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Outlook

The growth in candidates, although substantial in the UK, was
particularly impressive internationally, averaging 7.5% across the 90
other countries in which the Associated Board works. Similarly, sales of
publications reached record levels for 2002 with overseas sales up a
remarkable 30% on the best previous year. It is particularly pleasing
that this growth was achieved in such a diverse range of territories,
most notably spanning Australia, Hong Kong, India, Indonesia,
Malaysia, Singapore, Sri Lanka, Taiwan, the West Indies and the USA.

All of this emphasises the exceptional value which parents world-
wide place on music education, even when economic conditions are
demanding cutbacks in many other areas of their spending. On our
side, we aim to maintain this momentum by supporting teachers and
students with a host of further Associated Board events in
international centres in 2003. In this issue, alongside all the UK news,
you will find news of jubilee celebrations in Egypt, Greece and Malta,
teachers meetings in Thailand, the CT ABRSM course in Hong Kong
and a series of overseas tours by staff at Portland Place.

It is however deeply depressing that, as I write, all this progress in
international music education is under threat both specifically from
the war in Iraq and more generally from increased polarisation of
political opinion across the world. In line with advice received from the
Foreign and Commonwealth Office, we have already been obliged to
cancel tours to some countries in the Middle East. As musicians and
educators, whose fundamental task lies in building channels of
communication between individuals, we must all be disturbed by the
rifts which are opening up between different peoples across the world,
with scant attempt at reconciliation between opposing cultures and
unequal forces. 

Music education is, of course, just one small aspect of international
relations and it is hardly at the same emergency level as the need for
food, shelter and political identity. But at least it is not about taking
sides. Taking the context of the Associated Board’s work, exams are
not about winning or losing; rather they provide a basis for
international collaboration and encouragement for diversity of
learning styles and for each individual to communicate through music
to the best of their ability. In all our professional development
activities, the constructive sharing of experience through bringing
people together is at the heart of the Associated Board’s purpose. In
2002 this was exemplified by the South East Asia Professional
Development Conference, which for the first time brought together
instrumental music teachers from Hong Kong, Singapore, Malaysia and
Indonesia, and even more so by our Travel Grant courses in Cyprus,
which, uniquely, were conducted in both communities of the island.

So I believe that we can take heart from the growth of the
Associated Board’s international work in these very uneasy times and
must strive our utmost to maintain it. Although the key elements
which underpin the Associated Board’s activities, music, education and
internationalism, cannot compare with the immediate humanitarian
needs of dispossessed peoples, they are nonetheless critically
important contributors to both improved communications and the
alleviation of despair, and as such are vastly needed across the world at
this time.
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I have recently been writing the
Annual Review of the Associated
B o a rd ’s pro g ress for 2002, which is
referred to on page 13 of this
issue. In sharp contrast to global
economic trends and the unsettled
political environment, 2002 pro v e d
to be an outstanding year for the
Associated Board, with annual
exam entries exceeding 600,000
for the first time.
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With the publications and syllabus for jazz
clarinet, saxophone, trumpet and trombone soon
to be available we are holding jazz events
around the country for thousands of interested
teachers. The expansion of our jazz syllabus and
publications to include these instruments will be
good news to a whole range of teachers and
pupils, from those just embarking on a journey
into jazz to those with more experience who are
keen to find new materials, new goals and
recognition for achievements.

Our jazz tour kicked off in April with
presentations at two high-profile conferences,
the Leeds Jazz Education Conference and the
British Association of Symphonic Bands and Wind
Ensembles conference in Manchester. Preview
copies of the new jazz materials were met with
enthusiasm by teachers who were eagerly
awaiting the CDs and books of tunes.

Further events are taking place in
Birmingham, Cardiff, Glasgow and London with
the press launch in London at the South Bank
Centre’s Purcell Room. We are looking forward to
sharing this exciting new jazz syllabus with
teachers and hope you can join us at one of the
free events still to come. If you do make it you
will hear some great live music from performers
such as Chris Batchelor, Dennis Rollins, Andy
Panayi, Mark Bassey, Paul Jayasinha, Alan Barnes
and Martin Hathaway. You can also pick up a free
CD sampler and book of tunes.

Forthcoming jazz events

Saturday 24 May 
11.30am – 1.00pm
Birmingham Conservatoire

Sunday 8 June
11.30am – 1.00pm
Royal Welsh College of Music & Drama, Cardiff

Thursday 12 June
11.30am – 1.00pm
Purcell Room, South Bank Centre, London
Press launch, places limited

Saturday 28 June
11.30am – 1.00pm
Regent’s College, London

Saturday 12 July
11.30am – 1.00pm
Royal Scottish Academy of Music & Drama, Glasgow

For more information about how to
book a place at one of these events
contact the Marketing Department:

t 020 7467 8254
e marketing@abrsm.ac.uk

Jazz on the road

To w a rds the end of 2002 we began the pilot study
for Music Medals, our new range of assessments
for group-taught pupils. Thirty Music Serv i c e s
a round the UK were involved, with re s o u rc e
books and newly commissioned ensemble
re p e rt o i re sent to over 170 flute, trumpet and
violin teachers. These teachers and their pupils
then explored the Music Medals materials for a
t e rm .

Midway through the pilot we organised a
training day for participating teachers, a chance
for us to provide additional support and for
teachers to give us some early feedback. We met
teachers from all parts of the country, learn i n g
about their experiences of group teaching, of
using the Music Medals materials, and of assessing
g roup-taught pupils. Central to the day were
video re c o rdings of typical Music Medals
p e rf o rmances, a valuable introduction to the use
of video within the assessment pro c e s s .

With the pilot we aimed to generate
feedback about every aspect of the syllabus, from
general issues such as whether the musical levels
were right for each medal to the fine details of
when specific aspects of instrumental technique
should be introduced. We were also keen to pin-
point the best way to deliver the assessments. 

In the end over 650 mock Music Medals were
taken with more than 200 recorded on video. The
returned questionnaires have now been analysed
and we are delighted with the overall response.
Over 80% of the teachers who completed a
questionnaire had at least ten years’ teaching
experience providing us with feedback of great
value and credibility. Much of this feedback was
tremendously positive, not just in terms of
enthusiasm for the new repertoire, but for all
aspects of the syllabus. We were particularly
pleased that pupils reacted so positively to the
use of video to record performances – enjoying
the sense of occasion and excitement that this
process encouraged.

