purpose would be served  by p ro long ing  th e  f in d in g s  o f the  

r e p o r t  o r in d ic a tin g  f u r th e r  avenues o f in v e s t ig a t io n  w ith  reg a rd  to  

C o lleges o f E duca tio n . When th e  fu tu re  o f the  c o lle g e s  was b e t te r  

determ ined , th e re  m ight be o p p o r tu n i t ie s  to  develop the  work achieved  

by the  survey .

The members o f th e  E xecu tive  Committee a s s i s te d  the  Panel in  the  

c o l le c t io n  and d ra f t in g  of the  q u e s tio n s  subm itted  by members o f the  

A sso c ia tio n . Between 7O-80  Music A dv isers  were in v i te d  to  send in  

q u e s tio n s , and though n o t a l l  o f them d id  so , th e re  was a  s u f f i c i e n t  

number to  re p re se n t th e  f e e l in g s  o f an experienced  body o f music 

ed u ca to rs  whose views were l i k e l y  to  c a r ry  c o n s id e ra b le  w eight in  

th e  co un try  as a whole, and whose p o s i t io n  enab led  them to  e x e rc is e  

a s tro n g  in flu en c e  upon p re se n t and fu tu re  te a c h e rs  o f m usic. The 

M.A.N.A. R eport i s  inc luded  as Appendix VI.

1 . The James R eport: E ducation : A Framework f o r  Expansion, London,
H.M .S.O., 1972, pp. i6 -4 6 .
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The Schools Council p ro je c t ,  'Music E ducation  o f Young C h ild re n ',  

in  a d d itio n  to  sending o u t q u e s tio n s  under the  f iv e  s e c tio n s  a lre a d y  

d e a l t  w ith , sought out in fo rm ation  from o th e r  so u rc e s , and was p a r t ic u 

l a r l y  helped  by the  fo rm ation  o f two te a c h e rs ' groups who worked in  

c lo se  c o n ta c t w ith  the  p ro je c t team th roughou t th e  f i r s t  th re e  y ears  

o f th e  p r o je c t .  Through th e se  groups (each o f which c o n s is te d  o f 

about a dozen members) th e  team was ab le  to  keep in  c lo se  c o n ta c t w ith  

c o n d itio n s  and developm ents in  some tw enty sch o o ls , re p re se n tin g  a 

f a i r l y  wide c ro s s -s e c t io n  of the schools in  t h a t  a re a , and seek ing  

in fo rm atio n  n o t only  from music te ac h e rs  bu t from o th e rs ,  p a r t i c u la r ly  

head te a c h e rs  who, i t  must be remembered, bore th e  u ltim a te  re sp o n s i

b i l i t y  f o r  th e  developm ent of a l l  su b je c ts  in  th e  cu rricu lu m . The 

d e c is io n s  o f  head te a c h e rs , n o t only  w ith  reg a rd  to  th e  a l lo c a t io n  

o f money, bu t a lso  in  p ro v id in g  t im e -a l lo c a t io n , th e  most s u i ta b le  

te ach in g  a re a , and th e  b e s t  m a te r ia ls  fo r  te a c h in g  music a re  o f v i t a l  

im portance . In  the  prim ary schoo ls th e  re c e n t developm ents o f th e  

'in te g r a te d  d a y ',  'team  te a c h in g ',  ' blocked t im e - ta b le s ',  'non*, o r 

v e r t i c a l  s tream in g ' and open-plan schools p re s e n t  a d d i t io n a l  problems 

to  te a c h e rs  who have been tra in e d  to  te ach  in  more t r a d i t i o n a l  c o n d itio n s . 

Tie answers from head te a c h e rs  were in  most c a se s  p o s i t iv e ,  bu t th e re  

were many who seemed to  be more in te re s te d  in  c r i t i c i z i n g  common p r a c t ic e .  

The fo llo w in g  view s, e n t i t l e d  'C r i t ic is m  o f T r a d i t io n a l  Methods o f 

Teaching M usic ', p re sen ted  by an in fa n t  school h ead m istress  to  th e  

p r o je c t  team , were f o r tu n a te ly  r a r e ,  bu t i s  w orth q u o tin g  w ith o u t 

comment:

1 . 'T e  c la s s -b a se d  approach i s  c o n tra ry  to  th e  in d iv id u a l approach 

now encouraged in  In fa n t  Schools.
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2 . In  a 'f a c e - to - f a c e ' s i tu a t io n  we are  p re se n tin g  music as some

th in g  which you 've go t to  make them do. R ath er, we should be 

a llow ing  the  c h ild re n  to  d isc o v e r th e  music w ith in  them, the  

te a c h e r  p ass in g  on tech n iq u es  when th ey  need them -  an i n t e r 

m ingling  r a th e r  than  an en co u n te r.

3 . 3y our methods the  c h ild re n  l e a m  on ly  to  r e j e c t  t h e i r  c u l tu r a l  

h e r i ta g e .  The approach i s  n o t on ly  an a s s a u l t  upon c h i ld r e n 's  

minds and im ag ina tions bu t an i n s u l t  to  a c re a tiv e  a r t .

2 3 44 . We should n o t c o n tin u a lly  use ^ ^ ^ as t h i s  p re se n ts  a s te r e o 

typed W estern form as though i t  were th e  c o r r e c t  one, so th a t  

c h ild re n  who do n o t p la y  in  such a t id y  way a re  th e re fo re  wrong.

5 . They should n o t be expected to  p la y  in  tim e . To fo llow  an o th er

p e rs o n 's  rhythm i s  the  e q u iv a le n t o f doing sums from a sum c a rd . 

They should be reco rd in g  th e i r  own rhythms (suras) f i r s t .

6 . The s i l e n t  b ea t i s  a c o n s ta n t d i f f i c u l t y  because you c a n 't  h e a r 

s i le n c e .  The r e s t  symbol i s  the  e q u iv a le n t o f zero  in  maths which 

i s  d i f f i c u l t  to  comprehend (empty s e t ) .

7 . P e rcu ssio n  band (however used) i s  o u t. The in s tru m en ts  should

be used as an accompaniment.

8 . C h art work i s  incom patib le  w ith  the  in d iv id u a l approach .

9 . Double symbolism i s  wrong.

10. C lass  approach does n o t work w ith  v e r t i c a l  g roups.

11. 'R ic h a rd s ' c h a r ts  p re se n t s e r ie s  o f u t t e r l y  u n re la te d  co n cep ts .
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12, A tim e -ta b le d  'm usic le s s o n ' i s  c c n tra ry  to  'i n t e r d i s c ip l i n e

s tu d ie s ' ap p ro a ch ,' ^

Many o f the  c o n tr ib u to r s  to  th e  survey r e fe r r e d  to  th e  g re a t  

d if fe re n c e  between ' t r a d i t i o n a l '  and 'm odem ' approaches to  music 

te ach in g  w ith o u t being c le a r  as to  what th ey  r e a l ly  meant by th e se  

te rm s. The g en era l im pression  g iven  was t h a t  a ' t r a d i t io n a l*  approach 

im plied  a s tro n g  emphasis on th e  te ac h in g  o f music read in g , w ith  a 

good d e a l o f r a th e r  d u l l  ' t h e o r y ',  r e g u la r  ' d r i l l ' ,  p a r t i c u la r ly  

u sin g  s o l - f a  e x e rc is e s , the  whole programme being v o c a lly  b ia sed  w ith  

most of th e  teach in g  done on a w h o le -c lass  b a s is ;  le s so n s  showed a 

s tro n g  le an in g  tow ards th e  music o f the  p a s t ,  w ith  fo lk -so n g  c o l le c t io n s  

o r books o f n a t io n a l  songs p ro v id in g  th e  s ta p le  d i e t .

The 'm odem ' approach, i t  was im p lied , emphasized 'c r e a t i v i t y ' ,  

'e x p e rim e n ta l ' and 'p r o j e c t '  work, 'd isc o v e ry -b a se d ' m ethods, 'c h i l d -  

c e n tre d ' and 'sm a ll group ' a c t i v i t i e s ,  and a g e n e ra lly  more im ag in a tiv e , 

f r e e r  approach, w ith  more prominence g iven  to  in s tru m e n ta l p la y in g  and 

the  use o f contem porary music and id iom s.

One o f the  u n fo rtu n a te  r e s u l t s  o f t h i s  ' t r a d i t i o n a l '  v e rsu s  

'm odern' d i s t in c t io n  i s  th e  view th a t  the  'm odem ' i s  n e c e s s a r i ly  

'b e t t e r '  th an  th e  ' t r a d i t i o n a l ' ,  w ith  th e  u n c r i t i c a l  prom otion o f 

every  new id e a . A lthough c e r ta in  ten d en c ie s  have developed, o r re c e iv e d  

more p u b l ic i ty  in  re c e n t y e a rs , i t  i s  n o t d i f f i c u l t  to  show t h a t  many 

'new approaches ' in  music ed u ca tio n  a re  in  f a c t  n o t new a t  a l l .  W alford

1. Schools Council Working Paper, Ib id ., p. 74.
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D avies, in  h is  b ro ad cas ts  du ring  the 1920*s and *30*s, was encouraging 

c h ild re n  to  compose m usic, and a lso  encouraged th e  use o f the  p en ta to n ic  

s c a le .  Group teach in g  o f s t r in g s  i s  o f te n  co n sid ered  to  be a  modern 

in n o v a tio n . In  A p ril  1882 the  'M usical Times' c a r r ie d  an a d v e r t is e 

ment f o r  a  'S c h o la s t ic  M usic-m aster and O rg an is t f o r  an im p o rtan t 

school n ea r London, who must a lso  be ab le  to  take charge o f a V io lin  

C la s s '

In  l886  Mrs. Curwen advocated, 'n e v e r  t e l l  a p u p il an y th ing  th a t  

you can help  him to  d isco v e r f o r  h im s e lf '.  In  1912 th e  'M usical Times' 

reco rd ed  a v i s i t  to  t h i s  coun try  o f 'Mr. D alcroze and s ix  young g i r l  

p u p ils  who dem onstrated  h is  system in  London and th e  p ro v in c e s . The 

system  was f a i r l y  w idely  taken  up, a London School o f D alcroze Eury

thm ies being e s ta b lis h e d  and E n g lish  t r a n s la t io n s  o f  h is  books on the  

s u b je c t being p u b l is h e d '.^  The P ro je c t team f e l t  t h a t  the te a c h e rs  

should n o t th in k  in  term s o f 't r a d i t io n a l*  and 'new* methods bu t 

sim ply o f methods, u s in g  those  which a re  a p p ro p ria te  and s u c c e ss fu l 

and r e je c t in g  those  which a re  n o t. W hether a method i s  ' t r a d i t i o n a l '  

o r n o t i s  im m a te ria l. As s o c ie ty  changes, so th e re  i s  a need to  adap t 

methods and approaches acco rd in g ly , in  th e  l i g h t  o f new aims and 

o b je c t iv e s .  Teachers must move w ith  th e  tim es , and be p repared  to  

d isp en se  w ith  out-moded methods and m a te r ia l ,  and a c q u a in t them selves 

w ith  new developm ents. T iey should f e e l  no o b lig a tio n  to  throw o u t 

th e  o ld , sim ply because i t  i s  o ld ; n o r should th e y  f e e l  o b lig ed  to

1 . P.A. S cho les: The M irror of Music, V ol. 1, N ovello , 19^7# p . 362.

2 . P.A. S cho les, I b i d . ,  Vol. 1 , p . 17.

3 . P.A. S cho les, I b i d . ,  V ol. 1, p . 17.
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take  up new approaches, sim ply because th e y  a re  new, u n le s s  th ey  are  

co n fid e n t t h a t  they  have something w orthw hile to  o f f e r .

' School M usic' and th e  ' o th e r  s o r t '

The P ro je c t  team was l e f t  in  no doubt th a t  most c h ild re n , and 

many te a c h e rs , a tta ch e d  th e se  la b e ls  to  m usic. Music ed u ca to rs  have 

long r e a l i s e d  th a t  th e  m usical in f lu e n c e s  upon a  c h ild  o u ts id e  school 

need to  be taken  in to  account in  th e  s tu d y  o f m usical developm ent; 

f re q u e n tly  th ey  a re  f a r  more in f l u e n t i a l  than  th e  m usical environm ent 

o f the  sch o o l. A t i t s  c ru d e s t th e  problem i s  most c le a r ly  seen in  a 

t e a c h e r 's  a t t i tu d e  to  p o pu lar m usic, bu t th e re  a re  w ider is s u e s  in v o lv ed . 

Music i s  a f a c t  of l i f e .  I t  e x i s t s  in  every  household in  some form, and 

i s  th e re fo re  an im portan t in flu en c e  in  a c h i l d 's  m usical developm ent. 

R eference was made e a r l i e r  (p . 192 ) to  D r. Audrey W isbey 's th eo ry  con

cern in g  the  in flu en c e  of music in  the  p r e - n a ta l  s tag e s  and in  th e  f i r s t  

s ix  y ea rs  o f l i f e ,  when the  c h i l d 's  sense o f h earin g  i s  most a c u te . 

O utside th e  home, the w orld i s  f u l l  o f m usic, o r m usical sounds, which 

form p a r t  o f a  c h i l d 's  environm ent, w ith  commercial i n t e r e s t s  making i t  

alm ost im possib le  to  avoid the  ' soundscape' in  which we l i v e .  However 

u n p leasan t t h i s  may be i t  i s  n e v e r th e le s s  a r e a l i t y  to  be taken  in to  

accoun t. The answers in  t h i s  s e c tio n  were unanimous in  acc e p tin g  th a t  

i t  i s  th e  r e s p o n s ib i l i ty  o f th e  music te a c h e r  to  be aware o f th e se  in f l u 

ences . They were f irm ly  convinced th a t  in  p ra c t ic e  the  te a c h e r  should 

knôw som ething o f the  te le v is io n  and ra d io  programmes th a t  th e  c h ild re n  

see and h e a r , th e  reco rd s  th ey  p la y , th e  songs and j in g le s  th ey  le a rn  

and s in g  o u ts id e  schoo l, the  games th ey  p la y  in  the  p layground, the



267

ch an ts  th ey  chan t and the  dances th e y  dance. I f  i t  were p ra c t ic a b le ,  

th ey  f e l t  t h a t  they  should make i t  t h e i r  b u s in ess  to  f in d  o u t what 

k in d  o f music goes on in  the home, and what m usical encouragement i s  

g iven  by th e  p a re n ts .

C r it ic is m  i s  o f te n  made o f school music th a t  i t  i s  f r e q u e n tly  

u n re la te d  to  o th e r  music heard  o u ts id e  school and to  th e  o u ts id e  world 

in  g e n e ra l. Some answers in d ic a te d  th a t  *an a ttem p t should be made to  

r e l a t e  school music to  'o th e r  music* and th a t  'm usic should come in to  

e v e r y th in g ''

C rea tiv e  Music

The d if f e r e n c e s  between ' t r a d i t i o n a l '  and 'm odem ' approaches 

a re  most ap p aren t in  r e la t io n  to  'c r e a t i v i t y ' .  Many c o n tr ib u to r s  to  

th e  survey im plied  th a t  th e  most im p o rtan t fe a tu re  in  a modern approach 

to  music ed u ca tio n  was i t s  emphasis upon c re a tiv e  a c t i v i t i e s .  There i s  

no doubt th a t  in  re c e n t y ears  th e re  has been a c o n sid e rab le  in c re a se  in  

the  emphasis on 'c r e a t i v i t y ' ,  and from th e  W s ic  c o m e r ' w ith  i t s  sm all 

a r ra y  o f to y  in s tru m en ts  has developed a much f r e e r  approach. T echn ica l 

developm ents u s in g  s y n th e s is e rs  and ta p e - re c o rd e rs  have prov ided  oppor

t u n i t i e s  fo r  experim enting  w ith  sounds in  a much le s s  in h ib i te d  way than  

b e fo re , and producing o cca s io n a l r e s u l t s  n o t e n t i r e ly  d is s im ila r  to  the  

music o f e s ta b lis h e d  ' avan t-geirde ' com posers. Whereas in  the  p a s t ,  

c h i ld r e n 's  e f f o r t s  a t  com position in  the  co n v en tio n a l s ty le s  cou ld  only

1, Schools Council Working Paper, p, 120,
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be seen as poor im ita t io n s  of th e  music o f re p u ta b le  composers, i t  

has now become p o s s ib le  by q u ite  sim ple means to  produce sounds th a t  

a re  o r ig in a l  and e f f e c t iv e ,  w ith  a minimum o f te c h n ic a l  knowledge.

The d isco v e ry  th a t  m usical i n t e r e s t  o f t h i s  k in d  was now a v a ila b le  to  

any c h i ld ,  n o t j u s t  to  those  w ith  marked m usical a b i l i t y  o r experience  

was an im portan t s te p  forward in  music ed u ca tio n . Many c o n tr ib u to r s  

to  th e  survey f e l t  t h a t  ' t h i s  s h o r t - c i r c u i t in g  o f th e  c re a t iv e  p rocess 

e n ta i le d  a  cheapening of the  work o f com position  and th a t  th e  r e s u l t s  

were o f d o u b tfu l v a lu e , being f re q u e n tly  w r i t t e n - o f f  as 'm ere sound 

e f f e c t s ' ,  r a th e r  than  m usic. Even th e  conven tions o f s t a f f  n o ta tio n  

were d ispensed  w ith  in  favour o f some form o f 'g ra p h ic  n o ta t io n ',  

which proved a sim pler and more e f f e c t iv e  way o f n o ta t in g  t h i s  new 

type o f m u s i c W e  s h a l l  l a t e r  see how th e se  new approaches have 

been developed in  secondary sch o o ls , w ith  p a r t i c u l a r  re fe re n c e  to  

schoo ls  in  Germany (c h a p te r  10)•

Many o f those  who were invo lved  in  the  survey  f e l t  t h a t  th e  

' a v a n t-g a rd e ' approaches p re sen ted  a means o f opening up to  c h ild re n  

the  ex p re ss iv e  use of m usical sounds, and saw g re a t  scope in  such forms 

o f com position , both as an end in  them selves and in  co n ju n c tio n  w ith  

e x p re ss iv e  work in  o th e r  r e la te d  a re a s .  O thers b e liev ed  th a t  th e  main 

value  o f th e se  new id e a s  la y  in  p ro v id in g  a means o f  h e lp in g  ÿoung 

c h ild re n  to  an und ers tan d in g  o f b a sic  m usical co n cep ts , e .g .  o f p i tc h ,  

lo u d n ess , d u ra tio n  and tim bre , and co n sequen tly  t h i s  type o f 'e x p e r i 

m enting w ith  sounds' was more a p p ro p ria te  to  th e  v e ry  e a r ly  y e a rs , when

1, Schools Council Working Paper, p, 121,
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c h ild re n  a re  f i r s t  in tro d u ced  to  such co n cep ts , then  to  th e  m iddle 

or l a t e r  y e a rs , when a more d is c ip l in e d  o r 's t r u c tu r e d ' approach i s  

looked f o r .  There were those te a c h e rs  who f e l t  th e  need f o r  a  more 

sy stem atic  approach to  c re a t iv e  work as seen in  the  'O r f f '  method, 

p a r t i c u la r ly  in  the  e a r ly  s ta g e s , where a more r ig id  framework and a 

m elodic vocabulary  i s  s y s te m a tic a lly  b u i l t  up in  g rad u a l s te p s  from 

the  i n i t i a l  ' soh-me' to  th e  p e n ta to n ic  s c a le  and beyond. I t  was 

in te r e s t in g  to  read , in  th e  l i g h t  o f what has :beai s a id  concern ing  

the  h igh  s tan d a rd s  o f s k i l l  re q u ire d  in  the  'O r f f '  method, th a t  th e  

p ro je c t  found th a t  ' u n fo r tu n a te ly  i t  ( 'O r f f ')  has a l l  too  f re q u e n tly  

proved to  be a 'd ead -en d ' in  th e  hands o f te a c h e rs  who have lacked  

th e  s k i l l  to  develop i t  beyond th e  e lem en tary  l e v e l ' , ^

A wide range o f a c t i v i t i e s  came under th e  ca teg o ry  o f 'c r e a t i v e '  

m usic, and many of th e se  were n o t t r u l y  'c r e a t i v e ' .  However, th e re  

was g e n e ra l agreem ent in  the  u n d e rly in g  p r in c ip le  th a t  'c r e a t i v e '  work, 

however modest o r l im ite d  in  scope had something to  o f f e r  which no o th e r  

a c t i v i t y  could  p ro v id e , and the  e v id e n t s a t i s f a c t io n  which th e se  a c t i v i 

t i e s  p rov ided  amply j u s t i f i e d  i t s  in c lu s io n  in  music ed u ca tio n  in  the  

prim ary  sch o o l.

