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EDITORIAL
This volume of PMP journal incorporates articles contributed by the participants of the
8th International Scientific Conference “Problems in Music Pedagogy”, which will be held
on September 26-28, 2013. Researchers from Finland, Brazil, Estonia, Latvia, Lithuania,
Taiwan and Ukraine offer their original visions of solving problems in music pedagogy.
The range of problems is quite extensive: differences in music teachers’ thinking and
possible differences in comprehensive school music education in Estonia and Finland
(Anu Sepp & Inkeri Ruokonen, Finland), factors determining competitiveness of a teacher
and students (Maruta Sīle, Latvia), readiness of future music teachers to perform
innovative activities (Kateryna Zavalko, Ukraine), assessment in music education (Mara
Menezes, Brazil; Sho-Chuan Hsu, Cheng-Hsien Kao, Pei-Shen Huang & Ming-Jen Chuang,
Taiwan), formation of musical identity through musical activity (Vaiva Diržinauskyte,
Lithuania), elementary school students’ ability to recognize major, minor and pentatonic
tonality (Cheng-Hsien Kao & Ming-Jen Chuang, Taiwan), distance learning environment
in supporting early musical giftedness (Inkeri Ruokonen, Pirkko Juntunen & Heikki
Ruismaki, Finland), the Playback Orchestra method, which offers tools to learn an
orchestra part with more cognitive means than learning from printed scores (Pirkko
Juntunen, Finland) and the acquisition of the language of dance for the development of
dance teachers’ interpretation skills (Sandra Vītola, Latvia).
By getting acquainted with the research findings of the representatives from various
countries we enrich our experience, broaden our vision of a music study process and
reach the conclusion that we have much more in common than different: the experience
of any music teacher, student and scientist is unique.
On behalf of editor-in-chief of the journal, I express my appreciation to the authors,
Editorial Board, Editorial Staff, Council of Science of Daugavpils University and the
Academic Press “Saule” for successful teamwork, perseverance and valuable support to
the continuation of this periodical.

Editor-in-chief
Jelena DAVIDOVA
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WHAT ARE THE MAIN OBJECTIVES OF MUSIC TEACHING
IN MUSIC TEACHERS’ OPINION?
A COMPARATIVE STUDY BETWEEN ESTONIA AND FINLAND
Anu SEPP
Estonian Academy of Music and University of Helsinki
e-mail: anu537@hotmail.com

Inkeri RUOKONEN
University of Helsinki
e-mail: inkeri.ruokonen@helsinki.fi

Abstract
The article is part of a comparative study between Estonian and Finnish comprehensive
school music education. The aim of this article is to describe and compare the most
meaningful aspects of music teaching from teachers’ point of view. Research questions
were what the most essential aims of music teaching were for students and for teachers
from teachers’ point of view. The data for the quantitative research was collected by
using a questionnaire and analysed by using SPSS program. The results are content
analysed and reflected according to three level model of teachers’ pedagogical thinking.
The results revealed that there were both similarities as well as differences between the
results of Estonian and Finnish music teachers. The main differences appeared in the
meta-theory level: Estonian music teachers valued significantly more the aspect of
growing as a holistic human being as one of the main aims for the students. The other
significant difference was that the most meaningful aspect of music teaching was the
choir singing and performing for Estonian music teachers. The results show that music
education is highly connected to the sociocultural environment.
Key words: music teachers’ pedagogical thinking, Estonian music education, Finnish
music education.

Introduction
The education is connected greatly to teachers thinking and acting in classroom
situation. Music is one of the many school subjects where teacher interprets and
structures the school’s learning environment with his/her ideas following the national
educational core curricular goals. This article describes and compares the most
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meaningful aspects of music education through the data collected from Estonian and
Finnish music teachers.
In his thoughts provoking book about the success of Finnish education, Pasi Sahlberg
(2011) points out one major factor to this success: the excellence of Finnish teachers.
He emphasises the important role of teacher education as well as the fact that
“teachers’ work in schools is based on professional dignity and social respect” (Sahlberg
2011, 70), naming the high professional status of the teachers a “cultural
phenomenon” (ibid., 95). Among other issues, the respecting of traditional
pedagogical values such as teacher’s professional role and relationship with students
along with proven good educational practices from the past are mentioned as key
elements of Finnish education policy (ibid., 103).
The situation in Estonian education has some similarities to the situation in Finland,
nevertheless there are also several differences. Like in Finland, the PISA tests have
shown rather high results of Estonian pupils (Kitsing, 2008, 2011), yet in the Estonian
Human Development Report 2010-2011 Tero Autio describes the latest developments
in the Baltics, including Estonia, saying that one should be more critical towards the
global educational changes of the recent years and take into account one’s own
historical and social differences in educational reforms (Autio, 2011).
As to the comprehensive school music education and - teachers in Estonia and
Finland, the research has not been too thorough and wide, not mentioning the
comparative music education research which is only beginning to increase all
together. Regarding music teachers, one of the main differences lies in music teacher
education and professionalism. But with no doubt, the historical and socio-cultural
aspects have also significant influence on music education in general.
In Estonia, comprehensive music teaching and learning starts already on kindergarten
level mostly under the supervision of music (subject) teachers and continues to the
end of high school being compulsory for everybody. The minimum number of the
lessons in grades 1- 4 is 2 music lessons and in grades 5 – 12 one music lesson.
Depending on the local school curriculum, there may be additional lessons for music
(there are 7-10 lessons for optional subjects in basic school, according to the stage of
study).
In the current Estonian National Curriculum for Basic Schools music syllabus
underlines the importance of developing creativity, deriving joy from music and
acquiring musical literacy skills through musical activities and making music in
different ways. Socio-cultural value judgments, understanding and respect to different
national cultures of the students are shaped through introducing Estonian and
different global music cultures. The personality and individuality of the learner is
frequently paid attention to: “…music supports the development of the students’
individual distinctive features …”, “…to teach in accordance with the needs of the
learner…”, “…differentiated learning assignments are used, taking into account the
characteristics of the students…”, “the students’ personal performance skills are fostered
both during the lessons and outside of the classroom/school (choirs, soloists and
different groups of players of musical instruments” (PÕK, 2011, Appendix 6).
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The importance of music as a form of art and aesthetic phenomenon as well as the
issue about the value is presented is several times. The socializing role of music is
repeatedly emphasized and the value of group action is frequently mentioned (ibid.).
There are some differences in Estonian and Finnish curriculum for basic education,
one of them is concerning music education. When focusing attention on the priorities
of Estonian education, it may be stated that they support the development of music
education. A very important feature is that in Estonia music education is a compulsory
subject of the curriculum since kindergarten to the final years of upper secondary
school. Thus there are two lessons of music education a week in kindergarten and
school (up to form 5) and during the last years of basic school as well as in upper
secondary school there is one lesson per week. The system of music education
described above creates opportunities for generating and developing interest and love
for music and music making, for shaping children’s and pupils’ musical taste, etc. In
Finland, music education is a compulsory subject of the curriculum from kindergarten
up to form 7 with one lesson of music education a week. The main difference between
Estonian and Finnish music education is that in Estonia specialists are teaching music
already since kindergarten level while in Finland generalists (kindergarten teachers
and classroom teachers) are mainly responsible for teaching music from the
kindergarten level up to form 6. Music teachers are teaching in forms 7-9 (and also in
upper secondary level), but music education is comparatively only one year during
that time. When comparing the national core curriculum in music (Finnish National
Core Curriculum, 2004; Põhikooli Riiklik Õppekava, 2011) many similarities can be
found in the tasks of music instruction of Estonian and Finnish basic education. Both
in Estonia and in Finland the main tasks in music education are to encourage pupils in
musical activities, develop and support pupils in their musical growth and expression,
to help pupils to understand that music is tied to the time and situation; it is different
in different times, and in different cultures and societies. Developing pupils’ creativity
and musical skills through long term practise and making music together are valuable
tasks of music education in both countries. The Finnish curriculum mentions also that
music instruction utilizes possibilities offered by technology and media (Finnish
National Core Curriculum, 2004). Estonian curriculum highlights the role of music
teacher in the developing pupil’s musical and creative expression (PÕK, 2011,
Appendix 6). There are differences also in the structure of the music syllabi in both
countries: in Estonia the tasks and core contents are formulated for 3 stages: grades 13, grades 4-6 and grades 7-9. In Finnish music curriculum it is structured in 2 stages:
grades 1-4 and grades 5-9, in addition there are also final-assessment criteria for a
grade 8. Tasks and core contents are mainly the same in both countries thus, the
syllabus is more detailed in Estonia and choir singing is especially emphasized – there
are school choirs in almost every Estonian school but only some schools in Finland.
The task of music instruction in the Finnish national core curriculum is based on a
socio-cultural view of education; also the D. Elliot’s (1995) philosophical basis of
paraxial music education can be seen in the pedagogical tasks. According to the
Finnish National Core Curriculum (2004) the main aims of music education are to help
the pupils find their own objects of interest in music, to encourage them to engage in
musical activity, to give them means of expressing themselves musically, and to
support their overall growth. Music education helps pupils to understand that music is
tied to the time and situation; it is culturally and socially variable and has a different
kind of meaning for different people at changing times.
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The current national core curriculum (2004) emphasises that meaningful experiences
are gained through active making of and listening to music for understanding and
conceptualising it. Musical skills are developed through practise and repetition.
Musical activities also develop pupils’ social skills, constructive criticism, acceptance
and appreciation of diversity of skills and cultures. The curriculum utilizes new
technology and media in music education. In core contents of grades 1 – 4 there are
natural exercises for voice, a repertoire of songs and singing exercises that prepare
pupils for singing in parts; exercises that prepare the pupils for playing together, using
rhythm, melodic and harmonic instruments and their bodies as instruments; listening
exercises with a variety of music; composing and improvising; studying the basic
concepts of music – rhythm, melody, harmony, dynamics, tonal colour and form – in
conjunction with music making, listening, movement and composing; vocal and
instrumental repertoires and listening selections of Finnish music and music from
other countries and cultures of different eras and musical genres. The description of a
good performance in music is given at the end of fourth grade. During grades 1 – 4
music education is given in a holistic way through playful, integrated activities.
Through music education the pupils experience various sound worlds and music;
instruction encourages them in self-expression and creativeness. For the description
of good performance at the end of fourth grade the aims are that the pupils will know
how to use their voices so that they can do the following: sing in unison with others;
make out the basic beat of a piece of music so that they are able to participate in
instrumental practise and play their instruments with others; master a repertoire of
songs, some of them by heart; know how to invent their own musical solutions using
sound, movement, rhythm or melody; recognise music they hear and express their
listening experiences using movement, images or words and know how to act as
members of a music-making group, taking the group’s other members into account
(National Core Curriculum for Basic Schools, 2004).
According to H. Ruismaki and I. Ruokonen (2006), in the Finnish National Core
Curriculum the aims of music instruction in comprehensive school firstly support the
development of the pupil’s musical thinking and aesthetic and cultural awareness, and
secondly create the musical learning environment in which pupils can develop their
own musical expression and social musical activities in praxis.
A. Sepp, I. Ruokonen and H. Ruismäki (2010, 2011) emphasize that although the main
objectives of music education are specified in the national core curriculum the direct
and explicit decisions and choices in the everyday teaching/learning situations are
made by the music teachers. Thus, with no doubt the professionalism, knowledge and
skills of the music teacher are of significant importance. Music teachers’
understanding and way of thinking of music influence and shape the real essence of
music education at comprehensive school.

Theoretical Background
The theoretical base of this study is the three level model of teachers’ pedagogical
thinking by P. Kansanen (1991, 1993) presented in Figure 1.
According to P. Kansanen (1991, 1993), the first level is action level and it concerns
the teaching/learning situation in practice: its planning, implementation and
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evaluation. In the pre-action stage, the teacher plans the content, methods and
materials to be used during the instructional process to match the comprehension of
the students. Interaction is the central part, the actual teaching process during the
lessons. During the interaction of teacher and students, but mainly in the stage of
post-action, evaluation about the process and results already takes place.
In music education context this means teaching/learning the basic knowledge of
music subject content and skills; using of different techniques, methods and models,
that are most suitable for music teaching; realizing the main differences between
different groups and its impact on the whole music teaching process; ability to create
suitable music material and find appropriate repertoire.
The first thinking level, what P. Kansanen (1991, 1993) calls the “object theory” level,
considers the didactical theories and concepts where teacher reflects critically upon
the decision, reflecting on her/his own teaching practices.

METATHEORY

2. THINKING LEVEL

OBJECT THEORIES

1. THINKING LEVEL

PRE  INNER ACTION POST 

ACTION LEVEL
Figure 1. Pedagogical thinking level (Kansanen, 1991, 1993)

In music education, accordingly, this means the perception about the music education
syllabus as part of the school curriculum; awareness of the theoretical criteria of the
music subject: objectives, main concepts, formation of the content and structure in
teaching/learning process and the ability to reflect on music teaching techniques,
methods, approaches in one’s own practice. The second thinking level observes the
values, ethics and object theories behind the teaching practices and pedagogical
interaction. It is here, where the object theories are analysed and combined in order to
create a new, perhaps even more abstract entirety (Kansanen et al. 2000; Syrjäläinen
et al. 2004). From the perspective of music education this means that music teacher
has the vision of music education’s task in the society and pupils’ everyday life; the
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ability to consider critically the traditions of music subject didactics and reflect one’s
own teaching through this critical analysis; being aware about music education
history, traditions, values and understanding about the philosophical underpinnings
of music education. A few possibilities exist to find out what goes on in the mind of
teachers to find the factors influencing their decision making, the ways of acting in
teaching-learning situations: especially using questionnaires, interviews or
observation (Kansanen, 1991, 1993).
D. Elliott (1990) emphasizes the connections between musical practice and culture,
stressing that music education does not function separately in a culture, but works
powerfully as a culture. He points out a two-way relationship between musical culture
and the surrounding cultural context which are connected by the underlying network
of beliefs and values. We may say that that teacher’s pedagogical thinking is always
connected to sociocultural environment.

Study Design
The aim of this study was to find out what the most important objectives of music
education were in the minds of music teachers. Data were collected from teachers
teaching music at comprehensive school level. Similar questionnaires were carried out
using the e/lomake web based environment in Finland and Connect.ee web based
environment in Estonia from spring to autumn 2011. Answers were received from
107 Estonian and 50 Finnish music teachers.
This article presents the findings from the answers for the following questions:



What are the most important objectives of music teaching for the students (in
teachers’ opinion)?
What are the most meaningful aspects of music teaching for the teachers?

The data for the quantitative research was collected by using a questionnaire and the
results were analysed with IBM SPSS 21 using t-tests, correlations, cross-tabs,
frequencies, percentages, and descriptive statistics. The results were then reflected
according to three level model of teachers’ pedagogical thinking by P. Kansanen
(1991, 1993). The statistical information presented in this study concerns only this
study group of the two countries and cannot be generalized.

Results
There were 95,3% (n=102) women and 4,7% (n=5) men among the respondents from
Estonia and 70,0% (n=35) women and 30,0% (n=15) men, respectively, from Finland.
According to this result, the significance and popularity of the teaching profession
among men in society is considerably higher in Finland than in Estonia.
The respondents were also asked to describe their qualification as teachers. The
amount of music teachers among the respondents was considerably higher in Estonia
(n= 98) than in Finland (n= 19). Such statistic indicates that music in comprehensive
school is taught mainly by music (subject) teachers in Estonia; in Finland the
distribution shows that the number of class teachers (n= 14) and class teachers with
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an additional qualification for teaching music (n= 17) is considerably higher
(Figure 2).
98

100
80
60
40

19

20

E

0

17

E4

F

Music Teacher

14

E 5

F

Class Teacher with an
Additional Qualification for
Teaching Music
Estonia (107)

F

Class Teacher

Finland (50)

Figure 2. Qualification of the teachers teaching music from Estonia and Finland

The question about the most essential objectives of music teaching intended for the
students included the following choices (7): to teach the pupils to sing and play an
instrument; the overall development of the student; to evolve general interest
towards music; to listen and appreciate music; to discover the language and forms of
music; to interpret and create music; to acquire social skills through music. The
results of the analysis revealing statistically significant differences are presented in
Table 1.
Table 1. Statistically significant differences in music teachers’ results
concerning the most essential objectives of music teaching for students
MOST ESSENTIAL
OBJECTIVES OF MUSIC
TEACHING

M

SD

OVERALL DEVELOPMENT OF THE STUDENT
Estonia
4.77
0.54
Finland

50

TO LISTEN AND APPRECIATE MUSIC
Estonia
4.67
0.55

107

4.44

0.62

50

TO SING AND PLAY INSTRUMENTS
Estonia
3.89

1.06

107

Finland

0.54

50

4.29

t

df

p

107

0.86

Finland

4.06

N

6.17

153

0.000

2.39

153

0.018

- 2.50

153

0.014
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The other question concerned the most meaningful aspects of music teaching for the
teachers and the possible answers were the following (5): teaching the main musical
skills; working with school choirs and orchestras; performing in concerts; out of class
music activities; to arouse pupils’ interest towards music.
The results of the analysis revealing statistically significant differences are presented
in Table 2.
Table 2. Statistically significant differences in music teachers’ results
concerning the most meaningful aspects of music teaching for teachers
THE MOST MEANINGFUL
ASPECTS OF MUSIC
TEACHING FOR TEACHERS

M

SD

N

WORK WITH SCHOOL CHOIRS AND ORCHESTRAS
Estonia
0.46
0.50
107
Finland

0.10

0.30

50

PERFORMING IN CONCERTS
Estonia
0.28

0.45

107

Finland

0.19

50

OUT OF CLASS MUSIC ACTIVITIES
Estonia
0.31

0.46

107

Finland

0.33

50

0.04

0.12

t

df

p

4.67

155

0.000

3.60

155

0.000

2.59

155

0.011

All the three statistically significant differences reveal that for music teachers in
Estonia the most meaningful aspects of music teaching are connected with out of class
activities and performing. This indicates that music teacher has the vision of music
education’s task in the society and pupils’ everyday life revealing that in Estonia music
teachers’ thinking reaches also the meta-theory level.

Conclusion and Discussion
The results of this research reveal interesting differences in the thinking of music
teachers’ and indicates to the possible differences in comprehensive school music
education in Estonia and Finland. This designates that music teachers in Estonia pay
more attention to the students overall growth, development of listening skills and
music appreciation than Finnish music teachers. While Finnish music teachers pay
more attention to teaching singing and playing the instruments. Accordingly, Estonian
music teachers’ thinking reaches the meta-theory level significantly more than their
colleagues in Finland. Whereas Finnish music teachers’ higher results in teaching
singing and playing the instruments implies the paraxial music education ideas.
Although teaching certain musical skills and knowledge is of major importance, it is
crucial that teachers, as well as society in a whole recognize the diverse possibilities
music education sustains for the students overall development. Numerous results in
brain research confirm the positive effects of music and musical activities to different
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aspects in the development of the child (Asbury, Rich, 2008; Milovanov et al, 2009;
Milovanov & Tervaniemi, 2011; Virtala et al, 2012, Lovio et al, 2012). It should be clear
by now that these are not only musical skills that are developed through music but
also personal and intrapersonal growth, creativity, learning abilities, brain
development which are proved to have positive impacts through dealing with music.
According to I. Ruokonen & M. Muldma (2007), both Estonian and Finnish music
education could have more connection to the cross-curricular themes that are
included in the core curriculum for teaching pupils future-oriented thinking based
ecologically, economically, socially and culturally sustainable premises. Besides school
music lessons, it is equally important to give children possibilities for practicing music
in their free time starting from as early age as possible to provide positive impact on
cognitive, social and emotional development of an individual. Music teachers are
designers of the music education in schools and classrooms. They have an important
role for designing creative music making atmosphere and sharing the general music
cultural knowledge as well as interacting with informal learning environments and
other sociocultural issues concerning the music education (Sepp, Ruokonen &
Ruismäki, 2011). Music teachers can act as important motivators both in school music
and outside school music studies. That’s why it is very important to continue studies
of music teachers’ pedagogical thinking and courage teachers to share their
pedagogical ideas and thoughts in their cultural and intercultural connections. Music
education is highly connected to the sociocultural environment and teachers are
musical designers of their schools’ music cultural learning environment.

References
Asbury, C. & Rich, B. (Eds.) (2008). Learning, Arts, and the Brain. The Dana Consortium Report
on Arts and Cognition. New York: Dana Press.
Autio, T. (2011). Välisvaade: haridusreformide rahvusvaheline raamistik viimastel
kümnenditel. Inimarengu Balti rajad: muutuste kaks aastakümmet, 110-113. Eesti Inimarengu
Aruanne 2010/2011 [Estonian Human Development Report]. Tallinn: Eesti Koostöö Kogu, 110113 (in Estonian).
Elliott, D.J. (1990). Music as culture: Toward a multicultural concept of arts education. Journal
of Aesthetic Education, 24 (1), 147-166.
Elliot, D. J. (1995). Music Matters: A new philosophy of music education. Oxford: Oxford
University Press.
Finnish National Core Curriculum (2004). Helsinki: Board of Education.
Kansanen, P. (1991). Pedagogical thinking: The basic problem of teacher education. European
Journal of Education, 26(3), 251 – 260.
Kansanen, P. (1993). An outline for a Model of Teachers’ Pedagogical Thinking. P. Kansanen
(Ed.) Discussions on Some Educational Issues IV. Research Report 121. Department of Teacher
Education, University of Helsinki. Helsinki: University Press, 55-65.
Kansanen, P., Tirri, K., Meri, M., Krokfors, L., Husu, J. & Jyrhämä, R. (2000). Teachers’
Pedagogical Thinking: Theoretical landscapes, practical challenges. New York: Peter Lang.
Kitsing, M. (2008). PISA 2006. Eesti tulemused [Estonian results]. Haridus-ja
Teadusministeerium. Tartu (in Estonian).
Kitsing, M. (2011). PISA 2009 - Lessons for Estonia. Haridus- ja Teadusministeerium. Tartu.

15

Anu SEPP & Inkeri RUOKONEN

Lovio, R., Halttunen, A., Lyytinen, H., Näätänen, R. & Kujala, T. (2012). Reading skill and neural
processing accuracy improvement after after a 3-hour intervention in pre-schoolers with
difficulties in reading-related skills. Brain Research, 1448, 42-55.
Milovanov, R., Huotilainen, M., Välimäki, V., Alku, P., Esquef, P.A.A. & Tervaniemi, M. (2009).
The role of musical aptitude and language skills in pre-attentive duration processing in schoolaged children. Neuroscience Letters, 460, 161–165.
Milovanov, R. & Tervaniemi, M. (2011). The interplay between musical and linguistic aptitudes:
A review. Frontiers in Psychology, 2, 321.
Põhikooli Riiklik Õppekava. Lisa 6. (2011). [National Curriculum for Basic Schools. Appendix 6.]
Vabariigi Valitsuse määrus nr. 1, 06.01. 2011. RT I, 20.09.2011, 9. Retrieved from
https://www.riigiteataja.ee/aktilisa/1200/9201/1009/VV1_lisa6.pdf (in Estonian).
Ruismäki, H. & Ruokonen, I. (2006). Roots, current trends and future challenges in Finnish
school music education. A. Juvonen, & M. Anttila (Eds.) Challenges and Visions in School Music
Education: Focusing on Finnish, Estonian, Latvian and Lithuanian music education realities.
Bulletins of the faculty of education, 100. Joensuu: University Press, 31-76.
Ruokonen, I & Muldma M. (2007). “What music means to me”: Estonian and Finnish eighthgrade pupils’ opinions on music. Education and Sustainable Development: First steps toward
changes. Vol. 2. Daugavpils University, 175-190.
Sahlberg, P. (2011). Finnish Lessons. Columbia University, New York: Teachers’ College Press.
Sepp, A, Ruokonen, I. & Ruismäki, H. (2010). Comparing some aspects of Estonian and Finnish
music educational systems and curriculum. Rights of the Child to the Arts, Culture and
Creativity. 2nd International Journal of Intercultural Arts Education. Helsinki: University Press,
3-22.
Sepp, A. & Ruokonen, I. (2011). Approaches to Estonian and Finnish music syllabi in the
respective national curriculum. Music Inside and Outside the School, 361, 345 - 358.
Sepp, A., Ruokonen, I. & Ruismäki, H. (2011). Music subject in Estonian basic education: The
reflections of the national curriculum in music teachers‘ pedagogical thinking. Procedia - Social
and Behavioral Sciences, 29, 856–862.
Syrjäläinen, E., Jyrhämä, R. & Haverinen, L. (2004). Praktikumikäsikirja [Handbook for
practicing teaching]. Studia Pædagogica 33. Retrieved January 29, 2013 from
www.helsinki.fi/behav/praktikumikasikirja/kehyksetön (in Finnish).
Virtala, P., Huotilainen, M., Putkinen, V., Makkonen, T. & Tervaniemi, M. (2012). Musical
training facilitates the neural discrimination of major vs. minor chords in 13-year-old children.
Psychophysiology, 49, 1125-1132.

Received 29.07.2013.
Accepted 30.08.2013.

16

Problems in Music Pedagogy, Vol.12(2), 2013

FACTORS DETERMINING THE DEVELOPMENT OF TEACHERS’
COMPETITIVENESS
Maruta SĪLE
Riga Teacher Training and Educational Management Academy, Latvia
e-mail: maruta.sile@rpiva.lv

Abstract
Professional work of teachers is a vital prerequisite for a successful implementation of
the national education policy and improvement of education quality. A skilful teacher,
who understands the processes of contemporary transformations well, is able to compete
in a labour market, because he knows how to develop the educational process so that he
would be able to prepare pupils for the 21st c. ever-changing labour market and
motivate them for life-long learning (www.pedagogiem.gov.lv/lv/par-projektu). Hence,
it becomes urgent to recognize that the competitiveness of the whole society can be
ensured by developing each individual’s competitiveness, which can be attained by
setting innovative educational aims and tasks.
Key words: music teacher’s activity, competitiveness.

Background
The origins of the theory of competitiveness go back to the research on business in
social sciences (in business management and economics). Due to the interaction
between different fields of science in the 21st century, the problem of competitiveness
was brought into focus also in the research on education and pedagogy, and a new
science sub-branch – competitiveness studies – was created.
In Latvia, competitiveness has been studied by I. Kalniņa (2010), who considers that
in order to explore competitiveness three methodological approaches can be applied
(see Figure 1). The author substantiates the approach to competitiveness in action in
her research in pedagogy, including research on competitiveness, the results of which
have been published in Rezekne, 2009, and have been presented for the defence in her
doctoral thesis.
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Three methodological
approaches used in the
research on
competitiveness

Theoretical research and
a study of the
manifestations of
competitiveness in action

Theoretical
substantiation and a
study of competitiveness
as personality's qualities
in their totality

Theoretical
substantiation and a
study of competitiveness
as a complicated multicomponent structure

Figure 1: Methodological approaches to competitiveness studies (Kalnina, 2010)

J. Gardovskis (2012) brings the competitiveness of professional education into focus
and considers that it should be analysed as a systemic and integrated phenomenon:
“In many places, there are both skill training centres and scientific institutions at the
disposal of higher education establishment already now, and students of both higher
education establishments and colleges could successfully share them in order to improve
their knowledge and skills. Until now they have not had such opportunities. The
acquisition of new skills would allow college students to become more competitive and
join the labour market sooner” (Gardovskis, 2012, 64).
At analyzing the characteristic features of adult education, T. Koķe (1999) recognizes
the topicality of competitiveness issues in a contemporary education system, but
R. Garleja (2010) analyses competitiveness from the aspect of pedagogy as a
manifestation of the subject’s attitude (see Table 1).
Table 1. The correlation between attitude and needs (Garleja, 2006, 18)
Attitude to the
content of work

Need for work,
activity

Structure of
satisfaction with
work

Attitude to work as a
value

Need for the
implementation of
social norms

Satisfaction with the
social status of work

Attitude to work as
an individual need

Necessity to meet
individual needs

Satisfaction with
work conditions

Attitude to work as an
opportunity to implement
activity, motivation

Need for selfexpression, for selfpresentation

Satisfaction with the
content and
character of work
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The investigations conducted in competitiveness studies as a sub-branch of the
science of pedagogy, are episodic but vital for the society. This becomes obvious from
a series of discussions “Competitive Teachers – Competitive Education”, held in 2010
within the framework of the project “Facilitating Teacher Competitiveness under the
Conditions of the Optimization of Education System” implemented by the Ministry of
Education and Science, which attracted many participants from different institutions
of general, professional and interest education. The aim of these discussions was to
elucidate the opinion of Latvian people about what skills pupils and teachers should
develop first of all in order to be competitive (Balodis, 2010) (see Figure 2).
Competitive pupils
Skills of solving
problems and
thinking
independently
20%

Basic skills
(reading, writing,
arithmetic)
15%

Preparedness for
work life
12%

Readness to
compete with
others
29%

Skill to get on
with others
7%

Communication
skills
8%
Basic values
9%

Figure 2. Competitive pupils. The results of the discussion (Balodis, 2010)

Professional work of teachers is an essential condition for a successful
implementation of the national policy in education and improvement of education
quality. An exacting teacher who understands the processes of contemporary
transformations is competitive in the labour market and can also create such
educational environment where pupils get prepared for the changing labour market
and are motivated for life-long education. It is equally important to improve teachers’
skills of applying different approaches to teaching their pupils: to differentiate
between pupils who have difficulties in learning and low study achievements and
those who are talented and gifted pupils.
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Skills of
foreign
languages
28%

Pedagogy
10%
Commuication
skills
11%
Pedagogical
strategies
16%

IT skills
19%

Project
management
16%

Figure 3. Skills of competitive teachers. The results of the discussion (Balodis, 2010)

Theoretical findings and the analysis of the data obtained from the discussion
“Competitive Teachers – Competitive Education” about the factors determining the
competitiveness of pupils and teachers provided the basis for developing a Model of
Factors Determining the Competitiveness of Teachers and Pupils (see Figure 4).
The components of the model are particular skills which determine teacher’s
preparedness for competition in the system of education: preparedness for
competition, communication skills, independence, IT skills, and foreign languages.
Each component is characterized from two positions which provide a more detailed
interpretation of the basic component. The components included in the Model of
Factors Determining the Competitiveness of Teachers and Pupils have to be viewed in
their interaction from the position: subject – subject. The notions “educator” and
“teacher” are not synonymous, because teachers work at schools of general education,
while educators – in the field of interest education. Similarly, in interest education, in
order to emphasize the educational factor we speak about learners, while at schools –
about pupils. This makes Model of Factors Determining the Competitiveness of Teachers
and Pupils universal for all education institutions, including those relating to music
education as well.

Methodology
Empiric part of the study was aimed at verifying the model. The graduates (2005 2011) from the RPIVA bachelor study program “Music Teacher” participated in the
questionnaire survey. 78 questionnaires were distributed, and 22 questionnaires
were valid for processing. Social factors determining the development of
competitiveness in the questionnaire - JSS are 36 statements. In order to assess
teachers’ attitudes to aspects characterizing work, JSS measures the level of
satisfaction with work according to nine aspect scales. Each aspect is measured by
four questions, and the total result concerning the satisfaction with work is obtained
by summing up points of all aspects, because the answers are ranged from 1 – fully
disagree to 6 – fully agree, therefore the assessment format is being summed up. The
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statements are written in two ways, which implies that half of the answers are
assessed in a reverse way. These nine aspects are: payment, promotion, work
management, additional reward, relative reward, work schedule, colleagues, work
specificity and communication. Though the original JSS was developed to assess and
use it for organizations where services to people are provided, it can also be applied at
schools.

