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Journal "Problems in Music Pedagogy" (PMP) welcomes all the readers, authors and Editorial
Board on the publication of second issue of PMP.
On behalf of editor-in-chief of journal, I express my appreciation to the authors, Editorial Board,
Editorial Staff, Council of Science of Daugavpils University and printing house for successful
teamwork, perseverance and valuable support to the continuation of this periodical.
I am glad that the publishing of the second issue of the PMP journal coincides with the 5th
International Scientific Conference "PROBLEMS IN MUSIC PEDAGOGY", which takes place at
Daugavpils University, Latvia, September 27-29, 2007.
On behalf of the Conference's president I express sincere gratitude to our partners for
participating in the organization of this Conference - Linkoping University (Sweden) and Lithuanian
Academy of Music and Theatre (Lithuania) as well as the International Scientific Committee,
especially professor Silvia Malbran from Argentina, professor Graca Mota from Portugal, professor
Margaretha Grahn from Sweden, professor Leonidas Melnikas from Lithuania, professor Mara
Marnauza from Latvia, and professor Tiina Selke from Estonia for wisdom, tolerance and
collaboration. We publish in PMP journal Conference's keynote speakers in the second and the third
issue.
I consider it great honour honour that the members of the Commission of Research in Music
Education of International Society for Music Education (ISME) Silvia Malbran from Argentina and
Graca Mota form Portugal have kindly agreed to collaborate with the journal "Problems in Music
Pedagogy" as the members of Editorial Board and authors of articles.
I am also glad to note that the geographical area of our journal is expanding: Editorial Board of
this issue includes the representatives from 6 countries, which is really of great value for PMP due to
their responsiveness, rich experience and expertise in the field of music pedagogy. PMP also
welcomes new members of Editorial Board and hopes for fruitful cooperation in years to come.
The 2nd volume of PMP contains articles reflecting the research, practical experience and
theoretical propositions originated in Latvia, Lithuania, Finland, Argentina, Portugal and Estonia,
which reflect on music teaching process in a new education paradigm context, traditions and
innovations in music education of the 21st century, the historical development of musical education in
Baltic countries, music teacher's competence in the development of students' creativity, musical
orientation and music learning motivation at Finnish schools, the conceptions of Oulu University
music teacher education try-outs about their own skills and success in the entrance examination. Our
own journeys of professional development through engagement with these articles though will be
unique to each of us.
Editor-in-chief
Jelena Davidova
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THE MUSIC EDUCATOR’S PROFESSIONAL TRAINING –
CHALLENGES AND CONSEQUENCES IN THE NEW EUROPEAN
CONTEXT
Graca MOTA,
Porto Politechnic Institute, Portugal

Abstract
Taking into account the new developments in the context of the Bologna Declaration, this
keynote addresses the new paradigm of teaching and learning music, away from the passive
model of pure knowledge transmission to a model which is based on skills development, both
of general nature – instrumental, interpersonal and systemic – and of musical nature, where
the experimental and project components play a significant role.
Issues of greater curriculum flexibility, different organization of the relationship between
teachers and students, tutorial work, and the interconnection between teaching and research
will be approached in the perspective of a music education informed by cultural, ethicalpolitical and citizenship aims.
The preparation of music educators is envisioned in the context of a democratic society in a
globalised world, where musics and cultures are overall valued and respected for their own
sake.
“Teachers are important because of their
impact on student learning. The research indicates
that raising teacher quality is perhaps the policy
direction most likely to lead to substantial gains in
school performance. However, there are many
important aspects of teacher quality that are not
captured by indicators such as teacher
qualifications, experience and tests of academic
ability. The teacher characteristics that are harder
to measure, but which can be vital to student
learning need to be more prominent in teacher
preparation and employment”
(Teachers Matter, OECD, 2005)

Introduction
In the last two decades, I have been strongly involved in the professional training
of music educators, and in music pedagogy related issues. Having been trained in my
first degree as a concert pianist, I was for a long time an instrumental teacher, and a
music educator, while today my whole professional endeavour lies in two domains:
music teacher training, both at graduate and post-graduate level, and research.
This multiplicity of professional engagements has endowed me with a
perspective of music education, and music educator’s professional training, which is
5
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inflected both by the experience of music practice, and by a number of authors that
have significantly contributed to my reflexive thinking in these matters. Shortly, what I
would like to share with you today are some of my actual reflections on the issue of
music education as a profession profoundly informed by a critical approach, which
takes into account today’s world and more precisely the European context. Music
education is here defined in terms of a global encounter with music, not merely in
terms of performance, composition, and audition but broader speaking as the training
of music teachers that might face the profession in one or another of these areas but
also as music educators for all citizens.
In this keynote I will begin the talk by tracing some of the characteristics of
today’s relationship of young people with music, and the challenges it creates for
music education in a formal context. Then I will speak about some relevant theoretical
perspectives for teaching and learning music, all of them strong contributors for a
common line of thought which prefigure innovation and transformation in music
teacher training programmes. I hope they help us to think further within the context of
the Bologna Declaration. Finally, some challenges for music education research in the
21st century will be summarized.
I would like to share with you my critical view as a way of thinking about the
future. In Maxine Greene’s perspective, it also means to resist, as we fight for the
construction of a narrative that examines and re-examines the human processes of
questioning, and does not approach curriculum matters as if they were disconnected
from life, experience, and the struggle for equality of opportunities, and justice in
public domain.
“Because so many of us are newcomers and strangers to one another, I
particularly emphasize pluralism and heterogeneity, what is now often
called multiculturalism. I choose to do so in connection with the arts and
with a community always in the making – the community that may
someday be called democracy” (Greene, 1995, 6).

Music in the contemporary world
We live in a world where the velocity of progress in science and technology has
brought a significant amount of change. However, the assumption that innovation
would be the vehicle for better life conditions for a vast majority of people in the
world is far from reality. The differences between the rich and the poor have never
been so profound. The progress in communication and technology, together with a
globalized economy, neither contribute to approximate people, and diminish the huge
gap provoked by inequalities, nor ameliorate the quality of life of millions of people
who live in inhumane conditions. Instead, the status quo has been perpetuated by the
international imperialistic ambitions, and, in reality, those vertiginous changes only
have been acting in favour of a minority of countries who own the major part of the
world richness. As referred by Estelle Jorgensen, “unprecedented and massive
population movements have contributed to cultural diversity and richness on the one
hand and racism, cultural imperialism, fear, and anger on the other” (2003, p.1). In the
last decades of the 20th century, several cultural conflicts have been opposing, on the
one hand the western classical culture of the past and today’s popular culture, and on
6
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the other, the European culture and other non-European cultures. Right now, diverse
musical expressions, including jazz, pop, and rock, are gaining visibility, and even
getting a significant place in the curricula of several higher education institutions.
However, it seems that we have not yet found the appropriate guidelines to inform a
music education where different musics can coexist within a rigorous methodological
framework. Therefore, the challenges seem to be far more complex than in the past.
Music can be seen as “a window on some of these important cultural and
societal changes” (ibid.). Through the possibilities offered by technology,
performance, composition and audition may have a totally diverse approach from the
one we were used to in the past. These new developments have a significant impact on
the relationship that young people establish with music today. In fact, it goes far
beyond the power of music education in a formal context. It appears as a categorical
means for the construction of identity and autonomy through which the young
generation around the world seeks for independent ways of musical expression, away
from the formal educational environment, sometimes even against it. Among peers,
musical skills and affinities are shared, in a consensual process where it is normally
considered that some are more knowledgeable than others, and may therefore be
accepted as leaders. In this context, the possibilities offered by the new technologies
allow that young people “create” and spread their own music, which, while being
aesthetically embedded in the culture where it comes from, reveals the presence of an,
apparently, acquired structured musical code. This fact should not be ignored by music
educators worried with young people’s access to formal music education, as it seems
to seriously question a traditional music curriculum where the development of musical
skills is connected with much effort and significant time consume until a musical
product of some quality comes to light.
In 2001, John Sloboda reflected on the place of music education in a relationship
between emotion, and the function of musical experience in everyday life. In that
context he summarized recent research that has been pointing out the following
propositions that seem to apply, in one way or another, to several countries:
• Many school music educators have little respect for or understanding of the
musical lives of those they teach;
• The musical enthusiasms and aspirations of many young people are not
addressed by the current curriculum;
• The transition from primary school to secondary school is a key ‘parting-ofthe-ways’ between young people and their music teachers;
• Music retains a key and central role in the life of most people who see
themselves as ‘not-musical’, and that emotional self-management is at the
heart of this role. (Sloboda, 2001, 243).
We acknowledge that some of these issues have already been an object of
systematic discussion in international forums, among music educators for whom they
make real sense. However, in higher education we have not yet found alternative ways
that lead to more dynamic approaches in music teacher training curricula. Sloboda
suggests that, even taking into account the music curricular liberalisation that
happened between 1960-1980, which included genres such as pop, jazz, world music,
etc., it did not bring about a real change:
7

Problems in Music Pedagogy, Vol. 2, 2007
“…But, whatever broadening of the syllabus is contemplated, music
education must remain controlled by those who have been through a full
classical training themselves, since this remains the pinnacle of the
musical pyramid, to which all, in the end, aspire.” (Sloboda, 2001, 249).

He explains the apparent collapse of an agenda that seemed to be acquired among
music professionals, pointing out what he called “seven key cultural trends”, which I
will now briefly summarize.
1. Multiculturalism
The post-war history reveals the kind of societies in which culture cannot be
defined according to the classical model. This will be more and more identified as a
xenophobic ‘fortress’ mentality, one that does not take into account a much more
diverse and rich cultural reality.
2. Youth culture
Young people define growingly their own cultural agendas, independently of
agendas laid down by others. This is the more significant in the arts, especially music,
where skills development very often happens outside of the formal school system, as I
have already suggested here.
3. Electronic communication
Teaching and learning institutions are not anymore the sole owners of access to
more sophisticated means of musical experience. Young people have now more and
more possibilities to create their own musical ‘worlds’, grasping a whole range of
unbelievable technological choices.
4. Feminism
The feminist movement has had profound effects on culture. Apparently, its
greater contribution lies in the way it influenced the progressive substitution of a
hierarchical paradigm by a more democratic one in terms of cultural organisation. In
the musical domain this comes to light in predominantly men dominated areas such as
composition and conducting.
5. Secularism
Christianity (as well as all forms of organised religion) seems to have suffered a
massive decline as a social force capable of agglutinating young people, and
determining a good part of their cultural behaviour. Musical activity is more and more
organised in terms of personal and emotional determinant choices. Key musical
organisations like the church choir, which used to be the more or less compulsory
place for musical training (see the typical example of the English children choirs),
have ceased to represent a significant part in most children’s lives.
6. Niche cultures
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In the age of easy electronic communications, musical affinities go beyond
frontiers, and young people can share their “special interests” with other youngsters
from the other side of the world. In this context, cultural “niches” come to light, more
or less marginal, independently of any geographical proximity.
7. Postmodernism
These tendencies represent a set of key manifestations to an understanding of the
post-modern society, which is characterised by a free cultural “market”, even anarchic,
where it seems almost impossible that any segment may acquire a cultural
predominance.
As a conclusion of the presentation of this summary, it should be acknowledged
that not all of these cultural tendencies might be considered valid in all countries in the
same way, and with the same kind of incidence. However, as suggested J. Sloboda,
“the consequence of cultural fragmentation is that music educators no longer occupy
a privileged position” (Sloboda, 2001, 251). On the other hand, one of the
assumptions of postmodernism seems to indicate that the conditions for the
reestablishment of a new ‘dominant cultural ideology’ do not exist anymore.

A theoretical context for music education
In my professional life, several theoretical contributions have been relevant in
my search for a frame of references to support a transforming project in music
education. I will now go briefly through a number of authors relevant for that
endeavour.
If we situate the discussion essentially in the context of art, John Dewey is of
major importance. He subscribes an aesthetic notion, which is not defined by the
characteristics of the work of art but by the context where it was produced (Dewey,
1934). His thinking is based on a concept of human experience, within the frame of
education, as a form of being and knowing. For Dewey it is not possible to speak about
knowing until it is part of a knowing subject:
“In an experience, things and events belonging to the world, physical and
social, are transformed through the human context they enter, while the
live creature is changed and developed through its intercourse with
things previously external to it” (Dewey, 1934, 246).

We face here a perspective where the essence of art lies in the lived experiences
rather than in the great works of art. For Dewey art is adjectival in nature, meaning
that “it is a quality of doing and of what is done” (Dewey, 1934, 214), and may not,
unless on its abstract form, be designated by a noun substantive. “The product of art –
temple, painting, statue, poem – is not the work of art. The work takes place when a
human being cooperates with the product so that the outcome is an experience that is
enjoyed because of its liberating and ordered properties” (ibid., 214).
In music education, this view helps us to understand how the process of
relationship with the work of art can be mostly dynamic, negotiated and shared in
9
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order to become part of the individual. The contribution of Maxine Greene
complements much of what has been said. As a teacher in philosophy and education,
she has been demonstrating a particular fascination for issues in teacher education,
while maintaining the whole discussion in the context of social and political conflicts
(Greene, 1988, 1995). In her view, the school community can prefigure a vast social
freedom, and the arts play a significant part in promoting imagination as a means of
constructing alternatives to an oppressive status quo. The relevance and the role of
imagination are emphasized “…because, of all our cognitive capacities, imagination is
the one that permits us to give credence to alternative realities. It allows us to break
with the taken for granted, to set aside familiar distinctions and definitions” (Greene,
1995, 3).
I have already quoted Estelle Jorgensen in the context of the deep analysis she
has developed in her book Transforming Music Education, and especially concerning
her view on the role of music in today’s world. At a time of permanent changes, she
views music education as “the means whereby a particular group, institution, or
society is able to survive from one generation to the next” (Jorgensen, 2003, 19). In
this sense the re-examination of traditions would be a part of an ongoing process of
transformation whereby people make beliefs and practices their own, while also
preserving certain traditional perspectives and practices. Of interest for our discussion
is Jorgensen’s thinking dialectically as it opens a window for a possible way of facing
transformation in music education.
Her dialectical analysis is situated in her teaching experience and in the
recognition that she found herself caught between two worlds: the world of the
desirable and the world of the possible. While considering polar opposites in music
education she came to distinguish more clearly the ground between them, and finally
rejects the notion of synthesis that she classifies as problematic, simplistic, and
reductionistic (Jorgensen, 2003, 11).
On the other hand, she understands that the eminently open character of her
approach is placed rather on the coexistence of two perspectives, supported by the
dialectic tension from one to the other.
“In this view, teachers analyse the theoretical possibilities flowing form
the implementation of alternatives X and Y, determine if it is possible to
combine them and in what ways, create the appropriate ‘mix’, and adjust
or correct the balance between tem so as to maximize the advantages and
minimize the disadvantages of the theoretical possibilities either taken
alone or resulting form their combination” (ibid, 13).

As a metaphor, she understands this approach in the perspective of hypertext as it
“emphasizes the connectedness of information and provides freedom for people to
read the text from their individual perspectives and in their own ways” (ibid, 14).
According to the author this approach is consistent with dialogical education in which
the educational community discusses and analyses from different points of view in a
continuous and dynamic process. In sum, a dialectical approach to music appears as a
way to reveal commonalities as well as differences in the various forms that music
making can take.
10
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In this vision, as an operational form of working with the music education
curriculum, musical dialogue is central to develop an on-going debate, to accept
various solutions and construct knowledge both between and among teachers and
students.
I would like to connect these ideas with the notion of collaborative work
proposed by Liora Bresler (Bresler, 2002). Suggesting that music often appears as an
isolated area in schools she suggests that collaboration in the arts can be an open
process, which occurs according to significant relationships of professional
development. She quotes Seymour Sarason, a leading scholar on educational change,
in the recognition that the characteristics, traditions and organisational dynamics of
school systems are “more or less lethal obstacles to achieving even modest, narrow
goals” (Bresler, 2002, 20). Taking as starting point the so much debated integration in
the arts, L. Bresler describes the benefits of collaborative work between teachers and
students in relationship to her concept of Transformative Practice Zones (TPZ). These
are, in her view very much different from typical team-planning where tasks are
divided and people are delegated responsibilities. “TPZ are spaces as well as a way of
interacting and thinking, where the participants are touched and often transformed in
the process. The sum – a gestalt – is bigger than its parts” (ibid, 34).
In L. Bresler’s proposal, the benefits of collaborative work among teachers can
be placed on three levels: professional growth – a broader vision of the discipline
through listening to each other, more focused on projects and expanded themes;
change of self-image – from an isolated teacher, teaching individual classes and
individuals, to one who sees herself as a part of a larger whole; becoming central to
the school – discovering that there is no need that the music specialists represent a
sub-culture but appear as a curriculum subject in parity with all other curriculum
subjects.

The Bologna Declaration context
At this moment of my talk it is legitimate that my listeners ask themselves what
of all that has been said until now can contribute to what we may call the challenges
and consequences of the new European context. I hope that after this third part, it will
become clear why I have chosen those theoretical anchors to subscribe to a view of
music educator’s professional training.
The Bologna Declaration (European Higher Education Area. Joint Declaration
of the European Ministers of Education convened in Bologna on 19 June 1999) was
signed by 31 representatives of 29 EU member states and ascension candidates among
them Portugal and Latvia. It declares that by 2010 the following aims shall be reached:
1. A system of easily readable and comparable degrees shall be introduced,
supported by the implementation of the Diploma Supplement.
2. Higher education course systems shall be based on two consecutive
cycles: the undergraduate cycle, lasting three years, shall qualify students
for employment, whereas the graduate cycle shall lead to Master's and/or
doctorate degrees.
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3. In order to ensure student mobility through the transferability of their
achievements, a credit system similar to ECTS shall be launched; credits
shall also be obtainable in non-HE contexts such as life-long learning.
4. Student mobility and free movement shall be promoted.
5. European co-operation in quality assurance shall be established.
6. The European dimension shall be promoted in HE through curricula, interinstitutional co-operation and mobility schemes for both students and
teachers/researchers.
In sum: to establish a European space in higher education, this leads to a
harmonized, competitive, and attractive educational interface. Speaking of challenges
this is, in fact a very ambitious agenda. The Portuguese law that established the rules
for the implementation of the Bologna process acknowledges that the central issue is
the changing of the teaching paradigm. Moving from a passive model based on
knowledge acquisition, to a model based on skills development, including those of
generic nature – operational, interpersonal, and systemic – and those of specific nature
associated to the special domain of learning. Within the latter, key roles are devoted to
the experimental and project components.
In our country, the implementation of the Bologna process is proceeding in a
very unequal way not only from institution to institution but also on the level of the
relationship between the Ministry of Higher Education and the Universities and
Polytechnics. The lack of political leadership from the side of the government, and in
some cases of the representative boards of the institutions, is one of the reasons why
the process reveals weaknesses and absence of definition that, by this moment, should
have been already surpassed. A distorted vision, marked by a hidden agenda, leads to a
movement in which the institutions seem to be more motivated by tactical moves than
by scientific and pedagogical issues. It is the mercantile face, what I would call the
dark side of Bologna. However, when seen from its bright side it could bring a
pedagogical revolution. Let us examine the arguments that support this statement.
Curriculum flexibility
Students have more freedom to construct their own curricula, within a modular
system that permits choices according to special interests or an initial specialisation in
one or more domains towards a perspective, for example, of future post graduation.
A different organisation of the teacher’s and the student’s work
Both teachers and students have to adapt to the new paradigm. That means that
teachers prepare more materials to become available to students, and students develop
their autonomy when they are away from the face-to-face environment.
Tutorial work
As we know, not all countries have developed in higher education a regular
scheme of tutorial work. Contrarily, for example, to the UK, in my country we have a
strong tradition of in-classroom tuition, and very small independent work done by the
students with individual support by their teachers. To change this status quo is a major
challenge for us.
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Smaller ratio student-teacher
In the last decade, institutions of higher education have been under greater
pressure to teach classes with more and more students. Even in the arts, and in music,
where it is acknowledged that the number of students per teacher has to be lower, the
urge to reduce costs is also making its way among us. The Bologna rationale with its
claims for a new teaching paradigm is not compatible with a financial agenda.
Interconnection between learning and researching
The understanding that the process of learning and processing knowledge is
profoundly interconnected with researching, is perhaps one of the most significant
changes that must be brought about in institutions of higher education. If we believe
that research is a powerful tool to understand the world, generate new ideas, change
life, than in higher education it is the more relevant to make sense out of knowledge,
and practice.
In sum, what I have called a pedagogical revolution could be summarized as an
education on three levels: cultural, ethical-political, and civic. Unfortunately, even this
is far from being implemented, as it would mean a significant investment, also in
financial terms. Are our countries sincerely interested in carrying out this pedagogical
revolution? I would like to believe that, in this matter, our personal engagement could
make the difference.
How can this be made clear in curricula of future music educators? While tracing
a bridge to my previous theoretical background I will revisit music teachers’ initial
education around three curriculum axes:
1. A curriculum centred in the musical activity. I understand here that
the whole of the music educator initial education must be organized
around the act of making music in its multiple aspects, whether oriented
to the individual or collective musical practice or as a form of framing
musical action to be developed with children. This also means an
enlarged comprehension of the key issues that are being discussed today
in the educational sciences, and its concrete application to the teaching
and learning act. Therefore, it can only be promoted in connection with
the activities of initiation to the pedagogical practicum. I am clearly
assuming an antagonistic position to a curriculum loaded with much
information that is not being confronted with a reflective practice. On the
other hand, musical skills development must be structured in the sense of
a musical activity with multiple faces and multiple aims – performance,
improvisation, composition and arranging, and production. Finally, it is
also necessary that future music educators develop the skills for
reflective practice and research on-the-job.
2. The integration of action and its meaning. From knowledge to action,
what I propose here is a curriculum where systematically the link
between theory and practice is worked out, either in diverse spaces of
theoretical and practical musical apprenticeship, or in projects where
knowledge is being experimented, interpreted and contextualised. In
John Dewey’s sense, the musical work as a work of art, acquires here
13
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another dimension, as a lived experience, transformed by the subjects
who produce it.
3. The autonomy. A curriculum that permits that the student, future music
educator, finds his/her musical personality, develops his/her imagination
in order to understand and name new situations as well, coming up with
suitable alternatives. This might be made concrete through an individual
project to be implemented in the process of student teaching. As
proposed by Maxine Greene, questioning is used as a systematic method
to change reality. Moreover, this idea is supported by the promotion, on
the one hand, of a dialectical thinking in the sense of Estelle Jorgensen
and, on the other, within collaborative work among peers and teachers as
suggested by Liora Bresler, and her notion of Transforming Practice
Zones.
I hope, at this point, to have made clear my position in terms of the desired
changes in curriculum development for the professional training of music educators in
the context of a new paradigm, as well as the theoretical underpinnings that might
inform it. Of course there are many other authors that can be called to support this
endeavour. However, having to make a choice, and trying to be concise, I am
convinced these are researchers and music education opinion-makers that I would not
ignore in any moment of reflective thinking about the challenges we are now facing in
Europe, and in teacher education.
In my final section of this keynote talk, I will address research and its role in
today’s music teacher’s higher education.

Research as discovery
I have more than once heard that research should be envisioned as an endeavour
that is not about the researcher but about the discovery. In other words, it can also be
said that research is about giving birth to new ideas that might help us to change life.
However, generating new ideas is a matter of strong commitment to certain premises
that are certainly not aimed at the confirmation of the obvious or at dealing with
atomistic issues, regardless of contexts and of significance that can move our field
forward. What we need is research for progress and growth.
Persisting in establishing links to the theory I presented before, I would like to
start by highlighting again the importance of connecting the initial training of music
educators with research as a vehicle to connect theory and practice. What I have in
mind is both the need to answer such important issues as promoting musical quality in
view of the emergence of technology, and the capacity to transfer knowledge between
different musical achievements. Therefore, to educate future music teachers as
researchers seems to be the most valid commitment to ensure that higher education
programmes do not end at the moment students get their diploma, but may be
projected in a life-long process of high quality engagement with music. To investigate,
in this context, must be understood as an essential component of the curriculum
programme of the future music educator, based on research in formal and informal
settings while not forgetting the relationships among schools and communities. I
14
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propose that methodologies should be mainly diversified, qualitative, ethnographic,
and formative:
• Diversified, because it is attentive to different musical manifestations,
uses adequate and ecologically valid instruments to each situation;
• Qualitative, situated in a non-positivistic paradigm, dealing with reality
in its dynamic wholeness, assuming subjectivity, and interpreting it as
such, and promoting an attitude of humbleness in face of knowledge;
• Ethnographic, because it describes, illuminates from different
perspectives, triangulates diverse sources of information and gives,
therefore, the whole richness of the research setting;
• Formative, as it intends to make an intervention, modifying and
proposing alternatives to the status quo, which, especially in our field,
seems to be so relevant. Beyond these methodologies that inform
progress, student teachers should learn how to make critical and
analytical reviews of the literature, other than mere summaries.
As actual challenges for a research agenda for future music educators, the
following suggestions are made (as an adaptation of recently formulated propositions
by David E. Myers in the Conference on Research in Music Education in Exeter, UK:
1.
2.
3.
4.

Generate substantive questions: seeking vs. finding.
Use of robust and rigorous methodology: understanding vs. providing.
Dynamic vs. static contexts.
Catalyse change: new horizons vs. status quo.