In recent months we have been exploring the
ideas raised during the pilot and commissioning
material for the final publications. Highlights fro m
composers not represented in the pilot include a
series of pieces from Sheila Nelson and three
Sanday Tunes from Sir Peter Maxwell Davies. 

With the continued partnership 
and support of Music Services we 
hope that our ongoing 
field-testing and 
research will lead to 
Music Medals that are
tailor-made for 
instrumental teachers 
in the UK.

Music Medals 
moves on

Nigel Scaife, Syllabus
Principal, reviews the
Music Medals pilot and
gives an update on
recent developments
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Exam clashes
The summer term can be one of the busiest in the academic year with pupils facing
end of year exams, GCSEs, AS and A levels plus a whole host of other activities. 
This term is also the busiest for Associated Board exams. Around 150,000 candidates
enter for exams in the UK and Ireland during the summer – in fact 40% of the year’s
exams take place in the space of just a few weeks. 

Timetabling these exams is one of the most important tasks in the year – it is also
the most complex. Despite our best efforts to offer convenient appointments to all
150,000 candidates, for some there are inevitably clashes with another important
commitment, such as a school exam. In these cases we will try to find an alternative
appointment – these are few and far between, especially in the later weeks, and may
mean travelling to another centre. We cannot, however, offer new appointments to
candidates who have an early exam date and think they may not be ready. It is vital
that we keep the few available alternative appointments for cases of genuine need
where it is impossible for a canddiates to attend on the given date. 

For teachers, it’s a good idea to warn candidates and parents that their exam
date could be early in the session, even if one of the popular later weeks has been
requested, and to make them aware that we are only able to look for new
apointments for those with an exam clash. 

Redirecting results
Waiting for exam results is never easy and we know how keen candidates are to find
out how they have done. To help, we aim to send out mark forms and certificates as
soon as possible once they have been through our checking processes and you will
usually receive your results between two and four weeks after the exam.

Many results from the summer session will reach applicants before the end of the
school term. However, if exams were taken during the popular later weeks of the
session, the results may arrive at the beginning of the summer break when schools
are shut and many teachers go away on a well-earned holiday.

It is important to remember that we can only send results to the applicant and
they cannot be given out over the phone, but you can make special arrangements
for results to be sent to a different address. This could be your home address or 
the address of a friend or colleague who can pass on the results to candidates in
your absence.

To request this service write to the relevant Associated Board regional
office at 24 Portland Place, London W1B 1LU.

In touch, in tune
With more teachers entering candidates in the summer this is a very busy time for
enquiries from teachers and parents, often by telephone. The high volume of calls
often means that all lines are engaged at peak times.

For the most common queries about closing dates, entry forms, entry fees and
syllabus requirements you can visit our website (www.abrsm.org) or contact your
nearest Honorary Local Representative (HLR).

For more detailed enquiries where you may need to contact our London offices
direct, remember the following:
■ the telephones are always busiest in the morning, particularly on Mondays
■ our offices are open on weekdays from 8.00am to 5.00pm
■ try the direct line for your region in preference to the switchboard number

HLR contact details and direct lines can be found in 
the Examination Regulations & Information available in 
booklet format or at www.abrsm.org

Something for the summer: 
UK & Ireland
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Look out for the new
syllabus due for
publication in August.
The syllabus, which is
current for 2004 and
2005, will contain
revised repertoire lists
for flute, clarinet, horn,
E flat horn, bass
trombone, baritone,

euphonium and tuba. Flute and clarinet
teachers in particular will find plenty of
new repertoire with 90% being new for
flute and 60% for clarinet.

You can find the new syllabus
online at www.abrsm.org
from August with copies also
available from music shops,
Representatives and our 
London office. 

New syllabus for
woodwind & brass

To coincide with the
arrival of our new
syllabus for woodwind
and brass instruments
we are running
seminars for flute 
and clarinet teachers
later in the year.

Our presenters are Sally Adams and Paul
Harris, who have both been closely involved in
putting together the repertoire lists for these
instruments and are ideally placed to provide
some inspirational insight into the new pieces.
They are both highly respected teachers in their
fields, Sally of the flute and Paul of the clarinet,
and they will be sharing their many experiences
of teaching these instruments during the
seminars.

The seminars will take place between
September and November in Bristol, Cambridge,
Glasgow, Liverpool, London and York.

Readers in the UK will find a booking
form enclosed with this issue of Libretto.
For further information contact 
the Marketing Department:

t 020 7467 8254
e marketing@abrsm.ac.uk

UK flute and
clarinet seminars

Jazz at 
Music for Youth

If you’re taking your orchestra
or band to the Music for Youth
National Festival at London’s
South Bank Centre keep an eye
out for the Associated Board.
We will be there on Thursday 10
July and Friday 11 July talking
about our new jazz syllabus and
giving away free samplers.

For more information
contact the Marketing
Department:

t 020 7467 8254
e m a r k e t i n g @ a b r s m . a c . u k

Stop press:
virus in SE Asia
As we went to print, the implications 
of the outbreak of Severe Acute
Respiratory Syndrome (SARS) in South
East Asia were unclear but the advice
from the World Health Organisation was
that non-essential travel to Hong Kong
was not recommended. As always, we
also relied on our Representatives and
Contacts who were able to give us
invaluable and up to date information
on local conditions.

After consideration, we reluctantly
decided to postpone the Professional
Development Programme in Hong Kong,
Macau and Taiwan, the final session of
the 2002-2003 CT ABRSM course in 
Hong Kong and the opening session of
the 2003-2004 CT ABRSM course in
Singapore. We will reschedule these
events as soon as the situation becomes
clearer and will contact all delegates and
students with new arrangements.

Exam entries in Hong Kong were due
to close on Friday 4 April, but in view of
the problems this date was extended by
three weeks to give teachers additional
time to consult with pupils and collate
their entries.

Any exams affected (eg Hong Kong
diploma exams in April) will be
rescheduled.
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Cyrilla Rowsell

Cyrilla Rowsell was a class teacher in first and primary schools for 
11 years. During this time she became increasingly interested in the
Kodály approach and attended courses in the UK and Hungary
obtaining the British Kodály Academy’s (BKA) Advanced Musicianship
Diploma with distinction. Cyrilla now teaches for the BKA, primary
schools and on the String Training Programme at the Guildhall School
of Music and Drama as well as running courses for a variety of music
organisations around the country. Cyrilla also runs a 150-strong 
junior choir.

