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IN ARTISTIC AND PEDAGOGICAL SYSTEMS

INTRODUCTION

Music is one of the specific fields of art that significantly shapes the aesthetic 
sensitivity of a human being. It is versatile in its impact, creates a new reality, 

serves the public. Hence, its special place in contemporary pedagogy, in the concept 
of aesthetic education, upbringing through art and for art. The most effective ap-
proach to music is self-activity, thanks to which the child learns to better about this 
area of art, elements, relations between them, determines his place and reveals his 
experiences ((Danel-Bobrzyk et al., 1992, p. 5). From the point of view of psychol-
ogy and pedagogy, none of the arts gives so many opportunities to develop creative 
abilities, just like music. Those who create it can operate not only with sound but 
also with a word, movement, and dance. Well-known slogan – “toying – to learn” 
finds the best exemplification in dealing with music. Children not only play music 
but can draw the most important value from it, namely the joy of living. From  
a didactic-educational point of view, music shapes particularly useful personality 
traits in young people: creative abilities, creativity, independence, the need for inter-
personal relationships, comradeship, ethical attitudes. The development of basic mu-
sical abilities takes place through the child’s constant contact with music and leads 
to the development of musicality, which psychologists and pedagogues describe as 
the improvement of experiencing emotional music. School should be a place where 
young generations will be permanently introduced into this art. But how to convince 
those who run general schools that music should be an organic part of school life? 
According to Guizot: “Music causes that a real inner culture is born in the human 
soul and it is one of the elements of educating society”. Shakespeare wrote: “A man 
in whose interior there is no music and which is not moved by a concert of harmo-
niously arranged sounds is capable of betrayal and plunder. The impulses of his spirit 
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are grim as night, and his feelings are dark like Hades himself ” (Jaques-Dalcroze, 
1992, p. 34). The process of developing and deepening musical interests, learn-
ing the ability to understand music can last a lifetime, but it should start as soon  
as possible.

Many valuable, diverse systems of musical education were created and implement-
ed in schools in the twentieth century. Well-known systems include Maurice Mar-
tenota, Justine Ward, Richard Munnich, Edgar Willems, and Schinichi Suzuki. And 
from Polish – Tadeusz Joteyka, Karol Hławiczka, Stanisław Kazura, Stefan Wysocki 
and others. However, the most popular systems in the world were Emil Jaques Dal-
croze, and Zoltan Kodaly, as the most complete and the most mature in terms of 
artistic and pedagogical. They will be discussed in this article.

EMIL JACQUES DALCROZE – RHYTHM AND INTEGRITY  
OF THE VARIOUS MUSIC AND MOVEMENT INFLUENCES  
ON THE PSYCHOPHYSICAL UNITY OF A YOUNG MAN

The unbreakable relationship between music and movement has always been some-
thing natural. Rhythmic created at the end of the nineteenth century by the Swiss 
pedagogue Emil Jaques-Dalcroze caused that history has come full circle, returning 
to the patterns of primitive peoples or ideas of the ancient world, where art is an 
integral means to achieve a state of harmony, order, healing or cleansing.

E.J. Dalcroze was one of the first pedagogues of the twentieth century, who no-
ticed significant opportunities to use music education for the education of positive 
human personality traits. Monsieur Jaques – as his students called him – from 1892 
he was a teacher of solfege and harmony at the Geneva Conservatoire. He claimed 
that education consists in restoring and re-joining together various elements of life 
and The body is the means of transmission of our inner existence. As soon as it 
begins to move, we will see how the energy and duration come together again and 
again, how the voiceless space becomes their complement, and time organizes this 
teamwork action. The method of education and musical education of Dalcroze is 
based on rhythmic, movement, solfege and improvisation. The theory should be 
preceded by practice, and the first thing a child should know is the same. Science 
should rely on the constant interweaving and complementing of these elements. 
They coexist with each other and are equally important, even if one of them is in the 
foreground for some time. 

