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THE MAIN TENDENCIES OF DEVELOPMENT
IN EUROPEAN MUSICAL PEDAGOGY

Y crarri npoaHaniaoBaHo 3[06YTKM €8pONEACHKOl MysuyHOl
MefaroriKn 8 icTopusHOMy BAMIpI.

KnwoYosi cnosa: MysuyHa nejgarorika, BIGQHOCHWA METOf
conbMizaLlli, abcomoTHMA MeTen conbmizaLliis.

B cratse nNpoaHanM3nupoBato  Pe3ynbTaThl  €BPOMERCKOs
MY3bIKAILHOV NEJArOrviKiA B UCTOPUSECKOM H3MEPEHUH,
KnioveBble cnoBa: My3blKanbHas NEArorka, OTHOCHTENbHLI
METO/] CONbMU3ALIM, A0CONOTHBIA METOA CONbMU3ALMM,

The author has analyzed the European musical pedagogy s achieve
ments in the historical dimension.

Key words: musical pedagogy, relative solmization, absolute sol
mization.

The comprehension of the current problems of the musical training and
education is impossible without reference to the musical pedagogy. And it's
understandable, because the history determines the valuable orientations, equips
with the historical awareness, which plays the main role in the practice of the
current educational reform in Ukraine. The important things are the constructive
anc critical creative comprehension in the past positive educational experience,
which will enrich current pedagogy in new facts and theoretical statements. The
objactive historical and pedagogical analysis in the development of European
musical pedagogy and further creative using its results with taking consideration
of new requirements and opportunities of the state will give opportunity to renew
and.improve methodological equipment in the educationa! process of the modemn
national school,
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The analysis of the historical and pedagogical research gives reasons to state,
that different aspects of educational problems, development of theory and practice
in the musical training and education are depicted in works of scientists such as
Jend Adam [1], Jézsef Hegyi [7], Laszlo Perényi {10], Helga Szabé [14], Erzsébet
Sz6nyi [16] atc. Their research have got the generalizing character as the complex
of the mass music educational problems matching with the epach, social condi-
tions and educational needs in every country, practice of the musical and educa-
tional activity.

The aim of publication — analysis of the main achievements of European
musical pedagogy in historical dimension.

Solmization has two meanings in the history of music pedagogy. In the
narrower sense it denotes the use of syllables in mediaeval Europe (ut, re, mi, fa,
sol, 1a), which were applied to hexachord sounds by Guido di Arezzo. In the wider
sense it means the relations between syllables, sounds (relative solmization) or
absolute pitches (absolute solmization). Thus, it is a means for recording/reading
music. Sometimes solmization is understood in the way that the sheet music
should be read without intonation in contrast with sol-fa that presupposes the
naming and singing of sounds (Carl Albrecht was the first to introduce this in his
work .Sol-fa course” in 1880). This understanding corresponds neither to the
historical meaning, nor to the modern application of this collocation in international
practical music education.

Relative solmization presents such a kind when the stock scale solmization
names mean not the absolute pitch of the sounds, but the relative pitch within this
tone of voice, its function.

Absolute solmization is a kind of absolute note system that marks sounds
according to Guido syllables irrespective of their note role. In this case thers is a
strong association between the syllable and its corresponding note. (Absolute
solmization is independent of all aspects, including the note, i.e. the same
solmization syllable can denote various sounds /do = ¢, cis or ces/.) Absolute
solmization helps phonation, forms the general image of the melody movement,
enables us to understand the relation between the sounds of a melody, facilitates
the instrumental and vocal acquisition of the piece of music. However. this
.acquisition” is not pérfect, it relies mainly on intuitive hearing, does not fully
develop the functional musical thinking. In sol-fa one does not take into account
the modifying signs, that is why the relations between sounds are not being
developed well enough (mj — fa, mi—fa # mi b — fa #). As a result, relative hearing
iIs less developed.

In teaching musical hearing of utmost importance is the development of
learners’ tone and functional sensibility. In accordance with the commonly
accepted (absolute) solmization the hearing relations are created within the
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framework of C-dur, and later in all the other tones. There are other, more effective
means of developing an ear for music; the latter should be studied and applied in
the practice of musical education.

Solmization is an ancient method of teaching music. The roots of using
musical syllables can be found in ancient Egyptian hieroglyphs. Well known
solmization systems include Chinese, Indian, and Greek. Solmization emerged
where musical notes were recorded. One should add, however that in different
cultures the names of syllables denoted the role (function) of the sounds and not
their absolute (frequency) pitch.

It is well known that the first solmization (relative) was created in Western
Europe by Guido di Arezzo (Guido d’Arezzo, Guido Aretinus) (about 992-10507).
His reform in recording notes into staves served to mark the accurate pitch.
Another utterly significant innovation was the singing of the piece of music from
the sheet with the help of solmization syllables. To mark the sounds Guido used
the first syliables of an viith century St. John’s anthem (the music was suppos-
edly composed by Guido himselif):

\ Ut queant laxis
Resonare fibris
Mira gestorum
Famuli tuorum
Solve polluti
Labii reatum,
Sancte Joannes.