The P re se n t and F u tu re

The Schools C ouncil R eport, w hile  being  c r i t i c a l  o f th e  p re s e n t  

s ta t e  o f music educa tion  in  the  p rim ary  sch o o ls , was o p tim is t ic  w ith

1, Schools Council Working Paper, p, 122,
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regard  to  th e  f u tu r e ,  'The o v e ra l l  p ic tu re  i s  one o f  enormous 

v i t a l i t y  and p o te n t ia l  in  th e  p rim ary  sch o o ls . Evidence o f a s to n ish 

in g ly  h igh  s tan d a rd s  in  some a re a s  show what can be ach ieved , given 

the r i g h t  encouragement and c o n d itio n s , and re c e n t  developm ents, 

p a r t i c u la r ly  in  in s tru m e n ta l achievem ent in  p rim ary  sch o o ls , would 

have been considered  q u ite  im possib le  tw enty o r t h i r t y  y e a rs  a g o ',^

The Schools C ouncil P ro je c t  team k e p t w ith in  t h e i r  term s o f 

re fe re n c e . T heir reaso n s fo r  optimism f o r  the  fu tu re  o f music ed u ca tio n  

in  p rim ary  sch o o ls , and reaso n ab le  s a t i s f a c t io n  f o r  the  p re s e n t  s ta t e  

in  th a t  a re a , m ight have had more v a l i d i t y  in  th e  c o n tex t o f prim ary 

school music a t  th e  beginning o f t h i s  c en tu ry  (see  'H a lf  o u r F u tu re ' ,  pa

r a s . 412-420). The end o f the  19th  c en tu ry  saw music in  th e  elem entary  

schools e n t i r e ly  as ch o ra l s in g in g . C la s s -s in g in g , l ik e  every  o th e r 

s u b je c t, was seen as a f u l l - c l a s s  a c t i v i t y ,  and th e  concept o f 'sch o o l 

m usic ' was a rep ro d u c tio n  in  m in ia tu re  o f  th e  n a t io n a l  i n s t i t u t i o n  o f 

the c h o ra l s o c ie ty . R eference has a lre a d y  been made to  developm ents 

in  in s tru m e n ta l tu i t i o n  tow ards th e  end o f the  l a s t  c en tu ry , and a lso  

to  th e  f i r s t  s te p s  in  b reak ing  down th e  b a r r ie r s  between school su b je c ts  

by D a lc ro z e 's  v i s i t  to  t h i s  co u n try  in  1912* But t h i s  t u i t i o n  remained 

in  the  p r iv a te  s e c to r ;  such in s t r u c t io n  was pa id  f o r  by p a re n ts ,  and 

was on ly  a v a ila b le  in  the  s tu d io s  o r  f r o n t  p a r lo u rs  o f p r iv a te  te a c h e rs .  

An in te r e s t in g  a sp e c t of m u sic -teach in g  i s  seen in  th e  o v erlap p in g  o f 

the p r iv a te  and school s e c to r ,  and th e  b reak ing  down o f th e  la rg e  c la s s e s  

in to  sm all groups, a llow ing  fo r  group and in d iv id u a l t u i t i o n ,  some o f 

which may o f te n  be g iven  by a lo c a l  music te a c h e r  employed by the

1, Schools Council Working Paper, p, 1^4,



271

educa tion  a u th o r i ty .  The growth o f th e  week-end music sch o o ls , again  

employing lo c a l  te a c h e rs  to  supplem ent th e  over-worked f u l l - t im e  music 

s t a f f ,  and u s u a lly  m eeting on school p rem ises, p ro v id es  e x tr a  tu i t i o n  

f o r  c h ild re n  w ith  s p e c ia l  t a l e n t  o r i n t e r e s t .  U n ti l  1977# th e  prim ary 

schoo ls in  the  c i t y  in  which I  worked s e n t more th an  200 p u p ils  every  

Saturday morning to  th re e  music c e n tr e s ;  because o f th e  tremendous 

in c re a se  o f  in s tru m e n ta l t u i t i o n ,  and th e  ra p id  growth o f music c e n tre s ,  

a s im ila r  p a t te rn  can be seen in  most c i t i e s  th roughou t th e  co u n try .

In  most c ase s  th e  v i s i t i n g  o r 'p e r ip a te t ic *  te a c h e rs  who te a c h  in  th e  

prim ary sch o o ls  and s t a f f  the  music sch o o ls  a re  drawn from th e  ranks 

o f te a c h e rs  who in  form er days would have been te ach in g  p r iv a te ly ,  

and com pletely  i s o la te d  from school m usic.

The tremendous growth o f in s tru m e n ta l t u i t i o n  in  the l a s t  tw enty 

o r t h i r t y  y e a rs  has n o t meant t h a t  the  c h o ra l t r a d i t i o n  o f the  o ld  

e lem entary  school has been d isc a rd e d . Many experienced  music te a c h e rs , 

in c lu d in g  those  who have had co n sid e ra b le  experience  in  th e  use o f th e  

new media, remain convinced th a t  music ed u ca tio n  in  the  p rim ary  school 

should be based on c h o ra l s in g in g . Many f e e l  th a t  some o f th e  o ld - 

e s ta b lis h e d  c la s s - s in g in g  tech n iq u es  such as those  seen in  th e  Kodaly 

method, and stemming from the  p io n e e r work o f  John Curwen in  th i s  

co u n try , can s t i l l  be u s e fu l and re le v a n t  to  p re s e n t day n eed s . They 

value the  system s o f t r a in in g  in  b a sic  m usic iansh ip  and th e  c re a tiv e  

use o f v ocal and in s tru m e n ta l t r a in in g  as  used  in  th e  methods o f Ward 

and O rff ,

R eference has been made to  th e  u se  o f  ' s p e c i a l i s t '  and 'non

s p e c i a l i s t '  te a c h e rs  o f music in  p rim ary  schoo ls  in  th e  Schools C ouncil
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P r o je c t ,  The 'methods* j u s t  m entioned above, in  t h e i r  sy stem a tic  b u ild 

ing-up  of vocal te ch n iq u es , make i t  p o s s ib le  f o r  the  'n o n - s p e c ia l i s t '  

to  fo llo w  them e a s i ly  and c o n f id e n tly , and th ey  have a p a r t i c u la r  

appeal to  many te a c h e rs  who have them selves been brought up in  th e  

c la s s - s in g in g  t r a d i t i o n .  In  the  P r o je c t 's  q u e s tio n s  to  te a c h e rs  

seek ing  t h e i r  op in ions r e la t in g  to  o b je c t iv e s  in  music ed u ca tio n , by 

f a r  th e  g r e a te s t  support came fo r  ' s in g in g  and the  developm ent o f 

s in g in g  s k i l l s ' , ^  The q u e s tio n s  d ire c te d  to  Music A dv isers and 

C ollege L e c tu re rs  w ith  reg a rd  to  th e  p lace  o f s in g in g  in  the  cu rricu lum  

're c e iv e d  unanimous support f o r  i t s  b asic  im portance and th e  fo llo w in g  

answers were ty p ic a l  -

'V i ta l  and more im portan t than  any th ing  e ls e  a t  t h i s  s t a g e ',

'Fundam ental, as th e  most n a tu r a l ly  enjoyed m usical a c t i v i t y ' ,

'fd is ic a l  concep ts a re  most r e a d i ly  formed v ia  the  v o ic e ',

'The h e a r t  o f a l l  m usical e x p e r ie n c e ',

'o f  v i t a l  im portance; i t  i s  th e  one m usical experience  in  which a l l  

can j o i n ' , '

The 'n o n - s p e c ia l i s t '  te a c h e rs  p la y  such an im p o rtan t p a r t  in  the  

te ach in g  o f music in  prim ary schoo ls t h a t  t h e i r  a f f i n i t y  w ith  our 

c h o ra l t r a d i t io n  should be borne in  mind in  any scheme o f p ro fe s s io n a l  

t r a in in g ,  and as the  p r in c ip a l  medium fo r  m usical experience  a t  ju n io r  

l e v e l  i s  obv iously  th e  v o ice , ev ery th in g  p o s s ib le  should be done to  

enab le  te a c h e rs  o f young c h ild re n  to  use t h e i r  s in g in g  v o ices  n a tu r a l ly  

and e a s i ly  and to  b u ild  up t h e i r  own r e p e r to i r e  o f n u rse ry  and fo lk  songs

1 . Schools C ouncil Working Paper, p . 9 .

2 . Schools C ouncil Working Paper, p , ^0 ,
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as a b a s is  o f m usical communication and c re a tio n  in  the  prim ary 

sch o o ls . T ra in in g  in  the s k i l l s  o f vo ice  p ro d u c tio n  would a lso  h e lp  

to  ease th e  s t r a in  on vocal co rds which i s  the  alm ost in e v i ta b le  

r e s u l t  o f teach in g  music to  la rg e  c la s s e s  o f Ju n io rs . This i s  a 

p h y s ica l s id e  o f music teach in g  which i s  f re q u e n tly  overlooked , even 

though th e re  i s  abundant evidence o f i t s  p revalence  amongst te a c h e rs  

who use the  Ward method, which draws most o f  i t s  m a te r ia l  from pure 

unaccompanied song in  th e  forms o f G regorian chan t and fo lk  song, and 

imposes co n sid e ra b le  s t r a in  on a r e l a t i v e ly  u n tra in e d  vo ice  th a t  has 

to  communicate alm ost e n t i r e ly  a t  's in g in g  v o ic e ' l e v e l .

In  s p i te  o f the  w ide-sp read  c r i t i c i s m  o f  the  la c k  of vocal t r a i n 

ing  in  p ro fe s s io n a l c o u rse s , th e  c e n tr a l  p o s i t io n  o f s in g in g  in  the  

c lass-room  must be taken  fo r  g ran ted  and should be g iven  a h ig h  p r i o r i t y  

in  p ro fe s s io n a l t r a in in g  c o u rse s . There was unanimous su pport f o r  the 

view th a t  the  fu tu re  developm ent o f music in  th e  prim ary  schoo ls depends 

on the le a d e rsh ip  o f sym pathetic , im ag in a tiv e , bu t above a l l ,  w e ll-  

tra in e d  te a c h e rs .  The su ccesses  o f g re a t  music ed u ca to rs  have been 

due, n o t m erely to  their t r a in in g  as  m usic ians ( in  th e  case o f John 

Curwen, he began by keeping  a few s te p s  ahead o f h is  p u p i l s ) ,  b u t in  

th e i r  in h e re n t s k i l l s  as  te a c h e r s . Teaching s k i l l s  cannot be l e a r n t  

by study o r by a tte n d in g  l e c tu r e s .  J u s t  as a l l  c h ild re n  need to  be 

t o t a l l y  invo lved  in  m usical a c t i v i t i e s  in  the  c lass-ro o m , so do t h e i r  

te a c h e rs  need to  be a c t iv e ly  engaged, w hether perform ing o r c r e a t iv e ,  

in  th ese  a c t i v i t i e s ,  and on ly  in  t h i s  way can th ey  become equipped w ith  

an u n d ers tan d in g  of music ed u ca tio n  and w ith  confidence in  sh a rin g  i t  

w ith  c h ild re n .
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The p u re ly  p h y s ica l c o n d itio n s  o f most p rim ary  schoo ls  do n o t 

lend  them selves to  the  n a tu r a l  and growing demand o f young c h ild re n  

fo r  any team work which demands d i s c ip l in e  from a group o f c h ild re n  

w ith  an enormous range o f in d iv id u a l i n t e r e s t  and a b i l i t y .  The 

a l lo c a t io n  o f tim e -ta b le  'b lo c k s ' has p rovided  some scope f o r  the 

e x ten s io n  of 'g ro u p ',  o r  'o r c h e s t r a l '  a c t i v i t i e s  on a l a r g e r  s c a le , 

and th e  'e x t r a - c u r r i c u la ' a c t i v i t i e s  which a re  a f e a tu re  o f most 

m u s ic a lly -a c tiv e  schoo ls g ive scope to  the  k eener and more ta le n te d  

c h ild re n .

R eference has a lre ad y  been made to  m u s ic 's  r e la t io n s h ip  w ith  

movement, and th e re  a re  obv iously  many occasions when i t s  r e la t io n s h ip  

can p r o f i ta b ly  be extended w ith  drama, h is to r y ,  a r t ,  language and th e  

th e a t r e .  One o f th e  most g r a t i f y in g  developm ents in  the  p a s t  te n  y ea rs  

o r so has been th e  in c re a se  in  the  p ro d u c tio n  o f dram atic  and c o n ce rt 

works which have been w r i t te n  f o r  ju n io r  school perform ance by composers 

of h ig h  s ta n d in g . These in  tu rn  have encouraged m u sic -teach e rs  to  w rite  

t h e i r  own works, o f te n  in  the form of sh o r t  fo lk -o p e ra s  f o r  use  w ith in  

th e  sch o o l, and th e se  f re q u e n tly  b r in g  a fre sh n e ss  and v a r ie ty  to  th e  

d a i ly  'As sem bly' ,

School Music F e s t iv a ls ,  o f te n  planned on a la rg e  s c a le  in v o lv in g  

hundreds o f v o c a l i s t s  and in s t r u m e n ta l is ts ,  a lso  have p a r t i c u la r  value 

in  h e lp in g  te a c h e rs  to  know what can be achieved in  t a s t e ,  v a r ie ty  and 

s k i l l .  There i s  excitem en t h e re , w ith  in c e n t iv e s  to  th e  keeness n o t 

only  o f th o se  who a re  ta k in g  p a r t ,  b u t o f th e  younger c h ild re n  who 

in v a r ia b ly  look  forw ard to  t h e i r  own p g ir t ic ip a tlo n  in  l a t e r  p ro d u c tio n s . 

There a re  c r i t ic i s m s  which a lle g e  t h a t  music f e s t i v a l s  a re  designed  fo r
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t h e i r  own sake , w ith  a su b o rd in a tio n  of e d u c a tio n a l i n t e r e s t s  and a 

d e s ire  to  im press au d ien ces. These audiences a re  u s u a lly  made up o f 

p a re n ts  and fa m ilie s  who a re  anxious to  su p p o rt th e  e f f o r t s  o f t h e i r  

c h ild re n , and in  my experience  th e se  a re  th e  only  perform ances o f 

's e r io u s  m usic ' which many o f them are  p repared  to  a t te n d , I h i s  

h a rn ess in g  o f t h e i r  i n t e r e s t s  to  th e  developm ent o f t h e i r  c h i ld r e n 's  

m usical p o te n t ia l  can be o f g re a t  va lue  to  the  school and o f te n  to  

t h e i r  own s o c ia l  aw areness. P a re n ta l  i n t e r e s t  and su p p o rt has too  

o fte n  been in te rp re te d  as in te r f e r e n c e ,  o r  a d e s ir e  to  p u t u n n ecessary

p re ssu re  on the  school and i t s  te a c h e rs  in  o rd e r to  f u r th e r  p e rso n a l

i n t e r e s t s .  Of course  p a re n ta l  p r id e  can e a s i ly  be an em barrassm ent, 

b u t a genuine p a re n ta l  i n t e r e s t  in  m usical a c t i v i t i e s ,  w hether on a 

la rg e  s c a le ,  o r produced f o r  th e  'p a r e n ts ' e v e n in g ', i s  a v a lu ab le  

a s s e t  which can be used to  b e n e f i t  th e  whole l i f e  of th e  sch o o l.

Music E ducation  in  Middle Schools

The f a i r l y  re c e n t c re a t io n  of schoo ls designed  fo r  p u p ils  between

the ages o f te n  to  fo u r te e n  y ea rs  has n o t y e t  g iven  enough tim e fo r  an

e v a lu a tio n  o f i t s  m usical r e s u l t s  to  be made. These 'm id d le ' y ea rs  

span th e  b oys ' b e s t  vocal p e r io d , b u t the  g i r l s '  v o ices  in  t h i s  age 

range a re  as y e t  unform ed, and need very  c a r e fu l  tre a tm e n t. In  t h e i r  

music ed u ca tio n  g e n e ra lly , much depends on what th e y  have ach ieved  in  

t h e i r  p rim ary  sch o o ls . S k i l l s  in  music read in g  and in s tru m e n ta l p lay in g  

should by t h i s  tim e be f irm ly  e s ta b l is h e d , p ro v id in g  a sound b a s is  f o r  

w hatever m usical t r a in in g  the  m iddle school has to  o f f e r .  Those who 

come to  the  m iddle school w ith  no m usical s k i l l s  p re s e n t a problem .

With the  'b re a k ' in  boys ' v o ices  now o ccu rrin g  e a r l i e r  th an  in  form er
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y ears  (o f te n  between 11-12 y e a r s ) ,  th e  scope fo r  vocal developm ent i s  

l im i te d .  In s tru m e n ta l tu i t i o n  i s  b e s t  s ta r te d  between the  ages o f 8-9  

y e a rs , so t h a t  a f a i r  s tan d a rd  o f s k i l l ,  o r a t  b e s t  enough to  g ive 

p le a su re  from p r a c t ic e ,  has been achieved befo re  e n try  to  th e  m iddle 

sch o o l. The em phasis in  the  f i r s t  term  o f m iddle school cou ld  then  

be f irm ly  d ire c te d  tow ards c o n t in u i ty .  I t  would seem th a t  c o n t in u i ty  

p re s e n ts  th e  g r e a te s t  problem in  t h i s  a re a  -  n o t on ly  w ith  reg a rd  to  

l i a i s o n  between middle and prim ary  sch o o ls , b u t between m iddle and 

upper sch o o ls . Some ed u ca tio n  a u th o r i t i e s  use  're c o rd  c a r d s ',  w ith  

the  c a rd s  se n t on to  th e  new school and p ro v id in g  in fo rm atio n  as to  

th e  m usical s tan d a rd s  ach ieved . But th e se  ten d  to  be f a c tu a l ,  re c o rd 

in g  any su cc e sses , r a th e r  than  g iv in g  th e  p e rso n a l reaso n s which a re  

so o f te n  th e  cause o f f a i l u r e ,  and th e y  can in  no way be compared w ith  

th e  in fo rm a tio n  th a t  can be passed  on in  d isc u ss io n  between th e  te a c h e rs .

There i s  an o th er a sp e c t o f m iddle school teach in g  th a t  p re s e n ts  

d i f f i c u l t i e s .  Some y ears  ago I  was in v i te d  to  conduct th e  'G a lle ry  

C h o ir ' in  a perform ance o f B r i t t e n 's  ' S, N ic o la s ';  t h i s  was an a d u lt  

perform ance and th e  'g a l l e r y  c h o ir ' was drawn from a m iddle sch o o l,

I  have r a r e ly  had such p le a s u re . T h e ir assu rance  and th e  q u a l i ty  o f 

t h e i r  perform ance was such th a t  my p resence  was alm ost su p e rflu o u s .

When I  complimented t h e i r  te a c h e r , he was o b v iously  d e lig h te d  w ith  t h e i r  

work, and t h e i r  p le a su re  in  p a r t i c ip a t in g  was a lso  p la in ly  e v id e n t .

When he to ld  me th a t  t h i s  was t h e i r  l a s t  perform ance b efo re  going  on 

to  t h e i r  upper sch o o l, he could  n o t h id e  th e  f a c t  th a t  the  r e l a t i v e l y  

s h o r t p e rio d  when he cou ld  b rin g  them to  such a h ig h  s tan d a rd  o f p e r 

formance was r a r e ly  enough com pensation f o r  th e  p a s t  th re e  y e a r s ' work.
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I  was convinced th a t  the  c o n tin u ity  prov ided  in  th e  11-18 y e a rs  school

could be , much more s a t i s f y in g  f o r  te a c h e r  and p u p i ls .

Music E ducation  in  Secondary Schools

Schools C ouncil R esearch and Development P ro je c t :  'Music in  the

Secondary School C u rric u lu m '. (U n iv e rs ity  o f York)

This p ro je c t  began in  1974, and was planned to  cover a p e rio d  o f 

f iv e  y e a rs . The U n iv e rs ity  o f York was th e  a d m in is tra tiv e  c e n tr e ,  and 

Dr. John P ay n te r d ire c te d  the  p r o je c t .

Before co n s id e rin g  the  P ro je c t in  d e t a i l ,  i t  may be w e ll to  look  

a t  the  achievem ents o f music ed u ca tio n  in  our S ta te - a id  Secondary 

schoo ls as seen in  the  o f f i c i a l  r e p o r ts  p u b lish ed  by th e  C e n tra l 

A dvisory C ouncil fo r  E duca tion  (England) in  I 963 . There i s  so l i t t l e  

th a t  i s  good, th a t  i t  i s  b e s t  to  beg in  w ith  one o f the  v e ry  few commend

a t io n s .  'T here i s  a s tre n g th en in g  in  b rin g in g  to g e th e r  p u p ils  o f a l l  

ages and a b i l i t i e s  who may n ever work to g e th e r  in  le s s o n s ; and in  

te a c h e rs  g e t t in g  to  know t h e i r  p u p ils  in  a d i f f e r e n t  and more in tim a te  

com panionship. The g u lf  which in e v i ta b ly  e x i s t s  in  c la s s  between te a c h e r  

and ta u g h t . . .  may be bridged  when two e n th u s ia s ts  in du lge  in  t h e i r  

hobby th e  B rass Band'

On th e  d e b i t  s id e , th e  c r i t ic i s m s  a re  d e v a s ta t in g . 'C o n tra s ts  

(between sch o o ls) are  s t r ik in g .  There a re  in d iv id u a l schoolsw here music 

f lo u r is h e s ,  ex tend ing  beyond th e  c lass-room  to  c h o ir s ,  o rc h e s tr a s ,  bands.

1 . H a lf our F u tu re . R eport o f th e  C e n tra l A dvisory C ouncil f o r  Educa- 
t io n  (E ngland), H .M .S.O., I 963, p . 140.
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c o n ce rts  and in fo rm al m usical a c t i v i t i e s #  On the o th e r  hand, on the 

evidence o f our survey , music i s  th e  s u b je c t most f r e q u e n tly  dropped 

from the  cu rricu lum  in  boys* and mixed sch o o ls ; and i t  i s  th e  only  

su b je c t in  the  p r a c t ic a l  group fo r  which one s in g le  p e rio d  a week i s  

c o m m o n * T h e  problem s which b e d ev il the  music te a c h e r  in  th e  c la s s 

room, u s u a lly  r e s u l t in g  in  f r u s t r a t i o n ,  d is i l lu s io n m e n t, and an a l l  

too f re q u e n t search  f o r  g reen er p a s tu re s  are  o u tl in e d , * Music i s  

f re q u e n tly  th e  w orst equipped and accommodated su b je c t in  th e  c u r r i c 

ulum , . • equipment i s  o f te n  in ad eq u a te , VJhereas w ith  th e  o th e r  

’p ra c tic a l*  su b je c ts  the  equipment i s  i n s t a l l e d  be fo re  te ach in g  can 

beg in , w ith  music the re v e rse  p ra c t ic e  i s  commonly fo llow ed: the

te a c h e r  has to  begin  w ith  v i r t u a l l y  n o th in g  and b u ild  up slow ly  

through th e  y e a rs , w ith  h is  equipment su p p lied  by sm all grudging 

in s ta lm e n ts , o f te n  o f poor q u a l i ty  . . .  Less than  a q u a r te r  o f the 

schools have a p roper music room, h a l f  have none a t  a l l * .