What appears to be here at hand is primarily the search for relevance, looking at
the fundamental point of music’s meaning. In that sense, what we should aim for is
projects designed for producing transformation for teachers, children, and musicians a
well as institutional change. Moreover, we must care about the contributions of
research to sustainable cultures of lifespan music learning and engagement. This is,
from my point of view, also the natural correlate to what have been the major points in
this keynote talk on music educator’s professional training.

Conclusion
At the beginning of this keynote I made a quotation from the final report of the
OECD “Teachers Matter: Attracting, Developing and Retaining Effective Teachers”, a
two-year study of teacher policy issues in 25 countries. This very interesting report did
not have much echo in my country, although it addresses issues of major importance to
our profession as teachers in general, with implications for music teachers in
particular. At the moment when all school systems in Europe are engaged in
curriculum reforms, this report makes an emphasis on the idea that teachers do make a
difference, and that we should be engaged in preparing them to centre the work in
schools around issues of knowledge and learning. Therefore, it seems perfectly clear
that teacher policy is important, and that new curricula should face the challenge of
designing programmes aimed at preparing future professionals with those
characteristics that are harder to measure, but which can be vital to student learning.
15
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I have tried to give you here a picture of how this can be done in terms of music
education, taking into account a perspective of music in the contemporary world,
theories by prominent authors, the Bologna agenda, and research as a key component
of every curriculum for music educator’s professional training. The OECD report
points out to policy implications according to policy objectives, directed towards the
teaching profession as a whole, and targeted to particular types of teachers or schools.
Focusing on my theme for this keynote talk, I would relate some of those objectives
with positive consequences for the challenges we have been talking about in the new
educational European context. First, if we want to make music teaching an attractive
career choice it is important that not only the image and status of the music teacher is
improved but also that it is acknowledged by educational administrators how
important music is in the overall curriculum for all citizens as well as for those who
want to become career musicians. Second, in order to develop music teachers’
knowledge and skills, we must be aware of the need for different music teacher’s
profiles as well as integrate professional development as a continuum throughout the
career. Third, the process of recruiting, selecting and employing music teachers means
to provide schools in general, and music schools in particular, with more responsibility
for teacher personnel management while making a probationary period mandatory.
Fourth, in order to retain effective music teachers in schools, it is necessary to provide
opportunities for career variety and diversification, which means that they never stop
to see themselves as musicians. This could imply more flexible working hours and
conditions. Finally, to develop and implement a music teacher policy cannot be
separated from engaging the teachers themselves in policy development and
implementation as well as foster the emergence of professional learning communities.
Schools should and cannot be disconnected from the communities where children
come from, and culturally inclusive policies must be in every moment in our heads
when programming curricula in music teaching. This is the truer in our area of
performance where an installed tradition very often prevents from innovative
practices.
I would like to finish my talk by stating that, according to my theoretical,
pedagogical, political, and research affiliations, we should be looking for diversity
rather than uniformity in what concerns our efforts in the domain of music educator’s
professional training. International, national and regional richness should be our aim as
a form of reinforcing our differences while enabling that we come closer in our
commonalities. If we work in that direction, I believe that we will be able to make the
difference.
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Abstract
The basis of this article is an academic study on musical education within the Lithuanian
school based on ethnic Lithuanian and European culture up to the 20th century. The study
sought to determine how the development of musical education in Lithuania and more
generally the development of schools and education were based on the interactions and
contradictions of two distinctly different models of cultural development – Baltic ethnic
Lithuanian culture and European culture – under the stipulations of ethnic, historical,
geopolitical, religious and socio-cultural factors. Pre-institutional musical education based
on traditional Lithuanian singing culture laid the foundations for Lithuanian ethnic music
pedagogy, and from the appearance of the first schools until the 20th century was influenced
by European Christian culture, with the latter in many cases assimilating with the native
ethnic culture. Historical cause, written-comparative and meta-analysis methods are applied
in the study.

Introduction
As with the Lithuanian school and education generally, so also musical education
in Lithuania had a long development cycle and was affected by various factors,
including ethnic, historical, geopolitical, religious, and socio-cultural and others. At all
times, however, music assumed a significant place in educational theory and practice.
Musical education always accompanied intellectual, physical, moral and religious
training and integrated with them, developing from simple imitation to the complex
systems known today.
In every age each nation has developed a distinct and irreplaceable culture, and
the Lithuanian nation is no exception. Lithuanian cultural history investigators
(Lukshaite, 1991 and others) explain that over Lithuania’s many centuries of
development, two distinct models of cultural existence become clear: first is the model
of Baltic, Lithuanian ethnic culture, transmitted orally and evolving for several
thousands of years in Lithuania. The primary author of this ethnic culture is the
community of agriculturalists. This cultural model persisted in Lithuania longer than in
other neighbouring countries.
The second is the European model, based on the written word and institutions
employing the written word, especially the Church, school and others. This cultural
type, evolving over several millennia in the lands of the Mediterranean civilizations,
originated in the territory of the former Roman Empire, and later spread across
Europe, including Lithuania.
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In the 13th century, after the Lithuanian state arose and adopted Christianity
(1387), the Baltic Lithuanian ethnic culture fostered over the centuries met with
European culture supported by the written word.
For many centuries these cultural models existed side by side, variously affecting
or contradicting one another. The ethnic culture, traditionally passed from generation
to generation by spoken word and deed, was influenced by the parallel European
culture supported by the written word and institutions. The latter also changed due to
the evolving life of society, and in many ways merged with the Lithuanian ethnic
culture system. Initially European culture was transmitted exclusively among higher
social echelons, but after the adoption of Christianity as the state religion the main
propagator of this culture became the Church, together with the school. Even so, the
ethnic cultural model remained the fundamental form of Lithuanian cultural
development for many centuries to come, accounting for the culture of around 90
percent of Lithuanians, including peasants, urban dwellers and a portion of the
nobility. Lithuanian folk singing was born and grew during this period and a plethora
of Lithuanian folk songs were created.
And in the history of Lithuanian music education the concord of these two
cultural models, ethnic and European, can be seen clearly. Thus, one can consider the
development of musical education in Lithuania in historical times, as can one view
Lithuanian cultural history generally, as “the playing field, the field of coexistence and
interaction of two cultural models (Lukshaite, 1991, 7). This took place during the
period between the 15th and 20th centuries.
Taking into account the description of the models of Lithuanian cultural
development presented above and based on chronological outlines of the growth of the
Lithuanian school and pedagogical thought sketched by Lithuanian investigators
(Karchiauskiene, 1989; Lukshaite, 1991 and others), the evolution of music education
in Lithuania can be broken down into the following historical periods:
1. The period from the introduction of Christianity and the appearance of the
first schools in Lithuania until the Reformation from the end of the 14th to the
mid-15th century;
2. The period of competition between the Reformation and Counter –
Reformation (mid-16th to the end of the 18th century;
3. The period of secularization of education: the end of the 18th century (1773 –
1795);
4. Lithuania within the Russian Empire and under German occupation: the end
of the 18th (1795) to the beginning of the 20th century (1918);
5. Independent Lithuania (1918 -1940);
6. Soviet occupation (1940 - 1990).
Beyond those listed above, there is another extremely significant period, namely,
the pre-institutional, existing several millennia until the appearance of the first primary
schools in Lithuania, and, following their appearance, operating in parallel. During the
pre-institutional period education was based exclusively on the Lithuanian ethnic
model, and during this period the seeds of Lithuanian ethnic music pedagogy were
planted. The basis of musical education was traditional Lithuanian singing culture. It is
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impossible to describe a definite beginning or end to this period. Traditional
Lithuanian singing culture developed in parallel with other periods, and in a certain
sense persists even now.
Works (monographs, articles and others) by Lithuanian investigators exist which
shed light on certain aspects of the development of music education at the Lithuanian
school (E. Balchytis, P. Jurkshtas, D. Kshaniene, D. Petrauskaite, A. Petrauskas,
J. Trilupaitiene, B. Zubrickas and others).
What hasn’t been investigated, however, is the development of music education
at the Lithuanian school in the most wide-spread and highly-developed traditional
form of music-making: singing and folk-songs in the ethnic cultural and European
cultural context in corresponding time periods, beginning from the appearance of the
first schools until the present.
Object of the research: musical education within the Lithuanian school based
on ethnic Lithuanian and European culture up until the 20th century.
The aim of the research: to determine how the development of musical
education in Lithuania and more generally the development of schools and education
were based on the interactions and contradictions of two distinctly different models of
cultural development – Baltic ethnic Lithuanian culture and European culture – under
the stipulations of ethnic, historical, geopolitical, religious and socio-cultural factors.
Pre-institutional musical education based on traditional Lithuanian singing culture laid
the foundations for Lithuanian ethnic music pedagogy and from the appearance of the
first schools until the 20th century was influenced by European Christian culture, with
the latter in many cases assimilating with the native ethnic culture.
The basis of this article is an academic study of music education at the
Lithuanian school based on ethnic Lithuanian and European culture up until the 20th
century. The study sought to test the hypothesis that the development of music
education in Lithuania, and more generally the development of schools and education,
was based on the interaction and contradictions of two distinctly differing models of
cultural development – Baltic ethnic Lithuanian culture and European culture – under
the influence of ethnic, historical, geopolitical, religious and socio-cultural factors.
Pre-institutional music education, based on traditional Lithuanian singing culture, laid
the foundations for Lithuanian ethnic music pedagogy, and from the appearance of the
first schools until the 20th century it was influenced by European Christian culture,
with the latter in many cases merging into the ethnic culture.
Historical cause, written-comparative and meta-analysis methods are employed
in the study. Genetic and culturological principles were used as the guiding ones.
This will aid in determining what was shared, what was unique and what was
distinct at different historical periods, and to determine changes and evolutionary
tendencies in the subject under investigation.

Traditional Lithuanian Singing Culture and Pre-institutional
Music Education
Scientific studies have shown that the non-institutional pedagogy of the Balts
reaches back to remote antiquity. Shared work, examples set, family and village
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community life, literary and musical creation (folklore and songs), traditions, rituals
and the like served to educate the younger generation. (Dunduliene, 1991 and others).
The primary form musical education took in pre-institutional pedagogy was
ancient singing traditions. Traditional singing also laid the foundations for Lithuanian
ethnic music pedagogy most in keeping with the goals of music education. Over many
centuries ethnic music pedagogy formulated its objectives, tasks, forms, principles,
pedagogical content, methods and other matters. These were transmitted and received
naturally from generation to generation. Strong Lithuanian ethnic music cultural
traditions complemented and provided a foundation for the further development of
music education under the European cultural model in the nascent Lithuanian school.
Written sources, surviving written and unwritten recollections by individuals and
the sheer enormity of Lithuanian folk songs created and recorded witness to the wide
spread of singing in Lithuania, the love of singing among children, juveniles and
adults, traditions of music education created over hundreds of years among the people
and the rich experience of ethnic music pedagogy accumulated.
Lithuanian folk songs reveal the ethnic features of the Lithuanian nation and
stand out as an especially remarkable expression of the nation’s spiritual life
(Shalkauskis, 1990). Songs and traditional singing are a historically vibrant and strong
ethnic Lithuanian cultural form, passed down from generation to generation. It
represents the singing experience of past generations. A coherent national
understanding of the world and a unified system of values are concealed within. This
is an important sphere of accumulation of musical experience and our cultural legacy.
Even the Lithuanian word for song, daina, is of ancient origin, reaching back to
the linguistic period of the Indo-European proto-language. It expresses the actions of
filling with sound, yelling, crying out, shouting, jumping and dancing. Lithuanian
words based on the root dain are found in the written sources from the 13th century on.
Authors of various ethnographic studies (T. Lepner, M. Stryjkowski, J. Dlugosz
and others) have called Lithuania a nation of natural musicians, and emphasize their
special love of singing. Lithuanian musicologist, theologian, choral director and
composer Teodoras Brazys (1870-1930) writes: “Lithuanians are truly born ‘musici
naturals.’ The poets of the people of Lithuania composed their songs for every aspect
in the life of the people. The Lithuanian man sings while ploughing and felling the hay,
Lithuanian maidens sing while gathering the hay, while they weed the rue gardens,
pull up and weave the flax. In Lithuania there was singing on happy occasions, during
parties and weddings, and finally even funerals were accompanied by the singing of
laments; we find all sorts of songs, for Lithuanians sing about everything all the time,
whenever an occasion presents itself, telling of their love, joy, trouble or sadness in
their songs. The infinite number of Lithuanian folk songs shows the wonderful poetic
and musical creative power of the Lithuanian people” (Brazys, 1920, 5).
Over the centuries Lithuanians created a profusion of different songs for which
they were known in the world from ancient times. They cover the entire range of the
human experience. According to function, theme and melodic qualities, Lithuanian
folk songs are categorized as work, mythological, calendar ritual, family life and ritual,
wedding, baptism, children’s, youth, love, party, military, historical and other types of
songs. The most archaic are the raudos (laments), work and calendar songs. In total
21

Problems in Music Pedagogy, Vol. 2, 2007

somewhere between 10 and 20 thousand Lithuanian folk songs are known, along with
around 500,000 variations on them.
A separate type of song is children’s songs: lullabies, game-songs, animal songs,
formulaic songs. Children’s songs occupy a special place among other Lithuanian folk
songs. They are either creations by adults for children or the creation of the children
themselves. Both grown-ups and children perform these songs.
Many investigators have brought attention to the poetry, lyricalness and the
expression of profound ideas in Lithuanian folk songs. Images of nature and human
daily life are expressed as if they were living images in the songs. Trees and birds
communicate with people and comfort the downtrodden. There are many symbols in
the songs. A small lily or a cuckoo may appear concurrently as a maiden, a young oak
or small falcon as a boy….
The folk songs make much use of diminutive word forms possible in the
Lithuanian language and employ epithets frequently. Different comparisons and
metaphors are a frequent poetic device in the songs, and there is much parallelism,
hyperbole, many allegories and unions of synonyms, conventional-ad hoc
onomatopoeia, rhetorical figures of speech and other devices.
The songs are characteristically quite expressive and emotional. Emotions are
expressed by the melody as well as the words. Song melodies are of different kinds,
from the most simple and archaic to melodies developed later which are more
dependent on words to express content.
Methods of singing are also quite distinctive. One of the oldest methods of
singing Lithuanian folk songs is in mono-voice. Mimicry of animals, the distinctive
calls of shepherds and similar are expressed with these melodies. Calendar ritual songs
are sung in the mono-voice manner. Polyphonic singing is also widely known. In this
manner the sutartines are sung, in which several melodies are joined simultaneously
using contra-point. Antiphonic alternating voice singing belongs to the category of
archaic singing methods. This is how the “rye-raising” or parugine songs are sung
during Whitsunday (Pentacost).
The sutartines belong to the oldest genre of songs. Homophonic songs, in which
one leads with the melody and others accompany, comprise the newest group.
We find an abundance of authentic material, of special significance for musical
pedagogy, in the works by Lithuanian ethnographic investigators P. Dunduliene
(1991), D. Krishtopaite (1985, 1988, 1996), N. Velius (1996), A. Vyshniauskaite
(1994) and others.
This article is based on material from the „Ash ishdainavau visas daineles“
(1985, 1988, 1996) (“I sang all the songs”, compiled and edited by D. Krishtopaite)
publications. Articles by Lithuanian folk song scholars (D. Krishtopaite, M. Telksnyte,
A. Kacherauskiene, L. Burkshaitiene, A. Bernotas and others), descriptions of folk
singers, and also stories told by the singers themselves, interviews with them, answers
to questionnaires and reminiscences are presented. These contain reflections of
important events in the lives of singers, their environment and daily life, their attitudes
toward songs, singing and the meaning of song in the life of the individual. Analysis of
this material made possible the determination of important principles at work in ethnic
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music pedagogy. Here lie revealed the growth of music education, its nature, purpose,
extent, forms and methods; the emotional and value relationship of children and
juveniles to songs, singing, their needs, interests, desires and similar.
Based on these data as well as on other written sources, one can affirm the
universal spread of singing in rural Lithuania. Children were surrounded by songs.
Everyone sang: adults, children, adolescents and young adults.
The musical education of the child began in the family: the mother, father,
brothers and sisters all sang. Mother was the first teacher.
Song was the eternal companion of people throughout life. “Song is the constant
spiritual state of the Lithuanian,” thus V. Storosta-Vydunas (Vydunas, 1997)
described Lithuanian folk singing.
The purpose of song within ethnic pedagogy was natural education, an inner
need, individual spiritual self-expression, a necessity.
The wide spread of singing and the traditional singing environment meant that
educational musical aesthetic challenges were realized naturally. Through traditional
singing, students naturally merged with their cultural environment and the spirit and
traditions of their community. The ability of children and adolescents to perceive
beauty in the songs themselves (in their content, melody and performance) and in
nature, their surroundings and human relationships grew, as did their ability to create
such beauty. The artistic taste of the young, their need and love of finding beauty in
song and other aesthetic values also developed.
The content of musical education within ethnic pedagogy consisted of Lithuanian
folk songs, their intonational/poetic content and their performance. “The song of the
people, of the nation, is a poetic work in song, and created in order to be sung,”
T. Brazys stated. He called singing “the expression of the movement of the soul and of
the fullness of emotions.” The most important feature of songs is “the mysterious
opening up of the inner world...” (Brazys, 1920, 6).
The child’s first experience of music was the mother’s lullaby and game songs.
Later it became various calendar, ritual, herding, work, youth and other kinds of songs.
Based on the ethnographic material presented earlier, the pedagogical theory of
S. Shalkauskis (Shalkauskis, 1990) and A. Maceina (Maceina, 1990), the following list
of pedagogical principles of music education based on folk singing is conceivable:
• Music education in the pre-institutional period accomplished through the
folk song and its rendition is universal;
• Self-teaching of singing is characteristic; this is based on children
watching and wanting to imitate people of their own age, parents and
other adults; children experience music aesthetically at an early age and
from their earliest days joins in and participate in musical (singing)
activity. They are not taught, but teach themselves to sing through selfeffort, repetition, trial and error and so forth;
• The most significant and fundamental educational method is that of
example. Only by following examples set for them by parents, siblings,
other children and others do children learn to sing. Few lessons as such
occur. These are accidental, unsystematic and rare;
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• Tradition is characteristic of musical education. Children naturally join in
the life of the community, family, their customs and traditions. That which
was created by earlier generations is repeated. The family can only bestow
on the child that which it has, and the child adds to this heritage with his
or her own works, improvisation, perceptions and spiritual expression;
• Education takes place in the family among intimates. Families are usually
large. The life of the family is simple and natural and provides extremely
good conditions for learning. This is the natural environment for
pedagogy. Each child learns individually, according to personal traits and
abilities; the individuality of the child develops more fully and with
greater strength under these conditions. The child grows in a free
environment where imagination, creativity and special talents are
unrestricted;
• Children in rural areas learn to understand nature well, to feel it on a
personal level and to become accustomed to it. Playing in a natural
environment, children constantly listen to the sounds of nature, watch
natural processes at first hand and naturally tune in to the pulse and
rhythms of life. Natural beauty exerts great influence: contact with it,
observation, experience;
• Singing skills are acquired imperceptibly, easily. Learning is made easier
because ethnic culture is more integral and vivid, more accessible for
children’s interests. Here life itself is vivid, concrete, coherent, and
naturally exactly that which we seek to provide for children through
pedagogical methods. Thus learning doesn’t require of the child any
special effort or strain. In this context pedagogical initiative as such has
little to offer;
• In ethnic pedagogy the ability to sing (perform music) is inculcated
automatically, but moreover, the desire to learn singing (music) in general
is also stimulated;
• In this context the learning of music and singing is a natural process,
corresponding to the active employment of music and song. This is very
valuable because children and youth learn to use live music exactly as it is
found in life. Learning is not a forced analysis of music, categorization
according to different principles, followed by the rote memorization of
those principles under the exertion of will. In the child’s psyche living
music (songs) and the ability to easily master the mechanism of musical
language combine without strained exertions of willpower, totally
naturally and automatically, effortlessly, and this comprises the whole
pleasure of learning music. According to S. Shalkauskis, the true
pedagogical value of teaching and learning music is the stable and
constant feeling of confidence this provides that allows for the easy
mastering of the apparatus of musical language in practice, and whose
acquisition is intuitive and a function of synthesis (Shalkauskis, 1990,
311).
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We have revealed some of the richness of music education through the
Lithuanian folksong and singing. It becomes obvious that deep traditions of folk music
were created in Lithuania, which laid the foundation for the evolution of Lithuanian
ethnic music pedagogy and without any doubt exerted influence on the development of
music education in the Lithuanian school.

First Schools in Lithuania and Music Education: The end of the
14th century (1387) to the mid-16th century
The beginning of the expedient, purposeful musical education in the Lithuanian
school is related to the introduction of Christianity (1387) and its spreading in
Lithuania, the organization and ideology of the Church and first schools (14th –
16th century).
Together with Christianity the school system, the contents of education,
traditional methods of teaching were transferred from the West Europe. From the last
decades of the 14th century, schools similar to those which already existed in other
countries began forming in Lithuania: parish cathedral, cloister, city, college. In the
16th century (1579) Vilnius University was established.
On the occasion of the introduction of Christianity in Lithuania (1387 - 1388)
Vilnius Cathedral was constructed. And the medieval tradition demanded to create
cathedral schools at each cathedral. We find in the documents that in 1397 a school
was acting at Vilnius St. Stanislovas Cathedral (Nowadays scientists try to prove a
hypothesis that schools in Lithuania existed even earlier - before 1397).
Historic sources affirm that teaching music and chanting were given the main
role at parish and cloister schools whereas teaching writing was secondary. It is said
that such a big attention to chanting in all the stages of education was predetermined
by the Lithuanian customs (Jurginis, Lukshaite, 1981).
Vilnius Cathedral School (first mentioned in 1397) may be considered the
initiator of systemic music education. (In some sources it is called the Castle School or
Chanting School). We may suppose that this school has been established and existed
according to the sample of Schola Cantorum that existed in Western Europe.
Later on, in 1469 similar school was established at the Varniai Cathedral and it
belonged to Zemaitija bishopric.
The main educators in Lithuanian schools were monks, priests. After Trident
meeting, it was decided to establish seminarian in each bishopric schools for priests. It
is known that in the Middle Ages most priests were only graduates of college or
Cathedral schools and higher priests were graduated of Western Europe universities.
Thus, music played a major role in the curricula of the first and of later
Lithuanian schools, although Lithuanian folk songs and their performance would lose
their place in the school for a long period of time.
Music was understood as a tool for the religious life, aiding in the understanding
of the sacred, and exclusively served religious and ecclesiastical needs. Ecclesiastic
music genres and their performance (psalms, Gregorian chants, hymns and etc.)
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developed in Western Europe occupied the entire content of education. Music teaching
was based on rote learning of hymnal repertoires.
During this period there were few schools operating in conjunction with
churches and cloisters based on the principles of the European cultural model.
Upcoming generations continued to receive music education within the family, village
community and elsewhere, and music education was still dependent on the ethnocultural traditions of our country.