The phrases’ first syllables were the source of solmization names: ut, re, mi,
fa, sol, fa. Every line’s melody starts with a higher note, thus, the first syllables
present a scale of six notes rising in pitch. Therefore, these syllables can be applied
to mark the pitch of notes. The basis of the system is the hexachord (hexachord is
a six-note scale of sounds: below 2 full tones, in the middle 1 haiftone and above
2 full tones). In this system the sounds differing in halftone were marked by the
same syllable (the deepest sound on the diatonic scale is G and the highest is ¢?}.
As far as the majority of church music exceeded the hexachord sound scale, it
became necessary to reconsider some sounds into different hexachord levels (a 7
hexachord scale emerged in the system). Thus, for example, after g (sof) a (/a) was
reconsidered into mi, sof — mi tones followed each other, and later the ,solmization”
name appeared (not from Guido). Guido used the so-called mutations (lat. mutatio
— change) to mark melodies exceeding hexachord. Mutation entails reconsideration
of some hexachord levels into different hexachord levels (in other words it is the
change of their functions). The thinking and solmization in hexachords enabled the
singers to remember the position of halftones and find them after a certain
mutation. Guido di Arezzo wrote.down his hearing-enhancing method in his work
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Epistola de ignoto cantu (1028). This method for teaching music is nowadays the

basis for the ,movable do” system.

As the years passed by the seventh tone s/ was added to the sol names (XVI"h
century). In 1659-ben Otto Gibel (Gibelius) (1612-1682) a German cantor substi-
tuted ut by do for better singing and sounding (Bericht von den Vocibus
Musicalibus, 1659) {13, p. 44].

In Hungary szo syllable is used instead of sol. Thus, all the solmrzaﬂon
syllables end with a vowel.

Later on the syllables created by Guido were further modified and adapted.
Adaptations can be classified into two tendencies: the syllables are used in
absolute (determined by frequency) and relative (marking the relations between
sounds) senses.

The first form of absolute solmization marked by letters (c, d, e, f, g, a, (h})
spread in the middle of the xvith century in Germany. It had some advantages,
namely it corresponded accurately to absolute sheet music recording; it recorded
not just the pitch of the tones, but also the modifying signs; the disadvantages
include, first of all. the impossibility to mark the relative pitch of sounds, and
secondly, the vocalic presentation could not develop.

The absolute solmization applied in the former USSR and Roumanian-language
countries b{ means of Guido syllables emerged as ,natural sol-fa” at the beginning
of the XViIitn century (Montekler, 1709). Thus, the melodiousness of syliables was
retained, but it was impossible to mark the altered sounds’ absolute pitch and the
role (function) of sounds within the note. In the beginning in instrumental music,
later on in the vocalic one as well ut syllable is associated with the sound c.

In practice absolute solmization spread slowly. In the middle of the Xvilith
century Jean-Jacques Rousseau wrote that in France three solmization methods
were used: ,mutational”, .transposing”, and ,natural”; he criticized the latter
severely. Only in the XIXth century ,natural sol-fa” was approved in the French
professional musical education, and later on in other countries as well. Of great
importance in the elaboration of this method were ,Sol-fas” created by famous
composers of the Paris Conservatorium (Cherubini, Gossec, 1802).

1. These works exercised enormous influence on the development of music
pedagogy, and that can be accounted for by numerous causes: the A-dur
tone, which is” the basis of training a musical ear, corresponded to the
musical-aesthetic ideas of the time.

2. The perfect elaboration and arrangement of manuals made the instructors’
work easier which predetermined their success.

3. The possibility to apply musical accompaniment seemed attractive.

4., Sol-fas” introduced wonderful musical works besides dry practice and that
was unattainable for others.
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The development of instrumental music in the xviith century led to the
necessity to solve the problem of the accuracy of absolute sounds’ pitch. At the
same time, absolute solmization, which was spread in vocalic education, retained
the previous names of the tones. It should be mentioned that relative solmization
did not disappear altogether, it remained in the general musical education
displacing absolute solmization from professional education from time to time.

Since the XviIith century the issue of the method was very topical. The aim
of various relative systems for teaching singing was to relieve and enhance the
learners’ conscious singing.

Jean-Jacques Rousseau (1712-1778) ~ a French philosopher, writer, and
composer wrote his famous Discours sur les sciences et les arts (1750, prize
winner) for Académie de Dijon. With his critical reviews, pedagogic considerations

~ (his didactic novel Emife in 4 volumes, the Hague, Amsterdam, 1762), sociclogic

works he was one of the mast important figures in European cultural history in the
second part of the Xviith century. He started composing music in the early 1730s.

Rousseau criticized the ,static do” method that was used in France side by side

with relative solmization. He also proposed the figure-notation system to teach
singing. In 1743 he published Dissertation sur la musique moderne dealing with
recording sheet music reform and the substitution of sheet music with figures in
particular [3, p. 265]. Rousseau was not successful in the implementation of the
figure notation for it lacked vivid graphic presentation.

The developers of this system in France were Galin, Chevé. and Paris.

Pierre Galin (1786-1821) is a French pedagogue. His musical education
method, the so-called méloplaste-method (fr. méloplaste, from: Greek pghog —
melody, singing and whaato¢ — formed) described in his work Exposttion o une
nouvelle méthode pour I'enseignement de la musique (1818) [13, p. 15] was later
further developed and popularized by Chevé.

Emile Joseph Maurice Chevé (1804-1864) is a French pedagogue and one of
the reformers of teaching singing. In his numerous works he supported Pierre
Galin's musical education method that substituted musical notes with figures:
Méthode élémentaire de musique vocale (1844), Méethode Galin-Cheve-Paris,
Méthode élémentaire d’harmonie (1846), etc. [12, p. 365]. Chevé used this
method mainly in teaching Parisian workers and he was successful.

The following people took part in improving the method: N. Paris — Chevé’s
wife and her brother A. Paris.

