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Thomas Geudens & Thomas De Baets

‘From Chanting to Rapping’

(Creative) Music Making in Catholic Schools
in 20™ Century Flanders

Introduction

In the course of the 20™ century there has been a strong evolution in music making during
music lessons in Flanders, the Dutch-speaking region in the north of Belgium. Little has
been published about the history of music at school in Flanders and sources are scarce.
In this contribution, we aim to describe a century of music making in Flemish schools
through the interaction between the Lemmens Institute and music education practice in
schools. We will not elaborate on the developments in music schools and conservatoires in
detail, but will be guided by the developments in compulsory education, more specifically
those within Catholic schools, the largest school network in Flanders.! Steered by central
curricula and, until the 1990s, by one music teacher education institution, the Lemmens
Institute,? many music educational developments in Flanders can be understood through
the writings of several key figures connected to this teacher education institution. We
pay specific attention to the international influences, and to the role of musical creativity.
Although the multi-faceted nature of musical creativities is acknowledged today (e.g.
Burnard, 2012), we refer to creativity in this text in the singular or tentative ways it was
conceptualised by music educators in their time.

We reconstructed the evolutions in the Lemmens Institute and music in Flemish
schools by means of document analysis and literature study. Notable sources were a large
number of historical curricula, and articles in the periodical Musica Sacra (from 1969

' This dominant position of Catholic schools was maintained from the 19% century until today, Catholic
schools now covering about 70 % of K-12 schools in Flanders (Department of Education, 2021).

2 Both authors work at the Lemmens Institute, currently a campus of LUCA School of Arts (Belgium),
which facilitated access to the relevant coursework and library archives.
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onwards: Adem), which was published by the Lemmens Institute until 2013. Our historical
sources are contextualised and presented as a small ‘chronicle’, covering approximately
one hundred years of music in Catholic schools. In four paragraphs we highlight what we
believe are the four major chapters, from the end of the 19% century to the end of the
20 century. By opening up this piece of history, we aim at enabling reflection on current
developments in music education from a deeper awareness of time and space, and histor-
ical understanding.

Church Music as a Starting Point: No Room for Creativity

Some evolutions in the last decades of the 19" century are crucial to provide a background
for 20" century developments. One is the so-called schoolstrijd (school battle, 1878-1884)
between Catholics and Liberals. As a reaction to two new laws of the Liberal government of
Prime Minister Frére-Orban (10 July 1879 and 11 June 1881), which restricted the influence
of the Catholic Church on state education, the Catholic Church established hundreds of
new Catholic schools. It was the start of a struggle for ‘the soul of the child’, which gave
the Catholic Party a dominant position in the educational landscape and the parliament
until the First World War. This period marks the start of the so-called ‘pillarisation’ of Belgian
society, a political segregation of the society into Liberals, Catholics, and later Socialists,
that still exists to some extent today. In the following decades, the Catholic pillar no longer
focused on convincing nonbelievers, but on strengthening institutions for their own com-
munity (Claes et al., 2020).

Catholic church music is at that moment strongly influenced by Caecilianism. This
movement, which originated in Germany, is also gaining ground elsewhere in Europe. It
is based on the idea that serene choral music and Gregorian chant should reclaim a cen-
tral place in church, and that church music should resist the influences of secular music
(Gmeinwieser, 2001). In Belgium, Caecilianism led to the founding of an Ecole de musique
religieuse (school for religious music, later called Lemmens Institute) in Mechelen in 1879.
This school was led by Jaak Nikolaas Lemmens (1823-1881), who on 28 September 1880
also founded the Association de Saint-Grégoire (Society of Saint Gregory) (Van Damme,
1881). In an analysis of the first volumes of the association’s periodical Musica Sacra,
Haspeslagh (2004a) summarises the musical ideals of the association: dignified, serene and
well-sung Gregorian and choral music. It opposes what is ‘trivial’, ‘not pure’or ‘sentimental’.