“How many of you know anything about Kodály?”
The group of around 35 students on the CT ABRSM
course look blank, except for one brave soul who
lifts his hand and volunteers, “It’s all that hand sign
stuff?” This is representative of the general response
from any group of instrumental teachers faced with
the same question. However, an hour and a half
later, I see many happy, inspired faces and I leave
with the sound of other questions ringing in my
ears. “Why have I never heard of this before? 
Why isn’t this taught in all schools?”

So how did this approach come about?

Zoltan Kodály (1882-1967) was a deep-thinking man
who became increasingly concerned about music
education in Hungary. He found that his harmony
students at the Liszt Academy, whilst technically
proficient, could not hear the music in their heads.

He felt that a musician should have a well-
trained ear, intelligence and heart as well as
well-trained fingers and that the student would
eventually have problems if the latter raced ahead
of the others – which, in my experience, is often 
the case!

Kodály believed that ‘Music should belong to
everyone… music is a spiritual food for which there
is no substitute…there is no complete spiritual life
without music… there are regions of the human soul
which can be illuminated only through music.’ He
was impressed by the Galin-Paris-Cheve movement
and by the work of John Curwen; he realised that
rhythm names and solfa were powerful tools with
which to develop musical literacy and incorporated
these into his overall concept. During the 1940s
many of his colleagues and students began to put
his ideas into practice and developed a methodology
which can be used from birth or before (Kodály said,
‘Music education begins nine months before the
birth of the mother’!) to high levels of professional
training – conservatoire and beyond.

Kodály identified three stages of learning:
unconscious experience, making conscious and
reinforcement. In other words:

■ Preparation
■ Presentation
■ Practice

Young children do not learn through intellectual
and theoretical abstractions. We would not teach a
child to read who has not yet learned to speak – and
yet we often try to teach music in this way. I
remember my very first piano lesson, at the age of
six. I was shown a symbol and told, “This is a
crotchet. It lasts for one beat.” If a child has no
experience of beat or pulse this is useless
information! 

In Kodály lessons children learn many songs and
rhymes, initially by imitation. Gradually what they
have assimilated unconsciously is made conscious
and children learn both the appropriate vocabulary
to describe their experience and the symbol which
represents it. In this way, musical literacy is taught in
a practical and logical sequence. Kodály teaching is
structured so that students progress from the simple
to the complex in a series of logical steps. The steps
are very small – ‘Children learn best that which 
they already know’ – so that success is guaranteed.
Success breeds confidence and the desire to 
learn more.

The music used should always be of the best
quality, initially using one’s mother tongue. Kodály
felt that ‘Folksong is the school of good taste…
those who develop a taste for what is good at an
early age will become resistant later to what is bad.’
Most of the repertoire consists of children’s singing
games. Many of these originated in the street and
playground – a repertoire which, sadly, many
children do not know today. Children of all ages love
these games; it is very gratifying to see mature,
streetwise 11-year olds revelling in them and,
through them, being allowed to be children again.
At a later stage, composed songs and art music are
also used but always, the musical knowledge comes
from the song material.

The voice is the primary instrument used in
Kodály training. Singing has a profound effect upon
the child’s physical, social, emotional and intellectual
development and is the most direct way of making a
musical response. Not only is this instrument free
and portable, but because it is part of our bodies
anything learned through singing is learned more
deeply and thoroughly. Learning through an
instrument is an external skill, as the pupil makes
something else make the sound; singing, an internal
skill, is deeply personal as you make the sound.
Singing is also vital for developing that essential part
of a musician, the inner hearing. It is not possible to
sing anything which has not first been imagined in
the inner ear; therefore singing proves that the
music has been assimilated and understood. 

“How many of you know
anything about Kodály?”
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Kodály felt very strongly about this: ‘A child who
plays before he sings may remain unmusical for a
lifetime. That is why we encounter so many skilful
pianists who have no idea of the essence of music.’

Songs used in the early stages have a small range
and simple rhythms. Many of the games and
activities encourage solo singing, which is helpful for
the teacher’s assessment as well as breeding
confidence in the child. Growlers gradually learn to
pitch accurately by singing on their own and
imitating the teacher’s voice. Incidentally, I have
never found anyone (child or adult) who is unable to
pitch a falling minor third – which is the first interval
to be made conscious through solfa (soh-me) –
although I was challenged once by a four-year old
whose natural pitch for this interval was the E to C#
below middle C! (He is now 10, in my choir and sings
like an angel.)

Pentatonic music is used initially as it is easier to
sing with good intonation, without semitones. I find
children who have a good pentatonic grounding
learn the diatonic notes quickly and easily and their
intonation remains good. Two-part work is an
important part of the training; voice tunes with
voice and the natural tuning enhances the pupil’s
perception of relative pitch and tonal functions.

Children first experience pulse, then rhythm;
they are taught to differentiate between the two
before they are introduced to rhythm symbols and
rhythm names. An awareness of pitch (moving
higher, moving lower, staying on the same pitch) is
developed before the children begin solfa training.
New pitches are gradually introduced and the
children learn songs in various tone sets. Solfa is
learned with accompanying hand signs, which
provide a physical link with the sound heard and
produced. Solfa not only expresses relative pitch but
also the tonal function of each note. Hand signs are
powerful tools in that they can also be used for the
child to read from, thus quickly and easily reading
new music or recognising known material. Music is
always dealt with in phrases or motifs, never in
single sounds or notes; this develops rhythmic
continuity and a sense of the shape of the phrase.

Children learn to read and write music initially
with stick notation (the rhythm with solfa symbols
underneath) and then on the stave. Stave reading is
firstly done without a clef so that the children learn
spatially the positions of the intervals without
having to worry about sharps or flats. Gradually
pitch names are introduced and eventually pupils
learn to read in all seven doh positions.

Kodály’s aim was to teach musical literacy to all.
He saw literacy as the ability to ‘hear what you 
see and see what you hear…performance reveals
whether the instrumentalist understands what he 
is playing.’

Aural training is an aspect of instrumental
teaching which I know worries many teachers.
Fitting it within a half-hour lesson already crammed
full is difficult, and several teachers I know feel ill-
equipped to teach it as their own pianistic skills are
lacking. However, I perceive that maybe the major

problem is that many teachers do not know how to
teach aural awareness. It would appear that aural is
not taught, only tested.

I cannot have been the only child who dreaded
having to stand by the piano and sing. I found aural
petrifying and difficult; I could not sight-sing
accurately and O level chord analysis and dictation
were impenetrable, terrifying mysteries. As a result, 
I grew up with the unshakeable belief that I was 
not musical. When I discovered the Kodály way 
of teaching in my mid-20s (having no musical
qualifications other than Grade 7 piano and a 
very poor O level) it was a true road-to-Damascus
experience. It was a total revelation to me that here
was a way I could learn to sight-sing, write dictation,
train my musical memory, and hear and understand
intervals and chords.

