
Dalcroze for Piano Teaching Piano Teachers Course UK 
Andrew Davidson Saturday 24 October 2020 
 
WARM UP 
 
Breathing Square: Breathing In, 2, 3, 4 and Hold, 2, 3, 4; Breathing Out, 2, 3, 4 and 
Hold, 2, 3, 4. Four times through. This is a simple way of bringing focus to students 
as they settle for the beginning of the lesson. Eyes closed helps them to focus. 
 
Beach Ball: Stand or sit with good alignment. Imagine a large beach ball in front of 
you. Stretch your arms around it and give it a big hug. Support the base with your 
thighs. Curve your arms around the top hemisphere. Match its shape with your 
spine to create an outward arch with your back. Take deep breaths in, then expand 
the beach ball with your outward breath. Next, put it behind you. Engage your 
tummy muscles to support your lower back. Reach behind you and curve your arms 
round the ball. Match the shape of the ball with your arched back. Take deep 
breaths in, then relax into the ball and let it support you on your outward breath. 
 
Awareness of Breath: Pianists can learn from singers and string players the 
importance of the breath. Notice your impulse to play with an intake of breath. 
Consider how phrasing in musical performance is informed by breathing, just as 
singing has to be. Incorporating breathing, focusing, and stretching can bring your 
students’ awareness to the impulse, duration, and timing of good musical playing. 
 
Energy – Focus – Relaxation 
Balance between these three things. 
 
BACKGROUND 
 
Rhythm in Ancient Greek (rythmos) refers to the motion of a river in flow. Rather 
than reducing ‘rhythm’ to mathematical concepts or mechanical rigidity, we can 
help our students discover a more expressive definition of ‘rhythm’. 
 
Emile Jaques-Dalcroze (1865-1950) was a Swiss pianist, composer, and educator. 
He was interested in how we listen and process sound with our body, and how our 
awareness of whole-body musicality relates to music performance. He concluded 
that “a training of the whole body is required to create rhythmic feeling”: 
 

• walking informs perceptions of beat and meter;  
• breathing influences the nature of phrasing and form;  
• vocalising creates emphasis, dynamics, and melodic contour; and  
• muscular action produces harmonic tension and release. 

 
Musicians versus Mechanics: It is helpful to lead students to understand the 
difference between the ability to technically operate a musical instrument versus the 
skills required of a musician. They are closely related things, but they are not the 
same thing. There is more to a good musician than their fingers and their brain. We 
teach piano AND music. We want technique to become the vehicle for expression. 



FOLLOW EXERCISES 
 
Pitch Follow Exercise: Hum with a ‘siren’ and follow the rise and fall of pitch. The 
Teacher makes a journey around the Zoom screen with index finger. First time: 
Teacher matches their own voice and gesture; the student follows with their voice 
and gesture. Second time: Teacher sings on “ah” without any gesture; the student 
shows the gesture of the teacher’s voice. Third time: Teacher gestures only; student 
follows, humming or singing the pitch journey of the gesture. 
 
Clapping Technique: Shake your hands to loosen them up and get the blood 
flowing. Clap with gentle, cupped hands. Make soft contact between fingers and 
palms. Find the comfortable place that the hands ‘fit’ into one another. Use a 
circular space between each moment of contact to feel and to show how long each 
beat is. There is some sound from your hands, but good clapping technique doesn’t 
need to make a loud sound in order to feel the muscular sensation of the pulse. 
 
Relative Tempo Exercise: The teacher plays improvised music on the beat at a 
steady tempo (circa 60 beats per minute). It is calm, clearly phrased, and makes 
interesting melodic and harmonic moves, one sound per beat. The teacher calls the 
cue “twice as fast” and the student claps as requested. Note how the circular space 
of the hands becomes twice as small to accommodate the faster rate of clapping. 
Teacher calls “back to the beat” and the student returns to the original tempo. Note 
how some students listen to the music, internalising the Teacher’s pulse, and come 
back to it accurately. Other students will need more time to discover this. Next, the 
teacher calls “twice as slow”. Note how the circular space of the hands becomes 
twice as large to accommodate the longer duration of the clapping. “Back to the 
beat” brings the student back to the original tempo. 
 
BEAT AND METER 
 
Binary and Ternary: The human body is built symmetrically. Because of this, we 
have made lots of music that fits into 2s and 4s. To enjoy the asymmetry or 
challenge of playing with 3s, we have found ways to fit 3 beats into our 2-sided 
bodies. Teaching students to move and conduct in 2 and 3 creates a secure 
physical understanding of the relationship of beat to meter. It also empowers them 
to be in control of tempo and pulse rather than relying on a teacher or a metronome. 
 
