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1.0
INTRODUCTION

Zoltán Kodály (1882-1967) of Hungarian nationality is most noticeably recognised for his work involving a philosophy for children’s music education in Hungary. In addition, Kodály is respected as an accomplished ethnomusicologist, composer, linguist, educator, author and philosopher. Roulston (2003), Choksy (1981 & 1999), Keene (1982), and others, suggest Kodály’s training as a linguist and philosopher played a major role in his philosophy towards children’s music education. Furthermore, it is agreed amongst available literature that Kodály’s treatment of language and music synchronously forms the basis for his philosophy towards music education. This essay will discuss the principles of Kodály’s philosophy towards music education and if his principles are applicable in twentieth-century Australian music education.

2.0
KODaLY’S PHILOSOPHY

The development of Kodály’s philosophy towards music education in Hungary was by no means an accident. According to Csébfalvi (1995) and Chosky (1999), Kodály was disappointed and alarmed at the level of musical literacy he found in students entering a tertiary level music school in Hungary, Zeneakademia and concerned about the general populations’ interest in music. Kodály believed therefore, it was his mission to: (1) raise the standard of training of professional musicians and to incorporate the spirit of folk music in the training; and (2) to educate the general public and to determine the most appropriate method of doing this (Csébfalvi, 1995).

According to Chosky (1999), Szábo (2000), Forrai (1986), Kodály (1974), York (1999), and others, the primary focus of Kodály is making music accessible for everyone. Keene (1982) suggests that the Kodály method originated with the goal of teaching all children to read and write music. Chosky (1981) agrees with Keene stating that the ability to read, write, and think music is the right of every human being. Authors such as Csébfalvi (1995), Szönyi (1986), Nemes (2001), Roulston (2003) and Hedden and Woods (1992), concur with this notion that music is for everyone, and Labuta and Smith (1997) believe that, “everyone who is capable of developing language literacy is capable of becoming musically literate.” In addition, the above-mentioned authors agree the fundamental philosophy of Kodály’s method is the concept that everyone should use the most accessible musical instrument, one’s own singing voice.

Chosky (1999 & 1981), Hedden and Woods (1992), Labuta and Smith (1997), and Roulston (2003) believe six underlying principles outline Kodály’s philosophy towards music education: (1) The ability to read, write, and think music is the right of every human being; (2) singing is the best and most natural, practical, and effective means of acquiring musicianship; (3) to be most effective, music education must begin when children are very young; (4) children’s “mother tongue” should serve as the foundation of early instruction; (5) music teaching should use only repertoire of the highest quality; and (6) music should be a core subject in school curricula, used as a basis for education. The method employed by Kodály in achieving his philosophy involves three key areas: 1) folk music, 2) solfege, and 3) rhythmic syllables.

2.1
Folk Music “Mother Tongue”
Chosky (1999), Hedden and Woods (1992), Labuta and Smith (1997), and Roulston (2003), Hoermann (1986), and others suggest that Kodály employs folk music as the vehicle through which to teach children. In addition, Chosky (1999) continues to suggest that Kodály believed all children naturally learn their mother tongue before foreign languages and they should therefore, learn their musical mother tongue – that is, the folk music of their own country – before other music. Hoermann (1986) indicates because of Kodály’s training in linguistics and philosophy he identified folk music and language (mother-tongue) as representing one’s cultural identity, and that man is lost if he does not understand where he comes from and where he belongs. 

For Kodály the mother tongue represented the feeling of belonging somewhere and the rhythmic movement of the language. Kodály was adamant, according to Hoermann (1986), that Hungarian folk song (the musical mother-tongue) should become the foundation of the child’s musical experience, as folk songs use language in its most natural way. In addition, Kodály (1974) believes that a person can have only one mother-tongue, musically too, and music education must be based on the music of the culture, at least in the initial stages. Chosky (1999) continues to state Kodály insisted that the quality of music used in teaching is of paramount importance, that only authentic folk music and great art music are good enough for children.

The study of folk songs is vital in Kodály’s plan for music education, and each country that has adopted Kodály’s principles has had to gather and classify folk music of its own. Kodály believed that every nationality has a wealth of folk music that can be used to teach the basic elements of musical structure. “After all, food is more carefully chosen for an infant than for an adult. Musical nourishment which is “rich in vitamins” is essential for children” (Kodály 1974:122).

2.2
Solfege
All available literature indicates a strong link to John Curwen’s (1816-1880) version of so-fa, relative solmisation method. Csèbfalvi (1995), Chosky (1981), Roulston (2003), Hoermann (1986), Nemes (2001), Keene (1982) and Heddens & Woods (1992), agree Kodály adopted the initial letters that stood for the syllable names of the pitches and used the principle of movable Do. Heddens & Woods (1992) continue to suggest that Kodály borrowed hand signs developed by Curwen to provide a symbolic association for the solmisation system used to teach melodic reading skills. The assumption underlying the use of the hand signs include the following: Hand signs present a visualisation of the high-low relationship among the notes being sung and thus help reinforce intervallic feeling; and hand signs help students develop cognitive knowledge regarding notation so that they become able to read music by translating it into body motions and actions. 