What would a teacher do for a child who is
having trouble learning to read? He/she would
allocate more time to the child, trying different
strategies in order to make a breakthrough – not
say, “Never mind you can’t read, dear; let’s make
sure your maths is extra good instead.” But this is
precisely what happened to me – make sure your
pieces and scales are good to compensate for the
poor mark you’re going to get for your aural! 

Kodály felt that ‘before we rear instru m e n t a l i s t s …
we must first rear musicians.’ How many more
musicians we would rear if all children who are
going to learn an instrument had a minimum of 
one year’s Kodály training before they started, 
and continued this training alongside their
instrumental studies!

Children who are taught Kodály thoroughly and
systematically become joyful, rounded, confident
musicians – not just instrumentalists.

Kodály tapped into the essence of music and of
pedagogy:

‘If, through the reading of music, a child has
reached the stage where he is able to sing a small
masterpiece in two parts with another child he has
acquired a hundred times as much music than if he
had thrashed the piano from sunrise to sunset. Many
people are looking for the door to the treasury of
music in the wrong places. They obstinately keep
hammering on the locked gates and pass right by
the open doors that are accessible to everybody.’

How many of us – how many of our pupils – are
still hammering on locked gates?

For further information:
British Kodály Academy 
www.britishkodalyacademy.org

t 020 8971 6561

“Hear what you see and 
see what you hear”

“A child who plays before he sings
may remain unmusical for a lifetime”
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I’m going to interview Michael Brecker.
A legend, he’s the most recorded 
saxophonist in jazz. 

I expect him to be busy, our
arrangements for meeting
complicated. They are. Eventually
our respective work commitments
mean that our paths cross – 
in Hong Kong! Many plans, 
emails and telephone calls go
between us in Leeds and New
York. We agree on a provisional
date to meet.

Once in Hong Kong I make 
the first of several boat trips back
and forth on the legendary Star
Ferry from Wan Chai to Kowloon,
where the musicians are staying.

First, I catch the opening Directions in Music concert. 
A superb performance, the 2,100 seat Hong Kong
Cultural Centre in Kowloon is sold out for all three
nights. Herbie Hancock, Roy Hargrove, John
Patitucci, Willie Jones and Michael Brecker are on
form. It’s easy to understand why Brecker is the
most influential saxophonist in the post-Coltrane
tradition, an eight-time Grammy-winner, and the
first to win both the Best Jazz Instrumental
Performance and Best Jazz Instrumental Solo two
years in a row. His playing is sensational.

After the concert we meet backstage. Despite
the robust applause fresh in his ears, Michael
Brecker is unhappy. His saxophone is leaking and, in
a word, he’s bugged. On his manager Rob Griffin’s
advice I decide not to bother Mike for an interview
until his horn is fixed. The next night the saxophone
has been mended. But again Rob counsels that I
postpone the interview. There is the possibility that
if I return tomorrow, something can be arranged. I
contact Rob next morning. He gives me Mike’s
number. I call. Great, he agrees on a rendezvous.

Eventually, in the polite surroundings of the
Marco Polo Hotel, Kowloon, on a busy Sunday
afternoon, Mike’s imposing figure looms through
the crowded foyer to greet me. We sit down with a
cappuccino. Clearly he is now much more relaxed, as
he tells me how he began.

I started playing the clarinet when I was six years
old. I studied with Leon Lester, who was principal
clarinettist in the Philadelphia Orchestra. I
eventually switched to alto sax when I was in the
eighth grade, then changed to tenor by the time I
was in the tenth grade. I don’t think I possessed
much natural ability on the clarinet, at least towards
classical music. I was interested in trying to play jazz
clarinet. At the time I was listening to Jimmy
Guiffre. I loved his approach to the instrument. I
loved his dark sound, the fact that he played in the
low register. He had a kind of soulful approach. I
didn’t really gravitate towards players like Benny
Goodman. This was in the late fifties, early sixties. I
remember taking Jimmy Guiffre solos off of records
when I was ten years old. I can still remember some
of those solos today.

What about classical music on the saxophone?
Some jazz saxophonists openly state their dislike of
the stereotypical classical saxophone tone.

I enjoy listening to classical saxophone players. 
I particularly admire Eugene Rousseau. I appreciate
the classical approach more and more these days. 
I enjoy hearing a classical sound on the saxophone. 
I like that it’s played quite a bit softer. It’s often a
more contained and concentrated sound. I also
enjoy the phrasing of classical saxophone players,
the dynamic range as well as the vibrato and
approach to pitch.

Knowing that this will surprise some saxophonists, I
pursue the subject of tone quality.

Jazz saxophone involves a different set of tools and
sensibilities. Certainly one has to address a personal
sound. I have a natural concept of how I want to
sound. Some of it is about how I don’t want to
sound. Part of my tone is dictated automatically by
the way my body and throat are shaped and by the
direction of the air column. All of that helps to
predetermine the nature of the sound. I can’t
separate sound from articulation and phrasing. For
me it’s all connected.

Can the sound be attributed to his saxophone, an
old Selmer Mark VI 86,000 series?

I have an array of saxophones at home – mostly
Selmers – that are probably better than the horn
that I usually play. However, I continue to gravitate
back to this one. I’m so familiar with it. It’s as if I’m
able to own every molecule of the instrument. It’s

Talking saxophone with Michael Brecker: 
a diff e rent set of sensibilities

John Robert Brown plays the clarinet 
and saxophone. He writes regular 
columns for the magazines Jazz Review,
Crescendo and CASS (the journal of the
Clarinet and Saxophone Society) and is 
a contributor to Classical Music.

John Robert Brown

“
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not a particularly remarkable instrument, but I 
really feel at home on it. Unfortunately, it’s
gradually falling apart from age, and wear and 
tear, so I’d better start getting used to playing
another instrument!

And the mouthpiece?

My mouthpiece is made by Dave Guardala. Dave’s
an old friend of mine and we’ve been working
together for many years. He created it with my
particular eccentricities, as well as tone, and
resistance in mind. The reeds I use are LaVoz,
medium strength. I go through a lot.

Arriving at a personal sound for me has been a
very gradual process. It has evolved through a lot of
playing with other musicians, playing both at home
and in performance settings, in all kinds of
situations. Gradually, I think the sound, to some
degree, almost takes care of itself. You can’t help
sounding like yourself, if you’re pursuing music
honestly, particularly with an instrument like the
saxophone, which is so incredibly flexible and
expressive. 