In  an e d u ca tio n a l system th a t  covers 10 y e a rs , and in  many cases  

12 y e a rs , w ith  t r a n s f e r s  between in f a n t ,  ju n io r ,  and secondary schoo ls , 

the h ig h e s t  p r i o r i t y  must be g iven  to  the  c o n tin u ity  o f h ig h  s tan d a rd s  

th ro u g h o u t. I t  i s  th e re fo re  n o t s u rp r is in g  th a t  th e  s tan d a rd s  of music 

ed u ca tio n  a t  secondary le v e l  are  so low in  th i s  co u n try  when we co n sid e r 

the  governm ent’s departm en ta l r e p o r t  on C h ild ren  and t h e i r  Prim ary School 

-  th e  ’Plowden* R eport o f 19^7; a r e p o r t  on the  a re a  which should supply 

th e  fundam ental knowledge and experience  which can l a t e r  be b rough t to

1 . ’H a lf our F u tu re  *, I b i d . ,  p . l4 0 .

2 . I b i d . ,  p . I 4 l .
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f r u i t i o n ,  ’Although the  p o s i t io n  today i s  r a th e r  b e t t e r  th an  b e fo re  

th e  war, and e x h ib i ts  s e v e ra l prom ising s ig n s , i t  cannot be d e sc rib ed  

as s a t i s f a c to r y ’ ,^  As the  com parison i s  one o f some t h i r t y  y e a rs , i t  

can h a rd ly  in d ic a te  much advancement, ’The p re s e n t u n s a t i s f a c to r y  

p o s i t io n  w i l l  have to  be ta c k le d  s y s te m a tic a lly  and r e s o lu te ly  , , , 

th e re  i s  a  la c k  of s p e c i a l i s t  te a c h e rs  . . . a thorough review  o f the 

music equipm ent of most prim ary schoo ls  i s  overdue and should r e s u l t  

in  a d r a s t i c  ’tu r n - o u t’ and generous re s to c k in g ’ .

The survey  goes on to  d e sc rib e  c o n d itio n s  in  th e  music c lass-room  

in  such a way as to  suggest t h a t  l i t t l e  p ro g ress  has been made s in ce  

th e  ’m o n ito r ia l’ system of the  n in e te e n th  c en tu ry , ’There i s  mass 

in s t r u c t io n  in  music alone to  whole c la s s e s  o r combined c la s s e s ;  

l i t t l e  i s  a ttem pted  in  groups o r  by in d iv id u a l m ethods. The p r in c ip le  

of in d iv id u a l  p ro g ress io n  i s  seldom c o n s is te n t ly  and s u c c e s s fu lly  c a r r ie d  

in to  the m usical sphere , the  achievem ents expected  in  music o f o ld e r  

p u p ils  as  compared w ith  younger ones a re  i l l - d e f in e d ,  and vary  enorm

ou sly  from school to  sch o o l. The secondary school s p e c i a l i s t  o f te n  

does n o t know how to  l in k  up w ith  what has been t a u g h t ’ And f i n a l l y  

an in d ic tm en t of the  p ro fe s s io n a l a t t i t u d e  tow ards th e  te ac h in g  o f 

m usic. ’The im portance o f m usical l i t e r a c y  i s  n o t f u l l y  u n d e rs to o d .

Some te a c h e rs  b e lie v e  th a t  le a rn in g  to  read  music in c re a s e s  d i f f i c u l t i e s  

and d im in ish es  enjoym ent, whereas th e  c o n tra ry  i s  t r u e .  The p lan n in g  of 

a c re a t iv e  su b je c t la g s  behind work in  language and th e  v is u a l  a r t s  and 

c r a f t s ’

1 . C h ild ren  and t h e i r  Prim ary School, H .M .S.O., 19^7# P* 252,

2 . I b i d . ,  p . 252.

3 . I b i d . ,  p . 253.
4 . I b i d . ,  p . 255 ,
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Perhaps the  p ic tu re  i s  n o t q u ite  so dark  now a s  i t  appeared to  

be in  1963# bu t a t  b e s t the  Newsom R eport made everyone aware o f the  

ex trem ely  u n s a t i s f a c to ry  s t a t e  o f music in  the  secondary school 

cu rricu lu m . Not on ly  was i t  the  l e a s t  rew arding c lass-ro o m  a c t i v i t y ,  

bu t i t  had become a s u b je c t  which many p u p ils  a c t iv e ly  d i s l ik e d .  Yet 

th e re  can be no doubt th a t  young people between the  ages o f 11 and l8  

have a  s tro n g  d e s ir e  to  p a r t i c ip a te  in  some form o f m usic, rang ing  from 

the h ig h ly  s k i l l e d  and d is c ip l in e d  ’chamber’ groups o f in s tru m e n ta l is ts  

to  th e  debased m usical coinage o f th e  school ’pop’ group. T his need to  

ex p ress  them selves in  one form of music o r  an o th er i s  a t  l e a s t  accep ted ; 

the  le v e l  o f compromise between th e  two extrem es has a lre a d y  produced 

many p u b lish ed  w orks. In  th e  c o n te x t o f t h i s  ’n eed ’, the  U n iv e rs ity  o f 

York p r o je c t  has asked some fundam ental q u e s tio n s  about th e  ro le  of 

music in  th e  cu rricu lu m . While t h i s  was th e  p r in c ip a l  aim o f the  p ro 

j e c t ,  the  ’working com m ittee’ d id  n o t w ish to  lo se  s ig h t  o f the  im portance 

o f th e  t r a d i t io n a l  a sp e c ts  o f music te a c h in g , and th e y  exp ressed  the  hope 

th a t  music te a c h e rs  would co n tinue  to  encourage th e  a b i l i t y  of p u p ils  who 

showed m usical p o te n t i a l .  The committee a lso  exp ressed  t h e i r  f irm  b e l ie f  

th a t  one o f the  fundam ental problem s o f music in  secondary ed u ca tio n  i s  

th a t  what i s  happening a t  p re s e n t in  th e  c lass-room  does l i t t l e ,  i f  any

th in g , to  answer th e  em otional needs o f the  la rg e  m a jo r ity  o f c h ild re n  in  

th i s  age group. There i s  no evidence o f any d is c u s s io n  o f  th ese  em otional 

needs, w hether th ey  were d eep ly  f e l t ,  o r  p u re ly  h e d o n is t ic ,  o r w hether 

m usic, in  th e  c lass-room  o r  anywhere e ls e  was th e  p ro p e r v e h ic le  to  c a te r  

fo r  th e se  n eed s .

In  h is  in tro d u c tio n  to  th e  p r o je c t .  Dr. P ayn ter compares the  advances 

th a t  have been made in  the  f i e l d s  o f a r t  and c r a f t s ,  dance, drama, and the
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te ach in g  o f E n g lish  w ith  th a t  in  m usic. ’F or many music te a c h e rs  i t  

i s  a q u e s tio n  o f what th ey , as in d iv id u a ls ,  drawing upon t h e i r  t r a i n 

ing  and p e rso n a l s k i l l s ,  have to  g ive to  t h e i r  p u p i ls .  I t  i s  a m a tte r  

o f t r a in in g  r a th e r  than  e d u ca tio n . C le a r ly  th e re  a re  im p o rtan t s k i l l s  

in  any m usica l a c t i v i t y  which demand our a t te n t io n  and which we would 

be very  f o o l i s h  to  ig n o re . However, we b e lie v e  th a t  th e  s t a r t i n g
I

p o in t fo r  t h i s  p ro je c t  should be to  look  se a rc h in g ly  a t  the  ro le  o f 

the  music te a c h e r  as E du ca to r, r a th e r  th an  as  T ra in e r ’

The o rg a n is a tio n  o f the p r o je c t  was seen as a p r a c t i c a l  e x e rc ise  

which had i t s  ro o ts  in  c lass-room  experim en ta l work r a th e r  th an  by 

c o l le c t in g  answers to  q u e s tio n n a ire s , as in  the Reading U n iv e rs ity  

Prim ary Schools Music p r o je c t ,  o r by any o th e r  means which cou ld  be 

o rdered  in to  a s t a t i s t i c a l  r e p o r t .  The em phasis was on ’d o in g ’ , and 

i t  was th e re fo re  n ecessa ry  to  make an e a r ly  s t a r t ,  w ith o u t wasting time 

on p re lim in a ry  d isc u ss io n s  o f problem s which everyone knew a lre a d y  

e x is te d .  The f i r s t  o b je c tiv e  was to  b rin g  to g e th e r  te a c h e rs  who were 

co n sid ered  to  be doing ’new and e x c i t in g  w ork’ a l l  over th e  co u n try , 

and to  make th e se  te a c h e rs  th e  prime movers in  the  p r o je c t  work. Ten 

or tw elve o f th ese  te a c h e rs  were chosen as re p re se n tin g  a  reaso n ab le  

c ro s s - s e c t io n  of m usical a c t i v i t i e s  in  sch o o ls , and th e y  had an e a r ly  

m eeting to  i n i t i a t e  the  p r o j e c t ’s work. To t h i s  group o f sch o o ls , i t  

was hoped to  add p i l o t  sch o o ls ; th e  term  ’p i l o t ’ was used  to  denote 

those  who would be re sp o n s ib le  f o r  ’d r iv in g ’ th e  work fo rw ard . The 

p i l o t  sch o o ls , as i n i t i a t o r s  o f work, would them selves t e s t  i t  in  

v a rio u s  ways. They would a lso  be re sp o n s ib le  fo r  th e  p re p a ra t io n  of

1 , Schools Council P ro je c t :  Music in  th e  Secondary School C urriculum ,
1975, In tro d u c tio n  by Dr. J .  P ay n te r, D ire c to r .  U n iv e rs ity  o f York 
P re s s , p . 2 .
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m a te r ia ls  which could  be reproduced and t r i e d  in  a l a r g e r  number o f 

sch o o ls , and in  a v a r ie ty  o f a re a s . These a d d it io n a l  schoo ls prov ided  

a second t i e r  which became known as th e  ’t r i a l  s c h o o ls ’ . A nother group 

o f sch o o ls , c a l le d  th e  ’a s s o c ia te  s c h o o ls ’ was asked to  p u t forw ard any 

work which th e y  f e l t  m ight be o f g e n e ra l i n t e r e s t  to  th e  p r o je c t .

P ro je c t news was d issem inated  by means o f news sh ee ts  which were s e n t 

to  any in te r e s te d  schoo ls  o r te a c h e r s ’ c e n tr e s .  In  a d d itio n  to  th e  

work w ith  in d iv id u a l sch o o ls , ’t r i a l ’ sch o o ls , o r ’a s s o c ia te ’ sch o o ls , 

i t  was hoped to  s e t  up a re a  o rg a n is a tio n s  in  v a rio u s  p a r t s  of the  

co un try  whose ro le  would be to  make use o f th e  id e a s  a r i s in g  from the  

p r o je c t ,  ex tend ing  th ese  in  v a rio u s  ways which were co n sid ered  most 

s u ita b le  f o r  th a t  p a r t i c u la r  l o c a l i t y ,  and a lso  to  i n i t i a t e  new work 

based on th e  p r in c ip le s  which th e  p r o je c t  hoped to  d e f in e . ’Music i s  

n o t one th in g , b u t a whole range o f p o s s i b i l i t i e s .  Some a re  a p p a ren tly  

ephem eral, and a l l  a re  s u b je c t to  in d iv id u a l l ik e s  and d i s l i k e s .  Music 

on my term s may n o t be music on your term s, o r h is  term s; and a m usi

c ian  who works in  ed u ca tio n  has a r e s p o n s ib i l i ty  th a t  i s  w ider th an  

h is  immediate en th u siasm s’ .^

The em otional needs o f th e  11-18 age group, which presum ably

con tinue  a f t e r  school l i f e ,  a re  b r i e f ly  r e f e r r e d  to  by Dr. P ay n te r in

the  same a r t i c l e .  ’M isic i s  about f e e l in g ,  and w hatever j u s t i f i c a t i o n s

we may f in d  f o r  in c lu d in g  i t  in  the  cu rricu lum , h igh  on th e  l i s t  we must
2su re ly  p u t m usic’ s a b i l i t y  to  ex p ress  th e  unspeakable r e a l i t i e s ’ .

1 . John P ay n te r: ’Times E d u ca tio n a l Supplem ent’ , February , 1973*
2 . John P ay n te r, Ib id .
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The p r o je c t  had i t s  ro o ts  in  e a r l i e r  p r o je c ts  which th e  U n iv e rs ity  

of York, under th e  guidance o f P ro fe sso r  W ilfr id  M elle rs , had c a r r ie d  

o u t, and which had been given  some prominence in  th e  music d ep artm en t’s 

co u rse s . P ro fe sso r  M elle rs , who, I  w e ll remember, c la im in g , in  a 

le c tu re  which he gave to  the  Music A dv isers  N a tio n a l A sso c ia tio n  in  

1965, th a t  he had n ever ta u g h t music in  the  c lass-ro o m , had p ioneered  

some c lass-room  tech n iq u es , p a r t i c u la r ly  in  the  f i e l d  o f c r e a t iv e  

m usic-m aking. The 1973 p r o je c t ,  w hile  u s in g  some o f th ese  tech n iq u es  

as a b a s is  f o r  i t s  th in k in g , d id  n o t  w ish to  impose them as a  c le a r ly  

d e fin ed  p o lic y  f o r  th e  p i l o t  sch o o ls . The ro le  o f th e se  sch o o ls  has 

a lre ad y  been re fe r r e d  to  as  th e  i n i t i a t o r s  o f new id e a s  o r , as th e y  

are  d e sc rib e d  by the  a s s i s t a n t  D ire c to r , ’a ’th in k - ta n k ’, p rep a red , 

where n e ce ssa ry , to  make r a d ic a l  recommendations about music in  second

ary  e d u c a tio n ’ .^  In  th is sense th e  p ro je c t  was seen as a c o -o p e ra tiv e  

v en tu re , s t a r t in g  w ith  th e  te n  o r tw elve schoo ls chosen as ’p i l o t s ’ 

a c tin g  as c a ta ly s t s ,  who would prov ide much o f the  i n i t i a l  im petus.

The c o n tr ib u tio n  of th ese  schoo ls would th e re fo re  seem to  be a v i t a l  

f a c to r  in  the developm ent o f the  p r o je c t ,  n o t on ly  as i n i t i a t o r s ,  bu t 

in  the r a d ic a l  recommendations about music in  secondary ed u ca tio n  which 

they  were expected  to  make.

I t  was ob v io u sly  n ece ssa ry  to  make some o rg a n is a t io n a l  p la n s  

befo re  any schoo ls  were committed to  th e  work o f th e  p r o je c t .  The 

o rg a n ise rs  b e lie v ed  th a t  ’every  e f f o r t  should  be made to  in v e s t ig a te  

as many as p o s s ib le  of m usic’ s m a n ife s ta tio n s  where they  r e l a t e  to  

young people in  the  sc h o o ls ’ . The o rg a n is a tio n a l ’g u id e - l in e s ’

1 . John P ay n te r: Music in  th e  Secondary School C urriculum , In tro d u c 
t io n ,  p . 2, 1973 .

2. John Paynter, Ib id ., p. 3*
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proposed th a t  th ese  ’m an ife s ta tio n s*  should be grouped in  ’m odules’ , 

which re p re se n te d  a s e r ie s  o f b locks of experim en ta l work. ’We see 

a module as an ’u m b re lla ’ f o r  a s e r ie s  o f ’ to p ic s ’ , each to p ic  in v e s t i 

g a tin g  a d i f f e r e n t  a sp e c t o f th e  module theme. For example, one o r 

more schoo ls  may agree to  in v e s t ig a te  th e  p o s s i b i l i t i e s  w ith in  a 

module e n t i t l e d  ’Music and V isual Forms’ . Under t h i s  u m bre lla  t i t l e  

th e re  could  be a s e r ie s  o f to p ic s  th u s : N o ta tio n , Scores, Music f o r

a Film , Music and Environm ent. We do n o t env isage a t  t h i s  s tag e  th a t  

the  d e s c r ip t io n  o f a module should say an y th ing  about te ach in g  method 

. . .  th e  p r in c ip le  aim o f  th e  p ro je c t  i s  to  seek ways o f in v o lv in g  

a l l  th e  p u p ils  in  some experience  o f what music i s  e s s e n t i a l ly  a b o u t’ .^  

I t  was hoped th a t ,  over a p e rio d  o f f iv e  y e a rs , a  la rg e  number o f 

modules could  be b u i l t  up to  forrni a la rg e - s c a le  s e t  o f cu rricu lum  p o s s i

b i l i t i e s .  The p ro je c t  con tinued  to  p lace  a l l  i t s  emphasis on p r a c t ic a l  

work in  schoo ls ’because we b e lie v e  th a t  ed u ca tio n a l re v o lu tio n s  only  

take  p lace  in  the  c la ss -ro o m ’ . A lthough the  p ro je c t  team recogn ized  

th a t  th e re  was a g re a t  d e a l o f  h ig h ly  su c c e ss fu l work going on in  

secondary sch o o ls , i t s  o b je c t iv e  was ’to  c re a te  some k ind  o f spearhead 

group which i s  ab le  to  dem onstrate  from a v a s t  amount o f c lass-room  

experience  over a number o f y e a rs , and over a wide g eo g rap h ica l f r o n t ,  

th a t  c e r ta in  a c t i v i t i e s  a re  perhaps more p ro f i ta b le  than  o th e r s .

The p ro je c t  acknowledged th a t  ’i t  i s  very  ap p aren t th a t  school 

music i s  f in d in g  i t s e l f  in  a s ta t e  o f acu te  c r i s i s  compounded o f many 

problems w ith  which te a c h e rs  w i l l  have to  contend i f  we a re  to  avoid

1 . I b i d . ,  p . 5 .

2 , John P ay n te r, I b id . ,  p . 3 .
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the  e v en tu a l d isappearance  o f music from the  cu rricu lum  a l to g e th e r .  

Not the  l e a s t  o f th e se  problems i s  th e  d i s p a r i ty  o f purpose which we 

have in h e r i te d  from a d iv e rse  p a s t ’ .^

The p r o je c t  seems to  a t t r i b u t e  th e  blame f o r  most o f the  f a u l t s  

in  p re se n t-d a y  music ed u ca tio n  to  our ’d iv e rse  p a s t ’ ; ’i t  i s  t h i s  

c o n f l i c t  and in c o n s is te n c y  in  aims and id e a l s ,  means and ends, which 

p lagues music in  ed u ca tio n  in  our own tim e ’ . The p ro je c t  does n o t 

ap p a ren tly  recogn ize  th e  e x is te n c e  o f a ’p re se n t d i v e r s i t y ’, even 

though i t s  o rg a n iz a tio n a l p lan  covers  a  wide geo g rap h ica l a re a  and 

schoo ls o f many d i f f e r e n t  ty p e s , and i t s  e x p e c ta tio n s  a re  based on the  

em otional responses o f th ese  o f te n  m u s ic a lly  i l l i t e r a t e  te en a g e rs  to  

a very  wide range o f m usical a c t i v i t i e s  (m ostly  o f  t h e i r  own c re a t io n )  

in  perform ance, im p ro v isa tio n , and com position . Perhaps one o f the  

fundam ental problems o f the  p r o je c t  l i e s  in  i t s  c re a t io n  o f d iv e rse  

meanings o f w ords, and th a t  i t  i s  b u i l t  on the  f a l s e  prem ise th a t  

’u n d e rs tan d in g ’ music can on ly  come from w ith in  -  t h a t  the  a r t  forms 

(o r in  t h i s  c a se , music in  i t s  many form s) a re  s t r i c t l y  a p e rso n a l 

’e x p e r ie n c e ’ re q u ir in g  l i t t l e  knowledge o r s k i l l ,  ’A n a ly sis  may be 

o f g re a t i n t e r e s t  to  those  who are  a lre a d y  deep ly  invo lved  w ith  th e  

a r t  forms concerned, bu t in  th e  end a n a ly s is  i s  u n lik e ly  to  h e lp  us 

much in  the  u n d erstand ing  o f th e  a r t i s t ’ s work. That i s  on ly  p o s s ib le  

i f  we a re  p repared  to  re c e iv e  a work o f a r t  on i t s  own te rm s’

1. Roy Cooper, A s s is ta n t  P ro je c t  D ire c to r ,  Music in  the  Secondary 
School C urriculum , Schools C ouncil P ro je c t ,  U n iv e rs ity  o f York, 
1973# p . 4 .

2 . Roy Cooper, I b id . ,  p . 5 .

3 . John P ay n te r, Op.c i t . ,  p . 2 .
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One does n o t wish to  g e t l o s t  in  a  p h ilo so p h ic a l maze in  any 

a ttem p t to  e v a lu a te  the  P r o je c t ’s alm s; in  any ca se , an a ttem pted  

e v a lu a tio n  in  the  p r o je c t ’s own te m s  o f a p u p il-c e n tre d  experience  

could on ly  be a s ta tem en t of one p e rso n a l experience  a f t e r  see in g , or 

h earin g  some o f the  work of the  p i l o t  sch o o ls . T h erefo re , I  can only  

o f f e r  my p e rso n a l experience  o f the  experim ents in  sound which I  

heard  in  1978. I  had been asked to  in v e s t ig a te  th e  causes o f some 

damage which had been done to  m usical in s tru m en ts  a t  a school in  the  

a rea  in  which I  worked; the  school was a ’p i l o t ’ school in  th e  Secondary 

schoo ls p r o je c t ,  so I  welcomed th e  o p p o rtu n ity  o f paying them a v i s i t .

