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Following completion of her Masters at the Queensland Conservatorium of Music, Madeline worked as a consultant to 
various private and public educational organisations across Greater Manchester, United Kingdom. This included creating 
and delivering the instrumental music and dance schemes of work for Trafford Council Education Authority. Madeline 
taught in many schools across the borough, trained teachers to use Dalcroze Eurhythmics and Kodaly in all aspects of 
their teaching and implemented her curriculum into the Service.  

Returning to Australia in 2011, Madeline is the Queensland representative for Dalcroze Australia and runs workshops for 
a range of organisations across the state and country. This has included the Australian Girls Choir (AGC), the New 
England Conservatorium of Music (NECOM) and the Australian Society of Music Educators (ASME) both in Queensland 
and Western Australia.  

Madeline works for the Queensland Department of Education and Training (DET) and is currently undertaking activities 
that contribute to the development of a range of curriculum and assessment to support the development and 
implementation of the Queensland and Australian Curriculum. Madeline also lectures in string pedagogy at the 
Queensland Conservatorium of Music and early childhood pedagogy and curriculum at Griffith University. 
 
 
KS: In 35 words or less: what is Dalcroze Eurhythmics? 
MH: Dalcroze Eurhythmics is an approach to teaching music through movement. It’s accessible to all. It’s for all abilities 
and all ages. It’s a powerful route through which to develop deeper musicality through whole body movement. 
 
KS: Why did you choose to study Dalcroze Eurhythmics? 
MH: I chose to study Dalcroze because for me it was the marriage of two things I already had a passion for: one was 
music and one was movement. So it seemed like a really nice way to bring that whole picture together. But the most 
important thing to note is that in doing the few Dalcroze activities and small bit of reading I did prior to commencing my 
Dalcroze Certificate study, I realised that Dalcroze brought music to life for me. It breathed meaning into the notes on the 
page and made music something I could really enjoy as a whole experience. That’s why I wanted to pursue Dalcroze 
further. 
 
KS: What is one Dalcroze “myth” you would like to “demystify”? 
MH: There’s so many, it’s hard to choose! There are many areas I get quite passionate about, but one of the most 
important to me is about the accessibility of Dalcroze to all. People often think Dalcroze is for one thing or another; most 
of the time people think it’s for young children, or they think it’s for some elitist group, or for people with specialist 
training, or people who come from a dance background. But it is in fact useful and accessible to musicians of all ages 
and stages. And so those who have the expertise and training in educating others in Dalcroze have a really important job 
to do, to show that it has a contemporary application, and that it can really enhance anyone’s musical experience. 
 
KS: How does your understanding of Dalcroze Eurhythmics influence the way you work with instrumental 
students? 
MH: I see my role as an instrumental teacher as being one that requires intentionality, with a balance between planned 
and spontaneous activities. This requires strategic thinking and decisions around what might appear in a specific lesson 
for a specific child, not a random string of activities that are disconnected. This means being proactive through my 
planning rather than just reactive when the student arrives for the lesson. I like to make connections for students. I am 
very much against fragmented learning, or secret learning – where it might seem like what a student learns in classroom 
music has no connection to instrumental music, which in turn has no apparent connection to ensemble playing. I see it all 
as one big music picture, a tapestry of rich, colourful experiences. 

For me it’s about the student being able to have success immediately, instead of starting from a position of failure. I’ve 
seen a lot of instrumental teaching which is “prepared” in that there is a long-term view, but when it comes to 
approaching a new piece of music it’s very much from a deficit model: the teacher starts with “Let’s play through this,” 
and then “Let’s work on the issues that appear as you go along,” rather then building up those skills first and allowing the 
student to start from a position of more likely success. There should be an emphasis on the teacher doing some specific 
preparation: know what pieces your student is likely to be working on then analyse the skills that are required for them to 
successfully perform these pieces. From this preparation you can then develop those skills in isolation prior to applying 



them to a piece of music. That’s probably my fundamental guideline in being able to approach teaching instrumental 
music. It’s a much more strengths-based approach.   
 
This is a position I have been led to through my training in Dalcroze. I love that the Dalcroze approach is based on 
experience before explanation. It allows the teacher to work with a student to really engage with a musical element or 
concept on a much deeper level than I have found through any other method. What can be achieved through this type of 
learning is extraordinary; students enjoy the process of learning and in turn have sustained development which means a 
far greater retention of skill in the long-term. 
 