Let us summarize Galin-Cheve-Paris’ system:

. solmization syliables served as names for sounds. The ut, re, mi, fa, o/,

/a, si basic scale naturally does not mean absolute pitch;
_« the system did not use staves, instead of note heads figures from 1to 7
were used in a line to denote sounds (1 —ut, 2 -re, 3~mi, 4 —fa, 5 -0/,



BONOHCHLKMI NPOLEC i NepcneKTHBM PO3BUTKY BKiYoT oceiTH B Ykpaiki, Eeponi Ta caiTi

6 —fa, 7 - Si);
« dots below and above were used to mark notes exceeding the basic
octave;

. the cross upward modified sound names were formed with 6", the bé
downward modified sound names were formed with ,6”. The modified
sounds were marked in such a way that the corresponding figure was
crossed out with a forward (# — /), or back (b —\) slash;

. the line of figures means relative pitch. If the melody had to sound in
absolute pitch in a certain note it was also marked with figures above the
tempo sign (e.g.: 1=1. In this example 1=1 means that the melody’s note
ut has to be sung at the pitch of the ¢ note);

. the figures meant basic values, i.e. quarter tempo, quarter sound value.
The basic value's dividing marks were in conformity with the corre-
sponding marks of the general sheet music recording. The dot after the
figure increased the value of the sound not by half, but by full value. To

mark 1/8 and 1/16 sound values two evaluation lines were used as in..

general music sheet recording. The pauses irrespective of their values
were marked by zeros;

«  the tempo-, dynamic and other musical marks in the figure notafion

system are the same as in the general music sheet recording.

«  The Hungarian music teachers use the figure notation method as well

and they do so in various ways:

. the melody sounds are marked with figures in accordance with the scale

levels;

- in the process of practising singing and intervals;

« inthe process of singing chords to mark their basic form, third sound or

quintet. :

Chevé paid great attention to practising rhythm. He combined some values
and basic rhythmic patterns with short syllables, names. Chevé’'s names for
rhythm spread with some modifications in several methods for teaching singing.
The influence is strongly felt in the Hungarian practice as well. While Cheve
elaborated and naturalized a complex system for practising rhythms with names,
the Hungarian musical pedagogues help the students to overcome the basic
reading difficulties at the basic level of teaching music when the rhythms and
syllables are taught and practised.

In the second half of the XIX!N and the beginning of the XXt century in
French schools the Galin~Chevé-Paris method was officially recognized. In other
countries, including Hungary, it was widespread.

The French figure-notation method was introduced in Hungary by De Gerando
Antonina (1845-1914) a pedagogue, translator in her book Zeneelmélet €s
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énekoktatas az (j francia tanmod szerint [The Theory of Music and Teaching Singing
According to the New French Method/ published in 1876. In the introduction she
wrote that in France ,the Chevé method had been introduced for 10 years in each
elementary and secondary scholl for boys and girls” (De Gerando, 1384, p. 5). Based
on the ideas of Rousseau Chevé ,had been teaching 600 workers in the evenings for
10 vears and after a year of training they were able to give the most beautiful
concerts” [4, p. 5], thus, this training method spread not only in schoois, but also in
other branches of education. We will cite from the theoretical explanation of the
method: ,The theory of music consists of two parts: the intervals and the duration,
i.e. the feeling of measure. Those who fit intervals and the measure properly, and can
easily read music will be able to sing as well” [4, p. 9]. In the fourth part the
theoretical description and practice is supplemented with a Hungarian adaptation.
Here melodies for one, two, and three sounds are published in accordance with
Chevé’s figure-notation system. The fifth chapter elucidates the transition degrees
from the figure notation method to the absolute system.

Of special value is Ferenc Liszt's letter attached to this volume of De
Gerando’s book.

.My dear friend!

You ask me to estimate such a method which | have been in favour of for a
long time already. | had the chance to value the practical significance of this
method in 1861 when | was in Paris. | attended the music lessons of numerous
students of the Chevé school. Moreover, | conducted some musical pieces with a
quick tempo which a hundred or so students sang quite well. Singing in chorus in
such great numbers calls for respect. | admit that this method should be used in
3/4 of musical literature and | conscientiously state that in folk and religious
singing it will be of great service. By translating the Chevé method into Hungarian
you earned further merits in addition to the ones you have already.

Accept my best wishes and deep respect. Ferencz Liszt. Budapest, 1884.
March 10.” [4].

Another book was published on the figure-notation method in 1884 (U
énektanitasi rendszer /A New Method to Teach Singing/). Janos Goli (1841-1907)
is a music teacher, who in the year of publication of the second edition of De
Gerando Antonina’s book describes the Galin-Cheve-Paris method. In the
foreword lo the book he writes, ,Galin, called by his opponents a quick thinking
mathematician, elaborated such a system which strictly and logically arranged the

~notions connected with music and expressed them in the simplest possible way

thus making it a masterpiece due to its simplicity and clearness. Dr. Cheve, in his
turn, together with Paris Aimé’s brother-in-law and her sister Mrs. Cheve while at
the university wrote such a work built on Galin’s system which enabled people to
study reading music in the quickest possible way” [6, p. 4].



BonoHcbkuit npouec i nepecnekTHBK PO3BHTKY BULWOI ocBiTH B Ykpaiki, EBponi Ta csiTi

After that Janos Goll writes about Mrs. Chevé's work who has taught music
to 12500 people in 20 years and claims that ,90 - frequently even 95 out of 100
people can be trained to become an individual singer in case of applying proper
means” [6, p. 15]. -

The books describing the Galin-Chevé-Paris method became popular only
with a limited group of people.