Willingness to
compete

Education

Experience

Communication

Information
exchange

Connections

Independence

Indepedence of
thoughts, deeds

Self-initiative

Project
management

To investigate,
search for new
information

Experience of
social skills

IT skills

Acquisition of a
data processing
system

To investigate,
search for new
information

Foreign
languages

New knowledge

Self-initiative

LEARNER, PUPIL

EDUCATOR, TEACHER

Competitiveness

A new cycle of the model

Figure 4. The model of factors determining competitiveness of teachers and pupils
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The statements should be assessed within the range from 1 to 6. Statements
formulated in a negative form should be assessed in a reverse way. Then the
assessment of negative statements should be changed – the assessment from the left
side column is replaced by the assessment from the right side column. The
assessments from the right side column have to replace the assessments of the left
side column. This can be done by subtracting internal statements from the original
values starting from 7.
1=6; 2=5; 3=4; 4=3; 5=2; 6=1.
Negative questions are: 2, 4, 6, 8, 10, 12, 14, 16, 18, 19, 21, 23, 24, 26, 29, 31, 32, 34,
36. Negative statements are only these.
Answers to four statements in each aspect are summed up, and all statements have to
be summed up after transforming the results obtained initially, as it is indicated in
point 2. Table 2 presents the division of statements into sub-scales (aspects).
Table 2. Instruction on the use of JSS
SUB-SCALES
Payment
Promotion
Work management
Additional reward

STATEMENTS
1, 10, 19, 28
2, 11, 20, 33
3, 12, 21, 30
4, 13, 22, 29

Relative reward

5, 14, 23, 32

Work schedule
Colleagues
Work specificity
Communication

6, 15, 24, 31
7, 16, 25, 34
8, 17, 27, 35
9, 18, 26, 36

DESCRIPTION OF SUB-SCALES
Payment and salary
Opportunity to gain promotion
The immediate superior
Gratitude, evaluation and reward for
a well-done job
Gratitude, evaluation and reward for
a well-done job
Tasks at work
People whom you work with
Tasks at work
Communication at the enterprise

Total satisfaction

1-36

All aspects taken together

The number
of
respondents
The
arithmetic
mean
The
arithmetic
mean
standard
error
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COMMUNICATION

WORK SPECIFICITY

COLLEGUES

WORK SCHEDULE

RELATIVE REWARD

REWARD

ADDITIONAL

MANAGEMENT

WORK

PROMOTION

SALARY

PAYMENT AND

Table 3. Statistical indicators of the determinant social factors (JSS) of
competitiveness development
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14.667

14.667

14.667

14.667

14.667

14.667

15.500

14.500

13.333

4.232

1.256

1.173

4.184

2.404

2.906

2.029

5.162

3.313

13.500
-

13.500
-

16.000
10

8.000
8

12.500
-

10.367

3.077

2.875

10.250

5.888

7.118

4.970

12.654

8.116

107.467

9.467

8.267

105.067

34.667

50.667

24.700

159.900

65.867

-0.400

1.570

-0.400

-0.448

-0.848

3.362

-1.880

0.287

-1.810

0.703

1.025

-0.864

0.809

0.332

1.552

-0.007

1.302

0.092

28

9

7

27

16

21

12

31

20

3

11

10

4

7

7

10

5

3

31

20

17

31

23

28

22

36

23

88

88

88

88

88

88

93

87

80

COMMUNICATION

WORK

SALARY

WORK SPECIFICITY

COLLEGUES

12.000
-

REWARD

15.500
17

ADDITIONAL

14.000
14

MANAGEMENT

WORK SCHEDULE

Median
Mode
Standard
deviation
Dispersion
Coefficient
of
asymmetry
Coefficient
of excess
Amplitude
of variation
The
smallest
value
The biggest
value
Sum total

PROMOTION

12.500
-

PAYMENT AND

RELATIVE REWARD
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The graph of the social factors determining the development of competitiveness
(payment, promotion, work management, additional reward, relative reward, work
schedule, colleagues, work specificity and communication) and the graph of the total
satisfaction with work are asymmetrical, because the coefficients of asymmetry are
bigger than 0. The negative coefficient of asymmetry indicates that in this group more
people showed higher test grades than lower. While a positive coefficient of
asymmetry implies that more respondents had lower grades than higher.

Conclusions
1. The results of theoretical research on competitiveness allow inferring that
doing research in competitiveness studies it is useful to apply cross-field
approach: competitiveness as a social phenomenon; competitiveness as a
category of pedagogy; competitiveness as a characterization of personality’s
activity. The empiric research, too, is carried out on the basis of the
approached applied in the theoretical part: social conditions that make impact
on teachers’ competitiveness; pedagogical aspects that leave impact on
teachers’ competitiveness; teachers’ internal readiness for competition.
2. Having analysed teachers’ opinions about satisfaction with work as a social
aspect of the development of competitiveness and on the basis of our own
pedagogical experience, we can conclude that teachers at schools are daily
faced with many social problems which leave impact on the quality of
pedagogical work and do not contribute to increasing their internal readiness
for competition.
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DEVELOPMENT OF READINESS OF FUTURE MUSIC TEACHERS TO
PERFORM INNOVATIVE ACTIVITIES: DETERMINATIVE
EXPERIMENT
Kateryna ZAVALKO
National Pedagogical Dragomanov University, Ukraine
e-mail: katrinz@list.ru

Abstract
The national Ukrainian educational system plays an important role in the ongoing state
modernization processes. The goal of modernization is the transition of the educational
system to a whole new level of operation. It is for this reason that the modern school and
society are in greater-than-ever need of a teacher, willing to operate in the innovation
mode, methodologically and technologically prepared for the implementation of
innovations.
The core point of the innovation processes in educational institutions involves upgrading
the educational process, introducing innovations into the conventional system, and
provides for a high level of pedagogical creativity. Innovative activity of a music teacher
manifests itself in various social spaces: micro space – introduction of innovations at the
music class; meso space - introduction of innovations at the school level; macro space participation in the governmental innovation programs; mega space - exchange of
innovative experiences with foreign colleagues and participation in international
projects.
Development of readiness to innovate should commence during the university training
and involves introduction of a specialized program, based on the course "Fundamentals
of innovative activities of a music teacher". To ensure successful development of
readiness to innovate, we have developed criteria of readiness for innovative activities
and conducted a determinative experiment. This experiment demonstrated that the
future music teachers are not completely ready for innovation (38% of students display
low level of readiness, 62% - average level), in particular students lack motivation to
master innovative activities, have underdeveloped personal educator-innovator
qualities, lack necessary knowledge as well as innovative techniques and approaches.
Key words: future music teacher, innovative activity, readiness for innovate.
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Introduction
One of the key problems of Ukraine's higher education development in the area of its
integration into the European education environment is search and implementation of
innovative ideas, solutions and procedures to update the form and content of training,
increase of specialist training quality, ensuring that educational services of local
higher educational establishments meet European and international standards
(Rogers, 1983; Smits, 2002; Zimpher & Reiger, 2003).
The term innovation is more often used than defined although there are dozens of
definitions used in different context and disciplines. For statistical purposes, perhaps
the most widely accepted definition of innovation comes from the Oslo Manual
(OECD/Eurostat, 2005) that defines innovation as “the implementation of a new or
significantly improved product (good or service) or process, a new marketing method, or
a new organizational method in business practices, workplace organization or external
relations”. This definition shares a consistent theme with other available definitions:
innovation is typically understood as the successful introduction of something new
and useful. In this definition, it is important to highlight that “new” should be
interpreted as context-specific, organization specific, rather than universal or marketwide.
Pedagogical innovations are viewed as a result of innovative activities (new goals,
content, methods, techniques, forms, means of training and education, new ways of
organizing cooperation between training subjects) which updates pedagogical theory
and practice, optimizing the achievements of the education goal outlined for the
society.
Pedagogical innovations stand to be the primary factor in the modernization of higher
music and pedagogical education, since they meet the needs of the age and overcome
the stagnancy of the educational system. As of today, higher education in Ukraine
shows increased intensity of innovative processes and theoretical development of
innovation issues (Klepko, 2005). Thus, I. Bogdanova (2003) defines the principle of
innovativeness in education as implementation of new teaching techniques that can
provide transformation of behavior and thinking stereotypes, alteration of approaches
to learning and gaining personal experience, self-determination and selfimprovement.
According to V. Orlov (2007), active creation of innovation processes in arts education
includes intentional practical modeling of existing educational projects, acceptance
and support of new thinking and experience values, promotion of new areas in the
cultural environment of arts education, foundation of associations, scientific schools,
focused on common development of artistic and aesthetic education system in tough
conditions of today's cultural situation. It is innovative education that encourages
pioneer change in the culture, social environment; focuses on the development of
individual readiness to dynamic changes in society through development of creative
abilities, various forms of thinking and ability to cooperate with other people.
Future teachers should be aware of the fact that at present phase of education
development they have new opportunities for self-fulfillment in musical and
educational activities, specifically through promotion of innovative activities. This is
supported by particular circumstances, of which the important are: removal of

26

Problems in Music Pedagogy, Vol.12(2), 2013

restrictions in the area of professional activities, freedom of interpretation of music
education curriculums, use of new forms and techniques of music education in
schools, innovative concepts of musical education.
The innovative concept of musical education is a modern system of beliefs, united by a
single fundamental idea that defines understanding of music education processes and
phenomena and ensures a more effective implementation of the music education
process, serves as a basis for the development of musical education system and
specific educational techniques. Among the most common innovative musical
education concepts worldwide the following should be particularly noted: concepts by
E. Jaques-Dalcroze, M. Montessori, C. Orff, Z. Kodaly, S. Suzuki, G. Szilvay.
Therefore, the innovative nature of higher musical and pedagogical education is
important, since the capacity of a future music teacher for self-improvement, personal
and professional self-fulfillment, innovative behavior is cultivated in the process of
his/her training. The process of training should be worked out in such a way as to
directly encourage students to identify innovative qualities and master innovative
forms of activity.
The object of the research: the readiness of future music teachers to perform
innovative activities.
The aim of the research: determine the level of readiness of future music teachers to
perform innovative activities.

Methods and Methodologies
Innovative activity of a music teacher is defined as a complex integral formation, a
complex of tools and actions of different nature and purposes which comply with the
basic stages of innovation processes development and aimed at creation and
introduction of changes by the teacher to his/her own work system within the context
of modernization of music education.
Innovative activity is manifested by introduction of new ideas, methods, techniques to
education practice, rejection of educational clichés and promotes updating the content
of modern education, creates new educational techniques, offers new possibilities for
teacher’s creativity, promotes the development of learners’ creative thinking. The
analysis of scientific sources revealed that the majority of authors (Kozlova, 1997;
Shevchenko, 2000) define introduction of changes into the educational process via
search, development and implementation of educational innovations as the primary
function of the innovative activity.
In the context of upgrading music teaching education system, development of the
future music teachers’ readiness to innovate must become one of the critical vectors in
the process of their training. This activity is considered by us as an intentional
educational activity based on understanding of personal practical teaching experience,
focused on alteration and development of the educational process aimed at
achievement of higher results, obtainment of new knowledge, development of whole
new pedagogical practices (Zavalko, 2013).
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Using personality socialization factors rating approach (Mudryk, 2007) to analyze a
teacher’s innovative activities makes it possible to identify four substructures: micro-,
meso-, macro- and mega spaces. Thus, each of the social spaces of innovative activities
requires development of the necessary skills, mastery of innovative knowledge and
techniques, types of activities (see Figure 1). This model is a comprehensive system of
manifestation of personality traits that promote innovative activities in micro space
(at music class level), meso space (within school), macro space (at country level) and
mega space (in the area of European education).

Figure 1. Conceptual model of innovative activities of a music teacher

Readiness of a future music teacher to perform innovative activities is a personality
characteristic, an integral personality formation, consisting of a set of interrelated
properties. Since music teacher’s innovative activities require different components,
depending on the area of operation, specifically in micro space slightly different
properties are required compared to mega space. However, within each space
particular components may be singled out that characterize a future music teacher
and determine the necessary elements:
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Motivational – desire of a future music teacher to perform innovative activities
in the specific space that defines such music teacher’s desire to improve the
educational process and master innovation techniques;
Cognitive - awareness of a future music teacher about the nature and
characteristics of innovative activities within a certain social space as well as
personal requirements;
Axiological - mastery and adoption of educational work values by a teacher;
Activity - active manifestation of the innovative approach to music-teaching
activities within various social spaces;
Personal - availability of individual qualities that contribute to innovative
activities of a music teacher.
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FUTURE MUSIC TEACHER'S READINESS FOR INNOVATIVE ACTIVITIES

Motivational
component

Interest in
innovative
tools of music
education

Mindset for
development of
music-teaching
process

Axiological
component

System of
universal
values

System of
national values

Cognitive
component

Innovative
music-teaching
knowledge

Meta-cognitive
awareness

Activity
component

Mastery of delfregulation and
reflexiveness

Mastery of
educational as
well as musical
and creative
activities

Personal
component

Positive selfconcept

Pedagogical and
musical abilities,
communication
skills, activeness,
adaptiveness

Creativity,
innovativeness

Development of
personal
innovative
standpoint as a
teacher and
musician

System of
professional
velues

Integrated
innovative
knowledge in
music-teaching
activities

Mastery of
methodological
activity

Ability to
navigate in the
informational
space

Figure 2. Structure of the future music teacher’s readiness for innovative activities

It is clear that identification of the components of a future music teacher’s innovation
readiness is attributable to the needs of scientific analysis and is rather relative, since
none of its components exists in isolation from the other, and operates within a
comprehensive music teaching process. It should be emphasized that the developed
Model of a Future Music Teacher’s Readiness for Innovation (see Figure 2) is the
author's chart of innovative activities description, combining activity and personal
aspects, represented by the system of integrative characteristics of motivational,
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cognitive, axiological, personal and activity components. Integrative components of
readiness for innovative activities cover the most essential interrelations of the key
features of innovativeness of a future music teacher’s personality within various social
spaces, which determine its development, and can serve as an object of formation and
improvement.

Criteria and Levels of Readiness of Future Music Teachers for
Innovative Activities
The criteria make it possible to identify the manner and the amount of efforts
required to achieve the result of the pedagogical activity, in this case – to develop
readiness of future music teachers to perform innovative activities. A criterion
component is an indicator which is typical and specific manifestation of one of the
essential aspects of a certain personality trait. Its application assists in evaluation of
the quality and level of its development. Generalized criteria and indicators of
readiness of a future music teacher for innovative activities are provided in Table 1.
Table 1. Generalized criteria and indicators of readiness of a music
teacher for innovative activities
COMPONENT OF
READINESS FOR

CRITERION

CRITERION INDICATORS

INNOVATIVE ACTIVITY

Motivational

Measure of aspiration of a
future music teacher to
master innovative activity
and achieve creative selffulfillment

- interest in innovative tools of music
education;
- mindset for development of music–
teaching process improvement;
- development of personal innovative
standpoint as a teacher and a musician

Cognitive

Measure of understanding
of the nature, characteristics
and requirements of
innovative activities

- understanding of the nature of
innovative activities;
- development of integrated and
innovative knowledge regarding musicteaching activities;
- development of meta-cognitive
awareness;

Axiological

Measure of understanding
of universal, national,
personal and pedagogical
values

- developed universal values;
- understanding of national ideas;
- a set of pedagogical values;

Activity

Measure of ability to create,
implement and adapt
innovations in musicteaching activities.

- mastery of self-regulation and
reflexiveness;
- mastery of innovations in educational as
well as musical and creative activities;
- mastery of methodological activities;
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COMPONENT OF
READINESS FOR

CRITERION

CRITERION INDICATORS

INNOVATIVE ACTIVITY

Personal

Measure of development of
individual qualities and
positive self-concept

- development of creativity and
innovativeness;
- development of positive self-concept;
- development of musical and pedagogical
skills;
- development of ability to navigate
informational space

Specified criteria and indicators enable distinction of three levels of readiness of
future music teachers for innovative activities:






passive level characterized by low level of motivation to master innovative
activities and achieve creative self-fulfillment; basic theoretical understanding
of the nature, characteristics and requirements that innovative activity puts
forward to the teacher’s personality; lacking ability to implement innovations
in the music-teaching activities; poor development of qualities and skills that
contribute to innovative activities; unformed positive self-concept;
conscious level is characterized by availability of operative motives to master
innovative activity and achieve creative self-fulfillment; sufficient theoretical
understanding of the nature, characteristics and requirements that innovative
activity puts forward to the teacher’s personality; partial ability to implement
innovations in the music-teaching activities; a sufficient level of development
of qualities and skills that contribute to innovative activities; formed positive
self-concept;
productive level characterized by conscious and substantiated motivation to
master innovative activity and achieve creative self-fulfillment; thorough
theoretical understanding of the nature, characteristics and requirements that
innovative activity puts forward to the teacher’s personality; ability to
implement innovations in the music-teaching activities; a high level of
development of qualities and skills that contribute to innovative activities;
formed positive self-concept.

Diagnostics of Future Music Teachers’ Readiness Levels for
Innovative Activities
A two-stage determinative experiment was conducted to diagnose levels of readiness
for innovative activities. At the first stage we determined the overall dedication of the
future music teachers to innovative activities. At the second stage we directly
specified levels of readiness of the future music teachers for innovative activities.
Thus, with intent to determine students’ focus on the development of readiness for
innovative activities, their level of understanding of the nature of a music teacher’s
innovative activity, a survey was conducted among 392 3-5-th year students from
teacher training institutions, including the National Pedagogical Dragomanov
University, South Ukrainian National Pedagogical University named after
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K.D. Ushynsky, Uman State Pedagogical University named after M.P. Tychyna,
Pereyaslav-Khmelnitsky Pedagogical University named after G. Skovoroda, Nizhyn
State Pedagogical University named after M. Gogol.
Questionnaire covered self-study of students’ attitude to the development of readiness
for innovative activities, their understanding of the nature of the music teacher’s
innovative activities, critical judgments about personal difficulties as to
implementation of innovations into the music teaching process etc. According to the
data acquired future music teachers were divided into those, who do not understand
the nature of innovation and its importance to the music teaching process, who only
possess a few skills and poor knowledge (low level); those who understand the
importance of innovation for a music teacher, but have incorrect understanding of the
actual concept and, at the same time, have partial possession of knowledge and skills
(intermediate level); those who understand both the nature of a music teacher’s
innovative activity and its importance in the music-teaching process, possess
thorough relevant knowledge and skills (high level).
Thus, the aggregate survey data suggests that 63% of future music teachers display
low levels of readiness for innovative activities, since they do not understand the
nature of this category and have almost no innovation knowledge and skills, 35%
(intermediate level) – have some understanding of the nature of innovative activities
and possess some general knowledge and skills; and there appeared to be only 2% of
the students at high level, those who understand the nature of innovative activities
and not only possess innovation knowledge and skills, but constantly strive to
improve them (see Figure 3).

High level; 2

Intermediate
level; 35
Low level; 63

Figure 3. Distribution of students by levels of readiness for innovative activities based on
the survey analysis

The next stage of the determinative experiment was directly related to the definition
of the development levels of future music teachers’ readiness for innovative activities
based on our previously defined criteria and their indicators. 64 4-5 year students
from National Pedagogical Dragomanov University took part in the second stage. At
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the second stage of the determinative experiment we studied the level of aspiration of
future music teachers to master innovative activity and reach creative self-fulfillment,
using the following techniques:




Questionnaire of interests of the future music teachers;
Definition of the teacher’s personality focus (Semychenko, 2004);
Teacher’s professional standpoint test "WaC" (Want and Can) (Badak &
Kyvshyk, 2004).

Having summarized the data obtained using various techniques, the respondents were
divided by levels of expression of their aspiration to master innovation and reach
creative self-fulfillment (see Table 2).
Table 2. Division of students by levels of aspiration towards innovative
activity and creative self-fulfillment
CRITERIA INDICATORS

Interest in the innovative tools of
music education
Focus on music–teaching process
improvement
Development of the innovative
standpoint as a teacher and a
musician
General level of indicators under
this criterion

MANIFESTATION LEVELS OF CRITERIA INDICATORS
Low
Intermediate
High
(1 gr.)
(2 gr.)
(3 gr.)
People
15

%
22,06

People
50

%
73,53

People
3

%
4,41

13

19,12

50

73,53

5

7,35

23

33,82

44

64,71

1

1,47

26

38,24

42

61,76

0

0,00

To investigate the measure of students' understanding of the nature, characteristics
and requirements of innovative activities (cognitive component) the following was
defined: condition of meta-cognitive awareness development; the degree of
understanding of the nature of innovative activity; condition of development of
innovative knowledge in the area of music-teaching activities.
"Characteristics of cognitive position" technique (Polyanskaya, 2008) was applied to
define the development of meta-cognitive awareness of future music teachers. This
technique was considered referential in relation to the characteristics of the cognitive
position of future teachers as part of metacognitive awareness in the form of a degree
of its "openness" (capacity for "cognitive decentration" and the ability to forecast the
"impossible" situations).
Understanding of the nature of innovative activity was defined using a questionnaire
focused on the specifics of innovative activities.
To study the development of innovative knowledge in the area of music-teaching
activities a series of tasks were suggested. For example, to simulate a case of
innovative technique implementation during a music class, during a school choir
rehearsal, during a concert preparation; to write down a plan for the same music piece
training during a music class, an individual musical instrument class, during a school
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orchestra rehearsal, school choir rehearsal; to suggest innovative ways of a music
piece training during a music class and choir rehearsal.
Summarized results for this criterion are provided in Table 3.
Measure of ability to create, implement and adapt innovations in music-teaching
activities was specified by identifying mastery of reflexiveness, mastery of innovations
in educational as well as musical and creative activities, mastery of methodological
activities.
Mastery of reflexiveness was studied using reflexiveness diagnostics techniques by A.
Karpov (2004), and definition of the teacher’s reflection using T. Leary test (2009).
Methods of reflexiveness diagnostics (Karpov, 2004) allowed to identify the level of
reflexivity as a prerequisite for development of reflection as a process included in
activities and communication. T. Leary test allowed to study the correlation between
assessment and self-assessment in the process of interpersonal interaction within
scales: autocratic - leading, independent - dominant, straightforward - aggressive,
suspicious - skeptical, submissive - timid, dependent - obedient, cooperative conventional, responsible - generous and, based on them, the level of reflection of the
future music teacher. Summarized results of the two methods showed that 4.41%
have highly developed reflexiveness, 85.29% - intermediate and 10.29% poorly
developed reflexiveness.
Table 3. Distribution of students by the level of understanding of the
nature, characteristics and requirements of innovative activities

CRITERIA INDICATORS
Development of metacognitive
awareness
Understanding of the nature of
innovative activity
Development of integrated
knowledge of innovation in musicteaching activities
General level of indicators under
this criterion

MANIFESTATION LEVELS OF CRITERIA INDICATORS
Low
Intermediate
High
(1 gr.)
(2 gr.)
(3 gr.)
Persons
Persons
Persons
%
%
%
30
44.12
38
55.88
0
0.00
26

38.24

42

61.76

0

0.00

23

33.82

45

66.18

0

0.00

23

33.82

45

66.18

0

0.00

Definition of mastery of innovations in educational as well as musical and creative
activities was based on the analysis of the lesson effectiveness by experts (table 4)
(teachers and teaching practicum methodologists used as experts). For this purpose
we had modified a lesson effectiveness evaluation chart by V. Kazanskaya (2003).
Measure of mastery of methodical activity was determined based on the analysis of
the methodological developments on methods of musical education. In particular, we
analyzed term papers on music performance techniques according to the following
parameters: precision in material structuring, quantity and quality of processed
sources, validity and consistency of conclusions.
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Table 4. Lesson effectiveness evaluation chart
1

2
3
4
5
6
7
8
9
10

11
12
13
14

15
16
17
18

Adequacy of training materials:
material complexity matches the type
of class
A wide range of tasks: tasks of
developing nature
Usage of tasks that stimulate the
expression of musical creativity
Frequent use of heuristic methods

321

Material does not matches the type of
class by complexity

321

Lacking tasks of developing nature

321

The teacher keeps track of material
digestion during the class
Consideration of possible errors when
learning new songs
Optimal lesson pace

321

Frequent use of dialogues and
exchange of ideas
Constant creation of success incidents,
which improves students’ self-esteem
Consideration
of
individual
characteristics of students by the
teacher
High activity
Children express personal attitude
about training materials
Children correlate training material
and subjective experience
Development of personal position
regarding the student’s personality
focus
Cognitive processes are developed

321

Tasks that stimulate the expression of
musical creativity are not used
Activities only follow a particular
standard
Phases of material digestion are not
controlled
Possible errors when learning new
songs are not considered
Lesson pace does not match
characteristics of the class
Lesson is mainly conducted in
“question – answer” mode
Children are tensed, feel restrained
trying to avoid failure
The teacher does not consider
individual characteristics of students,
keeps an “average” student in focus
Low activity
Children do not express personal
attitude about training materials
Children do not refer to subjective
experience
No personal position regarding the
student’s personality focus

Active listening of the music piece is
practiced during the class
Proper attention is paid to the
development of music abilities
Music improvisation techniques are
used during the class

321

321

321
321

321
321

321
321
321
321

321

321
321

There is no task to develop cognitive
processes
Passive listening to a music piece
No proper attention is paid to the
development of music abilities
Lack of music improvisation

Summarized data on the ability to create, implement and adapt innovations in music
teaching activities are presented in Table 5.
To diagnose the measure of understanding of universal, national, personal and
pedagogical values by future music teachers to innovative activity the following
methods were used:




"System of values" test (Ilyin, 2006);
Methods of diagnosing personality values structure (Bubnova, 1994);
Questionnaire "Understanding pedagogical occupation".

Summarized data on the fore mentioned criterion specified in Table 6.
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Table 5. Distribution of students by level of ability to create, implement
and adapt innovations music-teaching activities
MANIFESTATION LEVELS OF CRITERIA INDICATORS
Low
Intermediate
High
(1 gr.)
(2 gr.)
(3 gr.)
People
%
People
%
People
%
7
10.29
58
85.29
0
0.00

CRITERIA INDICATORS
Mastery of self-regulation and
reflexiveness
Mastery of innovations in educational
as well as musical and creative
activities
Mastery of methodological activity
General level of indicators under this
criterion

15

22.06

53

77.94

0

0.00

16

23.53

52

76.47

0

0.00

7

10.29

59

86.76

2

2.94

Table 6. Distribution of students by degree of understanding of
universal, national, personal and pedagogical values

CRITERIA INDICATORS
Development of universal
values
Understanding of national
ideas
Nature of pedagogical values
General level of indicators
under this criterion

MANIFESTATION LEVELS OF CRITERIA INDICATORS
Low
Intermediate
High
(1 gr.)
(2 gr.)
(3 gr.)
People
%
People
%
People
%
10
14.71
55
80.88
3
4.41
8

11.76

56

82.35

4

5.88

8

11.76

59

86.76

1

1.47

7

10.29

55

80.88

6

8.82

To obtain objective information as to the availability of personal capabilities and
development of the positive self-concept we involved experts (primary musical
instrument teachers and teachers of music theory subjects, music education
methodology professors, resource teachers).
To study the development of a positive "self-concept" of future music teachers, we
applied the professional pedagogical "self-image" study approach (Kyreycheva, 2001).
Through identification of the degree of convergence / divergence of the perfect
teacher valuation against own personality in this role, students were given the chance
to define their level of identification with the actual subject of educational activities.
Development of music-teaching skills was defined by the Method "Pedagogical
situations" (Nemov, 2001) and by Expert Evaluation Method of Musical Performance
Diagnostics, developed by Y.Tsagarelli (2008).
Development of future teachers’ ability to navigate informational space was defined
by analysis of academic results on psychological and pedagogical subjects as well as
by expert assessment (teachers of psychological and pedagogical subjects). Experts
were asked to evaluate students in terms of their skills in analytics and critical
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evaluation of the information received from the standpoint of its properties,
reliability, practical and personal significance; ability to analyze and correlate sources
of information; willingness to use presentation tools during preparation and carrying
out reports.
Diagnostics of creativity for future music teachers was performed with the Creativity
Test (Vyshniakova, 1998). Using this method the following eight components of
creativity were found: creative thinking, curiosity, ingenuity, imagination, intuition,
emotion, sense of humor, creative attitude to occupation.
Innovativeness Test by M. Kirton (1987) was used to diagnose the development of
innovativeness in the future music teachers. This test consists of 32 statements aimed
at finding out how hard or easy it is for a person to retain features of innovative or
adaptive behavior over a long period of time. The experimental subject had to define
the degree of agreement with each of the statements under a 5-point scale. Afterwards
the points were summarized. Indicators vary in the range from 32 to 160 with an
average of 96. The higher the index of innovation with a particular person, the more
reason to attribute such person to innovators, and accordingly, the lower the value is –
the more reason to attribute the person to the adaptors.
Summarized data on the aforementioned criterion specified in the Table 7.
Table 7. The distribution of students by degree of development of
personality characteristics and a positive self-concept

CRITERIA INDICATORS
Development of a positive selfconcept
Development of musical and
pedagogical abilities
Advancement of creativity and
innovativeness
Development of ability to navigate
informational space
General level of indicators under
this criterion

MANIFESTATION LEVELS OF CRITERIA INDICATORS
Low
Intermediate
High
(1 gr.)
(2 gr.)
(3 gr.)
People
%
People
%
People
%
11
16.18
55
80.88
2
2.94
5

7.35

54

79.41

9

13.24

15

22.06

53

77.94

0

0.00

8

11.76

54

79.41

6

8.82

5

7.35

61

89.71

2

2.94

Results of the Research
Based on the Summary of the second stage of the determinative experiment, which
enabled us to determine levels of readiness of the future music teachers for innovative
activities under selected criteria and indicators, students were allocated to three
levels at the determination stage (see Table 8).
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Table 8. Distribution of students by levels of readiness for innovative
activities
CRITERIA
Low
(1 gr.)
Persons

Level of aspiration of a future
music teacher to master
innovative activity and achieve
creative self-fulfillment
Level of understanding of the
nature, characteristics and
requirements of innovative
activities
Level of development of
individual properties and positive
self-concept
Level of ability to create,
implement and adapt innovations
in music-teaching activities
Level of understanding of
universal, national, personal and
pedagogical values
Overall level of readiness for
innovative activity

CRITERIA MANIFESTATION LEVELS
Intermediate
High
(2 gr.)
(3 gr.)
%

Persons

%

Persons

%

10

14.71

51

75.00

7

10.29

23

33.82

45

66.18

0

0.00

5

7.35

61

89.71

2

2.94

7

10.29

59

86.76

2

2.94

7

10.29

55

80.88

6

8.82

5

7.35

61

89.71

2

2.94

Thus, 7.35% of future music teachers show low levels of aspiration towards
innovation and creative self-fulfillment, elementary theoretical training on innovative
activities, poorly developed meta-cognitive awareness; low development level of
personality traits and abilities necessary for innovative activities; low level of ability
to create, implement and adapt innovations in music teaching activities.
89.71% of future music teachers show intermediate levels of aspiration towards
innovation and creative self-fulfillment; sufficient theoretical training on innovative
activities, average development of meta-cognitive awareness; intermediate
development level of personality traits and abilities necessary for innovative
activities; intermediate ability to exercise occupational mobility in music teaching
activities. Unfortunately, only 2.94% of students were found to possess a high level of
readiness for innovative activities.
At the same time, it should be noted that unlike at the first stage of the determinative
experiment at the second stage of experiment we were unable to locate any students
who would possess high level of innovation readiness. This is due to the fact that
when filling in the questionnaire students occasionally overestimated their
knowledge, skills and experience with respect to innovative activities of a music
teacher.
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Conclusions
1. The problem of innovation is rather relevant for future music teachers, due to
the fact that most surveyed students associated readiness for innovative
activities with efficiency of music education in schools. At the same time, most
respondents did not show a sufficient level of readiness for innovative
activities, most future music teachers lack knowledge on innovative music
teaching processes, and are not able or only partly able to exercise innovative
activities in the music teaching process.
2. It should be noted that instructional and educational challenges, faced by
future music teachers, and characteristics of readiness for innovative activities
discovered in the course of the determinative experiment, contributed to the
definition of the most efficient vectors and focus on the most promising and
effective methods of development of readiness for innovation, which include:
introduction of contextual training, integration of psychological and
pedagogical subjects as well as aesthetic cycle subjects, stimulation of the
learning process through interactive forms and techniques, utilization of the
frame method. Therefore, the next phase of work is aimed at the development
of the process, which will enable future music teachers to increase their
readiness for innovative activities, and allow for its practical implementation
in student training programs.