 
KS: The Dalcroze approach uses physical movement, and a large, open teaching space is ideal. However, many 
teachers don’t have access to such a space, particularly instrumental and ensemble teachers. How can the 
Dalcroze approach be utilized in such situations? 
MH: This is an important factor. I don’t shy away from being frank and realistic about discussing the hurdles you have to 
see past in using the Dalcroze philosophy effectively for instrumental teaching. The two most common ones are: 1) 
Parents’ and other teachers’ lack of understanding about developing skills away from an instrument; and 2) Limited 
space. These are two quite big challenges that I frequently face.  
 
If we’re going to be real when it comes to the issue of limited space, we have to acknowledge there really are some 
movement experiences for which there is no substitute for having a large space to travel freely across. Space is very 
important to experience freedom of movement, travel and energy, and instrumental teachers often teach in shoebox 
rooms which create a barrier to having this experience. 
 
But if I was going to sum up my approach to teaching music in one catchphrase, I would say, “You’re only limited by your 
imagination.” You really are. And I think it is easy to see the barriers before we see the solutions. If you’re determined to 
make something work you will find a way to do it - but you have got to be determined and believe in what you are 
promoting. So, in my instrumental teaching you can often find me travelling down corridors in schools with my students; I 
go out into big spaces like courtyards, and I just forget about social issues like, “We’re moving around outdoors and 
people might be able to see us!” I just go for it. It requires a certain type of student to be okay with that, so you do have 
to pick your student carefully. Actually, this usually creates curiosity in others and can lead to some fantastic discussions 
about your approach to teaching. 
 
If you really are limited to the confines of a very small room there are so many different ways you can use Dalcroze, 
because the Dalcroze approach is not just movement; it also includes ear training and improvisation. If you think of these 
other two disciplines as well as movement, you have a lot of potential material available to you. Here’s a very specific 
example: if you’re looking at something simple like minims, crotchets and quavers in a piece of music, you can tap 
different parts of the body for each note value: minims on your head, crotchets on your shoulder and quavers on your 
nose. Just being able to show note values by consciously using different parts of the body, and move and change 
between them, is definitely an activity that is aligned to the Dalcroze philosophy.  
 
 
KS: What are some typical Dalcroze exercises you might use when introducing an instrumental student to a new 
piece of repertoire? 
MH: I often say “Clap it, step it, say it, play it. ’’ This ties in with my answer about instrumental teaching approaches. I like 
to do a range of things to prepare the student in aspects of the new music before putting that music on the stand for the 
first time. 
 
As one example, the teacher might consider what rhythms are most important in a new piece of music and devise some 
activities to prepare the student for these rhythms, such as: 
 

• Clap the rhythm, then travel around the room (or down the corridor!) stepping the rhythm. Clapping rhythms is 
pretty standard. Stepping a rhythm in a Dalcroze sense requires you to move across a space and physically feel 
the preparation (anacrusis), and the changes in energy and weight required to execute a rhythm and direction to 
travel from A to B; it’s a much more musical way to experience a rhythm than through stomping it on the spot, 
and it provides useful kinesthetic feedback to the student about how that rhythm feels which can then be 
translated into their playing.  

• The student could clap the rhythm and step the beat in the feet. That again is pretty standard, but what would 
give it the Dalcroze edge is to be able to reverse the roles quickly at a given signal from the teacher, switching 
between “rhythm in hands, beat in the feet” and vice versa. This is a typical Dalcroze quick-reaction exercise, 
designed to train the student to be able to think of two things at once and move between them at will.  

The student could say the rhythm in many different ways: qryh  becomes “Walk, Jogging and Stride” 
(Dalcroze), “Ta, Ti ti and Too” (Kodaly) or “Plum, Apple, Pear” (using everyday words).  

• The student could play two, three or even four simple rhythmic patterns from the new piece on their instrument 
on an open string. The teacher then asks the student to switch between the patterns at a verbal signal. This 
helps the student to develop the ability to quickly transition from one rhythm to another. 

• We might play with the form of the piece, creating movement ideas that capture the essence of the different 
sections. When the students embrace the form physically, they have much better success at analyzing the 
repertoire and projecting this understanding through the direction they achieve in their playing. 



• Sometimes I even work with the student to create an entire representation of the music in movement from a 
recording prior to even attempting the piece themselves. This ties in with the Dalcroze concept of Plastique 
Anime – which is a physical representation of repertoire in real time. By engaging with the repertoire on this 
deeper level, the students approach the new piece with such an incredible depth of understanding and maturity 
which translates immediately into their playing. As you build the technical skills required to perform the piece, 
they even play trickier passages with musicality and sensitivity due to the experience they have already had the 
opportunity to engage in. 