Side by side with Galin—Chevé-Paris's system in England the , Tonik-Sol-fa"
Method (letter-notation system) emerged, which was elaborated by a music
teacher Sarah Ann Glover (1786-1867) and a nonconformist priest John Gurwen
(1816-1880).

Sarah Ann Glover's system, based on the solmization (sol-fa) letter music
writing, was developed as a result of a twenty-year school teaching practice. In the
process of teaching she taught beginners not facts or signs, but taught them
singing deduced the theoretical material from practice in pace with their ever
growing experience. She summarized her experience and published it in 1845 in A
Manual of the Norwich Sol-Fa-System. Her method was successfully applied for
many years all over England.

John Curwen adopted Sarah Ann Glover’s concept of the solmization system
and developed it in the methodological aspect to elaborate a complete system. The
aim of the method was to develop tonal perception with the help of manual signs
and sung intervals. Curwen’s fundamental work was published in 1843 Grammar
of Vocal Music. In 1853 he founded the ,Tonik-Sol-Fa” society, in 1879 he
established the Tonik-Sol-Fa College. In 1891 his method was implemented in all
the schools of England. Curwen with his solution to make music sheet reading
easier achieved a rapid development of English chorus movement.

Curwen modified sof (s/) upward and to avoid the confusion of the 7t level
note si he named it t/ . He called the sounds with the help of the initial letters of
the solmization notes (do, re, mi, fa, sol, la, ti=d.r.m, f, s, [, t).

In recording music he placed the letters in one line. To mark the notes of the
lower and the upper octave he marked them with commas below and apostrophes
above:

g rmis, Lidrmisitdrmislt

The | letter-notification sheet music” did not mean absolute pitch, it just
recorded the relative relation between the intervals.

in Curwen’s system the names of sounds are notes as well. It means that the
singer has to study just the association between the name of the sound and the
sound itself and that is the great advantage of this system. In comparison with this
while singing from sheet music the association process is double: the sheet music
(sign) refers to the name, the name refers to the sound (reproduction from a sign).
The drawback of this system is the lack of space aspect.
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Curwen attributed the solmization sounds, the names of sounds to a manual
movement. Moreover, in relation to the basic sound each sound had individual
properties. The manual signs shown in space one above the other described not
only the attributes of the sounds, but also their interrelation. Thus, do means
firmness; re encourages movement; mi is calmness; fa denotes despondency; sof
refers to clearness (clear sound); /a comprises sadness (light sound); & infers
light, sharpness [7, p. 35]. .

Curwen used manual signs only at the initial level till the connection between
the name of the sound and the phonation became solid. These signs were the
instrument to show and make the learner feel the pitch.

Curwen’s manual signs were introduced into the Hungarian music teaching
practice, only the index finger sign of f4 and #/ changed. The index finger remained
to denote #, and fa was marked by the thumb. This was necessary at the end of
the 1940s for the manual sign of fi (in alteration f& upward fi (the sign of elevation))
and fa (in alteration # downward fa (the sign of abatement)) helped to better
practise the melody signs.

Curwen introduced sounds into the functional order of the chords. First, he
taught the three sounds of the tonic chord, then he taught the sounds of the upper
and lower octave. After that he introduced the sounds of the dominant triple chord,
then the sounds of the subdominant triple chord. That is why Gurwen’s system is
sometimes called the , Tonic-Sol-Fa” syslem. To enhance the clarity of intonation
he used intonation tables [10. p. 43].

in the letter-notation system musical writing was very simple.

In marking rhythm on the bar-lines 1/4 value sounds were separated by a
colon, 1/8 value sounds were separated by one dot. 1/16 value sounds were
marked by a semicolon. The larger sound values, spread of sounds were marked
by a horizontal line. The place of interval was left unmarked. At the bisector of
complex tempos small bar-lines were used. In such places there was no need for
dots to separate crotchets and quavers.

~In marking melodies only the initial letters of stock sounds were written out.
In case of modified sounds the full name of the letter was used. The names of
sounds modified by a cross were formed with e, those modified by bé were formed
by means of vowel a, or mutation was carried out and the name of the new sound
was written above the name of the sound [7, p. 37].

Mutation was also supported by manual signs; at the moment of changing the
name of the sound one manual sign was placed above the other manual sign.

In the Western folk melodies tonal digression and modulation are quite
frequent. That is why Curwen placed special emphasis on practising modified
sounds. He did it by pointing at the names of sounds on the modulator table.

Curwen'’s letter-notation system is widespread in Hungary as well. In 1881



BONOHCHLKUIA NPOLEC | NEPCNEKTHBM PO3BUTKY BHL{OT 0CBiTH B YKpaini, EBponi Ta CBITI

lajos Felméri, a professor of pedagogics at Kolozsvar university, born in
Székelyudvarhely, published a two-volume book describing his studies in England.
Felméri Agoston Trefort the Minister of Religion and Fducation commissioned him
to spend the 1879/1880 academic year in England and to study the methods of
applying the public education law adopted in 1870 in England. The first volume of
Felméri’s book Népiskolazas /Public Education/ deals with the spread of the
Tonic-Sol-Fa” method [5, p. 155-157]. Curwen’s method was further developed
by the Hungarian music teachers (they use the letter-notation musical writing and
reading together with rhythmic signs according to the general sheet music
writing). o

One of the most important representatives of relative methods for teaching
singing was Rudolf Weber (the system of changing the position of the basic
sound). He described the method in his book Theoretisch-praktische Gesanglehre
fiir die allgemeinen Volksschulen des Kantons Bern published in 1849. As a result
of lengthy experimenting he elaborated this method that spread quickly in Europe
after the publication of his book. In Hungary Domaokos Sandor and Gyula Horvath
popularized his system {Domokes Sandor: J.R. Weber vezérkbnyve a nepiskolai
énektanitasban. Déva, 1875. Domokos Sandor, Gyula Horvath és Lajos Batori:
Gyakorlokonyv a népiskolai énektanitashoz 1-3. Eger, 1875).