The curricula for primary education include a total of one hour of singing each
week, probably as a kind of liturgical rehearsal time (Haspeslagh, 2004a). The music of the
Catholic Church is the ‘alpha’ and ‘omega’ of music lessons in Catholic schools, or as the
Canon Maton from Tournai states:
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The child likes to sing, we must not deny him this satisfaction, all the more so
because singing now makes him learn and is an excellent way of upbringing. Music,
the most popular of all arts, also occupies the first place in public worship. In the
school, the singers must be cultivated for the church. Thus shall we bring the people
to the point where they participate in church singing again, as they did in the past.
(Van Damme, 1882, p. 10)°

In addition to one- and multipart chants, solfége and dictation played an important role
in these lessons (Management of Primary Education, 1897; Ministry of Public Education,
1880). French influences are obvious: solfege is taught according to the French fixed-do
system, although since the 1880s the number notation from Galin-Paris-Chevé is also in
use (but abandoned halfway the twentieth century) (Haspeslagh, 2004a, 2004b). In light of
the evolutions above, it is not surprising that curricula in those days did not yet refer to the
creation of music or music creativity at all.

A New Wind from Germany: Integrating Creative Activities

At the turn of the 20™ century progressive education makes its appearance in Western
Europe. Various pedagogues (such as Ovide Decroly, Maria Montessori and Rudolf Steiner)
oppose the intellectual, authoritarian and morality-oriented education of the nineteenth
century. They promote a child-oriented, active school based on a scientific observation
of the child’s needs and interests (Depaepe, 1998). Meanwhile, a major development in
music education takes place in Germany, strikingly enough, outside school. Around the
turn of the century, several Wandervogel societies were founded. Inspired by romanticism,
this youth movement wanted children from the urban bourgeoisie to go out into nature
and experience the value of group bonding and folk culture. Folk dance and singing occu-
pied an important place in their activities. Spurred on by, among others, Fritz J6de, who
published several periodicals with sheet music and theoretical contributions, the Jugend-
musikbewegung (musical youth movement) took off after the First World War (Gruhn, 1993).

Progressive education and musical youth movements inspired the ideal of mu-
sische Erziehung (artistic upbringing), which was firmly anchored in German schools by
Leo Kestenberg (Gruhn, 1993). The music pedagogue Georg Gotsch (1934) describes this
musische Erziehung as a general Musikalisiering (‘musicalisation’) of life, with the following
characteristics: unity of music, speech and movement; the elimination of the contrast

3 Author’s translation of “Het kind zingt geern, wij mogen hem die voldoening niet weigeren, zooveel
te meer, omdat de zang hem nu bijbrengt en een voortreffelijk opvoedingsmiddel is. De muziek, de
populairste aller kunsten, bekleedt ook de eerste plaats in den openbaren eeredienst. In de school
moeten de zangers aangekweekt worden voor de kerk. Aldus zullen wij het volk zoover brengen dat
het wederom, gelijk eertijds, deelneemt aan den kerkzang.”
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between folk and art music; and singing as the starting point of music. An important figure
in this period is Carl Orff, who, together with Gunild Keetman, developed the Orff-Schul-
werk from 1924 onwards. They applied the principles of artistic upbringing both vocally
and instrumentally to music in schools (contributing to the development of what we still
know as elemental music education) (De Baets, 2005), with an experiential approach that
includes ‘creative’ music activities.

Orff and the musische Erziehung would heavily influence Flemish music education,
but only gradually. They clearly did not impact yet the model curriculum for primary
education in the 1920s, where we read what the subject ‘singing’ (there was no broader
‘music’ subject yet) meant in this period (Schollaert, 1922): the repertoire should consist
of folk songs, works by great composers and contemporary songs. The teacher must pay
attention to the lyrics, the students’ posture, the use of the voice and many other musical
parameters. The recommendations regarding notation read like a compromise: little but
structured time must be spent on it, first on relative notation in groups 3 and 4 (age 8-10),
followed by absolute notation groups 5 and 6 (age 10-12).

But in the 1930s, the musician and pedagogue Alfons Verbist (1888-1974), later
also a member of Parliament, senator and minister (Gerard, n.d.), introduced the readers
of Musica Sacra to the music education developments in Germany (Verbist, 1933). He
advocated attention to the experience of musical beauty and to the perception of music
as a whole, away from analytical methods. As an experienced academic, he formulated
innovative recommendations for intonation and aural training, based on insights from
developmental and Gestalt psychology (Verbist, 1935, 1936a, 1936b).

