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E DITORIAL

It is a grate pleasure and honour to present the 3rd volume of the international scientific journal
“Problems in Music Pedagogy”. On behalf of editor-in-chief of the journal, I express my appreciation
to the authors, Editorial Board, Editorial Staff, Council of Science of Daugavpils University and the
Academic Press “Saule” for successful teamwork, perseverance and valuable support to the
continuation of this periodical.
Topic areas of the journal include music teaching/learning process in a new education paradigm
context, music learning outcomes, music teacher competence in the context of the development of
person’s musical culture, assessment in music teaching/learning process, music education institutional
responses to current trends.
The 3rd volume of “Problems in Music Pedagogy” (PMP) contains articles reflecting the research,
practical experience and theoretical propositions originated in Baltic region: Latvian, Lithuanian and
Finland researchers in music pedagogy focused on music teachers’ innovative activity in
contemporary conditions, the vision of the ideal student as a future music teacher for music teacher
education of the 21st century, assessment problem in music education, which was brought into focus in
the 1st volume of PMP, problems of music interpretation in music teacher training, as well as problem
of piano teacher’s methodological culture. Our own journeys of professional development through
engagement with these articles though will be unique to each of us.
Summarizing the main ideas of authors, we can make the following important conclusions:
•
•
•

•

In the modern, rapidly changing world, in the kaleidoscope of globalization and the change of
values, the main aim of music education is the development of a student’s communication,
thinking, motivation, creativity and intellectual sphere;
An ideal student for the music education is a personality who has a strong motivation and
good research skills for sustainable development;
Music teachers need to feel themselves a part of the innovative process in school and society.
Their innovative activity is closely connected with methodological culture, which is the
component of music teacher’s competence. Pedagogical activity in the contemporary context
includes partnership in different levels (with students, teachers, school administration, the
department of education, local government etc.);
The assessment in music study process has to focus on student’s development aspects, his/her
motivation for further achievements and the perfection of his/her skills and abilities, as well as
on the objectivity of assessment.

I hope that you, our readers, will respond to the ideas put forth here and contribute more ideas,
descriptions of practice, and research that deepen our collective understandings of how to nurture the
heart and soul of pupils, as well as the descriptions of effective music educators in the 21st century
world.
Journal invites all the potential contributors to submit their articles for the next issues of PMP and
wish you inspiration, perseverance and consistence on your way toward the innovative music
teaching/learning.

Editor-in-chief
Jelena Davidova
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ABSTRACT
Theoretical research of innovations is a new field in research activities, and it creates challenges for
education. Nowadays, in Latvian society much attention has been given to the main value – a human
being as a creative person who encourages the development of the society.
Research aim: to investigate theoretical foundations of innovative activity and the opinions of Latvia’s
music teachers about innovations in schools of Latvia.
Evolutionary Model (Saviotti, 1996), Innovative Milieux Model (Camagni, 1991) and Propulsion
Model of Creative Contributions (Sternberg, Kaufman & Pretz, 2002) are the methodological basis of
this study.
The eight music teachers (four teachers with a student/learning-centred orientation towards teaching
and four teachers with content-centred orientation towards teaching), who worked at different Latvian
schools, were interviewed in April and May 2007. Ettlie and O’Keefe’s scale of attitude to innovations
was employed as the basis during the interview (Ettlie & O’Keefe, 1982).
The research revealed the most important factors hampering music teacher’s motivation for
innovative activity and pedagogical regularities for stimulating innovations. As the result of the
research the most effective criteria for determining music teacher’s motivation towards innovative
work have been formulated.
Key words: innovation, music teacher’s innovative activity, music teacher’s motivation for innovative
activity.