References
Badak, A. & Kyvshyk, E. (2004). Desire and abilities: Study of the teacher’s professional
standpoint with a "WaC" test. School Psychologist, 25/26, 40-45 (in Russian).
Bogdanova, I. (2003). Professional Pedagogical Training of Future Teachers Based on
Application of Innovative Techniques: Abstract of a thesis of Dr. ped. sciences: 13.00.04 /
Institute of Pedagogy, Ukraine, Kiev (in Russian).
Bubnova, S. (1994). Diagnostic techniques of the individual structure of the personality value
system. A.N. Voronin (Ed.) Techniques of Psychological Diagnosis. Moscow: Institute of
Psychology RAS, 144-157 (in Russian).
Ilyin, E. (2006). Motivation and Motives. St. Petersburg: Piter (in Russian).
Karpov, A. (2004). Psychology of Reflective Mechanisms of Activity. Moscow: Institute of
Psychology (in Russian).
Kazanskaya, V. (2003). Pedagogical Psychology. St. Petersburg (in Russian).
Kirton, M. (1987). KAI Manual. Hatfield: Occupational Research Centre.
Klepko, S. (2005). Education competence: Limits and prospects. Zavuch, 19 (241), 13-18 (in
Russian).
Kozlova, O. (1997). Educational innovation expertise activity of teacher. Education and
Management, 4, 141-144.
Kyreycheva, E. (2001). Study techniques of social and psychological conditions of future
teachers’ self-concept development in the process of studying in a higher education
establishment. Problems of modern pedagogical education: Pedagogy and psychology.
Collection of res. papers, 3, part 2, 56-62.

39

Kateryna ZAVALKO

Leary, T. (2009). Interpersonal diagnosis of personality. Great Encyclopedia of Psychological
Tests. Moscow: Eksmo, 263-268 (in Russian).
Mudryk, A. (2007). Human Socialization. Moscow: MODEK (in Russian).
Nemov, R. (2001). Psychology: Psychodiagnostics. Introduction in the scientific psychological
study with elements of mathematical statistics. Moscow: VLADOS (in Russian).
OECD/Eurostat (2005). “The Oslo Manual”, OECD, Paris, France.
Orlov, V. (2007). Pedagogical innovations in art education. V.M. Madzigon (Chief Editor). Art
Education: Content, technology management. Kiev: "TONAR" LLC, 33-38 (in Russian).
Polyanskaya, E. (2008). Methodical complex of diagnostics of intellectual and pedagogical
competence development of future teachers. Education and Science, 6(54), 77-85 (in Russian).
Rogers, E. (1983). Diffusion of innovations. N.D. Weinstein (Ed.) Taking Care: Understanding
and encouraging self-protective behavior. New York: Cambridge University Press, 79-94.
Semychenko, V. (2004). Problems of human behavior and activity motivation. Modular
Psychology Course. Module "Orientation". Kiev: Millennium (in Russian).
Shevchenko, L. (2000). Formation of Readiness of Music Teacher to Innovation in Professional
Activity: Abstract. dis. for the sciences degree candidate. ped. sciences: 13.00.04 "Theory and
Methods of Professional Education". Odessa (in Russian).
Smits, R. (2002). Innovation studies in the 21st century: Questions from a user's perspective.
Technological Forecasting & Social Change, 69, 861-883.
Tsagarelly, Y. (2008). Psychology of Musical Performance Activity. St. Petersburg: Compositor
(in Russian).
Vyshniakova, N. (1998). Creativity test. Gifted child, 5-6, 44-49.
Zavalko, K. (2013). Educational Innovation in Theory and Practice of Music Education. Cherkasy:
Printing house "Cherkasky CNP".
Zimpher, N. & Reiger, S. (2003). Mentoring teachers: What are the issues? Theory into Practice,
XXVII (3), 175-182.

Received 22.07.2013.
Accepted 31.07.2013.

40

Problems in Music Pedagogy, Vol.12(2), 2013

ASSESSMENT IN MUSIC EDUCATION:
PRACTICES AND CHALLENGES IN BAHIA, BRAZIL
Mara MENEZES
Federal University of Bahia – Brazil
IOE – London University
e-mail: mara.kroger@gmail.com

Abstract
The present study investigated the assessment practices of 35 music teachers in
Salvador, Brazil, who work in public school, private schools, conservatories, and NonGovernmental Organizations (NGO). The main goal was to understand, analyse and
interpret their understanding of assessment in music education, as well their practices. It
was a quail-quantitative research with 35 participants. The data was collected by
questionnaires and semi-structured interviews. The questionnaire covered the following
topics: training and professional performance, the role that music plays in school, the
relationship between music and the other classes in the curriculum, planning the music
class, assessment background and assessment practice (tools, criteria, literature, and
personal conceptions).
The semi-structured interview questions where more subjective such as:
 How do you feel when speaking about assessment?
 When or in which situation do you assess the students?
 Are the criteria used given by the institution or are they yours?
 How do you build the criteria?
 What type of assessment do you prefer and why?
During the interviews other questions were raised to clarify some points. The data was
discussed and analyzed using both PONTES (Oliveira, 2001) and K. Swanwick’s (2003)
approaches. The result points out that the assessment is made mainly by informal
practices and is rarely recorded or reported. A lack of a conscious reflection and
knowledge about music assessment concepts, procedures and tools was noticed.
Assessment is an important aspect of teaching and we think that teacher training
courses play an important role in this matter and they should emphasize this topic in
their programs. Teachers must know how to use assessment to efficiently manage and
follow the pupils’ development. We also recommend the PONTES approach (Oliveira,
2008). For assessment, specifically, we suggest that teachers apply the Assessment
PONTES principles (Menezes, 2010) in their daily practice, to achieve real and efficient
assessment. We believe that this approach can promote the development of a teacher's

ISSN 1691-2721

41

Mara MENEZES

creative mind and effectiveness to promote the necessary links between the knowledge,
the processes of evaluation, and the student.
Key words: music education, assessment, Brazilian teacher's practices.

Introduction
Assessment is an important topic in music education and a source of discussion and
worries by teachers, students, and all involved in the educational process. As an
important aspect of teaching any subject, assessment still is a challenge for most part
of teachers. In the field of music and arts in general, this task is more complex because
we’re dealing with subjective processes such as creativity, sensibility, performance
practice, composition, appreciation, and expression. Internationally, there is already a
“culture of evaluation”, where developed countries allocate economic, material, and
human resources to develop methodologies, approaches and assessment programs in
music education.
In Brazil, music became mandatory for primary and secondary school in 2008 with
Law 11.769/2008. Before that, arts were mandatory, but schools could choose to offer
one or more art classes - music, dance, drama and/or visual arts. As a result, the
common scenario was that private schools had two or more art classes (usually visual
arts, music and/or drama) and most part of public schools had only visual arts, since
they didn’t have funds to hire more specialist teachers. After music became
mandatory, the school had three years to adapt to the law, namely, to offer musical
contents to all grades. During this period, the government opened new positions for
music teachers to fill the public schools vacancies, but there is still much to be done in
this matter.
Despite being mandatory in the primary and secondary schools, music is not assessed
by the national exams. The National Exam for the Secondary School (ENEM 2012)
evaluated only the areas of Human Sciences, Natural Sciences, Languages (Portuguese,
Literature, English and Spanish) and Mathematics. In the schools, private or public,
music and art classes in general are still seen as a recreational activity and frequently
the schools do not require a formal assessment. In those schools that require a formal
assessment, the grade does not affect the final result, even if the student fails in the
music class. These conceptions and practices can affect the value and the role of music
in the school. This also influences how students conceive and relate with the music
class.
Since 2008 Brazilian music teachers and government have been debating for a
national curriculum in music education with standards more detailed and also for a
specific legislation determining that only music teachers-specialists can teach music.
We think that at investigating assessment practices of music teachers in different
contexts, it is extremely important to understand and document the current reality in
Salvador – Bahia. Considering the political changes, the results of this research can
contribute grandly to the development of music education in Brazil.
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Aim of the Research
The study presented in this paper investigated the assessment practices of 35 music
teachers in Salvador who work in public schools, private schools, specialized music
schools or Non-Governmental Organizations.
The aim of the research was to:
1. Investigate the assessment processes and tools used by music the teachers;
2. Investigate what teachers think about assessment in music and how this
influences their practices;
3. Study how the teacher training and its evaluation practice are related;
4. Correlate the results of the private and public schools;
5. Review specialized literature on assessment in music education;
6. Analyse and discuss the results obtained in the field research;
7. Offer recommendations and suggestions for assessment in music.

Object of the Research
The study sought to understand, analyse and interpret the concept of teachers on
assessment in music, as well as their practices.
In the sample selection, we used criteria specific to each context, and as a common
standard – to be a music teacher active and engaged continuously in the process of
teaching and learning music.
Primary and secondary public school: works as a music teacher in a publicfounded school, has passed a national- or state-level examination for the
position, works at least 20 hours a week in public school in the
metropolitan area of Salvador, Bahia (Brazil);
Primary and secondary private school: works as a music teacher regularly
employed under the rules of the Consolidation of Labour Laws, with a
workload of at least 20 hours per week in private school in the
metropolitan area of Salvador, Bahia (Brazil);
Specialized school: works as a music teacher in an institution officially
registered and recognized by the state. In this context the samples were
concentrated mostly in the extension projects of the School of Music of the
Federal University of Bahia;
Non-Governmental Organizations (NGO): works as a music teacher in a
registered NGO or in a Social Project recognized by the state. He or she
must be paid (not volunteer) and engaged continuously (non-sporadic) in
the activity.
Understanding the range of the sample, it is important to emphasize that our goal was
not to deeply investigate each one of the contexts, once each one represents a complex
and detailed universe, but to understand and give an overview of musical assessment
practices in these contexts. The data can identify problems, challenges, and help us to
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develop new approaches and methodologies. Thereby, we can contribute to the
development of the music education field in the city of Salvador.

Methods and Methodologies
This research was designed as a quail-quantitative. Data collection was through
questionnaires and semi-structured interviews. We organized this study in three
phases:
Phase 1: Sample selection, constructing the questionnaire, pilot project,
interview structure and literature review.
Phase 2: Applying the questionnaires, conducting interviews.
Phase 3: Transcribing the interviews, questionnaires results, analysing
the data, reflecting and proposing recommendations.
The questionnaire covered the following topics: training and professional
performance, the role that music plays in school, the relationship between music and
the other classes in the curriculum, planning the music class, assessment background
and assessment practice - tools, criteria, literature knowledge, personal conceptions,
criteria used for the evaluation of musical activities and the destination of the data
resulting from the evaluations.
The semi-structured interview questions where more subjective:
How do you feel when speaking about assessment?
When or in which situation do you assess the students?
How you build the criteria?
Are the criteria that you use given by the institution or are they yours?
If you need to grade the students’ knowledge what do you consider in the
process?
How do you assess two or more students enrolled in the same class?
In terms of criteria, what equals and what differentiates them?
What type of assessment do you prefer and why? (Tourinho, 2001, 82).

During the interviews we asked other questions to clarify some points.
The data was collected, discussed and analysed using both PONTES (Oliveira, 2001,
2006a, 2006b) and K. Swanwick’s (2003) approaches. The PONTES (bridges)
approach is a theoretical guideline for designing a creative teacher training, and
pedagogic attitude that can connect students with the knowledge, taking into account
the various aspects of their socio-cultural and individual environment. It can be part
of the whole process of teaching and learning music, and it is suitable for all ages.
According to A. Oliveira (2008), the PONTES “is based on the educational thoughts by
Paulo Freire and Vygotsky, [and] field experiences as a music educator, the informal
knowledge of masters of popular/academic culture and also is related to other relevant
references like Keith Swanwick, Clifford Madsen, Ernst Widmer, Donald Schön and
others”. The PONTES approach was used as a theoretical foundation in research by
R. Harder (2008), Z. Bastião (2009), A. Broock (2009), H. Tanaka (2012) and V. Fogaça
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(2010a, 2010b). These studies were aimed at contributing to a more conscious,
significant and articulated practice among Brazilian music educators.
A. Oliveira defines PONTES “[...] as specific actions that lead, connect, and make the
transitions between the actors and participants subjects of the pedagogical process
and the knowledge that is being worked on”. She also points out the main features of
her approach, represented by the following acrostic:
Positive approach, perseverance, articulation power, and ability to sustain
student's motivation, believing in student's potential for learning and
development;
Observation capacity: carefully observe the student, the context, the daily
situations, repertoires, representations;
Naturalness, simplicity in the relationships with the student, the
curricular and life contents, with the institutions, the context and the
actors; trying to understand what the student is expressing, wants to
know and learn;
Techniques fit for each didactic situation; ability to design, develop and
create new and adequate teaching/learning structures (of different
dimensions);
Expression: creativity, hope and faith towards the development, the
expressiveness and learning ability of the student;
Sensibleness to several kinds of different music, to the artistic languages
in general, to nature and the environment, to the needs of the students
and the different contexts (Oliveira, 2001, 22).
Though the previous PONTES researches, we believe that the PONTES approach can
promote the necessary links between the knowledge, the assessment process, the
student and his sociocultural environment. Also, it can increase the teacher’s
effectiveness and consciousness.
Brazil is a large country with a huge diversity of musical practices in multiple contexts
of music education. We would like to remind that all the data presented in this study
refers only to the city of Salvador (Bahia's capital).

Results of the Research
The results were organized in the following sections: Teacher training, Music in the
school, Assessment practices, Interdisciplinary principle in Music Education,
Challenges in musical assessment and What the interviews revealed.
Teacher training
Regarding the teacher training, we learned that all music teachers who work at the
public-founded schools are specialists. This happens because Brazilian public schools
admit only specialized music teachers. In private schools, 75% are music teachersspecialists, and this has been the principal market for newly graduated students.
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The specialized music schools (conservatories) care more about the teacher
experience and skills than about their degree. All the participants from specialized
schools were unlicensed at the time of this research. In the NGO, 89% are nonspecialized music teachers; usually undergraduate students. In these NGO, music is
used mostly as a socialization tool and as support for vulnerable learners. Actually,
this should be one more reason for hiring highly qualified teachers. If they offer music
classes, they have to hire good music teachers, not just an “entertainer”.
Music in the school
Music is officially part of the curriculum of all public schools, despite being offered
only by some schools, even after becoming mandatory. Music teachers who work in
public school say that sometimes a formal assessment isn't required. In fact, 50% of
teachers said that their school does not require any formal assessment, or any type of
grading. According to teacher Fabio, in his school “music is officially curricular, but it's
like an extra-curricular class. There is no reprobation in music, not for absence, not
school failure”, - he said. Other music teachers participating in this research also
reported this as a major challenge for the assessment in music. During the interviews
they hinted that if music reached the status of other classes (like math or science) it
would be taken seriously and they would have legitimacy or license to evaluate, since
evaluation “is a thing for serious classes”, - said one of them.
In the NGO the music class is extracurricular and sometimes optional. In these
institutions the art classes are seen as a recreational activity and they do not require a
formal assessment. On the other hand, all music teachers who work in specialized
music schools said that they are required to formally assess the students in order to
promote them (or not) to the next level. The evaluation process in this case is part of a
traditional system of assessment with written tests for music theory, audition for the
instrument performance and written reports for early childhood classes. In this
context, we understand that parents pay for their children's education, and in return
they want to know about their development and progress.
Assessment practices
In terms of assessment practices the most common types of assessment, in order of
importance were: formative, diagnostic, summative assessment and self-evaluation.
Regarding the music assessment practices, 75% of teachers said that they had doubts
and difficulties. This data confirms what we informally knew: assessment still is a
complex topic in music education. Correlations among the questionnaires and
statements demonstrate inconsistencies between the teachers’ claimed background
and their practices. In general, they show knowledge about several assessment types
and tools but, when asked about how many of them they used in the classroom, the
number was always less than they had claimed to know. This data shows a lack of
articulations between the theoretical knowledge and the practice.
The most common musical activities found in the public schools were singing and
reading music. Through the interviews we notice that the lack of skill of the efficient
class management can make teachers choose theoretical activities in an attempt to
control students and inhibit indiscipline. In private schools, the activities most
performed were singing, instrumental performance (usually small percussion
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instruments, keyboards and metalophones) and listening. The data showed that in
private schools practical activities rather than the theoretical ones predominate.
In the specialized school, most popular courses were music education for babies and
children, instrumental performance and singing. The early childhood classes work
with a diverse repertoire, and have activities using music and movement, listening
and musical games. In both instrumental performance and singing courses the most
common musical activities were technique and repertoire study.
In the NGO, activities like creating, listening and musical games predominate. They
seem to have a concern with the playful aspect of music. In this context, music is also
used in order to raise awareness of the artistic language and as a social inclusion.
The data shows that in the public and private schools teachers frequently grade pupils
based mainly on their informal observation and the performances or concerts at the
end of the semester. We believe that concerts are an important activity and show a
musical product that can be assessed in a lot of ways, but they should not be the only
source of data. Through interviews we notice the predominance of informal
assessments, mostly made by observations and comments during the classes. The
majority of teachers believe that an informal assessment is more sensitive and
consistent with the subjective nature of music than traditional assessments. But,
without formal record of the assessment data, how can they know if or how the
standards and goals were met? On the other hand, teachers of public schools reported
using written tests as a control tool to enforce discipline. Assessments shouldn’t be
used in a punitive way as this can increase student’s anxiety and reinforce negative
conceptions of assessment. Musical assessment should be seen as a natural part of the
learning process, not as some punctual test or activities.
Interdisciplinarity in music education
Only 10% of all participants said that they integrated music with other classes and
projects. This means that 90% of the teachers in this sample act independently of the
pedagogic coordination and the school project. We found that teachers participate
only occasionally in public performances during holidays or at the end of the
semester. The cause for the lack of interdisciplinary connections between music and
other classes in this study seems to be related to teachers’ absence in the staff
meetings. Only 36% of the teachers who responded to the survey said that they used
to attend the staff meetings. Through the interviews we learned that even when they
attended the meetings it sometimes was not in a productive way.
Prof. Fabio: I used to go, but I don't like it. I have, in fact, very little
participation in the CM (coordination meetings), I rarely have some to
say and they rarely say something related to music, my area. So, most of
the time, when I go, is to hear other teachers talk and I stay there, quiet
in my place until the meeting ends. I think that the coordinators, the
school principal, and even my colleagues, don't realize how music is
important. I think there is also a lack of guidance by the coordination. In
terms of assessment, I definitely do not follow the school assessment
system. But there is a subjective pressure for results.
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Schools need to discuss and reflect about the role that music plays at school. The
music teacher needs to be integrated into the teachers’ team, participating actively in
making pedagogical decisions for the school. How can music teachers work in an
interdisciplinary way if they are isolated and unaware of the decisions related to the
pedagogical processes of other disciplines? We believe that the staff meeting, when
conducted efficiently, promotes the interdisciplinary aspect and a dialogue between
teachers, and facilitates a meaningful social and professional exchange. The presence
of music teachers in these meetings can also reinforce the importance of music in the
curriculum and enhance the student’s development.
Challenges in assessment
The challenges most frequently mentioned by teachers regarding assessment in music
were in this order: the lack of objectives and clear criteria to measure the musical
development of students, the predominance of a recreational view on music education
and the difficulty of formally assessing large classes. Usually music teachers have too
many classes, and registering the assessment data seems to be a problem. In these
cases teachers gave feedback from the students during the activities. This is great, but
it is only one aspect of the process. Agreeing with M. Fautley (2010), “the term
‘recording’ refers to the second link in the chain [assessment, recording, and reporting],
the way in which information from assessment is notated, stored and saved for future
retrieval”. Without recording the information, the data can’t be used in the future to
manage the pupils’ progress.
We think that authentic assessment must be planned from the beginning and occur
during all stages of learning. The data should be registered and used to measure the
level of student’s achievement in order to increase this level of learning, aiming for the
excellence. We also believe that music education is a vital, required and relevant
subject for children, young people and adults of all ages.
What the interviews revealed
We conducted five interviews. Before presenting the results, we would like to present
their names (fictitious) and the context to which they belong, for further references
when cited in the text.
Carol – public school
Fabio – public school
João – private school
Lia – specialized school
Claudia – Non-Governmental Institution
Question 1. How do you feel when speaking about assessment?
The teachers, in general, showed some discomfort when talking about the assessment:
Claudia: “I feel insecure, I don't know much about it”;
Lia: “I don't feel comfortable grading the students...”;
Fabio: “I fell that I'm still in discovering assessment”.

Only João showed tranquillity to talk about assessment saying that he felt fine and
would feel bad, if he could not evaluate his students. These feelings express doubts
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about the procedures related to the evaluation process. We realized that when people
talk about assessment, sometimes they remember personal experiences, moments
when they were evaluated, and these experiences are often associated with the
sensations that they had in these occasions.
Lia: “I feel, let me see... I don't like to be evaluated, if this is the question.
Childhood trauma, my academic life...”;
Claudia: “I never thought assessment truly measures knowledge, indeed I
think that the school made me hate written exams, grades, because I
think that this says nothing. Nothing”.

These kind of statements reflects the feeling and the impression that many students
still have the common feelings that some student think that they have problems
“biggest than assessment” to be solved like violence, lack of student’s interest, truancy,
large classes, poor quality of teaching and the neglect of government regarding to
education. From their answers, it was clear that they had not found a way to efficiently
assess through the challenges of public education. Carol said something that was very
strong and translated her feelings during the interview:
“Teaching in public schools is taken out milk from a stone”.

Question 2. When or in which situation do you assess the students?
Teachers usually assess their students through informal observations, during or after
the activities.
Fabio, public school: “I assess them after a few activities”;
John, private school: “I assess my students constantly, always after an
activity”;
Claudia, NGO: “During the activities I usually assess by watching the
interest, participation, and their understanding about the topics
discussed”;
Lia, specialized school: “As I work with very young children (0-2 years)
the assessment occurs with the observation in daily activities. I can only
verify that they understood when they perform an activity”.

Non-formal observations are used to guide students through learning; however, they
do not involve any kind of written reports or records.
Question 3. How do you build the criteria?
Some teachers were not familiar with the term criteria and felt some sort of difficulty
in understanding it. This was the question that they found difficult to respond to. We
think that this is related to the challenges in assessment listed by the teachers where
they listed the lack of clear and objective criteria as one of the most frequent. The
problem seems to begin with the lack of background and understanding about the
basic assessment vocabulary. Lia was the only teacher who recognized the term, the
others said:
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Fabio: “This is a difficult question ... “;
Claudia: “Look ... I feel, like I said before, about this I still feel immature
regarding to the evaluation criteria. I have kind of a 'criteria' universal
that I use all the time: observe. So... criteria... I can't tell you... for me is
observation. It is the major criteria that I use. I believe that, as I said
earlier, criteria are also... the execution, if they perform properly or not”.

After the researcher explained the term criteria, some teachers added more
information about this subject, but still there is a misunderstanding about it. They mix
up criteria with assessment instruments and with musical contents as in the
statements bellow:
Claudia: “My criteria are to observe the execution of the activity, the
discussion of the content, the construction of the concept”;
João: “Criteria ... if I teach a song I think about the lyrics, the rhythm and
the melody. Then I'll check if they have learned the lyrics very well, if they
learned, I will work with the rhythm and finally with the three together.
Then I'll teach them to memorize everything. After they pass these three
points, you know that would be the lyrics, rhythm and melody; I'll work
the dynamic and expressiveness”.

It is necessary for the teachers to have clear and objective criteria in order to assess
their students. We found out that the interviewed teachers usually assess by informal
observations, without formally collecting or recording the data with the intention to
follow or report the student's development. According to L. Del Ben (2003), “if we
continue to conceive of music, musical experiences and learning as subjective and
unexplainable and therefore different from other curricular subjects, we will be
hampering even impeding their effective participation in educational programs of
schools” (39).
Question 4. Are the criteria that you use given by the institution or are
they yours?
In this question all teachers stated that the criteria they use are personal, with the
exception of teacher Lia, who got help from her coordinator in this subject. Claudia's
answer shows the liberty that music teachers have when working in an informal
context like NGO:
Claudia: “The criteria are absolutely personal. The institution does not
determine anything. Teach in an NGO we have very free and creative
policy, that encourages you to bring something new, you build something
there... the criteria are all mine. And as I said before, I have no theoretical
grounds yet. But I'm working on it...”

By answering this question, João raised a problem so common in public schools: what
happens when a teacher is left by himself to develop the music program for a year, the
project, and everything else without the supervision by the coordination. He said:
“The criteria are mine. The school don't came up with any project for
music, anything. They wanted music class in the school and that was it”.
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This is very serious and is related to other data, stating that only 36% of the teachers
who responded to the survey said that they used to attend the coordination meetings.
This means that the other part, 64%, work independently and without any
supervision or guidance by the institution.
Question 5. If you need to grade the students’ knowledge, what do you
consider in the process?
The answers were quite varied and demonstrated the concern of teachers for musical
skills, but also for personal and social skills. The musical skills mentioned were:
musicality, expressiveness and mastery of the musical contents. The personal aspects
mentioned were: participation, communication and trust.
Teachers also point out that sometimes they value the student’s hard work more than
the knowledge and skills acquired.
Lia: “The best students get high grades but, at the same time, we need
consider the student effort, because he may not have reached a very high
level of development, but have worked hard”.

This shows how the assessment criteria can vary from one student to another. This
leads us to the next question.
Question 6. How do you assess two or more students enrolled in the same
class? What are the similarities and differences between them?
The teachers stated that in their classroom they have students with very different
profiles, but they try to consider the individuality of students, considering the
limitations that they may present. Fabio has some pupils in the 6th grade who can't
read (the pupils are around 11 year old). When Fabio gives a written activity to the
class, he needs to work with these pupils separately, helping them to read. Carol says
she feels a lot of difficulties in assessing students with very different profiles and she
says that the NGO lives a reality with vulnerable learning, where their social and
psychological conditions hinder their development and skills acquisition.
Carol: “For me that is the most difficult part in assessment because in my
classroom students have very different profiles. This for me is very
difficult. I have students who are very participative, curious, determined,
knowing what they want, what they don't want, and I have students who
don't speak, don't know how to formulate a complete sentence. Some of
them have 11, 12 years and cannot write properly... then it's very difficult
to work like this, with students so different”.

Most teachers said that what all students have in common is participation in activities.
Lia, who works with early childhood music education said:
“For me... I work with pupils from 2 years old, what equal them is participation,
who participates or not, and among the participating ones, those who
perform the activity in a way closer to what I proposed and those that do
completely different things”.
Collaborative work is used as a way to engage students with different profiles.
Through the group activities they can work in a collaborative way and develop their
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skills through peer-learning. Carol undertakes activities where the group needs to
create something together. She says that shy students become more confident when
they create with the group rather than when they are alone. Claudia also notices that
the pupils feel more confident without her interference and the classmates’ support.
During the interview she was emotional when speaking about the students’ challenges
and about her willingness to become a really good teacher.
Claudia, undergraduate student working in a NGO: “They're [the pupils]
shy because they ashamed that they can't write or read properly, they're
ashamed when give wrong answers, ashamed because they're not
creative as their classmates. So this makes them more and more
introspective. They will shrinking, shrinking, shrinking... until becoming a
shell... it's hard! I am new at this... I'm still finding myself as a teacher”.

During this study it became clear that teachers who work in public schools and NGO
are dealing with complex challenges and situations which, sometimes, they are not
prepared to handle. However, they show strong determination and willpower to
overcome all these challenges. The deep desire to see students developing musically
and personally seems to be greater than all the frustrations and problems that they
face. We interviewed Carol during one week music education course. She explained
that the activities proposed by the course were ‘amazing’ in theory, but that nothing
or very little of what she learned could be used in her music class. At the end of the
interview he said:
"Here [during the course] I live a dream for a week, and then I fall down
in reality”.

This makes clear that the teacher training courses need to address these issues in
their courses in order to train qualified teachers for this context, teachers capable to
understand the educational and social dimensions of these challenges.
Question 7. What type of assessment do you prefer and why?
Among the teachers interviewed, none follows a formal assessment program.
Teachers also mistook formal assessment with grading. In this study we consider
formal assessment as the one in which students know when and how they’re being
evaluated and the teachers plan, register, and use the assessment data to improve the
students’ development. Assessment data can be registered in many ways: through
reports, recordings, writing comments, among others. The evaluation is mostly by
non-formal observation during activities. Even teachers of public schools (Carol and
Fabio) who sometimes use formal assessment tools, such as written tests and writing
researches, said that they did not use such data in order to manage the student's
development, but rather as a tool to control the class's behaviour. In this sense,
teacher Fabio gave us a very strong statement:
“Honestly, although time consuming [correcting the tests], and with the
problems that you face in the classroom as violence, lack of respect, the
easier way it enter the classroom, apply a test without talk to much and
leave the room. This is the easiest. I've had my cellphone stolen in the
class a month ago, from pupil with 8, 9 years old. They left the room and I
couldn't see who stole it. They broke my thermos... then you live with
some situations that let you more indifferent, you know? I have this class
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with teenagers ... when they perform something the others are ridiculing
them, when asked to do something they do not want to say that 'they're
not in the mood'... So, you arrive in a class like that and will do what? I go
to the whiteboard. Then is content and tests, you know? It's how I deal
with some classes... coldly. Whiteboard and tests, whiteboard and tests”.

