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DEFINITIONS

1. Soleization - is used in the broad sense, i.e. the substitution of any syllables for letter
nages or scale-step names.  Rlthough most dictionaries of ausic include all systems of syllables

“from "bocedization” through "Lancashlre Sol-Fa® in their discussion, the most specific definition of
' _soln1zat10n could be one “which ;1tes those systems using Guido's -syllables, i.e. those including sol

2, Sol-fa, GSolfege, Solfeggio - although these terms have the same e{ynology, their sepérate
meanings are somewhat varied in modern day usage, Where they are used in this paper, their specific
usage will be defined..

3. Bol-fa syllables -’du {ut), re, mi, fa, so {sol), la, ti Isi).

4. Relative solsization - any systen which uses syllables to denote function, rather than pitch.
This could include the tetrachordal systes of the Greeksj the hesachordal systee of Buido; or the
heptachordal (octave} systems, e.g. “Tonic Soi-Fa*.
Synonyms: scale step denominators
function denominators

G, Fixed-Do - "do" denotes "C" and its alterations;
“re” denotes "D* and its aiterations, etc.
Synonyms: although usage allows solfege and solfeggio, the teras are sufficiently confusing in
their broader usage to necessitate their avoidance, u1th the exception of the specxfxc
d951gnat1on nf “Cunservdtozre Solfege : : S

6. MovableDo - Heptachnrdal or Octaval systess in which "do" denotes the sajor tonic in any key =
(but not its alterations). Consequently, "re* denotes the supertonic in any sajor key, etc.
Synonyms: *Tonic Soi-Fa* ' '
"Tonika-Da"

7. "Kodaly® - when in guotes, refers to the systez synthesized by Kodaly, rather than to the man.
For an exasple of the systea’s syllables, see pg. 7. The use of ®Kodaly” to designate the Hungarian
music education systes, seemingly common on this continent, is not in uwse in Hungary. Originally,
it was probably an identification tag placed on the system by our own pedagogues and musicologists.

This paper wishes to deal with the thesretical advantages of the relative-snlnizationéﬁ syster it
supports. More practical discussions and explanations of the other tools of the systes: hand signs,
rhyths duration syllables, and dESCFlpthDS of nethodnluglcal prncedures are not c0n51dered tn be

within the scope uf this study
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HISTORICAL PRECEDENTS

Buido ¢’Areizo S C
Earlier cyllable =yctem5 did exxst notably Egyptian, Greek and Chinese,. but the first written
explanation of sol-fa syllables, per se, is of those which Guido d°Arezzo used in the early 1lth
century.  His system was based on a hesachord, using the syllables ut, re, ai, fa, sol, la,.. the
initizl syllables of the first six lines of the hymn, *Ut queant laxis.” A type of podulatior or
"mutation” of the syllables involving use of pivot tones erabled the singer to use this system
within & range of twe and one halé octaves (6 - e, significantly the bass-soprano range of husan
yoires; ses Tshic 13, In that the syllable: were aovshle, “the method embodied the main principle
of all present-gav ‘mcvable do’ systems®™.! A detailed esplamation of Buido’s system can be seen in
the Harvard Dicticnary of Husic wnder "Hesachord®.  Guide’s system took strong held and through the
influence of the church seems to have been in wide use throughout Europe until the end of the léth
century, The modal nature of the music of these centuries seems to have insured the success of this

cystes,

Regardiess of the system used, Western musicians have been using these syliables since Guido's time
for two fundamental reasons:
. They are more singable than letter names or numbers.
b They possess the additional quallty of having more individuality in their respective sounds
than letter nanes.

The Renaissance

There is much evidence that the use of Guido’s relative solmization prevailed during the l1éth
century and even into the [7th, 18th and 19th centuries. FPutnam Aidrich states:

In learning npew corpositions all perforeers--

instrusentalists as well as  singers--solrized

their parts, singing the sawe syllables not

necessarily to the sase notes but to the save

intervais,® ,
A detailed szample of the use of Guido’s system in the 1&th century, specifially, can be seen in
dames Haer's erticle, "# lhth Century Herachord Composition”.s

‘During the Renaissance, -the most importent development regarding the notation of- absolute pitch fin

the senze of its ,ntcrnatlundl impact up to the present day) was the use uf letter nages by the
Germans to denote pitch in their keyboard tablature after 1550.4

