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1.0
INTRODUCTION

Emile Jaques-Dalcroze (1865-1950) of Swiss nationality is highly celebrated for his work involving a philosophy for music education titled Eurhythmics, a system of educating the body to work in harmony with the rhythmical complexities found in music. This essay will discuss the principles of Jaques-Dalcroze’s philosophy towards music education and to what extent and how his principles could be applied to traditional teaching practices.

2.0
Jaques-Dalcroze PHILOSOPHY
According to Chosky (1986), Labuta and Smith (1997), and Jaques-Dalcroze (1972), the development of Jaques-Dalcroze’s philosophy towards music education grew from his concerns as Professor of harmony and solfège at the conservatory of music in Geneva. Chosky (1986) indicates that Jaques-Dalcroze was alarmed to discover many of his students were unable to feel and express music adequately even though they demonstrated advanced technical skills on their instrument. Furthermore, they displayed difficulty with even the simplest problems of rhythm, and often their sense of pitch, tonality, and intonation was inaccurate.

Labuta and Smith (1997) concur with Chosky (1986) suggesting that Jaques-Dalcroze was amazed at the technical skills displayed by his students, however was deeply concerned on their lack of music expression. Mark and Gary (1992) agree with Labuta and Smith (1997) stating, Jaques-Dalcroze stressed the importance of training what he called the musical faculties, as opposed to the common practice of his time of teaching technique but not emphasising musicality. Labuta and Smith (1997) continue to suggest, that Jaques-Dalcroze was increasingly troubled by several problems with the music instruction of the day. Jaques-Dalcroze’s primary concern according to Labuta and Smith (1997) focused on the idea that music history, theory, and other aspects of the discipline never came together in a comprehensive way during a student’s course of study. The student tended to approach harmony, theory, and performance in much the same way they approached academic subjects as a set of rules to memorize and symbols to manipulate. Students were unable to hear their harmonic exercise, and because theoretical knowledge was not internalised their musical expression was without sensitivity.

According to Chosky (1986), Keene (1982), Mark and Gary (1992), Labuta and Smith (1997), Spector (1990), Jaques-Dalcroze (1972), Bachmann (1991), and Juntunen (2001), Jaques-Dalcroze believed the solution to overcoming the problems with modern music teaching, is that it must facilitate the natural movement of the human body. Jaques-Dalcroze came to discover a strong similarity between rhythm in music and the natural rhythms of the human body.

Labuta and Smith (1997) indicate Jaques-Dalcroze reasoned that music begins, or is generated, when human emotion is translated into musical motion. People sense or feel the dynamism of emotion in various parts of the body in the form of muscular tension and relaxation, and they convey or express this feeling to others through gestures, facial expression, postures, and the like. In addition, Keene (1982) and Mark and Gary (1992) echo similar views that Jaques-Dalcrozes’ method involves a complex system of expressing music through movement which emphasises tone and rhythm. In order to implement Jaques-Dalcorze’s philosophy his method must focus on three key areas, 1) Eurhythmics, 2) Solfège, and 3) Improvisation.

2.1
Eurhythmics
According to Chosky (1986), Keene (1982), Labuta and Smith (1997), and Jaques-Dalcroze (1973), Eurhythmics is an approach to music education based on the premise that rhythm is the primary element in music, and that the source for all musical rhythm may be found in the natural rhythms of the human body. In eurhythmics the body is used as an orchestra to express physical, vocal, and instrumental rhythms. Labuta and Smith (1997) suggest the human body is the means by which inner feeling is translated into musical responsiveness and, consequently, the human body is the first musical instrument on which students should receive instruction. In addition, Jaques-Dalcroze believes the elements of rhythm and dynamics are entirely dependent on movement in time and through space. This movement is represented with our muscular system, enabling us to express all rhythmic and dynamic aspects of music physically. 

According to Labuta and Smith (1997), Chosky (1986) and Jaques-Dalcroze (1973) the concept of kinesthesia became the basis of this pedagogy. Students explore all aspects of musical sound via immediate physical response. “Thus they must learn to listen intently. Primary learner objectives or eurhythmic training are (1) develop attention, (2) converting this attention into concentration, (3) developing awareness or relationships among personal responses to music, other people’s response s to music, and musical organization and events (i.e., repetition, and contrast, melodic and rhythmic motives, melodic contour, changes in dynamics or tempo); (4) developing awareness of which modes of response are most appropriate in a given context, and (5) developing ability to respond to and express all nuances of sound and feeling. In addition, eurhythmics aims to emerge physical flexibility (easy and accurate movement and ability to express oneself through movement) with musical ability (increasingly discriminating response to musical sound whether one is listening to, performing, analysing, reading, writing, or creating music)” (Labuta and Smith, 1997:109).

Labuta and Smith (1997) continue to suggest the role of Dalcroze pedagogy seeks to evoke one’s “inner hearing”, to help students internalise how movements feel, look, and sound. This “inner hearing” also develops kinesthestic imagination and memory as students accumulate a vocabulary of movement with their attendant sensations, sound, and images. Students gradually internalise musical concepts as a result of experiencing them, and this internalisation is as much physical and sensate as it is musical and emotive. Chosky (1986) states, Jaques-Dalcroze called “inner hearing” the memory of muscular sensation. Giddens (2003) agrees with Chosky (1986) indicating that Jaques-Dalcroze became aware that, while it was inner ear which perceived sounds, it was the body’s neuromuscular system which responded physically to music.