Dr. Aron Kiss valued Weber's method very high in his book A magyar
népiskolai tanitas torténete /The History of the Hungarian Public Education/
published in 1881 [9, p. 448].

In 1884 the teachers of Székely-keresztar training college Domokos Sandor

and Gyula Horvath, as well as the teacher of Csurgd state college Lajos Batori
publish a book in co-authorship giving a detailed description of the solmization
method by J.R. Weber — a headmaster in Bern. They also adapted the method to
the Hungarian conditions [14, p. 41].

The Hungarian music pedagogues took the essence of Weber's system — the
basic sound’s position changing role.

Weber divided the 10 year teaching period in Bern’s schools (from 6 year-
olds to 16 year-olds) into 3 departments: lower department (3 years), middle
department (3 years), upper department (4 years).

Lower department:

. teaching songs via hearing (15, 204 years);

. the study of ut-re-mi-fa-sol (15t year), fa and lower si (2"9 year)

sounds;

. teaching tones (374 year).

Middle department:

« the study of the basic scale (vt-re-mi-fa-soi-la-si-ut’), the five line

staves (410 year);
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»  the marking of songs with sound spread exceeding an octave, the use of

auxiliary lines (5 6th year).

Upper department:

« the ut basic sound is placed on various lines on the staves (on the ond,

3rd 4 fines into the first, second, and third line interval);

« teaching the absolute system.

The essence of the system is that the basic sound of any major scale is f,
and the basic sound of any minor scale is /a.

The basis of marking sounds in any melody are the five-line staves with the
usual sheet music signs (at the beginning there was only such a number of lines
as were necessary to mark the song) [2, p. 19].

In 1948 Enekeskényv /A Book for Singing/ in eight volumes compiled by
Zoltan Kodaly and Jend Adam was published. In the books for the lower
department coloured pictures illustrate the songs' content and their writing-
reading material. Like Weber they gradually introduced the staves, applying the
Hletter-notation” method.

Weber used a bold horizontal line at the beginning of a line to mark the ut
sound [2, p. 20]. |

Weber does not name separately the sound modifications (# or b alteration
sign), he keeps the stock sound’s initial name.

~1he practical side of the Curwen, Galin-Cheve, and Weber methods is
recorded by the founders’ apprentices, and in the following decades the leading
figures of teaching music, writers of coursebooks refer to it. The influence and
appearance of these methods in further school practice can only be measured after
several decades” [14, p. 44].

The name of the ,.Tonika-Do” system applies to the d—d' scale and its basic
sounds. It originates from Curwen’s ,Tonic-Sol-Fa” system. It spread in England,
there it was adopted by Agnes Hundoegger (1858-1927) a teacher of music from
Berlin, and then it was naturalized in Germany at the end of the xixth century.

The ,Tonika-Do" system uses the main characteristics of the previous
systems. It adopted singing from solmization letters; manual movements. the
sequence of teaching sounds from Curwen; the rhythmic words from the figure-
notation methad; relative solmization singing from sheet music and the position of
the basic sound from Weber’s system.

Let us summarize Hundoegger's system.

The marking of rhythm is the same as in the figure-notation system. The
number of rhythmic words was reduced. The interval sign is zero [7, p. 40].
Hundoegger paid great attention to the development of the rhythmic skill.

The introduction of the sounds from the basic scale and the order of their
teaching is the same as in Curwen’s system.
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The sound names modified by a cross upward were formed with the help of
.. and those modified by b downward were formed by means of ,¢”. In the rare
cases of raising mi and # sounds ,i” was applied.

The degrees of marking sounds:

« allocation in space by means of letters without staves:

+ by means of letter signs in one line with rhythm signs;

»  sheet music writing in do-key on the staves;

« in normal sheet music writing in violin-key with alteration signs [7,

p. 41].

In the do-key writing mode Hundoegger used the do sign instead of the bold
horizontal line applied by Weber.

in the transition from the do-key marking to violin-key marking she explained
the abc names (¢, d, e, 1, g, a, h). To ease singing with the abc names she had the
same song sung with different alteration signs at absolute pitch.

In fact. the ,Tonika-Do” system led to the absolute system.

Fritz Jode (1887-1970) is a german music pedagegue, the founder of the
German youth musical movement. Jode's material for teaching were folk songs,
then artificial music from plain chants to complex songs. The basis of his method
is the ,Tonika-Do” system. A characteristic feature of his teaching is relative
solmization illustrated with manual signs, as well as stimulation to create.

Jené Adam in 1930, Gydrgy Kerényi in 1931 were studying Jode's music
lessons for a year (8, p. 478-479].

In 1938 Jode held a week-long Tonika-Do seminarium in Budapest As a
result, many music teachers decided to base their teaching methods on relative
solmization.

We can find the influence of Hundoegger and Jode’s method in modern
German music teaching, in some aspects its similarity with the Hungarian
pedagogical music practice is clearly seen.

Relative solmization was most widespread in Hungary.