INTRODUCTION
Good teaching has always been a priority within music education and good music teachers
generally have seems as innovative person. However today there are perhaps, even more
pressures on teachers to operate within new contexts, and to make progress in pedagogical
activity. Music pedagogy in Latvia as a particular branch of pedagogical science, is relatively
young. The studies and theoretical generalization of the centuries old experience and
traditions of music education in Latvia are actively carried out; different aspects of music
teacher’s activity in modern conditions are also studied.
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The problem of improving and developing further the professional development of music
teacher becomes the object of interdisciplinary research, which greatly enriches traditional
approaches.
Theoretical and empirical research deserve special attention, this kind of research is devoted
to the development of music teacher’s personality: professional thinking and consciousness,
tolerance and empathy, study of psychological mechanisms of pedagogical reflection, analysis
of the subject individual knowledge and the transformation of motives when choosing
pedagogical activity, genesis of professional and social status. Among the above mentioned
range of problems we may single out the necessity to research innovative activity in structure
of pedagogical activity of music teacher.
Introducing different innovations in the process of development of actual music education
entails reconsideration of the whole row of principal positions, for example, what and how the
specialists should be taught. Intensively developing innovative educational systems have high
demands, first of all to music teachers’ creative individuality and creativity.
Theoretical research of innovations is relative new field in research activities. Great hopes are
placed on innovations, they are considered to be a reliable driving force for development, and
therefore special educational programs and projects are devoted to them. Observations testify
to the fact that development is more successful in those countries where adequate conditions
for innovations and their introduction into education have been created.
„...incorporating school reform into the working day of teaching requires not only
expertise and sagacity. It is an enormous amount of often-frustrating additional work that
is taken on by teachers, sometimes as an organic, professional innovation and, at other
times, as a no less professional adaptation to an external imposition, which becomes part
of a changing definition of ‘good’ professional performance” (Wexler, 2002, 471).
Wexler points two problematic aspects of the ongoing educational reforms for teachers:
•
•

the changing definition of professional performance, which can come into conflict
with daily practices and professional orientation of teachers;
innovative activity is the element in the structure of teacher’s pedagogical activity
(Wexler, 2002).

The range of concepts included in the term “innovations” is wide. Since the research object
“innovations” itself are still in progress. Besides, the terminology used for innovations in
Latvian is quite new yet; therefore international words and simplified terms are used.
For instance, notions like „innovations and National innovation system”, “a new paradigm of
pedagogy”, “knowledge-based innovations”, “innovations in education”, “innovation
management” etc. are widely used in strategic development plans of Latvia.
The research emphasizes the importance of identifying what music teachers think about
innovations in education, as well their view about music teacher’s innovative activity.
What actually are innovations? How do they “work”? Why do we oftener and oftener
encounter innovation concepts in pedagogical theories? How can we explain novelties
existing in music pedagogical processes and evaluate their influence and necessity? These
6
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and similar questions exist, often they are not fully answered and understood, therefore the
authors of the paper have made an attempt to explore this problem in more detail.
Research aim: to investigate theoretical foundations of innovative activity and the views of
Latvia’s music teachers about innovations in schools of Latvia.
THEORETICAL BACKGROUND
The innovative system of solving the problem presupposes forming the necessity of the music
teacher to be not so much the transmitter of the culture, as the subject of its development in
the process of pedagogical activity, i.e. in the process of the music teacher’s creation of the
conditions for the development of the personality of the child.
Thus, a high professional level of the 21st century music teacher implies not only the deep
knowledge of the music subject, based on the respect and love with regard to the child, but
also the teacher’s ability to bring up the creative potential of the student (Davidova, 1998).
The transformation of the teacher’s personality itself takes place on the basis of reflection,
creative approach and self-education: on the one hand, the pedagogical activity is “metaactivity”, i.e. the activity in order to organize another activity, and namely, the students’
learning activity; on the other hand, in the process of pedagogical activity. The creative nature
of musical art intensifies to a considerable degree the creative direction of the music teacher’s
pedagogical activity, which includes musical improvisation, instrumentation, arrangement,
composing original musical works, as well as creating different kind of practices for the
purpose of the students’ effective mastery of music skills, for the formation and development
of the music auditory notions, music perception, imagination, creative thinking, etc.
(Davidova & Znutinsh, 2001).
In connection with social conditions, singularity of cultural and pedagogical environment, the
uniqueness of students and teachers, and also in connection with the variety of educational
tasks the innovative element in pedagogical activity becomes inevitable. Today the
development of music pedagogy could be imagined as music teacher who participates in the
innovative process.
The word “innovation” has originated from Latin “innovatio” which means: something newly
introduced. The attempts to interpret and define the concept “innovation” have been many
and diverse (Urban & Hauser, 1980; Everett, 1983; Guile & Quinn, 1988; Schumann, 1994;
Main Definitions…, 1994; Partnership and Co-ordination East-West…, 1997 etc.).
The notion of innovations comprises three meanings: innovations as instrument, innovations
as process or action, innovations as end result (new offers, new technologies, and changes in
social life). Innovative activity is the application of scientific and technical achievements,
knowledge and information in accordance with the changes in the society and for
improvement and promoting economic, social, legal, cultural, educational and other processes
vital for the society as well. According to this formulation, innovative activity should include
knowledge about scientific, technological and management processes and about other
disciplines pertaining to social and humanitarian sciences.
P. Saviotti (Saviotti, 1996) explains the key concepts in an evolutionary approach to
innovation as being the following:
7
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•

Generation of variety. Innovations are seen as equivalent to mutations, which
continuously generate new products, processes and forms and contribute to increased
variety. Not all mutation s are successful, but the ones, which arte often replace older
products and processes consequently making them extinct.