 
KS: What are some typical Dalcroze exercises you might use when working with a chamber group? 
MH: I think we take for granted the importance of developing the skill of how to play with others, and understanding what 
it actually means to be an ensemble. It’s important for an ensemble to figure out the strengths of their group, to figure out 
who are the strong leaders and who are the followers, and to see the necessity of being united and connected. 
Understanding all of this leads to a strong connection within the group, whether it’s a quartet or a larger chamber group.  
 
So I might do things like ask the ensemble to walk across the room in a straight line, and try and stay as a straight line 
the whole way, without using words to start themselves off or keep together. I might ask them to sit down or stand up as 
a whole group, or move across the room as a school of fish sticking together, again without designating a leader or 
allowing them to speak to each other. 
 
These sorts of exercises in moving as an ensemble should be followed immediately by getting the instruments out and 
drawing the connection between the movement activity and playing as a group. For example, you might ask your group 
to jump and land together at the same time, without group discussion. Then follow this by asking them to use their 
instruments to play a chord together as a group, without group discussion. Make explicit the link between the physical 
preparation required to jump and the essential clarity needed in the energy and tempo of the preparation which comes 
before playing the downbeat. Make the connection between the ways in which they engaged each other to achieve the 
group jump in unison, and the ways in which they engage each other to achieve playing in unison.  
 
When you are teaching a general music lesson as opposed to an instrumental or ensemble lesson, you can use 
movement approaches throughout the whole class and talk about the applications to instrumental work. But the 
important thing with instrumental music teaching and ensemble teaching is to remember that the students are there to 
play an instrument; you can’t have a lesson in which the instrument is not integral. The students need to understand how 
the exercises done away from their instrument apply to the playing of their instrument in an ensemble setting; that’s 
extremely important. 
 
KS: What are some of the challenges in using Dalcroze in an instrumental teaching setting? 
MH: We have already talked about the challenge of limited space. I also mentioned the challenge of educating parents 
and other teachers about what we are doing when we use Dalcroze in instrumental teaching, so I’d like to focus on that 
now. Half of the battle is getting people on board - and that’s not new to instrumental teaching! We have always fought 
as advocates for the arts, and for music to have a place in the curriculum. Instrumental teachers understand the idea of 
fighting for something that feels like its benefits are undervalued; fighting for something which we know will help with all 
other areas in children’s or older student’s lives.  
 
A major challenge to using Dalcroze in an instrumental teaching setting is others blocking your ability to teach in this way 
through a lack of understanding about what Dalcroze is and the effect it can have on learning. If someone sees a student 
put the instrument down and go and “dance around the room,” it is easy to think they aren’t learning anything about the 
violin or the cello. As a teacher you have a responsibility of educating the student in the way you are going to teach 
them; explaining your approach to their parent is also very important, and perhaps also to anyone else who is a strong 
influence on the student – this may include other instrumental or music teachers. If an instrumental teacher sees the 
benefit of Dalcroze for their students and really wants to use it, then it’s in that teacher’s interest to educate the people 
around them about the approach.  
 
 
KS: What is it about Dalcroze that inspires you to teach through this approach? 
MH: I think it’s because it makes music fun. I really react against the idea that music might be repetitive and boring or 
musicianship classes are dry, because it doesn’t have to be that way.  What inspires me about Dalcroze is that it brings 
music to life for anyone. I’ve seen time and time again that when people experience Dalcroze it literally brings their 
personality to life. It aligns all their prior musical learning and it fills in the gaps in their musical experiences where other 
approaches or methods have fallen short. 
 
Personally, I had already done an AMus, a Bachelors degree in music performance on the cello and a Masters degree in 
music education before I even started my Dalcroze training in England. And it wasn’t until I graduated from my Dalcroze 
Certificate that I thought, for the first time ever, “Huh - now I know what it feels like to be a musician!”  
 
So I love that using the Dalcroze approach is fun, but it’s not just that aspect that inspires me to teach through this 
philosophy. The Dalcroze approach is wholistic. It’s a valid tool for use even by very advanced musicians. In fact, it is the 
tertiary trained musicians who I have witnessed time and again being blown away by how the Dalcroze approach 
addresses holes in their playing that have long been pushed aside. It addresses all aspects of being a musician, and has 
relevance to all musicians whether they are 3 years old,13 years old or professional performers and teachers. It is this 
flexibility that I feel makes it a valid and invaluable approach to teaching and learning in today’s contemporary contexts. 