At the end of the 1930s, Lucy Gelber (1904-2001) (Kerremans, 2018) joins Verbist
in a plea for a transition from musical schooling to muzikale opvoeding (hereafter: ‘musical
upbringing’; the crossdisciplinary inclination of the German word musische is rarely pre-
served in Flemish writings). Gelber’s and Verbist's paradigm shifted from a reproductive
to a holistic view, incorporating creative exercises like guided improvisation The music
teacher should develop the students’ personality and community spirit. Gelber (1938)
emphasised the ethical, aesthetic and social value of music, which is inextricably linked to
the thoughts of People and State. The music lesson must therefore start from the students’
musical experience and seek coherence with other subjects (Gelber, 1938, 1939).

In the model curriculum for primary schools of 1936 (Ministry of Primary Education,
1936), and the simultaneously published derivative curriculum for Catholic schools (CRKLO,
1936), the traces of progressive education are clearly noticeable (Depaepe & Van Ruyskens-
velde, 2016). It shows a blend between the morality of the 19" century and more recent
holistic, social or secular influences. The curriculum promoted coherence between music
and movement. It even prescribed an extensive integration of virtually all ‘secondary sub-
jects’ (subjects other than religion, language and mathematics) based on an observation of
and love for one’s own environment. It described the moral effect of singing: “[...] it refines
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the souls, puts them in touch with each other, unites them” (Ministry of Public Education,
1936, p. 119)* Battle and homeland songs were promoted: “Songs that sing of the glory of
the region, of its landscape, of its past” (Ministry of Public Education, 1936, p. 119).> Solfége
should be “as enjoyable as possible” (Ministry of Public Education, 1936, p. 119)5, and stu-
dents must develop their ear before notation and theory are to be introduced. Eurhythmic
movement activities were also prescribed, presumably inspired by the work of the Swiss
music educator Emile Jacques-Dalcroze. No creative goals were explicitly mentioned.

The implementation of this curriculum was particularly difficult, and many music
classes remained limited to solfége and dictation, if they took place at all (Faes, 2009).
Meanwhile, authors in Musica Sacra regretted the lamentable state of singing lessons in
schools, and the many untrained teachers in Flanders (Gelber, 1936; Van Nuffel, 1930). It
would take until the 1950s before Gelber and Verbist’s Saturday courses in Secretariaat voor
Muziekopvoeding (Secretariat for Musical Upbringing) and the Lemmens Institute gave
defining impulses to the ideal of ‘musical upbringing'.

A Face for Flemish Music Education: Promoting Creative Music Making

The rise of National Socialism in Germany and the outbreak of the Second World War halted
the development of music education. Jewish pioneers Leo Kestenberg and Lucy Gelber
had to flee or go into hiding (Gruhn, 1993; Kerremans, 2018). The relationship to Nazism
of many other prominent advocates of the ‘musical upbringing’ movement was not undis-
puted. The movement’s ideal, aimed at the promotion of the Heimat’s ‘collective culture’,
fitted in well with national-socialist ideas. After World War I, the thread of this movement
was taken up again in Germany (Gruhn, 1993), and was gradually taking shape in Flanders
as well.

In Flanders, Marcel Andries (1921-1965) gave a face to ‘musical upbringing’ with
attention, among other aspects, to singing, playing, creativity, movement and the musical
experience (Joosen, 1990; Wuytack, 1979). As a pioneer of the Flemish ‘musical upbringing’
movement, he is known as founder and first professor of the music pedagogy department
of the Lemmens Institute in Mechelen. In 1950, the founding of this department was an-
nounced in Musica Sacra as follows:

4 Author’s translation of “[...] ze verfijnt de zielen, brengt ze met elkaar in voelig, vereenigt ze.”

5 Author’s translation of “Liederen die den roem bezingen van de streek, van haar uitzicht, van haar
verleden, die de liefde tot den geboortegrond verklanken.”