Simple and Compound: Any beat that subdivides into 2 is a ‘simple’ beat. Any 
beat that subdivides into 3 has the potential to be ‘compounded’: for example, 
putting two ‘triple’ beats into a bar of 2-time creates a meter called 6/8. I find the 
phrase “six-eight” to be unhelpful, academic, and theoretical. Instead, I ask the 
student to sway from side to side (feeling 2-time), then I ask them to fit 3 claps into 
each sway (articulating 3 subdivisions for each beat). This is far more important for 
their musical performance than presenting 6/8 as a mathematical equation. As they 
notice that 3 claps fit into each of the 2 sways, I might ask the question, “How many 
claps in total?”, at which point, the word “six” comes into use. All humans have 
experienced being swayed from the time they were born, so it is unfortunate that 
music notation has not found a better way to express that sensation. 



QUICK RESPONSE EXERCISES 
 
Replacement Exercise (Verbal): The teacher and student clap the beat together. 
The teacher maintains the beat only. The teacher calls the cue “2” and the student 
‘replaces’ the next beat with 2 pulses then returns to the regular beat. The teacher’s 
clapping helps the student maintain the tempo. Try this with the cues “3” and “4”. 
Space them out over time, then bring them closer together in time to create 
challenge. To test the student’s inner sense of tempo, the teacher stops clapping. 
 
Replacement Exercise (Musical): The teacher improvises music on a steady 
pulse. What were verbal / linguistic cues in the exercise above are now improvised 
as part of the musical / aural texture of the sound being played. The teacher should 
practise this kind of improvisation in a meter of 4-time in order to explore all the 
possible places in the bar that 2, 3, or 4 subdivisions might occur. Each beat in a 
bar is unique and each pattern of subdivision creates a unique feeling within a bar. 
 
Improvisation: Some teachers create exercises for students to explore musical 
principles by them to improvise. Other teachers include improvised duets in their 
teaching. The teacher who is willing to improvise (vocally, gesturally, and 
pianistically) at every lesson will discover that music BECOMES the teacher. The 
student is led to a physical and aural understanding, not by our words but by our 
playing. In a Dalcroze context, improvisation is the fundamental pedagogical tool. 
 
TWO-PART EXERCISES 
 
Ostinato: The teacher sets up an ostinato pattern for the student, for example 
‘syncopa’ (short-long-short). The student is asked to maintain responsibility for the 
ostinato (vocally, clapping, or playing) and make it fit into the teacher’s changing 
tempo and rhythm patterns. The teacher improvises music that complements the 
ostinato. The improvisation begins by matching the ostinato then slowly evolves into 
other patterns that challenge the student to hold their part against another sound. 
The teacher also shifts the tempo gradually, challenging the student to follow. 
 
SIGHT-SINGING & EAR TRAINING 
 
Seated Solfa: The teacher shows the student how to make a 5-note ‘score’ with the 
upper half of their body that represents, for example, a minor pentachord (la, ti, do, 
re, mi). Scale degree 1 = Hands on thighs; 2 = hands on hips; 3 = hands on 
sternum; 4 = hands on shoulders; 5 = hands on head. They sing the pentachord up 
and down with the numbers 1 to 5. Once this feels confident, the teacher sings the 
melody of a piece of piano repertoire that uses this limited group of pitches. The 
teacher allows the student to sing and get to know it aurally. The teacher then 
guides the student to label the notes of the melody as they sing it together. When 
the student is confident, the teacher sings only “la”. When the student needs 
guidance, the teacher sings the number to help out. If the student gets out of step 
with the numbers, but has the melody correct, the teacher re-sings the student’s 
number with the correct pitch and gesture. In this way, the student connects the 
aural, linguistic, and kinesthetic aspects of understanding the melody. 



OVERVIEW 
 
In our session, we experienced exercises in: 
 
Tempo – Duration – Meter – Two-Part Listening – Melodic Line – Mode – Harmony 
 
Immersing students in physical, aural, vocal, pre-instrumental techniques before 
they approach their repertoire, gives them confidence to understand, in a practical 
way, how music behaves. There is now a lot of evidence from physiology and 
neuroscience to show that exploring musicality away from the instrument and the 
score is an important part of developing aural understanding, physical coordination, 
and the new neural pathways required to advance a student’s learning. 
 