According to Nemes (2001) Kodály believed that singing in sofa assisted students to produce a more crystal-clear sound than when singing with text, which was linked with insecurity or bad intonation. The idea that sofa could develop the child’s ear is echoed in Keene (1982) stating, by the use of vocal music the ear could be trained to distinguish intervals and to keep the children in tune. Kodály expected nothing less than pure tone and accurate intonation by the use of sofa and believed it was only achievable by children using their voices. Furthermore, Kodály believed that sofa plays a major role in developing a sense for tonality, function and harmony. This explains why Kodály valued the use of the human voice and claimed it to be, “the most immediate and personal way of expressing oneself in music” (Keene, 1982:348), therefore, elevating singing as the primary mode of instruction in Kodály’s method. 

Many teachers who embrace the Kodály method assert that students improve their sight singing as they become more skilled in utilising hand signs. Unfortunately, the experimental evidence provided in two recent dissertations has not demonstrated that the use of the Curwen hand signals provides any additional advantage to students (Heddens & Woods 1992).

2.3
Rhythm Syllables
The final of Kodály’s method involves an adoption of the French musician and teacher Emile-Joseph Cheve’s (1804-1864) rhythmic syllable system. The rhythm syllables according to Chosky (19981) and many others, were a way of expressing duration aloud to aid the reading and writing rhythms. Movement and dance such as stepping the beat, clapping rhythms, performing rhythmic ostinati, and rhythmic movement of various kinds, are fundamental in the employment of rhythmic syllables and aided by the child moving to his own voice, no piano is used. Keene (1982) agrees with Chosky (1981), stating the rhythmic patterns were reinforced through pictures and body movement. In addition, Chosky (1981) indicates, it does not matter in the least what one calls rhythmic figures, as long as the durations are sounded correctly. The object is to read melodies correctly in rhythm.

Many of Kodály’s followers attest to the benefits of the rhythmic syllables and claim that with rhythmic syllables it is possible for children to chant correctly in rhythm. In addition, they are in harmony with the notion that the syllables must be voiced and never written as words. Unfortunately, according to Hedden and Woods (1992), current available research on the employment of rhythm syllables present mixed views. However, on a personal level I have been an advocate of the use of rhythm syllables and have witnessed exciting improvements in my private teaching practise. 

3.0
KODALY IN TWENTIETH-CENTURY AUSTRALIA
Adopting Kodály’s method in Australia according to Hoermann (1986) can only be judged on its adaptation to meet the needs of Australian children. Roulston (2003) concurs with Hoermann (1986) further stating that due to the accessibility of media available to the Australian children and the cultural diversity of the Australian population these present several issues which, must be considered with respect to applying Kodály’s philosophy of music education in Australia. The issues according to Hoermann (1986) and Roulston (2003) reflect: 1) defining the meaning of “folk” music in a culturally diverse Australian society, 2) the media influence on children living in an environment of technological advancement, and 3) the transfer of Kodály’s solfege on Australian folk music.

3.1 Australian Folk Music
Each culture must, according to Kodály investigate and research their rich resources available in their folk music and adapt it to their own teaching. Researching Australian folk music indicates borrowing from our British and Irish ancestors. Unfortunately, for Kodály language and music are inseparable in folk music and because of this it is impossible to borrow folk music from other cultures. Chosky (1981) believes this is because different cultural languages present different rhythmical stresses, for example Hungarian language is spoken with stresses always on the first syllable, while English is spoken most often beginning with an unaccented sound. Therefore, Hungarian language is spoken in simple duple meter, beginning always on the down-beat, while English is spoken in compound duple meter, beginning on the up beat. 

Although similarities will be present amongst the English speaking British colonies, in the past 200 years Australia has grown and developed its own identity, an identity of multiculturalism. Due to the multicultural diversity Australia is blessed with, adopting Kodály’s philosophy “using only repertoire of the highest quality”, and establishing appropriate Australian folk music for all Australian children will be the greatest challenge facing Australian music teachers. 

3.2 Media and Technology
The access today’s Australian children have with technology and the global media unfortunately, in accordance to Kodály’s philosophy does not adhere to pure folk music and great art music. Furthermore, children today are exposed to a more diverse range of different musical styles before beginning their formal education at the age of 5. For Kodály musical training must begin at the earliest of ages, by the time Australian children enter primary schools many would already be poisoned by the media, which Kodály believes is music not good enough for children. Reserving it adds another challenge for Australian music teachers.

3.3
Transfer of Solfege

The employment of solfege in other cultural folk songs also needs close attention. Kodály educators have long made use of simple songs based on the musical interval of a minor third. Melodically, according to Chosky (1999), the first recognisable tunes sung by most young children are made up primarily of minor thirds, major seconds, and perfect fourths. These intervals appear to be part of a universal musical vocabulary for young children the world over. Therefore, when assessing Australian folk music the Australian teachers need to ensure, in the introductory stages at least, that the folk songs melodically support the child’s natural singing voice. In addition, teachers need to ensure later songs are a gradual sequential development of interval melodic growth. 

4.0
CONCLUSION
In conclusion, adapting Kodály’s philosophy in an Australian educational setting will involve: a review of Australian folk music and its place in a multicultural Australian society, an environment where technology can find a place in the Kodály method, a curriculum fostering singing, solfege, rhythm syllables, and ensuring all Australian children are given equal access to learning to read and write music. 

Australian music educators have an exciting and challenging task ahead. The success in implementing the Kodály method in Australia will depend on teachers’ ability to adapt not only Kodály, but also all available resources from around the world and unite them specifically for Australian children. There is more than enough room for one philosophy in Australia and we must not forget that.
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