The Period of the Reformation and Counter-Reformation: Second
half of the 16th century to the end of the 18th century
During the Reformation church reforms had an influence on the development of
music education. We find connections between ethnic and Christian European culture
in the ideas of the great Church and school reforms of the 16th and 17th centuries,
ideas that undoubtedly had an influence on the development of the Lithuanian school.
German theologian and reformer of the Church and the liturgy Martin Luther
(1483-1546) considered music a potent tool in the spiritual growth of the individual
and sought to strengthen its role in the rites of the Protestant church. He was well
acquainted with German folk works, especially folklore. Under the requirements of
Martin Luther’s church reforms, the entire congregation sang in their native language.
The new Protestant chorale became an inseparable part of the individual’s spiritual
life, his religious trademark. The main source for melodies was folk song. Luther did
much work collecting folk songs which could be sung in church, at home and at
school. He published a work called “Booklet of Hymns” (“Geystliche gesang
buchleyn”, 1524, Wittenberg).
In following Luther’s teachings, a system of universal music teaching for
children at schools had to be set up, and music had to be simple, accessible and
memorable for students.
At this time the 17th century Czech pedagogue and proponent of the
Reformation, Jan Amos Comensky (a.k.a. Comenius, 1592-1670), enters the stage.
Creator of modern pedagogy who based his pedagogical reforms on science, he stood
up in favour of democratic social tendencies. In his works (“The School of Infancy”,
“The Great Didactic”, “The Visible World in Pictures” and others) he raised and
argued for the necessity of the universal teaching of music to students. Analysis of his
works shows that the great pedagogue based his music education system on the
principles of ethnic music pedagogy outlined above, applying this to the Protestant
school and Church.
J. A. Comensky believed music education only made sense and had value within
the educational system taken as a whole. Without music and singing, he believed the
harmonious education of the soul was impossible. After all, music is a natural thing
from birth itself onward, children delight in hearing songs and instruments, and
therefore they should be given these, in order for the ear to grow accustomed to
melodies. Music is needful later as well – every day in school and beyond the school
walls. He taught that music should flow into the life and household of every person
naturally and organically.
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J. A. Comensky considered the sustenance of “the feeling of joy in the soul of the
child” the most important precondition for education. He taught that it was important
to assure a free tempo for the unfolding of all talents and abilities in the education
process as opposed to forcing the natural development of the child. Things shouldn’t
be hurried. Rather, the conditions for balanced and whole growth should be provided
for and the child should be offered playful stimuli. Comensky said that “music is a
thing natural to us”. Children must adapt themselves to the singing in common of
hymns by the family and the most appropriate musical material at this age is the
lullaby and children’s song, he wrote (Comensky, 2001).
This was the idea of a free, natural education in keeping with the nature of
children, an idea which found broader resonance and was developed further within
music pedagogy. There is no doubt that Komensky’s ideas reached Lithuania and had
the greatest influence on Protestant schools.
The second half of 16th - the end of 18th – the period will be related to spreading
of Reformation ideas in Lithuania and the activities of Jesuits. This is an intensive
period of the school creation in Lithuania. It was under care both of Catholics and
Protestants. The directions of the development of musical education in the Lithuanian
Catholic and Protestant schools differed.
Musical education in Lithuania Minor (the Western Lithuania, including the
District of Klaipeda, the eastern part of the East Prussia with Kenigsberg), which
beginning with 1525 was Protestant, has been managed by using the principles of M.
Luther reform in musical education. It meant that chanting of a community in a native
language was given a very important role in the churches, so teaching music and
chanting was strengthened at schools. The book of Martynas Mazhvydas (1520 - 1563)
“Katechismusa prasty szadei” (1547, “Catechisms simple/ ordinary worse”) is the
first Lithuanian book. It is also the first Lithuanian text-book for Lithuania Minor
schools - its purposefulness is evidently pedagogic. The catechism, ABC book, chants
are the main things in the contents of training at school. With the help of this text-book
the pupils learn the laws of religion, they are taught reading, get skills of musical
education.
The education, including musical education, in the Grand Lithuanian Principality
(included the Northern and Eastern Lithuania) was managed by the Jesuits. School and
musical education in Lithuania became more active when the bishop V. Protasevichius
invited Jesuits to Lithuania. In 1570 Jesuits established a college in Vilnius. Later on
colleges were created in Krazhiai, Kaunas, etc.
In 1579 the college was re-organized into a higher school - Academy and further
- into the University. The lecturers at Vilnius University were music professors, music
theory and history was taught, the student choirs and orchestras acted.
The period analyzed is important for the appearance of the first musical
education theory work in Lithuania. In 1667 Vilnius University professor Zhygimantas
Liauksminas (1596 - 1670) made and published the first music text-book in Lithuania
“Ars et praxis musica”. It consisted of three parts: “Ars et praxis musica”,
“Antiphonale ad psalmes”, “Graduale”. The basis for the text-book is teaching relative
solemnization system created by Guido d’ Arezzo (990 - 1050) in the XI century. This
book supplies elementary knowledge in music: menzuric notation, musical keys,
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Church chants. The sequence of teaching music, gradual supplying of material, the
principle of teaching first simple and then complex things are the main features of this
text-book.
According to the positions adopted at the Council of Trient, no strengthening was
planned for music in curricula at Catholic schools. It was also recognized in Europe
that music education by Jesuits in Catholic countries was of inferior quality compared
with that in Protestant countries. Even so, it can be admitted that music penetrated into
the educational process and ritual in various ways in Lithuania. Competition with the
Protestants, in whose houses of prayers, according to the Jesuits, there was much more
singing, greatly encouraged the Jesuits to concern themselves with the performance of
ecclesiastic hymns (Trilupaitiene, 1996, 13). Neither can we deny the influence of folk
music traditions on this process.
The Reformation gave rise to the first hymns in national languages in Lithuania.
In the churches and schools of the Protestant Lithuania Minor Lithuanian chant books
were used: M. Mazhvydas (1566), J. Bretkunas (1589), L. Zengshtok (1612), D. Klein
(1666), J. Berent (1732), G. Ostermejer (1781), et al.
Catholics also engaged in the preparation of hymnals in Lithuanian. The first
Lithuanian hymnals produced by the Jesuits appeared in the 17th century in the Grand
Duchy of Lithuania: S. Slavochinskis’s “Giesmės tikėjimui” (“Hymns for Faith”,
1646), P. Shrubauskis’s “Balsas shirdies” (“Voice of the Heart”, 1680), J.
Kasakauskis’s “Rozhanchius…” (“Rosary…”1681-1861) and others.
Without doubt, Lithuanian folk songs had an influence on the melodies of
Lithuanian hymns. The intonations, method of performance and other features of
hymns from each Lithuanian region and even village is similar to the folk songs from
that region. For example, in the Lithuanian region of Dzukija, single-voice, minor,
ornamental hymns predominated. In other Lithuanian regions, where multiple-voice
singing traditions had arisen, the hymns were performed in several voices.
The clergy, however, forbade the singing of folk songs, especially in Lithuania
Minor (East Prussia), and admonished that “it is forbidden a Christian to sing [...]
Lithuanian singing is more repugnant than pagan activities, and encourages
Samogitian [Zhemaitijan] heathenism” and etc. (Pakalnishkis, 1908, 5).
“Perhaps nothing has harmed our song so much as the hymn, gone out from the
walls of the church and become the daily artistic pabulum of pious villagers, to the
song’s detriment,” wrote M. Birzhishka (Birzhishka, 1931, 23).

The Period of the Leadership of the Education Commission and
the Secularization of Education: The end of the 18th century
(1773 -1795)
During the Enlightenment (18th century) science and learning were considered
the primary means for the reform of society. A new program for the organization of
education was developed and pedagogy was expanded in Western Europe. The firm
conviction existed that science was the means for the deliverance of society, which
was the basis for the French Revolution of 1789. Attempts were made to organize
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society through science and learning, and to know the world through rational methods
(C. A. Helvetius, D. Diderot, J. J. Rousseau and others).
Aesthetic ideals and the conception of beauty and art also underwent
transformation. The common principle of the reflection of the beauty of the natural
world unified sculpture, painting, literature, music and theatre. Art began to be
understood as a power capable of reforming the individual. There was speculation on
the nature of the understanding of art: did it depend on the emotions (Voltaire’as,
J. J. Rousseau) or on the intellect, or did it in fact arise from the creation itself
(D. Hume), or was it located at the nexus of rationality and emotions? The revolution
in thinking and acting also changed styles of art. Under the influence of the ideology
of the Enlightenment, Classicism arose as a direction and style in art. This was a
rationalistic method of artistic creation.
The Church’s influence on society weakened and it no longer served as a
unifying force. The common trend of all Enlightenment-era schools was to nationalize
and secularize education. Education was withdrawn from the clerics and handed over
to secular institutions. Now the religious motivation of education at primary and
secondary schools gave way to the democratic principles of secular education.
Without doubt, the ideals of the enlighteners and the development of art and
science had an influence on the growth of music education. These ideas spread
throughout Western Europe and were transmitted to Lithuania as well. Interest in folk
creations began to grow in Western Europe and Lithuania (J. G. Herder, I. Kant,
G. E. Lessing, L. Reza, P. Ruigys and others). German philosopher, investigator of
literature, writer and music critic Johanne Gottfried von Herder (1744–1803) held that
humanity’s goal was to implement humanism; he exalted folk creations as natural
poetry reflecting the character of the nation and called for the collection of folk works.
He published a collection of folk songs of various nations roughly translated into
German entitled “Volkslieder” (“Folk Songs”, 1778-1779), “Stimmen der Volker in
Liedern” (The Voices of the Nations in Song, 1807), and eight Lithuanian folk songs.
Liudvikas Reza (1776 – 1840) published the collection of Lithuanian folk songs he
collected and recorded with the title “Dainos” (“Songs”, 1825).
The new ideas of education spread in the world thanks to the European
educationists J.J. Rousseau.
Jean Jacques Rousseau (1712–1778) was a French-Swiss enlightener,
philosopher, novelist, political theorist and pedagogue. He was the founder of the
natural and free pedagogy, and explained his theory of education in the work Emile, or
On Education (Russo, 1981). J.J. Rousseau was a composer and musical personality,
and the founder of music pedagogy theory.
The grand pedagogue called for replacing the until-then dominant philosophy of
music education (which recognized the applied religious function of music), calling
attention to the aesthetic, psychological and social value of teaching music.
J. J. Rousseau’s aesthetic ideal was based on the ethical principle, its criterion was the
supremacy of emotion and intimacy with and a return to nature. One of Rousseau’s
thoughts was profoundly important for music education: children must be taught
naturally, in line with their nature and taking into account age differences. He
prescribed that knowledge should be pulled from rather than pushed on the pupil, and
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that this allowed for the free perfection of innate abilities. According to J.J. Rousseau,
three sources teach the child: nature, the people around him and things. Education
would be effective when all factors work upon the child in harmony and in a unified
direction (Russo, 1981, 26).
J. J. Rousseau highly esteemed singing as the best expression of the emotional
principles of the human being. Thus we find many references in his works to singing
and teaching music. The purpose of singing was to preserve the voice’s suppleness,
resonance and smoothness. The child should neither be trained to the requirements of
technique nor worn out in the seeking after premature attainments (Russo, 1981, 167).
The grand pedagogue also provides recommendations on the choice of songs:
children should sing simple, undramatic songs which do not provoke external
emotions. “Singing is the internal experience of the child” he explains. The words of
songs should be simple; the songs should be prepared specially and should satisfy the
needs and interests of children and draw their attention. Rousseau did not mention the
use of religious hymns in the repertoire. He gave priority to secular songs, but if such
didn’t exist, songs should be written specially and be very simple conceptually.
Rousseau created a numerical system for reading and writing notes to make facilitate
the teaching and learning of music.
J. J. Rousseau work in the theory and practice of education conditioned evident
changes in the philosophy of musical education, provided it with pedagogicpsychological basis and their ideas revealed a new era in the musical education
worldwide, relieved the principles of the general musical training. From that time on,
the functions of aesthetic, moral and social education were attributed to music.
The characteristic feature of this period is intensive spreading of foreign
educational and pedagogic ideas in Lithuania.
Since 1773 the management of the education in Lithuania was taken over by the
State. This period is related to the educational reform performed by the Education
Commission.
This was in essence one of the first ministries of education in Europe.
The goals of the Education Commission’s educational reforms were to centralize
the management of teaching by introducing a unified system of educational
institutions; to secularize and modernize curricula, providing them with a higher level
of theory and broadly analyzing the practical applications of learning, and to bring the
content of disciplines taught more in line with the level of global learning. The
preparation of teachers was an area of significant accomplishment. One of the most
important aspirations of the Lithuanian Education Commission was to bring education
closer in line with practical needs.
The Educational Commission was led by notable social and Lithuanian-Polish
national figures, clerics, philosophers, pedagogues and other representatives of
knowledge. The initiators behind the creation of the commission were Chancellor
Joachim Chreptawicz (1729-1812), a national figure in the Lithuanian Grand Duchy,
and Vilnius archbishop Ignatius Masalski (1726-1794).
Thus the evolution of music education in Lithuania is inseparably intertwined
with the growth of the school, the philosophy of pedagogy and music culture in
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Western Europe. New expressions of the development of the Lithuanian ethnic culture
in schools of this period are so slight as to be almost imperceptible.

Lithuania as Constituent Part of Russia and the German Empire:
The end of the 18th century - beginning of the 20th century (1795
–1918)
At the beginning of the 19th century the development of the European universal
education was influenced greatly by social-cultural changes conditioned by the ideas
of the Age of the Enlightenment, French revolution (1789), manifestations of
humanism in science, art and other spheres of social life, etc. This is the period of the
education becoming worldly.
Teaching of music gradually lost its practical applicability for the Church
purposes. Psychological, aesthetical, moral, and social functions of music were
emphasized and its importance and value for general education was recognized. Music
was introduced into schools as a separate subject.
The development of art (music theory, creation, performance) and science
(philosophy, theology, pedagogy, psychology and other disciplines) was responsible
for the growth of music education. Important technical inventions and their evolution
took place in Western Europe and Lithuania: printing equipment, the invention of the
Edison phonograph (gramophone, 1879), the production of musical instruments for
schools (percussion, wind and other instruments) and others. In England at the close of
the 19th century a new kind of musical activity arose, later spreading across Europe
and America: Music Appreciation.
These circumstances couldn’t do otherwise but to stimulate development in
music education theory and practice: the formation of systems of music education, the
search for and growth of effective methods for teaching music, had to open the way for
music to penetrate social layers and make it accessible to all children.
Music education systems and techniques spread across Europe and throughout
the world (those of J. J. Rousseau, Galin-Paris-Cheve, S. Glover, J. Hullah,
G. Wilhem, J. Curwen and others). The content of music education expanded
dramatically: the method of singing from written notes, “see and sing”, replaced the
teaching of singing by auditory recollection.
Artistic and musical problems found an important place in the conceptual
systems of the most renowned pedagogical scholars and philosophers (J. H. Pestalozzi,
J. F. Herbart, R. Owen, F. A. Diesterweg and others). They viewed art as an effective
means of educating the individual in parallel with humanitarian, natural and
mathematical subjects.
Pestalozzi (1746-1827) was a Swiss pedagogue, the founder of elementary
education theory and education psychology and the creator of a new and progressive
music pedagogy; he described his pedagogical notions in the work How Gertrude
taught her Children (Wie Gertrud ihre Kinder lehrt, 1801).
Music occupied a special place in his school. It’s important to note that the
teaching of music wasn’t understood as a required subject or as toil, but rather figured
as a natural part of the common pedagogical atmosphere of the institution. Further, the
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purpose of music wasn’t the perfection of hymn-singing by the congregation. Most
important was the child’s experience of music, which justified itself. An especially
important conclusion was made: the learning of music by children occurs through
experience (German Anschauung). This attitude represents a marked turn from the
tradition then prevailing from the onset of the Christian era.
J. H. Pestalozzi assigned singing an important place in the system of music
education he created. “In nature the two most important, primal general methods for
any kind of art, whose use must come prior to that of any other artistic means, or under
certain circumstances in synchronicity, are singing and the sense of beauty,” he wrote.
The great pedagogue stressed the importance of the mother’s lullaby in the
child’s development. “The mother’s lullaby stimulates the child to culture, develops
his mental faculties [...] It’s necessary to create a system of ever more complex
musical creations, whose learning over the long term creates the conditions for
fostering the child’s abilities and taste.” He underlined the importance of the folk song
and demanded “to introduce step by step folk songs into the mother’s lullabies [...]
and to move from lullabies to grander works, glorifying the Creator” (Pestalozzi,
1981, 54–55). Thus J. H. Pestalozzi was one of the first to introduce folk songs to
educational content for students and to recognize their necessity.
J. H. Pestalozzi calls music a path connecting the child with beauty, a strong
emotion leading to cooperation in school and providing relaxation in the learning
process. The foundation of this is songs which the child should learn in childhood
from his mother. Later he should learn other simple folk songs and folk melodies.
Singing occupies a set period of time during the daily life of children in
J. H. Pestalozzi’s school. Children sing when they go from one class to another, during
nature studies in the countryside, when they are unoccupied with home work and so
on.
The noted pedagogue believed that what was important was not so much to teach
technical skill in music, but rather to teach the ability to continue a simple melody,
such as that of the folk song of the country. A more appropriate and better place
should be given music of this type, he suggested.
The significance of the folk song as well as the necessity for including it in music
study programs was raised for the first time in the practice of European music
education. Proponents of music education reform in England A. Somervell (1863–
1937) and J. Stainer defended folk songs fiercely. Proponents attempted to
demonstrate that all which is good and simple is contained in one’s national folk
songs. By giving children that which is best, we teach them to respond to beauty, while
at the same time protecting them from problems yet too difficult for them.
By using these songs in the schools, it can be assured that the child will always
and unconsciously of his own volition create art for his own satisfaction (Rainbow,
1989, 269).
The noted Russian pedagogues K. Ushinsky (1824-1870), L. N. Tolstoy (18281910) and others inserted ideas of nationality in the teaching of music and propagated
them. These ideas spread in Lithuania as well.
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After the third partition of the Republic (1875) the Lithuanian and Polish
educational system collapsed and fell under Russian, Austrian and Prussian control.
The Greater Lithuanian School was forced to follow the laws of the Russian empire of
the Tsar in the 19th century.
Russian oppression in Lithuania persisted for almost 120 years (1795-1914).
An especially difficult for Lithuanian was the period after 1863. The Lithuanian
press was suppressed, Vilnius University was closed, and the policy of making
Russian prevailed in all the spheres. During that period music at school, the same as it
was before has served for the cult objectives. The children were taught chants and to
worship the czar and the Lord by them. The children had to learn the Russian hymn
and some other songs.
In the West the national movements under way also reached into Lithuania.
Across the whole of Europe the increased interest in the folk and their works brought
attention to bear on Lithuanian folklore and the Lithuanian language, and there was
great interest in the past of the Lithuanian people.
In the 18th century a number of figures in this movement appeared: writer
Dionizas Poshka (1757–1830) began work on a Polish-Latin-Lithuanian dictionary and
wrote about the history of the Lithuanian nation; poet and priest Antanas Strazdas
(1763–1833) aroused the Lithuanian people to national reawakening; Lithuanian poet,
folklorist and cultural figure Simonas Stanevichius (1799–1848) – bibliographer of
Lithuanian songs – collected Lithuanian folk songs and published the collection
“Dainos Zhemaichių” (“Songs of the Zhemaitijans”, 1829); Kajetonas NezabitauskisZabitis (1800–1876) prepared a bibliography of Lithuanian books. Other notable
figures of this period: cultural figure Simonas Daukantas (1793–1864), publisher of
Lithuanian calendars and Zhemaitijan nobleman Laurynas Ivinskis (1808–1881), priest
Antanas Tatare (1805–1889), Mykolas Akelaitis (1828–1857), Bishop Antanas
Baranauskas (1835–1902) and others. The cultural educational activity of Bishop
Motiejus Valanchius (1801–1875) stands out remarkably here.
In the years of the czar power, Lithuania had a wide net of secret schools.
Besides reading, writing, counting, pupils were taught singing at such schools too.
Most often folk songs have been sung, the organists taught chants too. The collections
of songs also spread by the book-spreaders.
We find the origins of music education based on the singing of Lithuanian folk
songs in the secret underground schools. These appeared and spread under the
encouragement of bishop Motiejus Valanchius.
The secret schools were illegal underground village primary schools which
operated in Lithuania during the period when Russia outlawed the printing of Roman
characters (1864-1904). Most of them were mobile. Teachers (who were called
daraktoriai) travelled from one farmhouse to another. The number of students was
usually from 10 to 20. Reading and writing in Lithuanian, arithmetic, Lithuanian songs
and hymns and other subjects were taught (Karchiauskiene, 1989, 76).
Music education at the underground schools arose naturally at the initiative of
parents and the children themselves, based on their needs, and from singing traditions.
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In the beginning the teachers were priests, church organists and sextons, average
villagers and enlightened rural people, and in the 1870s pupils from the Veiveriai
Teachers’ Seminary joined in. The educational underground was supported by the
clergy.
There is information that in the secret schools run by the famous educator and
organizer of underground learning, rector of Panemunėlis Father J. Katele (1831–
1908), lessons began with the singing of folk songs. After singing several folk songs,
lessons on reading, writing, arithmetic and even geography began. This priest was
persecuted for his nationalist leanings (ibid, 91).
Based on a bibliographic dictionary of the underground schools, A. Petrauskas
(Petrauskas, 1996) named a large number of teachers across all regions of Lithuania
(Pakruojas, Kaishiadoriai, Birzhai, Kalvarija, Kedainiai, Kurshėnai, Varena and
elsewhere) who taught Lithuanian songs and hymns, while church organists
acquainted the children more broadly with the principles of music and choral singing.
Author Gabriele Petkevichaite-Bite (1861–1943) acknowledged the significance of
music in her pedagogical work. Of course she taught children folk songs. An organist
led the choir at the school she set up in Puzinishkis. There was much singing during
breaks between classes. The Lithuanian poet Zhemaite (real name Julija Zhymantiene,
1845–1921) taught at an underground school. Among other subjects, she taught
children to sing.
The question arises: what was used to teach singing? What textbooks were used?
That Lithuanian folk songs were of interest, were collected, recorded and, of course,
sung, is witnessed to by information on the illegal newspapers, books, notebooks and
manuscripts found during raids.
As we have mentioned, the activities of the book smugglers were widespread in
Lithuania. During searches ABC and elementary reading books, prayer books,
calendars, hymnals, collections of Lithuanian songs, notebooks with Lithuanian songs
and other such materials were seized. We find information about the book smugglers
and the materials which were confiscated from them in V. Merkys’s publication
(Merkys, 1994).
According to Petrauskas’s and Merkys’s information, it was due to the book
smugglers that song collections printed in Prussia began to circulate: V. Kudirka’s
“Kanklės. Lietuviškos dainos” (“Kankles. Lithuanian Songs”, 1895), A. Jakshtas’s
“Dainų skrynele” (“Chest of Songs”, 1894) and “Byrutes dainos” (“Songs of Birute”,
1861, 1891), A. Baranauskas’s “Tevynishkos giesmes”(“National Hymns”, 1892),
P. Vileishis’s “Grazhi dainų skrynele” (“Beautiful Chest of Songs”, 1893),
P. Milashauskas’s “Dainų knygele” (“Booklet of Songs”) and the voluminous
“Lietuvishkos dainos”(“Lithuanian Songs”, 1869, 1893) by J. Paukshtis and A. Burba.
The best known songs were published in the latter: S. Valiunas’s “Birute” (a female
first name and semi-mythological figure), J. Sauerwein’s “Lietuvininkais esame mes
gime” (“Lithuanians were we born”), Ksaveras Sakalauskas-Vanagelis’s “Kur
banguoja Nemunelis” (“Where the Nieman laps”), Maironis’s “Lietuva brangi”
(“Lithuania Dear”), “Uzh Raseiniu ant Dubysos” (“On the Dubysa beyond Raseiniai”,
“Giria ir Lietuvis” (“The Forest and the Lithuanian”), A. Baranauskas’s “Sudiev,
Lietuva” (“Farewell, Lithuania”) and others. Lithuanian folk songs figure prominently
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in these collections. For example, “Lakshtingalele” (“Little Nightingale”), “Oi tu
strazde, strazdeli” (“Oh you thrush, little thrush”), “Noriu miego” (“I want sleep”),
“Ant kalno karklai siubavo” (“The Willows swayed on the hill”), “Beaushtanti
aushrele” (“Dawn breaking”), “Valioj mano dalgeli, valioj” (“Onward, my scythe,
onward”) and others.
Poet Antanas Strazdas’s (1760-1833) “Giesmies swietiszkas ir szwintos”
(“Hymns Worldly and Holy”, 1884, published in Tilsit (Tilzhe) and Antanas
Vienazhindys’s (1841–1892) “Lietuvos tevynes dainos” (“Songs of the Lithuanian
Homeland”, 1898) were especially popular. The Tsar’s gendarmes confiscated up to
200 copies of the latter book.
Petrauskas’s statement that Lithuanian folk songs were those mostly sung at the
secret schools can be confirmed. Here rang out the songs “Uzh jureliu uzh mareliu”
(“Over the seas, over the inland sea”), “Lakshtute, paukshtute” (“Little Nightingale,
Little Chick”, “Ko liudi, putineli” (“What saddens thee, little snowball tree”),
“Pakalnej pakalnej saulute tekejo” (“Upon the foothills, on the foothills little sun
rose”) and others (Petrauskas, 1996, 44).
The songs and specifically the hymns of Lithuanian poet and linguist Antanas
Baranauskas (1835-1902) achieved especially great success.
The most active pedagogues and teachers of this period were Jonas
Basanavichius (1851–1927), Vincas Kudirka (1858–1899), Marija PechkauskaiteShatrijos Ragana (1877–1930), Gabriele Petkevichaite-Bite (1861–1943), Jonas
Shliupas (1861–1944), Povilas Vishinskis (1875–1906), Julija Zhymantiene-Zhemaite
(1845–1921) and others.
In 1883 Jonas Basanavichius published the monthly Lithuanian newspaper
“Aushra”, and from 1889 to 1905 Vincas Kudirka published the newspaper Varpas.
The process of making Russian in all the spheres of life and suppression of press
stimulated the national resistance and the development of musical culture at the same
time. The national revival began at the end of the XIX century, the activities of the
culture and educational societies became more active.
The movement of choral singing based on Lithuanian folk songs commenced.
During this period the Lithuanian schools grew worldlier. It is the beginning of the
merging of two models of culture: ethnic and European. The activities of the
Lithuanian education workers: M. Valancius, S. Daukantas, L. Ivinskis, et al. was of a
very great importance.
A very important role in the musical education of that period was played by the
Teachers Seminary (1775 - 1781) and Priest Seminary (1819 - 1832) opened in
Vilnius. The students were taught music, playing organ, singing in the choir.
Extremely important for Lithuanian musical culture was the erection of schools
even in the periphery, such as the Teachers Seminary in Veiveriai (1866), music
schools in Plunge (1873), Rietavas (1874), Rokishkis (1883). The graduates of the
above schools played an important role in the development of musical education at
schools and in the community.
A vivid trace in the development of the musical education in Lithuania was made
by Veiveriai Teachers Seminary which functioned in 1866 to 1918 for the Lithuanian
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population. The students of the Seminary were taught music theory, playing piano.
The male choir and orchestra of high level was working and giving many concerts. A
very important role was given to pedagogic practical activities, methods of teaching
music. Students having no musical ear were not accepted to Veiveriai Teachers
Seminary. During the period of its existence the Seminary trained 1024 teachers,
including 800 Lithuanians.
The seminary students took part in the movement for national liberation,
collected folklore, distributed it and distributed Lithuanian publishing. By 1896 the
students had formed an underground Association of Servants of Lithuania whose
purpose was to collect folklore, awaken national consciousness and distribute
published works. Many of the seminary students joined their lives and activity with
music. These are some of them: Juozas Geniushas (1892–1948), graduated from the
Veiveriai Seminary, taught at primary schools, wrote about problems in the musical
education of secondary students in indepdent Lithuania; Vincas Palukaitis (1855–
1932) in 1909 out of his own pocket published a harmonized collection of Lithuanian
songs compiled by M. K. Chiurlionis entitled Vieverselis for primary schools, and
together with M. K. Chiurlionis organized a Lithuanian choir; the poetry of Ksaveras
Sakalauskas-Vanagelis was adapted to music; Justinas Strimaitis (1895-1960) was a
strong proponent of the Lithuanian instrument the kankles; Antanas Kuchingis (1899–
1983) was one of the most renowned Lithuanian opera soloists; Vincas Bacevichius
(1875–1952) was later graduated from the Lodz Music School and dedicated his entire
life to music education at a general education school; Juozas Lazauskas (1892–1970)
was graduated from the University of Kaunas and led student choirs, wrote about
teaching music at primary schools; Esmaitis (real name Stasys Matijoshaitis, 1877–
1949) was an accomplished violinist and had a deep interest in folklore; Kazys Motuza
(1891–1982) taught at the Shanchiai Primary School in Kaunas, led student choirs and
conducted the song festival held in Kaunas in 1925; the brothers Vokietaitis brought
together a string quartet in 1907, held concerts and so on.
In 1892 J. Naujalis (1869 - 1934) in Kaunas organized the course for the
organists and choir conductors. After finishing this course, the organists and choir
conductors taught music at schools, were the leaders of choirs.
The education in the Lithuania Minor was regulated by the laws of the State
institutions in Prussia and later Germany. The Lithuanian Minor had the system of
schools formed similar to schools in Western Europe: from the middle of the 16th
century primary, secondary schools, gymnasiums and the University were main
schools. In 1736 a compulsory primary (eight-year) education had established. Pupils
were taught religion, native language, counting with the principles of geometry,
history, geography, natural science, drawing, singing (chanting). By the decree in
1746, the Prussian king Frederick the Great declared on the total territory of the
Prussian Kingdom compulsory teaching music, by introducing the lessons of singing
(chanting) three times a week at schools.
In 1811-1826 in Lithuania Minor the Queen’s Teachers Seminary functioned
(The wife of Friedrich Wilhelm III Luis took great care of creating the Seminary and
managing its affairs). The Seminary based its work on the principles of a famous
Swiss pedagogue I. H. Pestalozzi. The Seminary trained teachers for Lithuanian
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primary schools. During the period from 1811 to 1911 2208 teachers were trained. A
special attention in training teachers was paid to music. Besides chanting, each student
of the Seminary had to play violin well, besides, they were taught playing piano, organ
and also the theory of music. Pedagogues from the Universities of Kenigsberg and
Western Europe gave lectures at the Seminary.
In 1882 - 1902 such institutions as Ragaine Teachers Seminary, Piliakalnis and
Isrutis preparandum (correspondingly in 1868 and 1880), Klaipeda Seminary and
preparandum (in 1902) did a big work.
After 1918 the Lithuanian education system was re-organized similar to the
education system in Western Europe countries.
The review of the development of musical education in Lithuania in its
chronological order let us state that: in all times in Lithuanian school music took the
proper part in the content of its development. Music and musical education at school is
conditioned by the preservation of ethnical, musical cultural tradition, its continuation
and spreading. Musical education one of the most important links in art and
comprehensive teaching of students, it is effectively fundamental in the development
of their spiritual, emotional, intellectual and creative powers.
School reform took place in the second half of the 19th century. The Rules of
National Primary Schools was published in 1864. The subject Songs we find in the
weekly schedule for lessons in 1871 three classes, assigned two hours weekly
(Karchiauskiene, 1989, p. 39).
It becomes clear that in the second half of the 19th century and beginning of the
20th there were efforts at Lithuanian primary schools to go beyond the teaching of
reading and writing in Russian; there were attempts to teach children to sing Russian
Orthodox hymns and Russian songs. There were no teachers capable of teaching music
to children. There was great opposition among Lithuanians to Russian language,
ethnically Russian teachers and Russian songs.
Although the subject Songs was part of the lesson plan, analysis of archival data
reveals that there was no systematic music education at Lithuanian schools. Again, the
family and community, where Lithuanian singing was extremely widespread, led
music education. Music education was also conducted in Lithuania under private
initiative at private and special schools, on the manors of the affluent and elsewhere.
Schools began to revive after the Tsar’s decree of May 7, 1904, lifting the ban on
printing in Roman characters in Lithuania. Closure of Russian schools began across
the country. Educational work of the nation expanded, schools were opened by the
associations and privately.
Teaching plans were rewritten. In the 1906-1907 school year primary schools in
Lithuanian neighbourhoods of the Vilnius educational district devoted two hours
weekly to the subject Songs in teaching plans (Karchiauskiene, 1989, 141).
In 1907 the Lithuanian Association of Science was formed, undertaking to
investigate the Lithuanian nation and its culture, and in the same year the Lithuanian
Association of Art was founded. Three associations were concerned with educational
matters: Rytas in Vilnius, Saule in Kaunas and Zhiburys in Marijampole. Due to the
work of Saule a large number of primary schools and pedagogy courses were
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established in Kaunas, from which nationally conscious teachers and other educators
emerged.
In the curriculum for the Saule single-class primary school for 1908, the subject
Songs figures for all three years: in the first year 3 hours weekly are devoted to it, and
in the second and third year 2 hours weekly (Karchiauskiene, 1989, 165).
The first professional musicians emerge in the second half of the 19th century.
Among them: Juozas Kalvaitis (1842–1900), M. Racevichius-Rachas (1829–1895),
J. Dryja-Visockis (1848–1916), J. Naujalis (1869–1934), Ch. Sasnauskas (1867–
1931), M. Petrauskas (1873–1937), M.K. Chiurlionis (1875–1911) and others. These
musicians wrote Masses; hymns; the first professional piano, chamber and symphony
works; and original choral songs using the words of Lithuanian poets; and harmonized
Lithuanian folk songs.
At the end of the XIX century and the beginning of the XX century the
movement of choirs spread in Lithuania. The amateur choirs and choral societies such
as “Birute” (Tilzit, 1895), “Daina” (″The Song”, Kaunas, 1899), “Vilniaus kankles” 1
(Vilnius, 1905), “Varpas” (“The Bell”, Shiauliai, 1908), “Aidas” (“The Echo”,
Panevėzhys, 1906), etc. were organized.
The first collections of the Lithuanians folk songs have been published: M. K.
Chiurlionis “Vieverselis” (“The lark”, 1909), St. Shimkus “Dainu dainorelis” (“The
Song singer”, 1912), J. Tallat-Kelpsha “ Lakshtute” (“The Nightingale”, 1917), etc.
were published. We know that the schools had children choirs and gymnasiums mixed choirs.
In the 20th century new educational conceptions and school systems are being
created in Western Europe and broad reform of schools is taking place.