This is a sad statement and shows that indiscipline seems to be a determining factor
for the adoption of a more rigid assessment system by the teacher. Thus, they decide
to have more theoretical activities in an attempt to keep control of the class's
behaviour. I. Tourinho (1993) defines the term “control” as “mechanisms that appear
to make it happen, prevent and / or regulate actions within the school” (67). In this
sense, theoretical activities are used as a controlling tool to keep students in their
chairs, copying, and thus, the music teacher is establishing a relationship with the so
called “serious classes”. Agreeing with J. Souza (2002), “under these circumstances the
child will not learn music, will not learn how to learn music. To overcome this character
functionalist and utilitarian, it is essential that the teacher has mastery of the elements
inherent to the music, pedagogical techniques, methodologies, access to resources and
appropriate physical space. We believe these are essential conditions for the
development of musical activities, conditions absent in public schools surveyed and,
probably in most of the Brazilian public schools” (66).
In general, all teachers showed awareness, the need for further studies and
consciousness about the importance of assessment in music. The teachers from public
school demonstrated greater knowledge about assessment in music and gave deep
answers. We feel that they also used the interview as a way to vent, seeing the
interviewer as a spokesman. We also noticed a certain expectation to see the reality in
which they live disclosed.
Teachers from private school were worrying about the subject but showed a rather
limited vocabulary relating to assessment. However, they try to observe the students
and build with them a participatory evaluation. The teachers who work in NGO and in
the specialized school seemed not confident and still immature about the subject,
probably, because they had not finished their undergraduate course yet. This is
obvious from Claudia’s statement when she said:
“I don't know much about assessment in music, best methods, tools... I feel
without theoretical basis”.

On the other hand, we noticed that they were very concerned about the students, their
individuality and got emotional when talking about it. Despite the lack of deep
knowledge of assessment in music, the major part of the teachers demonstrated that
they' were trying to do their best with the knowledge that they have. We feel that they
want to do things right.
The interviews were very useful to understand the concepts and practical experiences
of the teachers, their routine of what happens in the classroom and how it happens.
For future research, we recommend that a greater number of teachers should be
interviewed and observed while teaching. In our study, we opted for not observing
them in the class, but we intend to extend the study in the nearest future.

53

Mara MENEZES

Conclusions
1. These results indicated that music teachers work in several different realities,
so they need special preparation to act in the new situations that may appear.
In spite of the support that music teachers receive from the administration for
the recreational tasks and festivities, they are put aside of the general
pedagogical meetings for curriculum development, so they tend to develop
and implement their own individual vision of the music education process.
Consequently, the gap continues to grow between theory and practice,
teaching, learning and individual development, cultural transmission, musical
production, musical evaluation and the pedagogic project of the institution.
2. The area of music education, by the multiplicity of different educational
contexts, began to demand a professional much more articulated and,
especially, able to roam between the various contexts of teaching and learning
music. This new professional should understand music as a living cultural and
social practice. The music taught in the class must be connected with the
music that goes beyond the school's walls.
3. Today, more than ever, it is urgent that the teacher training undergraduate
courses should be adequate to the new demands of the music education area.
The licensed teachers need to be properly prepared to teach in this new world
of possibilities in music career. In a time of great professional demand, due to
the law that made music mandatory in all Brazilian schools, it is unacceptable
that teachers who have recently graduated request exoneration from their
jobs at the public school (as has happened), because they realize that reality is
too hard for them. The supervised training must leave the halls of the
university and be conducted in situations that reflect the actual teaching
conditions where they can develop skills appropriate to each context.
4. The results point out that in terms of evaluation, it was lacking a conscious
reflection and enough knowledge about music assessment concepts,
procedures and tools. Based on this, we recommend that teacher training
courses emphasize this subject in their programs. An authentic assessment is
imperative to educate for excellence. This means recognizing the student’s
potential, how much he/she can do and encourage them to reach an advanced
level of knowledge and skills. We believe that the music assessment should be
planned through meaningful activities and within a practical context. Teachers
must assess, record and report the data in order to manage pupils’ knowledge.
They must know and master procedures, techniques and tools aiming for an
authentic assessment.
5. To assess the 'participation” in the activities isn't enough; we need to know
how they did it and what they know about it. The data should be recorded in
some way and used to manage the learning always in pursuit of excellence.
According to this study, teachers still do not seem to have enough background
in this subject. The number of instruments used is still limited, and there is
prejudice against the grading of students. This reflects the lack of knowledge
about the importance and meaning that the grades may have when coming
from an authentic assessment.
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6. As guidance for the assessment process we recommend the Pontes approach
(Menezes, 2010) in the teacher’s daily practice. The PONTES for Assessment
was designed in both teachers’ and students’ ways. The keys points are:


POSITIVE APPROACH. Teachers: show a positive attitude during and
after the evaluation; belief that all students are capable of achieve the
standards; building a positive relationship with students regarding to
assessment; Students: optimism in facing difficulties; being motivated
to overcome challenges and develop from their weaknesses.



OBSERVATION CAPACITY. Teachers: are aware of all stages of the
education, identifying difficulties; are able to plan and redirect their
teaching towards learning; observe the various stages of the
evaluation process in order to assess its efficiency; observe the
student's social and musical development. Students: know where
difficulties lie and manage their own learning.



NATURALNESS. Teachers: connect with the students, keep them
motivated; inform them about the purpose, criteria and assessment
tools that will be used; engage the students in interpreting the data
from the evaluation; Students: participate in the entire evaluation
process, discuss with the teacher the most appropriate ways to
redirect their learning.



TECHNIQUE. Teachers: expertise in teaching and learning,
management of assessment process and procedures; ability and
knowledge to adapt the assessment tools to the tasks and context; use
of an variety assessment techniques in order to gather information on
various aspects of the learning process, ability to design clear
assessment criteria. Students: are aware of the types and assessment
tools used by the teacher; know when and how the evaluation is done.



EXPRESSIVENESS. Teachers: communicating the results of the
assessment, clarity in communication with the student; encourage selfassessment as a means of promoting the expression and self-reflection
about their own learning; encouraging students to contribute with
proposals for assessment. Students: inform the teacher whenever
questions arise, not hesitating to ask for guidance when needed.



SENSIBILITY. Teachers: guide the students in order to overcome the
difficulties and promote their development and personal growth;
provide new learning opportunities for them to reach the necessary
level of development. Students: dialogue with the teacher about the
planning and evaluation processes; being open to discuss the
evaluation results (Menezes, 2010).

7. We think that communication is the main aspect of the evaluation. The student
needs to participate in the assessment, discussing the procedures, knowing
how he will be evaluated and what the teacher expects of him. The pedagogical
bridges are important because they connect the teacher with the student's
world. When the teacher validates the knowledge shown by the student, the
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teacher overcomes cultural, economic and social barriers and students feel
valued and more willing to learn. Pedagogical articulation is also a tool to
connect the student's insights to the content in order to build new knowledge
together. Starting with an idea or a suggestion given by one or more students,
the teacher can make a ‘bridge’ over the gap between the student’s knowledge
and new content. When teachers approach themselves to the student's
universe, they can arouse interest and attention because the teacher will be
building knowledge with them, not just transmitting it.
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Abstract
The purpose of the study was to describe the contents and process of teaching portfolios
for assessing students’ music learning established by participants (music teachers). In
addition, it was to investigate the participants’ (music teachers’) opinions on developing
and using teaching portfolios. This is a case study with multiple-case design. Two general
music teachers were participants in this study. The approaches of data collection
included interview, observation, document analysis, and researcher’s field notes. It can
be concluded that there are several similarities and differences between the contents of
the two music teachers’ portfolios. The process of developing portfolios was timeconsuming, but it is beneficial for the two music teachers. Using teaching portfolios can
help the two music teachers improve their professional knowledge and skills of assessing
students’ music learning, increase their teaching reflection and promote interaction and
feedback between teachers and students.
Key words: portfolio, assessment, music teacher, music learning.
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Introduction
The Ministry of Education in Taiwan encourages music teachers to improve their
ability of instructional assessment. Several important rationales proposed are: (1)
instructional assessments should be based on competence indicators and teaching
contents; (2) music teachers need to appropriately utilize multiple assessment
methods in their music classes; (3) instructional assessments should be on-going in
teaching and emphasize students’ learning process and product; (4) the use of
practice-assessment, authentic assessment, and portfolio assessment can help music
teachers better to know students’ multiple dimensions of music learning.
The using of observation is a common approach in assessing students’ music learning.
It is often used with exploration, operation, demonstration, oral description,
explanation, situation determination, or value system. Music teachers need to record
students’ learning and collect data about students’ learning. Data about students’
music learning should include quantitative data, for instance, cognitive tests, attitude
scales, students’ works, music competence indicators tests. Undoubtedly, qualitative
data about students’ music learning should be included, for instance, data can be
observation records, role playing, self-learning plan, musical field notes, and musical
life plan. The principal goal of instructional assessment is to help students achieve the
basic competence of music learning. The other assessment methods recommended
include question, questionnaire, survey, anecdotal records, tests, self-report, scales,
checklists, rubrics, and discussion. Therefore, it is an important trend for music
teachers enhancing their ability of instructional assessment in Taiwan.
For music teachers, the use of assessment for students’ music learning does not only
help them objectively assess the knowledge and techniques that students have already
acquired. It also provides a great avenue for teachers and students to interact through
music teaching and learning (Asmus, 1999). Assessment of students’ music learning is
an indispensable link in the process of integrating teaching and learning. In particular,
it is the expertise that music teachers should possess (Brophy, 2000). Therefore,
enabling teachers’ expertise of assessment of students’ music learning is an
imperative concern for all music educators.
Teaching portfolios are the ones systematically collected and compiled by teachers for
a long time so as to effectively present the process of teachers’ professional growth
and teaching achievement (Wolf, 1996). Teaching portfolios have important functions
to bring up teachers’ reflection and enhance their professional knowledge and
abilities (Chuang, 2004). P.S. Huang (2007) points out if music teachers can make
good use of their teaching portfolios and reflection to assess students’ learning and
their own teaching process, it will be helpful to improve their professional knowledge
and ability of assessment for students’ music learning. Developing and using teaching
portfolios indeed is an effective way to enhance music teachers’ professional growth.
There are still some limitations needed to be overcome as using teaching portfolios.
For instance, it is time-consuming and demanding to make one, difficult to choose
contents included into a portfolio, and controversial to establish its assessment
standards of credibility and validity. Moreover, teachers lack technology ability and
are not equipped with the ability of self-reflection (Shulman, 1998; Chuang, 2004).
However, several educators (Borko, Michaelec & Timmons, 1996; Wolf & Dietz, 1998;
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Chuang, 2004) pointed out the multi-function and value of developing and using
teaching portfolios.
Recently, the use of teaching portfolios has become more important to improve
teaching and learning. Most music teachers demonstrate their needs to enhance their
professional knowledge and abilities of assessment in music learning, but they usually
lack an efficacious avenue (Chuang, 2004). Perhaps, it is feasible that music teachers
improve their professional knowledge and ability of assessing students’ music
learning through developing and using teaching portfolios that focus on the theme.
The purpose of this study was to describe the contents and process of Teaching
Portfolios for Assessing Students’ Music Learning (TPASML) established by music
teachers. In addition, it was to investigate the music teachers’ opinions on developing
and using TPASML.
Research questions:
1. What are the contents of TPASML developed by the music teachers?
2. How do the music teachers use their TPASML to enhance their professional
knowledge and abilities of assessing students’ music learning?
3. What are the music teachers’ opinions on improving their professional
knowledge and abilities of assessing students’ music learning through
developing and using TPASML?

Methods
Participants and research setting
In this study, the researchers purposefully invited two elementary music teachers
who taught general music in Taichung City, central part of Taiwan to be the
participants. This study is a multiple-case design and the two teachers are in the same
unit of data analysis. Teacher A graduated from Teachers College, Department of
Music Education, and specialized in flute. He has 2-year teaching experiences and
actively participates in music activities held in/outside the school. In addition, he has
rich experiences of performance and ensemble conducting. Teacher B graduated from
the Department of Music Education and Graduate School of Testing and Statistics. She
has 15-year teaching experiences.
Data collection and analysis
Interviews
The research uses the method of semi-structured interviews four times before/in/at
the end of/after the semester. The length of the interview is adjusted in accordance
with the actual situation. Every time, the outline of the next interview is set up in
terms of the previous observation and interview outcome. Interview transcripts and
coding is carried out right after each interview in order to facilitate the processing of
the subsequent information.
Observations
This research uses the multi-observational manner so as to match up the time and the
place of Assessment of Students’ Music Learning carried out by the participants. With
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the participants’ approval beforehand every time, the researcher was allowed to enter
the research settings. The methods of observation include video-tape recording, photo
taking, record taking, and so forth. The emphasis of the observation is laid on
exploring the process of the two participant teachers developing and using their
TPASML.
Document analysis
The researcher analyzed the contents of TPASML built up by two teachers, including
teaching activity outline, assessment record form, worksheets, paper-penciled tests,
teaching photos, teaching disc, students’ works, subject teachers’ handbook, teaching
notes, and so on.
Researcher’s field notes
As the researcher collected data from diverse avenues, by explicitly keeping field
notes, it would help the researcher to reorganize the researcher’s thoughts and make
self-examination. Moreover, it also can be the basis for the further adjustment of the
interview outline and key points of observation.
All interview transcripts, observation notes, researcher’s field notes and written
document were analyzed. Using the software Nvivo, all written data were analyzed.
There were open coding 973 (free) and axial coding 89 (tree) which were classified
into five categories, including teachers, teaching, evaluation, portfolios, students and
research. In addition, the researchers classified the five categories into the following
themes: (1) the establishment process of TPASML, (2) evaluation methods of the
music teachers’ application, (3) music teachers’ evaluation conception, (4) music
teachers’ conception of compiling teaching portfolios, and (5) opinions of the
establishment of assessment for music learning portfolios.
Data credibility
To obtain accuracy of findings in this study, the researchers used member-checking by
asking participant music teachers review a draft of the final report, as well as
triangulation by looking for the consistency between the participant music teachers’
comments, lesson plans and portfolios.

Research Findings
The collected data of this study included two teachers’ portfolios, teaching discs
(teaching records), class observation notes, interview transcripts, and researcher’s
field notes. The analysis results of this study are reported to answer the research
questions.
1. What are the contents of TPASML developed by the participant
music teachers?
During the study, although the contents of the teaching portfolios were modulated and
altered repeatedly, the two music teachers decided to place all the relevant documents
and information of the teacher portfolios after the end of the semester.
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Table 1. TPASML content list of the two participants
Teachers
Items

Rubrics (1)

Teacher A
Score percentage
Singing
Recorder
Creations and other
assessment
Learning attitude
Revised version

Rubrics(2)
Checklist
(Including students’ seating chart)
Record sheet of students’ performance
in class

Relevant
information
of
music
learning
assessment

Concept Maps

Student self-assessment
sheets
Assessment framework
sheets
for
music
teachers
music
learning
assessment
report
letter
Teaching discs (teaching recordings)
1-1, 2-1, 3-1, 4-1
Learning
Group concept diagram
list
Teaching
Group concept maps
photos
Subject teacher’s handbook

Teaching
Notes

Teacher B
Outline of teaching
activities
Tea ching syllabus
Teaching goals
Assessment records
Learning attitude
Others

Checklist
(Including students’ seating chart)
Assessment report sheet
Seating charts e for singing assessment
record
Seating charts for the assessment
records of recorder playing
Music Teacher Handbook
Teaching discs (teaching recordings)
1-1, 1-2, 2-1, 2-2
Rhythm assessment sheets
Rhythm practice sheet

Students’ Rhythm worksheets

Teaching discs (teaching recordings)
3-1, 3-2, 4-1, 4-2
Rhythm
creation
assessment
worksheets
Students’ rhythm creation assessment
worksheets
Teaching discs (teaching recordings)
5-1, 5-2
Assessment records of singing
Students’ singing assessment records
Teaching discs (teaching recordings)
6-1, 6-2
Teaching photos
Assessment records of recorder
playing
Students’ recorder playing assessment
records
Teaching discs (teaching recordings)
7-1, 7-2
Assessment records of recorder
playing
Final music assessment (paper-pencil
tests)
Students’ works
Note: Tabulation according to the order of the documents’ placement by the two participants
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Table 2. TPASML content analysis list of the two participants
Teachers

Items
Checklist (including students’ seating
chart)
Rubrics
Assessment records
Teaching photos (including students’
works)
Teaching discs (teaching recordings)
Music Teacher Handbook
Students’ individual learning worksheets
(including students’ works)
Student group’s learning worksheets
(including students’ works)
Records of students' performance in class
Teaching notes
Final assessment paper-pencil tests
(including students’ works)
Relevant literature of Assessment

Teacher A

Teacher B

＋

＋

＋
＋

＋
＋

＋

＋

＋
＋

＋
＋

－

＋

＋

－

＋
－

－
＋

－

＋

＋
－
Note:「＋」- items included in portfolios ; 「－」- items excluded in portfolios.

From Table 1 and 2 we see that both music teachers’ teaching portfolios included
checklist, rubrics, assessment records, teaching photos, teaching discs, and Music
Teacher Handbook. The different part was that Teacher A chose to put in the records
of students’ performance in class, relevant literature of assessment, and student
group’s learning worksheets, while Teacher B included the teaching notes, final
assessment paper-pencil tests and students’ individual learning worksheet in her
teaching portfolio. From the items of the contents, classification, and the order of the
documents’ placement and arrangement of the two music teachers’ teaching portfolios
it is clear that they were all closely related to the two music teachers’ assessment
conceptions, and to the compiling conceptions and processes of the teaching
portfolios. Moreover, they also had their own personal assessment manners.
In conclusion, being able to comprehend the multiple contents of the teaching
portfolio for music learning assessment, music teachers can highly possess the control
power to choose which items they would like to include. Moreover, after the end of the
study, Teacher A and B, having their experience of building up teaching portfolios for
music learning assessment, suggested that other music teachers can consider to
include rubrics, students’ works, relevant information of the assessment activity
design and reflection record in their own teaching portfolio for music learning
assessment. In particular, the items they included were helpful to enhance their own
professional knowledge and ability of assessment.
2. How do the participant music teachers use their TPASML to enhance their
professional knowledge and abilities of assessing students’ music learning?
After the participant music teachers undergo the process of the establishment of the
TPASML, independent of the content of the TPASML, teachers’ assessment
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conceptions, the establishment conception of the TPASML, or other dimensions of
assessment, they had changes as follows:
a) Contents of the TPASML
The participant music teachers adapted the design of the assessment activities for the
next time in the light of the result of the music learning assessment every time. Hence,
the contents of the TPASML are not settled until the last interview.
Before the start of school, Teacher A planned to include his own teaching outline in his
TPASML. But he found his teaching outline not valuable enough to be included in the
TPASML:
“When my teaching became simple, I felt that these things were not
important enough to be included in the teaching portfolio as I looked
back”（07111900 interview A3).

Many times Teacher A thought over how to include the relevantly assessed teaching
information in his TPASML, such as a teaching outline, and a unit teaching plan.
However, he thought the contents in the TPASML must have the usefulness for
teachers to preserve. Therefore, he eventually decided to only include the documents
of the music learning assessment.
However, Teacher B considered her students’ needs to make some adjustments in the
contents of her TPASML. In the worksheets designed by her, she reported several
changes:
“Just like writing students’ ID numbers and names last time, I found that
no student’s name was complete. Students took much time to ask how to
write their names, which distracted them from paying attentions on what
I was teaching. Thus, I stopped doing it because it would mix up the focus
of their learning” (05301330 interview B2).

b) Participant music teachers’ assessment conceptions
The establishment of the TPASML can enhance participant music teachers’ reflective
thinking anytime. Furthermore, the participant music teachers had a remarkable
change in the conception of music learning assessment after going through the
process of the establishment of TPASML for the entire semester.
At the beginning of the semester, Teacher A preferred using teacher-based assessment
because he thought the fifth graders should be equipped with singing and solo
abilities. In addition, he tried to use the group assessment, but its effect was not as
good as that of the individual one. Therefore, he adopted the teacher-based
assessment for singing and solo activities. Due to the participation in this research,
Teacher A learned more assessment methods as well as acquired wider professional
knowledge and abilities that inspired him to make various attempts and ideas about
assessment. Thus, teacher A gradually changed several assessment approaches he had
preferred before and became more mature on the development of a personal
assessment conception than before he had participated in this study:
“Besides the purpose of assessment that I would particularly like to
achieve, those are also the way that students can accept and like. Hence, I
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am still looking for several better assessment methods that will be able to
attain the purposes of assessment and students liked” (08030930
interview B 4).

The assessment conception of Teacher A has gradually shifted from the teachercentered to student-centered mode. At the end of the semester, he fully realized that
he designed the assessments based only on his personally preferred viewpoint before
he had participated in this study. If music teachers can further consider students’
feelings and what they like, it will become the most appropriate approach of
assessment for students.
Teacher B had changes in her conception of assessment; she found several problemsolving ways in her teaching. All the time, Teacher B believed teaching was the
groundwork of everything for teachers. Any implementation and design of assessment
activities must abide by the teaching goals. However, on the site of the assessment
activity, Teacher B became aware that the most difficult thing she faced was a timeconsuming process. Thus, Teacher B attempted to overcome time constraint in the
entire semester and groped for solutions by all kinds of possibilities. By the end of the
semester, she had a new grasp on teaching and assessment. She reported:
“Time-Consuming” initially is the most limitation of the hands-on
assessment. Hence, teachers must know what to choose and forsake. If
teaching and assessment can be combined together, that is, to assess
while teaching, that would be all right. Then, you will not feel time
wasting when designing them together” (08021600 interview B4).

Teacher B found that assessment does not only to be part of teaching, but both can
complement one another. Assessment can be integrated with teaching. In other words,
assessment is a part of instruction. Students can learn how to listen, appreciate and
observe others’ performances during the assessment activities. It can be said that
Teacher B’s conception of assessment is more flexible if compared to what he did in
the past. Teaching and assessment do not only have a sequential relationship, but both
can also be viewed as a coordinate relation, which retains both at the same standpoint
for a balanced development. As such, it can reduce music teachers’ worries on being
time-consuming, and increase music teacher’s and students’ confidence.
c) Participant music teachers’ conception of developing teaching portfolios
Because of the authentic experience, the participant music teachers experienced the
difficult processes of developing TPASML and gradually built their own conceptions of
developing TPASML. Moreover, they had already produced their own interpretations
and views on developing TPASML.
Teacher A thought that developing TPASML must be carried out through a long term
accumulation. A discreet preservation of data is absolutely fundamental, but music
teachers need to more consider the values of the portfolio contents. Thus, he finally
chose a semester as a unit to integrate the relevant assessment documents so as to
build up his own TPASML. On the other hand, in the process of developing his
TPASML, Teacher B had similar opinions and approaches:
“TPASML is always in my mind. I printed the information out anytime,
and then I put it into my TPASML at the very end. It does not have to
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review and do it at the same time. At the very beginning of teaching, I
have started to think what to do later on” (08021600 interview A 4).

As for the issue on the necessity to add teachers’ reflection in the process of
developing TPASML, Teacher B did not significantly change her views from the
beginning to the end. Teacher B firstly talked to the researchers and expressed that
having teaching notes actually is another way to show teachers’ reflection. Thus,
Teacher B did not separate her teaching reflection as a single item from the TPASML.
But, it turned up to be a different answer when the researchers were doing the last
interview with her:
“I finally found what thing I didn’t include in the TPASML. It’s what I
learned. I am still thinking I need to do that because I may forget it when
the time goes by. If I still teach grade four next year, it may not. But, I
may not remember so clearly till the year after next one. It perhaps is not
necessary to make a clip, but record” (08021600 interview B 4).

At the end of the semester, Teacher B deeply felt the importance of including her
teaching reflection record in her TPASML. No matter what year it is or if the teaching
materials will be used repeatedly, it is absolutely essential that music teachers need to
write down their teaching reflection immediately when they face classes and students
with different characteristics.
The researchers made use of every chance of interaction with the participant music
teacher to find out their preliminary knowledge and ability of music learning
assessment in the past. In the meanwhile, the researchers tried to record all the
participants’ assessment design ideas and reflection of the assessments after
implementation. The Table 3 shows the assessment approaches used by the two
participants during the whole semester, and then the degree of their favors and
opinions about these assessment approaches.
Table 3. Comparison of the assessment approaches used by the two
participants
Assessment Approaches
Teacher A

Rubrics, Concept Mapping, Observation, Oral Response, Worksheets

Teacher B

Rubrics, Paper-pencil Test, Portfolio Assessment, Observation, Oral
Response, Worksheets, Self-Assessment, Peer-Assessment

The researchers found that the participant music teachers had made some
innovations and breakthroughs in the design and implementation of the assessment
activities. Both participant music teachers agreed that there were no absolutely good
or bad assessment approaches, but only suitable, proper, simple and easy ones that
would be the most important for their teaching:
R: “Reviewing your TPASML, are there any assessment approaches that
you don’t like? Or, any approach that you feel unsuitable or
inconvenient?”
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B: “No. I feel all are pretty good. However, the outcome is not what you
expected. It doesn’t mean that differences are bad. There is always a
surprise in teaching. A new try can be also good for me” (08021600
interview B4).

Although the researchers could not precisely identify what assessment approaches
the participant music teachers liked, the researchers could describe the assessment
approaches that impressed the participant music teachers. For instance, Teacher B
was fond of comprehending students’ learning situations and needs by reading their
writings. Therefore, on the worksheets and paper-pencil tests, she preserved the
teacher-students’ exchange writing section.
“I enjoy the part of the open-ended questions, no matter which worksheet
it is. In fact, it is because students gave me good feedback, and I think
teaching is the interaction between teacher and students”
(08021600interview B 4).

At first, she questioned if the fourth-grade students are able to do peer-assessment.
After the guidance and training of the peer-assessment activity for one semester, she
was aware that the student-centered assessment approach can be used to the fourth
grade students:
“I will still reserve it (peer-assessment) for them because I feel doing
peer-assessment is pretty good for them to keep this practice.
In addition, I sense the results of the two assessments (peer-assessment
and worksheets) are great, so I will continue doing that, but I need to
simplify worksheets” (07051420interview B 3).

On the other hand, Teacher A is impressed by the employment of the rubrics and
concept mapping because, for him, both ways are all brand new tries. With care by
heart and delicate design by Teacher A, both are successful:
R: “Do you have the favorite in your TPASML? What is the most suitable
assessment approach you have used?”
A: “Eh,…the most direct is the recorder playing. Use the (rubrics)
assessment because I feel rating is a pretty direct way. It is a very simple
and easy assessment approach. Using rubrics to assess students’
performance (recorder playing) is suitable. It is faster and easier”
(08030930 interview A4).

Teacher A thought it was a more effective way to use the student name list for the
individual assessment in accordance with the rubrics. Furthermore, Teacher A had
struggled with doing concept mapping for the entire semester, but he did not give it
up. He continued to do it until the end of semester. However, he obtained a lot of
practical experiences:
“The more interesting assessment we did was concept mapping, which
could assess what influenced the music class students. It is very complete
and holistic, and not like assessing recorder playing, which is simply
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given a single record. Its facet that can be seen is wider!” ( 08030930
interview A 4).

Teacher A had been looking for an assessment approach which could raise teachers’
and students’ interest and increase a learning motivation. Thus, as soon as he got the
relevant information of concept mapping, he decided to grasp the chance of
participating in the study and would like to try it. As expected, the actual employment
of concept mapping did not only spur his plentiful design ideas, but also brought him a
number of unexpected acquisitions.
3. What are the participant music teachers’ opinions on improving their
professional knowledge and abilities of assessing students’ music learning
through developing and using TPASML?
The material that follows is the summary of Teacher A’s and B’s opinions on building
up their TPASML, which included their encountered difficulties, obtained benefits,
gained values and suggestions.
a) Encountered difficulties
The researchers found that the factors that perplex the participant music teachers
mostly were related to a time-consuming factor, interfering teaching, limited written
information, teachers’ poor ability of developing TPASML, insufficient hardware
equipment support etc. However, some of the above hampers resulted from teachers
themselves or the teaching setting and environment. Some originated from the
inherent limitations of the TPASML.
b) Obtained benefits
Although the participant music teachers encountered a lot of difficulties in the process
of developing the TPASML, both of them affirmed that developing TPASML provided
them with benefits in their music classrooms. Be it music teaching or assessment, both
of them obtained substantial benefits, including the finding that developing TPASML
could improve their reflection, enhance their professional growth and increase
interactive feedback between teachers and students.
c) Gained values
Besides experiencing the advantages of developing TPASML, the participant music
teachers also deeply felt its unique values. At the final interview, by continuously
developing the TPASML, Teacher A and B had their own opinions about the values of
their TPASML:
“Oh, the value of TPASML is that the portfolio can help teachers find a
balance point between teaching and assessment. The teacher can adjust
his or her own assessment as well as involving teaching” (08030930
interview A 4).
“The most important value of TPASML is letting teachers make progress!
It leads me to reflect and get improved. For me, it is to accumulate my
teaching experiences, and then can be taken as the basis for improvement
and consultation” (08021600 interview B4).
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The participant music teachers thought that the most important value of TPASML is
the possibility to employ it as the basis of reflection and improvement, and to adjust
their own teaching so that they can have a balance between both sides: teaching and
assessment. At the same time, it is the main force to motivate them to make more
endeavor and advance.
d) Participant music teachers’ suggestions
After participating in this study, the participant music teachers reviewed the process
of developing the TPASML and interactions with the researchers during this study.
They brought up their own reflection and opinions. For instance, music teachers
should continue to develop TPASML, use it to build up a professional conversation
platform, and adjust appropriately its contents in accordance with the needs of
teachers having different length of service. These precious suggestions will be the
basis of continuously developing TPASML for participant music teachers in the future
as well as providing the researchers for more new directions of the subsequent
research.