6 Author’s translation of “zoo aangenaam mogelijk.”
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In the interest of the musical education of the youth, the board of the Lemmens
Institute proceeded to found a music pedagogical department. It aims at the
education of young music teachers for general musical education. As professor
at this music pedagogical department — the first in our country — was appointed
Mr Marcel ANDRIES, laureate of the Lemmens Institute and licentiate in pedagogy
at the University of Leuven. (the Lemmens Institute, 1950, p. 188)”

Andries became the great promoter of the ideas of ‘musical upbringing’ (Andries, 1954). In
1954 he founded Musica Domestica, a Belgian version of Jode’s Musikantengilde association,
which was renamed Musicerende Jeugd (Music-Making Youth) in 1957. This organisation
included several youth music schools (later on called youth music ateliers) and a Flemish
version of the German periodical Singende Jahr, namely the Musicerende Jeugd song sheets.
Andries published the first Dutch translations of the Orff-Schulwerk publications by Orff and
Keetman and other handbooks. He was also active outside the Lemmens Institute: he or-
ganised music education courses in many places, including the conservatories of Antwerp
and Tilburg. His innovative pedagogical ideas were often opposed by his contemporaries.

After the untimely death of Marcel Andries in 1965, Jos Wuytack (b.1935) took over.
His intensive cooperation with Paul Schollaert (1940) was of great importance for the
further shaping of musical upbringing contents and methods. They also established the
recorder and ‘Orff" instruments in Flanders, both inside and outside schools (Haspeslagh,
2004c, 2010; Schollaert, 1969; Wuytack, 1968, 1969a, 1969b). Music educators at this time
considered creativity to be naturally present in all children, it should be allowed to emerge
spontaneously (Wuytack, 1968). The concept of creativity was usually approached with
rather vague definitions and interpretations, but on the other hand addressed in very
demarcated exercises (e.g. Andries & Ghesquire, 1959).

Schollaert’s and Wuytack’s attention to ‘active’ music listening resulted in the con-
ception and publication of many so-called musicograms (see Fig. 1 for an example). These
were widely distributed and used in music lessons in Flanders and, later on, elsewhere.
A musicogram is a visual representation in which the score is simplified, allowing the
teacher to introduce the various musical themes and elements in an ‘active’, ‘creative’ and
isolated manner (playing, singing ...), so that they can easily be recognised by students.

7 Author’s translation of “In het belang van de muzikale opleiding der jeugd werd door de directie van
het Lemmensinstituut overgegaan tot het oprichten van een Muziek-paedagogische afdeling. Deze
beoogt de vorming van jonge muziekleraars in het kader van het algemeen muzikaal leerprogramma.
Tot professor aan deze muziek-paedagogische afdeling — de eerste in ons land - werd benoemd: dhr
Marcel ANDRIES, laureaat van het Lemmensinstituut en doctorandus in de paedagogische wetenschap
van de Leuvense Universiteit.”
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Fig. 1: Fragment from the musicogram of ‘In the Steppes of Central Asia’ by A. Borodin (Wuytack &
Schollaert, 1973, pp. 16—18)

The ‘musical upbringing’ development was introduced through the first four grades of
secondary schools, in which one weekly hour of music lessons was the norm. After the
introduction of music listening from 1953 on (NVKMO, 1953), active (instrumental)
music-making through the use of rhythmic percussion, Orff (melodic percussion) instru-
ments, recorders or fiddles were added to the curriculum in 1961 (NVKMO, 1961). In the
curricula of Renewed Secondary Education from 1970 onwards, the principles of ‘musical
upbringing’ prevailed.® The new curriculum focused on music as a holistic experience and
strongly advocated active and creative methods, but did not stipulate any details about the
pedagogical approach. Music theory and singing technique were only given a supporting
role. The repertoire of Gregorian chant and religious hymns was definitively abandoned in
favour of secular songbooks. In group 3 (age 14) music education was replaced by fine arts
education, and in group 4 (age 15) it becomes optional (KNO, 1971, 1972).

In the curricula for primary education after World War II, teaching practice initially
remained focused on several short rehearsal moments per week in which students mainly

8 Belgian Renewed Secondary Education (Vernieuwd Secundair Onderwijs, VSO) was introduced in 1970.
This comprehensive school system postponed tracking to the age of 14 instead of 12, although several
amendments after the introduction made this aim less strict. Many Catholic schools never adopted VSO
at all, but continued to work with the ‘old’ curricula until a new unified structure was introduced in 1989
(Claes et al., 2020).
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sing religious and folk songs. The role of solfege diminished further (CRKLO, 1954; Ministry
of Public Education, 1957). In the following decades musical principles were introduced in
primary education as well, with the music education curriculum of 1983 as a culmination
point (CRKLO, 1983).