The saxophone generates a very complex wave
form. It looks quite complicated when you see it
graphed on an oscilloscope. Each player has great
freedom to mould the sound. And it’s a
tremendously creative instrument, just in terms of
sound alone. In times past one could identify a
saxophone player immediately by tone and
articulation only, particularly players of the 40s, 50s,
60s, and 70s. I could hear one note of Stan Getz, and
know that it was him or Ornette [Coleman] or Sonny
Rollins. Couple of notes...Jackie McLean. [John]
Coltrane is immediately identifiable. And so on. It is
a little more difficult for me to identify players in
the smooth jazz idiom by sound alone.

How did he learn to improvise?

I was raised in a jazz environment. My father was a
jazz pianist, and an attorney. He made a living in the
legal profession, and played music for fun. There
was always music in the house. He knew all the
standards. My brother Randy was a great role model
for me. He’s a bit older, and began playing music
before me. He set a lot of good examples. One thing
that he did, that I started doing as well, was to play
along with records. We borrowed our dad’s albums
and played along with them. We played a lot with
our dad as well. I was initially attracted to [alto
saxophonist] Cannonball Adderley. When I heard
Cannonball, that was it! I asked my parents for an
alto, and I started trying to learn his solos from
records. Those were some hard solos to learn. But it
was a good way for me to begin to learn the
language of jazz.

How exactly did he study the jazz vocabulary?

I listened to music every day and I memorized solos
so that I could sing along with them. At that time I
didn’t write them down, but they were etched in my
brain. I also had the opportunity and good fortune
to be around great local musicians in Philadelphia. It
was a wonderful time to be a young musician
learning how to play. There was a kind of

community feeling among the musicians in Philly
who were into playing and trying to improve. I had
the chance to play with guys who were far better
than me. Eventually, when I was 19 years old, I
moved to New York. I attended Indiana University
for a short time. Weirdly enough, I enrolled for
music, and then at the last minute I had a short-
lived rebellion and switched to pre-med, since I had
always been interested in science as well. While at
Indiana, I ended up in the music school every day
anyway, in the practice rooms. I had a chance to
study with the great David Baker while I was there.

Pursuing the differences between classical and jazz
approaches, I ask what differences Michael sees
between the various approaches to tonguing or
articulation. 

It’s a very personal thing. I almost don’t know how
to comment. Jazz articulation is certainly different
in many ways from classical articulation, but they’re
also related. Articulation is important in both areas.
In jazz it’s a very personal thing. It’s a question of
taste, and it further outlines each player’s approach
and sensibilities on the instrument. I know I have 
my own particular way I articulate that feels
comfortable for me. It’s something that has 
evolved naturally over time. There are no rules.

Without thinking about my question, I enquire
whether he ever has a consultation lesson with
anyone? The reply surprises me.

I do go for consultations. In the past, I was lucky to
have had the chance to study with some fantastic
sax teachers such as Joe Allard, Vince Trombetta and
many more. Lately I’ve been meeting my coach. 
I need to check in with another player, who can be
objective and look at what I’m doing, at the very
least from a technical standpoint. I’m out there
touring a lot on the road and sometimes begin to
develop bad habits, ever so slowly. Not only that, 
I just found myself wanting some suggestions for
possible things I could change. So I contacted a
great woodwind player friend of mine for coaching.

Gently, I wonder who this is. That information is
not to be revealed. Both Michael and the coach
have agreed – at the coach’s suggestion – that he
remains anonymous.

I’m pretty much a professional student. I’m always
looking for ways to improve and sound better, as
well as ways to enhance the beautiful experience of
playing music.

Our time is up. I head for the Star Ferry – again.
Michael is off to have a fitting for a shirt he’s had
tailored (Hong Kong is a great place for clothes),
then to prepare for his concert this evening. He’s
going to practise, choose a reed. Despite the tight
schedule he thoughtfully offers to pay his share of
the bill.

Those different sensibilities clearly extend well
beyond playing the saxophone.

”
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Teaching the teachersP R O F E S S I O N A L
DEVELOPMENT

I t ’s 9.30 on Saturday morning and the Royal
N o rt h e rn College of Music is already a hive of
activity with dozens of youngsters arriving for the
S a t u rday Junior School and college students in for
a final rehearsal of Don Giovanni, not to mention
the CT ABRSM contingent. There are 22 students,
Course Leader Penny Stirling and six mentors. This
is the beginning of the third study weekend and
all are eager to grab a coffee and start work.

I began by talking to Vi c t o r i a
N o rth, a woodwind teacher fro m
L a n c a s h i re. What attracted
Victoria to the course and what
was its relevance to her teaching?
“I wanted more guidance for
i n s t rumental teaching and also 
a formal qualification, and the 
CT course is well thought of,
m o re so than some teaching
diplomas. I was worried about 
all the background reading, but
once you get started you’re like 
a sponge, you soak it all up and
c a n ’t get enough.”

Victoria teaches around 140 pupils every
week, some in groups, some in individual lessons.
Her teaching, for Blackburn and Darwin LEA
Music Service, takes her to 14 different schools.

“Peripatetic teaching is an isolated profession.
My teaching has really benefited from the
course. It’s boosted my confidence and confirmed
that lots of the things I do already are good.
Talking to other teachers has been great and I
now have the confidence to interact more with
class teachers, which has proved very useful when
teaching pupils with special educational needs.”

Later, during the coffee break, I talked to Ted
Milner, saxophone teacher and Steven Chandler,
brass teacher. Ted commented that the course has
“given me loads of new ideas for my teaching – ideas
that I wouldn’t have got hold of otherwise” and
Steve added, “When I heard about the course I
jumped in with both feet. It was an ideal opport u n i t y
to improve my teaching and to get a qualific a t i o n
to back up what I do in the eyes of parents.”

With this year’s UK Certificate of
Teaching course now passed the 
half-way mark, Suzanne Gray from 
our Marketing Department went to 
the Manchester centre to talk to
students and mentors.

CT ABRSM 
UK and Hong Kong 

For the latest news from
the UK and Hong Kong
CT ABRSM courses turn
to pages 13 and 14.

Rebecca, a piano teacher, commented “I was
going to sign up for a teaching diploma, but then
my teacher, who had done the CT course herself,
showed me her course materials. I thought this
was definitely for me. I’ve learnt how to make
lessons more fun and interactive, which in turn
makes the pupils more enthusiastic. The lesson
observations are really useful. At first I thought
they would be daunting, but now I think I’ll miss
them when the course has finished as they keep
me updated on how I’m doing.