Discussion and Conclusions
The researchers discovered that the TPASML developed by the participant music
teachers can result in teachers’ reflection, enhance their professional knowledge and
ability of assessment, and increase feedback exchanges between teachers and
students. Music teachers can add items to the contents in the light of the purpose and
personal conception of the TPASML. Although the two participant music teachers
faced some challenges in the process of developing TPASML, such as time-consuming
process, insufficient hardware supplies, etc., yet they properly appreciated its values,
saying that they will continue building up the TPASML.
Synthesizing the findings mentioned above, the conclusions of the study are as
follows:
1. Contents of TPASML should include multiple dimensions. For having multiple
contents of TPASML, music teachers should consider the function of the
TPASML first, and then set up the conception and purpose, providing practical
documents and information to make it become the most effective tool for
teachers’ professional growth.
2. The key point of developing TPASML is continuousness, and time will provide
music teachers with more room to reflect on teaching and assessment. The
music teachers participating in this study deeply experienced the importance
of time needed in the process of developing TPASML. Due to the need for
teachers to have sufficient time to review, reflect and adjust TPASML, it is
necessary to prolong the process of developing TPASML, so that it would let
music teachers have more deliberate thinking, examine and evaluate the flaws
of the assessment activity design, and develop appropriate strategies of
assessment.
3. TPASML can help music teachers fulfill the multiple assessment conceptions.
In his study, K.E. Talley (2005) found that the most frequently-used
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assessment methods by the elementary school teachers in Michigan were very
similar to the findings of this study. However, the assessment approaches used
by the participant music teachers in this study are more multiple. The
participant music teachers affirmed the effects and advantages of using
rubrics, worksheets, concept mapping, self-assessment, and peer-assessment
in music teaching. It indicated that TPASML can assist music teachers in
constructing macro-thinking, integrating multiple assessments into their own
assessment activity design. The participant music teachers did not specify
their best or favorite assessment approaches, but they thought that the most
suitable assessment approach for teachers and students should be to meet
students’ and teachers’ needs. TPASML can help music teachers shorten the
distance between theory and practice, and put the spirit and rationales of the
multiple assessments into effect.
4. TPASML can promote teachers’ reflection; enhance their professional
knowledge and ability of assessment, and increase interactions and feedback
between teachers and students. This study revealed that TPASML can promote
the participant music teachers’ reflection, enhance their professional
knowledge and ability of assessment, and increase interactions and feedback
between teachers and students. The related studies (Freeman, 1998; Doty,
2001; Chuang, 2004) pointed out that teaching portfolios possess the function
of promoting teachers’ reflection and advance teachers’ professional
knowledge and ability. This study focused on the exploration of TPASML so as
to let the participant music teachers repeatedly think over the records of all
kinds of the frequent assessment activities between teachers and students
during developing TPASML. Consequently, it will more emphasize the
essential function of the TPASML that promotes the feedback exchanges
between teachers and students.
5. Integrate the “PRACTICE” theory to reinforce the functions of TPASML.
According to the above research conclusions, the researchers develop a theory
– “PRACTICE” so that other music teachers can successfully develop TPASML
through referring to the developing experiences of TPASML by the two
participant music teachers. The “PRACTICE” involves the circulation of
Portfolios among music teachers, Reflection, Action, Creation and the interplay
of Time, Interaction, Collaboration and Evaluation. The theory framework can
be explained as follows:
a) A portfolio means that TPASML in this study is the central theme of
“PRACTICE”. The following dimensions that constitute the “PRACTICE”
theory are developed from it;
b) Reflection, Action, Creation: TPASML can lead teachers to self-reflect
on the flaws of the assessment activities they have designed. Thus,
music teachers must take the results as their improvement basis for
the next assessment activity and bring it into practice. Therefore, music
teachers can develop more proper assessment approaches so as to
fulfill the multiple assessment rationales in music classes;
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c) Time: sustainable operation is the one and only way for music
teachers to establish TPASML. Time will offer music teachers more
chances of reviewing and reflection. “Time-consuming” is not the
obstacle for music teachers to develop TPASML. On the contrary, it can
become music teachers’ strength to develop TPASML successfully;
d) Interaction: through reviewing the TPASML, music teachers need to
understand the situations of their own teaching and students’ current
learning conditions. Thus, it will help music teachers have positive
interactions with students during teaching and assessing students’
learning;
e) Collaboration: besides teachers’ endeavors, the establishment task of
TPASML needs more support and participation of the relevant
educational authorities and administration staff. Only if all social
circles can cooperate, jointly manage, it can overcome all kinds of the
problems as music teachers develop TPASML;
f) Evaluation: by reviewing the process of establishing TPASML, music
teachers assess the developmental situations of the above items, and
strengthen the functions of the TPASML so as to enhance the quality of
the TPASML. The theory framework of “PRACTICE” established by the
researchers is demonstrated as below.

Time
Reflection

Evaluation

Interaction

Portfolios
Action

Creation

Collaboration
Figure 1. PRACTICE theoretical framework
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Recommendations
Based on the above conclusions, the study focused on the process and experience that
participant music teachers established TPASML. The researchers made two
recommendations:
1. Music teachers should add personal assessment conceptions and reflection
notes into teaching portfolios. The study suggested that music teachers should
include personal assessment conceptions and reflection notes into their
TPASML in order to record the situations of their personal growth anytime,
and foster their abilities of reflection. In the future, music teachers can
concretely present the process of TPASML as sharing their experiences with
other music teachers in this regard, and make TPASML become the important
interface for promoting music teachers’ professional exchanges.
2. Music teachers should make good use of multiple materials to enrich the
contents of TPASML. Currently, several music teachers use teaching portfolios
as an information collection album and store all kinds of instant written
information (Shulman, 1998). Although the unitary recording way is simple
and easy, it is difficult to completely demonstrate the process of teachers’ and
students’ endeavors. The study suggested that music teachers should consider
teachers’ and students’ needs when building up TPASML. Moreover, music
teachers present their own TPASML by multiple recording ways and materials.
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Abstract
Background
The identity of a personality is analysed in different subjects from philosophical,
theological, psychological aspects (Erikson, 1968; Allport, 1998; Freud, 1999; Giddens,
2000; Kuzmickas, 2009 et.al.). Identity is generally described as explicitness,
individuality or complete coincidence. From a psychological point of view it is a personal
internal unity which is perceived as your own “Ego“. It is a skill to describe oneself, to
answer the question ‘Who am I? and to combine interdependently the obtained answers.
It is a way to find your own personality (Giddens, 2000).
Musical identity is analysed by different kinds of scientists, such as sociologists,
psychologists, educologists (Hargreaves, North, 1997; Matonis, 1999; Cross, 2001;
Hargreaves, Miell, Macdonald, 2002 et.al.). A part of these researchers claim that there
are even several musical identities, for example, identity in music and music in identity.
Another part of researchers claim that musical identity is a process and it is really
difficult to find your own musical identity as to answer the question ‘Who am I? The
problem of musical identity is very relevant for teenagers when they start looking for
their own „Ego“. For this reason, it is significant to search for the possibilities to employ
the musical activities effectively when solving this problem.
Methodology
In order to show the theoretical assumptions of the formation of musical identity some
scientific literature and educational documents were analysed. The main problematic
questions such as how to define musical identity, what its structural parts are, and what
musical activities could help to train this musical identity, were discussed.
Findings
The analysis of the official educational documents which regulate general Lithuanian
music education has helped to identify if general programs and school curriculum form
the proper conditions to educate pupils’ musical identity. Though school curriculum is
regulated by General Education Programs and Training Standards (2003), a teacher has
much freedom to choose what is relevant and significant for a pupil. V. Imbrasiene
(2000) has noticed that in our comprehensive schools much attention is devoted to
developing pupils’ knowledge in theory and history but the musical thinking is forgotten.
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So, the presentation of theoretical knowledge might even suppress this musical thinking
which is very important in the process of musical identity‘s training.
Key words: adolescence, identity, musical identity, musical activity.

Introduction
Changes going on in the XXI century – the process of globalisation, revolution in
electronics, emigration, and the phenomenon of nationalism that is constantly getting
more and more expressed – make us again set questions of identification for the
members of society. Identity is inseparable from culture in which a person is formed
and becomes mature, from social norms, standards of behaviour, and values adopted.
The process of globalisation opens numerous opportunities for a young person to
search for oneself. Undoubtedly, adolescence is one of exceptional age periods
characteristic of complicated contradictions of physical, psychological, and
sociological development occuring at the age of 11-16. The issue important to this
period is consolidation of feeling of identity. A teenager is looking for his/her own
personal identity, is trying to answer the questions: what he/she is like and what
he/she should be like, what his/her role in society is. Music is not only closely related
to the essence of identity, but can also be a significant factor for its formation. Thus,
scientists perceive a relation between identity and musical activity, musical identity.
Personal identity is investigated by various sciences – from philosophical, theological,
sociological, psychological and other aspects (Erikson, 1996; Allport, 1998; Freud,
1999; Giddens, 2000; Grigas, 2001; Balčius, 2005; Kuzmickas, 2009 et al.). Musical
identity is also studied by scientists of various fields – sociologists, psychologists,
educologists (Hargreaves & North, 1997; Cross, 2001; Hargreaves, Macdonald & Miell,
2002; Smith, 2008 et al.), however, very few scientists analyse musical identity. Most
often this problem is investigated only fragmentarily, without revealing its essential
moments, in the works of researchers musical identity is discussed through analysis of
activity of professional musicians.
Research object: formation of teenagers’ musical identity through musical activity.
Goal: to reveal theoretical presumptions of formation of teenagers’ musical identity
through musical activity.

Research Methodology
With the aim to reveal theoretical presumptions of the formation of musical identity
through musical activity, scientific literature and educational documents related to the
research problem were analysed. During analysis the following problematic questions
were raised: how to define musical identity, what its structural parts are, what
possibilities of musical activity in formation of musical identity are.

Conception of Identity
Online Dictionary of International Words defines identity as determination,
individuality, sameness; complete concurrence of something. Psychological meaning
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of the word ‚identity‘ is presented as well – it is ‘a person’s inner unity experienced as
one’s Self (Dictionary of International Words).
Philosopher B. Kuzmickas (2009) relates personal identity to culture. The author
asserts that most important for a human is to find one’s place in life, one’s home in
culture and at the same time one’s identity and life. The one who does not succeed in
finding his/her place in culture, probably has difficulty in finding his/her Self. Identity
of an individual is manifold – professional, political, confessional, from the other point
of view, internal and external, true and false or any other identity of the same
individual, depending on what one is trying to ascertain. In B. Kuzmickas’ opinion,
cultural dimension is especially important to the structure of individual’s identity as
long as it provides images to the expression of other forms of his/her identity: the way
an individual understands and evaluates oneself, one’s identity generally is
inseparable from cultural, civilizational space, where he/she lives, develops, and
learns, as well as consumer, successor of achievements, and sometimes productive
creator of which he/she is (Kuzmickas, 2009, 35).
A. Giddens (2000) explains identity as a reflexive project of the Self, which is created
constantly revising biographical narratives and realised in the context of manifold
choices under conditions of modernity. Each individual wants to express his/her
individuality, therefore, he/she creates a particular lifestyle and lives according to it.
A. Giddens describes lifestyle as a more or less integrated set of life practices, chosen
by an individual, which provides a material form to the narrative of self-identity.
Lifestyle consists of various factors, including work, communication, way of dressing,
even nutrition, and etc., which helps to create harmony and integrity of lifestyle.
Therefore, through chosen ‘life practices’ we can announce to the world about
ourselves, about the Self. A. Giddens believes that in an individual’s post-traditional
activity lifestyle adjusts the Self: it is created and recreated. Thus, he is one of the
scientists claiming that identity can change.
In psychology, identity is understood as inner unity of a personality, capability of
being unique, continuous (Erikson, 1968). G. W. Allport (1998) marks out personal
identity asserting that we are all unique. This scientist describes different feature
types – dispositions. He differentiates several feature types: the main features are the
ones that manifest themselves in all situations and predetermine human behaviour,
secondary features - that reveal in particular situations and essential features - that
influence a personality and predetermine its aim and way of life. G. W. Allport explains
that identity is formed at the age of six, however, while growing up, it changes, is
replenished. This scientist states that human temperament, innate features are
constant and do not change throughout one’s life, and this is the basis of personal
identity.
S. Freud (1999) claims that a precursor of identity is Superego. The scientist points
out that Superego is formed already in childhood, when children encounter their
parents’ values, prohibitions, behaviour, however, they try to avoid unpleasant
feelings (punishments, crimes). Observing parents, their behaviour, children identify
themselves with their parents, girls – with their mother, boys – with their father. Thus,
S. Freud distinguishes sexual identity which develops from early childhood.
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In the opinion of psychologists, personal identity starts to form at the age of two-four
when a child discovers his/her Self. Parents start building a child’s identity; however,
later identity is influenced by social surroundings. Social context influences the
formation of national identity too, and the character of this influence depends on the
assessment of the status of national minority and majority, on understanding of
society multiculturalism, and on how a nationality interacts with other aspects of
personal identity. In the theory of E. Erikson (1968), Ego identity is the most
important. He relates the main crisis of striving for identity to late adolescence. Over
this period a person has to decide and choose one’s profession, outlook, friends, and
even citizenship.
E. Erikson and J. Marcia (2008) point out that personal identity can be provided or
constructed since a person himself/herself decides citizen of what country he/she
wants to be, what values to choose, and etc. Only having found one’s identity, a person
can experience the feeling of inner integrity. J. Marcia has marked out two criteria of
identity – these are commitment (to any sphere) and alternatives to identity.
Referring to the latter the scientist has distinguished four levels of personal identity:
diffused identity – when a person does not commit to anyone, does not feel a need to
think over his/her values, choices, personal aims. Foreclosure – when a person has
commitments in one or another sphere, has personal aims and values, but does not
overthink them. In this level a person is the way others want to see him/her.
Moratorium – when people actively create their identity, look for alternatives in order
to find the best one since they strive to change something in their lives. The fourth
level of personal identity – achieved identity – when a person makes a firm decision
whom to become. In this state a person is characterized by a strong opinion, world
outlook, which others are barely capable of destroying. This state is the highest level,
however, it may be not the last stage as one can get disappointed with his/her beliefs
and return to the search for alternatives again (Communication Psychology, 2008).
J. Marcia claims that identity is the heart of a personality that gives meaning and
importance to the world of an individual (see Antinienė, 2011). This conception,
according to D. Antinienė (Antinienė, 2011), is understood as an ability to name Who
am I?, an ability to describe oneself and to unite all knowledge around oneself. Identity
helps a person to experience the feeling of integrity, to give sense to life aims, to
perceive one’s importance in the world.
Social identity is most often defined as a general concept. It is characteristics or a
feature of people as of social creatures, i.e. understanding of each person who he/she
is and who the others are (Dictionary of Sociology, 1998, 293).
S. Lawler (2001) notices that conception of identity is a paradoxical combination of
sameness and difference. One of the most significant meanings of identity is that we
are identical to ourselves; however, at the same time we are identical to others. The
scientist claims that we share common identities: as people, women, men, British,
Americans, and etc. Alongside, the other aspect of identity, which is characteristic of
people’s uniqueness, of them being different from each other, functions. Thus, the
researcher relies upon these two models of identity perception and connects them
(Lawler, 2001).
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A. Lamont (Hargreaves, Macdonald & Miell, 2002) holds a similar opinion. If one
wants to understand, who he/she is, firstly, one needs to think of self-understanding
(how we understand ourselves as personalities) and of our self-perception in social
surroundings. From early years children most often simultaneously try to find out
who they are as individuals and who they are among others.
According to K. Drotner (see Hargreaves, Macdonald & Miell, 2002), identity consists
of three levels:




individual level, which can be called „I and my Self“;
social level, which can be called „I and You“;
cultural level, which can be called „I and the World“.

Music, musical experience, according to the scientist, are very closely related to
identity constructions since each one of us interpret works of music, which forms
musical experience as well as everyone’s individual identity.

Conception of Musical Identity and its Formation through
Musical Activity
The process of identity or discovery of the Self lasts throughout the whole life. In this
context it is very important what kind of music fills our personal, social, transpersonal
spaces, what time or place we have or choose. Music can help to express one’s
individual identity: not only our moods, states, but also to present what we are like.
Our musical tastes can show our personal experience, our perception of the world.
Most often creators, as well as performers, use music for expression of the original
world outlook. According to D. Hargreaves (2002), the most important thing is not to
know whom you want to become, but who you are actually. Thus, music and identity
are closely interrelated.
The scientist also draws considerable attention to the social function of music
consisting of three directions:
1. People use music as the means of the development of interpersonal
relationships;
2. People use music as additional means of mood regulation;
3. People use music as the means of discovery of the Self, of individual identity.
Thus, the conception of musical identity allows perceiving interaction between music
and an individual.
Musical identity is an interesting topic to sociologists, psychologists, and educologists
(Matonis, 1999; Hargreaves & North, 1997; Cross, 2001; Hargreaves, Macdonald &
Miell, 2002 et al.). Problems of musical identity are particularly urgent in the period of
adolescence when teenagers are looking for their Self, therefore, for the solution of
this problem it is very important to seek for opportunities to employ musical activity
as efficiently as possible.
As mentioned above, identity and music are closely interrelated, and according to
D. Hargreaves (2002), musical identity could be distributed into: Identity in Music
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(IIM) and Music in Identity (MII). The first one, identity in Music, is associated with
cultural roles or music categories. For instance, sometimes young people recognize
themselves as musicians, sometimes not, this depends not only on a person, but also
on a specific role which is influenced by family and school. Music in identity is related
to our value orientations. This type of identity can be described as a complex including
national identity, youth identity, and etc.
Development of children’s musical identity is related to a biological inclination to
musicality, to the influence of individual groups and social institutions that children
encounter every day of their lives. This is an inseparable part of the formation of
musical identity, which is more important than the surroundings where children were
born. Therefore, this perspective allows explaining identity in music (IIM) and music
in identity (MII).
A. Lamont (see Hargreaves, Macdonald & Miell, 2002) claims that children will be able
to create musical identity only when they understand the conception of identity and
the fact that identity can be differentiated. This should happen when a child is about
seven years old. Until then, children have to understand what identity is and how it is
related to self-perception. Musical identity of children should be based on activity and
experience, a child spending time in the group of people interested in music or as a
member of a music group will be able to form his/her musical identity. From middle
childhood, influence of peers will grow stronger, which will affect musical identity as
well, as already in adolescence they will reveal their feelings, their point of view
through music. This is how musical identity of a teenager will form. Age periods have
a lot of influence on the formation of musical identity.
Research of A. Lamont shows that musical identity forms at school at the age of 5-14
and is influenced not by training programs, but by extra-curricular musical activity as
well when children are engaged in ‘professional’ musical activity. Referring to the
research of 14-year-old children, the ones who were not involved in ‘professional’
musical activity, were not interested in music, did not consider it as a valuable thing,
and the ones who attended lessons, created positive musical identity. Consequently, if
we expect children to employ music as the means of the formation of their personality
or group identity, they will create more positive musical identity, though it is clear
that we cannot avoid the ones who will acquire negative musical identity.
Thus, according to assertions of numerous scientists late childhood and adolescence
are the most benevolent time for the formation of musical identity. Conditions to
social formation of teenagers’ personalities and their all-round improvement have to
be created. After-school interests at this age period often are more important than
school subjects, therefore, this has to be exploited. A well-formed collective not only
would ensure safety of a teenager, but also would satisfy other needs as well, which,
according to G. Navaitis (2001), are particularly important to the children of this age
period: attachment, achievements, self-expression. At this period one of the most
favourite extra-curricular activities of teenagers is to listen to music, therefore,
adolescence is the most appropriate time not only to consolidate identity, but also an
opportunity to form musical identity.
According to D. J. Hargreaves & A. C. North (2004), music in the period of adolescence
helps to solve the most significant questions of development. With the help of music
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teenagers acquire a value system, basis of their beliefs and world outlook, learn to be
responsible, emotionally independent of their parents and to achieve mature
relationships with their peers. Empirical research shows that music helps teenagers to
cope with mood swings, the problem arising due to the peculiarities of their age
period.
J. M. Smith (2008) asserts that teenagers often want to express their individuality and
at the same time be safe in a collective (group). Identity of a musician as if ‘lives’ in
both spheres, however, a balance needs to be achieved so that teenagers could both
express themselves and feel safe. This is a fight between collectivism and
individualism. Thus, according to the scientist, balance is an important factor of the
formation of musical identity.
T. Gracyk (2004) in his work raises a question if every person can have musical
identity. Many researches mention the formation of musical identity of a musician and
the problems arising, however, non-musicians are not studied, though it is admitted
that they can also have musical identity: listeners are not passive participants of
musical activity, they have their own musical taste, music helps them to discover a
unique point of view to the world. The scientist admits that adolescence is the most
benevolent time for the formation of musical identity as through music one can search
for his/her Self.
G. Folkestad (see Hargreaves, Macdonald & Miell, 2002) claims that music is an
important part of people’s lives as by its essence music helps to express emotions and
serves as a factor for identification of individuals or their groups. The scientist marks
out musical identity as well, which, according to the author, does not solely depend on
a person’s age, sex, musical taste, but at the same time is the result of culture, religion,
and ethnic context which a person lives in. The researcher also distinguishes national
identity, ethnic identity, and cultural identity. Cultural identity is changeable, it forms
in a cultural variety and has influence on a person’s cultural identity. On the other
hand, multiculturalism, cultural variety are typical of a contemporary society. G.
Folkestad asserts that music education at school should emphasize music as culture
more than a national phenomenon. While forming cultural identity, musical identity is
formed as well.
Thus, researchers differently define the conception of musical identity. Some
researchers claim that there is not only one, but even several musical identities:
identity in music and music in identity. Other scientists explain that musical identity is
a process, so finding one’s own musical identity is as difficult as to answer the
question Who am I?. Problems of musical identity are particularly urgent in
adolescence when teenagers are looking for their Self, therefore, it is very important
to look for opportunities to use musical activity as efficiently as possible in order to
solve the above mentioned problem.

The Aspects of Formation of Musical Identity through Musical
Activity at Lithuanian Comprehensive Schools
The aim of music education at a comprehensive school is to provide every pupil with
the basis of cultural awareness and musical competence, to educate an emotional and
creative personality who is willing and capable of participating in musical life in
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various forms, of enriching his/her personal life with music. While being taught music
at school, pupils learn to respect music, develop their musical, aesthetic experience by
playing music and inquiring into the heritage of musical culture; with the help of
diverse musical activity reveal and develop their musical-cultural interests and value
attitudes; develop creative and performance skills using various means of expression
and creative technologies; enrich their musical vocabulary and literacy experience;
develop critical understanding, sense of style, comprehension of social cultural
context of music; share their musical experience with the others, present musical
culture of their country. Thus, opportunities of music education for the development
of musical identity are substantial.
The other opportunity for the development of musical identity is curriculum content.
Though it is regulated by General Basic Training Programs and Educational Standards
(2003), however, a teacher is given some creative freedom to select the material that
is urgent to today’s pupils. V. Umbrasienė (2000) notices that at our comprehensive
schools the greatest attention is paid to theoretical and historical knowledge of pupils,
and the importance of musical thinking is forgotten, consequently, provision of
theoretical knowledge may even suppress musical thinking, which is very significant
in the process of the development of musical identity.
Extra-curricular activity opens a lot of opportunities for the formation of musical
identity. Non-formal education, according to I. Dirgėlienė (2001), creates most
favourable conditions to diverse musical activity. The greatest task falls on a
pedagogue, who has to perceive the ways of formation of musical identity. The success
of the development of musical identity depends entirely on a pedagogue’s personal
qualities, his/her cultural competencies. Therefore, one can state that at Lithuanian
comprehensive schools we have an opportunity to draw attention to the formation of
teenagers’ musical identity not only in music lessons, but also in extra-curricular
activity, this way helping teenagers to discover their Self.

Conclusions
1. Generally identity is described as determination, individuality, sameness;
complete concurrence of something. In psychological sense it is a person’s
inner unity experienced as one’s Self. It is a person’s ability to describe oneself,
to answer the question Who am I? and to coordinate various answers
obtained. It is the way a person can feel the Self (Giddens, 2000).
2. Some researchers claim that there is not one, but even several musical
identities: identity in music and music in identity. Other scientists believe that
musical identity is a process, therefore, finding one’s musical identity is as
difficult as to answer the question Who am I?
3. Problems of musical identity are particularly urgent in adolescence, when
teenagers are looking for their Self, therefore, it is very important to look for
opportunities to employ musical activity as efficiently as possible in order to
solve this problem.
4. Though curriculum content at Lithuanian comprehensive schools is regulated
by General Basic Training Programs and Educational Standards (2003),

82

Problems in Music Pedagogy, Vol.12(2), 2013

however, a teacher is given some freedom to select the material that is urgent
to today’s pupils. Extra-curricular musical activity provides considerably more
opportunities of development of pupils’ musical identity.
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Abstract
The purpose of this study was to determine the degree to which students in elementary
schools of Taiwan can recognize the melodies and compare the degree to which various
kinds of formal and informal training may influence that ability. The subjects included
three different groups of 11/12-year-old elementary students from one city and three
counties in Taiwan. A total of 570 students participated in this study, including 280
indigenous students (Group A), 140 Chinese instrument players (Group B), and 150
students who did not have experiences of Chinese music and background of indigenous
culture (Group C).
Subjects’ recognition of major, minor, and pentatonic tonalities was measured using an
instrument developed by J.L. Shiu (2004). This test contained 30 aural items, based on
music used in general music textbooks and required students to listen to short excerpts
played on an electronic keyboard and respond by circling one of four identifiers on an
answer sheet.
The means of Group A were 4.74 (SD=2.17) in major key melody identification, 4.72
(SD=2.44) in minor key melody identification, and 3.60 (SD=2.18) in pentatonic music
identification. The means of Group B were 7.43 (SD=2.45) in major key melody
identification, 8.39 (SD=2.27) in minor key melody identification, and 7.44 (SD=2.75) in
pentatonic music identification. The means of Group C were 4.61 (SD=2.04) in major key
melody identification, 4.87 (SD=2.48) in minor key melody identification, and 4.13
(SD=2.07) in pentatonic music identification. The participants of Group A and C had
lower scores in identifying pentatonic music melodies than in major and minor key
melodies.
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Introduction
Multicultural music has been becoming imperative in school curriculum in several
nations (Leglar, 1992; Leong, 1992; Skyllstad, 1992; Smith & Hurword, 1992; Volk,
1993; Chen & Chang, 2004). Numerous authors have offered rationales for
multicultural music education and recommended appropriate instructional materials
to help music teachers in teaching world’s music (Anderson, 1992; Goodkin, 1994;
Anderson & Campbell, 1996; Mark, 1996; Hsien & Pan, 2004).
However, P. Fletcher (1987) and D. Sell (1992) indicated several dangers pertaining to
multicultural music education. D. Sell (1992) pointed out the importance of cultural
preservation and stated that as we emphasize multiculturalism in music education too
much, it may destroy the uniqueness, distinctiveness, and variety of the world’s music.
Undoubtedly, if we continue to promote cultural mix, doing so will be able to help our
society become culturally richer. However, at the same time, it may bring us to face a
challenge that minority cultures will be diluted or eliminated in our society.
In addition, P. Fletcher (1987) indicated that we will weaken the arts of different
cultures, if we attempt to integrate them. Moreover, D. Sell (1992) indicated that as
music teachers introduce the music of other cultures, it is important to know what
they are doing. They need to strengthen and enrich the music for all parties, especially
for those of immigrant and minority cultures. It is a responsibility for music teachers
and students to retain the distinctiveness of the different music and the culture of its
origin.
Within present Taiwanese culture, the sub-culture of aboriginal Taiwanese is
considered a minority. These “original people” once had several distinct cultures, each
rich in music and other arts (Hu, 2002; Shiu, 2004; Lee, 2005). There is growing
concern that the uniqueness and richness of these cultures are being lost (Chen &
Chang, 2004). Recent examinations of the music curriculum in Taiwanese schools
reveals that for many years it has been based primarily on materials of Western music
with the unique musical contributions of Taiwan’s original people being overlooked
(Hu, 2002; Chen & Chang, 2004; Hsien & Pan, 2004). As a result there has recently
been an increased interest in including music from aboriginal Taiwanese cultures in
the music curriculum of Taiwanese schools.
P.W. Hu (2002) investigated school students’ attitudes toward and preferences for
aboriginal Taiwanese children’s songs. She found that students’ ethnicity and the
languages spoken in the homes were positively related to students’ attitudes and
preferences for those songs with aboriginal students exhibiting more positive
attitudes and stronger preferences than other students.
There are several elements that uniquely identify the music of a given culture
(Kessler, Hansen, & Shepard, 1984; Schellenberg & Trehub, 1999). A number of
researchers have selected tonality, especially as defined through scale construction as
one of the key variables (Lynch, Eilers, Oller, & Urbano, 1990; Lynch & Eilers, 1991).
M.P. Lynch and R.E. Eilers (1991) examined the influence of formal and informal
musical experiences on children’s ability to perceive culturally familiar (native) and
unfamiliar (nonnative) musical scales. They found that informal musical acculturation
positively influenced the perception of 10-13-year-old children and that formal music
experience could promote the acculturation process leading to improved perception.
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A general comparison of Western music, on which most Taiwanese school music
curriculum are based, and the music of aboriginal Taiwanese cultures indicate that
one important difference is scale construction. Western music is based on diatonic (12
tone scale) scales that may be in either the major or minor modes. Traditional Chinese
and aboriginal Taiwanese music is based on pentatonic scales. Therefore it may be
assumed that listeners, of any age, that have been enculturated in Western music will
be able to perceive music based on diatonic scales more easily than listeners
enculutrated in traditional Chinese and aboriginal Taiwanese music. The reverse
assumption may also be made.
Based on these assumptions, J.L. Shiu (2004) investigated Taiwanese fifth graders’
ability to distinguish diatonic and pentatonic music. Her subjects were divided into
three groups: (1) students that performed on Chinese instruments (n=147), (2)
students from aboriginal families (n=142) and (3) “typical students” － those without
experience playing Chinese instruments and not from aboriginal families (n=157). Her
findings did not support the assumptions because she found that students from
aboriginal families scored lower on tasks requiring recognition of pentatonic music
than students in the other two groups.
It would therefore seem that if the unique qualities of Taiwanese aboriginal music are
to be preserved music based on the pentatonic scale, the music should be included in
the school curriculum. Additionally, students should be able to recognize melodies
based on pentatonic scales as readily as they can those based on major or minor
diatonic scales. The purpose of this study therefore was to determine the degree to
which students in elementary schools of Taiwan can recognize the melodies and
compare the degree to which various kinds of formal and informal training may
influence that ability.

Methods
Subjects
The subjects of the present study included three different groups of 11/12-year-old
elementary students from one city and three counties in Taiwan. A total of 570
students participated in this study, including 280 indigenous students (Group A), 140
Chinese instrument players (Group B), and 150 students who did not have
experiences of Chinese music and background of indigenous culture (Group C). All
subjects reported having normal hearing.
Participants were fifth or sixth graders enrolled in general music classes in public
schools. Music teachers followed a curriculum that provided experiences that were
primarily based on diatonic major and minor music of western culture, although some
experiences were also included in the curriculum with pentatonic music.
In addition to enrollment in general music classes, students in Group B also
participated in auditioned Chinese Traditional Ensembles in the schools for at least
two years. Students in Group A were identified by the music teachers as being from
indigenous communities. Indigenous students who also took piano lessons, or
reported any musical training beyond that received in general music class were
excluded from this group.
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Instrumentation
Subjects’ recognition of major, minor, and pentatonic tonalities was measured using
an instrument developed by J.L. Shiu (2004). This test contained 30 aural items, based
on music used in general music textbooks and required students to listen to short
excerpts played on an electronic keyboard and respond by circling one of four
identifiers on an answer sheet. The identifiers were (1) major key melodies, (2) minor
key melodies, (3) pentatonic scale melodies, and (4) I do not know. This instrument
was carefully developed by J.L. Shiu and considered appropriate for the present study.
Procedures
Data for this study was collected by administering the instrument in a regularly
scheduled general music class. After being introduced to the students by the general
music teachers, the researchers briefly described the process to the students and lead
them through three practice examples. The 30-item test was then administered by the
researchers. The introduction and practice examples consumed about 10 minutes; the
test - about 30 minutes. Response sheets were collected and scored by the
researchers. Scores were analyzed using ANOVA procedures with Scheffe follow-up
procedures. The level of significance was set a .05.