Rfter 1600

Two students of the great Italian master, Nicholas Forpora, make reference to the use of relative
solmization in Italy as late as 1850. Doeenico Corri {1744-1823) and his student Isaac Nathan
{1790-1864) reveal much of the singing instruction tradition of the time in their writings.®  These
writings also allude to the confusion which exlsts to the present day about the use of "solfeggi”
for reading exercises as opposed to vocalises.  There seems to have been a lack of esphasis on  the

use of syllables to enhance the sense of interval and function in Porpora’s world,

The Beginnings of Fixed-Do
Bs in all other aspects of western music, great changes took place in selmization in the late lath
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and early 17th centuries. Greater use of transpositions and altered tones made Buido's system far
too complicated, and solutions were sought by musical thinkers of the time. The spost significant
veparture from the traditional use of relative solnization was the increasing tendency of French
musicians from 1600 on to equate "ut' (do) wWith "€"0 “the "fixed-do" systes. This was the beginning
of that country’s use of sol-fa syllables as pitch denominaters rather than Buido’s and all previous

f’) z{ wf
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systems’ use as scale step denominators.. Although the French did not attempt to provide inflected

syllables for sharps and flats, Otto Gibel, a contemporary ferman theorist expanded and altered
Buido’s syllables in a manner very similar to John Curwen's relative syllables 200 years later.4®
{Gee Table Ila) Other attempts to provide syllables which denoted pitch were the “"bocedizafion”
system of Hubert Waelrant (1517-15 93)¢,  the “bebization" of David Hitzler - {1575-1835)7 and the
“damenization® of Karl Heinrich Braun {1704-1739).@ HNone of these other syllable systeas has
survived. .

The Evolution of "Movable-Do*

The continuation of the use of scale-step denominators was somewhat less dramatic. Toward the end
of the Ibth century, & proposal esanated from Geneva, which suggested the use of only four
syliables: fa, so, la, and i, to sing all music.® The mutation {or more accurately, repetition)
process was the same as in the Guidonian system, albeit of necessity more frequent.  Thosas
Horley'®, Thomas Campion'!, and other writerz at the turn of the l4th century show an  increasing
awareness  and preference for thie system which has become known variously as “Fasola®, ‘“Lancashire
Sel-Fa"y and "0ld English Sci-Fe*.  {See Table 11} This systep was widely used throughout England
until the late 18th century. Its influence was therefore strongly felt in the colonies, and to this
day societies exist in the tnited States which are dedicated to the preservation of this
tradition, 12 ‘ R A ‘ S .

'

The "fixed-do” cysten (actually *fixed-ut®) took strong hold in France after 1600, Around 1650 fe

syllable "si” was added to complete the octave, the point of repetition to the present day. In
‘Italy, ut Was changed to do, ostensibly by the Italian teacher Dani'3, although in France the use of
ut continued.®® The focus of the French systen’s develcpment from the late [Bth century onward was
the Paris Conservatoire.  The rigor of that system is legendary. A series of graded sight-singing
exercises or "solfegoi®, were provided for the students of the Conservatoire, and it is clear fram
the estrese difficulty of the advanced exercises that a great deal of emphasis must have heen placed
on the teaching of sight-singing at that tiee.'® However, some doubt has been raised about the
continuing effectiveness of the Conservatoire systen by Hersan Klein in his article on solfeggio:

The exercises were pever departed fro»  nor

. Improved upen.  On. the other hand their technical

. difficulty- showed an alyost continvous tendency
to descend to a lower -piane, in order to
presusabiy  meet the requirewents of a Jess
exacting age, The result was to lessen the value
of this fore of study and te affect the standard
of the art of vacalization.te

In his discussion of varipus European susic education systems, ZIoltan Kodaly expressed a different

Fasola
[<lz 15007

4%0( Jr-ffw\
o 7

view: fo—ts
sce C'X Mi{ ”“

The french and Italian Schools have practised the - ticnch

right wetheds with increasing care,  yet always

4 oh'ﬂ*

/‘-9'51- ’

finding so»ething to Le ipproved upen.t? (-Jg%ﬁl‘d e waawong/

In 1815, in the schoois of the Society for Elementary Education in Paris, Suilaume-Louis Bocquillon

f: avicfer
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Bilhelwm introduced & new method which used the syllables in the traditional Fremch way.  The unique

~~ character of this sethod was the systematic manner in which the classes and the inforaation to be

taught were crganized. Senior students helped junior students, cospetent helped less competent, and
5o on. This type of "family” approach seems similar to that used ip many cheir schools of today.