I  found some tw enty teenage p u p ils  working in  groups in  one la rg e  

room. They were u sin g  a wide range o f m usical in s tru m e n ts , co n v en tio n a l 

and e le c t r o n ic ;  bu t th e  co n v en tio n a l in s tru m en ts  were n o t being p layed  

in  th e  co n v en tio n a l manner -  e . g . ,  th e  s t r in g s  o f the  piano were being 

s tru c k  w ith  sm all ’b e a te r s ’ o f d i f f e r e n t  k in d s , as w e ll as being ’bowed’ 

w ith  ’c e l lo  bows. V arious o th e r  in s tru m en ts  were being  made to  produce 

unusual sounds, and a group o f c h ild re n  in  what was d e sc rib e d  by t h e i r  

te ac h e r as ’a  p ro cess  o f com position which e x p lo ite d  th e  p o s s i b i l i t i e s  

o f re co rd in g  d i f f e r e n t  la y e r s  o f sound on top  o f each o th e r , u s in g  a 

m u lt i- tra c k  ta p e - re c o rd e r  -  a p iece  o f su p e r- im p o s itio n ’ . A ll th e se  

’e x p lo ra tio n s  in  sound’ went on s im u ltan eo u sly , bu t I  was to ld  t h a t  

t h i s  was an accep ted  p ra c t ic e  l a id  down in  the  g u id e - lin e s  f o r  the  

’p i l o t ’ s c h o o ls . ’Music i s  e s s e n t i a l l y  an a u ra l  e x p e rien ce . Sound i s  

e s s e n t i a l .  N ecessary n o ise  le v e l s  have to  be accep ted ’ .^

1. Schools Council Project: Music in  the Secondary Schools Curriculum,
Working Paper No. 4, p. 7 .
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As I  was n o t em o tio n a lly  in v o lv ed , and I  found th e  n o ise  le v e l  

t o t a l l y  u n accep tab le , I  l e f t  th e  school w ith o u t any c le a r  id e a  o f 

what the  groups were t ry in g  to  ach iev e , b u t w ith  a very  c le a r  id e a  o f 

how the  in s tru m e n ta l damage had been caused .

Such s i tu a t io n s  as th e  one which I  have j u s t  d e sc rib e d  may n o t 

be ty p ic a l ,  bu t the  government surveys quoted a t  th e  beg inn ing  o f 

t h i s  c h ap te r  su g g est, a t  l e a s t ,  t h a t  th ey  a re  a l l  too  common. How can 

th e  more s e n s i t iv e ,  o r a r t i s t i c ,  m u s ic -teach e rs  come to  term s w ith  

th e se  c o n d itio n s : o r to  where can th ey  tu rn  when th ey  need help? The

’in -se rv ic e *  cou rses  fo r  te a c h e rs ,  which have become a prom inent fe a tu re  

o f e d u ca tio n a l p o lic y  s in ce  th e  ’James R ep o rt’ , o f f e r  l i t t l e  p r a c t i c a l  

h e lp , conducted as th ey  m ostly  a re  in  the  p e r ip h e ra l  calm o f a T each ers’ 

C en tre , and seldom seek ing  o u t th e  t ro u b le -s p o ts  in  the  c lass-ro o m .

There has o f course been a ru sh  o f id e a s  and s o lu tio n s  fo r  th e  problem s, 

and th e re  a re  many schemes being worked ou t in  i s o la t io n  in  sch o o ls  a t  

a l l  le v e ls  -  c re a t iv e  music-making, s te e l-b a n d s  in  the  in n e r - c i ty  sch o o ls , 

’ro c k ’ m usic, o r ’pop’ groups, as w e ll as th e  g e n e ra lly  more accep tab le  

experim ents such as ’Suzuki’ and o th e r  m ethods. D if f e re n t  approaches 

a re  suggested  to  c a te r  f o r  d if f e r e n c e s  in  environm ent; the  t r a d i t i o n a l  

’ s u b je c t-c e n tre d ’ approach, where music i s  ta u g h t th rough th e  ’academ ic’ 

o r ’c l a s s i c a l ’ medium; the  c h ild -c e n tre d  approach, s im ila r  to  t h a t  o f 

th e  U n iv e rs ity  o f York P ro je c t  and aim ing to  b rin g  o u t th e  l a t e n t  musi

c a l  q u a l i t i e s  in  c h ild re n ; o r th e  te a c h e r-c e n tre d  approach, where the  

m usical s tre n g th s  and enthusiasm s o f the  te a c h e r  form the  b a s is  o f h is  

te a c h in g .
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Chapter 12

The Suzuki In v e s t ig a t io n  i n  H e rtfo rd sh ire

For many y ea rs , d iscu ss io n s  a t  th e  annual conferences o f  th e  Music 

A dvisers N ational A sso c ia tio n  ha^ shown deep concern a t  th e  f a l l i n g  s ta n 

dards o f  music edu ca tio n , p a r t i c u la r ly  a t  Secondary School le v e l .  I t  was 

g e n e ra lly  agreed  in  the  l a t e  1960*s th a t  th e  A sso c ia tio n  should , in  th e  

f i r s t  in s ta n c e , concern i t s e l f  w ith  any w orth -w hile  developments a t  p r i 

mary le v e l ,  which m ight p ro v id e  th e  groundwork th a t  would e v e n tu a lly  

b e n e f i t  music ed u ca tio n  in  a l l  types o f  sch o o ls .

The g re a t upsurge o f  in s tru m e n ta l te ach in g  in  schoo ls during  the  

1960*s was considered  as an a re a  th a t  cou ld  be s in g le d  o u t fo r  th e  A ssoci

a t i o n 's  i n t e r e s t  and su p p o rt, and i t  was during  th e se  d iscu ss io n s  in  1972 

th a t  a new B r i t is h  p ro je c t  in  th e  te ach in g  o f  v io l in  p lay in g  was brought 

to th e  n o tic e  o f  the  Music A dv isers.

The R ural Music Schools A sso c ia tio n , w ith  i t s  head q u arte rs  a t  L i t t l e  

Benslow H il ls  i n  H e r tfo rd sh ire , was c o n sid e rin g  th e  p o s s ib i l i t y  o f  o rg a n i

s in g  courses in  the  Suzuki method o f  v io l in  te ach in g . This A sso c ia tio n  

was a lre a d y  supported  by th e  H e rtfo rd sh ire  E ducation  A u th o rity , and p re lim 

in a ry  d iscu ss io n s  w ith  the  H e r tfo rd sh ire  music ed u ca tio n  s t a f f  soon produced 

a c le a r  p la n , d e fin in g  o b je c t iv e s ,  th e  t r a in in g  and u se  o f  lo c a l  te a c h e rs , 

sch o o ls , c h i ld re n , w il l in g  p a re n ts , and s u i ta b le  equipm ent. A su p p o rt 

g ra n t from th e  Gulbenkian Foundation and th e  Leverhulme T ru st Fund enabled 

th e  p r o je c t  to  g e t under way i n  J u ly , 1972, The o b je c t iv e s  o f  th e  p la n  were 

in  th re e  s tag e s  -
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'1 ,  To enqu ire  in to  th e  d e ta i l s  o f  th e  (Suzuki) system ,

2 . To d isco v e r w hether a method conceived by a Japanese f o r  Japanese 

c h ild re n  could be tr a n s fe r r e d  to  th e  very d i f f e r e n t  E ng lish  s o c ia l  

and ed u ca tio n a l c o n d itio n s .

3. To m odify a method used fo r  in d iv id u a l p r iv a te  p u p ils  in  Japan  to 

a c la s s  method p ra c t ic a b le  in  B r i t i s h  S ta te  S c h o o ls . '^

The broad o u tl in e s  o f  th e  p ro je c t ,  and i t s  o f f i c i a l  t i t l e  -  'The 

Suzuki In v e s t ig a t io n  in  H e r tfo rd s h ire ' -  were ag reed , and a sm all number 

o f  Schools in  urban and ru r a l  a reas  were in v i te d  to  take  p a r t .  The su p p o rt 

o f  the  H eadteachers o f  th ese  schoo ls was an ex trem ely  im p o rtan t f a c to r  in  

the  e a r ly  s tag e s  o f  p lan n in g , p ro v id ing  a v i t a l  l in k  between te ac h e rs  and 

p a re n ts . The H e rtfo rd sh ire  music s t a f f  a rranged  se v e ra l m eetings fo r  a l l  

the  p a r t ic ip a n ts  in  o rd e r  to  e x p la in  th e  o b je c t iv e s  o f  th e  In v e s t ig a t io n  

and to  u n d e rlin e  the  im portance o f  t h e i r  commitment.

P ro fe ss io n a l a s s is ta n c e  and d e ta i le d  in fo rm a tio n  fo r  th e  t r a in in g  o f  

te ac h e rs  fo r  th e  p ro je c t  was sought from Suzuki c e n tre s  in  Jap an  and America, 

and tw enty seven H e rtfo rd sh ire  v io l in  te ach e rs  were e v e n tu a lly  brought to 

g e th e r fo r  th e  f i r s t  o f  s ix  courses undjer th e  d i r e c t io n  o f  Dr. A lfred  

Gerson, an American who had s tu d ie d  th e  method w ith  Suzuki in  Jap an , ' This 

sh o r t  cou rse  had to  equip them fo r  a t  l e a s t  a y e a r 's  work. I n  consequence 

a g re a t deal o f  ground had to  be covered q u ick ly . While th i s  gave the  

te ac h e rs  a comprehensive survey  o f  what was e n ta i le d ,  i t  had th e  d isadvan

tage o f  o v erlo ad in g  th e i r  minds, r e s u l t in g  in  some m isconception  and confu

s io n ,

1, R ural Schools Music A sso c ia tio n : The Suzuki In v e s t ig a t io n  in  H e rtfo rd 
s h i r e , 1977, p, 8,

2 , I b i d , ,  p . 9,
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P a re n ta l p a r t i c ip a t io n  began w ith  'sm a ll groups o f  th re e  and fo u r-  

y e a r -o ld  c h ild re n  who a tte n d ed  w ith  t h e i r  m others who were shown how to 

speed up th e  c h i ld r e n 's  p h y s ic a l r e a c t io n s ,  improve th e i r  c o n c e n tra tio n  

and to  t r a in  movement by means o f  games as group a c t i v i t i e s . '^  This p re s 

ence o f  a ' t h i r d  person* -  S u zu k i's  in s is te n c e  on c lo se  p a re n ta l  involvem ent 

was l a t e r  to  cause some s t r a i n  on a number o f  th e  te a c h e rs , to  some e x te n t 

in h ib i t in g  t h e i r  approach and te ach in g  s k i l l s ,  and as s ta te d  i n  th e  summ

a ry  o f  problems quoted below, i t  c re a te d  d if fe re n c e s  o f  op in io n  between 

th e  m other and th e  te a c h e r . O ther b a s ic  p r in c ip le s  which Suzuki considered  

to  be v i t a l  in  th e  e a r l i e s t  p a r t  o f  the  c h i ld 's  tu i t i o n  were a lso  d i f f i c u l t  

to  ach ieve -  e .g . ' from th e  very  beg inn ing , every  s te p  must by a l l  means 

be thoroughly  m astered ' (s e e  p . 185). This re q u ire d  a f a r  g r e a te r  need 

f o r  r e p e t i t io n  th an  in  W estern methods o f  te ach in g .

O ther American te ach e rs  who had s tu d ie d  S u zu k i's  method in  Japan  

d ire c te d  subsequent c o u rse s , and a g re a t f i l l i p  was g iven to  te a c h e rs , 

p a re n ts  and p u p ils  by a group o f  Japanese  c h ild re n  who were v i s i t i n g  th is  

co u n try  and g iv in g  a s e r ie s  o f  c o n c e rts . The H e rtfo rd sh ire  p u p i ls ,  p a ren ts  

and teach e rs  jo in e d  th e  Japanese  c h ild re n  i n  London fo r  a 'w orkshop' which 

was d ire c te d  by th e  P ro fe sso r  o f  Music a t  th e  U n iv e rs ity  o f  Tennessee,

Mr. W illiam S ta r r .  'Mr. S ta r r  con tinued  to  la y  g re a t emphasis on th e  

need fo r  en su ring  th a t  th e  c h ild re n  had f u l l y  m astered  each s te p  b e fo re  

ta k in g  the  n ex t, even i f  th is  meant th a t  p ro g ress  was slow, in  o rd e r  to  

avo id  th e  development o f  bad h a b i ts ,  and to  ensure  th a t  c h ild re n  go t r e a l

1. Ibid. ,  p. 9.
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s a t i s f a c t i o n  i n  th e  long ru n . * . . . While commending th e  te a c h e rs ,

c h i ld re n  and p a re n ts  fo r  t h e i r  p ro g re ss , 'h e  f e l t  th a t  th e  p re v a le n t weak-
2

ness was to  t r y  to  move too f a s t ' .  This c r i t ic i s m  was p e r f e c t ly  reaso n 

a b le , and to  be expected in  th e  l i g h t  o f  th e  'c r a s h ' t r a in in g  course  which 

th e  H e rtfo rd sh ire  te ach e rs  had tak en , and th e  re lu c ta n c e  o f  th e  c h ild re n  

and p a re n ts  to  adhere s t r i c t l y  to S u zu k i's  d e ta i le d  in s t r u c t io n s .

The i n t e r e s t  i n  the  H e rtfo rd sh ire  experim ent con tinued  to  sp read , 

and th e  s ix th  and f in a l  course  was fo llow ed by th e  in c lu s io n  o f  the  

Suzuki method in  th e  lo n g -e s ta b lish e d  teachers*  workshops and summer 

courses fo r  s t r in g  te ac h e rs  o rgan ized  by th e  R ural Music Schools A ssocia

t io n  a t  L i t t l e  Benslow H i l l s .  The Department o f  Education  and Science 

a lso  showed i n t e r e s t  i n  th e  p r o je c t ,  and arrangem ents were made fo r  one 

o f  the  H e r tfo rd sh ire  v io l in  te ach e rs  to  v i s i t  Jap an  fo r  a s ix  week course  

i n  1974.

The th re e  s tag e s  o f  the  In v e s t ig a t io n  were com pleted in  a p e rio d  o f  

fo u r y ea rs , ending in  the  Summer term o f  1976, and a l l  p a r t ic ip a n ts  were 

brought to g e th e r  in  th e  f in a l  cou rse . Some o f  th e  p u p ils  had by th is  

time made rem arkably good p ro g ress which could  be measured a g a in s t  the  

p ro g ress  o f  o th e r  p u p ils  who had re ce iv ed  v io l in  le sso n s  in  th e  t r a d i 

t io n a l  B r i t i s h  m ethod(s) in  th e  same p e rio d  o f  tim e.

The comments and re a c tio n s  o f  a l l  th e  a d u l t  p a r t ic ip a n ts  were asked 

fo r  in  w r i t te n  form, and th e  wide range o f  o p in io n s  and comments have now 

been p u b lish ed  in  th e  f u l l  Report o f  th e  In v e s t ig a t io n .

1. I b i d . ,  p . 10.
2. I b id . ,  p . 10.
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Before we co n sid e r a summary o f  th e  R eport, i t  would be w e ll to 

reco g n ise  th a t  i t  was a c o n sid e ra b le  achievem ent no t o n ly  to  m a in ta in  

th e  im petus o f  th e  p ro je c t  over a p e rio d  o f fo u r y e a rs , bu t to overcome 

th e  alm ost in e v i ta b le  pe rio d s  o f  d isappoin tm ent and d is illu s io n m e n t which 

many o f  th e  p a r t ic ip a n ts ,  p u p ils  and a d u l ts ,  must have experienced  during  

such a long and demanding co u rse . Much fav o u rab le  comment came from the  

Music A dvisers N ational A sso c ia tio n , although  i t  was g e n e ra lly  f e l t  th a t  

th e re  were many problems s t i l l  to  overcome b e fo re  they  could  advocate 

th e  u se  o f  th e  Suzuki method in  B r i t i s h  sch o o ls , p a r t i c u la r ly  those  

in v o lv in g  p e rso n a l r e la t io n s h ip s  between teach e rs  and p a re n ts , and th e  

c o n tin u ity  o f  tu i t io n .  I  d iscu ssed  th e  H e rtfo rd sh ire  I n v e s t ig a t io n  w ith  

th e  te ach in g  s t a f f  o f  th e  San Antonioj(, Texas, Music Academy d u ring  a 

v i s i t  to the  U.S.A. in  Ju n e , 1979. T heir op in ions concern ing  s im ila r  

p ro je c ts  in  America were guarded, bu t they  unanim ously agreed th a t  s o c ia l  

c o n d itio n s  in  the  w estern  w orld m i l i t a te d  a g a in s t  th e  success o f  th e  

Suzuki method, w ith  American m others in  p a r t i c u la r ,  being  u n ab le , o r 

even u n w illin g , to  give th e  re q u ire d  tim e to  th e  young p u p ils .  I t  was 

su g g ested  by one o f  th e  fem ale te ac h e rs  th a t  th i s  o b s ta c le  m ight be over

come i f  f a th e rs  could  be persuaded to  undertake  an equal sh a re  o f  the  

re s  ponsib i l i  t i e s .

A Summary o f  the  In v e s tig a tio n *

’ (a ) Heads o f  schools (9 re p o rte d )

E n th u s ia s tic  3

S a t i s f ie d  3

In fo rm atio n  provided  by th e  c o u rte sy  o f  Mr. John Westcombe, H e rtfo rd 
s h ir e  County Music A dviser, b e fo re  th e  p u b lic a t io n  o f  the  f u l l  Report,
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No n-commi t  t a l  2

R eservations 1

U nfavourable 2 ’ ^

This in d ic a t io n  o f  d i s s a t i s f a c t io n ,  a lthough  by o n ly  a sm all m a jo r ity  

o f  H eadteachers, must have d isap p o in ted  those  who had worked so hard  

o v er a long p e rio d , and who f e l t  th a t  th e  marked p ro g ress  o f  n e a r ly  

a l l  th e  p u p ils  should  have made a deeper im p ression  on those  whose 

su p p o rt would be e s s e n t ia l  to  any f u r th e r  u se  o f  th e  method. There 

w ere, however, under th is  heading  'p a r t i c u l a r l y  fav o u rab le  comments 

. . . thoroughness o f  th e  method and th e  p ro g ress  made; 

encouragement brought by group s e s s io n s ;

b e n e f ic ia l  in f lu e n c e  on th e  c h ild re n  s o c ia l ly  and in  s e lf -a s s u ra n c e ;

th e  good e f f e c t  on the  m usical armosphere o f  the  schoo l; th e  va lue
2o f  p a re n ta l  in v o lv em en t.'

The H eadteachers a lso  l i s t e d  't h e  main drawbacks . , . 

d i f f i c u l t y  in  p ro v id in g  accommodation;

v i s i t i n g  te ac h e rs  cannot have a s u f f i c i e n t ly  c lo se  r e la t io n s h ip  w ith  a

young c h i ld ,  e s p e c ia l ly  a t  f iv e  o r  s ix  years o f  age;

problem o f  c o n tin u ity  o f  teach in g  when a c h i ld  changes sch o o ls , o r  a

Suzuki te ac h e r le av es ;

too much s t r a i n  on th e  c h ild ;

d i f f i c u l t i e s  between te ac h e r and p u p il du ring  m o th e r 's  p resence  a t  the  

le sso n ;

working m others, o r  those w ith  bab ies a t  home, unab le  to  a tte n d  th e  le sso n s ;

1. I b id . ,  p . 12.
2. I b i d . ,  p . 12.
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c o s t  and supply  o f in s tru m e n ts '.^

' (b) Teachers (11 re p o rte d )

Favourable 9
2

U nfavourable 2 '

The fav o u rab le  comments were m ainly  in  agreem ent w ith  th o se  expressed  

by the  H eadteachers. I t  was in te r e s t in g  to  read  th a t  th e  te ach e rs  re g a r 

ded the  p ro je c t  as ' th e  f i r s t  p ro p e rly  th o u g h t-o u t scheme to have been
3

m e t '.  The l a t e  in tro d u c tio n  o f  music read in g  i n  th e  Suzuki method was 

an in fa v o u ra b le  comment; ( I  had heard  th is  in  e a r l i e r  years  from te ac h e rs  

i n  many o th e r  p a r ts  o f  the  c o u n try ) . There was com plete unan im ity  i n  th e  

te a c h e rs ' a t t i t u d e  towards th e  p resence  o f  th e  mother during  th e  le s so n  

-  ' i t  c re a te d  a d i f f i c u l t  atm osphere in  some s i t u a t i o n s ' .  O ther unfav 

o u rab le  comments were n o t o f  g re a t  im portance, and were o n ly  to  be expected 

from te ac h e rs  who, w ith  r e l a t i v e l y  l i t t l e  t r a in in g ,  had u n d ertaken  a 

d i f f i c u l t  ta sk .

P a ren ts  and c h ild re n  were a lso  asked to  express t h e i r  view s, bu t 

th e  most u se fu l and th o u g h tfu l comments came from the  County m usic s t a f f .  