“What surprised me most about the course 
is how much fun it is! I’ve had a great time. I’m
also enjoying the interaction between teachers
who don’t necessarily teach your instrument. 
The course has more than lived up to my
expectations. I’m learning so much about
different teaching techniques and styles, and my
confidence has had a real boost. It’s good value
for money and I’ll be sorry when it ends.”

So the students seem pretty happy but what
about the mentors?

Raewyn Bailey, piano mentor:
“I’ve been on the mentor panel for five years and
the course is amongst the most rewarding work
I’ve ever done.”

Paul Cameron, percussion mentor:
“The best thing for me is the fact that I meet a
range of active teachers, and that I keep in
contact with past students. We recently had our
first percussion refresher session, which was 
really useful.”

Tony Shorrocks, string mentor:
“Being a mentor on the course has made me a
better teacher! I’ve enjoyed helping to bring
about a definite transformation in so many
people’s teaching; it’s extraordinary, and it makes
the course the most rewarding aspect of my
professional career.”

The CT ABRSM is designed for
instrumental and singing teachers
seeking professional development at 
any stage in their career. If you like the
sound of the CT ABRSM course and
would like to find out more, contact the
Professional Development Department:

t 020 7467 8257
e profdev@abrsm.ac.uk
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CT ABRSM UK: fast track

For teachers who are keen to complete the
Certificate of Teaching over a shorter time, we are
now running a fast track CT ABRSM course. This is
planned to take place between February and July
2004, with the course taking just 6 months to
complete over a series of residential study sessions. 

If you are interested in this version 
of the course contact the Professional
Development Department:

t 020 7467 8257
e profdev@abrsm.ac.uk

New HLRs: UK

Londonderry
Heather Buick
t 028 71342478
e heather@buicktr.

freeserve.co.uk

Hexham
Anne Wallace
t 01661 844533

Thurso 
(Practical)
Ann Warner
t 01847 831 227
e wrnrkenn@aol.com

Newport, Shropshire
(Practical)
Penny Westgate
t 01952 812920

Bishop’s Stortford
joint HLR
Keith Hall
t 01279 724 868
e d.k.hall@

ukgateway.net

Dundee
Avril Ogilvie
t 01382 860962

Tavistock
Catherine Jordan
t 01822 612244
e catherinejordan@

beeb.net

Welcome to
www.abrsm.org

Checking syllabus requirements, closing dates, and
contact details will be simpler than ever with the
launch of our new website. However, as well as
providing a quick and easy route to essential exam
information and online entry facilities, the new site
also includes a wealth of articles, support materials
and links for teachers, parents and pupils.

As part of the redesign process we have aimed
for a user-friendly site with clear navigation,
printable pages and a high level of accessibility.
These have been priorities for our web design
consultants, Web Projects, when working on the
redevelopment.

We hope you enjoy exploring the new site 
and don’t forget to use the new address:
www.abrsm.org

Do let us know what you think, as your
comments as users are invaluable.

Once again Tim Richards and Roland Perrin are
running an intensive four-week course of evening
classes for piano teachers who want to get into jazz.
Taking place in London the course is part of the
Morley College Summer School. The course is
designed for teachers intending to enter candidates
for Associated Board jazz piano exams and will be
based around the tunes at Grades 1 to 5.

Tim and Roland were both involved in putting
together the jazz piano syllabus and are respected
jazz performers and educators. Tim is also an
Associated Board examiner.

Morley College Jazz Piano Course
23 June - 16 July
Mondays and Wednesdays 6.30pm – 9.00pm
Morley College, London SE1
Cost: £75 (concessions £21)

t 020 7450 1838
t 020 7928 8501 (enrolment)
e enquiries@morleycollege.ac.uk

www.morleycollege.ac.uk

High Scorers’ 
Concerts: UK

11 May
Doncaster

We are shortly to publish the results of our
latest research into the playing and
learning of musical instruments by children
in the UK. With this study we have been
tracking the musical activities of 5 to 14-
year olds every three years since 1993.
During this time the Making Music
research has highlighted important trends
in the playing of musical instruments.

The latest research is based on data
collected in 2002 and for the first time
includes information about 15 to 19-year
olds, broadening the scope of the findings.
The research reveals patterns of instrument
playing and learning by age, gender and
region and provides a useful snapshot of
instruments played.

Making Music gives an invaluable
overview of the general health of music
education in the UK from the very
beginnings at age five to secondary and
sixth form levels.

The full report, Making Music 2003, will
be available in June at www.abrsm.org

Making Music
2003

Annual Review 2002

The latest Annual Review, looking back at the
Associated Board in 2002, is now available. 

You can find it at www.abrsm.org, 
or to order a copy contact the 
Marketing Department:

t 020 7467 8254
e marketing@abrsm.ac.uk
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Getting into jazz

A world view

2003 will be an important year for international
travel reflecting the strong role that the Associated
Board plays in the musical lives of more than 90
countries. We are met with tremendous enthusiasm
in our international centres, with teachers always so
hospitable and welcoming. Our ongoing provision
of teacher support and professional development in
these many countries is a top priority.

This year will see visits to Australia, Cyprus,
Germany, Greece, the Gulf States, Hong Kong, India,
Korea, Malaysia, Malta, New Zealand, Scandinavia,
Singapore, Thailand and the USA together with
other destinations in Europe still to be confirmed.
For the first time Regional Managers and Tour 
Co-ordinators from the International Department
will also be visiting key countries, helping to
improve our service to teachers and providing
support for our Representatives.

Despite the political uncertainties felt in a 
number of our international centres, the Associated
Board continues to see growth across the world. 
This must be a reflection of the enthusiasm of
i n s t rumental and singing teachers, the dedication of
our Representatives and the inspiring power of music.

Turn the page for more information about
events around the world.

With seminars, High Scorers’
Concerts and teachers meetings
taking place around the globe,
Tim Arnold, Head of International
Operations, gives his perspective
on this year’s events



Piano and string teachers working in Hong
Kong still have time to enrol on the next
Certificate of Teaching course. The closing
date is 14 June and the course starts at the
beginning of July.