Findings
The means for the combined on each musical mode was calculated first and are given
in Table 1.
Table 1. Means and standard deviations for the three musical modes
TONALITY/PENTATONIC
Major Keys
Minor Keys
Pentatonic Music
Total
n=570

MEAN
5.37
5.66
4.68
15.69

SD
2.50
2.87
2.80
7.39

The means of all participants’ tonality/pentatonic music identification was 5.37
(SD=2.50) in major key melodies, 5.66 (SD=2.87) in minor keys, and 4.68 (SD=2.80) in
pentatonic music. The performance of students in the three groups was compared and
the results can be found in Table 2.
Table 2. Means and standard deviations for the three groups on the
three musical modes
Tonality/Pentatonic
Major Keys
Minor Keys
Pentatonic Music
Total

Note: p<.05
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GROUP A

GROUP B

GROUP C

(n=280)
M
SD
4.74
2.17
4.72
2.44
3.60
2.18
13.06
5.92

(n=140)
M
SD
7.43
2.45
8.39
2.27
7.44
2.75
23.25
6.72

(n=150)
SD
F
2.04
80.86
2.48
119.42
2.07
135.28
5.40
147.62

M
4.61
4.87
4.13
13.54

P
0.00
0.00
0.00
0.00
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Means and standard deviations are shown in Table 2 by melodies for
tonality/pentatonic music and participant groups. The means of Group A were 4.74
(SD=2.17) in major key melody identification, 4.72 (SD=2.44) in minor key melody
identification, and 3.60 (SD=2.18) in pentatonic music identification. The means of
Group B were 7.43 (SD=2.45) in major key melody identification, 8.39 (SD=2.27) in
minor key melody identification, and 7.44 (SD=2.75) in pentatonic music
identification. The means of Group C were 4.61 (SD=2.04) in major key melody
identification, 4.87 (SD=2.48) in minor key melody identification, and 4.13 (SD=2.07)
in pentatonic music identification. The participants of Group A and C had lower scores
in identifying pentatonic music melodies than in major and minor key melodies.
After an analysis of variables, there were significant differences p =0.00 between and
among the three groups. A Scheffe post-hoc comparison test indicated that the mean
for the Group B was significantly higher than the means for the Group A and Group C
in major, minor key, pentatonic music melody identification.

Discussion and Conclusions
Through ANOVA and Scheffe post-hoc comparison test, there were significant
differences between and among the three groups of participants. In other words, there
were significant differences between and among indigenous students, Chinese
instrument players, and students who did not have Chinese music experiences and
background of indigenous cultures, in their ability of identifying tonality and
pentatonic music.
All participants scored lower on the recognition of pentatonic music melodies than
tonality (major and minor keys) music in the present study. This indicates that all
participants were less able to recognize music from indigenous Taiwanese culture
than music from Western culture. The Group A (indigenous students) had lower
scores in identifying pentatonic music melodies (their culturally familiar music) than
the Group B and Group C.
The grand mean of the Group B was 23.25 (a total score of the test was 30). The grand
mean of Group A was 13.06. The grand mean of Group C was 13.54. The results
indicated that Group B (Chinese music majors) had much better performance in
identifying tonality and pentatonic music melodies than other two groups. While this
may result from the training students in Group B receive within the Chinese
Instrument Performing Ensemble, it may also be that students with strong interest in
music and higher musical ability (aptitude) choose to join the Chinese Instrument
Class, leaving students with lesser interest and ability in the other two groups.
The results of the present study were similar with J.L. Shiu’s (2004) findings. Students
from indigenous backgrounds do not score higher on tasks requiring the recognition
of music from the indigenous culture. This raises the question as to the degree to
which indigenous music continues to be part of life in the homes and communities of
indigenous people in Taiwan. Ethnological and sociological studies investigating this
are needed.
In this present study, all participants scored lower on tasks requiring the
identification of pentatonic music melodies than tonality melodies suggesting that all

89

Cheng-Hsien KAO & Ming-Jen CHUANG

current students in Taiwan have difficulty recognizing music from indigenous
Taiwanese culture. J.E. Kessler, et al. (1984) stated that listeners may be able to
recognize culturally familiar music as they heard contexts based on music of their own
culture. In addition, E.G. Schellenberg & S.E. Trehub (1999) had similar reports in
their study “Culture-general and culture-specific factors in the discrimination of
melodies” as J.E. Kessler’s. In addition, E.G. Schellenberg & S.E. Trehub pointed out
musical acculturation may be able to help listeners enhance their ability of perception
to culturally familiar music. However, in the present study, all participants had
difficulty identifying music from their culture. This suggests that students in Taiwan
are being acculturated to Western music rather than music from traditional
Taiwanese culture, supporting the fear that Taiwan may be in danger of losing its
traditional culture.
P. Fletcher (1987) and D. Sell (1992) indicated several concerns and dangers
pertaining to multicultural music education. D. Sell pointed out the importance of
cultural preservation and the danger of too much emphasis on multiculturalism in
music education. This danger is the loss of the uniqueness and richness of individual
cultures. Data from this study suggest that this may be happening in Taiwanese music
classrooms.
P.W. Hu (2002), J.L. Shiu (2004) and S.C. Lee (2005) indicated that students preferred
Western music and popular music in Taiwan. The challenge for Taiwanese music
teachers may be to find appropriate ways to present indigenous Taiwanese music so
that students will be motivated to learn. With learning and familiarity, student
preference for indigenous music may increase.
Data from the present study indicate that indigenous students’ scores on tasks
requiring the recognition of pentatonic melodies were lower than scores of the other
two groups. This raises the concern that indigenous music may not be an important
element within present-day indigenous families and communities. If the preservation
of this part of Taiwan’s traditional and culture is important, music educators and
community leaders must work together to find ways increase the role of such music in
daily life of indigenous people, helping them recognize the value and importance of
their musical traditions. Music educators teaching in schools with students from
indigenous students should re-examine curriculum to determine if sufficient emphasis
is placed on music from the culture of the students.
According to the reports of H.-F. Chen & C.J. Chang (2004, 88), the few indigenous
songs were found in the music textbooks used in Taiwanese schools; however, the
percentage of songs in 1994 editions was higher than in previous editions. There was
no indigenous music provided in textbooks in 1983. Nevertheless, around 2.22-6.45%
song materials were indigenous music in 1994. It indicated the emphasis of
indigenous music in present school curriculum in music. According to the report of J.L.
Shiu’s study (2004), there were varied percentages of song materials in different
modes provided in music textbooks used in schools. There were 67.86% song
materials in Western major keys, 2.38% in minor keys, 25% in pentatonic scales, and
4.76% in other scales, such as three-tone, four-tone and six-tone scales. It indicated
that the majority of song materials are Western major keys. The percentage of song
materials in pentatonic scales is 25%. In other words, although the percentage of song
materials of indigenous culture was increased, indigenous participants did not have
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better ability in identifying their cultural music than tonality music in this present
study. Perhaps, music educators need to thoroughly rethink the appropriateness of
instructional content and teaching strategies as they teach students multicultural
music in their general music classrooms, especially indigenous music. Moreover,
additionally appropriate instructional content for cultural preservation may need to
be considered in school curriculum in indigenous communities.
Certainly, schools are not the only institutions responsible for the enculturation of
students nor for the preservation of cultural heritage. The recommendation by J.L.
Shiu is repeated here, that there be on-going study of all modes and institutions that
contribute to the creation and sustaining of culture. If the indigenous cultural heritage
of Taiwan is to be preserved, it must be accomplished by the joint effort of all.
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Abstract
International Minifiddlers is a distance education project in violin studies developed by
Caprice Ltd. Violin professor Géza Szilvay teaches groups in Finland and around the
world from initial stages with the Colourstrings method. Children are taught
systematically on a weekly basis starting from the very basics of violin studies. The
pedagogues of the children are instructed throughout the project. The Finnish students
of Géza Szilvay are from the East Helsinki Music Institute. The project uses some of the
latest teleconferencing technology for online and real-time instruction. The sessions are
documented for online broadcasting. The aim of the study is to find out how distance
learning environment operates according to parents’, violin teachers’ and some
children’s experiences after the first study year. Research problems are to find out what
kind of experiences participants have about Minifiddlers - distance learning environment
in supporting early musical giftedness and which kind of roles the participants have in
distance learning interaction according to their experiences.
The qualitative research data has been collected through video group interviews with
the parents and teachers from Finland (Helsinki and Rovaniemi), Denmark and Germany
and through children’s interviews from Finland. Data has been analyzed by using
qualitative content analyses. Results show that International Minifiddlers is a distance
education project that works very well with musically gifted children. The support of the
parents is needed in practicing the violin at home between the lessons. Through this
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distance learning environment high quality pedagogy can be studied and offered easily
around the world through the Colourstrings method.
Keywords: distance learning environment, instrumental pedagogy, Colourstrings
method, violin playing, early childhood music education, early giftedness.

Introduction
Last year there has been a lot of discussion about different kinds of learning
environments as well as technological possibilities in developing Finnish music
education. Finland is also well-known in excellent PISA results. Intercultural
communication calls us to share the pedagogical ideas when it is possible. The
Development Project of Music Education Environments 2008-2010 of the Finnish
National Board of Education has pointed out that education environments shall
support the use of technology, give skills for learning, thinking, problem solving and
social activation. The music education methods are due to support ICT skills
(Kauppinen, 2010). Distance learning environment makes it possible to contact people
all over the world to share the pedagogical ideas of music learning also in the field of
instrument pedagogy. This article introduces one distance learning case and the
experiences of the participants after the first study year.
International Minifiddlers is a distance education project in violin studies developed
by Finnish violin pedagogue Maarit Rajamäki and her company Caprice Ltd. Violin
professor Géza Szilvay teaches groups in Finland and around the world from initial
stages with the Colourstrings method. The Finnish students of Géza Szilvay are from
the East Helsinki Music Institute. The distance learning programme uses some of the
latest teleconferencing technology for online and real-time instruction. The sessions
are documented for online broadcasting. The project is in cooperation with the
University of Helsinki Music and Brain Research Group and Department of Teacher
Education.
The countries involved in the project include Australia, Denmark, Faroe Islands,
Finland, Germany, Greenland, Israel, Italy and South Korea. The number of
participating countries is constantly increasing. In this case study the data has been
collected from three participative countries: Denmark, Finland and Germany.

Distance Learning of Violin Pedagogy in Finland
The first pilot distance learning sessions between Finland and USA were made already
in 1997 by Maarit Rajamaki and Pinchas Zukermann. Videoconference technology was
primarily developed for transmitting conferences with spoken sounds and there has
been a lot of experimentation and research to be done before the quality of, say, violin
sound could be transmitted with high enough quality. From those days the technology
has developed immensely but there is still a great challenge to take on with the sound
quality and timing. According to M. Rajamäki (2007), the fast internet connections
nowadays make the sound quality during videoconference sessions excellent – almost
as good as listening to the music in the same room.
M. Rajamäki (2007) states that distance learning is not widely used in Finland, partly
because the methods are not introduced well enough in music teacher education or
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instrument pedagogy. To gain experience from many aspects the students of pedagogy
in Oulu University of Applied Sciences took part in the project both as teachers and
students. The most important aim of Vi r Music is to integrate distance learning in high
school curriculum.
In Northern Finland the population is centralized and in many areas in the periphery,
professional teachers in some instruments are almost impossible to reach. Because of
long distances it takes a lot of time and money to travel to study places. For this
reason, music schools became interested in the potential of good quality distant
learning via video conferencing from basic to high level instrument education to areas
where it is geographically difficult to get (Vi R Music, 2010). Vi R Music was an
international project, which was funded by Interreg IV A program. The aim of the
project has been to gather experts from music and technology sectors together to
deliberate solutions for distance learning problems: 1) How to achieve cost savings
with the development of virtual education technology? 2) In which way personal
classroom instruction and distance lessons are to be combined? 3) How a teacher can get
technical support in distance lesson situations? 4) What else besides audio and video
there is to be delivered in virtual education? 5) How can methods of virtual teaching be
integrated in music teacher education? (Vi R Music, 2010). In Lapland College of Music
distance piano lessons started in 2000 between Rovaniemi and Posio and in 2003
North-East College of Music (These projects were financially supported by The Finnish
National Board of Education (Rantasuo, 2006, 350-351). Recently, a research project
Vi r Music was set up by five organizations from Northern Finland (Kemi-Tornio
University of Allied Sciences, Oulu University of Applied Sciences and Säretö
Academy), Sweden (School of Music in Piteå and University of Technology in Luleå),
Norway (University of Tromsö). The main principle of the project was to increase
knowledge of virtual music teaching among the teachers and students and organize
lessons and master classes via videoconference equipment (Vi R Music, 2010).
Research in music technology in Finland has primarily been focused on the
technological solutions of distance lessons, and the pedagogical or learning
environmental issues are just coming to the focus of research. During the semester
2009-2010, Kangasluoma gave distance violin lessons from Oulu to Rovaniemi once a
week. In addition to distance lessons, the students had normal 60-minute classroom
violin lessons, orchestras and theory every week (Kangasluoma, 2010). On the basis of
her research results M. Kangasluoma (2010) has found out that if the violin lessons
are carefully prepared and the technical equipment is proper and works well, there
are no problems in teaching the violin distantly. It is also easy to add music
technology, audio, videos and scores in distance lessons. The novelty of video
conferencing inspires students, makes them more concentrated. Distance situation
may also encourage shy students to play courageously (Salavuo, 2006). According to
M. Kangasluoma (2010), it depends on the age and level of playing how often distance
lessons should be given. At the very beginning it is best to concentrate on normal
contact lessons, because it is vital to learn a good playing posture correctly from the
start and therefore face-to-face guidance is needed. When the student has played
several years and achieved good knowledge of how to practice violin, distance lessons
could be the main method and the teacher might be more like a regulating and
directing actor. The information via videoconferencing is transmitted mainly verbally,
which may not be effective enough to produce the change in performance needed to
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improve for example bowing technique and the quality of sound. Haptical information
is also needed in string instrument instruction.
T. Shiratori, A. Nakazawa & K. Ikeuchi (2006) consider that in many situations of
music study it is important to give and get exact information of muscle tonus,
movements, position and so on. Perhaps, the use of video recording and body sensors
in the way some dancers use them to produce computer animation could be possible
in mediating information in distance learning process in the future. The animation
could be viewed at any position, angle and speed (Shiratori et al., 2006). According to
J. Ojala (2006), virtual three dimensional spaces are not yet available in education for
economic and technological reasons (113). According to M. Rajamäki (2007), distance
teaching is a good method to increase equality between students in cities around the
world and the periphery. In cities distance learning could be an extra method in
addition to basic contact teaching.
Virtual master classes for violin students in Finland
Since 1997, Maarit Rajamäki has organized many virtual master classes in Finland.
Internationally a very well-known violin artist Pinchas Zukerman started distance
teaching first in the USA and later in Hong Kong, Israel, Canada and Finland. M.
Rajamäki, Artistic Director of Särestö Academy, organized the first intercontinental
master class for violin students via videoconferencing in September 1997 together
with the Helsinki Telephone Association. P. Zukerman was pleased with the level of
playing of the students in Finland and wanted to continue co-operation. Partners in
the USA were Master Vision International and Manhattan School of Music in New York
(Rajamäki, 2007). The co-operation has continued from 1997 with many multipoint
master class sessions via videoconference.
M. Rajamäki, establisher of Caprice Ltd is a pioneer in creating high level musical
distance learning environments in Finland. The company provides expertise and
services on distance teaching and consultation on the technical execution of distance
classes. The clientele includes music institutions, universities, teachers, musicians and
broadcasting companies around the world. Many young talented artists have
participated in the master classes. Since then, the company has arranged distance
teaching master classes with other famous artists such as Hagai Shaham, Yuval Yaron,
Gary Hoffman, Monica Groop and Ralf Gothóni. The master class teachers in
violoncello have been Gary Hoffman and Alexander Rudin. The classes were point-topoint or multipoint synchronous (real-time) distant teaching sessions between
Helsinki, Oulu, Levi ja Ylläs, Olos, Rovaniemi and Sodankylä in Finland and
Israel,Sweden (Piteå), Greenland (Nook), South Korea (Soul), Japan (Tokio), Australia
(Brisbane), Canada (Ottawa), Norway (Tromsø). (Rajamäki, 2007; International
Minifiddlers, 2013).
Särestö Academy, Caprice Ltd and Virtuosi in Kuhmo organized also asynchronous
violin courses. The method was simple: a student`s performance and some questions
about technique or music style were video recorded and sent by e-mail to P.
Zukerman. P. Zukerman then sent his video recorded answers by e-mail (Rajamäki,
2007). M. Rajamäki has also organized the distance learning environment of
International Minifiddlers. This article studies these master classes taught by FinnishHungarian Professor Geza Silvay. He uses the Colourstrings method. During the
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distance teaching sessions, violin teachers are learning to use the Colourstrings
method and children are learning to play the violin by using this method.
S.E. Dreyfus (2004) has developed a five-stage model of learning from novice to
expert. The first stage is a novice stage. The instruction process begins with the
instructor decomposing the task environment into context-free features that the
beginner can recognize without the desired skill. In this stage the beginner is given
rules for determining the actions on the basis of these features just like a computer
following a program. During the Advanced beginner stage the novice gains
experiences by copying real situations and begins to develop an understanding of the
relevant context and meaningful additional aspects of the situation or domain.
According to S.E. Drayfus (2004), at this second stage learning can be carried on in a
detached, analytic frame of mind as the student follows instructions and given
examples. With growing experience, the learner is able to recognize the number of
potentially relevant elements and procedures of the process. In this third stage the
emotional involvement seems to play an essential role in switching over from the
fears of mistakes and to commitment of practicing and learning better. By practicing
through experiences, the competent performer becomes more and more emotionally
involved in a task. If the detached stance of novice and advanced beginner is replaced
by involvement and the learner can accept also the anxiety of choice, he/she is set for
further skill advancement. S.E. Drayfus (2004) calls this fourth stage of learning
Proficiency. In this stage both positive and negative emotional experiences will
strengthen successful perspectives and inhibit unsuccessful ones, and the performer’s
theory of the skill, as represented by rules and principles will gradually be replaced by
situational discriminations. In the last stage of learning the learner becomes an expert.
The expert not only sees what needs to be achieved but decides how to do it. In
unfamiliar processes, the expert is neither solving problems nor calculating or
thinking of the rules. The expert is just doing what normally would work. With vast
experience and practice it normally does work (Drayfus, 2004). This model can be
applied in studying both instrument playing or instrument pedagogy.

Learning Environmental Issues Supporting Early Giftedness
The aim of this article is to describe how the distance learning as one of the learning
environmental catalysts works with young musically gifted children through their
parents’ experiences and what the role of parents in their child’s studies is. According
to F. Gagné (2003), giftedness is an untrained, spontaneous and natural ability that
exceeds the norm. Talent is defined as the superior mastery of systematically
developed-abilities. Behind talent there is giftedness but the natural aptitude of
giftedness can be hidden and not necessarily demonstrated in talent. For H. Gardner
(1993) giftedness is seen in a phenomenographic sense as high intelligence
manifested in a single ability, or a set of abilities. Also H. Gardner (1993), who writes
about musical giftedness, points out that culture pattern, value systems, motivational
aspects and the whole social milieu in which children live and learn are influential for
the development of different kind of giftedness.
This study group consisted of young students who had special giftedness in music, and
they had begun to learn to play the violin about one year before the interview session.
According to F. Gagné’s (2003) model, the giftedness potential of a person is

97

Inkeri RUOKONEN, Pirkko JUNTUNEN & Heikki RUISMÄKI

connected with various personal and environmental forces affecting the translation of
a giftedness potential into talented performances. In this study we are interested in
distance learning as an environmental catalyst. F. Gagné (2003) describes in his
DMGT-model (Differentiated Model of Giftedness and Talent) the positive or negative
impacts of these environmental catalysts on milieu, persons, provisions or events.
According to J. Piirto (2002), environmental issues have a great impact on the
development of giftedness. She has constructed the Pyramid of Talent development to
illustrate this development. On the first level there are genetic aspects, she prefers
that giftedness is much inherited, but the environment has an important role in
developing what is inherited. Then there is the emotional aspect which is important
for creativity development. Among the personality attributes J. Piirto (2002) mentions
willingness to take risks, sense of openness, ability to be unconventional and the
ability to inure oneself against pressures to confirm. Cognitive aspects refer to
cognitive functioning in the chosen talent domain which can also be tested. Five
“environmental suns”, as J. Piirto (2002) calls the certain factors in the environment
that everyone is influenced by, are the most interesting part of this model. The three
major suns are the sun of home, the sun of community and culture and the sun of
school. The other smaller suns are the sun of chance and the sun of gender. In her
study of the creative and talented writers J. Piirto focuses the creative process of
writers through these environmental factors which seem to be obvious to the
development of their giftedness and creative thinking. In this study we think that
distance learning can represent one of the “environmental suns” supporting giftedness
to develop and we are interested in studying how this “sun shines” according to
experiences of the parents of these children.
Also J. Dewey (1934/1980) continuously argued that educators need to support
transactions and experiences that will live fruitfully and creatively in subsequent
experiences. According to S.A. Barab & J.A. Plucker (2002), the change in educational
thinking is needed. Instead of advocating for the systematic and didactic separation of
individual from environment, a relational way of educational thinking points to the
importance of fully contextualized experience through which individuals,
environments, and the sociocultural structures and relations transact. In this line of
thinking, the place to look for giftedness or talent is not in the head or in the
environment, but in the variables of the “flow itself”. Talent, or evidence of being
knowledgeably skillful, is thus considered present when individuals, frequently using
multiple resources, like the possibilities of distance learning environment, and always
interacting as part of the sociocultural world demonstrate their propensity for
forming particular relations. Given this relational perspective for learning, for
example, instrumental playing in a distance learning environment or by using
playback programs, should be considered as a specific cultural milieu through which
students develop their understandings of what constitutes a gifted and creative
interaction that is defined and validated in terms of the day-to-day practices and
rituals of the music culture. According to I. Ruokonen (2005), parents, teachers, home
and school environments seem to be the most important environmental factors for
developing gifted and creative potential. Media, ICT and other communication skills
have also been taken into developmental programs of arts education in both countries
and in distance learning especially in Finland. Educators need to select the daily
rituals and activities carefully so that students creatively learn to use and develop
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their skills and participate in practices that are consistent with the other
environmental structures and processes outside of schools.
P. Juntunen (2011) has developed new technological solutions in violin pedagogy; she
studies especially playback learning environments and their effects on violin learning.
According to P. Juntunen, H. Ruismäki & I. Ruokonen (2011), the amount of time and
the quality of home practice are necessary for the progress of a violin player. If tools
such as computer games can be used to improve intonation and sound quality in
addition to technical skills in a playful and engaging way, using a new technological
solution can be a great contribution to music education overall. Distance learning,
informal music learning and virtual communities in music learning are nowadays
increasingly used in practice along with traditional methods in Finland.

Study Design
The aim of the research is to find out how distance learning environment operates
according to parents’ teachers’ and some children’s experiences after their first study
year. Research problems are:



What kind of experiences the participants have about Minifiddlers - distance
learning environment in supporting early musical giftedness?
What kind of roles the participants have in distance learning interaction
according to their experiences?

The qualitative research data has been collected through video group interviews with
the parents and teachers from Finland (Helsinki and Rovaniemi), Denmark and
Germany and through children’s interviews from Finland. Group interviews were
conducted by using distance connection and video conferencing technology. Parents
and children participating from Helsinki were group interviewed in live face to face
contact. There participated groups from Germany, Denmark and Finland/Rovaniemi.
A violin teacher and four parents of 5-6-year-old children from Germany also took
part in it. The Danish group consisted of two violin teachers, four parents of 6-7-yearold children; two children were present in the discussion. One father was also the
developer of distance learning in Denmark. There participated one teacher, 5 parents
and four 6-8-year-old children from Rovaniemi. There were seven parents and six 6-7year-old children participating in the interview session from Helsinki. So, altogether
Professor Géza Szilvay, four violin teachers, 20 parents and 12 5-8-year-old children
from three different countries took part in the interviews. The three interview
sessions were held during May and June, 2013.
All group interviews were video recorded and the data has been analyzed by using
qualitative content analyses. The interview sessions are also documented for online
broadcasting. Three group interviews lasted two hours 49 minutes altogether. The
aim of this article is to give a review of the roles and first experiences of the
participants after the first study year.
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Results
International Minifiddlers are using the Colourstrings Method that is developed by
Géza Szilvay and Csaba Szilvay. It creates a firm musical foundation for the child. The
method is built on the philosophy, ethnomusicology and pedagogy of the great
Hungarian composer Zoltán Kodály. At the very beginning of learning to play an
instrument the child will master the elements on which all of the later musical and
technical requirements are based. The children receive “a musical package” which
encompasses technical skills, a trained ear for music, a deep understanding of it as
well as outstanding ability in the expression of music.
“It is essential, particularly in the early years that instrumental teaching
is of the highest quality. These formative first years are crucial for the
child´s future in music” (professor Géza Szilway).

The role of Professor G. Szilway is essential to this distance learning program, because
he is sharing his knowledge about the Colourstrings method both with the violin
teachers as well as with the children and their parents. Professor G. Szilvay was born
in Budapest, in 1943. He studied the violin at the Béla Bartók Conservatory and violin
pedagogy at the Budapest Music Academy, which he graduated in 1966. Since 1971, he
has been teaching the violin at the East-Helsinki Music Institute and since 1978 at the
Sibelius Academy as well. In 1984, he was appointed Principal of the East-Helsinki
Music Institute. The renowned Helsinki Junior Strings (at present the Helsinki Strings)
orchestra was founded by Geza Szilvay and the cellist Csaba Szilvay in 1972, and they
have conducted the orchestra ever since. The Szilvay brothers have gained
international recognition both as string pedagogues and as conductors and educators
of children and youth orchestras. The Colourstrings approach, developed by the
Szilvay brothers, has gained an international reputation and is now taught all over the
world. A number of special Colourstrings institutions, schools, centers and societies,
have been established in several countries in order to realize and further this childcentered teaching concept (Colour Strings, 2013). International Minifiddlers’
instrument pedagogical distance training program offers a profound knowledge of the
Colourstrings method to the participant teachers.
There is a lot of interaction between the participants during the distance learning
situation. Also the different kind of roles of the participants can be found in this
distance learning process.
Professor G. Szilvay points out the commitment for the distance learning process:
“At the beginning I contacted all the parents and explained them the
project and the importance of the participation, support and practice
because I wanted the families to be aware of the challenges and
commitment to the whole process”.

Interviews prove that parents experience their most important role in the distance
learning as a supporter and helper during practice and transportation. They listen to
the lessons and value a lot of Professor G. Szilvay’s pieces of advice. Parents put an
emphasis on the importance of support and daily practice.
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“That is very important for us. If we have like a three days pause, then we
have to start from the beginning, so it is much easier to practice a little
every day” (German mother).

Some of the parents motivated their child to practice by playing together and by
showing that playing together is a sociocultural habit in the family.
“We are musicians and we also play music with my husband. He can play
with her piano and then it is fun, when she plays with me it is “work””
(German mother).

Also in Finland, the mothers seem to be most responsible in supporting the home
practicing although the fathers are also part of the team. One Finnish father points to
her relaxing role in home practicing.
“My wife is participating the violin lessons and more responsible and
aware about what and how to practice. Sometimes it is hard and then it
is my turn to change the mood and I our children to have a presentation
for me what they have learned. They eager to do show me what they have
learned and I have admired them and asked about their lessons and what
this mark means etc. and she eagerly teaches me and explains how Géza
said this and that…” (Finnish father).

Parents seemed to prefer the group lessons rather than the solo lessons. For example,
a Danish group has ones a month a group lesson but parents would prefer to have it
more often. Participation in a common group of Minifiddlers seems to be very
meaningful for the children according to their parents.
“At home we have discussed about the group lessons and we really like
these common lessons. We would like to have more group lessons instead
of solo lessons. It really works to play together. They really love it”
(Danish mother).

According to parents’ experiences, this distance learning environment with Colour
Strings method is an excellent way of learning to play the violin.
“She learns so much more in this group with Colour Strings than my other
child who is studying with Suzuki only by listening. I’m very happy about
this method, because she sees and realizes what she plays” (German
mother).
“I can see that she find similar things from the real notation and we are
really surprised about it. It is one hand very fast but on the other hand
very playful with all the strings” (German mother).
“Compared to Suzuki method I miss the recording, so we could listen to
the songs” (German mother).

Parents also enable the violin playing for their children. For example, in Lapland the
distances are huge and the journey to the place where you can have distance learning
can be 120 km. So the parents are putting time in driving their children in the weekly
sessions to make the distance connection possible.
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“My child’s school journey takes 2 hours every day and then we have
these violin lessons on Saturdays. Sometimes my child is tired for
travelling and don’t want to leave home but immediately when we get
here she loves to be here and study violin playing. We have so good
atmosphere and encouragement here that it helps us to continue”
(Finnish mother).

By sharing this experience in the interview, the developmental challenge concerning
song CD:s in different languages was discussed. The CD-songs were already in Finnish
and English. In the discussion a Danish teacher told that she and her colleague had
already translated the words and made the CD in the Danish language. This group
interview developed a new idea of translating songs and producing CD:s in every
Minifiddler-language.
The role of local violin teacher is very interesting. She or he is a professional violin
teacher who is learning a new Colour Strings method in this distance learning
situation and at the same time teaching children of her/his distance learning group to
play the violin and is co-operating with the parents as well. Teachers realize this
challenge very well and are willing to develop the co-operation among the
participants.
“Everybody is essential is this distance learning process, to build the
“family”: parents’ feedback is very important to me as well as Geza’s
advises and children’s opinions. We should build more family atmosphere
so that parents are not behind the curtains” (German teacher).

This initiative was very important: Let’s do so, said professor G. Szilvay, and the others
in the group interview agreed.
Professor G. Szilway is encouraging the teachers to motivate the children by giving
them a positive feedback whenever it is real and possible. He also values the principle
of active learning by doing.
“To keep on motivation there has to be all the time action for a child. Not
only action for an “action, but much meaningful action. By creating good
and encouraging atmosphere we give our energy to children” (professor
Géza Szilvay).

In this group interview only Finnish children could directly participate in the
discussion because of the language used. Children were very motivated to learn violin
playing by using Colour Strings and contacting other Minifiddlers during distance
learning sessions. “I think violin playing is just wonderful. Sometimes it is difficult but
when I practice it becomes easier”, - one Finnish girl tells about her learning. “Violin
playing is fun because you can learn it so fast”, - is the experience of another young
player from Finland. When the interviewer asked what the most fascinating in
learning was, one pupil explained: “The concerts, it is nice to perform and play violin in
concerts”. To learn something new all the time and to perform were the most
motivating experiences for Finnish children.
Distance learning environment includes all kinds of video conference techniques for
contacting professor G. Szilway and the international Minifiddlers groups. Digital
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video technology has come familiar to children, but because some of the children are
just five year old one German mother said that her child had asked at home whether
Géza really existed in real life or she was only a movie character. Finnish children feel
the distance connection very natural, they describe it as nice and exciting in many
ways, “the nicest thing is blinking to the others”, - explains one of them.