The most important goals of the method are: developing musical sensitivity, cre-
ating a sense of order and balance after awakening all motor skills, developing imag-
ination and creativity. He was an extraordinary teacher, full of creative passion, who 
constantly searched for new methods and means, new ways to make students happy, 
and bring music closer to its recipients. Music in his conviction should fill space, 
surround and penetrate a man. You should listen to it not only with your ears but 
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should be heard throughout your body, brain, and heart. Dalcroze initiated “les pas 
Jaques” – “Jaques steps,” i.e. steps taken to the rhythm of the music. And from these 
steps, the whole system was developed, initially called “rhythmic gymnastics” and 
then in short “rhythmic.” It generally consisted of the movement of the meter and 
musical rhythm, as well as dynamics, agogics, and phrasing. Dalcroze believed that 
the whole body should be used for exercise.

Music and movement classes in the Dalcroze system include the following exercises:
• physical exercises expressing measures and rhythms (physical exercise);
• inhibitory and stimulating exercises (inhibitory-incendiary);
• an exercise of polyrhythmic, movement canon, chain of performance;
• agogic exercises to change speed, accelerate and slow down movements;
• exercises that develop the ability to quickly analyze and divide attention 

(memorization);
• exercises in movement improvization.

The supplement to the Dalcroze system are rhythmic games designed for the 
youngest children, which can be classified as follows:

• games and gymnastic exercises accompanied by music for developing phys-
ical fitness;

• musical entertainment, developing auditory instructions;
• rhythmic games that perform rhythmic waveforms with movement patterns 

of arms and legs;
• fun with the song, whose aim is to develop the skills of extra-musical con-

tent, and emotional content of music through appropriate movement;
• dance games, the purpose of which is to develop the skills to realize the 

musical meter with the help of steps and dance arrangements, and to learn 
about dances.

Among many games, the illustration, interpretation, and staging of songs occupy 
a special place. These activities skillfully conducted by the teacher can contribute to 
the creative activation of the child to a large extent. Dalcroze, the creator of rhyth-
mic, was the first modern educator who drew attention to the great educational, 
educational and artistic possibilities found in the full integration of music and move-
ment. Plasticity – the new form of dance, the aim of which was to precisely recreate 
the movement of all the expressions contained in the interpretive musical composi-
tions. Dalcroze’s work was a visual form of presenting musical content. Its creator, an 
excellent musician himself, believed that music should be the most important thing, 
and dance should be a moving reflection of it.

For pedagogy, it is important that all these experiences have proven how the enor-
mous and comprehensive impact on the formation of the individual has direct par-
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ticipation in music and movement activities. There are enormous possibilities in 
music and movement to free one’s freedom, joy, find and reflect one’s personality. 
The child activates, resulting in free movements, gestures adequate to music.

Music and movement games as one of the forms of activity often appear during 
integrated classes also as relaxation exercises. Skillfully selected music “silences” ex-
cessive negative emotions and stimulates positive. Properly carried out music and 
movement prophylaxis supports the emotional development of the child.

Dalcroze’s rhythm is widely used in pedagogical practice, it is widely used not only 
in Europe but also in the world. Dalcroze’s formulation of the guiding principle of 
the educational method – harmonizing bodily functions with mental functions, and 
thus introducing order into the cooperation of nerve, muscle and mind centers – al-
lowed discovering and experience that not only thought functions determine muscle 
availability, but also exercise muscles, we stimulate the brain to act, healing the entire 
nervous system. Rhythmic are used for the aforementioned reasons in music therapy 
and rehabilitation of blind, deaf, patients with movement disorders, as well as in the 
treatment of mentally ill patients.

In Dalcroze’s history, rhythm is not the only, though the most characteristic and 
important element of music education. The other two are solfege and piano im-
provisation. It is worth mentioning Dalcroze’s reflection: “Before a student enters 
the piano, he should already have an educated muscular mechanism that plays an 
important role in learning the game – at least in the area of the ability to prepare and 
stop the movement. He should sense and combine muscular synergy and muscular 
antagonism. In addition, he should know the basic elements of solfege and have 
sufficiently developed auditory efficiency, allowing him to compare sounds imag-
ined – recorded with notes – with the sounds that he will extract on the instrument” 
(Jaques-Dalcroze, 1992, p. 39).

