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BODY SCORE - A MULTIMODAL
REPRESENTATION OF TWO-PART MELODIES

Summary

In this research we used basics of Dalcroze method (Eurhythmic) for two-part melodies
multimodal representation auditory (students listen to the melody that is recorded or
played live on one or two different instruments), visually (students watch the choreogra-
phy for two performers) and bodily (students associate the elements of choreography with
the elements of musical structure). In this way, the practical physical experience of two-
part melodies is gained before it was theoretically understood. We chose three different
types of eight-bar two-part melodies (Popovi¢, 1979): 1) two voices alternately bring the
melody; 2) two voices move equally with the elements of imitation; 3) two voices move
equally in sixteen rhythm. The authors’ idea is that two dancers, by their movement, si-
multaneously follow the pulse, rhythm, meter and melody of both voices, along with the
visual representation of musical form. We expect that application of three choreographies
for two-part Borivoje Popovi¢’s melodies will show positive results in practice during their
notation by students of the last year in elementary music school.

Key words: multimodality, two-part melodies, Borivoje Popovi¢, choreography, Dalcroze
method

Introduction

1 types of two-part singing originated as the need to enrich an already exist-

ing melody (Golemovi¢, 2006). In solfeggio teaching in elementary music
school, two-part singing motifs, melodies of bourdon type, melodies of parallel
motion and canons are required (Nastavni plan i program osnovnog muzickog
vaspitanja i obrazovanja, 2009). The preparatory exercises include singing two-
part melodies: 1) of bourdon type, 2) of organum type (both voices have the same
rhythm), 3) the upper voice carries the melody, while the lower remains stationary,
and opposite, 4) both voices move equally (in parallel motion) or in descant type
(in contrary motion) (Krsi¢-Sekuli¢, 2007). Beside the existing practice of dictat-
ing and notating two-part melodies (only by playing), we used basics of Dalcroze
method (Eurhythmic) for multimodal representation of different types of motion
in two-part melodies.



22 I Congpelo / I Solfeggio

Introduction

As human motor system, gestures and body movements play an important
role in music perception (Leman, 2007) we used Dalcroze’s method because it
creates a close relationship between music, movement and gesture. Dalcroze
method is based on embodied experiences, referring to the role of human body
as a natural mediator for music meaning. It considers learning music through
movement and expressing emotions through body by establishing communication
between mind (intelligence, imagination, emotions) and matter (the body, the
senses, action) (Jaques-Dalcroze, 1930: 108). The integrated part of Dalcroze
method considers a clear visualization of musical piece by movement interpreta-
tion. It presents a versatile method of music education and the great way to un-
derstand music in general and in details.

Multimodality in teaching presents an active, student-centred (Mayer, 2001)
interdisciplinary approach drawn with an emphasis on communication and rep-
resentation (Jewitt, 2013). It helps students learn material through a number of
different sensory modalities, such as auditory, visual, gestural, tactile and spatial
representations (Cope and Kalantzis, 2009). Multimodality encourages students
to develop a more versatile approach to their learning because it integrates differ-
ent modalities such as drawings, verbal communication, gesture, audio and videos
as students’ representations that convey meaning (Tomlinson, 2013).

But, multimodality in teaching introduce the co-presence of at least two of
the following modalities: music, language, visuals and gestures. While verbal and
visual metaphors are almost inescapable in the process of understanding and
representing music (Petrovi¢ and Golubovi¢, 2018), using movement and chore-
ography to represent musical form and voices relations seems to be a good way to
visually approach, understand and «see» music. Music visualization helps to con-
ceptualize music theory phenomena for music education purposes. It has been
shown that listeners visualize: music tones as a series of physical objects moving
through space at different speeds (Scruton, 1977) and some of the elements of
musical structure as the landscape metaphors where listener is a traveler, or path
is a form (Johnson and Larson, 2003: 72). The perception and understanding of
the basic elements of musical structure through visualization in music education
enable better understanding and organizing abstract musical elements perceived
as a group and not isolated. Visualization is a mean for better music understand-
ing the elements of musical structure, such as tempo, pulse, meter, rhythm or
melody (Petrovi¢ and Aci¢, 2009: 307).

Aim

The aim of this research is to use basics of Dalcroze’s Eurhythmic method for
multimodal representation of two-part melodies. The initial idea arose after Anna
Galikowska-Gajewska’s choreography for two dancers to the Serbian folk song
«Posla Vanka na voda» arrangement for two flutes by the composer Vera
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Milankovi¢ have been performed at the spring concert in Gdansk’s Stanislaw Mo-
niuszko Academy of Music in 2019 (VID-20190326-WA0001.mp4).