Figure 1. Roles of the participants of Minifiddlers distance learning environment

The main aim of the Minifiddlers distance learning program is learning. There are
different kinds of levels of learning found in the process. Firstly, the expert-novice
system is made possible through the distance learning environment. This
environmental “sun” (see Piirto 2002) is supporting early giftedness to grow. Children
as very novice violin players can have professional expert teaching of professor G.
Szilvay and that of their own local violin teacher. They also learn to practice daily with
the support of their parents. Local violin teachers are already professionals in
teaching violin as an instrument, but they are also learning in this distance learning
process. They are learning to use the Colour Strings method in their teaching. So they
want to develop their instrumental pedagogical knowledge beginning from Colour
Strings teaching novices to Colour Strings teaching experts. For this they can have the
professional support and mentoring by professor G. Szilvay who has developed the
method. Parents are learning how important their role is in their child’s learning
process. The acceptance, support and encouragement are valuable as well as are the
good atmosphere and open joyful interaction among the whole international group.

Conclusions
1. Participants’ experiences of distance learning were only positive. It gave
learners a possibility to participate in the international group and learn to play
by using Colour Strings method under the guidance of the method’s creator
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professor Geza Szilvay. It gave teachers the possibility to learn a new
instrument pedagogical method in a very practical way. It gave all participants
the international environment to share experiences and new solutions
concerning violin pedagogy and support of musically gifted children.
According to Ruokonen etc. (2011), when developing effective learning
methods and the education of children, it is essential to focus on both formal
and informal aspects and all the environmental catalysts which may relate to
the intrinsic motivation and to the development of giftedness and creativity.
For developing more creative educational environments to support the
development of creativity and giftedness we need to explore the creation of
new environments, new techniques to observe the development of creativity
and giftedness that is occurring, and new insights that develop as we explore
these issues collaboratively, and a more holistic environmental perspective.
2. Educators, researchers, and educational policy makers need to more equitably
apply the labels of giftedness or creativeness in respect of local and cultural
context, experiences, strengths or interests, which are essential to lead also to
a high talented performance in our culture and society. International
Minifiddlers promotes children’s culture and children playing music
worldwide. The project gives music pedagogues around the world an
opportunity to explore the Finnish high-standard musical education in detail.
Through International Minifiddlers a worldwide network of talented music
pedagogues and young musicians is created. Results also show how important
a good atmosphere, open and supportive interaction and commitment of the
adult participants are to young child’s musical development and learning. In
music education we have to follow Zoltán Kodály’s thoughts: “Only the best is
good enough for young child’s music education and music belongs to everyone”.
Developing a new technology and distance learning possibilities in music
should be one of our music educational challenges in the future.
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Abstract
The purpose of this recent study was to test new technology-based solutions to problems
concerning orchestra learning and teaching. In the Playback Orchestra method students
learn their orchestra parts with the support of the playback of the full score written with
a notation programme. The auditory model in playback could establish a basis for a
more cognitive learning strategy than the traditional method that uses reading and
learning from printed scores.
In this quasi-experimental study, two professional violin teachers evaluated the playing
skills of the students from a video before and after the learning period. The test group
learned to play an orchestra composition by using the playback method and the control
group played and studied music from printed scores without the playback. The aim was
to determine whether playback has the intended effect on learning a second violin or
violoncello score of a baroque style composition.
It was found that there were differences between the study groups. The Playback
Orchestra method was more effective in teaching the students to find the tempo and
pulse appropriate for the character of the music, read the bowings and rhythmic
patterns, and hold basic tempo and pulse throughout the whole score. An essential
character in baroque music style is terrace dynamics, which refers to rapid changes of
dynamics. The improvement concerning this skill was faster in the test group than in the
control group in a statistically significant measure.
These results indicate that the Playback Orchestra method has the potential to
accomplish the traditional orchestra teaching and learning methods and offers a home
practice support that is easy to learn and use.
Keywords: technology-based learning, string instrument instruction, orchestra
teaching, auditory models in learning.

Introduction
In Gustav Mahler’s words “die Symphonie muß sein wie die Welt. Sie muß alles
umfassen” [The symphony must be like the world. It must contain the universe].
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Things and ideas come into existence, struggle against each other, and gain strength or
perish. Figuring in the same style as G. Mahler, a great composer and an excellent
conductor, an orchestra is a world or a kind of community: there are rules and
restrictions, other members to pay attention to, and a leader to be followed.
In an orchestra, the members are organized hierarchically according to their
education and the conductor is at the top with the knowledge of the overall picture of
music. The players have their paper copies from which to read the notes, but the
conductor has the full score, and possesses the full picture of the music to be learned.
The conductor transmits information concerning the details of playing actions by a
certain procedure, and the orchestra members have a target in their activity: good
playing together in concerts.
One of the major objectives in music school orchestra education is to teach the
“orchestra life protocol”. According to research (Vartiainen, 1995) on Finnish
orchestra students, the students denote that in orchestra rehearsals they gain social
abilities, learn to listen to each other, improve in reading the music scores, keeping the
pulse, generating nuances, and perceiving the overall picture of the piece of music.
However, only 62% of the students reported that they practiced their orchestra parts
at home. One possible explanation for their unwillingness to practice at home might
be that students feel the orchestra scores are uninteresting, not at all like they were
during the orchestra rehearsal. Perhaps they do not know whether they play correctly
at home.
There have been efforts concerning computer-aided home practice programmes for
violin students. In a digital violin tutor program (DVT), the recorded and transcribed
audios of the students and the teachers are compared. If mistakes are detected in the
students’ performances, the correct playing is demonstrated to the students in a 2-D
fingerboard animation, or 3-D animations (Yin & Wang & Hsu, 2005; Boo, Wang &
Loscos, 2006). In his research on Computer Assisted Musical Instrument Tutoring
(CAMIT) applied to violin practice, L. Huanhuan (2009) focuses on a practice aid for
beginning and amateur violin students. The player`s performance is recorded and the
reflector of the programme keeps track of the player's performance and makes it
possible for the checking to be carried out after the whole performance. This enables
the player to concentrate on playing while performing. Nevertheless, according to
user research on CAMIT programmes, the feedback should be given in a more
interactive way during the practice: playing instructions should be given to the
performances in real time or near real time as in the face-to-face music lessons.
The orchestra playing skills, the orchestra protocols as well as the music pieces to be
learned develop in orchestra rehearsals and concerts in the best way, but
unfortunately, the music schools cannot afford more than one orchestra lesson a
week. To give a chance to practice in a kind of “virtual orchestra rehearsal” at home, P.
Juntunen (2011) created the Playback Orchestra method: the students practice their
parts with the support of an auditory background: the playback of the full score
written with a notation programme. Thus, the students hear the whole orchestra
while playing their own part. The students have an orchestra rehearsal in their own
rooms as often as they wish.
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Playback Orchestra: Learning by playing
The learning strategy in Playback Orchestra is quite different from learning through
reading printed scores. It resembles live orchestra rehearsals: the students learn by
playing. In home practice the students can practice the difficult sections repeatedly at
a tempo that is suitable for their competencies. The best advantage of the notation
programme playback over Play along CDs and other recorded media is that the tempo
can be adjusted to the skills of the player, first slowly, then faster (Juntunen et al.,
2011).
In the Playback Orchestra method, the students receive feedback immediately, because
the playback gives them the model of the correct performance to which they can
compare their own playing. They correct mistakes immediately while playing. In a
self-directive learning method like Playback Orchestra, the student practices in open
and emotionally safe learning conditions without having to fear the demolishing
effects of criticism (see Sava, 1993, 29). It is of vital importance that the student feels
good in learning, because it generates success in future situations (Graham & Weiner,
1996, 71-72).
The Playback Orchestra method practice is a process that proceeds through time; it is
not only a series of actions as a reaction to marks on the score. The rhythm and pulse
can be heard throughout the passage, which, according to S. Schellenberg & R.S. Moore
(1985), supports learning. In addition, the chords and tonal constructions can be
heard. As J.A. Sloboda (1985) points, knowledge of tonal constructions may help in
perceiving rhythm characters and constructions as well.
Considering the learning strategy in the Playback Orchestra method from another
perspective, other questions are raised:




Can possession of the auditory overall picture of the music benefit learning in the
same sense that conductors’ supervision of practice when they direct the playing
based on reading the full score?
Does being aware of the overall conception of the composition provide the
student with problem-solving skills that are broader than the capacity to find
specific solutions to certain problems?

The students hear the whole orchestra, its harmonies, feelings and rhythmic
characters. The on-going pulse as well as the feeling and the atmosphere will affect the
character, timing and quality of their playing motions and gestures. It can be figured,
that listening to the playback gives an auditory model of the music and playing along
with the playback in good timing of playing motions gives a kind of kinaesthetic or
motoric model of playing the particular piece of music.

Cognition-based Models in Learning Music
The processes of composing and interpreting music arise most certainly from auditory
imagery. Similarly, to create a satisfying interpretation of a printed copy of a
composition, a conductor or player utilizes audiation, a kind of inner listening to get
an image of the music. Based on this picture together with the knowledge of the
performance conventions of the era and personal musical characters of the composer,
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orchestra conductors create their interpretations by which they can share information
concerning the playing style to the orchestra.
Some learning theories assert that students learn through constructing, interpreting
and modifying their own representations of reality, which are based in turn on their
own earlier experiences (Jonassen, 1994). Considering from this perspective, the
auditory model in playback could evoke a cognitive learning strategy to encourage
mental rehearsing of the music. Some research has found that mental practice is more
effective than physical, because it better develops the rhythm, phrasing and dynamic
skills (Rosenthal et al., 1988); even novices learned better by mental training
(Rideout, 1992, 474). On the other hand, as Z. Highben & C. Palmer (2004) noted in
their studies, performance was better for participants who received auditory feedback
on their own playing during practice than for participants who did not. In playback
rehearsal, the students hear the orchestra and their own playing throughout the
practice.
The playback of a composition might evoke some imagery while the players learn new
music pieces. As D.J. Elliot (1995, 86–87) writes, listening to music leads to processes
by which one receives images of hidden musical constructions based on repetition of
themes, rhythm figures and other musical characters. According to K. Ahonen (2000),
by acculturation a child gets knowledge of the tonal system that will be later
accomplished by musical experience. The understanding of music is born because of
the knowledge of the relationships between the functional activities of the music in
question. In tonal music, the minor or major key is the frame within which the music
lives. In a melody, each note tends to act in a certain way, increasing tension or
movement or striving for rest or peace. The seventh note of a tonal scale is the most
active: it strives to go up to the tonic. The tendencies in harmony are even stronger
than in melody: tonic is static, dominant is full of energy and subdominant expresses
soft and lyrical status. If the listeners are acquainted with musical structures, some
expectations are evoked during music listening situations. The listener may
contemplate in which direction the melody is going and wonder if it is finally reaching
the “home chord” (Krumhansl, 1990; Ahonen, 2001).
There is evidence (Reisberg, 1992) that an auditory image cannot be easily
reinterpreted once that image has been generated. This further suggests that an
auditory image has undergone significant interpretation by the time that image is
generated. The interpretation might involve creation of a reference frame, the key and
genre for instance, which might specify how the content of the auditory image is to be
structured (Reisberg, 1992).

Research on Auditory Imagery
Many of the tests aimed at evaluating musical talent are based on assumptions about
auditory imaging. C.E. Seashore (1938) suggested that the most outstanding mark of
the musical mind is a high capacity for auditory imagery. To predict future musical
performance, the Musical Aptitude Profile (Gordon, 1980, 28) contains an extensive
battery of tests that includes assessment of tonal imagery (involving melody and
harmony) and rhythm imagery (involving tempo and pulse). Research has been
running on the nature of the potential auditory image and its impact on learning
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music. Because the experience of imagery is subjective, its existence and properties
must be inferred based on indirect measures that are hypothesized to be influenced
by imagery in predictable and systematic ways. Nevertheless, such results do not
necessarily demonstrate that auditory imagery actually occurred or was responsible
for the results obtained in those studies (Hubbard, 2010, 302).
U. Neisser (1976) suggests that imagery arises from schemata. Whenever a person
processes new input, a schema is being activated. If an expected stimulus is not
presented, the schema would “fill in” the silent gap. Such a filling action would be more
likely to be more complete with familiar pieces than with unfamiliar pieces, because
schemata for familiar pieces of music are more detailed or elaborate (Dowling &
Harwood, 1986; Krumhansl, 1990; Narmour, 1990; Deliege, Melen, Stammers & Cross,
1996).
According to research, auditory imagery is based on the familiarity of the particular
music to be imaged. F. Bailes (2007) studied the prominence and nature of musical
auditory imagining in the everyday lives of music students. The majority of students
described the image as a repeated musical fragment and the imaged music could
generally be identified by name. This suggested a high level of familiarity with the
original musical piece and many participants reported having recently listened to the
music that they experienced in imagery. In a study based on reports from participants,
A.M. Leaver, J. Van Lare, B. Zielinski, A.R. Halpern & J.P. Rauschecker (2009) found that
auditory imagery of a familiar CD track was reported during the subsequent silence,
but no such imagery was reported when the track was from an unfamiliar CD. This
finding is consistent with the effects of familiar or unfamiliar music on auditory
imagery during a silent gap in music in the research of D.J. Kraemer et al. (2005).
It has been found that there are connections in music imagery between melody and
tempo and between modalities. According to A.R. Halpern (1988), auditory images of
melodies seem to contain the tempo of the melody. The correlation between perceived
tempo and imaged tempo for each melody was high, suggesting that auditory imagery
preserved tempo information in a constant way. Nevertheless, in further studies, A.R.
Halpern (1992) found that an increase in musical experience might increase flexibility
in representing tempo within auditory imagery. Furthermore, there is also some
evidence of colour synaesthesia in imagining musical notation (Ward, Tsakanikos &
Bray, 2006). A Finnish composer, Jean Sibelius, experienced different musical chords
when viewing different colours (Pearce, 2006).
In a study concerning recognition of embedded melodies in imagery, W. Brodsky et al.
(2003) suggested that if silent reading of printed scores evokes auditory imagery, then
processing of notated music should be influenced by a concurrent stimulus or task
that engages mechanisms used in audiation. However, it should not be influenced by a
concurrent stimulus or task that does not engage mechanisms used in audiation.
Indeed, recognition of embedded melodies in imagery was lowest when phonatory
interference was present. Audiation of the scores might involve kinaesthetic-like
covert phonatory processes. W. Brodsky et al. (2008) found that the pattern of sub
vocal muscle activity was much more dynamic during silent reading of visual notation
than during control tasks.
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There are reports from the participants and data concerning brain activity on auditory
imagining during a gap in the continuation of music. Participants in these studies
report hearing a continuation of music in auditory imagery during a silent gap in the
middle of a familiar piece of music (Kraemer et al., 2005). They also report auditory
imagery of an anticipated familiar piece of music during a period of silence prior to
presentation of that music (Leaver et al., 2009), and exhibit strong brain electrical
activity when instructed to form an auditory image, or when an expected auditory
stimulus is not presented (Janata, 2001; Meyer et al., 2007).
It has been speculated that auditory imagery is related to rehearsing processes. In
addition, sub vocalization is found to be common to both auditory imagery and
rehearsal (Smith, 1992; Keller et al., 1995). Furthermore, J.D. Smith (1992) suggested
that “memory rehearsal requires both the inner ear and the inner voice” (108), and D.G.
MacKay (1992) proposed that “rehearsal and its effects on memory may represent one
of the main functions of internal speech” (142). In the light of the research above, the
internal rehearsing processes might support memorizing the music.
It seems that proper imagining might lead to good perception abilities. Considering
that images involve expectation of the music’s progress (e.g., Janata, 2001; Janata &
Paroo, 2006), such expectations may facilitate perception when the stimulus to be
perceived matches the expectation and interferes with perception when the stimulus
to be perceived does not match the expectation.
Considering the Playback Orchestra method in light of the research presented above,
auditory imagery once generated might operate like mnemonics by its tendency to
repeat fragments of music in the mind. After listening to a full score of an orchestra
composition, the student’s memory mechanisms retain a rich image of the music
including the tempo, feeling, rhythm patterns and tonality. Considering that images
involve expectation, they facilitate perception of stimuli that match the expectation.
Based on an auditory picture of the music, students are able to anticipate the direction
of the melody and tonally based intonation and might conceive the gestalt of the piece
of music because of its harmonic structures. If students play along with the playback,
their playing gestures are time-scheduled because of the on-going pulse; furthermore,
the rehearsal of the music might also involve the playing motions. If these steps occur,
students’ home practice is proper and learning the scores will be fast and accurate.
Although there are many empirical findings concerning auditory imagery and its
properties, there does not seem to be a general theory. Nowadays composers and
arrangers have access to computer notation programmes with playback and MIDI
systems that can immediately reveal how newly composed or notated music would
sound. This type of technologically-based externalized imagery might partially fill the
role that the traditional use of audiation occupied in previous decades and centuries,
thus making auditory imagery less critical, although still extremely important in
musical creativity (Hubbard, 2010, 316).
Further consideration of externalized imagery raises questions about technologybased learning situations like the Playback Orchestra method. Is it possible that it will
benefit orchestra teaching as an additional method to the traditional method of
learning from printed scores at home? To determine the efficiency of the Playback
Orchestra home practice method in learning a second violin or violoncello part of an
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excerpt of J.S. Bach’s Bauernkantate, P. Juntunen has run tests with first grade violin
and violoncello students. The details of this research are outlined in the next section.

Aim of the Research
This research asked whether the traditional systematic pedagogy and methodology of
teaching orchestra skills could profit from new technology-based teaching methods
like the use of the playback of a full score of an orchestra composition to support the
home practice of orchestral scores. The aim of this research is to evaluate the impact
of the Playback Orchestra home practice method. Based on using Playback Orchestra
method in orchestra teaching (Juntunen, 2011) and leaning on cognitive research on
auditory models, it is expected that the Playback Orchestra method is potent and
effective.
The research problem asked which differences are found in learning results when
students learn playing skills by using the Playback Orchestra method or not.
Furthermore, the researchers asked if there are differences between the test
(playback) group and the control (no playback) group in improving the performance
as a whole, learning tempo and pulse, dynamics and phrasing, and the left and right
hand technique. Other issues assessed included reading the score, finding the style,
figuring the overall picture of the piece of music, and developing skills of playing
together as a group. Because the music is in the baroque style, expressing “terrace
dynamics”, i.e., fast changes in dynamics, is crucial. Improvement in skills concerning
score reading are also important in learning a second violin or violoncello part with
quite an indifferent melody character.

Methods and Methodologies
In this current quasi-experimental study, the playing skills of nine first-grade, string
instrument students from the Music Institute of the Western County of Southern
Finland were evaluated (scoring 1-10) by video by two professional teachers before
(PRE) and after (POST) a practice period. The test group practised the orchestra score
by the Playback Orchestra method and the control group worked from printed scores
without the support of playback. The aim was to discover whether the Playback
Orchestra method has the intended impact on improving playing skills in an excerpt
from J.S. Bach’s Bauernkantate string orchestra arrangement. The score to be learned
was a second violin or violoncello part.
The statistical analyses of the data were made by using the IBM SPSS 21 programme
and the statistical analysis methods used were the general linear model and linear
mixed model with the Bonferroni correction. Bonferroni corrections are employed to
reduce Type I errors (i.e., rejecting Ho when Ho is true) when multiple tests or
comparisons are conducted (Nakagava, 2004).
Because there was repetition of both estimators and tested students in the “PRE” to
“POST” situation, a statistical model that can be used for repeated data involving a
categorical and a continuous covariate is needed. Because independence of the data
cannot be assumed in this study, a linear mixed model was appropriate. The mixed
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model is regression analysis, which takes into account the dependence of repeated
measures (Galwey, 2007).

Research Results
Estimators 4 and 5 did the evaluation concerning second violin or violoncello parts of
an excerpt of J.S. Bach’s Bauernkantate from video before (PRE) and after (POST) a
practice period. They had different evaluating styles so that the scores of Estimator 4
were systematically higher.

Figure1. Scoring styles of the estimators: Means of all variables in the evaluation

At the beginning, the control group (no playback) was scored higher than the test
group (which practised with the playback). Both study groups had improved during
the practice period, but the test group had developed faster.
There were differences between the study groups in improving the playing skills
during the practice period in learning the tempo and pulse, dynamics and phrasing,
right hand technique, reading the score, obtaining the overall picture and style of the
music, and playing together skills (see Figure 3). With the exception of the left hand
technique, the test group learned faster than the other group on all areas tested.
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Figure2. Overall changes in groups from before practice to after practice: Means of all
variables and the two estimators of the performance

The Impact of Practice Method of Playing Skills
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Figure 3. Improvement in playing skills of the test and control group
during the practice period: Sum variables

Concerning the statistical significances of the differences between the study groups, it
was found that even if there were no significant differences in sum variables between
the study groups, the difference in “style, overall picture” is almost significant
(p=.052) and “tempo” is high as well (p=.097) ( see Table 1).
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Table 1. The results of linear mixed-model analysis: Sum variables
Sum variables
Tempo, pulse
Dynamics, phrasing
Left hand
Right hand
Read the score
Style and overall picture
Play together

Significance
p=.097
p=.497
p=.269
p=1.000
p=.323
p=.052
p=.644

Although the differences in improvement between the study groups were not
statistically significant concerning the sum variables, there was a quite large
difference in improvement between the study groups in the subsequent separate
variables (see Fig. 4).
The Impact Method J.S.Bach Bauernkantate
4,5
4
3,5
3
2,5
2
1,5
1
0,5
0

Test group

Control group

Figure 4. Improvement in playing skills of study groups during practice period:
Separate variables
Table 2. The results of the linear mixed model analysis: Separate
variables
Variable
Find tempo, pulse
Hold tempo, pulse
Time changes of notes
Express terrace dynamics
Keep reading
Keep playing
Read notes, rests
Find overall picture
Read dynamic marks
Read bowings, rhythm
Articulate bow
Find style, atmosphere

116

Significance
p=.058
p=.074
p=.061
p=.032
p=.079
p=.205
p=.104
p=.173
p=.193
p=.055
p=.151
p=.217
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The improvement in expressing fast changes in dynamics, known as “terrace
dynamics” in baroque music style, was significant (p=.032, see Table 2).
Find and hold the tempo and pulse, keep on reading while playing, read the bowings
and rhythmic patterns, and time of the changes of notes all improved better in the test
group in quite significant numbers (see Table 2).

Figure 5. An excerpt from the Bauernkantate. The violin 2 score

Figure 6. An excerpt from the Bauernkantate. The violoncello score
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Conclusions
1. The aim of this recent study was to evaluate the potential of a new orchestra
learning and teaching method, the Playback Orchestra method. It is a
technology-based, home practice aid in which an audio of the full score of an
orchestra composition supports the students’ learning of the orchestra parts.
It could be an alternative or supplemental method to the traditional
systematic pedagogy developed by generations of music educators. It offers
tools to learn an orchestra part with more cognitive means than learning from
printed scores.
2. In the Playback Orchestra method, the students might feel the experience of
virtual orchestra rehearsal at home. It is learning music by playing: they try to
keep going with the music without having to worry about dropping out now
and then; all of the process concerns learning orchestra-playing skills.
According to the experience of using this method for over ten years, P.
Juntunen (2011) has found that students learn flexibility in playing together
and positive attitudes toward learning new music pieces.
3. This study was run by testing first-grade, string instrument students on
learning a short second violin or violoncello part of a string orchestra
composition in the baroque style. Two professional violin teachers evaluated
by video the performances of the test group, which practised with playback
and the control group, which rehearsed from printed scores without playback.
The skills to be tested concerned both particular instrumental technique and
some cognitive aspects of learning.
4. According to the results, both of the study groups improved their playing
during the practice period. At the beginning, the scores of the non-playback
group were higher, but the playback group improved faster during the
practice period (Figure 2). It was found that all playing skill groups except the
left hand technique improved faster by playback practising (Figure 3). In fact,
the improvement of the left hand technique was insignificant in both groups,
but was a bit better in the control group. This was probably due to that the
score was quite laborious to read; there were rests, different values of notes
and no explicit melody profile (see Figures 5 and 6). Perhaps the students had
to concentrate more on reading the score than the intonation and the left hand
technique.
5. When a viola and violoncello teacher were asked before the test period about
the crucial points in the particular score used in this study, they stated terrace
dynamics, acute bowing style, and articulation and division of the bow. These
playing skills mentioned above are crucial for string instrument players in
learning baroque style music, because exact articulation and explicit bowing
style are necessary. The results of this recent study confirmed that the usage
of the bow with appropriate division, speed, length, press and articulation
improved faster with the playback orchestra method than without it. Terrace
dynamics (i.e., expressing fast changes in dynamics) is a special attribute of the
baroque music style. This skill improved faster in the test group to a
statistically significant degree (p=.032). In addition to the skills connected
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with perceiving and expressing crucial attributes of the baroque music style
described, there was more evidence of cognitive support in learning. In fact, in
the group variable “style and overall picture”, the playback group showed
faster improvement in nearly statistically significant numbers (p=.052, see
Table 1).
6. It seems that with playback practice, the students learn to effectively read the
rhythm and bowings and they improve in finding and keeping the tempo and
pulse. Nevertheless, the “playback” group showed just slight superiority in
“playing together” skills compared to the “no playback” group (Figure 3).
Perhaps visual support is needed in addition to auditory support in order to
learn these accompanying orchestra scores, which presuppose a leader to be
followed. The playback method works best if students and the teacher
occasionally play together with the playback in face-to-face music lessons.
7. The time-scheduled progression of playing along with the playback possibly
generates qualities of gestures and motions that facilitate good timing of the
changes of notes, expressing dynamics, pulse, articulation and other aspects
that are relevant to learning the music. Hearing the pulse in the playback
through the whole passage possibly consolidates the tempo and pulse; the
playback group improved faster in finding the tempo and pulse in accord with
the character and mood of the music. Moreover, there was a large, even if
statistically not quite significant difference between the groups; in reading the
bowings and rhythm patterns (p=.055), the playback group was more
successful. It seems that a “flow-like” learning strategy in the Playback
Orchestra learning method generates an essential skill in chamber and
orchestra playing: “keep reading the score while playing on”. This skill
improved better in the test group (see Figure 4 and Table 2) than in the
control group.
8. Even if there was only one statistically significant finding in this study, there
were other issues that were illuminated. For example, there were large
differences in the learning rate between the traditional learning from printed
scores and the new Playback Orchestra method in favour of the playback
method. In conclusion, it can be figured based on the results of this recent
study, that the Playback Orchestra home practice method has potential as an
orchestra teaching method that can be complementary to the traditional
methods that are based on learning from printed scores. It gives a cognitive
basis for learning to play new music pieces in a good style and quality and
gives orchestra playing attitudes and competences that are based on the
process-like learning strategy. It would be nice if music school orchestra
teachers wanted to use this method and develop it further to be suitable for
the teacher’s individual teaching style. It is easy to use and free of charge for
the students. A virtual orchestra rehearsal at home could also make it possible
to share the orchestra life and learning with the students and the family. This
would be an added benefit.
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Abstract
The language through which a dance is revealed and expressed is determined by the
specificity of this kind of art. The language of dance is a text – a set of signs arranged
according to certain laws of dance. To interpret this text, the users of this language have
to understand, master and be able to express themselves in the language of dance. The
acquisition of the language of dance lays the foundation for skills to perceive,
understand and convey the message of the art work or for skills to interpret it. For dance
teacher’s professional activities, the interpretation skill is the most essential prerequisite,
because it is to be applied not only at teaching pupils, but is also needed for the activities
of a choreographer, dancer-performer and viewer-evaluator.
It is just the process of these three interlinked activities – producing a dance, performing
a dance and evaluating a dance: that is essential to make a dance be perceived as a work
of art. Consequently, a dance teacher, being simultaneously the author, performer and
teacher, needs to know and master a certain language of dance, since it is the most
important skill in the process of dance interpretation.
At Teacher Training and Educational Management Academy, the future dance teachers
are taught the language of dance via the study course of Classical Dance – a direction of
dance art, which has a developed system of movements or a language of dance, and is
considered the foundation for mastering the art of dance. The language of dance – both
its terminology and technique of movements or a methodologically correct application
of it – is taught and trained at Classical Dance lessons by specially developed tasks and
exercises which develop and form the most important skills for dance interpretation.
Research aim: to analyse the process of the acquisition of the language of dance in the
Classical Dance study course for the development of dance teachers’ interpretation skills.
Key words: interpretation in dance, language of dance, the acquisition of classical dance
language.
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Introduction
Dance as a component of culture has always had an important role in the society due
to its universal language of communication with the help of which people can
communicate and get the feeling of social unity by expressing themselves in a nonverbal communication, in an emotional union (Kraus, Hilsendager, Dixon Gottschild,
1997).
In the 21st century, mastering the profession of a dance teacher involves
understanding dance art in its broadest sense as comprising both the process of
creation of a dance and development of its techniques, but, first and foremost, as the
acquisition of the language of dance and its use. Currently, the diversity of genres and
styles of dance has determined the need for the kind of education in dance art that
would be able to provide theory and practice, contiguity of knowledge and gaining
new experience as well. In order to be competent in a varying world of dance art, a
contemporary dance teacher has to acquire a lot of different skills. The broad
understanding of dance art testifies to a human ability to accumulate and share the
knowledge with others, to understand the nature of art work, simultaneously
retaining the individual message in the interpretation of dance, because dance is one
of those fields of human activity which is perceived, understood and evaluated only
through interpretation.
Interpretation is a process intended to understand and reveal the importance and
meaning of the existing objects. In fields of art, interpretation manifests itself in a
spiritual and physical activity, which requires precise performing of tasks, a complete
self-devotion and ability to reflect on and analyse the material to be interpreted, using
the theoretical and technical base of knowledge. Interpretation in dance involves a
personal view about things and phenomena, where, giving freedom to one’s mind,
emotions and movement in a joint manifestation the nature of one’s individuality,
specific knowledge is used and a new interpretation of a dance is created. In dance
theory, interpretation is analysed as an activity where interpretation is usually related
to the object (thing or phenomenon) that is expressed in movements.
Dance is a unity of movement and art – a concrete formation, a developed system of
codes with definite elements – movement, sound, form etc., where each of these
elements can be read either separately or as a single whole through the code system
in which it has been received. Being the art of rhythmic body movements, dance is
arranged in a certain sequence and is presented to the audience visually. Dance is
created by a choreographer, yet it is a unique visual art work (Smith-Autard, 2000),
which comes to life only through the interpretation of a performer. Each movement,
the choreographer has created and given to it a distinctive character, takes on an
additional meaning and sense during the performance of a dancer. Dance as the work
of art conveys a message in the form of a performance, where a performer expresses
or interprets choreographer’s creation through the language of dance. The
interpretation or translation of a dance depends directly on interpreter’s
understanding, abilities and skills to master and use the language of dance. Besides, it
is important and essential to know and acquire not only the imaginative, non-verbal
system of signs, but also to know and use the conventional sign system of this
language – a written form of a dance, which develops the understanding about a single
whole – the language of dance.
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The development and formation of the language of dance is related to the system of
movements existing in a certain century, which influences the opportunities of
creating, mastering and interpreting a dance corresponding to the demands of the
respective century. Reflecting the spirituality and experience gained in a specific
century, dance is predominantly based on properties determined by the quality of the
prevailing art style in that period, adequately manifesting and adapting itself in
different countries and nations (Smith-Autard, 2010). Having developed and
strengthened throughout the centuries, styles are those that influence the emergence
of many dance genres. Therefore, styles, being a historical product, characterize dance
genres with a uniform system of movements typical of that period – with the language
of dance, reflecting the dance trends prevailing in that historical period and having
both essential distinctions and common features. To work in the field of dance art,
apart from knowledge in pedagogy, a dance teacher has to know the language of dance
so as to be able to teach, demonstrate and create as well as to interpret and express
dance texts, both – historical and contemporary, created in this language.
Research aim: to analyse the process of the acquisition of the language of dance for
the development of dance teachers’ skill of interpretation in the Classical Dance study
course.