Conclusions
1. Musical education in Lithuania and more generally the development of schools
and education were based on the interactions and contradictions of two distinctly
different models of cultural development – Baltic ethnic Lithuanian culture and
European culture.
2. From the earliest times until the 20th century, the ethnic, geopolitical, religious
and socio-cultural circumstances, the dominant philosophical-educational ideas, the
general state of thinking on schools and pedagogy and the prominent figures of music
education theory and practice over the different historical periods have directed the
evolution of music education in Lithuania.
3. Pre-institutional musical education based on traditional Lithuanian singing
culture laid the foundations for Lithuanian ethnic music pedagogy and from the
appearance of the first schools until the 20th century was influenced by European
Christian culture, with the latter in many cases assimilating with the native ethnic
culture.

1 Kankles - Lithuanian stringed folk instrument.
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4. The experience of music education in the schools of Christian Europe and the
deep traditions of Lithuanian ethnic music culture have had the greatest impact on the
formation of the music education model in the Lithuanian school.
5. Having surveyed the development of music education at different historical
periods in Western Europe and Lithuania, we can say that music and music education
has always and at all times assumed an important place in the life of society and in the
theory and practice of education.
6. The famous classic figures of theology and pedagogy (M. Luther, J.A.
Comensky, J.J. Rousseau, J.H. Pestalozzi) based their reforms on ethno-cultural
principles and recognized the significance of the folk song. These ideas exerted
influence on the growth of the Lithuanian school, education in general and music
education in theory and practice.
7. In pre-institutional Lithuanian pedagogy, the fundamental form of music
education is ancient folk singing traditions. Traditional folk singing also laid the
foundations for ethnic music pedagogy, which is most in line with the aspirations of
music education.
8. From their appearance until the second half of the 19th century, Lithuanian
schools didn’t provide a place for the Lithuanian folk song as fundamental ethnocultural form. The effect of ethnic pedagogy tendencies from Western Europe
(Reformation, Jesuits, national movements, notable theological and pedagogical
figures) make themselves felt.
9. From the second half of the 19th century the Lithuanian folk song at
Lithuanian schools begins to spread via the underground as a result of the raising of
national consciousness and as resistance to russification (Lithuanian Grand Duchy).
Proponents of national renewal, the secret underground schools, activities by book
smugglers and teachers with nationalist leanings, professional music personalities and
the distribution of their works as well as other agents and factors provide the
preconditions for this.
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METHODOLOGISTS IN 1920S-1930S
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Abstract
Topical problems of music education were analyzed in periodical press by the Latvian music
methodologists in 1920-1930s. A lot of these problems exist in the modern music education.
Presently as well as in 1920-1930s music as a core subject is taught only at the basic school.
In this time music methodologists emphasize the insufficient amount of lessons in music and
the society’s indifferent attitude to educational opportunities of music for the development of
the personality.
In the music teacher’s work it is necessary to take into account the ideas of Latvian
methodologists of music about the development of musical hearing and the realization of
cross-curricular links between music and other subjects.

Introduction
The spiritual ideas of music and art educators in Latvia in 1920s-1930s are
worth analyzing. In the first half of the 20th century a great contribution has been
made to the development of the music education by a lot of music methodologists and
researchers such as Bebru Juris (1859-1951), Jekabs Vitolins (1898-1977), Vigneru
Ernests (1850-1933), Julijs Rozitis (1880-1952), Indrikis Palevics (1862-1940) a.o.
Their ideas about the importance of children’s music education are still actual
nowadays.
The founders of art education in Latvia like A. Dauge (1868-1937), Pauls Dale
(1889-1968) and J.A. Students (1898-1964) understood the real position of the music
education in the period of 1920s-1930s. They realized the importance of music for the
development of personality and supported valuable and systematic acquiring of music
at every comprehensive school.
The aim of the research: to clear up the ideas of the Latvian music
methodologists in 1920s-1930s and determine their place in the modern music
education.
The methods of the research:
• the analysis of theoretical literature;
• the comparative analysis.
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The results of the research
1. Music in the system of general education
In the process of analyzing the pedagogical activity in comprehensive school it
was noted by the art educationalists and music methodologists in 1920s-1930s that the
level of acquiring music was insufficient. In that period a miserable position of the
music education and the music teacher, insufficient lessons and unconsidered system
of acquiring music as well as an indifferent attitude of the government and the society
to the music subject were stressed.
Music teachers were concerned about unreasonable orientation of the education
system to intellectualism, where music teaching was treated only as entertainment. The
result was that music as a compulsory subject was taught only at elementary schools.
At secondary schools music lessons were allotted only for the choir. To organize a
choir in secondary schools was very difficult, because singing in choir was not
compulsory. In the book “Give the Way at Music at Secondary Schools!” by Jekabs
Vitolins an exhaustive description of the existing situation is given. He wrote that
school had means to struggle against carelessness of the choir members. If the pupils
had a careless attitude to the choir activity, nobody had the right to expel the pupils
from school or not to move them to a higher class or give them a bad school-report
(Vitolinsh, 1932). Jekabs Vitolins criticized this approach and thought that music in
secondary school should be a compulsory subject and stressed the necessity of
working out a new teaching program in music.
In 1920s-1930s, in Latvia a sports teacher, an art teacher and a music teacher had
to work more hours weekly than teachers of other subjects to get the same salary. That
characterized the attitude of the government to the music subject which was
considered as a less important part of education and upbringing than other subjects.
They thought that the work of the music teacher could not be compared to the
work of teachers of mathematics or Latvian, which were considered more serious.
Therefore Bebru Juris, who wrote the first methodology of music teaching, stressed the
importance of music in education. He thought that music contributes to the
development of physical, spiritual, moral, aesthetic and social abilities of the person
(Bebru Juris, 1922).
The importance of music in the education of young people was analyzed by
Peteris Barisons. He accentuated the fact that till now the principles of educating
internally and spiritually rich personalities as well as the necessity of developing the
characters had not been given due consideration. Comprehensive schools take into
consideration mostly the development of intelligence. It is necessary to enrich young
people with spiritual things and bring them nearer to the aesthetic values. Art is one of
the most important means of the aesthetic education. Music is more important than
other kind of arts because the acoustic language is brighter and more alive. Therefore
people must be aware that both music and art are not elitist things but an urgent
necessity for a cultured person. Thus music and art must be used in educating the
society (Barisons, 1927).
The educational effect of music is dependent on a particular school and the
personality of the music teacher. According to A.Dauge, the teacher should not only
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manage the teaching process but he also should be an artist in his soul and teaching the
subject must be done in favor of artistic education (Dauge, 1925). A lot of music
teachers did not have adequate music education; therefore teaching music at school
was ignored, especially in country schools.
The available information of that period proved that one-sidedness of music
teaching created disciplinary trespass at music lessons. The music methodologists
thought that in order to maintain discipline it was very important to stir up the pupils’
interest and open their mind in the music field by means of practical activities.
A lot of problems of that period do still exist nowadays in music education. We
can see the same situation in Latvia in acquiring music at secondary school after 1991.
Singing tradition was very actually at that time. Music in forms 10-12 was not among
the compulsory subjects any more. According to I. Maslo’s research, in the academic
year of 1992/1993, music was not studied by 71% of the pupils of forms 10-12 (Maslo,
1995). This fact aroused indignation and a heated discussion among music teachers.
In the newspaper “Education and Culture” a lot of articles on this theme were
published. It was proposed to equalize the content of science subjects and art subjects,
the arrangement of the music education system was discussed, the place of music in
the concept project of the secondary education was considered and the contribution of
music lessons to maintaining the tradition of singing and dancing festivals was
analyzed. The music teachers were unanimous in concluding that music education
must be preserved at school, and it must be achieved that music should be a
compulsory subject at a secondary school.
In these years, a lot has been accomplished. The elementary education standard
in music and the model of the educational program in music were worked out; a lot of
methodological teaching aids in music were created. Nevertheless the music education
is still understated in the general education system.
2. The problems of teaching music
In the 1920s-1930s, music teaching methods were based on the German school
tradition, because the people, who were responsible for the development of the
methods of music teaching in Latvia, had received their music education in Germany.
At that period, a lot of music teachers considered that at elementary school
during the music lessons pupils’ musical hearing should be developed on the basis of
learning songs from sheet music.
In Berbu Juris’s work “The Methods of Teaching Music” the advantages and
disadvantages of singing by ear and singing by reading music were analyzed. He
disapproved of the music lesson where the pupils sang only by ear, because this kind
of singing lacks self-independence, that is self-acting and thinking (Bebru Juris, 1922).
It must be noted, that the opinion of Berbu Juris in this point is objective enough,
because he showed also the advantage of singing by ear. If singing by ear is used
methodologically correctly, the musical hearing of pupils will be developed and the
voice will be improved. He showed in which sequence singing by hearing should be
taught. At first the text of the song should be read by the teacher to the pupils and, if
necessary, the text could be explained, after that the song would be taught in parts and
each part should be correctly demonstrated, then the previous part of the song would
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be connected with the next part until the pupils learn singing the song correctly. The
same approach to teaching songs by ear is used in the methodology of music teaching
nowadays.
The acquiring of singing by reading music is based on two systems: a numeral
and a note system. In the numeral system there is a number for every note, for
example, do-1, re-2, and so on. In spite of the easy practical use of the numeral system,
the use of this system in the methodology of music teaching in Latvia in 1920s-1930s
was criticized and recognized as imperfect. Indrikis Palevics wrote that the note and
the numeral systems could be combined. He kept the note system for writing and
recommended to use the numeral system for singing (Palevich, 1924). Currently at
school the music methods of I. Palevich are implemented within using the numeral
system instead of the relative note system (jo, le, mi, na, and so on) to develop a
gradual feeling of the mode. In this way, pupils do not have to learn several note
systems, which can create quite a big confusion in pupils’ mind.
In that period a lot of music teachers thought that musical hearing of all pupils
could be developed. J.Rozitis offered his method to achieve this aim. He considers that
the acquisition of reading music must be based on solfeggio of the melody and the
hearing must be developed with the help of the game component.
One of the most active promoters of the choir culture and the constitutor of the
Riga Institute of Phenology (1920), Ernests Vigners, attached a great importance to the
development of children’s musical hearing in his methodology of music teaching. He
considered that it was possible to make a better progress in the development of music
hearing, if the teacher used the correct methods of teaching the children, who do not
have any physiological and hearing defects. Those children, who have some hearing
problem, should sit near the teacher and the standard for them should be lower than for
the others. In E. Vigners’s work “The Methodology of Teaching Vocal – Instrumental
Phonetics at Elementary School”, the content of teaching was planned so that the
teachers should be able to develop good ear for music. He thinks that the teachers have
to go deep into new teaching systems to comprehend this method. The teacher must
know the aim he needs to achieve and the means which should be used to achieve this
aim. According to E.Vigners’s, pupils must be weaned from the inactivity during the
music lesson and must be encouraged in their work. He accentuated that the basis of
every activity is a disciplined cooperation and integrated self-activity (Vigners, 1936).
To avoid the tiredness of the children he recommended dividing the lesson into four
stages:
• theoretical explanation;
• intonation drills;
• dictation;
• praxis (singing the song).
The content of teaching must be planned to improve knowledge and skills
gradually. The most important thing is repetition.
The music educator J. Rozitis accentuated that in the methodology of music
teaching there were two approaches (Rozitis, 1928). The followers of the first approach
consider that the main aim of music teaching is a systematic development of musical
hearing. They have developed this idea through watching the existing tendency in the
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society and the teaching system. Firstly, there were a number of choirs, which required
good skills in reading music. Secondly, in teaching various subjects there prevailed a
tendency to impart theoretical knowledge. Therefore they thought that the music
teaching at schools would be more serious if teachers declined singing by ear.
Art teachers supported the first approach, pointing out that art subjects could not
be acquired through a scientific theory. It is very important in acquiring music that
creation of aesthetic experience should be the result of association and perception. The
followers of the second approach do not consider the development of musical hearing
as the main aim of music education. They think that it should be used as a means to
improve young people’s comprehension of art and to develop culture of feelings.
The development of musical hearing does not lose its importance nowadays. A
lot of music teachers, taking the ideas of music psychology and pedagogy as the basis
as well as taking into consideration the results of the researches in the 1920s-1930s,
carry out explorations to prove the possibility to develop every child’s hearing.
In the 1920s-1930s music teachers improved the content of music teaching by
establishing interdisciplinary links. The first who stressed the importance of cross
curricular links in acquiring the content of music was J. Rozitis. He described music as
the subject linked with several general education subjects. J. Rozitis talked about the
interconnection between music and geography in music teaching process (Rozitis,
1927), he considered that musicians might gain impressions for their compositions
when traveling in several countries. In that way geography helps us to understand a lot
of compositions. There is a link between singing and the native language (Rozitis,
1927), which is distinguished in the development of the sense of rhythm and the
technique of pronunciation. In the same way J. Rozitis analyzed the interconnection
between music and natural sciences in the process of acquiring the content of music
teaching (Rozitis, 1927).
J. A. Students considers that penetration in art hinders the insularity between
separate subjects including music (Students, 1998).
One of the urgent points nowadays is the realization of cross curricular links at
music lessons and how the duplication of the content in the education system could be
avoided. The authors of the modern textbooks recommend the music teacher to
implement the cross curricular links. One of the most successful music textbooks in
this context is “Music for Forms 9-12” by I. Grauzdina and E. Silinsh (Grauzdina &
Silinsh, 1998). The authors of this textbook invite the pupils to a conversation, a
dialogue and a discussion about humans, things and facts. Music as art is successfully
applied to obtain a wider scope of culture heritage values and the meaning of sociality.
By analyzing the questions and tasks in the music textbook it is concluded that 13,7 %
from them entail searching and comparing the connection between music and literature
as well as music and visual art.
The authors of “Music for Forms 9-12” include the material of visual art in the
textbook to provide a deeper and more emotional comprehension of music: portraits of
composers, the title of the composition, live music situations and reproductions of
works of art.
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Considering the historical experience in Latvia and the achievements in other
countries a new approach to the development of the content of music teaching is
worked out.
In the 1920s-1930s the music methodologists made a great contribution to
working out and developing methods of music teaching. Their ideas are very important
for the modern music education and for the work of every music teacher. Music
researchers still have a lot of work to do in studying particular methods and finding a
way of a possible introduction of these methods in modern comprehensive school.

Conclusions
1. In Latvia, in the period from 1918 to 1940 music as a subject experienced a
certain crisis in the system of general education. In that period the music
methodologists united their efforts to increase the number of music lessons at
elementary schools and to maintain the singing tradition at secondary schools. The
same situation still exists nowadays at secondary schools where music is not included
among the compulsory taught subjects.
2. There was an indifferent attitude to music as a subject from the government
and society, therefore music was considered as a less important part of upbringing. As
a result, the profession of a music teacher had a low prestige in the society. The proof
of that is the lower salary of music teacher compared with the salary of other subject
teachers. Nowadays all the teachers who work at comprehensive schools have the
same salary. Although the importance of music education for the development of
personality has been studied very profoundly, this is not always taken into
consideration.
3. One of the main aims of acquiring music in the 1920s-1930s was the
development of musical hearing. In that period the music methodologists worked out
methods of the development of perfect ear (E. Vigners), substantiated the importance
of singing by reading music (Bebru Juris), stressed the advantage of the numeral
system in solfeggio (I. Palevich) and substantiated the influence of the game
component in the development of children’s musical hearing.
4. Providing cross curricular links between music and other subjects was urgent
in Latvia in the 1920s-1930s as well as nowadays. The music educators and
methodologists successfully use the content of other subjects in acquiring music
subject to obtain wider social and heritage values.
5. Every nation must know their history. Before using the foreign experience in
acquiring music, modern Latvian music methodologists must also know methodical
developments in Latvian history which could be more useful than the foreign
experience taking in consideration tendencies in modern education system.
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Abstract
The aim of the study is to fix the traditional base, to analyse the changes and define the trends
in the comprehensive school (general) music education in Estonia from the 2nd half of the 20th
century until the beginning of 21st century.
The paper is based on an interdisciplinary culturological approach, that allows music
education to be observed through cultural, educational, and societal changes from the
viewpoint of aestethical and praxial philosophy (Sparshott, 1987; Colwell, 1991; Elliott,
1995, 2005; Odam, 2001; Choksy, Abramson, Gillespie, Woods & York, 2001; Jorgensen,
2002; Green, 2005).
The empirical research bases on combined design (qualitative and quantitative approach).
The research field covers teaching aids/materials, reflection of music pedagogy in
pedagogical media, data (attitudes) of public and music teacher questioning.
This research enabled to encompass some general tendencies and trends in Estonian music
education in the 2nd half of the 20th century and beginning of 21st century, and showed some
problems and possible developments for the future.

Introduction
Music-education today does not end with a simple singing, music reading and
listening. Openness to the world has brought, especially during the last decade a list of
new orientations to the musical education – moving and improvisation, drama
elements, instrument playing and recorder, listening to the music and depictive
activities, music therapy elements, making instruments etc.
Which one of these orientations is chosen by the music teacher is the cause of
how the music lesson will turn to be, and what the musical education will look like in
general.
Music program and teaching material does sets up some borders but still leaves
enough space to the choice and to the creative subject-handling of the teacher. At the
same time, it is important that the society understands the aims of music education and
teacher’s part in it.
Estonia, with its smallness and constantly diminishing population has to face a
problem of desuetude of its nation-state. Music education has had an important role in
shaping the ethnical solidarity and identity through common song. It has become the
trait of character of ethical music education.
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But don’t the new waves endanger our national traditions, and our survival as a
nation? The feel of threat has been deepened by the active cultural intervention and
music education’s diminish tendencies in music education all over the world, where
music lesson’s need and capacity is very often put under the question mark, and the
capacity of the subject has been reduced (i.e. Finland, Sweden, Latvia). How our
earlier music educations’ principles endure the pressure of new tendencies? What is
the character of Estonian music education in 20th centuries 2nd half and at the
beginning of 21st century?
The need to explain the traditions of music education in comprehensive school,
and in the background of that, the changes during the last half-century, was the motive
to the hereto research.
H.Rannap, an historian and pedagogic-expert, has given a detail overview of
Estonian music pedagogy until the beginning of 1970ies (Rannap, 1972,1977). He has
set a clear matrix in handling the music educational history originated by the historicochronological principle.
The changes, during 20th centuries last quarter, have been echoed, though
fragmentally, only in few articles, master’s and doctoral thesis. Researches with
methodical orientation have been more expanded, but their purpose has not been the
clarification of the overall tendencies in music education.