For a copy of the prospectus
contact Mandy Kwan at the 
Hong Kong University School 
of Professional and Continuing
Education:

t 2975 5696
e mckwan@hkuspace.hku.hk
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New Representatives

Ghana
Mr E B Takyi-Micah
PO Box OS 1910
Osu
Accra
t 21 663 085
e afrodan@ighmail.com

Nevis
Nevilla Challenger
Nelson’s Spring
Nevis 
t 469 7705 (home)
t 469 8026 (work)

St Kitts
Velma Gumbs
35 Shadwell Housing
Basseterre
St Kitts

USA: Washington DC/
Virginia
Anastasia Rice
891 Azalea Drive
Rockville
MD 20850
t 301 675 8086

(cellphone)
e rices@cua.edu

Thailand teachers’
meetings

Later in the year Bill Thomson, South East
Asia Consultant, Tim Arnold and our
Representative Chorlada Bunnag will be
working together to run a series of
teachers’ meetings in Thailand.

For more information contact
Chorlada Bunnag:

t 2 259 9900 
e contact@robinsonschools.org

Jubilee update:
Greece, Malta, Egypt

Our first celebrations of the year take place
in Greece. We are marking 25 years of
Associated Board exams, in partnership
with the British Council, and Tim Arnold
will be visiting Athens in May to hold a
teachers’ workshop and to attend a 
special High Scorers’ Concert at the 
Odeion Athinon.

2003 is our centenary jubilee in Malta
and our Representative, Maria Conrad, has
been working hard to plan various events
for later in the year. Highlights to come
include a High Achievers’ Concert and a
one-day Professional Development
Workshop. Richard Morris, Chief Executive,
and Tim Arnold will be visiting Malta for
these events and all successful exam
candidates will receive special jubilee
certificates and a jubilee badge during 
this year.

Finally, we will also be celebrating 50
years of exams in Egypt this year. Look out
for news of special jubilee festivities in the
next issue.

CT ABRSM Hong Kong: 
closing date
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Saluting success

The diploma and CT ABRSM award ceremony for Indonesia,
Malaysia and Singapore took place on 31 March at Le
Meridien Hotel, Singapore. Successful diploma candidates
and CT ABRSM students from across the region assembled to
enjoy an evening marking their achievements. The ceremony,
which included a recital given by diploma holders, was
attended by an audience of around 700 parents and friends.
Diversity in the recital programme was clear evidence of the
increased variety of instruments now examined in these
diplomas; the audience enjoyed music for unaccompanied
violin, solo piano, baritone vocalist and string quartet. 

Tim Arnold, Head of International Operations, attended
the ceremony and his address was an inspiration to the young
teachers, performers and directors. Diploma holders and CT
ABRSM recipients received certificates and a special gift was
presented to Mr and Mrs Denis Umar, our Indonesia
Representatives, as a thank you for their service to the
Associated Board over 25 years.

Bill Thomson, our South East Asia Consultant, was also
there and commented:

“It was delightful to have guests and friends from acro s s
South East Asia at this evening which served not only to
congratulate all the diploma and CT ABRSM successes, but also
to raise the pro file of the Associated Board in the region. Finally,
good wishes to all those about to take their diploma exams in
KL, Penang, Kuching, Kota Kinabalu, Jakarta, Bangkok and
S i n g a p o re…I hope to see you at next year’s award cere m o n y ! ”

Entries on the increase

The news may well be out already
but in 2002 Hong Kong posted
another major rise in candidate
numbers for the grades, while
entries for the new diplomas went
up by over 50%! Such enthusiasm
for the diplomas just confirms
how welcome these qualifications
are and how the possession of a
diploma certificate represents a
real step forward in a Hong Kong
musician’s career.

We are expecting yet another
rise in candidates this year and as
a result have been rethinking the
issue of exam availability along
with HKEAA (the Hong Kong
Examinations & Assessments
Authority) who help to run the
exams. For many years exams took
place from August to December
but last year we added a diploma
session in April. The numbers for
the April session have now grown
and it has been extended to 
three weeks.

All this activity is backed up by
seminars and support for teachers
and candidates. As usual what is
described by RTHK (Radio and
Television Hong Kong) as a ‘26-
part education series – piano
exams 2003’ is being broadcast
from February until July. Three of

the programmes are devoted to
the Grade 8 pieces, two each to
Grades 7, 6 and 5 and one each
for the lower grades. Over the
years these programmes have
turned out to be highly useful to
teachers, candidates and even
parents, and the programmes
have the highest audience rating
of any Radio 4 series! We also
provide advice by telephone,
answering questions about the
exams, setting minds at rest as to
what exactly is required, talking
about editions, and helping to
clarify diploma matters, amongst
many other things. 

As candidate numbers
continue to grow this support for
teachers becomes an i n c re a s i n g l y
i m p o rtant and fulfilling part of our
work in Hong Kong.

David Gwilt,
our Hong Kong
consultant,
reports
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Much time and energy has been devoted
to preparing for the first jazz exams in
October this year. We have been running
seminars for around nine months now,
providing teachers with a real insight into
the world of jazz, with a special emphasis
on teaching and learning. Practical advice
has been combined with opportunities to
explore new sound worlds, improvisation,
jazz styles, and rhythmic and harmonic
vocabulary. The response from teachers 
has been overwhelming and many who
perhaps felt intimidated at trying out
something as different as jazz, were
surprised at their success.

The focus for the final seminars in July
will be the exam requirements themselves.
If you are interested in jazz, don’t miss out!

Information on the seminars can
be found in the March edition of
Upbeat, for teachers in Malaysia,
and from Music Plaza, Singapura
Plaza, for teachers in Singapore.

Jazz seminars
■ 15 – 17 July 

Kuala Lumpur, Malaysia
■ 23 – 25 July

Singapore

July jazz

Bill Thomson, our South
East Asia Consultant,
with a reminder about
the latest workshops

Tw e n t y - five Local Representatives gathered with
Associated Board staff over a weekend in March to
attend a national conference in Palmerston North. The
c o n f e rence consisted of three working sessions, held
over Saturday and Sunday morning, and a dinner on
S a t u rday evening. The main focus was the marketing
and merchandising presentation made by our
Marketing Executive, Fleur Knowles, on Saturd a y
a f t e rnoon. This looked at the trends, opport u n i t i e s
and threats facing exam boards, the strengths and
weaknesses of each, and the main objectives or goals
e m e rging from this analysis. We then went on to
discuss merchandising and how to promote the
Associated Board ’s work.