•

Selection. Selection processes act together with variety-generating mechanisms. The
outcome is the “survival” (which could also be interpreted as introduction or
maintenance) of some products, technologies and establishments as a result of their
adaptation to the environment in which they operate, and the demise of others.

•

Reproduction and inheritance. Firms are perceived as producing organisations and
inheritance is expressed on the continuity in which organisations make decisions,
develop products and generally do their business.

•

Fitness and adaptation. Darwin’s “survival of the fittest” principle is represented by
the propensity of an economic unit to be successful in a given environment.

•

Population perspective. Variation is an essential component for an evolutionary
process. Hence, not only average values but also variances in the population of
firms/products should be analysed.

•

Elementary interactions. These include mainly competition and are the most studied
interaction in economics. More recently, collaboration has also become a recognised
type if interaction.

•

External Environment is a key element in the evolutionary process. It traditionally
covers the socioeconomic environment in which technologies are developed. It is
determined by mechanisms such as patent regimes, market structures, standards and
regulations. More recently it has also started to include the link with the natural
environment.

This approach explains that innovations are connected with social and economic processes,
where main values are oriented towards relationship between person and social environment.
The Innovation Milieu Model states that “innovation stems from a creative combination of
generic know-how and specific competencies” and “territorial organization is an essential
component of the process of techno-economic creation” (Bramanti & Ratti, 1997, 5).
An early description of innovative milieux by R. Camagni (1991) lists the following
components:
•
•
•
•
•

8

a productive system, e.g. innovative firm;
active territorial relationships, e.g. inter-firm and inter-organizational
interactions fostering innovation;
different territorial socio-economic actors, e.g. local private or public institutions
supporting innovation;
a specific culture and representation process;
dynamic local collective learning process.
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The Innovation Milieu Model could be considered as predominantly anthropocentristic.
Irrespective of the fact that these models were initially designed for the branches of
economics, we can also apply its in education, because an essential feature of the processes
taking place in the society is the fact that not only the competence of managers of educational
institutions, qualities of their personality, their skilful realization of management functions,
but also a close cooperation of teachers with school management, employees of education
departments, representatives of local government, and with the society as a whole is of vital
necessity (Davidova & Kokina, 2006).
The Propulsion Model of Creative Contributions (Sternberg, Kaufman & Pretz, 2002) is a
descriptive taxonomy of eight types of creative contributions:
1. Replication. The creative contribution represents an effort to show a given field
is where it should be. The propulsion is intended to keep the field where it is
rather moving it;
2. Redefinition. The creative contribution represents an effort to redefine where the
field currently is. The current status of the field thus is seen from a new point of
view;
3. Forward Incrementation. The creative contribution represents an attempt to
move the field forward in the direction in which it already is moving, and the
contribution takes the field to a point to which others are ready to go;
4. Advance Forward Incrementation. The creative contribution represents an
attempt to move the field forward in the direction it is already going, but the
contribution moves beyond where others and ready for the field to go;
5. Redirection. The creative contribution represents an attempt to move the field
from where it is currently headed toward a new and different direction;
6. Reconstruction/Redirection. The creative contribution represents an attempt to
move the field back to where it once was so that the field may move onward
from that point, but in a direction different from the one it took in the past;
7. Reinitiation. The creative contribution represents an attempt to move the field to
a different and as yet not reached starting point and then to move the field in a
new direction from that point;
8. Integration. The creative contribution represents an attempt to move the field by
putting together aspects of two or more past kinds of contributions that formerly
were viewed as distinct or even apposed. This type of contribution shows
particularly well the potentially dialectical nature of creative contributions.
According to co-constructivist framework, specific social suggestions are resources for active
creative activity of particular subjects who, in the framework of their unique (social and
individual) circumstances, reconstruct the meaning of particular social suggestions in the form
of context-specific subjective meanings.
This is due to the fact that music teacher has to adjust teaching/learning technologies to
new conditions, where the understanding of social and cultural situation and
9
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developmental trends of the society as oriented towards sustainable development of the
society is distinctly marked.
METHOD
Sample
The 8 music teachers in our study were selected from a larger sample of 364 Latvian
secondary school music teachers who had participated in previous studies (Davidova &
Kokina, 2004, 2006). The selection criterion was strong difference in professional
orientations, assuming the music teachers also would differ in their attitudes related to
innovations in education, and, therefore, would clearly show the way they experience and
appraise the innovations in schools. The previous studies were conducted in 2003 and 2005
and explored secondary school teachers’ orientations towards different aspects of their work
quantitatively.
The 8 music teachers, who worked at different Latvian schools, were interviewed in April and
May 2007. Ettlie and O’Keefe’s scale of attitude to innovations was employed as the basis
during the interview (Ettlie & O’Keefe, 1982). The following four music teachers were
selected from the group of teachers with a student/learning-centred orientation towards
teaching and an extended orientation towards the school organization (all names are
pseudonyms):
•
•
•
•