Methods and Methodology
The research includes a theoretical study of concepts interpretation in dance and the
language of dance in scientific literature and information about the process of
mastering the language of classical dance, based on the analysis of phenomenology
theories by A. Rubenis (Rubenis, 1997), M. Merlo-Ponti (1999), E. Huserl (2002), M.
Heidegger (2008), I. Kivle (2008) etc., theories on dance art by J. G. Noverre (1965), L.
Blok (1987), J. Adshead-Lansdale (1999), G. Chekketti (2008) etc., as well as a
summary of the use of scientific findings and observations obtained from practical
activities (the formation of dance teachers’ interpretation skills in the process of the
acquisition of the language of dance in Classical Dance study course at Riga Teacher
Training and Educational Management Academy (RTTEMA) in the professional
Bachelor’s study programme Dance and Rhythmic Teacher).

Interpretation in Dance
Culture as a wholeness is a peculiar logic of historical subject’s consciousness
expressed in words, and each subject individually understands this logic, and, having
transformed it, incorporates it into one’s own logic, into the system of one’s
consciousness, which, thus, is already interpretation (Gadamers, 2002).
Interpretation is a term used to characterize the process which shows or
demonstrates the meaning, activity, expression or manner of behaviour of a specific
object (Adshead, Briginshaw, Hogdens & Huxley, 1988). The essence of interpretation
lies in the explanation of things and phenomena, in revealing the content, in defining
the content of formal objects. It is also a creative performance of artwork based on
performer’s individual understanding of artwork. Interpretation gives form and
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content to human activity-created things or products which are expressed in
understanding and appear in a correlation “subject-object” (Heidegger, 2008).
The contemporary dance theory employs a phenomenology-based reduction method
aimed at explaining interrelations between man and the outer world. The task of the
central concept of phenomenology – intentionality (intence – “focusing” of psyche on
the object (Vedins, 2008)) of consciousness – is to confirm the principle: there is no
object without the subject, because any individual knows the objective as it is given in
the subjectivity (Kivle, 2008). It is by getting to the core through the empirically given,
real moral sphere (Rubenis, 1997), that a subject’s experience is gained, where the
experienced content gets “objectified”, and in the process of perception the object is
made from the material of experienced contents (Huserls, 2002). According to
findings by M. Heidegger, the world opens to the individual through feeling,
understanding, expressing and speaking. Understanding is characterized by a vision,
by defining one’s view about things, when everything that is understandable comes in
and one’s own perceptions are formed. While through expressing understanding is
manifested (Heidegger, 2008). Self-expression of any individual is the message of the
received information sent to another individual, and the human world is encompassed
within the relations “Ego – the other system”.
In the theory of phenomenology, two kinds of function are attributed to a body – it is
the subject of world cognition and simultaneously also the object of movement
(Merleau-Ponty, 1999). While a movement, being a phenomenon seen, observable and
perceptible, has a double meaning:




a movement as a body language is a phenomenon of a personality that
manifests itself in cognizing other people, in mutual understanding, when
through communicative relations “subject – subject” the outer world is formed,
denoted as “communicative outer world” (Huserls, 2002);
a movement as a language of dance is a phenomenal objectivity that is
perceived, remembered, represented, demonstrating, conceptually intended
and manifests itself in the object (artwork) it is used in, thus building the link
between “subject – object” (Huserls, 2002).

Thus a movement, both as a body language and a dance language, is to be viewed as a
relationship where the presence exists – man’s attitude to the world. M. MerleauPonty considers that a human body is tightly linked with its action. This is possible
due to the fact that the world is not the work fully completed, and a body is not fully
constituted. The action of a body manifests itself in a movement. A movement is
moving or changing a position in space (Merleau-Ponty, 1999). However, a movement
cannot exist as an abstraction, because it is always linked with the object that imparts
to a movement the unity of action.
The action of body movements, the world existing in human spirit and thoughts,
implemented in a dance is never fixed, but is always constituted anew, being in a
constant internal change and development of the unity between consciousness and a
body. A dance is a human-created art that expresses the understanding about oneself,
about the world around him/her in a specific epoch, and also historical traditions. In
dance, the concept of interpretation is used to characterize the process of actions,
which clearly expresses highlights or demonstrates the meaning, activity, expression
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or manner of behaviour of a specific object. It may be considered to be a translation,
reading, explanation or a sense of some object (Adshead, Briginshaw, Hodgens &
Huxley, 1988).
The interpretation of dance is not a passive or contemplative form, but rather a
subject’s active and creative activity. Interpretation in a dance involves a personal
view on things and phenomena, where, by giving freedom to one’s mind, emotions and
movements in a joint expression of the nature of one’s individuality, specific
knowledge is used and a new interpretation of a dance is created, because a value of
an art work reveals in the action where the link with needs, interests and tendencies
of a personality is demonstrated. In art, it is to be related to apperception – the ability
of an individual to see things and phenomena from a specific aspect. Interpreting
implies forming a phenomenon anew, in fact finding an equivalent to it (Dorfman,
1997). In dance, an essential role plays the individuality and personality of the
interpreter, physical and technical abilities of his/her body, his/her mastery, but
especially his/her perception, conception and understanding at trying to reveal the
character, quality and sense of a dance in a peculiar interpretation. Interpretation is
simultaneously both a sense revealed personally for oneself through something that is
happening and expression of this sense in a subjectively personal language of one
understands (Dorfman, 1997).

The Language of Dance
For a human as a biologically active being, a movement is a natural action through
which he/she explores not only him/herself, but also the world around him/her,
because a movement is the core of any interaction and the form of reality existence
(Vediņš, 2008). Thus, through a micro-world of his/her movements an individual
adjusts to a macro-world of humanity. It is only through man and his/her
relationships with things – gestures, activities, work etc. – that the truth is revealed in
the world, and at being revealed it is seen by more than one person (Rubenis, 1997).
Dance is distinct from other kinds of art by a vivid plasticity of a human body, which is
a choreographic means of expression or the language of dance. By means of the
language of dance, comprising movements, gestures, facial expression etc., and man is
able to express himself/herself and communicate with the world around him/her.
This is a peculiar communication, an interpersonal communication between subjects
that takes place by means of signs (Lotman, 2009). Almost all cultures use an
understandable, standard system of signs which makes it easy to perceive, understand
and comprehend any culture, if you know and have acquired this system. However,
the most important human-created system of signs is a natural language or a
conversational language and its written form (text). In culture studies, the term text is
attributed not only to a language, but also to artworks, their formations, habits and
customs. Text is a phenomenon of culture, an information carrier which contains and
gives apprehension about sense and essence. Dance is a kind of information where the
language of dance is visible and perceptible as a text (Adshead-Lansdale, 1999). In
dance as an artwork, text is revealed in the form of a performance where a performer
interprets or translates the text created by the author through the language of dance.
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Any work of art – not a literary work of art only - is to be understood just like any
other text intended for understanding (Gadamers, 1999). Text is a plastic, polymorph
material which assumes a certain form only in interpreter’s hands (Sverdiols, 2001).
Consequently, in order to understand what the other person has meant or expressed
in an artwork, the one who conveys it is of great importance. Therefore, the task of a
reproducer of an artwork is to understand this general text of the artwork, to feel the
sense and meaning what the creator of the artwork has embodied and wants to
express in it, so that he could become the translator or interpreter of the reproduced
work. The specificity of dance art determines the language used for revealing and
expressing the idea of a dance, and this language is quite distinct from the language
used by people in their every-day life – from the spoken and written language or a
verbal expression. The language of dance is a text – a system of signs arranged
according to definite rules of a dance, an imaginative, non-verbal system of signs
spread in space – a spatial-temporal art (Agejevs, 2005). To be able to express this
text, its users have to understand, acquire and know how to speak the language of
dance.
The positions of feet and arms, steps, embracing, grasping and their combinations are
components of a dance and are called the means of expression of a dance. J. G. Noverre
states that a dance encompasses everything that is necessary for a dance to become
the most eloquent of all languages, however, in order to be able to speak it, it is not
enough to know its alphabet only (Noverre, 1965). And though the performer with
his/her movements, gestures and expression of face is already like a letter in the
alphabet of a dance language (Liepa, 1981), the one who wants to be engaged in dance
has to reveal the language encoded in the art work (dance) and make it one’s own by
acquiring and learning its alphabet and language (Gadamers, 2002). Thus, to be able
to interpret, a performer should acquire this complicated language, not
comprehensible per se.
Initially, dance has begun its way as an integral audio-visual component of a ritual,
and as one of the oldest forms dance is to be found in any culture. Developing and
covering the long way of evolution in cultures of ancient civilizations, proceeding
through the Middle Ages and the Renaissance as a folk dance, it gradually develops
into a court dance, reaching its culmination in a ballet, which, later, provides basis for
the formation and strengthening of a fundamental dance trend – a system of classical
dance with an elaborated and precise language of dance. Later, as an alternative to it,
there emerges and develops a new trend – a modern dance, where, having basically
maintained the base of classical dance language, the lexis of dance language is
expanded.

The Language of Classical Dance
The trend in dance art which has a developed system of movements or the language of
dance, called classical dance, is regarded to be a foundation for mastering dance art.
Classical dance provides the basis for teaching/learning dance in choreography
schools, in institutions offering interest education and in folk dance groups as well.
During the study process of training students (future dance teachers), the Classical
Dance course is among the most important study courses, too. The study course is
aimed at acquiring the language of dance, at building a kind of a “foot-bridge”, thus
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creating opportunities for students to combine their theoretical knowledge and
physical capabilities with their inner psychological expression, enhancing their
independent use of the movements learnt. The major task of a classical dance is to
introduce students into the system of artistic thinking, which allows “subjecting” the
body to the most characteristic movements and expressiveness of the respective
period (Blok, 1987).
The term classical dance (Latin Classicus – prominent, exemplary) was accepted in the
19th century and indicated to the origin of a dance (as being the arrangement of
movements corresponding to the rules of the language of dance), to its roots in the
aesthetics, values and ideals of the ancient world (Ancient Greece and Ancient Rome)
which had their rebirth in the 17th century Europe (Volinsky, 2008). Classical dance
develops the understanding about the nature of dance (a kind of undivided entity and
manifestation of aesthetics - choreography in culture, as well as the unity between
dance and music (Bondarenko, 1985)), about aesthetics of a scenic or performing art
which involves the understanding about the proportions of a human body, its
expressiveness and the use of the language of dance – a system of specially selected
movements. The base of a classical dance is means of expression (language of dance)
which have been developed by selecting, borrowing and incorporating dance
movements, positions and poses from many European peoples and by means of which
the artistic image is revealed.
The system of contemporary classical dance consists of both the developed movement
techniques and their performance, and also of choreographic forms, styles and
manner of performing that have been elaborated throughout centuries. The process of
conducting a dance lesson has been historically preserved and is based on a
systematized, expanded and developed academically professional technique of dance,
which is mastered and performed under the supervision of a ballet teacher, since a
technical complexity of execution encoded in a classical dance requires a
methodological approach and regular body training (Hammond, 2007). Systemic
classes are a method to achieve the precision in movement techniques, to develop
feeling of dance, musicality and expressiveness – to master the language of dance.
Precision enhances the completeness in movements and the perceptibility of a
choreographic conception.
Since the time of its creation and introduction in the 19th century and until nowadays,
the structure of a classical dance lesson has not undergone any changes and consists
of 8 compulsory exercises at the barre controlled by strict canons and rules, providing
a wholeness of a highly artistic product. Each dance lesson is specially planned, taking
into account the capabilities and limitations of a human body. These exercises consist
of certain combinations of movements intended for the development of such physical
properties as flexibility, strength, endurance, coordination, dexterity and training of
muscles. All exercises are combined from the basic movements arranged in a definite
sequence and are done to the accompaniment of music. Like in music where seven
notes are enough to create an endless number of melodies, in dance, too, there are not
many basic movements. The exercise in each basic movement




Plié (demi et grand),
Battement tendu,
Battement tendu jeté,
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Rond de jambe par terre,
Battement fondu et battement soutenu,
Battement frappe,
Adagio (includes battement relevé lent et battement développé),
Grand battement jeté

has a special meaning and a detailed purpose. However it should be mentioned that
the exercises including the first two basic movements (plié and battement tendu) have
a special importance since they form the basis for the dance language of any style,
which could be adequately compared with person’s moving from one place to another,
impossible without, first, bending the knee and then making a step and thus enabling a
person to do such actions as to walk, to run, to jump etc. Just in the same way, in a
classical dance each next movement derives from plié and battement tendu, from
which, in the result, the language of dance consists. Exercises consisting of the basic
movements are comparatively easy, however they are not intended for training
muscles only, they are also the basis for learning the “alphabet” without which to
speak the language of dance is impossible. After the above mentioned basic
movements have been mastered, all exercises are combined with and complemented
by auxiliary movements thus enriching the language of dance.
Though the terms of a classical dance language (names of steps and movements) have
been developed and used in dance art during the previous centuries, they all are
internationally accepted and used in French nowadays as well. Learning terminology
is a vital component in the process of mastering a dance, when, by hearing and
understanding the names of movements, theoretical knowledge is acquired, which
later is reinforced in practice. The terminology of classical dance is an elaborated and
stable system which is to be learnt to gain understanding about the language of dance,
which gets fixed in the perception through thinking and achieves stability and
precision owing to a word, name or a concrete term. In the terminology of dance,
knowledge always involves understanding of a concrete term, because it reveals the
content, includes and forms the structure, kind and form of a definite movement. By
learning the terms of classical dance movements, the understanding about their
nature is gained and basic rules for methodically correct movement’s performing are
perceived, so that it could be both shown and taught to others.

The Acquisition of the Language of Dance by Students
(Future Dance Teachers) in Classical Dance Study Course
At present, the profession Dance Teacher is taught only in one higher education
establishment of Latvia – in Riga Teacher Training and Educational Management
Academy (RTTEMA) which offers a professional bachelor study program Dance and
Rhythmic Teacher. To be competent in the profession of Dance Teacher, it is important
for students to acquire knowledge in pedagogy and psychology and to be competent in
various genres and styles of dance art, as well as to be able to produce works by other
authors. Work of a dance teacher is not a passive and contemplative form, but rather
an active creative activity of an individual which requires a specific set of skills and a
specific preparedness in the field of dance art. During the studies and also throughout
the whole life, the most important condition for a dance teacher is the requirement to
perfect knowledge, skills and abilities in the language of dance, in order to be able to
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use it in teacher’s work – at teaching a dance to pupils, to demonstrate a wish to
perceive and feel, evaluate and create an artwork in dance by an original and singular
approach to its interpretation.
A choreographer, performer or a dance teacher who does not know how or is unable
to create, live, speak and convey a message by using means of dance art, has chosen
this profession by mistake, and it implies only that the language of dance is not the
language of his/her, in it he/she is dumb (Blok, 1987). Classical dance does not merely
ensure the acquisition of the language of dance, but it also develops and shapes the
most important basic skills needed for the interpretation of a dance. By learning the
technical execution of the language of dance (body movements and gestures, positions
and poses of a head, hands and legs) and knowing its terminology, students
simultaneously develop their individual approach to the application of the obtainable
information.
During the study process, the understanding about the use of the language of dance is
developed so that the creative potential of any student could be fully realized.
However, quite often the lack of technical proficiency in the language of dance sets
limits to the individual’s physical performance, thus leading further to the inability of
producing, demonstrating and interpreting a dance. This is why, while studying in the
dance teacher program, it is especially vital to acquire professional psycho-motor
skills that determine the range of the use of a dance language. These skills are
developed at doing practical exercises and are based on professional skills and
individual abilities of each student. The language of dance is mastered in the process
of development and in motion, and it emerges in the result of concrete actions. At
RTTEMA, the students study the language of dance in Classical Dance study course. All
knowledge, skills and abilities are accumulated gradually and during a lengthy period
of time at the classical dance classes or lessons. Regularity in everyday classes is a
prerequisite for mastering the language of dance.
The student (future dance teachers) acquire and train the classical dance language –
both its terminology and techniques of movements or methodically correct use of it at dance lessons by doing specially compiled tasks and exercises. The designed tasks
are intended for studying the theory of the dance language and are grouped by the
significance of obtainable results:




tasks oriented to knowledge (to learn the terms of classical dance in French
and their equivalents in Latvian);
tasks oriented to understanding (to understand what groups of muscles,
ligaments and tendons the movement develops and what it is aimed at);
tasks oriented to knowing how to do (to know the methodology of a technical
performance of movements - to know how to explain and teach others to
produce the movement correctly) (Fyodorov, 2009).

The knowledge acquired theoretically is supplemented by skills and abilities in
practice by doing certain exercises, which, to be effective pedagogical means for
developing skills, should be devised by taking into account such conditions:



exercises are devised purposefully;
the content depends on the aim;
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exercises are comprehensible and are clearly explained; the intensity with
which exercises are repeated is the assurance of the quality of skill acquisition;
exercises are controlled and corrected;
place and time of performing exercises are planned;
exercises are done by applying diverse teaching forms – individual, group and
team work;
when organizing the exercises, stimulating activities are done to perform them
qualitatively (Podkasiy, 1994).

Exercises are compiled and devised according to the level of abilities that are based on
students’ somatic skills, i.e. on the individual’s previous experience of dance art.
Frequency, scope and the obtained result of tasks and exercises are factors that
indicate the intensity of the development of subject’s knowledge, skills and abilities
and improvement in their quality. The compulsory everyday tasks and exercises have
a double importance, which contributes to the acquisition of the dance language or to
the development of the interpretation skill:




to learn to distinguish one movement from the other– mastering the
terminology in French enhances understanding about the nature of
movements, about methodologically precise use and ability to produce
movements, seeing coherence in the performance, in their resulting logical
development or vice versa – in a complete difference;
to prepare muscles of a body for producing a grammatically correct, precise
and technical movement – the understanding about the activity of muscles
enables to select and use the force and speed (dynamics) with which each
movement in space and time is to be produced (Cheketi, 2008).

All tasks and exercises are interdependent and affect each other. Only by perceiving,
understanding and using the terminology of dance language, by a methodologically
correct technical performance of movements can we contribute to the acquisition of
the language of dance and to its highest culmination – interpretation in dance.

The Development of Student’s (Future Dance Teachers)
Interpretation Skills
In the study program of RTTEMA, the Classical Dance course is one of the most
important courses that provide the acquisition of the language of dance and it is
implemented in three-year time (6 semesters).
At the beginning of the course, students are taught the terminology of the dance
language so that the term of each isolated movement should be clear and its meaning
understood. The meanings of terms are methodically explained by means of tasks and
understood in practical activities, starting with exercises for elementary movements
at the barre and continuing with combinations of series of technically more difficult
movements in the centre of a hall. Initially, students imitate and copy the movements,
form and style of a teacher, but gradually they start seeking for their own way of
expressing movements. This is the way students acquire skills of executing
movements and using them in a new and original performance which, naturally,
contributes to the development of their interpretation abilities. In the Classical Dance
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study course, students develop their interpretation skills and abilities by acquiring
theoretical knowledge and at practical classes where creativity and developing of
one’s own style are strongly encouraged.
By analysing the research conducted within the frame of RTTEMA professional
bachelor study program Dance and Rhythmic Teacher, with full-time students
participating in it, the author characterizes the process of the acquisition of the
language of dance comprising three stages where each stage corresponds to one study
year or to two semesters. However, the students enrolled in this program have a
markedly different level of preparedness in the language of dance. The majority of
them do not have any previous knowledge of the classical dance language, but they do
have experience of contemporary, sport and folk dances whose basic movements have
roots in the language of a classical dance, which is a contributing factor for the
acquisition of this language and, consequently, also for a further development of
interpretation skills.
To provide the acquisition of the language of dance and development of interpretation
skills in all stages of the process of mastering Classical dance study course, each class
is to be specially planned so that students’ ability to learn each separate movement
would be taken into consideration. Teacher’s ability and skills to calculate the time
necessary for learning some movement, both by an individual student and by the
whole group, and to be flexible about making the needed corrections in the plan are a
vital prerequisite. Tasks should be oriented towards mastering the terms of
movements and towards a methodological explanation of their technical performance,
while exercises should include combinations of definite basic movements (adding
auxiliary movements) whose arrangement never repeats. Such structure of a class
stirs students’ perception and understanding to activity and trains motor memory,
which promotes quicker acquisition of the language of dance and its use in the
interpretation of dance.
When studying the Classical Dance course, learning the terminology of the language of
dance as well as methodological explanation of movement terms stimulate the
development of interpretation skills in the first stage, because in the result body
movements are produced consciously. It is advisable that mastering a technical
performance of movements be started with the basic movements of the classical
dance language, holding the bar with one hand in the position en face, independent of
student’s previous knowledge of the language of dance. Gradually adding to them
elementary auxiliary movements and spins on two feet, these movements have to be
transferred and learnt in the centre of a hall, thus enhancing the understanding about
the possibility to use movements in different directions (French – épaulement croisée;
épaulement éffacé, écarté) and different poses (French – arabesque). The basic
movement of Allegro – “small” jumps (French – petit pas) – is to be learnt too.
During the first stage, it is vital to achieve that, on learning the terms of the dance
language and understanding their meaning and use in a precise technical performance
of movements, students should obtain not only knowledge and skills that would
enable them to follow examples given by their teachers by repeating, imitating and
copying them, but, trough perceiving and understanding, they would also be able to
develop and improve skills of creating their own text of dance by combing different
movements. Movements combined and demonstrated by themselves, act as a stimulus
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for seeking one’s own approach to expressing movements, and thus enhance the
development of interpretation skills. The skill to create a dance text using the
language of dance is a daily necessity of a dance teacher’s pedagogical activity,
because dance classes involve both a training class where tasks and exercises are
devised and demonstrated by a teacher and a dance rehearsal where dances created
by a teacher or some other author are learnt. Consequently, knowledge, skills and
abilities of the language of dance characterize teacher’s ability and skill to use the
acquired language for creating a dance text, making his/her own interpretation.
By the end of the first stage, by mastering and performing a certain system of tasks
and exercises and developing their abilities, students gain concrete knowledge, skills
and abilities in the language of classical dance, as well as they








know the terms of all eight basic movements and their auxiliary movements;
are able to methodologically explain the technical performance of the learnt
movements;
understand directions, planes and a lower level of movements;
are able to perform movements at the barre in the position en face, understand
levels – low, middle, high;
can perform movements in the centre of a hall using the mastered directions
(French – épaulement croisée; épaulement éffacé, écarté) and poses (French –
arabesque) in certain planes and levels;
have mastered “small” jumps (French – petit pas).

By applying the acquired knowledge, skills and abilities in the language of a classical
dance, during this stage, students devise an exercise for performing at the barre in the
position en face – they make up a combination using one of the learnt basic
movements and try to be creative in their approach to arranging series of movements,
thus demonstrating the formation of their interpretation skills.
The second stage of the formation of interpretation skills in Classical dance study
course is characterized by students’ gaining the understanding about classical dance
terms and their methodological explanation, as well as by going on with mastering a
technical execution of movements. It is advisable to make radical changes in the
process of mastering the basic movements at the barre. There is no need to accentuate
the position en face in the performance, but rather to focus full attention on learning
movement directions (épaulement croisée; épaulement éffacé, écarté) and poses
(arabesque) at the barre, gradually adding to them auxiliary movements and
elementary pirouettes (spinning on one leg). It is important to go on with learning and
perfecting movements and their technical performance in the centre of a hall, as well
as reinforcing skills in Allegro part – in “small” jumps (petit pas) and mastering jumps
of a middle level (sissonne).
In the second stage, at getting ready for their pedagogical activity, it is essential for
students not only to understand the meaning of the terms of the language of dance in
the technical performance of movements, but also be able to use them verbally.
Therefore in this stage, at acquiring the language of dance, the major task of students
is to demonstrate their own combinations using precise terms of movements.
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By the end of the second stage, mastering and performing a certain system of tasks
and exercises and developing his abilities, a student has obtained concrete knowledge,
skills and abilities in the language of classical dance:










has broadened his/her knowledge of the dance language terminology – knows
the terms of basic movements and of their auxiliary movements as well as the
terms of “small” (petit pas) jumps (temps sauté, pas echappé, pas assemblé, pas
jeté, changement de pied, pas chassé, pas glissade) and turns (de tourneé,
soutenu en tournant, tour chainé, tour piqué, tour degageé);
is able to methodologically explain the technical performance of mastered
movements and can do it verbally;
understands directions, planes and levels at the barre and in the centre of a
hall;
is able to perform movements at the barre in the directions (épaulement
croisée, épaulement éffacé, écarté) and poses (arabesque), in certain planes and
levels;
can perform movements in the centre of a hall using directions (épaulement
croisée, épaulement éffacé, écarté) and poses (arabesque) in definite planes and
levels;
can make “small” jumps (petit pas) and has mastered jumps of a middle level
(sissonne).

In this stage, the formation of interpretations skills is tested by independently done
work, when applying his knowledge, skills and abilities, a student demonstrates a
combination consisting of some basic movement both at the barre and in the centre of
a hall in the directions (épaulement croisée, épaulement éffacé, écarté) and poses
(arabesque), applying a creative approach to the arrangement of these movements.
During the third stage of developing interpretation skills, it is essential to extend
students’ knowledge of the terminology of dance language as well as to improve the
methodological explanation of the technical performance of movements. It is
recommendable to continue mastering the basic movements and improving the
technical performance at the barre and in the centre of a hall – both in the position en
face and in directions épaulement croisée, épaulement éffacé, écarté and a pose
arabesque, gradually adding to them more complicated auxiliary movements and
diverse pirouettes (spinning with one leg). It is essential to reinforce skills in Allegro
part – in “small” (petit pas) and “middle” (sissonne) jumps as well as to master “grand”
(grand) jumps.
Since this stage is the concluding one in the acquisition of the language of classical
dance (the Classical Dance course of the RTTEMA professional bachelor study
program is finished), in order to be well-prepared and ready for their pedagogical
work, students should be able not only to produce and demonstrate movement
combinations at the barre and in the centre of a hall, which is for dancers an integral
component of any dance class and which a dance teacher has to be able to conduct in
any dance group, but also to know how to create small variations in the language of
classical dance, which in its turn directly testifies to student’s interpretation skills.
During a final stage of studies, close attention should be paid to students’ abilities and
skills of the technical performance of a dance language, and they have to be
encouraged to express their individuality as much as possible. To achieve maximally
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precise performance of movements, it is important to go on with learning the terms of
the language of dance, both in writing and verbally, because it provides the basis for
understanding the nature of movements. To achieve the integration between
theoretical knowledge and its use in practice is one of the principle tasks in this stage,
since in this way the understanding about the language of dance as being something
whole is gained and, consequently, the basis for the interpretation skill in dance is
laid.
By the end of the third stage, on mastering and performing a certain system of tasks
and exercises and developing their skills, students have acquired concrete knowledge,
skills and abilities of the language of dance to use them at interpreting a dance. They:







know the terminology of the language of classical dance;
are able to methodologically explain the technical performance of all mastered
movements;
understand movement directions, planes and levels, both at the barre and in
the centre of a hall;
can perform movements at the barre in the directions (épaulement croisée,
épaulement éffacé, écarté) and in poses (arabesque), in definite planes and
levels;
can perform “small” (petit pas), “middle” (sissonne) jumps and have mastered
“grand” (grand) jumps.

In this stage, the skill of interpretation is assessed by the independent work a student
has done, where, by applying a creative approach to the use of a classic dance
language, he/she has to be able to create a combination of arranged movements.
Making use of the acquired knowledge, skills and abilities, a student creates a dance
text and demonstrates it in a classical dance variation he/she has produced, thus
attesting to his/her interpretation skill.
Throughout the whole third stage, during the process of developing interpretation
skills, a teacher’s task is to teach a student how to combine theory with practice,
which requires concentrating of human mind and physical forces of a body and
keeping them in balance to achieve a common goal. The multi-level psychological
activity is occurring in a critical situation of dialectal contradictions existing between
physical performance, creative activity and interpretation. A creative activity and
control are psychological antagonists, because a creative activity tends to suppress
control, but control in its turn – the creative process (Cipin, 2001). However, in dance
teacher’s work, they have to co-exist, to live along and even to interact, otherwise
dance teacher’s work may become amateurish and the significance of the activity
would be affected, including dance teacher’s ability to teach, skill to create, express
and evaluate the message encoded in the artwork.

Conclusions
1. In the language of dance, which is a firm basis for both, the art of dance and its
final result (interpretation of an art work), knowledge, skills and abilities are
acquired through performing systematic tasks and exercises. An essential
feature of this knowledge, skills and abilities is their use in unprecedented

136

Problems in Music Pedagogy, Vol.12(2), 2013

situations. The obtained skills and abilities make the broad knowledge about
the technical performance of a dance precise, which is manifested in a creative
activity. Consequently, interpretation skills may be developed through a
practical and through a mental activity, since they are formed in development
and in motion, and they result from a concrete activity. However, the fact that
they result from the activity is less important than the fact that they are
improved in an independent activity.
2. Students’ individual abilities to remember, memorize, compare, analyse,
evaluate, synthesize and interpret are directly related to a teacher’s ability to
explain, demonstrate and teach as well as to set reasonable aims, which all
together form and strengthen students’ attitude to the acquisition of the
language of dance that provides the basis for the interpretation of any dance.
To avoid in this process achieving the aims by means of a pre-defined solution
(by means of methods of convergent thinking), a teacher has to create such
exercises for a Classical Dance lesson where the solution requires divergent
thinking, which allows planning diverse solutions, using non-standard forms
and control. A teacher should be able to reveal, use and stimulate abilities of
each learner, both physical and emotional, the whole potential of students’
development which usually is not manifested or can be seen at once. The
understanding about perceiving, understanding and use of a dance and its
language obtained in the process of studies, being manifested in
interpretation, will be the basis of students’ (future dance teachers’)
professionalism, which will determine and characterize the level of their
pedagogical activity. Therefore, to contribute to the development of students’
(future dance teachers’) interpretation skills, it is essential for a teacher of
Classical Dance course:








at acquiring the language of dance to provide knowledge of the
dance terminology, and develop skills and abilities of the technical
performance of movements;
to facilitate a systematic dance language acquisition with students’
own active participation, seeking for a creative approach to
technical performance of movements;
to use multi-form teaching methods (written, verbal, visual,
practical) for the acquisition of the language of dance, which would
develop the ability to remember, memorize, compare, analyse,
evaluate, synthesize and interpret;
to design a united system of tasks and exercises for the acquisition
of the language of classical dance and a complex of tasks and
exercises for a concrete class, corresponding to a specific stage of
the acquisition of the language of dance.
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