- In lialy, the systemaiized use of col-fa syliables to denote pitch ratner than scale deqree is

somewhiat  hazy even inte the ISth century.  Althougn dictionaries of music Invariably include Haly
Wwith France ir this regard, there are several sources which would indicate less than universal use
of "fited-oo®. One source, Forepan’s "The Porpora Tradition®, has been cited already. W.S5.
Aockstro in his article on eoisization in frove’s Dictionary makes the following chservation:
In Framce, ths urigina! syllables witn the sdded
" 5i, took Tirser rgot than in Italy; for it nad
long beep the custoy in the Keapolitan schools, to
use the series beginning with do for those keys In
which the thirds is »ajor. For winor keys the
e Keapolitans begin with re, using fa for an
§J¢AM° gccidental flat and B for 2 sharp.t®
63\ E)SM
&n edition {1750} of “Solfeggi® by the Bolognese teacher Angelo Bertalotti gives examples of the use
of relative solmization to sing difficult 2, 3 and 4 part exercises involving sodulations.'¥  The
fortress of fixed-do was not without its attackers in France. The most notable criticise case fron

e

Jean Jacques Rousseau. — His stance, critical of & French tradition, was hardly unusual for this san -

who was at the epicenter of artistic pelemic in 1Bth century Europe. Rousseau's "Dissertation sur
la ‘musique soderne*®® strongly supports the use of relatxve solmization, and his ideas for figure
notation stronply influenced the hrltxngs of Enile Chevé. In addition to the use of numbers to
visually identify scale steps, Cheve used the traditional French syllables {retaining ut but adding
chropatic alterations--see Tahle 11I).  Although there is some evidence that these syllables were
used in & movable fashion, @' it seems highly unlikely that such a contravention of the traditional
fixed-do syllables would be undertaken by a Frenchman of the tise.

The English Systes

it ic very interecting that a French professor of music nased Berneval®® was one of the main
influences upon the establishment of the "tonic sol-fa” system by John Curwen.®® Ferneval®s early
18th century treatise, “Husic Sisplified", does mot actually suggest a pattern of sol-fa syllables,
but it stresses the need for & monogasic method which emphasizes the properties of scale steps and
their- functions,  The great importance of Curwen’s countrywoman, Hiss Sara Elover,®* houever, pust
be stressd-here. A large nusber of the tools,: sysbols and nuaptatlons which Curwen. used were her
invention. This fact seems to have caused a long-standing bitterness between followers of the
k0,23 {See tables IV and V). Hotwithstanding the influence of Lancashire Sol-fa and the strong
attespt of John Hullah {see Table V1), from 1841, to establish a "fixed-do” system in England, tonic
~ sol-fa was established by Curwen as the sight-singing system of Britain in the second half of the

)
19th century.?® Curwen’s sost significant change from previous systess was the invention of a new

notaticnal system in which the first letter of each solfa syllable was given instead of staff
. notation, the latter being abandoned entirely.2¢ The key feature of Curwen’s use of solfa syllables
was the addition of chrosatic syllables which reflected function and which were consistent with
vowel-vocal pitch tendencies.  Ascending chromatic alterations tock on a brighter sound: doh, dej
{pronounced dee) ray, re; etc., and descending, a darker sound: doh, tie, tah, etc. Hith these
alterations the necessity of changing si to te as the controversial seventh step becase apparent,

although it was actually Miss Glover who first thought of it. There are many other details of
Curwen’s systen, not the least of which was the use of hand signs, but the explanation of these

" details is not essential to the present discussion. The Curwen system, or "tonic solfa”, has had a
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wide following since the I19th century. Host Eritish and sore North American publishers of choral
music up until the middle of this century printed choral music with both staff notation and tonic
sol-fa "tablature”. The Welsh singing tradition uses this notational systes to this day. The
developsent of singing schools using relative solwization was widespread in Europe in the 19th
century. The reader.is encouraged to read the works of Paﬂl»HeiSs and Bernarr Rainbow listed ip the
bibliography. ' ' S & ' o