The characteristic features of the Hungarian musical education were formed
by studying the methods of Curwen, Rousseau, Galin~Chevé-Paris, Weber,
Hundoegger and others to whom Kodaly and his disciples were drawing music
teachers’ attention since the end of the 1930s.

In 1940s the first books, coursebooks popularizing relative solmization
appeared in Hungary.

In 1943 and 1944 /skolai Enekgydjtemény /A Collection of Songs for Schools/
was published in two volumes under the editorship of Zoltan Kodaly (in cooperation
with Gyorgy Kerényi). The material of those two volumes still remains the basis of
the Hungarian coursebooks for teaching singing.

The first series of coursebooks for teaching music that classified this material
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into classes were the $zo-Mi eight pamphlets by Kodaly — Adam (1-6. 1943, 7-8.
19486).

With Zoltan Kodaly’s reassuring support Jend Adam elaborated the peda-
gogical work Médszeres énektanitas a relativ szolmizacio alapjan /Methodological
Teaching of Music on the Basis of Relative Solmization/ (1944} which later became
known as Kodaly’s method. It was the basis of teaching singing and music. This
method is based on the one side on singing folk music and complex musical
works, on the other it relies on relative solmization.

In 1948 Kodaly — Adam's Enekeskényv /A Book for Singing/ was published in
eight volumes. In the song material it was based on /skolai Enekgydjtemény A
Coliection of Songs for Schools/ and the elaborated material enlarged the
successful method from the Sz6-Mi pamphlets.

Nowadays Hungary occupies a prestigious place in the world in the sphere of
musical education. The basis of the Hungarian musical teaching is relative
solmization. The relative solmization system covers people of all ages in the
country (from the kindergarten to Ferenc Liszt Musical University). Singing with
solmization makes the acquisition of all significant musical skills easier, and
provides for their quicker development.

Relative solmization is a solmization system independent of absolute pitch.
Solmization syllables (do, ré, mi, fa, sz6, 14, ti) mark degrees of the scale. The first
degree of any major scale is d6 and the first degree of any minor scale is /4. The
other sound names are formed from the names of these basic sounds. As far as
according to this system the sounds of the scale get their solmization names in
relation to the names of the basic sounds, this kind of soimization is called relative.
In case of raising the second letter of solmization syllables is i {di, i, fi, szi), in case
of deepening it is a (ra, ma, ta; except the deepening of /a, which can be: /a, /o, lu
[15, p. 85]). The musical structure of the chromatic solmization scale is d6 - di - re
—fi—-mi-fa-fi—-sz6-szi—-la-ta-ti-dd’' —ti—ta—1a—Ilu—-sz0—fi—1a—-mi
—ma-re —ra- do.

The manual signs system assists in solmization singing, especially at the
beginner level. The manual signs help to recall the formation of sounds, consolidate
the association process between the name of the sound and the sound itself; they
also make relations deeper.

The advantages of singing with the help of manual signs include:

. the pitch appears in space (pitch is shown);

«  the solmization name is shown that reminds of the sounding (enhances

thinking);

- the automation of the connection between the sign — the name - the

sounding is enhanced, suggesting the name of the melody and the
name;
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« the formation and recalling of musical pitch relations is fostered;
attention is focused in case of a frontal direction;

the tempo of movement for correct singing is corrected;

it is activated with the possibility of movement;

it can be used together with other sign systems;

it can be applied together with skill-improving practice.

The disadvantages of singing with the help of manual signs comprise:

»  the whole melody cannot be shown at the same time for the eye;

« it is difficult to show accurate rhythm in case of a complex, changeable

rhythm [11, p. 38].

Relative solmization develops tonal sensitivity and helps to sing from paper.
Relative solmization does not exclude the development of sense for absolute pitch.

Singing with absolute sound names presupposes absolute pitch sounding of
the melody written on the sheet music. However, this is not always possible due
to the learners’ range of voice. Relative solmization enables students to sing to the
best of their capabilities. This is of utmost importance from the pedagogical point
of view.

In Hungary the abc letter-notation scale is absolute (c-d-e-f-g-a-h-¢’}). In
case of abc names the stock saunds should be modified taking into account the
length of intervals. In case of an upward cross modification we add /sz (cisz, disz,
eisz, fisz, gisz, aisz, hisz). in case of a downward bé modification we add esz (cesz,
desz, gsz, fesz, gesz, asz, hesz (b)) to the name of the sound. For the sake of
simplification in the marked places the names of the sounds are not ,eesz” and
,aesz” but ,esz” and ,asz”. In connection with the deepening of i we use the name
hesz, though bé is more usual.

The practice of reading sheet music in accordance with absolute sound
names is mainly connected with playing a musical instrument.

The experience of the methodological use of relative solmization in Hungary
for over fifty years shows that the absolute and the relative systems do not
contradict each other. In 1964 in Budapest at the International Musical Education
Conference (IMEC) the Hungarian musical educational system was for the first
time honoured by the international community.

In the course of centuries Guido di Arezzo solmization disappeared in many
countries giving way to the abc names. In other countries solmization itseli
became the sign of absolute pitch. Abszolute and relative, abc and solmization
names were and still are used side by side in musical pedagogy. What is important
is the fact that the same name should not name two notions at the same time, i.e.
it cannot denote absolute pitch and mean the relative one [16, p. 27].