In the Dalcroze system, movement and rhythm are the point of going out and 
coming. Despite these differences, there is no change in the possibility of a positive 
impact of these activities on the psychophysical development of a child whose body 
becomes a sensitive musical instrument.

ZOLTAN KODALY – SINGING AS THE DOMINANT  
FORM OF MUSICAL ACTIVITY  

IN THE SYSTEM OF MUSIC EDUCATION

Another coherent and well thought-out concept of universal music education is the 
program and methodological concept of Zoltan Kodaly, a Hungarian pedagogue, 
and composer. He had his own view of the need for universal musical education 
derived from musicological theories (music as language), psychological (singing pro-
cesses develop mental dispositions) and pedagogical-cultural (singing native songs 
develops a musical culture of pupils and teaches respect for other cultures) – notes 
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Wiesława Sacher (2012, pp. 49-50). Z. Kodaly’s system departs somewhat in its as-
sumptions from the aforementioned Dalcroze system. The goals that guided Kodaly, 
which are consistently implemented in Hungary thanks to the appropriate structure 
of music and general education, are as follows: creating a uniform system of music 
education that would cover all children up to the age of 14, which would also enable 
continuation of education in various types of music schools, deliberate use in the di-
dactic process of the possibilities offered by musical education in shaping personality, 
maintaining balance and correct proportions between the education of professional 
musicians and educating the recipients of music (Burowska, 1976, p. 29).

Micheál Houlahan and Philip Tacka in their book Today: A Cognitive Approach 
to Elementary Music Education, list the many benefits that children and youth meet 
with whom the pedagogues work with the Kodaly method. It’s enough to mention 
a few of them:

1. Singing and listening to music builds aesthetic awareness and helps the child 
understand that music evokes different moods.

2. Teaching children to sing contributes to the greater clarity of speech and 
guarantees them a steady increase in vocabulary.

3. Developing musical skills at a younger age increases children’s abilities.
4. In the processing of musical elements in speech.
5. The child’s reactions to music help to develop in emotional development 

and self-confidence.
6. Teaching reading and writing skills through cognitive orientation increase 

reading and writing skills.
7. Skills, problem-solving skills, memory skills, and reasoning skills.
8. Learning how to translate sounds into symbols develops the child’s ability to 

develop abstract thinking.
9. Develops the skills of moving and communication between peers, develops 

social skills.
10. The understanding of the rhythm and awareness of the dynamics of the 

fluency of speech is improved.
11. Developing breath control and helping with motor and coordination exercises.
12. Developing improvisation skills increases creativity (Houlahan, Tacka, 

2015, p. xiv).
Z. Kodaly postulated a general musicalization of the society by introducing the 

teaching of music (singing) to all public schools. The Kodaly method is used to 
teach singing, moving, playing instruments, and develops reading and writing skills 
as well as creative skills. This method is effective in working with pre-school and 
early-school children.
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Singing is one of the basic forms of the child’s expression, and the song is the 
simplest musical piece that the child is able to experience, understand, remember 
and recreate. It stands at the forefront among the forms of music education, because 
it affects the overall and musical development of the child. On the material of the 
sung song, the child can observe the rhythm, melodic line, meter, tempo, structure, 
dynamics, character, and mood – everything that in the future will allow him to 
consciously perceive the musical work (Jatczak, 2010, p. 49). Singing is the essence 
of this concept. Singing is the basis for the development of musical skills and should 
be taught before lessons with the instrument.

Kodaly did not recommend learning by imitating or imitating the teacher’s sing-
ing. He proposed the process of conscious emitting sounds using the so-called rel-
ative method, which facilitated reading of notes with the voice of children, while 
at the same time educating their musical imagination and very pure – because of 
conscious intonation. The process of ear training according to the Kodaly system 
is based on phonogesty, consisting in singing in accordance with the teacher’s hand 
movement, i.e. with the hand system indicating the individual solitarization names 
of the sounds and the direction of movement adequate to the direction of the melody 
(Sacher, 2012, p. 50). Phonogestics is a preparatory stage on the way to learning the 
music magazine. It allows you to sing melodies and exercises before the student has 
fully mastered the music, allows you to enter two or three-part exercises without us-
ing the record, thus freeing you from using the piano as an indispensable instrument 
in performing polyphonic exercises. Also, on the theme of solemnization Kodaly 
spoke many times. He believed that the value and advantages of solemnization can’t 
be overestimated and pointed particularly to some of them:

1. When the association between the solemnization name and the sound im-
pression is quite strong, the name evokes an acoustic impression (thus sup-
porting intonation, clean singing, inner hearing); on the other hand, the 
sound effect also evokes, may trigger the solemnization name (helping to 
decipher the melodies we listen to, we want to remember or save).