Unsolved Probless ;

The various solaization systeas in the first half of this century were widely divergent and fraught
with practical and theoretical probless. The tonic sol-fa systems elimination of staff notation
was highly unrealistic since it separated singer and instrumentalist. This major departure- from
musical notation undoubtedly contributed to the downfall of relative solsization in Russia by the
end -of the 17th century,2® and to this day has affected the credibility of tonic solfa in training
musicians.  Furthermore, with no reference to specific pitches, the developsent of a sense of abso-
lute pitch was severely hindered. The greatest problem of all was one which will always plague

supporters of relative solsization: the obvious difficuity in using the system with atonal music.

The fixed-do or ‘“coifege™ system, having pitch demominators but no scale-tone indicaters,
necessitated the complete separation of sight-singing and functional analysis. Transposition was
aleo extremely difficult in this systes. Hodulatory passages would not necessarily be noticed while
reading using fixed-do,2?

Ferhaps one of the most serious problems in the present day in this regard is the polarity between

~fised-do and movable-do systess.  This'is due at least in part to the inappropriateness - of  both

terms. Hovable-do implies that do is always tonic. In fact, in most current relative solmization-
- systéss, do is the major tonic only, with 1a being the ‘minor tonic. This creates initial conceptual

probless to the student using a relative soleization system, even though the concept of harmonic

relativity is puch better served by such tonic designations.3° It is important to note that histo:]
rically, no significant system has used do for the tonic note in a sinor scale,

Fized-do implies that a given syllable denotes a fixed pitch. Although there have been many
attespts to solve the problem, the Conservatoire system of using no syllable alterations for sharps
and flats prevails in the world of pitch denominating systems. This omission causes problems of
pitch discrisination in tonal and particularly in chromatic or atonal music.  For example, D-D¥-D-
Db-D would be solmizated: re-re-re-re-re,>! the syllables providing no apparent advantage. The

probler is compounded when one approaches the study of intervals. For exaaple, do-gi can be heard ‘
nine different ways: C-E, C-E#, C-Eb, C#-E, C#-E#, C4-Eb, Cb-E, Cb-E3, and Cb-Eb, thereby aurally )

representing any interval from a major second to a tritpne.32

German letier nanes used as pitch denominators, é.g. 0=D, Db=Des, and D#=Dis, etc., use the same
concept in pitch alteration as died Curwen’s later system (brighter vowel for sharps, ‘darker vowel
for flats). There ic however, less individuality in the sound of each syllable, and the consonant
ending of the altered letter names places and undue emphasis on chrosatic tones.

The use of nusbers as function densainators works well, particularly in view of our pedagogical
tendency to refer to scale degrees and chord progressions by number.  The main probless with such
systems relate to the severe difficulty of nasing altered tones, in addition to being less singable,
conscnant ending and, in the caze of "seven®, having two syllables.

The perspective of two such distant sources as a member of the Royal Husical Association in the late
19th-century and a priest in Chicago in the {330°s should give us an idea of the needs tacing Kedaly
at the time of his search for the most usable pedagogical tools, The British scholar W.G. HcNaught,
concludes that;

|
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- considering how extreveiy difficult it is te alter
hzkits of nosenclature, it ir too such te hope
thst masical Europe will sore day agree to sepa-

Ogﬂﬁé%j{fﬁ . - rat; pitch-ione denowinators.  Both facts must in
. ¥ ;Ei ka‘A$' : " sewe Wiy be nared by the advanged as well as by
Q3" O ~ the eiesentery rtedent, fs it is.we find that the
\Q’i/’" e Sol-is sylsbles are used to nase both absolute
\'1- o pitch and position in scale. In this cowntry, at

~ least, where povable Uo is o5 extensively ased, it -
would certainly be a great cdvantage If we could

agree to aliow the 2lphabetical nazes to siand for
pitch and the Sol-7a paves for scale-sounds.3S