However, a point of concern remained that many students after primary school
seemed to lack a basis for musical education. This persisting observation led to a plea for
a specialist teacher in music alongside the generalist classroom teacher (KNO, 1971). Such
a change was never realised in primary schools, but in Catholic secondary schools the
graduates of the music pedagogy department at the Lemmens Institute were gradually
replacing the insufficiently qualified teachers. The Lemmens Institute acquired a de facto
monopoly on teacher education in music, certainly as far as music in secondary schools
was concerned.

A Creative Shift

In the 1960s the strong economic and scientific rise after World War Il led to shifts in ped-
agogy. The memory of the war horror also led to a strong anti-authoritarian movement,
and power relations were questioned in the fields of upbringing and education as well. The
postmodern paradigm shift promoted the emancipation of the independently thinking
individual, and in education a critical attitude towards social structures was promoted. In
learning psychology, new insights led to the cognitive approach, which, in contrast to be-
haviourism, did not emphasise observable behaviour, but the mental processes involved in
the acquisition, storage and use of information (Depaepe, 1998).

By now, the timeline of German and Flemish music education were notably diverg-
ing. In post-WWII Germany, the orientation of music education had been swiftly steered
away from the musische ideals to a critical and intellectual approach (e.g. Adorno, 1954; Alt,
1968). In Flanders, the musische approach stayed dominant in classrooms until the nineties,
but from the seventies on a more fundamental and polyphonic theoretical discourse was
initiated, involving criticism of the ideal of ‘musical upbringing’. These discussions offered
a fruitful context for a more academic approach to music education. Timmermans’ (1973,
1974, 1975) studies on the music-educational tendencies and developments in Germany
impacted the Flemish (and Dutch) discourse, but did notimmediately affect classroom prac-
tice. The musische approach was critiqued for locking creativity in ‘schoolish’ assignments
and patronising step-by-step methods (e.g. Alt, 1968; Timmermans, 1974), insufficient for
and even contradictory to the desired emergence of inner creativity.

Meanwhile, many future pathways of music-making in schools were explored in
theoretical contributions in the periodical Adem, which in the meantime had succeeded
Musica Sacra. Attention shifted from music as such to ‘dealing’ with music, and to the
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musical perception of students, both on an emotional-affective and a cognitive-analytical
level (Haspeslagh, 1988; Timmermans, 1974). There was a greater focus on listening to
music and on music aesthetics, certainly in the higher years of secondary education. Pop
music and music technology entered the discourse as well (e.g.Van Reeth, 1971, 1977).The
teaching practice in that period remained, however, inspired by ‘musical upbringing’, with
an emphasis on singing and the use of the Orff instruments, both in primary (CRKLO, 1983)
and secondary (NVKSO, 1989) schools.

Creative activities started to play a significant role in curricula only from the 1990s
onwards. The curricula opened up to genres other than church, classical, folk or ‘school’
music (Regelski, 2009). The integration of these 'new’ genres (such as pop, rock or jazz)
definitely played a key role in developing teaching strategies addressing and unlocking
children’s creative potential. With the embedding of these popular music pedagogies
(Clauhs, Powell & Clements, 2021) or genre-informed teaching practices (Verneert & De Baets,
2022), improvisation, songwriting and composition activities enter the classrooms along-
side popular genres. Instead of an elusive individual quality allowed to emerge during
teacher-led music making, creativity in the classroom is now explicitly addressed, often as
a collaborative activity in group assignments.

In addition to the more polyphonic academic discourse among Flemish music edu-
cators, the open curricula since the 1990s also give substantial freedom to music teachers.
Therefore, it becomes increasingly hard to capture music education practices in the entire
region in one comprehensive picture. Around this time, the monopoly of the Lemmens
Institute was breached by several other teacher education institutions, which are more
sensitive to Anglo-Saxon practices and embrace popular music more eagerly (Vanesser,
2014). This evolution opens a new chapter, in which a diverse landscape of institutes and
teacher educators rather than the relatively central incitement of one institution will form
the engine for developments in music making in schools.