2. By means of relative solving, we free ourselves from the captivity of intervals, 
we do not have to expand our room for maneuver by successive intervals, 
because actually, every interval is at our disposal at the same time, of course 
only within the typical phrases.

3. With the help of solmization, one can avoid mixing up the tonality of  
a given piece by mistakenly intonating one interval. Misinterpreted sound 
remains isolated: we reach the next sound not by this sound, but by refer-
ence to tonality.

4. Solomination opens the most appropriate, the most important way to mu-
sical culture even for a student of average abilities: he opens the aural path, 
a path of pure musical thinking, which can not be replaced by reading or  
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a lecture about music and other popularizing measures, which he often as-
sessed as wrong.

Laszlo Dobszay (1999) claims that the aim is to bring the student to a purely 
musical perception of sounds, which should be based on the survival of their tonal 
connection. To several other methods serving the same purpose, for example: in  
a melodic line, when a group of sounds moves away from the main sound, reminding 
yourself through the internal hearing of the main sound; awareness of the identity 
of sounds of similar height; awareness of kinship or the opposition of sounds; com-
parison of individual sounds not with previously heard sound, but with some central 
sound; paying attention to agogics adapting to the combination of sounds, etc. With 
these means, a good teacher stimulates students to develop musical thinking, a sense 
of tonality. From what we have said so far, it seems that the most helpful in this ac-
tion is the right selection of musical material, the right order of similar tonal phrases, 
melodic models and stylistic layers that mutually reinforce each other.

According to Kodaly, the rhythm is also carried out with the use of a certain facility, 
which was called “tataization,” consisting in giving the values of the notes of the corre-
sponding syllables. The Kodaly method boils down to the whole of the auditory-vocal 
exercises consisting mainly of reading notes with a voice complemented by listening 
to classical music. The teaching material is Hungarian folk songs, folk songs of dif-
ferent nations and classical music. 

Getting to know and remembering the repertoire is done not only thanks to skill-
ful presentation of these works and their proper systematization, but also thanks to 
the close connection of listening to singing, reading and writing notes. Chanting 
songs only in the Kodaly system is a central form and is closely related to the science 
of musical notation. From the first moment of learning, a great emphasis is placed 
on the interpretation of the song, on impeccable performance in terms of intonation, 
rhythm, and emission. The degree of difficulty of the piece is adapted to the per-
formance capabilities of children. About the work of Kodály claimed that everyone 
should cultivate tradition and know their cultural heritage. An important element of 
this heritage is folk music, which includes children’s songs and games. They contain 
basic, rhythmic and melodic elements of music, connected with all musical styles. 
The music program should include traditional children’s songs and games, folk songs 
and games, folk songs of other cultures, artistic music (music of masters), pedagog-
ical exercises written by composers, a music of composers composed in our time. 
The basis for teaching material in the Kodaly system is the work of its creator, his 
music written especially for pedagogical purposes or systematized by him according 
to the increasing degree of difficulty, or specific problems, Hungarian folk music and 
music of other nations – concludes Schaffer (1963). In the Kodaly system, playing 
instruments is a form that is implemented depending on the preferences and inter-
ests of the teachers. However, in some schools, you can meet musicians on simple 
flutes. There are also textbooks containing elements of the Dalcroze method in the 
form of rhythmic exercises performed with the help of body movements. This ap-
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proach to musical education results from the adopted goals and the specific role of 
music education in this system. It is based on the conviction that the development 
of musicality and musical preferences can be based on artistic music (Seitz, 2005). 
Kodaly’s work in the field of musical pedagogy has brought him international fame, 
has a special value for musical education in Hungary and many other countries, 
and the International Kodaly Society in Kecskemet brings together representatives 
from 34 countries (Erdei, 1999). There is also such an association in Poland, and in 
the educational practice the concept of Kodaly’s universal education is applicable in 
various centers. 