Father William Finn observed:

lontinued exazination of the »erits of &he fwo
suryiying Bethods of reading vocal Busic has con-
vinced we that the “Novable® Do plan provides the
easier starting point, clearing away by its. owp
lucidity the pultiple riddles of keys, »ajor and
pinor sodes, and solving the enigma of sharps and
fiats,  The other plan seews-at the start Yohscu-
ru» per ohscurius®, the explaining of the phscure
by sowething eore ohscure,*

KODALY’S SOLUTIONS: A SYNTHESIS

n, who does not hear what

no goad pusicia
ceg what he hears.ss

is sic
ees znd does not
The proliferation of music teaching systess in this century has resulted in the growth of separate
schoels of thought and consequently has engendered suspicion betwsen proponents of these many
"cchopls®,  In ocur present age it has takern the strength and perserverance of an isportant scholar,
composer, and educator such as Zoltan Kodaly to make a significant impact upon the world of music
instruction by evaluating the strengths and weaknesses of the legacy ieft to his and by formulating
2 system which would sslve the greatest nusber of problems presented by those earlier systems.

From .the tonic soi-fa®-ists he chose the basic tenets of relative solmization, including Curwen’s

. chrosatic alterations. - Rlthought the "Kedaly”- system is cnmmunly equated with movable-do, it was
substantially after his interest and work in educaticn had started that he chose this particular
tool. 3¢ Correcting Curwen’s error, staff notation was as an essential element, It must be pointed
out that several details of the tools of the "Kodaly" system have been added subsequently by his
disciples. It is sceetises difficult to ascertain whether Kodaly himnself used certain of these
tools or whether they were added later in the spirit of the philosophy.

From the solfege of the Conservatoire came the taking of dictation in staff notation and generally

JJ the systematized teaching of musital skills through a progressively more difficult “gradus®.  This

{ can be seen in Kodaly’s own series of graded reading exercises,34* as well as in the many other

+C excerpts from international music literatere commonly used by *Kodaly® teachers. It is very clear

- 92} ef*" from his writings that the example of the Paris Conservatoire was the major inspiration for Kedaly’s
eaphasis on mastery of musical skills,37

3
——V'L;, v
-

From the Germans, Kodaly adopted the use of letter names and their alterations to demote absolute
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pitchy with the change of the German “H* to "B* and "B" to *Hes", thereby making more logical what
had long been an intonsistency in the German systen.

The fol]nwlng illustration should give the reader a practical view of the symbols of Kodaly's
'Systen. BT L '

{do is major tonic, re is supertonic, ete.) -
{la is pinor tonic, ti is supertonic, etc.)

Raised scale step: di ri fi =i 1
Natural scale step: do re mi fz so la ti
anered scale step:  ra ma, 1o ta

Sharps: Ris His Cis Dis Ees Fis Gis
Naturals; A B C D E F &
Flats: Az Bes Ces Des Es Fes Bes

The octave denominators

Subscript - ¥,
Supe r:crlpt - it

e.q. ascending natural minor scale: .
Lytyderym fys, 1t dt,rt ot (ete.) Rrniaye- c)‘“*ﬁ“‘—”v C/&M"-’-")' add
e.g. opening phrases of Haydn's "Liebes hadchen. hor mir zu' P Rt e, L77f4,h_
s

{see table 11b) : { RN

A major misunderstanding about "Kodaly” by university music departments seems to be that it ‘is
synonymous with tonic sol-fa and all the problems of that system. #s discussed previously, Kodaly's
"solutions" are eclectic, combining the best of each system -and making minor changes where inconsis-
tencies accur.  The proponents of the system are, and hopefully will always be, more 1nterested in
that whxch works best for. the muster) nf nusxcal 511115 than in strict dogsa,®®

The goal of devéloping 3 sense of 'absnlute pitch seess  to deter some musicians {notably
instrumentalists) from accepting relative solsization as a viable system, When one sings from staff
notation, it is essential, whether using sol-fa syllables or letter names, to sing at the actual

pitch indicated, except when conciously transposing, either as an awral exercise or in order to ease T§7
vocal strain.  In this case the interval of transposition aust be pointed out and understood by the- )
student.  Attaining absolute pitch has an important value in the Kodaly systes, and it presents

fewer barriers to that end than other systems. In "fixed-do" systems the problem of a single syllab-

le denoting one of three pitches and no function clearly does create a barrier to the attainment of