REPERTOIRE 
 
Cataloguing: It can be useful to analyse your teaching repertoire and arrange it into 
categories of music skills, listening, and literacy. For example, collect together those 
pieces which contain specific note durations such as only crotchets, quavers, and 
minims; be clear about when and what pieces to teach in 2/4, 3/4, and 4/4; step 
through melodic material from pentatonic to modal to diatonic to atonal; and 
consider harmonic structures such as only tonic and dominant chords, through to 
features such as ascending or descending basslines, etc. 
 
In our session, I referred to: 
 
 ABRSM 2019-20 Grade 1, List A, No. 1 
 Thomas Attwood: Theme from Sonatina No. 4 in D major 
 
 ABRSM 2019-20 Grade 3, List B, No. 2 
 Cornelius Gurlitt: Allegretto Grazioso from Kleine Blumen 
 
 ABRSM 2019-20 Grade 3, List C, No. 1 
 Béla Bartók: Dance from For Children, Vol. 2 
 
 ABRSM 2019-20 Grade 1, Extra List B 
 Béla Bartók: Quasi Adagio from For Children, Vol. 1 
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Introduction to Dalcroze Eurhythmics 
 

Andrew Davidson 
 
 
Dalcroze Eurhythmics is a unique approach to Music Education. It is based on the 
premise that the human body is the source of all musical experiences: pulse and beat, 
breath and phrase, vocal line and melodic contour, muscular and harmonic tension and 
release, etc. Humans develop their physical senses as they engage with the world. The 
first and most powerful of these is the kinaesthetic sense. Before sight, sound, smell, 
taste, and touch, it is the sense of movement in the body that is primal. 
 
Kinaesthetic intelligence is one of our most powerful assets in the arts, yet it is often 
taken for granted outside of dance and theatre. If all artists gain subconscious 
inspiration from the physical experience of being-in-the-world, then why not take 
advantage of a conscious physical experience to prepare a musical performance? 
 
All people use kinaesthesia in everyday situations to maintain balance, judge distances, 
and manipulate the objects around them. As musicians, we use it in practical ways to 
control our instrument. We call this “good technique”, and spend hours building 
strength and dexterity in fingers, hands, lungs, lips, etc. But what else can be learned 
from the whole body that has a bearing on our technique and artistry? 
 
Taking cues from natural movement, Dalcroze Eurhythmics helps build awareness of 
human movement in order to discover the musical gestures in any piece of musical 
repertoire. It offers the performer a practical, physical experience of music, prior to 
theory, and in parallel with technical preparation. This ensures that the whole person is 
engaged in the development of musicianship and artistry. Surely a great musician is 
more than a pair of hands and a brain? 
 
Dalcroze Eurhythmics provides a concrete approach (movement) to an abstract art 
(music). In learning about time, space, energy, weight, balance, and flow, we develop a 
physical framework through which we can embody our musical repertoire. 
 
Emile Jaques-Dalcroze (1865-1950) was a Swiss composer and pianist. In the late-
nineteenth and early-twentieth centuries, he began to research the effect of human 
movement on musical perception, and the impact of the elements of music on human 
movement. He called his approach Eurhythmics, which means, literally, “good flow”. 
Dalcroze Eurhythmics should not be confused with Rudolf Steiner’s Eurhythmie. 
 
His work developed and gained widespread acclaim from the 1910s and 20s. Well-
known artists in music, theatre, dance, and the visual arts attended his classes. The 
demonstration lessons he gave attracted professionals in fields including physiology 
and psychology. In this period, Jaques-Dalcroze’s supporters included the theatre 
director and teacher, Stanislavski, the playwright, George Bernard Shaw, the modern 
dancer, Marie Rambert, and the stage designer, Adolphe Appia. 
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In our daily lives, movement is a universal and fundamental human experience. If we 
accept that movement has some level of subliminal impact on our creative impulses, 
then let’s imagine what a process of consciously unlocking and investigating those 
impulses might reveal for our artistic lives. Movement-based rehearsals and classes 
might just be the point of entry to the very deepest level of musical awareness. 
 
Dalcroze Eurythmics has a three-part structure consisting of Rhythmics, Ear Training, 
and Improvisation. Each of these types of class is explained in brief terms below. 
 
Rhythmics classes engage the whole body in the physical exploration of musical 
rhythm, melody, harmony, form, etc. This involves locomotor movement (through 
space) and gesture (while stationary). Our bodies gain a physical memory of moving to 
music. Rhythmic exercises refine this body memory in terms of technical accuracy and 
artistic sensibility. It is this refinement of our physical memory that will ultimately inform 
and improve our instrumental and vocal performance. 
 