Thus, having analyzed the historical roots we have come to the following
conclusions:

L]

L ]
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In music pedagogy solmization has two meanings. In the narrower sense it
denotes the use of syllables in mediaeval Europe (ut, re, mi, fa, sof, la), which were
applied to hexachord sounds by Guido di Arezzo. In the wider sense it means the
relations between syllables,-sounds (relative solmization) or absolute pitches
(absolute solmization). Thus, it is a means for recording/reading music.

The use of musical syllables originates from great ancient cultures. However,
in different cultures the syllables were used in different meanings.

Guido di Arezzo ()(It century) was the first to apply solmization syllables (1,
re, mi, fa, sol, la). Scimization syllables did not mean absolute pitch, they just
recorded the relative relation between the intervals.

In the Xviith century the 7t sound name si was added to the solmization
names.

Otto Gibel ()'(VII‘I{h century) substituted ut by do for better singing and
sounding. In this way the solmization scale was formed: do, re, mi, fa, so/. fa. si.

Later on the syliables created by Guido were further modified and adapted.
Adaptations can be classified into two tendencies: the syllables are used in
absolute (determined by frequency) and relative (marking the relations between
sounds) senses.

Since the XvHITN century the issue of the method came into the limelight. The
various relative systems for teaching singing aimed at making conscious singing
easier and quicker for the learners.

Jean-Jacques Rousseau (XVIHt century) dealt with the reform of sheet
music recording and elaborated the figure-notation method that avoided using
staves.

Pierre Galin (Rousseau’s successor) elaborated the simplified form of
teaching music — the so-called méloplaste method (1818). Later on Emile Joseph
Maurice Chevé further developed the method and popularized it. The following
people took part in improving the method: N. Paris — Chevé’s wife and her brother
A. Paris. That is why the method is called Galin-Chevé-Paris system. Chevé
elaborated rhythm solmization.

The simplified form of practising rhythms with names comes from Cheve’s
heritage.

In the second half of the XIX! and the beginning of the XXIM century in
French schools the Galin-Chevé—Paris method was officially recognized. In other
countries, including Hun%ary it was widespread.

John Curwen (XIX century} substituted the 7t sound name s by the
syllable ti. To make reading sheet music easier Curwen used the initial letters of
solmization avoiding the staves (the first letters of solmization sounds are: d, r, m,
f, s, I, t). For still higher speed of reading sheet music Curwen introduced manual
movements that enhanced the better understanding of sounds. Curwen introduced
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sounds into the functional order of the chords. That is why Curwen’s system is
sometimes called the ,Tonic-Sol-Fa” system.

The Hungarian music pedagogues further developed Curwen’s method (they
used fetter-notation writing and reading together with rhythm signs according to
the general sheet music writing). In the Hungarian musical education system sz6
syllable is used instead of so/, thus each solmization sound ends with a vowel.
Curwen’s manual signs were introduced into the Hungarian music teaching
practice, only the index finger sign of f4 and #/ changed. The index finger remained
to denote #/, and fa was marked by the thumb

The Swiss Johann Rudolf Weber (XIX century) elaborated the system of
changing the position of the basic sound. The essence of the system is: the basic
sound of any major scale is vt and the basic sound of any minor scale is /a. The
basis for marking sounds in melodies are the five-line staves with the usual notes.

As a result of lengthy experimenting he elaborated this method that spread
quickly in Europe after the publication of his book. The Hungarian music
pedagogues took the essence of Webers system - the basic sound’s position
changing role.

In 1948 Enekeskonyv /A Book for Singing/ in eight volumes compiled by
Zoltan Kodaly and Jend Adam was published. Like Weber they gradually introduced
the staves by means of applying the ,,letter—notahon” method.

Agnes Hundoegger (the end of the XIXI" — the beginning of the Xxh
centuries) used the strong points of the previous systems. She adopted singing
from solmization letters; manual movements, the sequence of teaching sounds
from Curwen; the rhythmic words from Chevé; relative solmization singing from
sheel music and the position of the basic sound from Weber's system.

Zoltan Kodaly and Jené Adam used the d6 key introduced by Hundoegger in
the volumes for the 15t-41" classes of the Book for Singing.

The basis of the German music pedagogue Fritz Jode’s (X)(th century)
method is the ,Tonika-Do” system (Hundoegger). A characteristic feature of his
teaching is relative solmization illustrated with manual signs, as well as stimulation
to create,

We can find the influence of Hundoegger and Jode’s method in modern
german music teaching, in some aspects its similarity with the Hungarian

pedagogical music practice is clearly seen.

Relative solmization was most widespread in Hungary (relative szolmization
and the moving do are important instruments of the Kodaly conception).

The practice of reading sheet music according to absolute sound names is
mainly connected with playing a musical instrument.

The absolute and relative systems existed side by side uptil now and can do
so in the future as well. However, it can only happen if they use different names!

511



512

Buiua ocsita y KoHTeKCTi iHTerpauii 4o €éBpoONeHCcbKOro OCBITHLOro NPoOCTOPY

Nowadays people entered into the third millennium from the beginning of our
era, the people’s analysis of the cultural and educational achievements become
especially actual, that have got the great value for the comprehension of current
problems in music pedagogy.
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TEMATUYHUIN BUNYCK

BILLIA OCBITA YKPAIHY
Y KOHTEKCTI IHTETPALLI
110 EBPOMNENCHKOMO OCBITHHOMO
[MPOCTOPY

Hopartok 1 go Bun. 27, tom | (34), 2012 p.