The fo llo w in g  a re  some o f th e  most in te r e s t in g  -

'Problem s: th e  te ach e rs  had n o t been tr a in e d  to  cope w ith  p re -sch o o l-ag e

c h ild re n ;

the  involvem ent o f  m others makes heavy demands on the  fam ily ; 

d iffe re n c e s  can a r i s e  between m other and te ac h e r;

1. I b i d . ,  pp. 12-13.
2 . I b i d . ,  p . 13.

3. I b id . ,  p . 13.

4. I b i d . ,  p . 13.
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r e p e t i t io n  and ro te  le a rn in g  may be thought to  run c o u n te r  to  c u r re n t  

E ng lish  ed u ca tio n a l p r a c t ic e ,  and to  p u t th e  te a c h e r  in  c o n f l i c t  w ith  

accep ted  modern id e a s .^  [T his l a s t  comment could  s u re ly  be reg arded  as 

h ig h ly  c o n t r o v e r s ia l . ]

* Advantages; Enthusiasm generated  by a new approach; s te p -b y -s te p  method 

gave a more s o l id  grounding [h a rd ly  in  keep ing  w ith  c u r re n t  E ng lish  

ed u ca tio n a l p r a c t ic e ] ;  

c o n c e n tra tio n  on one th in g  a t  a tim e;

p a re n ta l  involvem ent o f  g re a t va lue  -  i n  s p i t e  o f  d i f f i c u l t i e s  a lre a d y  

m entioned;
2

assu ran ce  and competence o f  p u p ils  tau g h t by th e  m e th o d '.

I v i s i t e d  one o f the  H e r tfo rd sh ire  County Music C entres in  November, 

1977, and sp en t much o f  th e  f i r s t  day d isc u ss in g  th e  in v e s t ig a t io n  in to  

th e  Suzuki method w ith  the  County Music A dviser and members o f  h is  te a c h 

ing  s t a f f .  By th is  time they  had c o l la te d  the  views and im pressions o f  

most o f  th e  p a r t i c ip a n ts ,  bu t Mr. Westcombe made i t  c le a r  th a t  ' th e  reco rd  

o f  experiences gained by those  who took p a r t  does n o t p re te n d  to  be a 

s c i e n t i f i c  p iece  o f  re sea rch  because th e  a c q u is i t io n  o f  d a ta , p a r t i c u l a r ly
3

o f  a com parative n a tu re , was n o t p o s s ib l e . '

The co nclusions which a re  p u b lish ed  in  th e  r e p o r t  a re  o f  i n t e r e s t ,  

no t on ly  as th e  o p in io n s  o f  th e  experienced  music ed u ca to rs  and te a c h e rs  

who were concerned in  th is  p a r t i c u l a r  p r o je c t ,  b u t as th ey  m ight be ap p lie d  

to  an e v a lu a tio n  o f  any o f  the  music methods d iscu ssed  in  th is  work. The

1. I b i d . ,  p . 13.
2. I b i d . ,  p . 15.

3. I b i d . ,  p . 15.
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fo llo w in g  i s  a summary o f  the  main co n c lu s io n s .

’1. The Suzuki method i s  n o t a method which c a l l s  m erely fo r  co n sc ien 

tio u s  a p p lic a t io n , bu t i s  a way o f  th in k in g  which te ach e rs  a re  capab le  

o f  ad ap tin g  in  v a ry ing  deg rees.

2. The q u a l i ty  o f  th e  te a c h e rs , as w ith  any method, i s  a l l- im p o r ta n t :  

h is  p e rs o n a li ty , as w ell a s .h i s  c a p a b i l i ty  as a te ach e r o f  th e  v io l in ,  

i s  v i t a l .

3. The co -o p e ra tio n  o f  the  head o f  th e  school i s  e s s e n t ia l .

4. The good-w ill and a c tiv e  c o -o p e ra tio n  o f  p a re n ts  adds g re a t ly  to  the  

success o f  th e  method.

5. I t  i s  a d v isa b le  th a t  a c h ild  should  s e t  o u t on the  Suzuki road  w ith  

an assu rance  th a t  some c o n tin u ity  w i l l  be p rov ided  on th e  way up th e  

ed u ca tiona l la d d e r .

6 . The environm ent o f  a lo c a l  a u th o r i ty ’s p ro v is io n ; p a r t i c u l a r ly  where 

music c e n tre s  a re  p rov ided , can add a number o f  h e lp fu l f a c to r s  to a 

method.

7. Most o f  th o se  invo lved  ( in  th e  in v e s t ig a t io n )  b e lie v e  th a t  th e  a p p l i 

c a tio n  o f  th e  b a s ic  p r in c ip le s  would be b e n e f ic ia l  i n  sch o o ls . The 

method b rin g s  a s a lu to ry  rem inder o f  th e  need fo r  thoroughness, an 

e a r ly  s t a r t ,  p lanned s te p s , s e l f - d i s c ip l in e  in  th e  te ac h e r and th e  

c h ild , and th e  w ho le-hearted  sup p o rt and co -o p e ra tio n  o f  th e  p a r e n t s . '^  

-  sen tim en ts  which would have rece iv ed  the  ap p ro b a tio n  o f  John  Curwen, 

Z o ltan  Kod a ly, C arl O rff , and J u s t in e  Ward.

1. For f u l l  co n c lu sio n s  see  R eport, pp. 15-17.
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C hapter 13 

C onclusion

The system s o f music e d u c a to rs , from Rousseau to  the  tw e n tie th  

c en tu ry , have much In  common In  t h e i r  p r in c ip le s .  Above a l l ,  th e y  have 

a method; a  system o f te ach in g  a c a r e f u l ly  s tru c tu re d  programme o f 

music to  a su c c e ss fu l co n c lu s io n . We can even q u a n tify  the  su ccess of 

music te ach in g  In  the  Board schoo ls o f t h i s  co u n try  In  th e  n in e te e n th  

c en tu ry . The money a v a ila b le  fo r  th e  payment of school te a c h e rs  depended 

on th e  s tan d a rd s  achieved In  s in g in g  from n o ta t io n  -  from S o l- fa  o r 

from S ta f f -n o ta t io n  -  and a sse ssed  by the  v i s i t i n g  music In s p e c to ra te .

The c r i t e r io n  was s in g in g , 'w ith  a  g ra n t o f sixpence f o r  each c h i ld  

who could  s a t i s f a c t o r i l y  s in g  a few songs which had been ta u g h t by 

r o te ,  and one s h i l l i n g  I f  they  could  read  from n o ta tio n * .^  The m usical 

sp u rs  e v id e n t ly  produced good r e s u l t s ,  f o r  th e  re p o r ts  o f th e  E ducation  

Department In  I 89I  (see  C hapter p . 60 ) show th a t  *70per c e n t of

th e  c h ild re n  In  schoo ls  In  England and Wales gained th e  h ig h e r g ra n t .

Out o f a t o t a l  of 2 ,686,138 c h ild re n  86p e r c e n t had been t r a in e d  to  use 

th e  Tonic S o l- fa  method, and th e  rem ainder sang from s t a f f  n o ta tio n * .

Even when we tak e  In to  account the  s o c ia l  c o n d itio n s  and needs o f the 

po o re r c la s s e s  In  t h i s  p e r io d , we must a ccep t th e se  r e s u l t s  as a g re a t 

achievem ent over th e  co un try  as a w hole.

The s tan d a rd  o f achievem ent In  the  schoo ls  In  th e  la rg e  I n d u s t r ia l  

a re a s  were even h ig h e r , and In  th e  London Board sch o o ls  *93^ of th e  ch ild -

1 . P. S cho les: Tne M irro r o f Music, V ol. 2 , p . 6 I 8 .

2 , P. S cho les, I b id . ,  p . 6I 8 ,
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ren  could  read  music s u f f i c i e n t ly  w e ll to  earn  th e  h ig h e r g ra n t

I t  w i l l  be argued th a t  th e  ex c lu s iv e  use o f v ocal music and 

s ig h t- s in g in g  a t  the  end o f th e  l a s t  c en tu ry  in d ic a te s  a  v e ry  narrow  

view o f music ed u ca tio n , bu t a t  l e a s t  i t  produced p o s i t iv e  r e s u l t s  

which could  prov ide a firm  base f o r  a w ider range o f m usical a c t i v i t i e s ,  

and compares v e ry  fav o u rab ly  w ith  c r i t ic i s m s  o f p re se n t-d a y  s tan d a rd s  

of achievem ent in  our p rim ary  schoo ls (C hapter 1 1 ). The thousands of 

c h ild re n  who l e f t  Board Schools a t  th e  tu rn  o f th e  cen tu ry  had been 

given enough s k i l l  and I n t e r e s t  in  vocal music to  enab le  them to  jo in  

c h o ra l s o c ie t i e s  and c h o irs  and to  perform  n o t on ly  th e  *c la s s ic a l*  

re p e r to ry  o f Bach, Handel and o th e rs ,  bu t a lso  Brahms, E lg a r , t h e i r  

own con tem p o raries . I f  m usic, o r even a l im ite d  a sp e c t o f m usic, 

could be ta u g h t s u c c e s s fu lly  then  why has I t  f a l l e n  to  such an a p p a l l 

ing  s tan d a rd  now? Why cannot the  h igh  s tan d a rd s  o f music e d u ca tio n  

which have undoubtedly  been achieved  in  some sch o o ls  be spread  a t  

every  le v e l  th roughout th e  country? I s  i t ,  p e rh ap s, because o f 

an o th er f a c to r  which i s  common to  the  methods t h a t  we have in v e s t ig a -  

t  ed in  d e ta i l ?  -  the  hard  work th a t  i s  demanded from te a c h e rs  and 

p u p ils l  The success o f th e  tw e n tie th  c en tu ry  methods o f Suzuki, Kodaly, 

O rff , and Ward I s  based on the  s tead y  a p p lic a t io n  o f  a s tru c tu re d  

course w ith  no d e v ia t io n  from th e  p re sc r ib e d  t e x t .  In  each o f th e se  

methods th e re  a re  c le a r  o b je c t iv e s , and th e  e n e rg ie s  o f the  te a c h e r  and 

p u p ils  a re  focused  on th e  achievem ent of th o se  o b je c t iv e s ;  In  the  

Kodaly method th e re  I s  even a guaran tee  o f c o n tin u ity  In  I t s  te a c h in g . 

Perhaps too  much I s  expected  from our music te a c h e rs .  The c o n te n t o f 

t h e i r  p ro fe s s io n a l  t r a in in g  co u rses  I s  w idely  c r i t i c i z e d  by te a c h e rs

1. Ib id ., p. 6 l8 .
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and a d m in is tra to rs  (see C hapter 1 1 ) . S u ccessfu l music te ach in g  

re q u ire s  n o t on ly  knowledge b u t s k i l l ;  b u t w ith o u t c le a r  g u id e - l in e s  

as to  what should be ta u g h t, th e  inadequate  te a c h e r  w i l l  on ly  be ab le  

to  work w ith in  h is  r e s t r i c t e d  l i m i t s ,  o r , a s  happens f a r  too  o f te n , 

*give up te ac h in g * . Mach o f th e  unhappiness w ith in  th e  te ac h in g  p ro 

fe s s io n  could be removed i f  young te a c h e rs , a f t e r  th re e  y ea rs  o f 

m ainly  p r a c t i c a l  s tu d ie s ,  could  be g iven  a s e r ie s  o f p re c is e  b u t 

reaso n ab le  m usical o b je c t iv e s . Not on ly  would t h i s  encourage him 

to  develop h is  own s k i l l s  In  o rd e r to  reach  th e se  g o a ls , bu t th e  

p re s e n t  cu rse  o f th e  la ck  o f c o n t in u i ty  and p ro g re s s io n  would a lso  

be removed. I  have a lre a d y  re f e r r e d  to  th e  a lm ost com plete la c k  o f 

c e n t r a l ,  o r  even lo c a l  c o n tro l ,  over what th e  music te a c h e r  w i l l  te a c h  

and how he w i l l  te ac h  I t .  In  a d d it io n , he I s  allow ed to  undertake  the  

r e s p o n s ib i l i ty  o f d i r e c t in g  the  music ed u ca tio n  o f a l l  the  c h ild re n  In  

th e  school In  the  gu ise  of music ed u ca to r and e d u c a tio n a l p h ilo so p h e r.

Suzuki b e lie v ed  In  what he c a l le d  * the  Incom parable q u a l i ty  o f 

c h ild re n  a t  b i r t h  (C hapter 7 ) .  Dr. Audrey Wlsbey confirm s th i s  

(C hapter 7)> and th ey  both  u n d e rlin e  th e  sh o r t  b u t f re q u e n t (d a lly )  

s e s s io n s , beginning  when th e  c h ild  I s  about two and a  h a l f  y ea rs  o ld . 

The success o f t h e i r  methods stems from the  f a c t  t h a t  th e y  have been 

used w ith  young c h ild re n , th u s  g iv in g  th e  p u p ils  s y s te m a tic a lly  organ

is e d  ex p erien ces  a t  an age when music seems so n a tu r a l  a p a r t  o f 

everyday l i f e .  In  t h i s  way c h ild re n  can b u ild  up a bank o f to n a l and 

k ln a e s th e t lc  memories, and e a r ly  a s s o c ia t io n s  w ith  r e le v a n t  symbols, 

and w i l l  a lso  have developed powers o f p e rc e p tio n , h a b i ts  o f a t t e n t io n  

and c o n c e n tra tio n , and a t t i t u d e s  tow ards music which guaran tee  f u r th e r
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p ro g re s s . But so o fte n  in  music we f a i l  to  give them any guidance in  

t h e i r  p re -sch o o l y e a rs . On the  c o n tra ry , in  th i s  age o f * In s ta n t*  

m usic, th e  In fa n t  a u ra l  ap p ara tu s  i s  too  o f te n  i r r e p a ra b ly  damaged 

by long  hours o f d a l ly  exposure to  th e  commercial n o is e s  th a t  have 

debased our p u b lic  t a s t e  In  m usic, and from which I t  I s  a lm ost 

Im possib le  to  e scap e . Then, when school age comes, th ey  a re  su b jec ted  

to  a  haphazard cho ice  of songs, w ith  a com plete d is re g a rd  f o r  t h e i r  

l im ite d  v ocal range , o r given th e  A lte rn a tiv e  o f a im le ss ly  * banking* 

m usical In s tru m en ts . Even when one h ears  o f  th e  good work th a t  I s  

being done In  r e l a t i v e l y  few prim ary  sch o o ls , one I s  saddened by 

though ts  o f what m ight have been achieved  by an I n f i n i t e l y  g re a te r  

number I f  th ey  had been ta u g h t In  th e  concepts t h a t  would have enabled  

them to  u n d erstand  th e  very  n a tu re  o f music I t s e l f ,  I t  I s  a  s tag g e rin g  

f a c t  t h a t  so few te a c h e rs , even m u s lc - s p e c la l ls ts ,  can acc e p t the  

guidance o f any o f th e  g re a t  m u sic -teach ers  whose work we have con

s id e red  .

Our c o lle g e s  o f  edu ca tio n  which a re  re sp o n s ib le  f o r  th e  t r a in in g  o f 

v i r t u a l l y  a l l  our te a c h e rs , have f o r  some y ears  reduced th e  co n ten t of 

music In  t h e i r  * g en era l* , o r cu rricu lum , c o u rse s , and even s in ce  the  d u r

a t io n  o f th e  co u rses  has been In c reased  from two to  th re e  y e a rs , th e  

t o t a l  amount o f tim e a l lo t t e d  to  music has d ecreased . The evidence o f 

c o lle g e  l e c tu r e r s  In  C hapter 11 ^ d  Appendix VI, p . 319, su g g ests  an In 

f lu x  o f music s tu d e n ts  who come to  them w ith  n e g l ig ib le  m usical s k i l l s .  

S u re ly  a th re e -y e a r  course  o f thorough t r a in in g  In  any o f th e  methods 

which we have con sid ered  could  n o t f a l l  to  produce a  body of, te a c h e rs  

th a t  could  have a  tremendous In f lu en ce  on th e  em otional, s o c ia l ,  and
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i n t e l l e c t u a l  developm ent o f t h e i r  p u p i ls .  Yet th e  m a jo r ity  o f th e  

e ig h ty  s ix  c o lle g e  le c tu r e r s  and Music A dv isers who were q u estio n ed  

In  th e  Schools C ouncil P ro je c t  were v ig o ro u s ly  opposed to  th e  In t r o 

d u c tio n  o f any recognized  method o r  programme on th e  grounds t h a t  I t  

would be c o n tra ry  to  B r i t i s h  t r a d i t i o n s ,  and th e  freedom of the  

In d iv id u a l te a c h e r  to  th in k  o u t h is  own approaches would be In e v i

ta b ly  I n h ib i te d .  Many r e p l ie s  suggested  th a t  th e re  was a s tro n g  case 

f o r  n a t io n a l ly  recommended g u id e - l in e s  In  term s o f alm s, p o lic y  and 

p ro g re s s io n , and even recommended th e  use o f schemes o f work, b u t n o t 

th e  enforcem ent of a  m andatory method. Some o f the  p o in ts  o f view 

Included  -  * the  n a tio n a l  c h a r a c te r i s t i c s  o f th e  B r i t i s h  do n o t tak e  

k in d ly  to  e i t h e r  u n ifo rm ity  o r reg im en ta tio n  . . .  I  p r e f e r  to  see 

d iv e r s i ty  and f u l l  o p p o rtu n ity  f o r  experim ent and non-confo rm ity* .

*No! But th e re  I s  a  s tro n g  case  f o r  c e r ta in  g u id e - lin e s  to  be l a id  

down so t h a t  common experience  could  be assumed. This could  be done 

w ith  no th r e a t  to  In d iv id u a l l i b e r ty ,  and would s tre n g th e n  th e  hands 

o f many te a c h e rs  a t  p re s e n t s tru g g lin g  to  h e lp  music to  keep I t s  

p lace  In  th e  cu rricu lum * .^

A ll th e  evidence p o in ts  c l e a r ly  to  the  f a c t  t h a t  In  many second

a ry  sch o o ls  music I s  In  r e a l  danger o f lo s in g  I t s  p lace  I f  I t  has n o t 

a lre a d y  done so In  th e  cu rricu lu m . There I s  a  na tio n -w id e  d if fe re n c e  of 

o p in ion  as to  what th e  problems r e a l l y  a re  because o f th e  wide d if fe re n c e  

between sch o o ls  and even between s e c tio n s  o f the  same sch o o l. But op in ions 

a re  unanimous th a t  problems do e x i s t ,  and In  s p i te  of th e  good work th a t

1. Schools Council Project: * Music Education In Primary Schools*,
Questionnaire No. 6.
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goes on in  some secondary sch o o ls , a c o n s id e ra b le  m a jo rity  o f 

m u slc -teach ers  f in d  I t  In c re a s in g ly  d i f f i c u l t  to  te a c h  music as 

t h e i r  pup ils*  a g e - le v e ls  take  them through th e  sch o o l. In  many 

c a se s  I  have p e rso n a lly  w itnessed  com plete la c k  o f c o n tro l  by a 

te a c h e r  who has found I t  Im possib le  to  g e t  any u s e fu l and con tinuous 

work from p u p ils  who reg a rd  music In  th e  c lass-room  as e n te r ta in m e n t 

o f t h e i r  own c h o ice . This s i tu a t io n  I s  n o t co n fined  to  th e  m uslc- 

room and no-one can deny th a t  th e re  I s  a g e n e ra l d e c lin e  In  c l a s s 

room d is c ip l in e ,  p a r t i c u la r ly  s in ce  th e  p r o l i f e r a t i o n  o f la rg e  compre

hensive  sch o o ls , where th e  concept o f e d u ca tio n  as a h ig h ly  p e rso n a l 

ex p erience  shared  between te a c h e r  and p u p il  has long d isap p ea red .

I'Jha.t has happened to  th e  schoo ls  w ith  a  f lo u r is h in g  m usical l i f e  

t h a t  makes them happy and f r ie n d ly  p lace s?  (See C hapter 11, p . 256 ) .

The Schools C ouncil Working Paper No. 35: * Music and th e  Young School 

Leaver; problem s and O p p o rtu n itie s  f o r  l 4 - l 6  y ea r olds* has some 

su g g es tio n s  fo r  Improving the  s i tu a t io n  -  *S ing ing  should be re ta in e d , 

b u t the  r e p e r to i r e  widened . . . C lass-ensem ble  p lay in g  w ith  s in g le  

In s tru m en ts  t h a t  can be e a s i ly  hand led , and home-made In s tru m en ts , 

and combining Im p ro v isa tio n  and perform ance In  vary ing  p ro p o r tio n s  

. . . ex tend ing  th e  range o f commercial re c o rd in g s  to  Inc lude  e le c tro n ic  

In s tru m e n ts , *musique co n c re te* , o r i e n ta l  music and works by C h arles  

Iv e s , Stockhausen and P endereck i, as w e ll as  c u r re n t  *pop* m usic,

* S inging  should be r e ta in e d ? ' But to  what s tandard?  How can one 

r e t a in  any th ing  th a t  I s  seldom ta u g h t p ro p e r ly  In  the  p rim ary  school? 

Even when I t  has been w e ll- ta u g h t, th e  overwhelming su b -s tan d a rd s  o f 

commercial v o c a liz a tio n  a re  now th e  sounds t h a t  have fo rced  t h e i r  way 

In to  th e  c lass-ro o m . * P lay ing  w ith  sim ple In stru m en ts  t h a t  can be
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e a s i ly  handled? For ‘simple* read  'cheap* , and ‘e a s i ly  handled* too  

o f te n  le a d s  to  a c tio n s  th a t  a re  o th e r  th an  m u sica l. The Working 

P a p e r 's  su g g es tio n s  o f f e r  l i t t l e  p r a c t i c a l  h e lp .