Rhythmics exercises examine the relationship between time, space, and energy in 
music and movement. They focus on technical mastery of rhythmic ideas found in 
various musical repertoires, uniting the technical and expressive components of 
performance. “Rhythm” in this context refers to musical gesture in all its nuances – it 
does not merely mean “note durations” or “timing”. In Rhythmics classes, technique 
becomes the vehicle for musical expression. 
 
Solfège is the European term for the study of pitch through ear training and sight-
singing. Jaques-Dalcroze sought to enliven such studies by incorporating concepts of 
rhythm and space. In this way, the duration of pitches, the distances between them, 
and the nuances of varying expressive contexts can be studied in tandem with the 
pitches themselves. This is known as Rhythmic Solfège. 
 
Jaques-Dalcroze’s concern for producing a flexible performer is reflected in his 
exercises for teaching keys and scales. Known as the Dalcroze Scales, they train the 
ear and voice to begin any scale somewhere other than the most obvious, fundamental 
note (the tonic). This teaches tonal gravity, sensitivity to voice leading and harmonic 
structure, and builds a foundation for approaching modulation and atonality. 
 
Improvisation is communicating, performing and teaching musical material through an 
instrument. It tests the flexibility, fluidity, and economy of the Dalcroze-trained 
musician. Improvisation classes involve the presentation of a particular musical idea, 
using all the means at the disposal of a composer, instantaneously. This capability is a 
foundation skill for the professional improviser, composer, and Dalcroze teacher. 
 
In a classroom context, a class of students move through space and the teacher 
provides musical cues with the piano, the voice, or a percussion instrument. Such 
stimulus engages the ear, and makes the musician want to move in an exploratory and 
expressive way. High-quality stimulus cultivates aural accuracy and artistic sensibility. 
Improvisation provides the aesthetic and kinaesthetic building blocks for quality music 
making. 
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In addition to these three strands of the practice, there is a fourth area that provides a 
summary of the work done in Rhythmics, Ear Training, and Improvisation. 
 
Plastique Animée is a physical realisation of all the work done in discovering, 
exploring, memorising, analysing and performing a piece of music. A person, or group 
of people, move in an organised way while a piece of music plays. From the outside, 
this can easily be mistaken for dance and choreography. Both of these artforms may be 
present in a plastique, but the performer’s intention is not only to be “looked at”, they 
are also being “listened to” by the audience member watching them move. 
 
Related to this, quantitative and qualitative studies have examined the ways in which 
the human senses of motion and of audiation are activated by visual observation of 
another person moving. Therefore, when we look at a plastique animée presentation, 
we “see” the music by watching the movement. Even when the physical presentation is 
done in silence, the viewer’s inner ear is activated by a process of “visual listening”. 
 
It is true that a dancer can have a satisfying career without training their ear to the level 
of a musician. Yet, studies of Dalcroze classes with dancers indicate the power of 
embodied musical cognition for these artists. Similarly, a musician can have a fulfilling 
career without rehearsing in a whole-body way. However, studies of Dalcroze classes 
with singers and instrumentalists also show that a musician’s training is enlarged and 
enlivened by activating kinaesthetic experience during performance preparation. 
 
Dalcroze Eurhythmics attracts high-calibre performers due to its emphasis on educating 
the whole person. It also offers a mechanism for cross-fertilisation between artforms. In 
the USA, the UK, and the European Union, collaborations between scientists and artists 
are revealing new fields of study in which ‘hard’ science has begun to account for 
feeling and sensing in the body and the brain, all of which has significant implications 
for understanding musical performance. Dalcroze is part of this new research. 
 
The International Conference for Dalcroze Studies (ICDS) was inaugurated in 2013. It 
is a bi-annual forum for practitioners and researchers in education, the performing arts, 
and the sciences to connect, share, and compare ideas. The next ICDS will be held in 
Tokyo, Japan in 2022: www.dalcroze-studies.com 
 
Dalcroze Teacher Training is offered by Dalcroze UK on a part-time basis: 
Foundation Award (Year 1), Intermediate Award (Year 2), and Professional Certificate 
(Year 3). Contact the Administrator for further information: www.dalcroze.org.au 
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THE DALCROZE SUBJECTS 
 