In 1989, Mark Reybrouck (°1952) published the white paper More culture at school
(Reybrouck, 1989) and subsequently became an important player in the further embed-
ding of the (Leuven) music pedagogy in a research context (e.g. Reybrouck, 1989, 1995). It
is important to note that the conceptualisation of creativity even more drastically changed
in the nineties, when it became widely acclaimed as a so-called twenty-first century skill.
During the first decades of the twenty-first century, the allegedly transversal nature of
creative competences heavily influences Flemish (and international) educational policy.
This leads to the promoting of the integration of arts courses in other subjects (known as
arts integration or STEAM), and of the integration of arts subjects themselves into cross-
disciplinary artistic or cultural subjects (Geudens & Overmeer, 2023).
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‘From Chanting to Rapping’: Lessons Learned?

The shifts during these more than one hundred years of history can be summarised as
a development from a lesson in solfeggio to a lesson in group singing, followed by an
incorporation of listening, playing with instruments (inspired by the musical upbringing
movement), attention to other activities such as improvising and creating, and including
music genres other than classical, religious, folk, or ‘school’ music. In the course of the
twentieth century, the curriculum of Catholic (music) education was gradually secularised.
A group-oriented starting point made way for the experiential world of the individual
student. At the same time, the education and professional development of the specialist
music teacher gradually received more attention.

In other words, we see an evolution, so to speak, from chanting to rapping’, where-
by creativity has become progressively more prominent. Together with new genres, new
creative activities have entered the classroom as well. Both the notion and pedagogical
approach of creativity shifted: from creativity as a delimited and ‘controlled’ musical learn-
ing activity in the course of a music lesson, to creativity development as a central goal of
music education, with broader and more open creative assignments.

Developments in Flanders are usually and naturally embedded in international ten-
dencies and influences. We can distinguish three phases in terms of international orienta-
tion: the French orientation in the nineteenth century, the dominant German orientation in
the nineteenth and twentieth century, and the more recent Anglo-Saxon and more global
orientation from the nineties on. Today, the impact of the English-language education and
research field is ever growing, given the dominance of English in European higher educa-
tion policy, European network organisations, and the academic community. Also notable
are the divergent speeds of certain developments, and the relatively slow pace at which
innovative thinking and writing influence teaching practice. For example, we still noticed
a strong advance of a ‘musical upbringing’teaching practice in the 1980s and 90s, at a point
when the concepts of that movement were already outdated in Germany (see also Gruhn,
1993). The seeds of a more academic and reflective music pedagogy, which were already
laid down in the 1930s, can only be felt at full strength in music education practice today,
with institutionalised music education research groups.

Apart from its birds-eye perspective focussing on major evolutions, the overview
above shows some additional limitations. The relation between official curricula and class-
room reality can be very complex, and the reality of music lessons is probably very diverse,
and certainly very poorly documented. Explicit rationale changes or unequivocal defini-
tions of important curricular and discursive concepts (e.g. ‘creativity’ or ‘school music’) are
often lacking, and typical of the passive and compromise-oriented pacification politics
that are also visible in Belgian education (Huyse, 1970). Also relevant evolutions outside
the Catholic network fell outside of this text’s scope. It must be noted that the differences
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between Catholic and other (mostly state or community) schools became more subtle by
the end of the twentieth century.

Our small chronicle, additionally, touches upon some common (and often still
topical) themes in music education: the tension between content and goals of music
at school, the relationship between object (music as a phenomenon) and subject (the
student’s perception and/or experience), and the place and formal anchoring of music at
school. Over the years, all those developments have been reflected in the name of the
school subject, from ‘singing’ via ‘musical upbringing’ to simply ‘music.’ Flemish music edu-
cators should share these insights with their students to explain the historical foundations
of music curricula and music classrooms today. To international readers, the complicated
interactions between Flanders and its surrounding countries, and some typical features
of music education in the Flemish region, can serve as mirror for the (inter)national back-
ground of other music education traditions. In Flanders today, we notice that music is
increasingly being absorbed into larger cross-disciplinary constructions. As a result, music
as an autonomous school subject is in danger of disappearing from the curriculum. How
this evolution will continue, might form an ardent starting question for a next chapter in
this historical overview. Although insight into the past of ‘school music’ cannot reveal its
future, we believe that this historical knowledge is essential when dealing with current
issues in music education.
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