Tne schoo l, as I t  has evo lved , has long s in ce  moved away from 

th e  o r ig in a l  concep t of an e s ta b lish m e n t fo r  the  c u l tu r a l  developm ent 

o f a sm all p ro p o rtio n  o f th e  community, w il l in g  to  d is c ip l in e  them selves 

In  t h e i r  sea rch  fo r  I n t e l l e c tu a l  p le a s u re s . I t s  p re s e n t  s u c c e s s - ra te  

In  term s o f p ro v id in g  any profound e d u c a tio n a l exp erien ce  rem ains very  

sm all, and those  who te ach  can on ly  hope th a t  some sm all p a r t  o f the 

s o p h is t ic a t io n  o f I t s  o r ig in a l  In te n t io n s  may rub  o f f  on a few more 

p u p i ls .

The reason  and o rd e r o f the  I n t e l l e c tu a l  p ro c e sses  a re  In c re a s 

in g ly  n e g le c te d , and on ly  when t h i s  has been f u l l y  r e a l i s e d  can any th ing  

be done to  improve ed u ca tio n a l s ta n d a rd s . The number o f 'w illin g *  

p u p ils  fo r  a lm ost any su b je c t In  th e  cu rricu lum  I s  r a p id ly  d e c rea s in g , 

and th e re  I s  such a w idespread r e je c t io n  o f s c h o o l- l i f e  by a d o le sc e n ts  

th a t  on ly  a r a d ic a l  r e - a p p r a is a l  o f th e  cu rricu lum  can tu rn  th e  t i d e .

The In tro d u c tio n  o f a core  cu rricu lum  would p robab ly  be p o l i t i c a l l y  

u n accep tab le , bu t th e  removal o f such s u b je c ts  as m usic, a r t  and drama, 

which re q u ire  a  h ig h e r degree o f s e n s i t i v i t y ,  from 'g en e ra l*  su b je c ts  

In to  a p e r ip h e ra l  a re a  o f th e  t im e - ta b le  (n o t e x t r a - c u r r ic u la ) ,  would 

p rov ide  a  f a r  b e t te r  c lim a te  f o r  those  who have a t a l e n t  f o r  s u b je c ts  

which o f f e r  d is c ip l in e  and p le a s a n t c o rp o ra te  Involvem ent.

This would s u re ly  be a  b ig  s te p  tow ards th e  rem oval o f what I s  

a lm ost c e r ta in ly  th e  g r e a te s t  o b s ta c le  to  p ro g re ss  In  music ed u ca tio n  -  

th e  Id io s y n c ra tic  b e l ie f  th a t  'm usic te a c h e rs  p r e f e r  to  see d iv e r s i ty
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and f u l l  o p p o rtu n ity  f o r  experim ent and non-conform ity* . With i t s  

rem oval, th e  way would be c le a r  to  c re a te  * th a t m usical atmosphere 

th a t  can a f f e c t  th e  whole o f school l i f e  by s p i l l in g  o u t i t s  v i t a l i t y  

in to  a l l  the  o th e r  a sp e c ts  o f th e  cu rricu lum * . I t  I s  a sim ple and 

c le a r  way: th e  sy stem atic  method o f *Ward tra in ed *  te a c h e rs  fo r

in fa n ts  and ju n io r s  would guaran tee  an en d less  stream  of young p u p ils  

who would have 'ex p e rien ced  music from w ith in * ; th re e  groups o f 

th ese  young m usicians fo r  each secondary schoo l, w ith  'Kodaly* 

(adap ted ) f o r  the  n a tu r a l  s in g e r s ,  *Orff* f o r  music and movement, and 

* Suzuki * (adap ted) fo r  th e  In s tru m e n ta l is ts  who would have a lre a d y  

reached a h igh  s tan d a iü  by th e  use o f t h i s  method In  t h e i r  prim ary 

sch o o ls . There I s  abundant evidence th a t  th e se  methods work. Only 

th e  B r i t i s h  f l a i r  f o r  s e l f - d e s t r u c t io n  can keep them o u t o f music 

ed u ca tio n  In  our sch o o ls .
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Curwen*s M odulator
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so l
su l fe

fa
fo

mi
r ime

re
dara-

do
du

1. P.A. S cho les: Ihe Oxford Companion to  Music^ * Tonic S o l-fa * , p . 9^2.

2. W.G. McNaught: *lhe H is to ry  o f th e  S o l- fa  S y lla b le s* , Ihe Proceed
in g s  o f the  Royal M usical A sso c ia tio n , Vol. 19> 1892, p p . 45-49•



306

Appendix I I

O rff *Schulwerk* Courses in  Salzburg* (S h o rt co u rses  between 2-3 weeks)

aCh
iH

S
c tn  1—1 S

3o\rH «
rH

3
a

3"ch 1—1 1 iH rH

A rgentina 1 1
A u s tra l ia 2 1
A u str ia 1 1 2 2 1 2 5 9 9 13 14
Belgium 1 1 1
B ra z il 2 1 1 1 1 2 1
Canada 1 3 1 1 1 1 2 1 3
Ceylon 1
C hile 1 1
Columbia 2 1
C zecho-Slovakia 2 2 2 2 2 2
Denmark 1 1 1 1
Egypt 1
Formosa 1 1 1 1
France 1
Ghana 1 1
Gt. B r i ta in 2 3 1 1
Greece 1 1 2 2 2
In d ia 2
Ice lan d 2 2
I t a l y 2
Japan 1 1 1 2 3
Ju g o s la v ia 2 2 2
Korea (South) 1 1 1 2 2
Luxemburg 1 1 1 2 3
Madagascar 1
Mexico 1
N etherlands 1 2
Norway 1 1 1 1 1
P e rs ia 1
Peru 1 1 1
Poland 2 2 2
P o rtu g a l 1 1 2 2 2
Sweden 1 1 2 1 1 1
S w itzerland 1 1 5
Singapore 1
Spain 2 3 2
South A fr ic a 1 3
Thailand 2
Uruguay 1
U.S.A. 1 5 4 1 4 4 4 8 9 10
Venezuela 1
West Germany 4 4 10 7 12 29 29 27 31 26 35

* In fo rm atio n  by c o u rte sy  o f P ro fe sso r Wilhelm K e lle r ,  Mozarteum, 
S a lzbu rg .
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In te rn a t io n a l  *0rff* Courses in  Salzburg

S p ec ia l one-year co u rses  f o r  E n g lish -sp eak in g  s tu d e n ts  were s ta r te d  

in  Salzburg in  I 969 . The fo llow ing  ta b le  shows th e  number o f te a c h e rs  

who a tte n d ed , t h e i r  co u n try , and year o f a tten d an ce .

1969 1970 1971 T otal

A u s tra l ia 2 1 3

B ra z il 1 1

Canada 1 3 4

Ceylon 1 1

Colombia 1 1

Denmark 1 1

Ghana 1 1

Gt. B r i ta in 2 1 3

In d ia 2 2

I t a l y 1 1

N etherlands 1 1 2

Singapore 1 1

South A fric a 2 2

Thailand 1 1

U.S.A. 5 7 9 21

45

Courses in  Basic T ra in in g  (G rundausbildung) began in  Salzburg  in  

1961 . C h ild ren  between the  ages of 4-7  years  a re  ta u g h t the  b asic  

elem ents o f m usic, movement and song, accord ing  to  the  p r in c ip le s  l a id
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down by O rff . The fo llow ing  ta b le  shows the  number o f c h ild re n  who 

a tten d ed  th ese  c la s s e s  in  the  f i r s t  ten  y e a rs .

1961/2  62/63  63/64  64/65  65/66  66/67  67/68  68/69  69/70  70/71  71/72
75 106 92 111 179 237 216 240 242 292 546

The s p e c ia l  one-year course  f o r  E n g lish -sp eak in g  te a c h e rs  and s tu d e n ts  

covers the  whole range of *Schulw erk*. I t  i s  a te a c h e r  t r a in in g  course  

which i s  co n cen tra ted  on the  th eo ry  and p ra c t ic e  o f O rff*s p r in c ip le s .

The movement and b o d y -tra in in g  c la s s e s  a re  s tren u o u s a c t i v i t i e s ,  and the 

p a r t ic ip a n ts  a re  accep ted  on ly  i f  they  a re  in  good p h y s ic a l c o n d itio n .

Courses f o r  E n g lish -sp eak in g  S tudents* Hours p e r week

Ensemble: Music and Movement 2
Ensemble : O rff -In s tru m e n ta riu s 4
Movement Forms 2
Movement T ra in ing 2
R ecorder Ensemble 1
P ercu ssio n  Ensemble 1
Movement Im pro v isa tio n 1
Basic Body Movement 1

E le c tiv e s  in  R ela ted  S u b jec ts
H is to r ic a l  Dance 1
Folk Dance 1
Piano Im p ro v isa tio n 1
Conducting 1
Piano Music f o r  C h ild ren 1
O bservation  o f C h ild ren*s C la sses open

A minimum of 6 p a r t ic ip a n ts  i s  n ecessa ry  f o r  an e le c t iv e  to  be o ffe re d
( re g u la r  a tten d an ce  i s  re q u ire d ) .

D e sc rip tio n  o f Courses

Ensemble: Music and Movement -  A c la s s  se ss io n  in  which a l l  the  e lem ents

o f O rff-Schulw erk are  u sed .

Ensemble: O rff-In stru m en ta riu m  -  The b asic  vocabulary  of O rff-Schulw erk

* In fo rm atio n  by c o u rte sy  o f P ro fe sso r Wilhelm K e lle r , Mozarteum, 
S a lzbu rg .
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w ith  em phasis on in s tru m e n ta l, tech n iq u e , l i t e r a t u r e ,  o rc h e s tr a t io n  

as  th ey  app ly  to  the  ensem ble, teach in g  p r a c t ic e s ,  e a r  t r a in in g ,  and 

im p ro v isa tio n .

Movement Forms -  The working o u t o f sim ple forms f o r  d i f f e r e n t  age 

le v e l s ,  u s in g  rhythm ic s tu d ie s ,  dance and r e la te d  songs, c h ild re n * s  

dances, t e x t s ,  in s tru m e n ta l p ie c e s , dram atic  form s, as w e ll a s  forms 

w ith o u t music and s tu d ie s  from v is u a l  s t im u li ;  in c lu d in g  the  use o f 

dance p ie ce s  from O rff-Schulw erk . S tuden t com positions may be used 

as w e ll as examples from the  d i f f e r e n t  p e rio d s  in  music h is to r y .

E lem enta l choreography.

M ovement-Training -  This s u b je c t i s  d i r e c t l y  connected w ith  B asic Body 

Movement and i s  b u i l t  upon i t .  Basic dance movements, in  connec tion  

w ith  space , tim e, and dynamic v a r ia t io n s ,  a re  worked o u t in  c r e a t iv e  

and im ita t iv e  ways w ith  o r w ith o u t m usical accompaniment.

R ecorder Ensemble -  P a r t ic ip a t io n  in  an ensemble o f equal a b i l i t y  le v e l  

in  which l i t e r a t u r e  fo r  th e  re c o rd e r  from the  l 6th  cen tu ry  to  the  p re se n t 

day i s  ex p lo red , as w e ll as m a te r ia ls  from O rff-Schulw erk , in c lu d in g  

im p ro v isa tio n .

P e rcu ssio n  Ensemble -  P a r t ic ip a t io n  in  an ensemble to  develop s k i l l s  

in  p e rc u ss io n  techn iques w ith  o rc h e s tr a l  in s tru m e n ts , (bongos, tambour

in e , xylophone, snare  drum, tym pani, sm all p e rcu ss io n ) th rough  l i t e r a t u r e  

r e la te d  to  O rff-Schulw erk; im p ro v isa tio n .

Movement Im p ro v isa tio n  -  This s u b je c t  d e a ls  m ainly w ith  s tim u la tin g  

the  im ag in a tio n  in  movement and in  develop ing  the  a b i l i t y  to  c re a te  

spontaneous a c t i v i t i e s  on d i f f e r e n t  them es. F or example, f in d in g
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in d iv id u a l ways o f b u ild in g  m o tifs , making v a r ia t io n s ,  u s in g  m usic, 

te x t s ,  and v is u a l  s tim u li -  in s tru m en ts  and o b je c ts  -  endeavouring to  

a r r iv e  a t  s o lu tio n s  w ith  so lo , p a r tn e r  and group a c t i v i t i e s .  T his 

s u b je c t i s  d i r e c t l y  r e la te d  to ,a n d  i s  an enrichm ent o f ,m a te r ia l  from 

Movement T ra in in g  and Movement Forms.

Basic Body Movement -  A group le sso n  in  which the  b asic  a c t i v i t i e s  

o f f le x io n , e x te n s io n , and r o ta t io n  are  brought to  th e  in d iv id u a l 

aw areness o f each p a r t i c ip a n t .  C on cen tra tio n  i s  on body c o o rd in a tio n .

H is to r ic a l  Dance -  p ro v id es  in s t r u c t io n  in  e a r ly  dances beginning  in  

the l4 th  c en tu ry .

Folk Dance -  A survey  o f in te r n a t io n a l  and c h ild re n * s  dances. A la rg e  

group a c t i v i t y  in  which the  forms and s tep s  a re  p ra c tis e d  to  re c o rd 

in g s  from the c u l tu r a l  source of each dance w ith  a view to  b u ild in g  a 

r e p e r to i r e .

Piano Im p ro v isa tio n  -  a concep tua l approach to  th e  keyboard and i t s  

use as a c re a t iv e  in s tru m en t w ith  d i r e c t  r e l a t io n  to  O rff-Schulw erk .

Conducting -  A course fo r  b eg in n ers , p r a c t is in g  and le a rn in g  e lem en tary  

tech n iq u es  as th ey  apply  to  O rff-Schulw erk .

Piano Music fo r  C h ild ren  -  t r a c e s  the  developm ent and s tu d ie s  examples 

of l i t e r a t u r e  w r it te n  fo r  c h ild re n  o r s u i ta b le  fo r  them, s t a r t i n g  w ith  

composers o f th e  17th  cen tu ry  to  the  p re se n t day.

O bservation  o f C h ild ren*s C lasses  -  C h ild re n 's  c la s s e s  a t  the  O rff-  

I n s t i t u t e  and in  Salzburg schoo ls  a re  open fo r  o b se rv a tio n . The te ac h e rs  

are  f a c u l ty  and s tu d en ts  from th e  O r f f - I n s t i t u t e .  O bservers a re  in v ite d  

to  rem ain a f t e r  a c la s s  se ss io n  fo r  d is c u s s io n .
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Appendix III

*Sonor-O rff** *Lehrg§nge m it dem O rff-In stru m en ta riu m  ab 1964* (Courses 

f o r  Teachers w ith  O rff-In s tru m e n ts  s in ce  1964)

Date Venue A ttendance

1964 A p ril Fredeburg 54
May Comburg 74
May Fade r  bom 43
June Fredeburg 66
Ju ly Augsburg 61

1965 A p ril Bayreuth 62
September Fredeburg 64
O ctober Hamburg 54
O ctober Paderbom 40
October Radevormald 78

1966 May Augsburg 29
June Comburg 41
O ctober Fredeburg

( in te r n a t io n a l  Course)
68

O ctober Radervormald 53
O ctober Denmark 79
November Vienna 71

1967 M arch-A pril Fredeburg 61
A p ril Fredeburg 40
A p ril Fredeburg 30
May Comburg 68
September Augsburg 42
O ctober Fredeburg 42

1968 February Fredeburg 35
June Comburg 52
O ctober Fredeburg 71
O ctober Fredeburg 46
O ctober Augsburg 90

1969 June Augsburg 66
June Fredeburg 77
June Fredeburg 55
J u ly Fredeburg 39
O ctober Fredeburg 73
O ctober Fredeburg 71

In fo rm atio n  by c o u rte sy  o f 'Sonor-O rff*  In strum entarium , Bad 
B erleburg , West Germany.
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Date Venue A ttendance

1970 June Augsburg 65
June Fredeburg 70
O ctober G oslar 50
O ctober Fredeburg 59
O ctober Fredeburg 88

1971 October Augsburg 77
O ctober Fredeburg 64
O ctober Fredeburg 84
O ctober Fredeburg 54

1972 May Fredeburg 46
May Comburg 77
O ctober Fredeburg 76
O ctober Fredeburg 109

1973 May Augsburg 83
June Fredeburg 44
June Comburg 70
October Fredeburg 57
O ctober Fredeburg 97

1974 A p ril Fredeburg 91
A p ril Fredeburg 58
May Fredeburg 84
May Fredeburg 34
June Fredeburg 8o
O ctober Fredeburg 87
O ctober Fredeburg 95

1975 A p ril Fredeburg 95
A p ril Fredeburg 106
A p ril Fredeburg 104
May W aldfischbach 91
May Fredeburg 116
May Augsburg 96
May Fredeburg 51
J u ly Bodensee

( in te r n a t io n a l  Course)
27

O ctober Fredeburg 51
O ctober Fredeburg 67
O ctober Fredeburg 102

1976 A p ril Fredeburg 88
A p ril F redeburg 46
May Fredeburg 85
May Fredeburg 93
May W aldfischbach 36
May Fredeburg 36
June Fredeburg 53
June Fredeburg

(Music & Movement only)
18
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Date Venue A ttendance

1976 J u ly Fredeburg 54
J u ly Fredeburg 54
September W aldfischbach 62
September Fredeburg

( in s tru m e n ta l Music in  the 
K in d erg arten )

37

O ctober Fredeburg 26
O ctober Fredeburg 66
O ctober Fredeburg 65

1977 March Fredeburg 38
March Fredeburg 53
A p ril Fredeburg 73
A p ril Fredeburg 91
A p ril Fredeburg 24
May Fredeburg 67
May Fredeburg 75
June Fredeburg 53
June Trossingen 32
August Fredeburg

(E n g lish -sp eak in g  S tuden ts)
49

September Fredeburg 57
September Fredeburg 43
O ctober Fredeburg 70
O ctober Fredeburg 53
November Trossingen 74

1978 March Fredeburg 39
March Fredeburg 50
A p ril Fredeburg 63
A p ril Fredeburg 50
May Fredeburg 70
June Trossingen 31
June Fredeburg 78
August Fredeourg

(Music Tiierapy -  in  E n g lish )
65

The a sp e c ts  o f m usic -teach in g  in  th ese  co u rses  cover a wide range 

from music in  the  K in d erg arten  to  p ro fe s s io n a l  t r a in in g  f o r  s tu d e n ts  -  

and s in ce  1976 has inc luded  th e  th e ra p e u tic  tre a tm e n t o f handicapped 

c h ild re n  through the  use o f s p e c ia l ly  designed  O rff in s tru m e n ts . The 

d u ra tio n  o f the  co u rses  v a r ie s  from 'beg inners*  cou rses  l a s t in g  th re e  

o r fo u r  days to  th e  'advanced* co u rses  l a s t i n g  up to  two weeks.
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^13

E d u ca tio n a l System o f the  F ed e ra l R epublic o f Germany
.-f

U n iv e rs ity

19
Sak I I

16

15

ComprehensiveH auptschule R ealschu le Gymnasium
school

(abou t 6^ o f
the  DUDilsl

10

Grundschule (prim ary) Grundschule

6
5

P reschool (v o lu n ta ry )

School is s u e s  a re  the  p re ro g a tiv e  
o f the  in d iv id u a l fe d e ra l  s t a t e s :

N ordrhein-W estfalen
Bayern
Baden-Württemberg
N iedersachsen
Hessen
R h ein lan d -P fa lz
S ch lesw ig -H o lste in
B e rlin
Hamburg
S aarland
Bremen

17 M ill. 
11 

9 
7
5 .5
3 .5
2 .5  
2
1 .7
1
0 .7

Music E ducation

P rim ary -sch o o l(age 6-10 y ea rs)
1 o r 2 hours p e r  week
5 th /6 th  form s(age 10-12 y e a rs)  
u s u a lly  2 hours p e r week
7 th /1 0 th  form s(age 13-16 y ea rs)
1 hours o r  s tudy  group

11th /1 3 th  fo rm s(age 17-19 y ears) 
on ly  by choice
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Notes to  Appendix V

1. Moenchengladbach had an a d d i t io n a l  *Grundausbildung* (p rep a ra to ry ) 
y ear f o r  1,000 p u p ils ,  aged 6-7 y ears  who had n o t gained f u l l  
adm ission .

2. P a ren ts  pa id  f o r  in s tru m en ts  in  K refe ld  and Moenchengladbach, bu t 
n o t in  D uisburg; in  the  f i r s t  two c i t i e s  lo an s  were a v a i la b le .

3 . D ecrease in  numbers due to  appointm ent o f a  new D ire c to r  to  re p la ce
w e ll-e s ta b lis h e d  lo c a l  m u sic ian s .

4. In c re a se  due to  appointm ent o f a new D ire c to r .

5 . D ecrease due to  suddendeath o f D ire c to r .

3« 4 . 5» in d ic a te  th e  in flu en c e  o f the  D ire c to r  in  th e  developm ent of 
the  Music School. I t  i s  g e n e ra lly  con sid ered  to  be a h ig h ly  
p re s t ig io u s  and in f l u e n t i a l  o f f ic e .
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Appendix VI

The T ra in in g  o f Music T eachers; Music A dv isers  N a tio n a l A sso c ia tio n  

E nqu iry , 1972

RESULTS AND COMMENTS ON QUESTIONNAIRE SENT TO COLIEGES OF EDUCATION 

OFFERING MUSIC COURSES

QUESTION ANSWERS

1 (a) How many s t a f f  a re  th e re  in  
your departm ent

(b) P lease  g ive d e t a i l s  o f 
accommodation a v a ila b le  
f o r  music in  your C ollege

F u ll- tim e
P a rt- tim e

1-10
0-20

(c)

1-4 
3-25
Most have 1
1 in  5 
1 in  5

1 in  5 
(o n ly  1 in  4 
d e c la red  t h i s  
as an ad d i
t io n a l  f a c i l -  
i t y )

COMMENT; In  g en e ra l i t  appears t h a t  f a c i l i t i e s  were very  ad eq u a te . Where 
th ey  were d e f ic ie n t ,  more o f te n  th an  n o t ,  p la n s  were in  hand f o r  im proving 
the  s i tu a t io n .