Ineta, a music teacher, with more than 12 years’ experience;
Solvita, a music teacher, with more than 16 years’ experience;
Maris, a music teacher, with more than 18 years’ experience;
Marite, a music teacher, with more than 21 years’ experience.

The other four music teachers were selected from the group with teachers with contentcentred orientation towards teaching and a restricted orientation towards the school
organization (all names are pseudonyms):
•
•
•
•

Lidija, a music teacher, with more than 13 years’ experience;
Inese, a music teacher, with more than 16 years’ experience;
Lolita, a music teacher, with more than 19 years’ experience;
Marina, a music teacher, with more than 22 years’ experience.

Procedure
The interviews took place either at school or at home. The first interview lasted 1-2 hours.
Two researchers conducted each of the interviews: one asked questions with the aid of a topic
list, and the other listened, took notes, and possibly posed additional questions at the end of
the interview. The interviews were recorded and transcribed to create a written protocol. The
first analyses followed (see next section, phases 1-4). Then a second interview was conducted,
lasting 1-1, 5 hours. The interview protocols and the initial analyses were sent to the
respondents for validation. All of the teachers subsequently agreed with the content of the
protocols and the initial analysis. Both during and after the interview, a research log was kept
(Kelchtermans, 1994). In this log, the researchers reported their general impressions of the
10
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interview, what went well, what could be improved, their personal impression of the
respondent in terms of pleasantness and interest, their impression of the environment in which
the interview took place, and their role in the interview (Miles & Huberman, 1984;
Kelchtermans, 1994).
Analyses
Following Miles and Huberman (Miles & Huberman, 1984), we analysed the written
interview protocols in several phases:
1. We assigned a descriptive code to those interview segments that appeared to be
relevant to the different research questions;
2. We assigned a more interpretative code to each of the selected segments in order
to summarize globally the content of the segment;
3. Each interview segment was specifically coded for the following: orientation
(student/learning-centred or a teacher-or content-centred; restricted or extended),
the primary components of appraisal and attitudes (positive or negative);
4. Each segment was next examined from the perspective of the research questions
and, on the basis of this information; a more specific classification of the
segments was developed. A summary data matrix was then created for each
respondent;
5. These initial analyses were discussed with the music teachers in the second
interview, which resulted in some adjustments and refinements;
6. The summary data matrix for each respondent was analysed separately from the
other respondents (vertical analysis); the data matrices from the different
respondents were than compared to each other and summarized within a single
data matrix (horizontal analysis);
7. A summary of the results was written with clear references to the data matrices,
interview segments, and written protocols. Use was made of the Atlas/ti (1997)
software program for qualitative analysis to guide the analyses.
RESULTS
Interviews with music teachers testify to the fact that they are aware of the importance of
innovations for the development of education institutions, nevertheless the notion
“innovations” is interpreted in quite a variety of ways. Music teachers also note that
innovations are possible and necessary for their pedagogical activities.
The pedagogical prognosis for effectiveness of the stimulation of motivation for a music
teacher’s innovative activity would not be valuable if reasons that lessen this effectiveness
were not explored, otherwise it is not possible to ensure conditions with minimal hampering
manifestations.

11
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The self-stimulating potential of music teacher’s innovative activity is realized in achieving
the set aims, in identifying and solving problems important for him/her. In the research, the
following music teachers’ self-identified motivation stimuli were distinguished:
•
•
•

recognition and prestige of music subject among pupils;
respect shown by other teachers and administrations;
music teacher’s farther education for the aim to develop competences in
effective technologies for music teaching, and development of pupils.