Research aim, methodology and sample
The aim of the study is to fix the traditional base, to analyse the changes and
define the trends in the comprehensive school (general) music education in Estonia
from the 2nd half of the 20th century until the beginning of 21st century.
The paper is based on an interdisciplinary culturological approach, that allows
music education to be observed through cultural, educational, and societal changes
from the viewpoint of aestethical and praxial philosophy (Sparshott, 1987; Colwell,
1991; Elliott, 1995, 2005; Odam, 2001; Choksy, Abramson, Gillespie, Woods & York,
2001; Jorgensen, 2002; Green, 2005).
At the beginning of the study the following hypotheses were set:
• traditional model of music education has been preserved as a fundamental
part of national culture;
• new trends at the end of the century indicate towards a new paradigm;
• the changes in the content and activities have changed the role of the
teacher in education;
• public reflects the needs of the society but is not aware of the content of
music education;
• the tendencies in Estonia are similar to the trends in West-European
countries.
The empirical research bases on combined design (qualitative and quantitative
approach). The research field covers teaching aids/materials, reflection of music
pedagogy in pedagogical media, data (attitudes) of public and music teacher
questioning.
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Instruments and procedures of the empirical research
Different research instruments/tools are used:
-

questionnaires for public (N=206) and music teacher (N=60);
essays for music teacher (N=17);
analysis of 36 music programs (syllabus) (from 1917–2002);
analysis of songbooks (1950-2005);
pedagogical media (ca 300 articles) during 1950–2004.

The questionnaire and essays were provided during 2004–2005. Additional
online inquiry for public (N=6117) was provided 6.02.2006.
The object of study is change (in aims, tasks, content as activities, approaches,
attitudes) in music education in the 2nd half of the 20th century and at the beginning of
the 21st century.
The qualitative data is processed and organised by means of content analyses
(Neuman, 1991; Mayring, 2000) and grounded-theory (Strauss, 1987), statistical data
has been processed by means SPSS – Descreptives and submoduls (Frequencies,
Custom Tables, Basic Tables, General Tables; one-way ANOVA; Crosstabs,
Bivariate, T-test, Basic Tables, χ² -test; K-Means Cluster).

Results
It should be stressed the dual meaning of MUSIC in the context of Estonian
music education. When singing, listening and learning theory of music traditional
universals of music (duration -pitch-dynamics-timbre) and on referential approach (to
explain, to open the meaning of these musical expressional means in order to
understand music) are used (Selke, 2007). When improvising with instruments, voice
or body percussions the sound as music (modern approcah in 1990ies) have become
the base and expressionist approach to music and communication aspect has been
pointed out (ibid).
In addition, the two models of music education based on both educational and
music philosophy have been introduced – traditional and progressive. Also, the social
aspect of common song (choral singing) as a tool for developing national identity has
been tackled.
Along the praxial philosophy of music education the changes in classroom activities,
musical practice (as a content in the sense of the praxial philosophy of music education
(Elliott,1995, 2005) have been observed in the music programs. Therefore the following
Table 1 shows mainly the dynamics of the activities in obligatory school singing (music)
curriculums. The study proved that even though music education in Estonia has gone
through a lot of hanges in the 2nd half of the 20th century it has preserved some pre-war basic
traditions. The table 1 shows the stability cultural memory of Estonians – the choral, singing
activities and music reading-writing during the 20th century, from the first music curriculum
in 1917 till last one in 2002. The social aspect of the common song and choral singing in the
development of national identity should be stressed.

At least two different models of music education could be seen on the table: the
first at the beginning of the 20th century based on singing and theory (traditional),
second – with movement, listening, improvisations and instrumental activities. The
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turn of the century marked the birth of the postmodernist pluralistic model with world
music, instruments making, visual art and drama elements. The distance of time is too
short to say is it the third model or elaborated second one.
The innovations started from 1930ies along the reformpedagogy (the basic
principles of modern model for music education) developed by R. Pats after II World
War and in 1960–70ies (Rannap, 1977; Selke, 2003, 2006a) (see Table 1).
Table 1: The content of the music programs in 1917–2002
CONTENT
Singing
Theory

1917

1921

1928

1938

1940

1955

1964

1972

1991

1996

2002

x
x
x

Choir singing
List of common
x
x
repertoire
Movement/roundga
x
mes
Music history**
x
Movement/rhythmics
x
Listening
Playing children
x
instruments
Improvisation
x
Making instruments
Visual activities*
Drama*
* in the manual book for program
** for older grades

x
x
x

x
x
x
x

The situation in 1950ies was externally influenced by soviet pedagogy and
ideology (unified syllabus, new teaching material) but living traditions and vital
connection with the experience of pre-war generation neutralised that influence. The
pre-war repertoire (up to 44%) in the songbooks even in the year of the strong
russification was the phenomenon of the sustainability of singing tradition and music
reading (theory). Song- and round games (movement) and listening were a new trend
but had a secondary importance.
A modern methodical handbook of music teacher R. Pats’ “Music education in
comprehensive school” (Pats, 1962) (“Muusikaline kasvatus üldhariduskoolis”) had a
remarkable influence on music education not only from the methodical and theoretical
aspects of music, but also from the point of view of national identity. The existence of
song books, and music education handbook in Estonian eliminated the usage of soviet
handbooks, and most significantly neutralised their influence on wider plan.
The years 1960–70 are characterised by the drive to the content and
diversification of activities: playing children instruments, improvising, movement as
rhythmics were included. The era of relative solmisation had begun – the Z. Kodaly
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system was adopted (named JO-LE-MI) bringing some Hungarian music’s influence
(exceeding even soviet-Russian influence) to Estonian school music. Also, adoption of
Kodaly’s system initiated the introduction of Estonian and other Fenno-Ugrian
peoples’ folk music (Selke, 2006b). JO-LE-MI method became a significant part of
music pedagogy in Estonia during about half of the 20th century.
Begun the propaganda of D. Kabalevsky’s conceptions and music listening,
which had a boost in 1980ies and was a real challenge for singing and theory centered
music education. Kabalevsky’s method that included discussions about music and arts,
tends to change the lesson towards more thematical music lecture (Kabalevsky, 1970,
1976, 1980). The idea of integration of arts was innovative but formal in the character
(illustrative) and based mostly on the examples of Russian art works (Selke, 2003).
This fact coincided with the Russification at the beginnng of 1980ies and induced to
create Estonian-music-based educational material.
The leader of 1970–80ies music education was a conductor and music teacher
Heino Kaljuste whose active leadership brought professional composers (A.Part,
V.Tormis, R.Kangro etc) into school music. The result of that action was the issuance
of national teaching materials (Koolimuusika/Music for School) for listening and
playing on instruments, which also was supported by the general interest in folklore,
significantly wider attention to the usage of instruments linked with intrest to K. Orff
approach.
1970 brought people to rhythmic movements, influenced both by Soviet
pedagogy and K. Orff’s approach (see Table 1). These trends widened the meaning
and borders of music education, brought new activities into the classroom and inspired
Estonian composers to write music for this purposes.
New trends and the innovative educational-scientific thought of that period
brought to agenda the activation of the teaching process, individual work and
differentiation of teaching process’ problems, which were echoed also in many articles
in pedagogical press. Never before nor later had school music found that much of
active discussion in press than in 1980–1992. Both, the education newspaper from
1965 and the magazine from 1980 had a special column for school-music.
Diversified classroom activities resulted in an increased number of children
playing instruments, but the main focus of music education was still on singing and
knowing the theory (study of music theory). The main problem was the lack of
instruments.
Empiric research proved that, the years of 1980ies were the period of increase in
music education.
One of the most important outputs next to all-Estonian song festivals are
children’s song festivals initiated in 1962. The number of participants has grown
through the years although there was a low tide in the mid-1990ies.
The recovery of independence (1990) and numerous reorganisations in different
subject fields directed the attention to societal and economical problems. The years of
the Independency also opened the world with its music-pedagogical versatility –
alternative pedagogies, elements of Suzuki method (mainly in classroom recorder),
music therapy, and Orff-boom, different school music projects etc. New pedagogical
approaches caused the methodical confusions (Selke, 2003).
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The stagnation that had begun in 1990ies (not to leave out the crisis of
disappearance of school orchestras) in music education was conditioned by the fact
that passed-away H. Kaljuste, had set up quite high standards and high reputation of
Estonian music education in Soviet countries. The other reason was the exaltation of
foreign music pedagogy and new alternative-pedagogical ways which were supported
by vague education-politics; beforementioned manifested itself in the strong influence
of Scandinavian music on teaching materials in 1990ies.
Today Estonian Music Teachers Society (established 1990) has the coordinating
role of music education (supplementary courses for teachers, subject proficiency
competition etc.).
Also the content of the knowledge changed. Introducing world music in
comprehensive schools’ middle and higher classes was a new, knowledge-based trend
which became a reality not before the end of 1990ies along with the usage of new
teaching materials.
Frame-program (framework of curriculum), publishing of teaching materials with
new qualitative value (learning set, teaching toolkit) enabling different kinds of
methodical approaches (elements of music therapy, integration etc), worldmusic,
increasing part of instrumental activities, visual activities and drama elements with
music and acceptance of their self-forming role by public circles – all these new trends
indicate conceptual changes in music education.
The study proved that today we should talk less about knowledge, and more
about the content and different activities of music education.
Today we assign equal importance to tasks and process in music education. The
activities (content) provided in music classes today are quite different. The current
situation (with options for music teacher) could be described as following (see
Figure 1).
The central activity is listening as a reflection to any kind of organised sound
made by child as music. Introduction of the surrounding sound-world, sounds of bodypercussion, self-made instruments and compositions, guides the child from „personal
sounds” into the world of sounds made by other people, composer. This is a way into
the music.
The research acknowledged that the conceptual changes at the beginning of 21st
century refer to a new model in music education, and to the genesis of new music
education paradigm – from singing-centred doctrine into musical activities centric,
from subject-cenyere from dominant traditional aesthetic education model to new,
praxial music education model.

Instrumental
activities:
ostinati
improvisations
self-compositions
body percussion,
self-made&electronic i.
instruments from nature
recorder& Orff instrum.
making instruments

Music listening:
surrounding sounds
self-compositions
compositions of others
composers
compositions visual
activities

Theory:
music history
world & popmusic
computer compositions
musical form & notation

Vocal activities:
Movement-games:
song-games
rhythmical movement
dance
creative dance

singing
song-games
rhymes
vocal
improvisations selfcompositions
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Figure 1: The content of music education – activities practiced by
different teachers in 21. century in Estonia

The tendencies guiding towards a new model of music education are summarised
below:
• widening the meaning of music
o music as a sound in the schoolbooks;
• changes in the aims and objectives of the music education
o from esthetical-emotional to self-cognition, self-expression and
communication;
o developing world-citizen and towards globalisation
 growing part of the world-music;
 growing part of jazz- and popmusic;
 decreasing/ascending importance of common song;
o increasing importance of national cultural traditions;
• pluralisation of musical activities
o growing importance of music listening
 changing of the aim of music listening (from listening the
masterpiece towards listening in the process of integrated
activities);
 listening from owning knowledge towards reflective listening in
the process of musicing;
o increasing part of rhythmical movement;
o growing part of instrumental activities (making music with Orff
instruments)
 changing the aim of instrumental activities (from rhythm tuition
to reflective listening the timbre, sound and cooperation);
 using new instruments;
 changing the function of the rythm instruments (from ostinati
song-accompanement to independent form of musicing);
 viewing instruments as important tools from cognitive and
folkloric aspects);
 acknowledgement of cognitive factor in instrument making
process and musicing on it, also cognition of folkloric aspect in
making traditional children instruments;
• pluralism of approaches
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o from concrete detailed methods towards integrated approaches;
o from detailed program to frame-program;
• changes in educational paradigm
o from subject-centered (curriculum) to child-centered education model;
o from subject teaching to integrated activities;
o from product (result) to process;
o from classwork to group-work;
o from subject teacher to reflective practitioner, guide.

Conclusions
1. The research shows that society values traditional activities in music class like
teaching theory, singing, music listening, choir singing because the school-music
throughout the past fifty years has been one of the main national identity bearers.
Several aspects indicate that until recent years music pedagogy has been based on
traditional model, and aestethical philosophy of music education. For instance, this is
illustrated by the domination of formal, classical European and notation based
knowledge in the teaching-studying process, object-subject relation in the educational
process, and teachers role as a knowledge bearer.
Although in general Estonian music education there are tendencies towards
practical activities, the main tendencies are towards singing.
2. The theoretical and empirical analyses show that the shift of the paradigm
(with previous crises in 1990ies) at the beginning of 21st century is in process. The
music teacher is divided between contradictory tasks – the society is waiting from
him/her to entertain as well as to teach music reading/writing skills; introduce world
music in order to develop a tolerant world-citizen as well as to preserve national
identity through national culture, and especially through choir singing.
3. This research enabled to encompass some general tendencies and trends in
Estonian music education in the 2nd half of the 20th century and beginning of 21st
century, and showed some problems and possible developments for the future.
Abovementioned tendencies are not unique in world practice. Similar changes
(Kodaly, Orff, different school-music projects etc.) and philosophy of music education
have passed several western countries like Finland, United Kingdom, USA etc (Urho,
1999; Juvonen, 2003; Pitts, 2002; Cox, 2001; Choksy, Abramson, Gillespie, Woods &
York, 2001; Regelski, 2005). However, what has been remarkable and unique from the
world point of view is the basic part of choir singing in Estonian music education that
is showing powerful trends of renaissance.
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THE IMPORTANCE OF MUSIC TEACHERS' PEDAGOGICAL SKILLS
IN THE DEVELOPMENT OF JUNIOR SCHOOLCHILDREN'S
CREATIVITY IN MUSICAL ACTIVITY
Ruta GIRDZIJAUSKIENE,
Klaipeda University, Lithuania

Abstract
The article investigates one of the most important factors influencing creativity in musical
activity of junior schoolchildren – a teacher’s personality and his nature of pedagogical
activity. The article presents the results of the investigation where junior schoolchildren and
the music teachers teaching them participated. The received data show that the biggest
influence on junior schoolchildren’s creativity in musical activity is exerted by the music
teachers’ pedagogical skills. Constructive, expressive and communicative skills are
recognized as the most significant of them. In teachers’ opinion, it is especially important for
a pedagogue to know how to organize teaching process purposefully, involve children in the
active creative activity, establish sincere relationship with schoolchildren and present the
teaching material emotionally. The investigation also revealed that music teachers’ skills are
not at the adequate level.

Introduction
Creative work, creativity - these are the most frequently used concepts nowadays.
Numerous scientific articles and research show extremely great interest in the
problems of the development of creative work and creativity. Changes in social needs
influence the situation. Scientific and technical revolution nowadays is closely
connected with industry and production and is directly dependent on scientific
achievements. All over the World numerous scientific institutions, industrial
organizations in some cases, separate countries compete in the field of technical
inventions and scientific achievements. It is not only the fight of the competitors for
commercial success, possibility to survive, directly dependent on the creative potential
of the staff.
Creativity is important in one more aspect. It is necessary as a condition to
survive and adapt creatively. A famous humanist of the XX century C. Rodgers (1995)
points out that a passive and creatively narrow - minded human being cannot cope
with the increasing amount of information and achievements. Creativity is linked with
the individual’s search for originality, with the fight of a free, authentic personality
against the mass, against conformists and mediocrities, against their pragmatism,
standardization, against the uniformity.
That is why human’s creative power development is one of the important tasks of
modern pedagogy. The significance of active, independent and creatively thinking
person’s education is also marked in Lithuanian documents on education. Thus, the
creativity like the creation is a complicate and multidimensional phenomenon. A huge
range of investigations and conceptions of creativity is presented in scientific
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literature. An endeavor to identify even slight signs of creativity in order to be able to
develop and cherish them remains the main for us.
Child’s creativity opens within the activity. However, the participation in activity
does not guarantee in itself that the possibilities to show schoolchildren’s creativity are
given. Trying to educate a creative person, it is important to involve schoolchildren
into such an activity where they would learn to use creatively their knowledge,
abilities and skills could develop their natural creative ability and experience the
difficulties and joys of creation. A teacher, a creator of process of direct education who
chooses and plans the content of education, foresees educational strategy and concrete
tasks, predicts the development of personality, combines teaching methods and means
creatively, sets the course of the whole process, has the main role in organizing the
developing activity of schoolchildren’s activity. So child’s creative activity and real
creation results most of all depend on teacher’s pedagogical skills to involve children
into creative activity.
Several types of pedagogical skills are distinguished in scientific literature. In
L. Jovaisha’s (Jovaisha, 1997) opinion, teacher’s diagnostic, communicative,
expressive, organizational, academic and creative abilities allow a successful
development of pedagogical activity. Lithuanian educator B. Bitinas (Bitinas, 1981) is
inclined to emphasize gnostic, projected, constructional, communicational and
expressive skills of the pedagogue. V. Shernas (Shernas, 1996) stresses the
significance of social, communicative and organizational skills in pedagogical work.
The formations of these skills are different. One individual has communication and
suggestion abilities dominant, another – academic, third – expressive and so on.
Besides, the importance of these skills depends on the peculiarities of pedagogue’s
activity range.
According to K. Poshkus (Poshkus, 1986), the pedagogue having constructive
skills should be able to organize educational process creatively and purposeful: choose
and adapt teaching material, make structure of the lessons, plan and organize
children’s activity, choose teaching methods and so on. Organizing music creative
activity of junior schoolchildren, the most significant skills are to distinguish the main
subjects, draw children’s attention to them stimulate children’s attempts to grasp the
main subjects, use teaching materials purposeful, organize work in groups, and make
conditions for creative expression of weaker and stronger children. For the music
teacher it is important to be able to find new information about musical activity and
apply it creatively in the work.
Pedagogue’s expressive skills show themselves in the ability to present the taught
subject effectively, persuade and impress all the class. The essential feature of
expressive skills is considered to be the pedagogue’s skills to control his voice and
mimic. A pedagogue has also to react to children’s ideas and feelings lively, be able to
express his emotions. For a music teacher it is especially important to be able to
emphasize emotional music subject, to experience it himself. The success of a music
teacher’s activity depends on the skills to play and present music composition
emotionally, share one’s own experience sincerely. On the whole, teacher’s good
temper, his energy, enthusiasm, enjoyment of teaching the subject stimulate
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schoolchildren, rouse their interest, and positively effect teaching motivation and
results (Arends, 1998; and others).
Communicative skills allow “to have interpersonal contacts, develop a dialog,
create friendly and reliable relations” for a pedagogue” (Jovaisha, 1997, 67). These
skills reveal in teacher’s relations with individual children or their groups, parents,
colleagues and school administration. Communicating with junior schoolchildren, for
a pedagogue it is important to be able to get into contact with children, hear them and
understand their experience. A music pedagogue needs to maintain good relations with
other members of school community. While communicating professionally with
colleagues, staying in close contact with schoolchildren’s parents and having good
relationship with school administration the pedagogue could help them understand the
peculiarities of children’s creativity better, hold children’s creative attempts.
As it could be noticed, different pedagogical skills are important for the
successful pedagogical activity. However, their importance mostly depends on the
conditions of pedagogical activity .The scientific problem arises – which pedagogical
skills of the music teacher are the most important in the development of creativity
through musical activity of the junior schoolchildren.
The object of the research: a role of a music teacher’s pedagogical skills in the
development of junior schoolchildren’s creativity in musical activity.
The aim of the research: to reveal which pedagogical skills of the music
teachers influence mostly schoolchildren’s creativity in music activity.
Methods of the research: the analysis of literature sources, education papers,
statistical data, questionnaires to music teachers and schoolchildren, conversations
with children and music teachers, exploratory and declarative experiments,
pedagogical observation.

The methodology of the research
The research was carried out in three stages. The first stage aimed at finding out
what mostly influences schoolchildren’ s creativity in music activity. The exploratory
investigation was conducted. Two hundred and five schoolchildren from the primary
schools from different Lithuanian cities and thirty-five music pedagogues teaching
music to children of this age took part in it.
In regard to the age of the respondents the method of standard conversation with
primary school pupils was chosen. At music lessons schoolchildren were asked in
what circumstances they can express their creative abilities best at music lessons: sing
freely and unstrained, play music compositions in various tempers, express distinctive
work conception, give original evaluation of music, improvise or do original
compositions, express music temper in movement and so on. The base of the inquiry
is formed on a theoretical and empirical model of expression of creativity in music
activity by the author of this article (Girdzijauskiene, 2000).
Music pedagogues who participated in the exploratory investigation were asked
what, in their opinion, influences junior schoolchildren’s creativity. In the given
questionnaire teachers had to answer several open questions. The received information
helped to find out what factors, in the opinion of primary schoolchildren and the
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teachers teaching them, make the biggest influence on creativity expression in music
lessons. The received results of the exploratory investigation confirmed our primary
presumption that teachers, their pedagogical skills play an exceptionally significant
role in educating junior schoolchildren’s creativity in musical activity.
In the second stage the model of the pedagogue’s skills was created. With the
reference to the received information and the analysis of the scientific literature, the
investigation methodology, which allows finding out what teacher’s features are the
most significant, was prepared. As it has already been mentioned, constructional,
communicative, and expressive skills of the pedagogue are considered the most
significant ones. Empirical features of these skills were pointed out, their expression
under specific conditions, i.e., teaching junior schoolchildren, was defined.
In the third stage the repeated research was carried out in which sixty Lithuanian
pedagogues teaching music to primary schoolchildren took part. The methodology of
the investigation was based on the description of the pedagogical skills. The
respondents were asked to assess (very important, important, less important, no matter)
the importance of individual pedagogical skills in the development of creativity of
junior schoolchildren. By the investigation we wanted to find out how teachers
evaluate their own pedagogical skills. For that purpose pedagogues were asked to
describe their pedagogical activity. Information was gathered also by observing the
teachers’ activity and having conversation with them.

Results of the research
The data received in the exploratory investigation showed that in the opinion of
schoolchildren, the biggest influence on their creativity expression in music lessons is
made by:
• Attraction of teaching material (songs, musical-didactical games) was
mentioned by 90.2 % of respondents;
• Variety of musical activities was mentioned by 73.2 % of respondents;
• Support of a teacher and classfriends was approved by 71.7 % of
schoolchildren;
• Possibility to present the results of creative activity to parents and classmates
was mentioned by 90.2 % of respondents.
• The major part of respondents mentioned another action of creativity: teacher’s
good temper (34.6 %), possibility to have a good mark (28.8 %), to feel pretty
well at music lessons (24.9 %), personal musical abilities (22.9 %), etc. As we
could notice, except the personal musical abilities, almost all creativity factors
mentioned by schoolchildren have an external nature. It is no surprise because
children of that age of evaluating and characterizing themselves use a very
small number of independent parameters; the reasons for success or failure of
the activity often depend on the surrounding factors according to them
(Petrulyte, 2001; Lipkina, Rybakov, 1989). On the other hand, this data
emphasizes the role of the exclusive teacher’s personality and his pedagogical
activity creating favorable conditions for the expression of creativity.
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The teachers who participated in the exploratory investigative research were
asked what schoolchildren’s creativity in musical activity depends on. Pedagogues
distinguish such factors:
• Pedagogue’s ability to involve children into active music making (singing,
playing) (97.1%);
• Teacher’s competence to arouse children’s emotional experience at music
lessons (80%);
• Children’s musical and creative abilities (74.3%);
• Pedagogue’s ability to organise musical activity in an interesting way
(68.6%);
• Teacher’s musical skills and personal features (60%).
The data of the exploratory investigation also shows that a decisive factor in
schoolchildren’s expression of creativity is played by teacher’s personality and his
pedagogical nature of activity.
Table 1: Distribution of music teachers’ skills depending on
factorial status

Comunicative

Expressive

Constructional

PEDAGOGICAL
SKILLS
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FACTORS

FORMS/STAGES

To find new information about musical activity
To use it creatively in one’s work
To select different type, style and mood music repertoire
To distinguish what is essential
To draw attention to it
To stimulate their attempts to understand main subjects
To use teaching materials for that purpose
To organize work in groups
To make
For expression of creativity of stronger
children
conditions
For expression of creativity of weaker
children
To control one’s manners, diversify voice intonations
To speak clearly and figuratively
To react to children’s ideas and feelings emotionally
To express joy, sadness and surprise by face
To share one’s experiences
To present music artistically (to play, to sing)
To be in a good mood at the lesson
To hear children
To understand what they feel
To tell children straight what for one feels sad or empathy
To communicate with colleagues directly
To keep close relations with schoolchildren’s parents
To keep good professional relations with school
administration

I

II

0,518
0,536
0,429
0,490
0,492
0,594
0,477
0,646
0,489

0,123
0,119
0,158
0,632
0,613
0,523
0,512
0,070
0,030

0,580

0,054

0,516
0,604
0,543
0,593
0,541
0,457
0,670
0,521
0,565
0,720
0,446
0,586
0,610

0,201
0,086
0,093
0,094
0,022
0,067
0,015
0,148
0,090
0,064
0,085
0,003
0,018
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During the repeated investigation the list of pedagogical skills was prepared, and
the respondents were asked to evaluate the importance of individual skills. On the
basis of the received data the factorial analysis was carried out, which helped to
emphasize the importance of individual pedagogical skills (table 1).
The factorial analysis of pedagogue’s skills showed that is was meaningful
statistically. Especially important pedagogue’s skills are: an ability to speak clearly,
figuratively, is in good temper at the lesson, keep good professional relations with
school administration. The second factor highlighted the significance of some
pedagogues’ constructional skills. We could make a conclusion that for a pedagogue it
is essential to distinguish what is important, to draw children’s attention to it, stimulate
their attempts, and use teaching material purposefully. Teacher’s sincerity is
particularly meaningful when creating favorable atmosphere at the lesson.