"perfect piteh®, The German-originated letter names, adapted by the Kodaly system, perhaps come the

clgsest to the ideal,

Ay sight-singing system musi begin with a given pitch and proceed unsupported by an instrusent in
order to teach the concepte of pitch and interval. The ability to stay on pitch is only as great as
the teacher who insists upon it.  No system can guarantee pitch retention, i.e. any system can
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become movable".  Hecause of the functional nature of movable-do, the retention of pitch in tonal
nusic must be somewhat greater than in other systems, the tonality and/or clear sense of modulating
being retained throughout.

hmﬁng those university educators who can uccept a iodaly-based =ystem of solfege tralnlng for its
value in instruction of sight-singing are many who feel that. ear-training ‘should be taught
separately, This separation of twe such closely related functions of the brain--hearing and
singing--is unfortunzie and unnecessary. Musicians singing a meledy in relative soleization. can
also recognize iis tonal isplications and sieultanecusly analyze it. Already such “ear-training”
has occurred,3® It is virtuaily ispossible tp separate the two completely.  Any attempt to do so
duplicates time which can i1} afford to be lost in any music progras curricujue, not to mention the
fact that it diminishes even further the rsie of the human voice, which for so many centuries
rergned supreme in the warld of music.

With a written and verbal ausical language that really does work, the cystematic use of relative
solmization to teach &l acpects of sight-singing, ear training, harsony, and analysis has become a
reality rather than simply a potential. '

L
A“_bmj .
Khen ene reads using rovabie-do, one 15 as likely . ‘“ﬁi T
. f . . ar- o, g BN
to produce the correct pitches as they would esing " AR
I

any other systes; unlike other systews, however, /
readers also conprehend! In the reading of music, -

as in the reading of literature, corprehension
pust surely be the final goal*®

BEYOND KQDQL!

Like all great teachers, Kodaly encovraged his students and colleagues to think for themseives and
to-develop new ideas. Although sose teachers of the systea, not unlike those of any other “sethod
group”, have an apparent tendency toward rigidity, this writer has been continually impressed by the
actions of the better teachers. These teachers {(better in teras of experience and training, as well °
as results) are willing to innovaté and to take seemingly broad excursions from the center of the
se-called pethod.

The matter of sight-singing atonal music has long been a thorn-in the side of proponents of relative
solmization, If function or tonality no longer exists, how can a system which uses syliabies as
tonal function denssinators possibly work? By definition it cannot. As the possiblity of analyzing
& piece of music in tonal terss disappears, so does the peed for using syllables of any kind, &
student who has been carefully prepared te sing all intervals fluently in any systes, must ultisate-
ly =ing etonal susic by interval, and absolute pitch sense, The “Kodaly” systes’s tnnsxstent use of
intervalic study and alpﬁdbetxc pitch names facilitates thls skill.

At thiz point, the sight-singing teacher must consider the frequency with which the susic student
encounters atonal music. When aost of the music used in the undergraduate curriculum is tonal, then
& systes such as described by William Finn {see p.12) makes such more sense than a system which will
facilitate (from ({some points of view) the singing of the aminority of susic encountered. The
teacher must also censider how many musicians ave been encountered (singers or instrusentalists) who
really learn atonal music by singing it first at sight before using an instrument, or when availab-

“le, even a recording.

This is not te say that there are no uses for relative solmization in advanced susical study. Erno
Lendvai, in his article "Hodality: Atonality: Function:*, has sade a strong case for the use of the
system in the analysis of music far into the 20th century 41 Readers who are interested in the
theoretical study of 20th century ausic are strongly encouraged to investigate Lendvai’s ideas.
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THE BEOGRAPHICAL FACTOR

When making such an important decision as what aural skills systes to use, one aust consider the
“nusical language” of the area which provides the majerity of students to the institution.

Although Messre Roussean, Ehévgg'and Berneval, among others, have tried to convert the French, their
etforte have always net with one fundamental preblem.  In France, do does not denote C--do is C.
Aithough the writer has found nc evidence of any theorists attempting to "storm the ramparts® of
Wales with pitch denominators, the musical language of that country dictates that de i the tondic in

any major key.