P lease  give d e t a i l s  o f any 
o th e r  f a c i l i t i e s  a v a ila b le  
to  m usicians and n o t men
tio n e d  above

L ectu re  Rooms 
P ra c tic e  Rooms 
C oncert H a ll 
Music Workshop 
Chapel w ith  Organ
E le c tro n ic  Workshop 
L is te n in g  Rooms 
L ib ra ry  and Record 

L ib ra ry

P lease  in d ic a te 1s t 2nd 3rd B.Ed. 1 y r .
numbers o f y r . y r . y r . s p e c i a l i s t
s tu d e n ts  from course
each so u rce . Secondary Modem 28 24 21

Schools
Comprehensive 100 71 47
Schools
S e le c tiv e  Grammar 250 191 220 17 1
Schools
P ub lic  Schools 19 17 9 5
C o lleg es  o f F ur 14 11 4 10
th e r  E ducation
C o lleges o f Music 12 8 2 87
U n iv e rs ity  Music 6 4 3 9
Departm ents
O ther so u rces  e .g . 90 73 63 8 15
Mature S tu d en ts

TOTAL 519 399 369 30 122

2(a)
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By c o r r e la t in g  in fo rm atio n  from 1 (a ) and 2 (a ) we were ab le  to  a r r iv e  
a t  some id e a  o f th e  s t a f f /p u p i l  r a t i o  in  C o lleges

F u ll- tim e
STAFF

P a rt- tim e STUDENTS
RATIO based on number o f 

fu l l - t im e  s t a f f

3 2 17 1 :6
3 12 49 1:16
5 10 98 1:20
3 9 15 1 :5
2 4 19 1:10
3 9 16 1 :5
3 5 31 1:10
4 0 32 1:8
3 12 56 1:19
3 11 24 1:8
2 5 25 1:13
1 0 4 1 :4
8 12 99 1:12
4 4 29 1:7
3 9 - -

2 2 17 1:9
1 5 30 1:30
3 1 20 1:7
4 0 33 1:8
2 6 92 1 :4 6 (? )
2 2 29 1:15
3 3 29 1:10
2 7 15 1:8
4 12 36 1:9
3 4 26 1 :9
2 4 - -

3 15 43 1:14
10 20 178 1:18

4 9 90 1:25
3 9 22 1:7
1 6 12 1:12
4 10 30 1:8
4 7 - -

6 6 - -

3 4 43 1:14
3 13 16 1 :5
1 2 - -

4 12 30 1:8
3 9 52 1:17
3 3 21 1:7
4 11 20 1:5
4 8 36 1:9
3 2 - -

6 8 90 1:15
6 11 44 1:7
3 20 31 1:10
1 5 28 1:28
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2(b) P lease  In d ic a te  below numbers in  th e  course  to  be fo llow ed .

MAIN COURSE

C lass  In s tru m e n ta l 
teach in g  te ach in g TOUkL

SUBSIDIARY COURSE

C lass  In s tru m e n ta l 
te ach in g  te ach in g

1 s t  y ea r 454 54 508 261 _

2nd y ear 361 43 404 281 -
3 rd  y ear 344 45 389 121 -
B. Ed. 46 - 46 -
S p e c ia l i s t
Course

102 24 126 -

2 (c ) P lease  
in te n d

in d ic a te  below in  which type o f school your 
to  te a c h .

s tu d e n ts

In f a n t J u n io r Middle Secondary P .E . TOTAL

1 s t  y ear 95 130 72 116 2 415
2nd year 81 124 85 83 - 373
3rd  year 98 149 74 83 2 406

B. Ed. - 5 2 14 - 21

S p e c ia l i s t
Course

- 15 73 - 88

COMMENT;

Not a l l  C o lleg es  answered every  s e c t io n .  T his accounts f o r  th e  d i s 
crepancy in  th e  t o t a l  f ig u r e s .  However, th e  g en e ra l tre n d  seems to  
in d ic a te  t h a t  more s tu d e n ts  a re  e n te r in g  C o lleg es  o f E ducation  w ith  th e  
in te n t io n  o f te ach in g  m usic. We f e e l  t h i s  to  be a d i r e c t  r e s u l t  o f th e  
in c re a se  in  p r a c t i c a l  music ta k in g  p lace  in  sch o o ls .

A t th e  same tim e i t  would appear t h a t  too  many u n i t s  a re  uneconomic.
They show a lam entab le  w aste o f la rg e  te ac h in g  re so u rc e s  and a ls o  p rev en t 
s tu d e n ts  from perform ing  o rc h e s tr a l  and c h o ra l works as i s  p o s s ib le  w ith  
b ig g e r D epartm ents.
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3 (a ) In  accep tin g  s tu d e n ts  what im portance i s  p laced  on th e  fo llo w 
in g  q u a l i f i c a t io n s .

MAIN MUSIC C onsiderab le Moderate Minimal

*0* le v e l  Music 12 20 13
*A* le v e l  Music 9 25 10
Music Diploma 4 15 12

P r in c ip a l  p r a c t i c a l  s tudy 31 20 2

SUBSIDIARY MUSIC C onsiderab le Moderate Minimal

*0* le v e l  Music 0 7 16

*A* le v e l  Music 0 5 16

P r in c ip a l  P r a c t ic a l  s tudy 6 7 9

(b) Do you a cc e p t a  low er s tan d a rd  of 
e n try  f o r  S u b s id ia ry  Music e .g .

YES NO

j u s t  an i n t e r e s t  in  m usic, b asic  
p iano  o r g u i ta r  on ly .

23 5

(c ) In  a c c e p tin g  s tu d e n ts  does an o u t
s tan d in g  p e r s o n a l i ty  ev er o v e rrid e

yEs NO

th e  la ck  of what you would u s u a lly  
c o n s id e r  to  be minimal q u a l i f i c a t io n s .

29 15

(d) Are you s a t i s f i e d  w ith  the  le v e l  of 
a tta in m e n t o f c an d id a te s  p re se n tin g

yES NO

them selves f o r  addm ission. 
PLEASE COMMENT.

12 14

COMMENT;

Answers to  t h i s  s e c tio n  were obv iously  s u b je c tiv e  and p robab ly  were 
in te rp re te d  in  many d i f f e r e n t  ways. However, the  g e n e ra l op in ion  of 
the  C o lleg es  seem to  be t h a t  th e re  a re  enormous d if f e r e n c e s  in  th e  
s tan d a rd s  o f a p p lic a n ts  and th a t  th e  *0* and *A* le v e l  Music sy lla b u s  
(a lm ost u n iv e r s a l ly  condemned) has too  narrow  a fo u n d a tio n . Tiey 
p lace  f a r  more im portance on th e  p r a c t ic a l  a b i l i t y  of th e  a p p lic a n t .  
N e v e rth e le ss , we su sp e c t th a t  r a th e r  low s tan d a rd s  a re  having to  be 
accep ted  o f th e  S u b s id ia ry  Music s tu d e n t .

(e ) Are th e re  any a re a s  where schoo ls can g ive added a s s is ta n c e  e i t h e r  
in  a s s e s s in g  th e  c a l ib r e  o f p ro sp e c tiv e  can d id a te s  o r in  th e  t r a i n 
in g  f o r  in te n d in g  te a c h e rs  o f m usic.
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Tie fo llo w in g  p o in ts  cover a l l  th e  su g g es tio n s  and comments made:

1 . In c re a se  th e  o p p o rtu n ity  fo r  C hora l, Ensemble and O rc h e s tra l work 
p o s s ib ly  by p lay in g  f o r  morning assem bly, fo lk  dancing  e tc .

2 . More work on vocal t r a in in g  in  th e  c h o ir  and in  th e  c la s s  to g e th e r  
w ith  a u ra l  s ig h t  re a d in g .

3 . I f  th e  sch o o ls  could  g ive more tim e to  m usical p u p ils  i t  should  be 
sp en t on w idening m usical knowledge and ex p e rien ce .

4 . A wide range o f p r a c t i c a l  a c t i v i t i e s  would be h e lp fu l (keyboard
s k i l l s ,  g u i ta r )  and th e  o p p o rtu n ity  to  use them.

5 . Sym pathetic H eadteachers coupled w ith  th e  p ro v is io n  o f f a c i l i t i e s ,
s t im u la tin g  ex p erien ces  and th e  accep tance o f music as a ’normal*
s u b je c t  w ith  s p e c ia l  d i f f i c u l t i e s .

6 . P re lim in a ry  co u rses  in  G eneral VE form could  ensure  a l l  s tu d e n ts
came to  C ollege w ith  (a) music l i t e r a c y  (b) a b i l i t y  to  p la y  a
sim ple m elodic in s tru m en t l ik e  a  re c o rd e r  (c ) a b i l i t y  to  s in g  a 
sim ple song. T ie re  should a ls o  be a  2 y ear r e c r e a t io n a l  course  
f o r  VI form ers to  deepen i n t e r e s t .

7 . A good *A* le v e l  can d id a te  u s u a lly  has a  s tro n g  recommendation
from school b u t i s  n o t n e c e s s a r i ly  geared  to  a  te ach in g  c o u rse .

8 . T iere  should  be more exchange o f id e a s  and experience  between
schoo ls  ( e s p e c ia l ly  younger s t a f f  and s e n io r  p u p ils )  and s tu d e n ts .

9 . School music te a c h e rs  should be more aware o f th e  aims of a
C ollege  and more in fo rm atio n  needs to  be given  a t  V Ith  form
le v e l  about co u rses a t  C o lleges o f E d u ca tio n .

10. S u ccessfu l te a c h e rs  should come in to  th e  C o lleg es , tak e  p a r t
in  co u rses  and t a l k  about t h e i r  work and e x p e rien ce .
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4 , Where p o s s ib le  In d ic a te  w hether your answer r e f e r s  to  a  Main (M) 
o r  S u b s id ia ry  Course (S) o r  both  (MS),

N.B. Prom the  answers su p p lied  i t  was found im possib le  to  d is t in g u is h  
between Main and S u b s id ia ry  C ourses so th i s  d i s t in c t io n  was 
ig n o red .

(a ) How much im portance do you a t ta c h  to  th e  te ach in g  o f th e  fo llo w in g :

C onsiderab le Moderate Minimal

P lease  in d ic a te  
i f  th e se  item s 
a re  a lre a d y  in c lu 
ded in  your course

Keyboard f a c i l i t y 39 9 45
S ig h t-s in g in g 37 11 44
A ural t r a in in g 32 12 46
Harmony and co u n te r
p o in t 18 21 10 41
R ecorder 19 28 2 44
C hoir and vocal
t r a in in g 30 18 44
P erso n a l p r a c t ic a l
s k i l l s 45 7 45
Teaching tech n iq u es 38 8 44
Conducting 20 20 6 41
A rranging  and com
posing 35 19 1 44
P r a c t ic a l  knowledge
of o rc h e s t r a l  in 
strum en ts 22 21 6 41

(b) Do you study  th e fo llow ing  :

In  depth Only s l i g h t ly  Not a t  a l l

O rff  method 31 16 0
Kodaly method 18 26 3
Use o f BBC b ro ad cas ts 21 23 4
Contemporary music 33 12 1
C re a tiv e  music making 40 6 1
E le c tro n ic  music 7 24 15
Problems o f mixed a b i l i t y  groups 17 25 3
Problems of p u b erty 8 26 12
H andling of a u d io /v is u a l a id s 25 19 3
B rass band 10 12 22
Wind band 12 13 12
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COMMENT:

There a re  two a re a s , the  problems of mixed a b i l i t y  groups and the 
problem s o f p u b erty  which, in  our o p in io n , ought to  re c e iv e  more 
a t t e n t io n .  In  a d d itio n , the  tim e devoted to  b ra ss  and wind bands 
i s  s u b s ta n t ia l ly  le s s  th an  we would ex p ec t in  view o f the  i n t e r e s t  
a t  both  J u n io r  and Secondary le v e l ,

(c) Do you encourage ( i )  f o lk - g u i ta r  p lay in g  43 3
( i i )  o th e r  forms of popu lar

music-making 40 6

(d) Are th e re  f a c i l i t i e s  a v a ila b le  fo r  tu i t i o n  in

Piano 46 1
Organ 38 9
S tr in g s  4 l  6
Woodwind 4 l 7
B rass 39 8
P ercussion  30 17
G u ita r 44 3
S inging  45 2
R ecorder 46 1

The on ly  in s tru m en t which was mentioned as n o t re c e iv in g  adequate 
coverage was th e  bassoon.

(e) Are th e re  any su b je c ts  o r a sp e c ts  o f m usical ed u ca tio n  n o t men
tio n e d  above bu t which you th in k  a re  im portan t to  your cu rricu lum .

1. R e c ita l  work
2 . Chamber m usic,
3 . Choral and o rc h e s tr a l  work in c lu d in g

(a) Tuning o f in s tru m en ts
(b) O rc h e s tra tio n  and a rra n g in g
(c) A ll s tu d e n ts  must a tte n d  o rc h e s tra  however low ly th e i r  

- p la y in g .
4. S tu den ts  o rg a n is in g  a c t i v i t i e s .
5 . Keyboard im p ro v isa tio n  and s c o re -re a d in g .
6. Making in s tru m e n ts .
7 . P ercu ssio n  work.
8 . In te g ra te d  s tu d ie s  and work w ith  Drama and V isual A r ts .
9 . Team teaching/G roup work. P ro je c t  work in c lu d in g  music 

along w ith  o th e r  d i s c ip l in e s .
10. Weekly work in  sch o o ls .
11. Composing f o r  c h ild re n .
12. Classroom r e p e r to i r e .
13 . Psychology o f m usical a b i l i t y .
14. Concise h is to r y  o f m usic.
15 . The s tu d y  o f r e p re s e n ta t iv e  works o f im portan t p e rio d s  and 

o th e r  c u l tu r e s .
16 . C onsiderab le  knowledge o f l i t e r a t u r e .
17 . Methods of encouraging i n t e l l i g e n t  l i s t e n in g .
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( f )  Are th e re  any l in k s  o r p o s s i b i l i t i e s  o f YES NO
in te g r a t io n  w ith  o th e r  D epartm ents in  2ic t
to u r  C ollege e i t h e r  th rough  th e  s tu d en ts  
o r th e  s t a f f .  I f  the  answer i s  YES 
p le a se  give d e t a i l s .

COMMENT;

A wide v a r ie ty  o f l in k s  were mentioned b esid e s  th e  more obvious ones 
o f Drama and E n g lish . The fo llo w in g  two r e p l ie s  a re  w orthy o f re p ro 
ducing .

(1) " P o s s i b i l i t i e s ,  bu t r a r e ly  done. S trong o p p o sitio n  by Head of 
D epartm ent".

(2) " l  do n o t ru le  ou t in te g ra t io n  w ith  o th e r Departm ents bu t c o n sta n t 
in te g ra t io n  (as I  have met in  o th e r C o lleg es) le a d s  to  a w aste of 
tim e and music s u f f e r s " .

(g) I s  th e re  any movement between co u rses  d u ring  YES NO 
t r a in in g .  I f  th e  answer i s  YES p le ase  give 
d e t a i l s .

COMMENTS FROM COLIEGES:

30 16

(1) S p ec ia l arrangem ents are  made to  in te g r a te .
(2) There i s  some f l e x i b i l i t y .  T his i s  due to  a ccu ra te  and f le x ib le  

i n i t i a l  in te rv ie w .
(3) Composite course fo r  in te n d in g  in fa n t  te a c h e rs  ( a r t ,  drama, sc ie n c e , 

m usic).

COMMENT FROM PANEL:

V/hat movement th e re  i s  appears to  take  p lace  a t  th e  end of th e  f i r s t
y e a r . There would a lso  appear to  be some change w ith in  departm ents
from Main to  S u b s id ia ry  and v ice  v e rsa .

(h) Do you arrange in - s e rv ic e  t r a in in g  f o r  YES NO
q u a l i f ie d  te a c h e rs  o f music ^

COMMENT:

An in te r e s t in g  answer in  the  l i g h t  o f the  James* R eport.

( i )  Do you have any re g u la r  l in k  w ith  a Only one c o lle g e  answered
C ollege  o f Music o r U n iv e rs ity  Music yes a lthough  no d e t a i l s
D epartm ent. I f  so p lease  g ive were g iv en . Answers to
d e t a i l s .  the  n e x t q u e s tio n , however,

in d ic a te  th a t  th e re  a num
b er o f l in k s  w ith  th e  
U n iv e rs i t ie s  a t  l e a s t .
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( j )  P lease  give d e t a i l s  of any 
re g u la r  l in k s  you may have 
w ith  o th e r  C o lleges o r edu
c a t io n a l  e s ta b lish m e n ts  fo r  
the  purpose o f making music 
o r g iv in g  c o n c e r ts .

1 . C hoir and o rc h e s tra .
2 . Use o f e le c tro n ic  music 

equipm ent.
3 . C o lleges w ith in  an i n s t i t u t e  

o c c a s io n a lly  combining
(a) f o r  C h o ra l/O rc h es tra l p e r -

- form ances.
(b) Annual le c tu r e  by d i s t in g -

- u ished  music e d u c a tio n is t  
to  which c o lle g e s  send 
s tu d en ts  fo llow ed by semi
n a rs  o f mixed groups.

(c) Combined C horal Day when
' U n iv e rs ity  a c ts  as h o s t

and the  P ro fe sso r  conducts 
combined c h o ir  and o rch es
t r a .

(d) In te r-C o lle g e  Music C onfer-
- ence w ith in  th e  I n s t i t u t e  

o f E d u ca tio n .
4 . Schools combining fo r  p u b lic  

perform ance.
5 . A ss is tan ce  w ith  lo c a l  C horal 

S o c ie tie s  and o rc h e s tr a s ,  c i t y  
sch o o ls .

6 . In s tru m e n ta l s tu d e n ts  coach
ing  s e c tio n s  o f Youth O rch es tra s  
and g iv in g  co n ce rts  to  sch o o ls .

7 . O rc h e s tra l c o u rses , j o i n t  r e c i 
t a l s  and le c tu r e s  w ith  o th e r 
c o lle g e s  in  the  a re a .

5 (a ) How much teach in g  p ra c t ic e  does each s tu d en t re c e iv e .

1s t  y ear 2nd year 3rd  year

In fa n t 3-8 3-8 4-10
J u n io r 3 -6 4-7 4-10
Middle 4-6 4-6 4-10
Secondary 4-6 4-7 4-10

COMMENT:

As no measurement of tim e was given the  q u e s tio n  was r a th e r  vague and 
p robab ly  deserved  the vague answers i t  re c e iv e d . However, w hether the 
in te r p r e ta t io n  was in  hours o r weeks, g e n e ra lly  th e re  would s t i l l  appear 
to  be n o t enough teach in g  p r a c t ic e .

(b) I s  the  o p p o rtu n ity  given  fo r  s tu d e n ts  to  
experience  a l l  fo u r  types o f ed u ca tio n  
m entioned above.

YES

18
NO

27
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COMMENT:

Time may be the  governing f a c to r  here  bu t th e  Panel though t i t  im portan t 
th a t  s tu d e n ts  a re  g iven th e  o p p o rtu n ity  o f ex p erien c in g  a l l  types o f 
ed u ca tio n .

(c) How are  schoo ls s e le c te d  in  p la c in g  s tu d e n ts  fo r  te ach in g  p r a c t ic e :

Methods seem to  d i f f e r  from C ollege to  C ollege and th u s  extrem es
were apparen t in  the  answ ers.

1. Music L e c tu re r  re q u e s ts  c e r ta in  ty p es  o f school to  s u i t  s tu d e n t . 
S tuden ts  a re  th en  a llo c a te d  by E ducation  D epartm ent. Thus good 
f a c i l i t i e s  o r t r a d i t io n s  a re  n o t taken  in to  accoun t.

2. Music c o n s id e ra tio n s  only taken  in to  account in  th i r d  sch o o l.

3 . L im ited number o f schoo ls a v a ila b le  and most schoo ls  "over u sed " .

4 . U su a lly  1 schoo l, 1 s tu d e n t bu t in  c e r ta in  cases  e .g .  weak s tu d e n ts ,
th ey  a re  c a r e f u l ly  p laced  and given  s p e c ia l  su p e rv is io n .

5 . Geography has a  b earin g , e s p e c ia l ly  fo r  mature s tu d e n ts .  S tuden ts
then  s e le c t  from schoo ls  a v a i la b le .

6 . Schools a l lo c a te d  by th e  U n iv e rs ity  or on a zoned b a s is .  A ttem pts
a re  th en  made to  match th e  s tu d e n t to  a  sch o o l.

7 . ^  p e rso n a l knowledge.
8 . To g ive s tu d e n ts  v a r ie ty  of experience  e .g .  age ran g e , v i l l a g e /

town, s p e c ia l i s a t io n .

(d) To what e x te n t  a re  lo c a l  E ducation  O ffic e s  and Music A dv isers  
co n su lted  in  p la c in g  s tu d e n ts  fo r  te ach in g  p r a c t ic e s .

The only  c o n s u lta t io n  th a t  seems to  occur i s  in  the  p la c in g  of
P e r ip a te t ic  s tu d e n ts . O therw ise th e re  i s  v i r t u a l l y  no c o n su lta 
t io n .

(e) Are th e  music s t a f f  re sp o n s ib le  fo r  th e  YES NO
su p e rv is io n  and c r i t i c a l  le s so n s  o f
music s tu d e n ts  d u ring  t h e i r  teach in g  
p r a c t ic e s .