The recognition of significance of pedagogical skills
First of all, it was intended to find out how music teachers understand the role of
pedagogue’s constructional, communicative and expressive skills when developing
junior schoolchildren’s creativity. We asked respondents to express their opinion on
(very important, important, less important, no matter) different forms of them. It
appeared that teachers give the priority to constructional skills (see Figure 1).

To find new information about musical activity
To use it creatively in one's work
To select different type, style and mood …
To distinguish what is essential
To draw pupils' attention to it
To stimulate their attempts to understand …
To use teaching materials for that purpose
To organize work in grops
0
positive

10 20 30 40 50 60 70 80 90 100
very positive

Figure 1: Music teachers’ attitude towards constructional skills

Many music teachers admit that even in primary school children should be
acquainted with music of different types and styles. The received data shows that
teachers realize the importance of diversity of music compositions (two thirds state it
is very important). Teachers recognize the significance of new information about
musical activity. Thus, they hold the ability to use this information creatively at work
as a very significant skill (77%).
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Teachers also admit that at working with junior children it is interesting to define
the most important subject, to draw children’s attention to it, to stimulate their
attempts to comprehend the main subjects, to use teaching material purposefully.
Nevertheless, some teachers (15%) do not see the advantages of working in groups. It
seems that teachers avoid the activity that implies organizational difficulties.
The investigation data showed that the bigger part of teachers recognise the
significance of pedagogue’s expressive skills (see Figure 2).

Control over the speech tone
The clear expressive speech
Reaction to children's ideas and feeling
Expression of emotions by mimic
Sharing of musical experience
The creative presentation of music
Good mood at lesson
0 10 20 30 40 50 60 70 80 90 100
positive

very positive

Figure 2: Music teachers’ attitude towards the expressive skills

As we notice, teacher attaches an especial importance to teacher’s expressive
speech. Almost four fifths of pedagogues think that it is very important to speak in
images and clearly while working with schoolchildren of that age. Two thirds of
teachers mentioned the control of the tone of speech, the skill to present a composition
for singing or listening creatively as a very significant skill. Nevertheless, even 12%
of respondents think that for the pedagogue himself it is not so meaningful to share the
received musical experience. The investigation showed that on the whole pedagogues
pay less attention to their external expression of emotions. Only one third of teachers
are sure that it is very important to express one’s surprise, joy and sympathy by look
and one tenth – less important.
And we paid attention to the attitude towards the communicational skills.
Evaluating the received data, it turned out that not all teachers understand the
significance of sincere pedagogue’s relations with schoolchildren. More than a quarter
of music teachers (28%) think that while communicating with schoolchildren it is not
important to share the experience. However, the absolute majority of pedagogues
(91%) think that it is necessary to hear children, cooperate with children’s parents.
Unfortunately, at evaluating the significance of good professional relations with school
management, pedagogues were not unanimous: only one third of them think that it has
a substantial importance and one sixth considers it is an unessential matter.
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Evaluation of our pedagogical skills
In the investigation it was meant to find out how teachers evaluate their personal
skills. For that purpose pedagogues were asked to describe their pedagogical activity.
Information was gathered also while observing the teachers’ activity and having
conversation with them.
Traversing the data about pedagogue’s constructional skill, it turned out that
teachers pay a big attention to the preparation of a particular music composition. Two
thirds of the respondents (63%) mentioned that children listen to music of different
types and periods at music lessons. However, only one sixth of pedagogues (17%)
apply a criterion of repertoire diversity in choosing a vocal repertoire. More than half
of the pedagogues pointed out that at music lessons they are seeking to organize
teaching process purposefully: distinguish the significant subject (50%), draw
children’s attention to it (62%), and stimulate their attempts to understand the main
subjects (56%). We would consider that high evaluation of skills on the part of these
pedagogues was influenced by the peculiarities of work with junior schoolchildren.
Though, psychologists investigating concentration (Wiggins, 1995; and others) state
that schoolchildren of the teen age group are able to concentrate on a particular task
better, while primary school children are distracted by outside stimulants. It is hardly
surprising that teachers give quite enough space to mobilize the necessary attempts for
the activity which develops creativity.
All together it is concluded that only one third of teachers (32%) are trying to use
one or another teaching means purposefully and only one tenth (10%) organize work
in groups. Only several teachers (8%) also mentioned that they pay attention to the
stronger schoolchildren. Observing teachers’ activity, we ascertained that at the
lessons active and hand- raising children are called upon to do the tasks frequently.
Weaker or not so active schoolchildren are neglected.
The biggest attention is paid to their expressive skills. Even 60% of the
respondents speak clearly and figuratively and almost two thirds of the teachers
present music artistically at the music lessons. While observing, it was noticed that at
music lessons teachers’ artistic skills are revealed remarkably: songs are sung in a
beautiful voice, using a look, gestures, accompanied on various instruments. Thus,
there was not a single lesson where a pedagogue would say what musical feelings he
experiences, feels or has in mind while listening to music. So, the possibilities of
unrevealed personal example, an emotional inculcation still remain.
During the investigation it turned out that pedagogues pay less attention to the
external experience of their emotions. Only a small part of respondents pointed out
that they react to the children ideas and feelings lively (18%), express their emotions
by mimic, gestures, etc. (28%). Though, some authors (for example, Collins, 1999)
also are warning about the danger of theatricality while showing emotions too
expressively, yet it is agreed that teacher’s voice, look and general energy not only stir
up schoolchildren’s feelings but also arouse the interest of learning.
Evaluating their communicative skills, pedagogues point out that they are trying
to hear children at music lessons (58%), understand their feelings (47%). However, at
communicating with schoolchildren pedagogues themselves avoid sharing their own
feelings. The same was noticed at music lessons: pedagogues are inclined to
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understand children’s experience while sincere words could be a perfect example in
trying to motivate schoolchildren to do the same. Openness of some of our observed
teachers, obviously determined not only teachers and schoolchildren relations but also
a good-natured atmosphere in the classroom. In the conversation with pedagogues it
turned out that the members of the school community not always accept initiatives of
music teachers, sometimes they remain passive towards teachers’ and children’s
creative activity. It is likely that pedagogue’s skill to communicate professionally with
colleagues, to keep close relations with schoolchildren’s parents and good relations
with the school administration could help them understand the peculiarities of
children’s creativity, distinguish the sense of activity of such kind. Pedagogues pay
more attention to keeping good relations with schoolchildren’s parents. However,
teachers find it difficult to communicate professionally with school administration.

Conclusions
1. The main role in eduation of junior schoolchildren’s creativity in musical
activity is played by a pedagogue who organizes creative musical activity ,makes
favorable conditions to demonstrate schoolchildren’s creativity in it and creates a good
atmosphere for creativity. Here teachers’ constructive, expressive and communicative
skills are very significant.
2. The results of teachers and schoolchildren’s investigation showed that the most
important thing in teachers’ opinion are the constructive skills and especially the
ability to draw children‘s attention to the most important subject, stimulate their
attempts to learn the most important subjects. Music teachers think that the most
significant communicative skill is the ability to communicate friendly with children, to
listen to them, to understand what they feel. Thus, importance of professional relations
with the school administration is not enough evaluated. The most important music
teacher’s expressive skills are the ability to play music composition artistically, speak
clearly and figuratively, though the significance of the teacher’s ability to share his/her
experience is not enough evaluated.
3. The results of the investigation revealed that music teacher’s skills are not at
satisfactory level. Nevertheless, pedagogues have higher expressive skills, but at
lessons they do not express their feelings openly enough, not always react to children’s
ideas and feelings. Pedagogues are also not always able to use teaching materials
purposefully. They do not always succeed in encouraging children to express their
ideas, to make their own decisions.
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MUSICAL ORIENTATION AND MUSIC LEARNING MOTIVATION
AT FINNISH SCHOOLS
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Abstract
This study has two focuses complementing each other. The first focus is on general music
orientation of schoolchildren. The music orientation is a quite new concept, which was,
introduced a couple of years ago. It is based on musical self-conception, musical competence
and musical worldview. It is built through the socialisation and enculturation processes in
childhood and adolescence. The musical competence has a connection with the depth of the
orientation, the musical worldview is connected with the direction of the orientation and the
self-conception has a connection with the activity of the orientation.
The general music orientation may be positive, neutral or negative by nature. It can also be
classified as active or passive, which is depending on person’s musical activity. Activated
music orientation can only be based on positive general music orientation, and it may lead
into a specific musical orientation when the musical competence grows. The nature of
orientation has connections with musical experiences in childhood, the attitude towards music
at home, the possibilities of getting music experiences and, of course, on one’s personality
and intellectual capacity.
The second focus is on pupils’ school music learning motivation from the socio-constructivist
point of view. The main components of learning motivation in this study are pupils’ task value
appraisals, self-efficacy in music studies, and expectation of success. Interaction with the
learning environment is seen as a fundamental factor in motivation.
The target group of the study consists of 426 pupils, aged from 14 to 18 years, of basic
schools and gymnasiums all over Finland. The data were collected through the Internet with
a wide written questionnaire.
The results show that there is a small group (3.3%) of pupils with negative music orientation,
and another group (5.6%) of pupils with specific music orientation. The most common
general music orientation is a passive (none activated) and positive orientation. Pupils of the
upper level of comprehensive schools and in gymnasiums are mostly motivated to learn
music. They highly value music and want to learn it, but the biggest threats to their motivation
are uninteresting or too difficult repertoire and negative social interaction with the teacher.
Thus, the teacher has good possibilities to enhance pupils’ learning, if he or she only
understands the importance of learning motivation.

Background
This research is divided in two main focuses: music orientation and music
learning motivation. These two concepts are in close interaction with each other but
still can be defined as independent concepts having their own points of view and in
that way completing each other. In this chapter the background theories of orientation
are presented first and then the theoretic approach to music learning motivation.
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General musical orientation and specific musical orientation
Orientation in world of music is something that happens in early childhood
together with other socialization development. Socialization achievement in music is
often called enculturation or acculturation. If we wish to determinate the two concepts
in more detail, the socialization into society’s or culture’s own music is enculturation
and socialization in some other society’s or culture’s music would be acculturation.
This is how these concepts are used in this article. Otherwise the usage of the two
terms is quite variable and very often they are read to mean the same process of
socialization into music. Sometimes music orientation is also used in the same
meaning: a child is oriented to musical world when he has been enculturated in music
of a society. In this article musical orientation has a little different focus, which will be
defined in this chapter.
When a child becomes enculturated into a society’s music he automatically
(without conscious teaching processes) forms conceptions about music, assimilates
musical values of the surrounding music culture and at the same time learns attitudes
towards different styles of music etc. This means that enculturation processes always
are strongly connected to values and attitudes which form a philosophical background
of the worldview concerning music (Tulamo, 1993; Karttunen, 1992; Juvonen, 2000;
2001; 2002a; 2002b; 2002c; 2004a; 2004b).
Enculturation process leads partly due to formal education (kindergarten,
preschool and school) and partly due to informal education (home’s musical
surroundings, parents’ attitudes and values, musical achievement in whole family) to
forming a musical worldview as a part of general worldview. This worldview is
formed slowly and in some cases it is completed as late as at the age of 20’s. Musical
enculturation process is strongly consequence of musical experiences, their
atmosphere and the feeling of safety and peace in these experiences (Juvonen &
Ruismäki, 2004; Ruismäki & Juvonen, 2005). These experiments in musical
achievement raise and form schemes in the mind of a child. Assimilation and
accommodation processes are explaining the forming of the schemes (Karma, 1986, 9;
Kurkela, 1993, 428–429; Fredrikson, 1994, 20). These processes are implicit and they
happen as a part of informal learning processes as a child adapts himself to the
surrounding reality through his whole life. At the same time we may see the adaptation
in tonal (or other) system of surrounding music as a part of adaptation process. Slowly
a child forms a conception about good music and he starts understanding music. This
means that a child begins to be conscious of the ways of musical behaviour and the
rules, which control music performing or reacting to music in the society, he lives in.
This is because every musical culture forms its own regulations and codes of
behaviour and musical habits. These phenomenons are also connected to a child’s
emotional life stage of development (Lehtonen, 1986a; 1986b; 1986c; Elliott, 2005).
Musical experiences quite seldom are without emotional and affective charges of some
kind.
Music conceptions as a part of musical worldview are formed in the interaction
between a child’s own conceptions and the tradition of surrounding society. The
meanings of different musical forms, structures, expressions or phenotypes are quite
different in changing social, cultural or economic-political situations or phases of
development. This is why understanding them requires understanding the worldview
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typical of that very society. Musical values show this way the generally accepted
models and values in a society. Music inside a society does not concentrate on one
mutual “language”; it has many different musical styles and genres, which have their
own meanings, substances and contents changing in different contexts (Karttunen,
1992, 123–124).
Music orientation is also connected to the musical self-conception of a child. If
the music experiences in early childhood are negative and not encouraging the music
orientation of a child may stay negative or neutral. If music orientation is neutral or
negative, the individual will not start music as a hobby or even try to take part in
musical achievements (Juvonen, 2000). The negative or neutral music orientation may
turn positive if there are strong enough positive events in his life. Even one very
affective experience may turn the direction of the orientation.
This type of musical orientation is called general musical orientation. It
concentrates in general attitudes to music and it has to do with the musical selfconception, which forms the framework of all musical achievement an individual may
actively take part in. If self-conception has been made up of negative experiments it
easily leads to negative musical orientation in general (Juvonen, 2000; 2004a; 2004b).
This means that general musical orientation will stay passive. Musical self-conception
also has its connections to musical worldview through its effect in music taste. When
musical taste is being formed the experiences of musical achievement may have a
strong effect on it through rejection of music styles connected to negative experiences.
These may be, for example, unsuccessful singing experience or negative emotional or
affective atmosphere in a group during listening to music etc.
A positive general music orientation often leads to music as a hobby. If
experiences keep on being positive, this hobby may have a serious meaning in
individual’s life. When a hobby becomes more important to a child he usually starts
using more and more time on the achievement every day. Slowly this kind of
concentration may lead to what is called specific music orientation. (Juvonen, 2000,
2004a, 2004b, 2004c). Specific musical orientation (as well as general musical
orientation) may be either active or passive and it may show up in many ways. These
ways may be, for example:
• Instrument or a group of instruments (one or several instruments which
belong to many different music styles and genres);
• Music style of genre (for example, rock music which can be divided into
many different genres);
• Musical form (for example, opera, chamber music or lied);
• Way of musical performance (Choir singing, balaika group, accordion
club );
• Message of the music (For example gospel, punk, heavy music);;
• Typical achievement of a music style (specific musical orientation
connected to traditional dance achievement);
• Ceremonial use of music (Military music, Church music);
• Economic interest (Restaurant musicians or widely: all professional
musicians).
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These specific factors were defined in 2000 (Juvonen, 2000). In the doctoral
thesis, a specific musical orientation was defined having 1) a strong music hobby,
which was 2) directed to a specific music (heavy, punk, rock and roll, gospel, military
music, jazz music or national folk music) (Juvonen, 2000). This particular research
showed that using this definition it was difficult to find many specific musical
orientated respondents from the data. Still, at least four of the musical interests
connecting the respondents to music were easily found. The definition of a strong
hobby was found to be difficult as well as the commitment to a specific music style or
genre. These problems were probably caused by the respondents’ age: originally the
specific musical orientation definition was made on the basis of a group much older
than this one. This shows that specific musical orientation needs more time to develop
in a young person. Other data collected in 2004 showed that the formation musical
worldview is completed in minds of some future elementary classroom teachers not
earlier than the age of 20 or more (Juvonen & Anttila, 2003).
Due to these discoveries a new definition was formulated for the specific musical
orientation of younger people. The new definition was: a person with a specific
musical orientation has an active musical hobby (instrument playing, singing song
making, making music with a computer etc.) and the meaning of music is very
important for the whole life (shown in several question answers). The difference
compared to the definition of 2000 is that in the former definition the active musical
hobby was supposed to be directed to the music area or style in which the orientation
was directed. For young people this demand seemed to be too much: the strict musical
direction was still under search. This change in definition made the general meaning of
music more important than the music style.
Learning motivation
Almost every Finnish child and adolescent enjoys music – e.g., 97% of the target
group of this study listened to music every day on average 3.8 hours (stand. dev.
3.97273) – but all schoolchildren don’t like music lessons and are not motivated to
study music at school. At the present comprehensive schools and gymnasia, it’s
possible to teach music only to those students who want to learn; it’s impossible to
force someone to learn. That’s why teachers should understand students’ learning
motivation and apply their knowledge in daily work. This is, however, not at all an
easy task. Students are motivated in different ways, and their willingness to study is
based on various matters. Thus, there are many theories of learning motivation, too.
In this study, motivation is defined as the processes, which activate, direct and
sustain individuals’ behaviour. Music learning motivation is seen through the sociocognitive theories, especially the expectancy-value theory of achievement motivation
(see e.g. Pintrich, 1988; Wigfield & Eccles, 2000). This theory explains motivated
behaviour as an interaction of two main factors: subjective task value and expectancy
of success. A student may be motivated only if he/she values the tasks or studying
itself, and if he/she feels to be able to succeed in studying. In addition to these internal
factors, the expectancy-value theory emphasizes the environmental characteristics of
learning situations. At school and other educational institutions, the student’s social
interaction with the teacher and peer group, as well as instructional arrangements, form
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the ground in which values and expectancies for success are growing – or dying
(Anttila, 2000b).
In Figure 1, the most important components of learning motivation are shown as
a model constructed from several motivation theories and models (Weiner, 1986;
Pintrich, 1988; Ford, 1992; Bandura, 1997; Anttila, 2000a; Wigfield & Eccles, 2000;
Hallam, 2002). It’s important to notice, that the components are interactive: values and
expectancy for success are connected not only with the output of motivation but also
with each other. Low expectancy may reduce the value of music and studying, and
vice versa. The output of motivation illustrates the various connections of learning
motivation with studying; they include student’s thinking, behaviour and learning
results.
Components of learning motivation

Output of motivation

Subjective value
♦ Intrinsic, utility and attainment value
♦ Goals and goal orientations

Environmental factors
Teacher, peer group, instructional
arrangements, institutional and
cultural environment

♦
♦
♦
♦
♦
♦
♦
♦

Engagement
Persistence
Quality of studying
Choice of tasks
Responsibility
Self-directedness
Joy of learning
Learning results

Expectancy for success
♦ Self-efficacy
♦ Causal attributions (Appraisals of the
reasons for success or failure)

Figure 1: Components and output of learning motivation

The teacher can’t see motivation in students, but he/she can see its output:
motivated or unmotivated behaviour. Motivated students are usually actively engaged
in the learning process. They approach challenging tasks eagerly, exert intense effort
using active problem-solving strategies and persist in the face of difficulty. Properly
motivated students focus on developing understanding and mastering skills. They are
optimistic and take pleasure in learning tasks and pride in achievements. Students who
are not motivated are passive. They exert little effort, use superficial learning strategies
and give up easily. If they sometimes seem to study eagerly, they do it for some
extrinsic reasons, such as to avoid punishment or to get some rewards unrelated to the
task itself. Unmotivated students don’t enjoy school tasks and avoid them whenever
possible (See Anttila, 2004, 71–93).
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Subjective task value
Usually, the student has various conceptions of the meanings of tasks and the
whole studying for him/herself. Value appraisals may be related, e.g., to intrinsic
interest in music, usefulness of musical skills, satisfaction from overcoming challenges
and progress, or to the significance of music in social relationships (Anttila, 1999).
Given interesting tasks, the student develops both short-term (dealing with e.g. a
certain task or course) and long-term (dealing with e.g. future work and the whole life)
goals (Locke & Latham, 1990). The student evaluates his/her experiences mostly from
the goals’ point of view and values tasks, which best help to reach important goals. On
the other hand, changes in value appraisals are reflected back to the goals.
Goal orientations represent integrated patterns of beliefs that lead to different
ways of approaching, engaging in, and responding to learning situations. They are
reasons why we pursue achievement tasks and a standard by which we judge our
success (Urdan, 1997, 100–101; Pintrich, 2000, 94). There may be a number of
different goal orientations, but the two that are always represented in the different goal
orientation theories have been labelled mastery and performance goals. Mastery goal
orientation focus on learning, mastering the task according to self-set standards and on
developing new skills, while performance goal orientation focus on demonstrating
competence or ability relative to others – or on avoiding to reveal the deficiency of
skills.
Expectancy for success
In addition to values and goals, positive expectancy for success is an essential
prerequisite for proper learning motivation. Students are not very willing to engage in
studying tasks, which seem to be far too difficult. In the motivation model of this
study, two components of expectancy for success are self-efficacy and attributions.
Self-efficacy (perceptions of ability) refers to the students’ judgments of his/her
performance capabilities, whether he/she is capable of succeeding on a certain type of
task. Without sufficient self-efficacy, the student can’t be properly motivated for
his/her studying (Bandura, 1997; Zimmerman, 2000). The student avoids tasks and
situations that seem to surpass his/her capacity but is ready to face challenging tasks
and social situations if he feels to be capable of coping with them.
Attributions (perceptions of control over outcomes), for their part, are defined as
student’s perceptions of the causes of a success or failure (Weiner, 1986; Struthers &
Perry, 1996). Usually, attributions may have three dimensions: stability, locus and
control. For example, low ability, as the reason for failure, is stable, internal to the
student, and uncontrollable; meanwhile effort is unstable, internal and controllable.
The quality of the reasons for successes and failures is a forceful shaper of students’
self-efficacy and the whole expectancy for success.
Environmental factors
In the end, learning motivation is awoken by the student’s experiences,
interpretations and beliefs concerning the student him/herself and the surrounding
world. Interaction with the environment is in many ways connected with value
appraisals and expectancy for success (see Anttila, 2004, 94–110). For example, as we
have said above, friends and the cultural environment mostly shape children’s musical
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taste and opinions of the significance of music. The conceptions of oneself as a learner
and beliefs of the reasons for successes and failures come mostly from the interaction
with the teacher and peer group (Anttila 2000b). Also the personality of the teacher
and lessons’ emotional atmosphere are reported to strongly affect learning motivation
(Anttila, 2002). In addition to this, instructional arrangements are factors, which are
intentionally organized to enhance students’ motivation and learning. This study
explores environmental effects on motivation mainly through students’ experiences in
two important factors of music lessons: the teacher and the assessment of music
learning.

Method
The purpose of this article is to explore the meaning of music in the life of
Finnish school age children and adolescents and their learning motivation during
music lessons at school. These phenomena are approached through students’ own
experiences as they themselves relate them. The main goal is to help teachers to
develop their teaching by deepening their understanding of students’ classroom reality.
The study is based on two former researches made by the same researchers. They were
published in 2002 (Anttila & Juvonen, 2002) and 2003 (Juvonen & Anttila, 2003)
(Towards music education of the third millennium, parts 1 and 2). The first book
formed the theoretic background for following research. The other focused on the
music teacher education in Finland and in Estonia offering a student’s point of view on
education. Also professors from universities included in the target group wrote articles
for the book.
This article focuses on schoolchildren at the upper level of comprehensive school
and students of the higher-level secondary school, i.e. gymnasium. That is why the
ages ranged between 14 to 18 years (mean age 14.8 years, standard deviation
1.00126). The target group was selected so that the students were mature enough to
answer all the questions and able to understand the concepts used in the questionnaire.
This was carried out well. The data were collected through an Internet questionnaire in
Finland during March in 2005. The study is a part of a larger research project
including researches in Latvia and Lithuania using the same questionnaire.
The Finnish questionnaire was put into the Internet server and the message about
it was sent to several hundred schools all over Finland. The idea was that music
teachers would tell their pupils about a possibility to take part in this questionnaire
research and then the pupils could use school’s equipment to answer the questionnaire
or do it at home with their own computers and Internet connections. Some of the
teachers did the answering with their classes at school, some just told the Internet
address to the pupils. The students answered incognito, but they were asked to identify
the class grade and name of the school to get the locality distribution of the
respondents as precisely as possible. Finally, there were 513 answers of which were
426 properly answered. It is understandable, that many of the young respondents got
tired of the questions and started making jokes in it. This caused a rather big dismissal
percent.
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Figure 2: The locations of the answerers on the Finnish map

The answers came from 36 different schools (see Figure 2) and mean of
respondents per school was 16.9 (deviation 8.06492). The amount of answers can be
considered as big enough, and the answers describe target group nicely. There were
56.5% female respondents and 43.5% male respondents. The amount of the students at
the upper level of comprehensive schools was 326 (76.5%) and of students at
gymnasiums 100 (23.5%).
The questionnaire included Likert-type statements and open-ended questions. In
this article, the quantitative data consist of descriptive statistics, as well as of the
results of cross tabulations and independent-samples t-tests. The qualitative data
consist of the answers to open-ended questions. By using both quantitative and
qualitative data, an attempt is made to obtain deeper and more diversified information,
and to enhance credibility and interpretability of the results.