It would certainly be difficult to make such a case for Canada and the United States, Buebec being
an obvious exceptien, but there are tendencies even here which we must consider. In spite of a few
institutions or individuals who teach solfege in North America, the evidence is very clear that the
vast: majority of colleges and universities which use a systes of solaization today use a relative
one.  The same is particularly true of the public schools in Canada and the U.S., where the use of
sol-fa syliables as pitch denominators is gquite rare.

The greatest deficiency in our culture is that it
is built Jrew above,...There are no leaps in
natere, - Luiture is  the result of slow
growth... . fe put up the fancy spires {irst.. . Hhen

* we saw that the whole edifice was shaky, we set to

" building the walls. We still have to azke a
cellar. This has been the situation, particularly
in our eusical celtore.®2

With the proliferation of fairly cosprehensive music programs in colleges, universities and conser-
vatories throughout Horth America has come increasing controversy resarding the guality of the job
- they are doing.  The focus of such discussions seems to involve sose lasentations about the loss of
influence of "the cld masters”. This is not surprising since for all -the years up to the Second
Horld War, the finest teaching of music on this continent was being done by highly experienced
perfarmers, usually of European background and training, either privately or in conservatories. 1In
spite of the rapid nomerical growth of all types of musical institutions in North America since
then, our departments of music have been doing a creditable job of turning put the new generation of
scholars and virtuose performers.  But what about their aural acuity, and that of the average music

student, whose. future in the world of music-is less ciear? - What detractors of university  music .

programs -and music professors alike do not realize or seem wil}ing tu'admit is that eaphasis placed
on sight-singing and ear-trainingithe "cellar" of Kodaly’s guotel, both froa the standpoints of tise
spent and of systemization, is precicely the nissing elesent frpa the cld schoels and the old
masters,

ine need. not look too far into the curricula of such old bastions of musical instruction as the
Paris Conservatoire, the Royal or Liszt Academies, or into the sethods of teaching of a Nadia
Houlanger vnﬂ§n Erzcebet Szonmyi, to realize by comparison what a tresendous loss of esphasis on
rigorous skill developpent there has been in the past few musical generations in North America,

Admittedly, colleges and universities have the perennial problem of acadeaic requiresents and thus
tend to put the teaching of basic skills low on their list of priorities.  Sight-singing and ear-
training sessions are usually labs attached to the "written® theory course, occupying considerably
less than one-halt of the course time. Moreover these courses are usually taught by graduate
assistants or, at best, by junior faculty. The prevailing notion that virtually anyone who holds a
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positien in & music department can teach basic ckills seems guestionable at best.

The Kaster Teacher®s book is always a ‘fradus ad
. Farnassuy’, each step being ascended in  unbroken

sequence. In. the teaching of wusic reading, no .

other wanual can take the place of & “gradus’, for

gach itey is dependent upon 2 preceding one,. and

2ll wpon an enconfused start.®”
Faculty trained in or with the maturity to have developed a "gradus” are essential to the successful
teacthing of basic skills. But even a trained pedagogue cannot achieve gesirable goals in one hour
per week. A censible anount of tise must be committed to the task.

BEVOND THE UNIVERSITY

From the arqueents of this paper, it must be clear that Kodaly's view of susical training was much
more “populist” than "elitist at all levels. His main slogan was, after all, 'music belongs to
everybody®.**  This is not surprising considering the politital and social needs of Kodaly’s
Hungary.  The guesticn remains, however: does the North American university susic program have a
similar responsibility to serve all of its students to the best of its ability, or only to serve the
elite who are able to "decode® the divergent approaches and "obscurum per obscurius® of our current
theory prograsmes? Do we continue to turn out music graduates, a gisturbingly high percentags- z¥-
who are, frea the standpoint of avral skills, musically illiterate, or do we strive to prepare the
largest ‘percentage possible for the responsibilities.of their susical worid?  The following quota-

“tion of Kedaly may appear on the surface tohe a statement exclusively . in support of quality

teacher-fraining, but it becomes such more significant in the context of the *real &usical world®:

It is yuch sore izportant who the singing aster
at Kisvard is than who the director of the lpera
Heuse is, because @ poor director will fail,
{(Gften even z good one.) But a bad teacher day
kill off the love of ausic for thirty years fros
thirty classes of pupils.*®
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