New Zealand national conference

New Zealand
Examinations
Administrator,
David Goodyear,
reports back

It was a great delight to welcome Chief
Executive, Richard Morris, who made a special
j o u rney from London to meet with officials of the
New Zealand govern m e n t ’s Qualifications Authority,
and to address the conference. He gave a most
i n f o rmative talk which covered such topics as the
new jazz and Music Medals syllabuses, the latest
publications from ABRSM Publishing, pro f e s s i o n a l
development work, and included fascinating
glimpses into the future with the possibility of online
l e a rning and smart accompaniments. Perhaps most
i n t e resting was his description of how the Associated
B o a rd is no longer simply an exam board, but is
rapidly developing into an organisation which
p rovides a whole range of educational services to
music teachers, parents and children. As Richard 
said, “Music is too important to be left just to 
the musicians!”

The final session on Sunday morning covered
updates to the Local Representatives’ handbook 
and a general discussion. The Associated Board
could not function without its Local Representatives.
In New Zealand they are separated by long distances
and rarely meet each other so the opportunity to
get together every two years is one which they all
enjoy very much. This one was voted the best yet!

In January, 65 teachers attended our Jazz Works courses in
Australia. Leading the courses in Perth, Wollongong and
Melbourne were Pete Churchill and Nikki Iles both highly
experienced performers and educators from the jazz world.

Teachers travelled from all over Australia and New
Zealand to attend these courses which were described as
‘inspiring’ and a ‘revelation’, ‘taught with good humour and
patience’ by ‘brilliant presenters’.

Jazz exams take place in Australia from October to
November and in addition to jazz piano, candidates will soon
be able to enter for jazz clarinet, saxophone, trumpet and
trombone. The syllabus and new publications will be
available soon, look out for them at your local music shop.

For more information about jazz exams 
in Australia contact Judy Thönell:

t 1300 132 811
e abrsm@iinet.au

Making jazz work

Professional Development
Programme

The second part of our 2003 Professional Development
Programme, or PDP, takes place from August to September in
Malaysia and Singapore. This year’s seminar will feature two
strands, Stress management for busy teachers and Using your
voice to find your ears. Presenters David Barnard and Ross
Campbell will deal with time management, communication
skills, using singing in your teaching, Aural Tests and much
more. The seminars will take place at venues throughout
Malaysia finishing up in Singapore.

Readers in South East Asia will find full details and a
booking form on the back page of this issue.
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The frequent response to this moment in the exam is anxious
resignation but sometimes we also hear “Oh no, I’m no good at this”.
I’ve yet to hear a candidate say “Hurrah, this is my favourite part”.
Sight-reading is a necessary musical skill that takes time to establish.
Few early grade candidates are confident readers but most do pass,
with more successful results as the grades progress. During the
preparation time some candidates count out loud while they try to
find the notes, and some clap the rhythm. This half minute is a
wonderful chance to register the time signature, the key, to play as
much as possible (certainly any awkward corners) and to check the last
few notes for a safe ending. Unfortunately many candidates just gaze
blankly at the test despite the examiner’s suggestion to try it out.

It’s all to do with processing the musical information within the
time frame and producing a reasonable number of correct sounds. If
there were to be five minutes between each note nearly all candidates
would be able to position their fingers or voices accurately. It’s the
pressure of finding the patterns within the rhythm that is scary, and
the teacher’s encouragement to “keep going, keep going” may be a
further distraction, although keeping the momentum is, of course, one
of the main aims of the exercise.

The more sensitive pupils hate to make mistakes and find it hard
not to go back and correct them. It takes a strong sense of priority to
be able to put the rhythm first, remembering that the next note is
always more important than the last. 

On a positive note, it is possible to learn to become a good sight-
reader, and it’s one of the most enabling skills that we can give to our
pupils. I’m sure many teachers will have suggestions to share on this
emotive subject so please write or email to Forum.

Your chance to share experiences and ideas with other readers.
In each issue our Chief Examiner, Clara Taylor, introduces a subject 
for discussion. We then publish your responses in the next issue. 
Your contribution may be edited for publication.

Write to Clara Taylor, marking your envelope Forum,
or email chiefexaminer@abrsm.ac.uk

Theory teaching

Next topic: “…and now the sight-re a d i n g … ”

Clara Taylor

Ears, eyes and hands

Aural and theory are integral to
my piano lessons. Pupils learn
that being a musician means that
your ears, eyes and hands work
together as a team; you have 
to listen with your hands, hear
with your eyes and feel with your
ears. Then, once they’ve been
introduced to inversions, for
example, they can recognise a
first inversion when they hear it,
they can sing one, they know
what it looks like written down,
and they know how it feels to
play it.

Pupils also learn that there
are two aspects to learning:
understanding what they are
trying to play, which is my
responsibility, and teaching their
hands to play it, which is their
responsibility (practice!). We
don’t necessarily go over and over
a passage until they get it right.
Provided pupils can prove that
they understand the rhythm by
clapping it, the phrasing by
singing it, and how to practise it,
I’ll leave them to do the work.

Clare Redfarn
London

A race against time

How I agree with Clara Taylor’s
comments. I inherit many pupils
who have just taken Grade 4
practical and have no theory
experience. If theory is not
started early it can feel like a race
against time.

I liken music to language, it is
important to understand the
language written down as well as
spoken. 

Theory needs to be an
integral part of lessons. If we 
are singing intervals we look at
intervals in our theory, if we do a
new scale we look at it written
down too. This works well and I
can honestly say that none of my
pupils hate theory, they just see it
as part of their musical
experience.

Liz Littler
Kidderminster

Rooting theory
in practice

I use pieces as the focus and
starting point for theory work.
For example, a piano candidate I
am currently working with found
that the Grade 8 piano piece
Landscape by Philip Cashian was
an excellent vehicle to stimulate
work on tonality and time
signature. This approach roots
theory in practice and it becomes
part of the overall learning,
understanding and interpretation
of pieces.

Howard Camm
Billingham, Cleveland
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Waking up to theory

As a peripatetic woodwind
teacher in primary schools fitting
everything in is a problem.
Lessons are usually 15 minutes
long, sometimes with two
children sharing. I was worried
that when the children moved to
secondary school and found out
that they would soon need to
take Grade 5 theory, they might
stop having lessons. Therefore, I
offered a group of eight children
the chance to do theory at
8.30am, once a week. After two
terms they had passed Grade 1
theory and I had no difficulty
recruiting a second group of
eight for a different morning. 
The first group, after four terms,
is now working towards Grade 3
theory and the second group has
just entered for Grade 1. These
children are keen to learn and
now realise how beneficial this
extra knowledge is to their
practical and aural skills.

Valerie Blake
Hitchin