Tematu4Hi pybpuxku BuNycKy:

bonoHcHKHK npouec i NepcneKTUBY POIBUTKY BULLOT OCBITH
B Ykpaiti, Esponi Ta ¢BiTi

YnpasniHHa AKICTIO OCBITU: CTaHAAPTU3aLif T2 IRHOBALINHICTL
MOHITOPUHT AKOCTI OCBITH: 3aC06U, TEXHOMOTII Ta NePCneKTUBH

Cy4acHWI OCBITHIR MEHBIDKMEHT: EKOHOMIYKI, OpPrari3alifiti Ta NCUXoNorivHi
3aco6u peanisauii B Ykpaini, €spori 1a c8iTi

MocnifoBHICTL 3aFanbHOT CepeiHbOi Ta BULLOT OCBITH
aK EBPONENUCHKUN CTaHOapT

HoBiTHi 3ac061 HaBYaHHA: Npo6nemMu BNPOBAAXKEHHA Ta CTaHaapTu3aLl

[lcnxonoro-negarorivdi Ta opraHizauinHi yMoBy 3anpoBaKeHH: €BPONENChKNX
CTaHAApPTIB BULLOT OCBITK B YKpaiHi



bonoHcubKui4 npouec | NnepcReKTUBK POIBUTKY BULLOT OCBITH
B Ykpaiui, Esponi Ta caiTi

Ynpasninna sKicTo ocBiTH: cTasfapTU3ayia Ta iHHOBALiRHICTD
MoHiTopunr sKocTi ecBiTu: 3acobu, TEXHONOTIT T2 nepenexkTHBM

Cy4ackuit OCRITHIA MeHEeKMEHT: EKOHOMIYHI, opranisayiitdi Ta ncuxonoriyi
3acobu peanisayii B Ykpaiui, Esponi Ta ciri

MocnigosHicT 3aranLHoi cepeprboi Ta BULLOT OCBITH
AK CBPONEHCLKUIA CTanaapT

HosiTHi 3aco6u HaBYaHHs: npobnemu BNPOBAQKEHHA Ta cTaHgapTHaayil

lcuxonore-nefaroriyxi Ta oprauisauiiidi yMoBy 3anpoBajKests eBpONERCLKNX
CTaHAapTiB BUU{OI OCBITH B YKpaiHi

The Bologna process and prospects of higher education
in Ukraine, Europe and the world

Management for the quality of education: experience and innovations
Monitoring the quality of education: tools and technologies

Modern means of training and education:
problems of implementation and standardization

The sequence of secondary and higher education as a European standard

Modern educational management: economic, organizational and psychological
means implementation in Ukraine, Europe and the world

Psychological, educational and organizational conditions for the impiementation
of European standards of higher education in Ukraine, Europe and the world
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Mepencnas-XMenbHNLLKOrC AepXKaBROr0 NEJarori4Horo yrisepceuteTy iMeHi Mpuropis Ckosoponu.
Mpotokon Ne 3 gig 29 xoetHaA 2012 p.

BuaaHHA 2RiMCHEHO 3a crpuanHa MixxrapoaHoi EkcnepTrot Arenuii
“KoHcanTuHr | Tpasinr” 1a CxigHo-E8ponencbkoro IHeTuTyTy Nevxonorii
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BigriosigancHuK pefaKkTop BHNYCKY:
Manoxa 1.1,

BepcTka Ta MaKeTyBaHHs!
Omensad 0.A,

['ymaniTaphud sickuk — [ogarok 1 40 Bun. 27, Tom | (34) : TemaTuynui sunyck “Bulia 0cBiTa Ykpaiiu y
KOHTEKCTI IHTErpadii 1o BPONEMChKOro 0cBiTHbOro npoctopy”. — K.: Mtosuc, 2012, - 564 c.

Y TEMaTAYHOMY BUMYCKY BMILLEH! HaYKOBI CTaTTi haxiBuis 3 NUTaHb BUULOT OCBITH, NPUCBAYEH
aKkTyanbHin npobnemi BxomkerHs YKpaiHu 40 C8PONEICHKOTo OCBITHBOMO NPOCTORY.
fNepcnekTUan E€BPOIHTEMPALIHUX NPOUECis v Ccepi BUWIOI OCBITM, BUMOTK DOMOHCHKOrO
NPOLECY T4 MMTAHHA FOTOBHOCTI YKpaiHy BignOBIAATY LM BUMOraM, MOHITODIMHS AKOCTI OCRITH,
CTaHAADTM EBPONENCLKOrD OCBITHLOTD NPOCTOPY Ta 3aBAAHHS, LLO CTOATL NEPEA BULLOT GCBITOK
YKpaikv CHOroAHI - 0Ch JIANEKO He NOBHUIA CNEKTP NpobNem Ta nuTaHs, 40 BUCBITNEHHS Ta Capoou
PO3B H3EHHA FKMAX 3BEPTAIOTLCA ABTOPW BANYCKY. Y UGHTDI yBarit TAKOX NUTaHHS YNpasniHHA
RKICTIO CCBITU. (18PCNEKTUBI 3ANPOBAJPKEHHA MEXaHI3MIB CY4aCHOr0 OCBITHLOMO MEHeKMENTY,
2 TAKOX - YMOBM 11 HANPAMK ONTUMI3AU[ T3 PO3BUTKY BILLLOT OCBITH YKpAiHM B CY4ACKUX YMOBAX.
[ins haxiBuiB-0CBITAH, HAyKOBUIB, ROCMIAHWKIB NCKXONOTO-NEAArori4Hux 12 YNpaBniHCbKUX
npobnem po3suTKY OCBITHBOI Cnpas B YKpaiHi Ta 3a il MeXamu,
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