Results
Music at home
The results show that respondents’ most important habit was sports and physical
exercise (420 mentions). Musical instrument playing was the second in popularity (190
mentions). Reading and dealing with the computers were the next in the list. The usual
time for the hobby in one week was changing from 1,5 hours to more than 20 hours
(Mean 4,9, mode 4, Std. deviation 4,9974).
First musical memories started from the age of 4 years (mean 4,78, std. deviation
2,579; median 4,0; mode 3) and they were mostly dealing with music situations at
home, kindergarten, performing as a child, school or instrument playing. One small
part of respondents (1.6%) did not have music memories at all. Music memories had a
positive impact in most of the answers (68.7%) Neutral impact was in 28.9% of the
answers and negative impact in 2.4% of the answers. The female respondents had
more positive memories than male respondents (p=0,000). Negative or neutral
memories seem to be connected with experiences from instrument lessons, attitude
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towards music at home, the attitude of a teacher at school, experiences in singing tests
or other embarrassing experience of performing music.
Music hobbies at home were quite common, (52.2%) and it is mostly instrument
playing or singing but also going to concerts (56.5%). Attitude to music at home was
mostly positive (71.7%) and the rest had either neutral (19.7%) or negative attitude
(7.5%). It seems that neutral attitude is explained interest in another area, sports,
literature or just normal work. Negative atmosphere rises from parents’ negative
attitude to music as a hobby or in some cases even to listening to music at home.
Sometimes these concepts have a religious background. Some parents also wanted to
decide what kind of music their children would listen to. This is often connected with
some music styles like heavy metal music or punk music, which parents do not want
their children to listen to.
Many of the respondents had tried to play a musical instrument (65.5%). The
piano (45.9%), guitar (18.6%), drums (7.2%), bass guitar (6.8%), violin (5.7%) and
Finnish zither (kantele) (47%) were the most popular instruments. The reasons for
giving up the musical hobby were loss of interest (34.0%), the teacher (24.4%),
moving to another district (23.4%) and reasons pertaining to the music style (5.6%).
Music and mood
Many of the respondents (43.4%) saw that music effected their moods. Bright
and fast music stimulates them when they are bad-tempered. Respondents had many
experiences connected with the effect of music. Another group of respondents said that
they chose music according to their mood (24.4%). They use music as a means of selftherapy. No connection between music and mood was seen in 32.2% of the answers.
This result is very high and it may be connected with the respondents’ age in this
research. The results also support this assumption: the younger respondents said more
often that music was not connected with their moods.
General meaning of music
Music has meaning in the respondents’ lives. Two out of three respondents
(66.9%) saw music as meaningful or very meaningful part of their lives. 11.3% said
that music had minor meaning or no meaning at all for their lives. The rest 21.9%
could not define the meaning of music for their lives. Meaninglessness of music was
typical for boys.
About one fifth (21.2%) of the respondents thought, that music was to a certain
degree or very much the element, which specifies their personal style in some way.
These respondents are mostly among punk-, heavy- or rock-oriented people. Also
some hip hoppers saw music as a source of their style.
General musical orientation
The best way of describing general musical orientation is through inspecting
daily routines connected with music. The following table shows the differences
between male and female respondents in daily music achievements.
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Table 1: Daily musical achievement (standardized residuals show
the connection in case of statistically meaningful connection)
ACHIEVEMENT

DAILY
41.6 %

Playing instrument or
singing
Active listening
Passive listening
Relaxation with music
Public music hearing
Concerts and gigs

74.9 %
71.6 %
52.1 %
22.3 %
22.5 %

FEMALE
STD.RES.
1,0

MALE
STD.RES.
-1,2

KHI SQUARE P-

1,2
1,3

-2,1
-1,5

0,001
0,004

1,5

-1,7

0,010

VALUE

0,043

Generally female respondents were more active in music achievements than
male. Of all respondents about one third (31.8%) see themselves as active music
enthusiasts. Active listeners are 44.2% of all respondents and the rest (17.8%) estimate
themselves as passive listeners. Only 1.9% of respondents tell that music has no
meaning in their life.
The direction of the orientation: music taste
Although many of the respondents say that their music taste is many-sided
(45.2%), many of them (11.4%) started right away listing music styles they do not like.
The fans of heavy music and pop music saw their own taste clearly (both 14. 7%).
Some of the respondents defined their music taste by mentioning the radio station they
used to listen (1.8%) Hip-hop was listened by 7.1% and classical music by 2.0% of the
respondents. The respondents find it difficult to define reasons why they like the music
they say they like. The respondents were asked to define 6 of their most important
music genres.
Table 2: Music taste
MUSIC
GENRE OR
STYLE

Pop
Hip hop,
rap, techno
Rock
Heavy
Classical
Finnish
pop-rock
Jazz
Traditiona
l dance
music
Punk
Rhythm
and blues

1.

2.

3.

4.

5.

6.

IMPORTANT

IMPORTANT

IMPORTANT

IMPORTANT

IMPORTANT

IMPORTANT

89

86

67

33

25

17

317

70

62

52

34

22

18

258

74
69
9

81
54
4

44
49
12

25
35
20

12
27
12

12
14
19

248
248
76

18

12

9

7

5

7

58

2

3

13

9

13

9

49

6

2

7

11

4

10

40

4

9

9

5

5

3

35

7

7

7

5

6

2

34

TOTAL
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Folk
music,
world
music
Soundtrac
k, musical
Soul
Gospel

3

2

3

5

5

2

2

3

2
2

2
1

6

7

5

18

2

14

1

12
11

2

On the other hand, the prevention of music styles was quite common. Table 3
shows that the same styles and genres, which are popular, are often prevented.
Table 3: Prevention of music genres and styles
MUSIC GENRE

1.

2.

3.

4.

5.

6.

OR STYLE

PREVENTED

PREVENTED

PREVENTED

PREVENTED

PREVENTED

PREVENTED

Classical
Hip hop, rap,
techno
Traditional
dance music
Heavy
Pop
Jazz
Folk music,
world music
Country
Blues, R & B
Rock
Gospel
Punk
Finnish poprock

70
51

52
52

22
26

10
14

4
13

4
5

162
161

48

43

22

11

7

8

139

72
24
29
21

23
24
20
18

22
14
16
10

9
18
3
5

6
3
4
5

6
5

138
88
72
62

3
2
6
3
1
3

8
7
3
7

9
6
2
4
1

5
2
2
3
2
1

2
1
1

2
2

Total

255

171

85

47

154

3

1
1

TOTAL

21
21
18
14
11
5

36

Active and passive general music orientation
Passive general music orientation means that a person does not actively play a
musical instrument or does not sing. These respondents form a group of 64.5% of all
respondents. Mostly they are boys (p=0,008). Those who have an active music
orientation (35.5%) have also more musical memories from childhood (p=0,000),
which usually are connected with one’s own musical hobby and which are positive. A
connection was also found at homes of the respondents: actively oriented people had
more music hobbies at home (p=0,000) and also more concert visits (p=0,000). The
experiences about musical achievements were considered negative much more often
among those of passive orientation group than those of the active orientation group
(p=0,000) and music also had less meaning in their lives (0,000) and it was less
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connected with the mood of the respondents (p=0,000). Active musical orientation was
connected also with being a specialist in the music they liked (p=0,003).
Specific musical orientation and musically constricted respondents
A specific musical orientation was found to be in connection with instrument
playing, music style or genre, musical form, social situation of music making. In this
research a specific musical orientation was defined with 1) having an active musical
hobby and 2) considering the meaning of music as a very important factor in their life.
The focus in this research has not been as much on the musical styles the respondents
have been interested in as it has been on the meaning of music for the whole life. The
group with the specific musical orientation consisted of 24 persons (5% of all
respondents) (16 female and 8 male).
The specific music orientation group represents one extreme of the distribution in
music attitudes: music is the most important thing in the life of this group, many of
them literally answered that their life is directly connected with music or that they
couldn’t live without music in their life. The other extreme in music attitudes is
represented by what here is called a group of musically constricted respondents. Their
definition was based on earlier research work (Juvonen, 2000; Syrjakoski, 2004) and
definition was adopted in this article. The group with negative musical memories,
negative experiences of achievement in music, no interest in music on general level,
no emotions connected with any kind of music formed the musically constricted
group. Their general musical orientation was passive and usually negative, music
didn’t interest them at all and meaning of music in their life was inconsequential. This
research shows that they actually have not developed a general music orientation at all.
The number of answerers in this group was 14 (3.3% of all answerers) and all of them
were male. The rest of the respondents can be described as having a normal music
orientation.
The differences between these two groups were big. Musically constricted group
consisted of pupils from all over the country and their main interest was sports and
especially team sports. Other interests were fishing and out-of-door sports. Musically
restricted group had not many musical memories and those, which they had, were
negative and concentrated on school memories. This shows that they have not had
much musical achievement in their early childhood at homes. The attitude in their
homes towards music was negative (p=0,000). One interesting point of view is that
this group does not connect music with any emotions: music does not have meaning
for their mood or life in general. They have a negative attitude to music at school
(p=0,000) and they do not like music teachers. Musically restricted people have a
negative self-conception in music area (p=0,000) and they cannot see any benefit of
being at the music lessons.
Learning motivation
According to the results of this study, most students at the upper level of the
Finnish comprehensive schools and gymnasia regarded their music studies as
positively meaningful. Three-quarters (76%) of the target group liked studying at
music school in order to make progress in the direction of the curriculum, but 24%
didn’t like and were not motivated. Thus, teachers fail to meet the needs of every
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fourth student. To every tenth student, school music education had even detrimental
effects: they felt that it destroyed their desire to take an interest in music both in and
outside the school. In other words, for a couple of students in every ordinary class,
school music teaching was the so called “black education” (see Miller, 1983)
separating from music and music making. Students’ relationship with music became
more negative. This is unfortunate and against the goals of school music education
defined by the national core curriculum.
Although 24% of the target group didn’t like music studies, 87% tried his/her
best during lessons. It shows that many students who didn’t get very much from
lessons, still wanted to study and learn, if only the teachers were able to meet their
needs. According to cross tabulations (p = .000), school music education is mostly
liked by female students who actively take an interest in music also in free time; and
accordingly, boys, who don’t actively take an interest in music outside the school, feel
school music lessons to be vain or strange.
Task value appraisals
Because most students were motivated to study music at school, they also felt
music lessons to be positively significant. Students were best motivated, if the music
pieces and genre were interesting, and if studying and music making were socially
rewarding. Lessons were liked, when interesting music was sung, played and listened
to with the others. This kind of appreciation of music and its social use can be
regarded as a healthy basis of learning motivation. Usually students were masteroriented and appreciated the possibility to take part in live music making, to develop
their musicianship and to progress, because outside the school they had only limited
chances to it. In fact, this is the main task of music education both at comprehensive
schools and gymnasia (LOP, 2003, 170; POP, 2004, 230). Also in the praxial music
education, music is not only a collection of traditional compositions; its fundamental
nature is to be human activity, something that people do. And the significance of
music education depends on the significance of music in human life (Elliott, 1995,
2005).
According to both quantitative and qualitative data, those students who also
outside the school took an interest in music and felt music to be an important matter in
their life mostly liked music lessons. The prerequisite was, however, that school music
education was near the student’s active musical orientation. If school music was too
remote from the student’s own music, there was no common basis, and he/she usually
was not motivated. Thus, it’s important for a teacher to build lessons according to
students’ – not the teacher’s – musical taste. It’s not necessary, that all pieces are
selected according to students taste, but school music education should be conscious of
and start from it. This means student-centred teaching.
Many unmotivated students felt music lessons to be boring, oppressive or even
stupid. Some of them regarded the whole school music education as useless and
thought that it shouldn’t be included in comprehensive and gymnasia schooling.
According to the qualitative data, the reasons for these attitudes were the contents of
teaching (wrong kind of repertoire, too much theory and history), one-sided methods
(e.g. too much singing or playing), excessive difficulty or easiness of studying, and the
last but not least, problems with the teacher. One remarkable demotivating factor was
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stage fright; many students were terrified of singing and playing before classmates.
And it was interesting that stage fright was not connected with student’s self-efficacy.
Also students, who studied music outside the school and knew that they were skilful,
suffered from it. Thus in schools, some kind of presentation training could be useful
(see Arjas, 2002; Brodsky & Sloboda, 1997; Kontkanen, 2003), and instead of
glorification of faultless performance, the emphasis in music making should be on
practising, studying, learning itself, and on enjoyment.
Expectancy for success
A natural prerequisite for learning motivation is the student’s appraisals of
him/herself as capable of succeeding. If studying is excessively difficult, it can’t be
sensible but insurmountable, forced or desperate. In this study, three-quarters (76%) of
the target group felt to succeed in studying music at school; 24% described themselves
as unsuccessful. It’s not a coincidence that the amount of school music liking and
successful students was exactly the same. According to cross tabulations (p = .000),
successful students most often liked music studying, and vice versa: if the student
regarded him/herself as unsuccessful, he/she didn’t like music lessons. However, only
5% of the target group, and thus, appraisals of the unsuccessful ones were not always
caused by the difficulty of studies but by lack of learning motivation regarded music
lessons as too difficult.
Music lessons were too easy for almost every tenth student (8%), the attainment
value of studying was little, and the student faced no challenge. In such cases, the
significance of lessons was based on their role as amusement and relaxation between
the demanding theoretical subjects. For many students – especially in gymnasia – this
was an important dimension of music lessons; they could relax by singing and playing
good music with friends
Assessment
Students need realistic information of learning and progress to make decisions
about studying; so that if the results are not in tune with goals, they can try harder or
redirect efforts. Assessment affects, among other things, the student’s appraisals of
him/herself as a learner, self-efficacy and opinions of the subject. For students, it’s
important to be conscious of the assessment criteria, too, because studying usually
concentrates on those things, which will be assessed and ignores the others (Stipek,
1996, 98). Students in this study had various conceptions of the assessment criteria.
The music grade was understood to be based, among other things, on the student’s
activity, attitude, behaviour, learned skills, inborn talents, exams and luck.
Assessment was experienced as the most positive, if it rested on student’s
attitude, activity and skills. In most cases, this kind of assessment clearly motivated
students to try their best. The most skilful students also regarded inborn talents as
adequate criterion, because it guaranteed them good marks without any effort.
However according to the core curriculum, assessment and grading should be based on
learning and progress at school (LOP, 2003, 171; POP, 2004, 260), and in this respect,
inborn talents are not a meaningful criterion. It doesn’t motivate the best, as well as the
poorest students, and besides, it’s unfair to students who don’t know much yet, but do
their best and progress.
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Attitude, activity and motivation are important factors in music studying, and
they are often used as assessment criteria, but some students in this study were
conscious of the problems that teachers should know. It’s extremely difficult to
objectively measure these qualitative characteristics and to fairly grade students
according to them, because the teacher’s conceptions of students’ mental features
depend on their social skills. To assess the student’s expressions of attitude and
interest often means to assess his/her social skills, how well the student enjoys staying
in the class and what he/she thinks about the teacher – whether the student wants to
please the teacher. A sociable and unafraid student gets a good grade, while his/her shy
and unsociable classmate is graded negatively.
In the target group of this study, there were a significant amount of students who
didn’t know the criteria of assessment or regarded them as arbitrary or varying. It is a
mindless situation, because in such cases, the students don’t know what the teacher
wants from them, and it’s difficult for students to realistically set learning goals and
properly be motivated to study.
The teacher
Most students in this study had a positive emotional relationship with the music
teacher. More than every third student (70%) liked the teacher and only 10% didn’t.
According to cross tabulations, liking the teacher was not connected with the students’
sex or age, but strongly connected (p = .000) with their intensity of motivation, liking
music lessons, self-efficacy, and with trying one’s best in studying. If the student
didn’t like the teacher, he/she often was not motivated and didn’t like music lessons,
regarded them as too difficult and didn’t try his/her best. In other words, when liking
the music teacher the student might be motivated or not, but in case of disliking, it was
in many ways difficult for the student to be properly motivated. This is parallel to
earlier research (e.g. Gage, 1977; Medley, 1977; Brophy & Good, 1986; Anttila,
2000b). Also in the answers to open-ended questions many students clearly expressed
that in negative emotional atmosphere successful studying was impossible.
According to both qualitative and quantitative data, liking the teacher was most
often based on his/her personality. A good teacher was approachable, relaxed, fair and
having sense of humour – a “nice” person. It was also important that he/she supported
music learning: had adequate teaching skills, was enthusiastic about music, believed in
students and encouraged them. However, the musicianship was not regarded as so
important. Also the students who disliked the teacher most often referred to the
teacher’s personality and teaching skills in their answers. A research on student
teachers’ piano studies has got similar results: students mostly evaluate music teachers
on the grounds of their human characteristics (Anttila, 1997, 2000a, 2001).
Many teachers’ attitude towards students was told to vary from day to day. To
some extent, it may be human, but if the attitude varies too much, students cannot
create to him/her such a reliable emotional relationship that makes learning
environment safe and supports their self-efficacy and interest in studying. Some
students even told that their motivation varied according to the teacher’s attitude.
When the teacher was misbehaving, motivation was low; and when he/she behaved
pleasantly, motivation increased. This clearly indicates that the teacher is working only
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through human contact with students, and in order to succeed in teaching, he/she must
carefully foster this fragile relationship.
In many answers the teacher’s attitude towards students was described as
unequivocally negative: angry, evil, unfair, or even “crap”. Students felt that the
teacher disliked, embarrassed and made fun of them. In such cases, the student didn’t
regard music lessons as meaningful and was not engaged in studying. He/she felt
lessons to be stressful, annoying, oppressive or even torturous. The student didn’t get
any support from the teacher and so his/her activity was not directed to studying but to
coping with the social situation. It’s clear that, this kind of conflicting relationship
with the teacher demotivates students and decreases their learning results (see also
Birch & Ladd, 1996, 209–212).

Conclusion
Early childhood music experiences seem to be in strong connection with forming
of the general musical orientation. If the experiences are negative or neutral, they may
cause trouble with the development of the orientation and in the worst possible case
cause total stop of development in this area. If the forming of general music
orientation in the beginning gets a negative colour, it may lead to total disinterest and
unconcerned ness towards music. The roots of this development may be in the very
first music experiences and the atmosphere of them. Singing and instrument playing at
home seem to have influence in forming a positive and active music orientation. The
experiences in musical achievements, going to concerts, active listening to music and
also a possibility to try musical instruments can be connected with nuances of music
orientation on general level. These experiences also form a basis for musical meanings
to develop. If a person does not get musical experiences, which would be connected
with emotional and affective area he may never be able to experience music
meaningfully. The achievement in music area, singing, instrument playing or active
listening can also be connected with forming the specific musical orientation later.
The specific musical orientation develops at the age between 10 and 16, and it is
strongly connected with the childhood music attitude conceptions and achievements at
home. The parents easily transmit their own music attitudes to children and at the same
time their musical worldview; music values and, possibly, musical self-concept have
an effect on their children. Positive feedback in all music achievements helps to form
active and positive general musical orientation. This should be remembered in all
institutional music teaching (kindergartens, schools) as well as in other learning and
teaching situations. With positive general musical orientation it is possible to develop
a strongly positive musical self-conception and start music instrument playing as a
hobby. With this kind of active general musical orientation it is possible that
development leads into forming a specific musical orientation which means active
musical hobby connected with the enlargement of the meanings of the music in the
whole life.
It seems that there are about 3–4% of musically restricted people among the
Finnish population in the age group 14–18. The phenomenon is strongly connected
with sex: only male respondents in this data (n=426) could be defined to belong to the
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group. This result may be in connected with the faster development of females of this
age: girls grow faster in both mental and physical ways at this particular age.
Thus, music is an important factor in Finnish young people’s lives; it’s closely
connected with their way of life. Almost everyone enjoys music – in one way or
another – and wants to know better about music, about the background of music styles,
pieces and performers, and also to play and sing better in order to take a more active
part in musical life. Thus, school music education has important tasks. It may teach,
educate and civilize all young people, who want to learn music, and who without the
school would remain passive consumers. Music lessons may enrich children’s life in
the way that can’t be done otherwise. Pupils may develop skills and knowledge, try
their limits, get to know different music cultures, and enjoy music making with
friends, i.e., widen and deepen their relationship with music.
Generally speaking, it’s difficult to overestimate the significance of learning
motivation for music studying. In human mind, learning as such takes place almost all
the time, but goal-directed studying is impossible without learning motivation. Most
students at the upper level of the comprehensive schools and gymnasia appraised their
music lessons as positively meaningful and were master-oriented, but 24% were not
motivated to study. To every tenth student, school music education had even
detrimental effects; students’ relationship with music became more negative. The main
reason for demotivation was the fact that studying was not interesting to students. At
lessons, insignificant music and theory disconnected from practice were taught by onesided and unreasonable methods. Some students also felt that even working hard it was
not possible to succeed in studying. The teacher required skills and knowledge that
was impossible to achieve within the framework of few lessons. In many cases, the
student was interested in music learning and had strong self-efficacy, but negative
experiences from lessons’ emotional atmosphere and the teacher made active studying
unthinkable.
School music education was mostly shaped for female students who took an
active interest in music also in their free time, and accordingly, boys, who didn’t take
an active interest in music outside the school, appraised school music as strange.
Although, school music education could be beneficial in particular for those students
who don’t get any music education outside school. They could get all-round education
that can’t be received elsewhere, get acquainted with music, and if they wanted to
study more purposefully; they could go, for example, to a music school.
We hope that our research on general musical orientation, specific musical
orientation and learning motivation may help in building music teaching curriculum
and practices and help to avoid the forming of musical restrictions children in future.
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THE AURAL RECOGNITION OF MUSICAL METRIC STRUCTURE:
A MULTIDIMENSIONAL ABILITY
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Abstract
This work presents different studies by the author on the aural identification of the metric
structure of commercially recorded musical fragments.
The basic suppositions are that:
• The metric structure is a valuable aid in musical comprehension;
• The aural identification of the metric structure is more than its temporal components,
requires strategies of multidimensional analysis (rhythmic, melodic and harmonic)
o Ear training requires establishing the boundaries of concepts necessary for the
comprehension of Metrical Structure (MS);
o Musical concepts applied to aural recognition, need to be examined in the light of
the music which is heard on radio, TV and recorded music;
o Musical concepts need to distinguish the differences between written music scores
and the aural recognition of the music in real time, while the music is in progress.

Introduction
The metric structure is a basic object of knowledge of the aural cognition of
music; to isolate its diverse components and to analyze its relations is a key skill of
music educators, performers and composers
There is general agreement in the scientific media that metric structure is a
“scaffold” for musical comprehension
To identify the metric structure which underlies a musical fragment is an
important aid for performance. It implies recognizing the integrating lines of the
musical thought of the piece; therefore it is necessary to recognize the discursive
articulation of the melodic and harmonic material. “Harmonic information is more
useful than bass-note information as a cue to metrical structure” (Temperley, 2001,
47).
Teachers of musical instruments frequently demand of their students a
performance in which the metric structure is not made explicit; they require an
interpretation of the musical line of thought of the composer.
The greater salience of some temporal components over others is the first sign of
alert for the listeners, whether experienced or inexperienced (Fraisse, 1982). This is
shown by a verifiable physical manifestation: accompanying the music by foot tapping
following an isochronous beat. This sign, apparently naïve, allows one to be attentive
to the discursive development (of the piece).
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It is therefore possible to ask: what is the rate of movement with which listeners
tap their feet? Is the tap usually the same for all or is it an idiosyncratic action? Does it
depend on musical style? On tempo? On previous experience? Is there an objective
indicator which enables us to isolate such a temporal beat?
Experiment one and two attempts to answer these questions. It has been seen that
when listening to a musical fragment a listener is presented with concurrent pulse
trains. These could oscillate between three and six, depending on the musical
competence of the listener. What is the relevance of each of these levels of pulse? Can
recognizable objective indicators be identified aurally? Are there structures which are
tinted with ambiguity due to possible interference from phenomenological accents?
Experiment three attempts to answer these questions. In order to aurally identify
the underlying metric structure of a musical fragment is it sufficient to analyze the
temporal relations? Does paying attention to multidimensional levels impinge on the
accuracy of responses? Are there notable differences between academically trained
musicians?
Experiment four attempts to answer these questions. The access to a
comprehensive listening to music supposes a certain degree of processing of musical
information by the listener. It has been seen that this perceptual process is automatic
and depends on the musical universe of the listener and the intrinsic properties of the
music.
One of the aids to the automatic processing is the presence of temporal
isochrones patterns in the musical discourse. These, together with the expectations of
the listener act as specific cognitive anchors for attention. The ability to infer the
metric structure from listening is one of the basic activities of musical cognition
(Toivianen & Snyder, 2000, 1).