LIST A: Music / Movement 
 
• Pulse and Tempo 
• Beat and Measure 
• Meter (changing meter, unequal beat, metrical transformation, beat grouping, polymeter) 
• Duration 
• Rhythm pattern 
• Rhythmic phrase 
• Polyrhythm 
• Additive rhythm 
• Complementary rhythm 
• Timing 
• Anacrusis / crusis / metacrusis 
• Phrase and phrasing 
• Nuances (dynamic, agogic, tactile, texture, density, pitch, articulation) 
• Repetition and contrast 
• Silence, space, repose 
• Accents, change, emphasis (metric, agogic, pathetic, harmonic, melodic) 
• Cross-rhythm and syncopation 
• Melody, polyphony, harmony 
• Canons 
• Augmentation, diminution (twice and three times as fast or as slow) 
• Divisions of time and space 
• Form, period, shape, musical structures 
• Use of space 
• Time-space-energy 
 
LIST B: Ways and methods of learning or teaching 
 
• Aural, visual, and tactile response and their realisation in movement 
• Incitation, inhibition 
• Coordination, association / dissociation 
• Internalisation 
• Automatisation and repetition 
• Systematisation and memorisation 
• Solo, pair, and group work (following, leading or ensemble participation) 
• Imitation, improvisation, movement composition and conducting 
 
LIST C: Faculties, abilities and qualities practiced and developed 
 
• Attention and concentration 
• Motricity (laterality, body mapping, locomotion) 
• Physical co-ordination, balance, core control 
• Body awareness, independence of gesture 
• Memory, internalisation (motor images) 
• Harmony of body movement in place and through space 
• Sense of orientation, direction and spatial awareness 
• Control of energy in relation to time and space 
• Quick, appropriate response 
• Mobility of mind, decision-making 
• Precision and flexibility in mental representation 
• Expression, imagination, creativity 
• Group awareness, sociability and mutual respect 
 

Based on: 
 

The Dalcroze Identity: Professional Training in Dalcroze Eurhythmics, Theory & Practice 
Institute Jaques-Dalcroze, Geneva, 2020 



Dalcroze Books UK 
 
If you would like to order any of the following items, please come to the bookstall or order from Ghislaine via 
dsbooksuk@hotmail.co.uk 
 
 
Title Author Price 
Teaching Materials   
Teaching Rhythmics: Principles and guidelines for teachers of Dalcroze 
Eurhythmics  Elizabeth Vanderspar £8.00 
Rhythm and Movement: Applications of Dalcroze Eurhythmics  Elsa Findlay £16.00 
Dalcroze Eurhythmics: Music through Movement Heather Gell & Joan Pope £26.00 
Paths to Rhythmics: Book 1  FIER £16.00 
Paths to Rhythmics: Book 2  FIER £18.00 

The Rhythm Inside: Connecting body, mind and spirit through music 
Julia Schnebly-Black & 
Stephen F. Moore £20.00 

 
 

 Background Materials  
 Rhythm, Music and Education Emile Jaques-Dalcroze £7.00 

Dalcroze Today: An education through and into music Marie-Laure Bachmann £22.00 
Comparing Dalcroze, Orff and Kodaly: Choosing your approach to 
teaching music Gilles Comeau £12.00 
Dalcroze Eurhythmics from a Distance: a miscellany of current research Jane Southcott (Ed) £11.00 
Emile Jaques-Dalcroze: A Record of the London School of Dalcroze 
Eurhythmics 1913 - 1973 Nathalie Tingey £4.00 
Practical Idealists: Founders of the London School of Eurhythmics  A 
Centenary Essay 

Selma Landen Odom and 
Joan Pope £10.00 

 
 

 Improvisation  
 Sketching at the Keyboard Laura Campbell £13.00 

Sketches for Improvisation Laura Campbell £11.00 
Sketches for Further Harmony and Improvisation Laura Campbell £11.00 

 
 

 DVDs – Resource Discs  
 Teaching Dalcroze Eurhythmics: Rhythmics for Children (Discs 1 & 2) Meerkat Films  £24.00 

The Movement of Music (Disc 3)  Meerkat Films  £20.00 
Dalcroze International Congress: Archive Film - Geneva 2007 (Disc 4) Meerkat Films  £20.00 
Dalcroze for String Teaching (Disc 5) Meerkat Films  £20.00 
Dalcroze Solfege with Lisa Parker (Disc 6) Meerkat Films  £20.00 
Dalcroze for Seniors and Children with Learning Difficulties (Discs 7 & 8)  Meerkat Films  £24.00 
Dalcroze - Plastique Animee (Disc 9) Meerkat Films  £20.00 
   
DVDs - Other   
La Rhythmique et l'Age d'Or (Rhythmics and the Third Age) L'Aspryjad £20.00 
The Liberation of the Body: On the Track of E.Jaques-Dalcroze and his 
Students Norbert Goller £20.00 

 
 

  