Method

First, students listen to the melody (recorded or played live on one or two differ-
ent instruments). Then they watch the choreography performed by two dancers.
Finally, students associate the elements of choreography with the elements of
musical structure and notate the music. Anna Galikowska-Gajewska made cho-
reography to three different types of eight-bar two-part Popovi¢’s melodies
(Popovi¢, 1979):

1) The lower voice carries the melody (the first four bars), while the upper one
remains stationary, and then the upper voice takes the melody, while the lower
one remains stationary (the next four bars):
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Picture 1. B. Popovi¢, No. 116, pp. 64

2) Two voices move equally, the element of imitation and 6/8 time signature is
introduced:
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Picture 2. B. Popovi¢, No. 5, pp. 22

3) Two voices move equally, the sixteen-beat rhythm is introduced:
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Picture 3. B. Popovi¢, No. 137, pp. 78

In all three choreographies two dancers simultaneously follow the elements
of musical structure such as pulse, meter, phrasing, dynamics, rhythm and melody
of both voices, along with the visual representation of musical form®:

Video 1 (Multimodal representation of two voice melodies\video 1.mp4)

Video 2 (Multimodal representation of two voice melodies\video 2.mp4)
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Video 3 (Multimodal representation of two voice melodies\video 3.mp4)

Conclusion

Unfortunately, this method was not applied to second grade students in music
high school due to the corona virus epidemic in 2020. However, during November

1 All three choreographies are made by professor Anna Galikowska-Gajewska and
performed by Agata Runowska, a second year student of Eurhythmics at Stanislaw
Moniuszko Academy of Music in Gdansk, and Anna Galikowska-Gajewska.
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2019, master students of music education at the Faculty of Music in Belgrade
experimentally notated the first and the second two-voice melodies by watching
choreographies. Here in conclusion we present their impressions and comments
they wrote in the form of an anonymous survey by answering three questions: the
notating procedure, what makes the notation easier and what makes the notation
difficult.

For both melodies students notated the meter and time signature, tempo and
duration, form and cadenzas, the frequent rhythm and imitation, dynamics and
two voices at the same time. According to the students’ opinion, notation is much
easier if one of the voices stays stationary or has long durations, or if there is rep-
etition and imitation between voices. Musical form understanding is much easier
by watching the choreography, because body and music accents match and appear
at the important structural positions. Music visualization helps perceiving the
melodic contour, sound changing and texture. One student wrote he first heard
the octave as the last interval of the first piece, but then he saw and recognized
the unison as it was represented in choreography.

Listening, watching and writing at the same time made the notation a bit
difficult. Students also mentioned that listening music as a whole, as well as their
short-term memory due to the usual solfeggio practice to notate music in small
two-bar parts, also made the notation difficult.

This kind of multimodal integration of body, emotions, music and visual
music representation can develop associative thinking which is of crucial impor-
tance in music education. We realized Dalcroze method creates new possibilities
in solfeggio teaching and brings new perspectives to music education as it devel-
ops coordination, improvisation and memory skills. Body movement has a posi-
tive effect on improving children’s intonation (Liao and Davidson, 2015), sense of
pulse and musical form through spatial awareness (Petrovi¢ et al., 2018: 47).
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TETECHA ITAPTUTYPA - MYITUMOJA/THA PEIIPE3EHTAILINIJA
OBOITTACHUX MEJIOOUJA

MynTuMofanHa penpeseHTaluja JBOITIACHE MeNofuje ayguiliuéHo (CTYSeHTU CIyIIajy
ME/IOfiNjy Koja ce Y)XMBO CBYPA Ha jeJHOM WIM JIBa paslInMuuTa MHCTPYMEHTA WIN je
CHUM/beHa), 6u3yenHo (CTyIeHTH IIefiajy BIUAEO 3amuc Kopeorpaduje 3a Ba Iecada) u
ifieiecHo (CTYAEHTY acOLMjaTUBHO IOBE3Yjy elleMeHTe Kopeorpaduje ca eTeMeHTIIMA MY-
3udKe cTpyKType). Ha oBaj HaumH ce mpakTn4HO HU3MIKO MCKYCTBO ABOITIACHE MEIOMje
CTHYe IIpe Hero IITO ce OHa TeopeTcku cxBary. Kopeorpaduja sa Tpu pasmirunra tuma
OCMOTaKTHUX fBormacHux kommosuuuja (ITomosuh, 1979): 1) nBa rmaca HaM3MEHUYHO
monoce memopujy (dp. 116, ctp. 64), 2) fBa rmaca ce paBHompaBHO Kpehy y3 enemenre
nmmtanyje (dp. 5, cTp. 22); 3) gBa rmaca ce paBHomnpasHo kpehy (8p. 137, ctp. 78). IIa
IIecaya MCTOBPEMeHO IIOKpeTUMa Tejla IpaTe MyJIC, PUTaM, MeTap U MelOfNjy I/IacoBa,
Y3 BU3yeJTHO jodapaBabe Mysuuke ¢popme. Odexyjemo fa he oBe Tpu kopeorpaduje 3a
mBormacHe Menopnuje Bopusoja ITonosnha npuMmemeHe y mpakcu IoKasaTy MO3UTHBHE
pesynTarte Ipy 3aNUCUBAY ABOITIACHUX MeNONMja KO YUeHUKA y MOCTIefbeM paspeny
OCHOBHE MY31YKe IIKOJIe.

KibyuHe peun: MynTHMOZIaTHOCT, ABOITIACHA Menopiuja, bopusoje Tlonmosuh, xopeorpa-
¢uja, Jankposzos MeTop,