Physical responses to music would include actions such as clapping, swinging, turning, conducting, bending swaying, speaking, singing, walking, running, crawling, leaping, sliding, galloping, and skipping. Jaques-Dalcroze (1973) believed the above actions could be associated with rhythm in music, therefore, he advocated that the most potent element in music, and the nearest related to life, is rhythm movement. Rhythm, like dynamics, depends entirely on movement, and finds its nearest prototype in our muscular system. All the nuances of time allegro, andante, accelerando, ritenuto all the nuances of energy, forte, piano, crescendo, diminuendo can be realised by our bodies, and the acuteness of our bodily sensations.

2.2
Solfège

For Jaques-Dalcroze solfège embraced the elements of phrasing, dynamics, timbre, texture, style, and form. It teaches the student to hear, and to reproduce mentally, melodies in all keys (single and simultaneous) and every kind and combination of harmony; to read and improvise vocally; to write down and use the material for constructing music himself. According to Chosky (1982) solfège is the unity of the ear and body combined with the speaking and singing voice as the ideal instrument for the study of musical tone, tonal combinations, and tonal relationships. 

Chosky (1986), Labuta and Smith (1997), Jaques-Dalcroze (1973), Juntunen (2001) and Hedden and Woods (1992) and others, agree that solfège activities are always a part of the Dalcroze class. Jaques-Dalcroze employs solfège to develop the voice and ear-training, which assists students to sing and identify intervals, sing songs with syllables, read musical scores, take music dictation and improvise vocally. Dalcroze emphasised that a fixed-Do solmisation system should be used in order to develop students’ sense of music pitch, awareness of tonal relationships, and tonal memory. Learning melodic and harmonic concepts was achieved in much the same way they learnt rhythmic ones: by associating movement with sound and by responding to sound so that by the end of extended Dalcroze training in solfege some students develop near-perfect relative pitch.

2.3
Improvisation

The final stage to the Jaques-Dalcroze method involves improvisation. Improvisation is fundamental for all Dalcroze teachers, and according to Chosky (1986), Juntunen (2001), Jaques-Dalcroze (1973 & 1972), Heddens and Woods (1992) and others, a teacher must be able to improvise freely at the piano in order to create a different movement feeling for every exercise used during a class. Furthermore, teachers should be able to play piano accompaniments spontaneously to specific movements improvised by the children, improvisation with the voice, and with other melodic percussion instruments.

Giddens (2003) states, that encouraging students to improvise was another means of promoting music as the embodiment of human feelings and emotions. Improvisation was in a sense the unity of solfege and eurhythmics producing a spontaneous composition, thereby allowing rhythms and musical sounds to be explored within the context of the student’s individual personality. Labuta and Smith (1997) agree suggesting students begin learning to improvise on instruments and with their voice from the beginning of instruction and the primary objective of improvisation is to develop skill in combining movement (rhythm), sound (pitch, harmony, phrasing), and dynamics in imaginative, spontaneous, and personally expressive ways.

Although, it is at the piano where the ultimate experience of the Dalcroze method can be witnessed, the study of pianoforte improvisation (at one, two or more pianos) combines the principles of rhythm (eurhythmics) and solfege, and teaches pupils to interpret on the piano and use the musical thoughts of a melodic, harmonic, and rhythmic nature (Jaques-Dalcroze, 1973). Giddens (2003) suggest identical views stating, the techniques of singing and listening (solfege), rhythmical gestures (eurhythmics), and spontaneous creative performance (improvisation) are not discrete elements, but interrelated and overlap as a global experience. It is piano improvisation, which truly synthesised the techniques of solfege and eurhythmics.

3.0
JAQUES-DALCROZE IN A TRADITIONAL TEACHING PRACTRISE
Adopting Jaques-Dalcroze philosophy (eurhythmics) must evoke a shift in understanding from traditional teaching methods (technical mastery) to an awaking of the human body as the principle tool for learning music, understanding music, and musical expression. Juntunen (2001) suggests there are no sets of rules in the application of Eurhythmics, rather Eurhythmics should be considered as an approach, an experience, or a philosophy.

According to Juntunen (2001) applying eurhythmics must begin with the student present abilities, then proceed progressively according to their subsequent responses. Furthermore, Juntunen (2001), Chosky (1986), Jaques-Dalcroze (1973), and others, advocate that students must not be taught concepts and rules before they have an experience of the facts behind them. For example, students must experience a perfect cadence kinesthesitically before they attempt to play it on a piano or transcribe it on manuscript. Dalcroze himself stated, “My aim is for students to say of their studies not ‘I know’, but rather ‘I have experienced’, and to have created within them the desire to express themselves” (Jaques-Dalcroze, 1973:63).

Keene (1982) states, Jaques-Dalcroze believed that a person was not completely musical if he could not respond physically to music. The first steps traditional teachers can take according to Juntunen (2001) is simply acknowledging and being aware of the body in action and involving a simple body movement or gesture during active listening, such as conducting or walking.

4.0
CONCLUSION
In conclusion, current literature clearly indicates that eurhythmics, solfège and improvisation are the basis for Jaques-Dalcroze’s philosophy. Implementing his philosophy requires the teacher to understand the kinethesitic of the natural rhythmic movement of the human body and its association with the nature of musical rhythm. In addition, the combination of eurhythmics and solfège must combine to express students’ spontaneous (sound, phrasing, form, melody, harmony) and individual artistic creativity, improvisation. Modern music teachers have a challenging task ahead in applying Jaques-Dalcroze philosophy. Success in doing so will rely on a shift in attitude from Australian music educators and the Australian society.
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