CONCLUSION

Among the well-known systems of musical education, the elements of which are 
used in the process of teaching and learning music by children, are primarily the 
concepts of E. Jaques Dalcroze and Z. Kodaly. In any music education system, one 
can distinguish the dominant form of musical activity. Dalcroze’s system includes 
rhythmic (movement performance of musical rhythm), ear training and improvisa-
tion. The musical rhythmic performance and rhythmic realization of music in this 
system are based on constantly repeating groups of exercises of increasing difficulty. 
Music, according to Dalcroze, is a fundamental element of rhythm, stimulating the 
body, spirit, mind, and energy of the child. The close relationship between music and 
movement (aural-motor education concept) is not only a versatile field of musical 
education, but also general education, whose main assumption is “the use of music 
for the fullest development of a child: physical-motor, intellectual, emotional, in-
cluding musical” (Przychodzińska, 1989, p. 120).

The main form of music activity in the system of Z. Kodaly is singing with ex-
ercises that educate hearing and voice, and the science of notation, whose aim is to 
master the skills of reading notes by voice. Kodaly used a relative solitarization strict-
ly related to the broadly understood tonal system. The basis of the teaching material 
in the Kodaly system is his music, specially written for pedagogical purposes: folk 
Hungarian music and music of other nations.

In conclusion, it is worth adding that the artistic and pedagogical concept of 
Dalcroze (rhythm) is an example of a full and harmonious combination of musi-
cal and movement activities with physical education. In the Kodaly concept, two 
forms are completely integrated. It is singing, combined with learning solfege (Luen  
et al., 2017) and listening to music. Added to this is the knowledge of Hungarian 
and foreign national folklore. Kodaly introduced solfege singing and stated that mu-
sic is for everyone (Kodaly, 1965, 1974).

In conclusion, Dalcroze’s system is “common” and the Kodaly system is elitist, says 
Z. Burowska (1976, p. 31). Dalcroze’s system assumes the possibility of developing 
and educating innate musical talents in all children, regardless of the type and degree 
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of these talents, while the Kodaly system – the ability to develop talents in children 
with height hearing and the ability to any musical imagination. This is partly due to 
acceptance as a basic form by Dalcroze – rhythmic, by Kodaly of reading with the 
voice of music and recording it by ear, and partly from their theoretical assumptions 
that put in the first place or educational goals (Dalcroze), be aesthetic (Kodaly).
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FORMS OF MUSICAL EDUCATION  
AND THEIR IMPLEMENTATION IN ARTISTIC  

AND PEDAGOGICAL SYSTEMS

Keywords: a young person, musical education, forms of musical activity, systems by Dalcroze 
and Kodaly
Abstract: The article introduces the idea of Emil Jaques-Dalcroze and Zoltan Kodaly diverse 
musical education systems in the context of the dominant forms of musical activity. The 
creators of the system unite the conviction of the great role of music in the life of a young 
man, so huge that it is impossible not to notice the relationship of musical education with 
mental and cognitive development, or to educate the general aesthetic sensitivity of children 
and youth.
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FORMY WYCHOWANIA MUZYCZNEGO  
I ICH REALIZACJA W SYSTEMACH  

ARTYSTYCZNO-PEDAGOGICZNYCH

Słowa kluczowe: wychowanie muzyczne, formy aktywności muzycznej, system Dalcroze’a  
i Kodalya
Streszczenie: Artykuł przybliża ideę zróżnicowanych systemów wychowania muzycznego 
Emila Jaques-Dalcroze’a i Zoltana Kodalya w kontekście dominujących form aktywności 
muzycznej. Twórców systemu jednoczy przeświadczenie o wielkiej roli muzyki w życiu mło-
dego człowieka, tak ogromnej, że nie sposób nie zauważyć związku wychowania muzycznego 
z rozwojem umysłowym, poznawczym czy też z kształceniem ogólnej wrażliwości estetycznej 
dzieci i młodzieży.
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