Experiments and results
In the different experiments we adopted the designated pulse patterns used in
previous studies on the chain of events distributed in an identical period, this is, an
equal interval of time between onset (IOIS inter onset intervals)
The metric structure is perceived by the listener when the pulse patterns are
compatible (Parncutt, 1994) this is, when the onset of the more inclusive patterns
coincide with the onset of more divisive patterns. The coincidence of the accents
generates an increased perceptive saliency of the temporal events and is the “clue” to
the aural identification of the structure.
Research in this area shows the importance of the metric patterns as components
of a structure which aids the comprehension of the music in real time that bring into
play the internal metric representation of a series of temporal scales (Shaffer, Clarke &
Todd, 1985).
There is also agreement between the researchers on the need to use real music
test material rather than experimental microstructures. All these studies have been
carried out with real music extracts from commercial recordings. This type of stimulus
increases the complexities of the stimuli (the musical pieces differ in timbre, harmony,
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rhythm and melodies) however, the musical interest of the listener is increased in
carrying out the test, and hence lends ecological validity.
We consider that this work makes a contribution to:
• the frequent difference between the notation in the score and the listening
experience
• the differences between the concepts formulated by traditional theory and
contemporary music theory.
• the scarcity of empirical research on aural recognizing of metric structure
with “real music”.
Methodological Criteria used in the studies:
•
•
•
•
•

Individual testing in an acoustically silent environment;
Commercial versions of musical fragments;
Digital recordings of the clapping subject responses;
Writer registers on especially designed schemes.
Conditions of the musical stimuli:
o similar extension for each fragment;
o fragments end in fade out;
o distribution of the fragments in a square Latin scheme (to avoid the
serial effect);
o identical temporal separation between fragments;
o distribution of the samples with similar N for the different versions.
Criteria used for the selection of musical fragments:
- Concurrence of phenomenological and metric accents;
- Different works, authors, styles, “tempi” and metric structures.
Music score protocol:
• The tactus value (pattern 3) was selected according to the aural experience
of the researcher;
• Other levels of pulse were registered;
• The first phrase of the musical piece was given, six pulse levels from the
shortest used in the piece to the most inclusive pulse. Those registered
were the musically corresponding notes, two levels of pulse more divided
than the tactus patterns (patterns 1 and 2) and three levels which were
longer than the tactus (patterns 4, 5, and 6); a seventh option for responses
which do not correspond to the pulse levels (with asynchrony patterns, or
belonging to melodic rhythm or other rhythmic patterns).
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Figure 1: Score grid.
B. Bartók: RUMANIAN DANCE No. 1

Sample
Experiments 1, 2 and 3 were carried out with musical and non-musical adults.
Experiment 4 was carried out with musician with complete studies in music literacy.
The experiments described have formed part of the research over the past 10
years.
They include the study of the following constructs:
1. salience of temporal levels;
2. tactus value;
3. structures in one and three baton;
4. multi-dimensions of the metric structure.
A. Experiment One
A musical piece is a potential emission of acoustic signals. For any kind of
rhythmic behaviour, the clarity of the signals to be interpreted by the listenerperformer depends on the perceptive salience of the metric patterns. Faced with
different pulse patterns of a musical piece, how does the mind of the subject proceed to
choose one among the varieties available?
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“Each rhythm evoked a number of different pulse sensations” (Parncutt, 1994,
454). Usually one of them acts as figure over a ground and as structure of reference.
“The perceptual (and hence musical) significance, strength, or prominence of a
pulse sensation may be called its salience. The tactus is then the pulse sensation with
the highest salience” (Parncutt, 1994, 413)
According to Lerdahl and Jackendoff, “The listener tends to focus primarily on
one (or two) intermediate level(s) in which beats pass by at a moderate rate... Adapting
the Renaissance term we call such a level the tactus” (Lerdahl & Jackendoff, 1983,
21).
In the scientific world there is general agreement that there is higher salience in
patterns where there is intermediate value, neither short nor wide, in the onset
distribution of the structure. In Figure 1 correspond to patterns two, three and four.
Previous studies consider that “the most salient pulse sensations have a moderate
tempo of about 100 isochronous events per minute, or a period of about 600 ms”
(Parncutt, 1994, 437) and postulated that “responses gravitated toward a moderate
pulse” (Parncutt, 1994, 418).
This experiment is based on Parncutt’s model, (Parncutt, 1994), however it
differs in that Parncutt used artificial sequences and this experiment uses real music
from commercial recordings (Malbrán, 1999). The production task by the examinees
could be considered as self paced periodic tapping of Wing and Kristofferson theory’s
(Wing & Kristofferson, 1973).
Method
Hypothesis of work
Faced with different musical fragments and independent of the characteristics of
the stimuli, the subjects tend to choose pulse patterns located in the intermediate
values of the scale.
Variables
Independent Variable: Pulse patterns in works by different authors, tempi, style/
epoch.
Dependent Variable: Relative salience of some pulse patterns
Sample
N= 74 with adult musicians and non-musicians.
Results
The absence of difference obtained in the results between adult musicians (AM)
and non-musicians (ANM), permits the joining of the values into one sample.
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Table 1: Value 3 corresponds to Tactus
AUTHOR
1
Albioni
Bach
Dvorak
Smetana
Bartok
Piazolla
The Beatles
Total
%

0
0
0
0
0
0
0
0
0

PATTERN OF PULSE SALIENCE
2
3
4
5
6
1
54
10
0
1
45
10
0
18
41
1
0
2
45
13
0
1
53
13
0
8
25
2
31
0
17
35
6
0
48
298
48
38
0
9
58
9
7
0

7
9
18
14
14
7
8
16
86
17

TOTAL
74
74
74
74
74
74
74
518
100

The results show a 58% preference by the subjects for tactus. If the number of
invalid responses is deducted, the correct responses increase to a 69% preference for
the tactus value.
Table 2: Statistical significance
One-Sample Test
Tes t Value = 0

Total level 2
Total level 3
TOT4
Total level 5
Invalid total

t
2,359
11,083
3,046
1,250
7,611

df
6
6
6
6
6

Sig.
(2-tailed)
,056
,000
,023
,258
,000

Mean
Difference
6,86
42,57
6,86
5,43
12,29

95% Confidence
Interval of the
Difference
Upper
Lower
-,26
13,97
33,17
51,97
1,35
12,37
-5,20
16,05
8,34
16,24

Conclusions
The frequency of the tactus pattern is indicative of its salience value. The result
of an intermediate pattern in a scale of six levels confirms the hypothesis of the higher
saliency of tactus in works of universal repertory. The results of this experiment offer
evidence in support of the tactus value relevance over the rest of levels of pulse
independently of repertoire’s kind.
The task shows that there were no differences between non musicians and
musicians and then the performance is accessible to all.
These results confirm Parncutt’s study, but this time with real music. These
results also confirm the key idea: music educators need to estimate the salience of
acoustic signals from examples of recorded music more than examples of execution
the piano in class. The salience emerges from real music in “real performances”
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which is listening to in recording discs. In similar way the salience of musical values
emerges from the aural identification not from the written score.
B. Experiment Two
The concept of tactus (Lerdahl & Jackendoff, 1983; Parncutt, 1994) is
characterized by its rate of development in time. This throws light on the musical use
of the pulse which does not “per se” allow the identification of the pulse of higher
saliency from a variety of pulse levels. The aural identification of the metrical
structure requires the use of tactus as unit of analysis. That is, to establish the pulse
level this could be used as a metric unit. The key is to refer to its rate of distribution. It
supposes an abstract task and therefore a mental construction. To determine criteria to
aurally isolate the unit measurement represents an important step to guide the listener’s
mental representation and the concomitant development of knowledge.
The beat and signature symbolize the written structure (figural coding), the tactus
the metrical unit of aural recognition; however both dimensions do not always
coincide. To select a fragment of music from which the subjects can abstract a
temporal constant means that the piece must be sufficiently “exposed” in terms of the
salience of the temporal components to allow the identification of a pulse pattern of
the rest of the acoustical information.
In the author and collaborator studies (Malbrán, 1999, 2002); (Malbrán &
Silveti, 2005), the key indicator of the most salient metric pattern –tactus- was used,
which as we have seen is characterized as a pulse of moderate rate periods, with a
temporal distribution similar to a natural step or the movement of the baton of a
orchestral conductor (Parncutt, 1994; Lerdahl & Jackendoff, 1983). This heuristic
concept is widely accepted in scientific world; however, it does not appear to have
been proved in the empirical field.
This study (Malbrán & Silveti, 2006) proposes that:
1. Temporal attributes of the metric structure could be perceived by
musicians and non-musicians;
2. Among the different levels of perceivable pulses in each fragment, the
tactus will be the preferred level for musicians and non musicians;
3. The tactus level chosen by the conductor of an orchestra in
commercial recording
4. DVDs will coincide with those chosen by the listeners.
Method
Hypothesis of work
Faced with different musical fragments and independent of other stimulus
characteristics, the musician and non musician will tend to choose the tactus selected
by the conductor for the movement of the baton, as the value of higher salience.
Sample
Musician N = 24
Non-Musician N = 36.
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Results
For both samples (musicians and non-musicians), in all the musical fragments,
the pulse level preferred by the listeners corresponds to the tactus chosen by the
conductor of an orchestra.
Table 3: The pulse level preferred by the listeners corresponds
to the tactus chosen by the conductor of an orchestra
BE 4
Metrical
Pattern
sub-tactus

Mus.

BE 5

Not
Mus.

BE 54

Not
Mus.

Mus.

BE7
Not
Not
Not
Not
Not
Mus
Mus.
Mus. Mus. Mus. Mus. Mus. Mus. Mus. .

Mus.

WA

VIL

VIO

Total

0

2

0

0

2

5

1

0

1

3

4

9

0

1

28

Tactus

15

22

19

22

19

20

19

25

20

20

12

13

19

18

263

Meter

9

5

5

4

0

0

1

4

2

4

2

2

5

6

49

Invalid
Total

0
24

7
36

0
24

10
36

3
24

11
36

3
24

7
36

1
24

9
36

6
24

12
36

0
24

11
36

80
420

Table 4: Statistical significance
ANOVA
TACTUS MUSICIANS

Betw een Groups
Within Groups
Total

Sum of
Squares
240,143
287,000
527,143

df
1
166
167

Mean
Square
240,143
1,729

F
138,898

Sig.
,000

Mean
Square
5,542
2,370

F
2,338

Sig.
,041

ANOVA
TACTUS NON MUSICIANS

Betw een Groups
Within Groups
Total

Sum of
Squares
94,222
42,667
136,889

df
17
18
35

Correlations

Spearman's rho

TACTUS NON
MUSICIANS
NON MUSICIANS TOTAL

Correlation Coefficient
Sig. (2-tailed)
N
Correlation Coefficient
Sig. (2-tailed)
N

TACTUS
NON
NON
MUSICIA
MUSICIAN
NS
S TOTAL
1,000
,577 **
,
,000
252
36
,577 **
1,000
,000
,
36
36

**. Correlation is significant at the .01 level (2-tailed).
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Correlations

Spearman's rho

TACTUS MUSICIANS

MUSICIANS TOTAL

Correlation Coefficient
Sig. (2-tailed)
N
Correlation Coefficient
Sig. (2-tailed)
N

TACTUS
MUSICIA
NS
1,000
,
168
,364
,080
24

MUSICIAN
S TOTAL
,364
,080
24
1,000
,
24

Of 340 valid responses, 77.35% registered the tactus value (baton), 14.41% the
meter and 0.8% the division of the tactus (sub-tactus).
The invalid responses (19% of the total) show the difficulty which some
individuals in “tracking” the pulse value through listening.
The positive correlation between selection of tactus and total of score shows the
skill’s strength to identify the tactus.
Conclusions
The administrator researchers of this study reported that some subjects started
foot tapping with one pulse level but when they began clapping, they introduced
variants, for example, to tap the rhythmic patterns.
This difficulty can be explained in terms of the nature of the task which requires:
• Tracking the tactus, for which it is necessary to filter information and
abstract the salient value of the pattern
• Constructing a motor chain, of a phrase identical to that of the stimulus.
This involves codifying, translation from one kind of language to another,
to represent and translate a perceptive component into a motor gesture
• Keeping a rhythmic performance with the feet on the floor requires using
a chain with a moderate rate because the feet are a heavy muscle mass.
Translating the movement to the hands the subjects try to reproduce
another rhythm with shorter IOs.
The bases on which choices are made suggest that the rate of distribution demand
cognitive processes bring into play such as:
• Determination of temporal period length;
• Comparison between patterns;
• Selection of the dominant value;
• Interrelations part-whole;
• Figure-ground organization;
• Hierarchical relations between the pulse levels.
The data of the tempo of the pieces oscillate between MM=54 and MM=127,
which can be considered a wide range of speeds. The coincidence of the responses
shows that although the most salient pulse emerges in time, there is a wide margin of
tapping and clapping periods.
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C. Experiment Three
In this research the selected object of study was the signature three in order to
evaluate the registered differences between written music and performance in
academic repertoire. There are musical fragments written in a signature three which
are conducted in three beats and others written in the same measure which are
conducted in one beat. The key question is to see whether the listeners perceive these
differences, in other words, if a work conducted in three beats is distinguished as
different from that conducted in one beat. If the response were affirmative, this would
indicate that the differences between both types of structures represent a cognitive
reality, that is, that the listener “seems” them in his or her mind in a different way.
This work compares the results obtained from musician and non musician
subjects.
Traditional theory is not clear respecting these concepts. However, in a
dictionary is described as “At very rapid tempos, however, the beating of time may
occur at the rate even of one beat per measure, though the meter might be, e.g., ¾”
(Randel, 1986).
The fragments which are conducted in one baton are not the same as others in
three batons. In the case of one baton, the number “three” refers to the divisions of the
beat, in the case of three batons the number three refer to the beat.
In some musical scores, the composer provides the piece with an indication “in
one”, although this prescription is not common. Scherchen (Scherchen, 1981, 213)
calls them “measure in one”, and considers this to be a characteristic of the scherzi of
Beethoven.
These discrepancies were selected as a target for the experiment (Malbrán &
Silveti, 2004; Silveti, 2004). Samples were selected written in ¾ which the researchers
presume to be conducted “in three”, and others with the same time, considered to be
conducted “in one”. In the same way pieces were selected in 3/8, as samples of
conduction “in three” and “in one”.
To test this conjecture the test required the listeners to clap the “most salient
pulse”, in the presumption that in the three beat fragments they would clap three times
per bar, and in the one beat fragments, only once.
Method
Hypothesis of work
Listening to musical fragments and independent of different components (speed,
expression), the subjects tend to clap a tactus “in one” time and three tactus “in three”
time according to the performance of the piece, by the conductor.
Sample
N=62:
Adult musicians (N.32);
Adult non-musicians (N.30)
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The test was administered to music students and non-musicians of two higher
education institutions; the data was obtained on successive occasions over a period of
two months.
Fragments
Were selected pieces from academic repertoire in three and in one baton
Characteristics: composed by different authors, with different tempi, without
interferences from phenomenological accents and writers in signature three.
Table 5: Selected pieces from academic repertoire in three and in
one baton characteristics
1- Mozart, W. A. Concert in G for violin and orchestra. 3rd mov. 3/8; Tempo: 72
2- Bizet, G. Symphony no.1 in C; 3rd mov. Allegretto vivace. 3/4; Tempo: 120
3- Beethoven, L. van; Symphony no. 7, op. 92, 4th mov. theme. 3/4; Tempo: 132
4- Brahms, J. Symphony no. 2. Allegretto. 3/4; Tempo: 86
5- Haendel, G. Water Music. Suite no. 2, Alla hornpipe. 3/4; Tempo: 113
6- Vivaldi, A. “Autumn”, from “The four seasons”. 3/8; Tempo: 42

Results
The results are showed in Table 4.
Table 6: The tactus is the level of pulse 3
PULSE
Beethoven
Bizet
Brahms
Mozart
Haendel
Vivaldi
Resp.
Percent

2

2

2
1%

3
23
25
25
16
27
15
131
73%

4
4
4

1
13
21
12%

7
3
1
5
12
2
2
26
14%

TOTAL
30
30
30
30
30
30
180

The results for the musicians and non-musicians for the six pieces (excluding the
invalid responses) show that the subjects chose three tactus for the works “in three”
time and one tactus for the pieces “in one”, as follows: tactus 85%; meter12%; subtactus 3%.
The statistical significance of the tactus value can be seen as follows:
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Table7: Statistical significance of the tactus value
ANOVA

Musicians
Tactus (pulse 3)
Non Musicians
Tactus (pulse 3)

Betw een Groups
Within Groups
Total
Betw een Groups
Within Groups
Total

Sum of
Squares
12,592
23,069
35,661
1,651
39,594
41,244

df
1
178
179
1
178
179

Mean
Square
12,592
,130
1,651
,222

F
97,158

Sig.
,000

7,420

,007

The results obtained show the salience of pattern three (tactus) above the others.
This confirms the hypothesis as regards the listener’s perception of the different
responses for the pieces in three batons and in one baton. At the same time it confirms
the researcher’s position on the pulse levels chosen by the subjects as tactus in each
musical piece.
Conclusions
The study shows the cognitive reality of the two types of structure and the
saliency of the tactus construct. The distribution is similar in groups of musicians and
non-musicians. It also shows the pre-eminence of the tactus level among the rest of
temporal levels.
The advances obtained suggested the need to distinguish between signature and
perceived metric structure as categorical perception (Sloboda, 1985). A possible
contribution to the research could be the conceptual differentiation between both kinds
of structures. Such differentiation could contribute to music professional education and
training and determine the agreement and disagreement between written and perceived
temporal scales, as well as to analyze the ambiguity in the use of the traditional
concept of measure.
The above questions oblige us to consider the written signature in two possible
ways:
i. as belonging to a metric structure in three times,
ii. belonging to a metric structure in one time.
These differences between perceived and written music relations should be
explained alongside an analysis of the conceptual hierarchies involved in the study of
metrical structure and its correlation with the comprehension on music in real time.
D. Experiment Four
Metric structure needs to consider the segmentation and grouping of the musical
information, as an important factor for the perception and memory of the musical
structure. This ability operates as a cognitive anchor for musical comprehension and
cognition (Dawe et.al., 1994; Jones, 1987; Lerdahl & Jackendoff, 1983).
To relate temporal scales while listening involves training in discursive
characteristics.
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The grouping of melodic phrase, harmonic rhythm, rhythmic patterns and
phenomenological accents are efficient aids to music comprehension in real time.
Lerdahl and Jackendof (Lerdahl & Jackendoff, 1983) in their seminal work
Generative Grammar of Tonal Music, describe the components and rules of preference
of competent listeners to apply the metric structure and grouping in the analysis of
music in real time. Their work proposes that such components are decisive factors for
the structural identification of the music. We consider that the relationships between
both types of structures (metrical and grouping) are the key indicators for the
judgements of competent listeners.
The project tests whether these inter-relationships form part of the knowledge of
trained musicians, therefore, the sample is divided between musicians that use only
temporal indicators in a unidirectional analysis (MUA 2) and musicians trained in
multi-dimensional analysis (MMA).
Method
Hypothesis of work
Listening to different musical fragments and independent of the stimuli
characteristics, the subjects will differ in their responses depending on their
consideration of the metric rhythmic dimensions or the multiplicity of musical
dimensions.
Variables
Independent Variable: Metric structures of 14 works of different composers,
origin, style and tempi.
Dependent Variable: Aural identification of the different metric structures.
Selection of Musical Pieces
Fourteen commercially recorded fragments of academic music, by different
composers, tempo and character, in which, according to the researchers, the signature
coincides with the structure identified by listening to these music in real time.
The selected fragments were listened to by a panel of experts with an agreement
level of 95%.
To avoid bias the sample integrates two examples of each structure (2, 3, 4, 6, 9,
12) plus two more (14 in total). Three versions were designed to avoid a serial effect
(A, B and C).
Test Structure
Part A: 14 examples. Task: to indicate the signature and the metric concept (for
example binary division meter two).
Intermediate report: Data about age, gender, studies and current work. Aim: to
correlate the data, facilitate a listening relaxation period and avoid the influence of the
first part over the second.

2

In the context of this work we consider unidirectional analysis the practices that pay attention exclusively to temporal
relations.
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Part B: The same examples in different order with a different task: to write the
reasons for the selection of a structure. For example, the clave articulates the beat, the
strings the division of the beat and the meter is determined by the harmonica rhythm
and melodic grouping of phrase.
Points: Five points were awarded for the correct answer; four points where a four
meter was substituted by a two meter, or vice versa; three points for ternary division
of the beat structures understood as “in one”; two points for a selection of a division
of the beat correct, and one point for a correct selections of the meter. Zero points for
the responses without any of the variables correct.
Different order between A and B: to analyze whether the decisions/opinions on a
musical piece in the first part changed or remained constant when asked for reasons to
support their decisions.
Sample
MUA=23
MMA= 39
Results
The MMA sample results show a higher statistical significance in the first
version than the second.
Table 8: Statistical significance in the first version
ANOVA
Musician Multidimensional v 1

Betw een Groups
Within Groups
Total

Sumof
Squares
783,514
269,717
1053,231

df
17
21
38

Mean
Square
46,089
12,844

F
3,588

Sig.
,003

Mean
Square
61,101
22,185

F
2,754

Sig.
,014

ANOVA
Musician Mult. V.2

Betw een Groups
Within Groups
Total

Sumof
Squares
916,519
510,250
1426,769

df
15
23
38

The MUA sample results show statistical significance only in the second version.
Table 9: Statistical significance in the second version
ANOVA
Musician unidimensional v 2

Betw een Groups
Within Groups
Total

Sum of
Squares
3781,572
292,167
4073,739

df
13
9
22

Mean
Square
290,890
32,463

F
8,961

Sig.
,001
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The T test shows that the MUA sample obtains a mean as following:
Table 10: The T test results in MUA sample
One-Sample Statistics
N
Mus ician
Unidimens ional v1
Mus ician
unidimens ional v 2

Mean

Std.
Deviation

Std. Error
Mean

23

27,09

11,33

2,36

23

27,48

13,61

2,84

The T test shows that the MMA sample obtains a mean as following:
Table 11: The T test results in MMA sample
One-Sample Statistics
N
Mus ician
Multidimensional v 1
Mus ician Mult. V.2

Mean

Std.
Deviation

Std. Error
Mean

39

57,62

5,26

,84

39

56,92

6,13

,98

The results show that
• Both samples show few differences in mean between versions one and
two;
• The MMA sample results show a higher mean than the MUA sample. In
MMA sample over 70 possible points the mean is high: 57,62 points; in
MUA the mean is lower: 27,48 points;
• Both samples .show a higher variability (std. deviation) in the second
version than the first;
• The MMA statistical significance is lower in the first version and in MUA
lower in the second version.
Table 12: The Spearman correlation between two versions is as following
Correlations

Spearman's rho

Mus ician
Multidimens ional
vers ion 1
Mus ician Mult. Vers ion 2

Correlation Coefficient
Sig. (2-tailed)
N
Correlation Coefficient
Sig. (2-tailed)
N

**. Correlation is significant at the .01 level (2-tailed).
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Mus ician
Multidime
Mus ician
nsional
Mult.
Vers ion 2
vers ion 1
1,000
,489**
,002
,
39
39
1,000
,489**
,
,002
39
39
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Correlations

Spearman's rho

Mus ician Unidimensional
vers ion 1
Mus ician unidimensional
vers ion 2

Correlation Coefficient
Sig. (2-tailed)
N
Correlation Coefficient
Sig. (2-tailed)
N

Mus ician
Mus ician
Unidimen unidimen
sional
sional
vers ion 1
vers ion 2
1,000
,598**
,
,003
23
23
,598**
1,000
,003
,
23
23

**. Correlation is significant at the .01 level (2-tailed).

Conclusions
This preliminary study has investigated the most frequent metric structures
(signature 2, 3, 4, 6, 9, 12), which are those given most attention in traditional musical
education and training; it shows the difference in responses between MMA subjects
and MUA subjects.
The result demonstrates that the aural identification of the metric structure is
more correct and consistent when the subject analyses different musical dimensions,
not only pays attention to temporal data (rhythmic and metric).
Analysis of second version shows the difficulties experienced by the MUA
sample to offer reasons for the choice of response which would indicate a lack of
resources in their traditional academic education and training, at the time of acquiring
musical concepts. These difficulties experienced by the subjects in offering indicative
reasons for their choice of measure would indicate that such strategies did not form
part of the normal teaching process.
The high number of correct responses in the sample of musicians who were able
to notice not only temporal variables but also other multi dimensions reveals that the
aural identification of the metric structure is a fundamental tool to access a richer and
complete comprehension of music in real time. Aural perception could be considered
as a wide ranging meta-cognitive ability. It involves the storage of acoustic
information, attention to successive and simultaneous discursive components in terms
of syntax, discard irrelevant information in “to and from” operations between long and
short term memory stimulated by the fragment. This involves relating temporal data
and using conceptual structures which typify the incidence of each of the variables, the
construction of a choice which attends to the inter-relation between these different
sources of information.
Traditionally, measure has formed part of initial musical instruction. The
evidence of previous studies and the results of this preliminary study show that the
metric structure is much more than the written signature on the score. It demonstrates
how complex aural ability requires the acquisition of tools in harmonic configuration,
grouping and metric structures data, none of which is available to a beginner.
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