COMMENT:

In  many case s  t h i s  would seem to  be p la c in g  co n sid e ra b le  r e s p o n s ib i l i ty  
on the  q u a l i f ie d  te a c h e r  r a th e r  th an  on th e  l e c tu r e r ,  who i s  sometimes 
n o t a member o f th e  C ollege Music D epartm ent.

( f )  Are you ab le  to  ensure  th a t  music s tu d e n ts  YES NO
re c e iv e  s u f f i c i e n t  he lp  from the  school s t a f f
d u rin g  th e  te ach in g  p r a c t ic e .

COMMENT:

This p o in ts  to  a la c k  o f l i a i s o n  between th e  sch o o ls  and th e  c o lle g e s .
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(g) On average how many c r i t i c a l  le s so n s  does
each s tu d e n t re c e iv e . 2

(h) As a r e s u l t  o f your p e rso n a l assessm ent and YES NO
th e  s tu d en t* s  te ach in g  p ra c t ic e  a re  you ab le  
to  d ism iss  s tu d e n ts  as being u n su ita b le  fo r  
te a c h in g .

34 11

I f  so , a t  what s tag e  does t h i s  norm ally  happen and how o fte n  do 
you use t h i s  p re ro g a tiv e .

Most d is m is sa ls  occur a t  th e  end o f th e  f i r s t  y e a r . I t  would 
seem th a t  i t  i s  a  r a re  occu rren ce .

6 . Are th e re  any f u r th e r  p o in ts  you would l ik e  to  b rin g  to  the  n o tic e  
o f th e  p a n e l.

(a) Tie c o n f l i c t  t h a t  e x i s t s  between th e  s tu d e n t’s p e rso n a l m usical 
developm ent and h is  developm ent as a  te a c h e r .

(b) B. Ed. i s  n o t r e le v a n t  to  making a b e t t e r  te a c h e r .
(c) P ressu re  o f tim e on the  s tu d en t ( e .g .  e ssay s  f o r  E ducation  S tu d ies ) 

does n o t allow  enough music p r a c t ic e .
(d) T e  need fo r  a one y ear course f o r  g e n e ra l s u b je c t te a c h e rs  to  

give them some knowledge of Prim ary school music -  2 hours a  week 
on c la s s  r e p e r to i r e ,  b asic  p ian o , re c o rd e r , g u i ta r .

(e ) More ab le  s tu d e n ts  choose C o lleges o f Music r a th e r  than  C o lleges 
of E duca tio n .

( f )  L im it of tim e a v a i la b le ,  even to  Main Course s tu d en ts  i s  th e  main 
f a c to r  in  inadequate  t r a in in g .  P ressu re  o f heavy assignm ents in  
o th e r  s u b je c ts , p a r t i c u la r ly  E ducation  (some value fo r  c la s s  te a c h e r , 
ve ry  l i t t l e  f o r  the music c la s s  te a c h e r ) .

(g) M ajo rity  o f r e a l l y  su c c e ss fu l music te a c h e rs  have done a course  a t  
a C ollege of Music where th ey  have mixed w ith  f u l l y  tr a in e d  musi
c ia n s  and worked in  a tho rough ly  m usical environm ent.

(h) S trong ly  urge th e  r e tu rn  o f th e  r e s p o n s ib i l i ty  fo r  t r a in in g  music 
te a c h e rs  to  th e  C o lleges of Music.

( i )  Need fo r  c lo s e r  r e la t io n s h ip s  between c o lle g e s  and sch o o ls .

( j )  Very much r e g r e t  th e  poor s tan d a rd  o f vocal technique and experience
as shown in  th e  can d id a te s  fo r  our co u rses  over the  p a s t  te n  y e a rs . 
O utside the  Main Course many s tu d e n ts  seem n ever to  have sung a t  
a l l ,  c e r ta in ly  n o t s in ce  Prim ary sch o o l.

(k) Recommend a co n cu rren t blended course  in c o rp o ra tin g  m usical s k i l l s
and p ro fe s s io n a l e lem en ts .

(1) D eplore th e  la c k  o f e x p e r t guidance d u rin g  teach in g  p r a c t ic e .

(m) A re v a lu a tio n  i s  needed of s k i l l s ,  knowledge, and a t t i tu d e s  appro
p r ia te  to  adm ission and c e r t i f i c a t i o n .

(n) Trie need fo r  c lo s e r  l in k s  w ith  LEA.
(o) With the  upsurge of school music a c t i v i t i e s ,  why a re  th e re  no more

o r b e t t e r  can d id a te s  fo r  music te a c h in g .
(p) T i s  i s  th e  f i r s t  q u e s tio n n a ire  which c o n ta in s  se n s ib le  q u e s t io n s ! ! ! !
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RESULTS AND COMMENTS ON THE QUESTIONNAIRE SENT TO RECENTLY QUALIFIED 
TEACHERS OF NOT MORE THAN FIVE YEARS EXPERIENCE

1(a) How many y ears  have you been te ac h in g .

(b) In  which type of school a re  you
teach in g  a t  the  moment.

(c) P lease  give d e t a i l s  o f th e  type of 
school in  which you h e ld  any p re 
v ious appointm ents

In fa n t 11
J u n io r 44
Middle 15
Secondary 116

In fa n t 6
Ju n io r 14
Middle 2

Secondary 32
F.E . 1

COMMENT:

These f ig u r e s  a re  of l i t t l e  s ig n if ic a n c e  in  them selves excep t th a t  
d e sp ite  the  d i f f i c u l t y  sometimes experienced  in  ap p o in tin g  s p e c i a l i s t  
s t a f f  a t  Secondary le v e l ,  th e re  seems a co n sid e ra b le  number o f s tu d en ts  
tra in e d  fo r  secondary te a c h in g . Where a re  th ey  a l l?

2 (a) P lease  in d ic a te  in  which type of T echnical C ollege 5
e d u ca tio n a l e s ta b lish m e n t you C ollege o f E ducation 151
rece iv ed  your t r a in in g . P o ly techn ic -

C ollege o f Music 47
U n iv e rs ity  Departm ent

of E ducation 23
U n iv e rs ity  Departm ent

of Music 18

(b) P lease  in d ic a te  which type of Main 120
Music Course you follow ed S u b sid ia ry 11

Perform ers 11
C lass  Teacher 34
P e r ip a te t ic 7
O ne-year

S p e c ia l i s t  Course 34

3 (a )  Was your course  b iased  towards 
one o f th e  fo llow ing

In f a n t 10
J u n io r 48
Middle 14

Secondary 103
F .E . 1
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(b) How much music tu i t io n  
d id  you re c e iv e  p e r 
week in  term s o f h o u rs .

Main

Hours
S u b sid ia ry

Hours

L ec tu res 1 to  12 1 and 2
P r a c t ic a l  work 0 to  10 0 and 1
In d iv id u a l

tu i t i o n 0 to  5 0 and 1

Break-down o f Main Music C ourses

Over 4 h r s .  Over 3 h r s .  Over 1 h r .
4 h r s .  o r under 3 h r s .  o r under 1 h r .  o r under

L ec tu res
P r a c t ic a l  Work

In d iv id u a l
T u itio n

54 98
4o 98

77 63

COMMENT;

The f i r s t  p o in t  th a t  becomes obvious i s  th a t  th e re  i s  co n s id e ra b le  
v a rian ce  between Music D epartm ents. Secondly, i f  m usic, a s  a s u b s id ia ry  
su b je c t, i s  t r e a te d  in  such a perem ptory fa sh io n , poor r e s u l t s  are  
in e v i ta b le .

(c) What f a c i l i t i e s  were a v a ila b le  fo r  im proving in d iv id u a l s k i l l s .  
P lease  in d ic a te  ( i )  a c tu a l  s tu d ie s  follow ed ( i i )  o p p o r tu n i tie s  
o ffe re d  bu t n o t n e c e s s a r i ly  taken  ( i i i )  the  approxim ate s tan d a rd  
achieved by y o u rs e lf  in  any p a r t i c u la r  a re a  (E lem entary, I n t e r 
m edia te, Advanced, Grade, Examining Board, D iplom a).

(d) Was p ro fe s s io n a l tu i t i o n  p rovided  fo r  th e  above on a group le sso n
b a s is  o r in d iv id u a lly . P lease  g ive d e t a i l s .  

S tandard Achieved

In d iv i '
dual Group

Elemen<
ta ry

- I n t e r 
m ediate

Advan
ced VII+

Dip
loma

Singing 59 37 17 19 11 8 12
Piano 126 3 8 16 22 41 29
Organ 32 2? 2 6 4 6 8
G u ita r 19 35 25 11 1 1 -

R ecorder 18 76 27 29 9 - -
P ercussion 4 41 15 7 3 - -
O rc h e s tra l In s tru m en t 122 21 26 23 35 22 16
B rass Band In s tru m en t l 8 3 3 3 7 3 1
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COMMENT: 

(1)

(2 )

(3)

W hilst in d iv id u a l techn ique i s  obv iously  im p o rtan t, th e  panel 
wondered w hether t h i s  a sp e c t was being dw elt upon to  the  ex c lu 
s ion  o f h e lp fu l  advice reg a rd in g  the  te ach in g  o f in s tru m en ts  in  
c la s s  c o n d itio n s .

The sm all amount of p e rcu ss io n  work was r e g r e t te d .

W hilst o rc h e s tr a l  in s tru m en ts  a re  w e ll re p re se n te d , the  la c k  of 
work w ith  B rass in s tru m en ts  in d ic a te s  a M lu re  to  reco g n ise  the 
im portan t p lace  th a t  th i s  com bination and the  Wind Band has in  
schools today .

(e) Were you encouraged to  take  any e x te rn a l  
p r a c t ic a l  exam inations.

YES
80

NO
107

(f )  Were you invo lved  in  any o f the  
fo llo w in g . P lease  t i c k  acco rd 
in g ly . A c h o ir

C ollege Departm ent

154 48
An o rc h e s tra 102 31
A band 41 13

COMMENT:

These r e s u l t s  co rro b o ra te  the  f in d in g s  from the  c o lle g e  survey , 
departm ents a re  too  sm all to  p rov ide the a d d it io n a l  a c t i v i t i e s

Many 
tn a t  should

be expected o f a Music D epartm ent.

(g) P lease in d ic a te  by a 
t ic k  w hether you r e 
ceived t r a in in g  in  
any of the  fo llo w in g .

YES NO
Tonic s o l - f a 114 76
S ig h t s in g in g 159 30
R ep e rto ire  -  vocal 123 59

-  in s tru m e n ta l 112 68
O rc h e s tra tio n  and a rra n g in g 132 52
Problems of classroom  

management 111 75
Conducting 122 62

The use of a u d io /v is u a l a id s 112 73
Keyboard s k i l l s 168 19
Tuned/untuned p e rcu ss io n 135 50
G eneral Music knowledge 171 16

COMMENT:

These f ig u re s  a re  s e lf -e x p la n a to ry , bu t i t  would seem th a t  th e re  are  some 
alarm ing gaps in  e s s e n t ia l  t r a in in g  i f  the  f ig u re s  a re  to  be b e lie v e d .
I t  i s  a lso  in te r e s t in g  to  make a comparison w ith  4 (a ) o f the  c o lle g e  
q u e s tio n n a ire .
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4 (a ) How many le sso n s  d id  you g ive in  
the presence  o f a  C ollege Music 
L e c tu re r ,

None 1 o r 2 3 o r more

42 37 94

COMMENT:

A ll too o fte n  i t  appears t h a t  p o te n t ia l  music te a c h e rs  a re  n o t being 
superv ised  by Music L e c tu re rs . In  such a s p e c i a l i s t  a re a  t h i s  seems 
unwise and to  be r e g r e t te d .

(b) How many teach in g  p ra c t ic e s  d id  
you have in  your e n t i r e  co u rse .

1 o r 2 3 o r more

73 104

(c) How much d id  t h i s  amount to  in  
terms o f weeks

1 - 1 2 13 o r more

73 106

(d) Did you f e e l  your c o lle g e  p repared  you 
w ell enough to  g ive a le sso n  in  
school d u rin g  your teach in g  p r a c t ic e .  
I f  n o t p lease  in d ic a te  forms which 
such p re p a ra t io n  should have taken

YES NO

114 92

COMMENT:

I t  i s  r a th e r  alarm ing to  f in d  th a t  44^ o f those  who re p l ie d  f e l t  th a t  
th ey  were i l l - p r e p a r e d  fo r  te ach in g  p r a c t ic e .  Comments are  brought 
to g e th e r  under Q uestion  5»

(e) How many dem onstra tion  C ollege S taff; 
le sso n s  d id  you a tte n d  
in  schoo ls g iven  by

None 1 o r 2 3 o r more

148 22 12
\ 1 / SuQ,II ^11 /
school s t a f f .  School S ta f f None 1 - 5 6 o r more

58 48 68

COMMENT:

F ar too o f te n  s tu d e n ts  a re  looked upon as an e x tr a  te a c h e r  and th e se  
f ig u re s  in d ic a te  th a t  a g re a t  d e a l of r e s p o n s ib i l i ty  f o r  s tu d e n ts  i s  p u t 
on the  sh o u lders  o f school s t a f f .

( f )  Do you c o n sid e r the sch o o l(s ) 
chosen fo r  your teach in g  p ra c 
t i c e  s u i ta b le  f o r  your p a r t ic u -

YES NO

150 56
l a r  needs and s u b je c t .

COMMENT:

With 2"jfo o f s tu d e n ts  unhappy about th e  sch o o ls  chosen fo r  te ach in g  p rac 
t i c e  i t  seems n ecessa ry  fo r  th e  E ducation  D epartm ents to  have c lo s e r  l i a i s o n  
w ith  s tu d en ts  and th a t  more care  should  be taken  in  s e le c t in g  schoo ls  fo r  
s p e c ia lis e d  a re a s .
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5(a ) P lease  item ise  any a sp ec ts  o f te ach in g  music fo r  which you f e e l
you were n o t s u f f i c i e n t ly  p repared  by your c o lle g e .

As many comments were made under q u e s tio n s  4 (a ) ,  4 ( f ) ,  5 (a ) ,  5 (b ) ,
they  have been c o l la te d  to g e th e r  below. -

(b) Any f u r th e r  comments.

INADEQUACIES IN TRAINING
A rranging  and com position .
P r a c t ic a l  problem s and c la s s  management,
iP p -to -da te  r e p e r to i r e .
Methods o f teach in g  s in g in g  and s in g in g  r e p e r to i r e .
P r a c t ic a l  in s tru m e n ta l work in  the  c lassroom .
P opular m usic.
Folk  g u i ta r .
A sy lla b u s  from which to  work.
Problems of slow le a r n e r s .
Aims and s tan d a rd s  to  be expected  o f vary ing  age groups.
Conducting -  r e h e a rs a l  te ch n iq u es .
E x t r a - c u r r ic u la  a c t i v i t i e s  and t h e i r  o rg a n is a tio n .
O bservation  of good le s s o n s .

COMMENTS ABOUT TRAINING
1. T h e o re tic a l p re p a ra tio n  based on id e a l  s i tu a t io n s .
2 . Work d id  n o t r e l a t e  to  th e  am ateur music scene o r to  th e  

a c t i v i t i e s  th a t  c h ild re n  m ight see happening o u ts id e  schoo l.
3 . Course o u t o f touch w ith  r e a l i t y .
4. T hree-year g rad u a tes  of C o lleg es  and U n iv e r s i t ie s  f e l t  th a t  

t h e i r  a c tu a l  p ro fe s s io n a l t r a in in g  was more than  adequate fo r  
th e  one-year course  and re se n te d  th e  c o l le g e s ’ a ttem p ts  to  
improve t h e i r  s ta tu s  as m u sic ian s . The one-year course  was 
only  accep tab le  in s o fa r  as i t  d e a l t  w ith  pedagogic methods
to  which h a rd ly  enough a t te n t io n  was g iv en .

5 . S tu den ts  developed as m usicians and n o t as te a c h e rs . On the 
o th e r  hand, w ith  too much th e o r e t ic a l  non-school work, th e re  
i s  a c o n s ta n t p u l l  between ones own m usic iansh ip  and t r a in in g  
as a te a c h e r .

6 . I n fa n t  music i s  so ld  s h o r t .
7 . Not enough v i s i t s  to  schoo ls and d isc u ss io n s  w ith  q u a l i f ie d

te a c h e rs .

TEACHING PRACTICE

1 . More needed11
2 . Never had a le sso n  c r i t i c i s e d  o r d iscu ssed  a p repared  le sso n  

w ith  a tu to r .
3 . L e c tu re rs  o u t of touch and no d em onstra tions g iven .
4 . Choice of school bad because e i th e r  (a) poor equipment o r

(b) n o n -ex is ten ce  o f a departm ent.
5. F a lse  s e c u r i ty  from teach in g  in  a r e a l l y  good sch o o l.
6. G eneral la ck  of c o n s tru c tiv e  c r i t i c i s m .
7 . Some commented th a t  the E ducation  Departm ents were choosing the  

schoo ls  fo r  teach in g  p ra c t ic e  w ith o u t re fe re n ce  to  th e  s u i t a 
b i l i t y  o f th i s  school as a  good show p lace  fo r  m usic. O thers
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f e l t  th a t  the  cho ice was made p u re ly  on the  grounds o f 
geography and o fte n  were g lad  o f a sh o r t  jou rney , a lthough  
th ey  were aware o f lo c a l  schoo ls  where good music was being 
ta u g h t and to  which th ey  were n o t a l lo c a te d .  They wished 
adv ice  had been taken  from the Music A dviser as to  s u i ta b le  
sch o o ls .

8 , Lack of u s e fu l  te ach in g  m a te r ia l .
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Appendix VII

Film  P re se n ta tio n : Music E ducation  in  Germany - the  "avan t garde"

approach in  Secondary sch o o ls .

Graphic s ig n s  -  E xperim en ta tion  and R e a lis a tio n

1. Free experim ent

-  a la rg e  range o f in s tru m en ts  in  th e  classroom  

(co n v en tio n a l and non-conven tional)

-  g raphic  s ig n s  on the  blackboard

- each p u p il ta k es  an in s tru m en t and t r i e s  to  r e a l i s e  one o f

the s ig n s  from the  b lackboard .

2, R e f le c tio n  and d isc u ss io n  of the  r e s u l t s  from the  experim en ts.

One p u p il r e a l i s e s  a c e r ta in  s ig n  from the  b lackboard , the  o th e r  

p u p ils  compare the  r e s u l t s  w ith  the  s ig n  and make su g g es tio n s  fo r  

improving i t .

3* Game : Four p u p ils  in  f r o n t  o f the c l a s s .  Each o f them ta k es  an

in strum en t and p lay s  a c e r ta in  s ig n  from the  b lackboard . I f  any

body f in d s  o u t which s ign  one o f the  fo u r p u p ils  i s  p la y in g , he 

tak es  h is  p la c e .

4 . Group-work : Four p u p ils  in  each group. They p u t very  sim ple s ig n s

on a sh e e t o f paper (d o ts , l in e s )  and t r y  to  c re a te  from th ese  more 

complex s ig n s . They g e t in s tru m en ts  and p lay  th e  s ig n s  which they  

have developed.

5. R e a l is a t io n : Some p u p ils  perform  t h e i r  s ig n s .

(W illi Gundlach)
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A bstract

The Subjective elements o f music became a ph ilosophical fo o tb a ll 
which was kicked about by amateurs and p ro fessionals  a lik e  towards the 
end of the n ineteen th  century . Much time and mental energy was spent 
in  f r u i t l e s s  attem pts to  evaluate  the a ffec tiveness of music. Was 
music *a language of emoticsi*? How a sub jective  experience can be 
expressed# o r  embodied in  an ob jec tive  a r t  form i s  s t i l l  debated. 
Fortunately# the a ffec tiv en ess o f music in  the class-room i s  r e la tiv e ly  
uncomplicated# seldom arousing r e a l  emotion# but those of a te r t ia r y  
order. T heorists have rea d ily  invented numerous s c ie n t if ic  te s ts  to  
evaluate c h ild re n 's  responses to  music.

H is to rica lly #  music education can be traced  to  the  e c c le s ia s tic a l  
schools o f the  Middle Ages# bu t f o r  cen tu rie s  i t  remained in  a peripheral 
area# dependent upon the personal in te r e s t  of the Headmaster# though 
often recognised as having e th ic a l  and rec rea tio n a l va lue . Educational 
thought in  England slowly accepted i t s  r ig h tfu l  place in  education# but 
the support o f relig ious#  philan thropic#  and so c ia l reform ers was 
necessary before s ig h t-s in g in g  was introduced in  the N ational schools 
in  1870# but no t as an In te g ra l p a r t  o f the curriculum . The na tion 
wide success o f simple s ig h t-s in g in g  won o f f ic ia l  approval but d id  
nothing to  form ulate a  system atic method of tu i t io n . This was eventu
a lly  achieved by Curwen# whose Tonic S o l-fa  became the accepted medium 
fo r teach ing  music in  schools# g iv ing  them# ^md thousands of uneducated 
adults# ' an experience from w ith in *.

Other coun tries have su ccess fu lly  implemented the  music methods 
of Kodaly# Orff# Ward and Suzuki in  th e i r  schools; these  have la rg e ly  
been ig io red  in  B rita in . In  o f f i c i a l  reports# the c rit ic ism s  of music 
in  our schools# p a r t ic u la r ly  in  secondary schools# a re  devasta ting .
The q u a n tif ie d  success o f o b jec tiv e  thought# reason# c le a r  ob jec tives 
and continued app lica tion  i s  conveniently  fo rgo tten  in  order th a t  the  
English t r a d i t io n  of n o n -d irec tion  in  anisic education may be preserved.