The analysis of the research proved that music teacher’s desire to gain recognition and
prestige among pupils strengthens his/her interest about innovative activity, stimulates the
development of skills to be unbiased at evaluating the results of his/her own and pupils’
activities, promotes the development of sense of responsibility, stimulates striving for success
in a music teaching process. Awareness about the needs to achieve good results in personal
activities interlinks with the necessity to raise the level of professional skills and pedagogical
culture, with achieving personal success in creative and innovative activity as well as with the
need to analyze errors and failures and attempts to avoid those situations that have caused
them.
In their essence, the conditions of innovative activity should be considered as non-standard
conditions of a pedagogical experiment, but the needs to be informed about effective music
teaching, music education and development technologies are closely linked with the necessity
to perfect professional skills and pedagogical culture. Working under the conditions of
experiment, the music teacher experiences a need to change some features of his/her character
and peculiarities of his/her personality, because conditions of innovative activity require
determination, purposefulness, communicability and benevolence.
Under the conditions of active creative search, the music teacher experiences needs to
organize experimental research and therefore he/she strives to raise the level of his/her
knowledge in the field of scientific research, studies the research materials, and works on
gaining knowledge in psychology and methodology of music teaching his/her subject. This in
its turn entails the necessity to have a deeper insight into the experience of effective
innovative activity, thus extending the application of his/her own creative approach in
innovative pedagogical activity. Speaking about creative activity of music teacher in the
context of innovation, respondents note that creative character of music teacher’s activity is
connected with his/her composing of musical pieces, exercises, scenario of festive occasions
etc. This kind of activity is very important and distinguishing feature of music teacher’s
pedagogical work.
The research revealed the most important factors hampering music teacher’s motivation for
innovative activity:
•
•
•
•
•
•

12
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music subject at school is not prestige;
formalism of administration requirements;
poor material and technical basis for music studies;
biased recognition on administration’s part;
lack of information about innovative music teaching technologies which music
teachers are interested in;
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unfavorable moral and psychological atmosphere among teachers;
too strict work regulations on school administration’s part.

At the same time, music teachers emphasize many problems and discrepancies in Latvia’s
education which require flexibility in pedagogical work:
A. Music teachers with a student/learning-centred paradigm underline
such problems as
•
•
•

restriction in differentiation and individualization possibilities
of a teaching process;
pupils’ motivation for the creative music activity;
development of pupils’ initiative, activities and independence
etc.

B. Music teachers with content-oriented paradigm mention such
problems as
•
•
•
•
•

need to develop new music teaching aids;
improvement of school material and technical basis;
music teachers’ motivation for the development of his/her
competences in the field of music teaching technologies;
increasing music teachers’ prestige and salaries;
perfection of music teaching standards etc.

CONCLUSIONS
1. Having analyzed the theories at the beginning of the research, we can conclude
that music teachers’ activity is multi-shaped and diverse, but today it is more
subordinated to the existing social and economic processes in the country, which
answers the Evolutionary Model. Apparently, Latvia has to proceed to a certain
stage of development in social and economic growth for innovative activities
making happen in education according to the Innovative Milieux Model and The
Propulsion Model of Creative Contributions, because
•

the processes which are singled out in The Innovative Milieux Model (active
territorial relationships, different territorial socio-economic actors, a specific
culture and representation process) are not sufficiently developed in the
regions of Latvia;

•

for the time being music teachers’ innovative activity is possible in
accordance with the Types of Creative Contributions (replication,
redefinition and forward incrimination) as distinguished in the Propulsion
Model.

2. Latvia’s music teachers associate the notion of innovation with original new things
and progress. They are aware of the role of innovations in the music education
development process. For music teachers with student/learning-centred orientation
innovations mainly mean introduction of new content into the music teaching
process for the aim to motivate pupils for the creative music activity. Music
13
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teachers with a student/learning-centred paradigm stress that it is vital to organize
innovative teams, because one person is not able to put innovations into practice. It
is also mentioned that innovations are seldom discussed at school and teachers are
extremely loaded with work.
Music teachers with a content-centred orientation emphasize the necessity to
introduce innovations in the sphere of new technologies and to train music teachers
to work with these new technologies. Some music teachers, who have a long work
experience and who are content-oriented, are pessimistic about the possibility to
implement innovative ideas in Latvia’s education.
3. Latvian music teachers are often involved only in the implementation of the
reforms and not in their design, which offers them very little control over the
actual innovative process. Music teachers need to feel themselves a part of the
innovative process in school and society. Their pedagogical activity in the
contemporary context includes partnership in different levels (with pupils,
teachers, school administration, the department of education, local government
etc.). This is connected with the professional competence of school management,
of education department employees, local government heads and the preparedness
of other subjects of stimulation for the activities of this kind.
4. As the result of the analysis of contributing and hampering factors of the
stimulation of motivation for a music teacher’s innovative activity, the regularities
of the stimulation of motivation for music teacher’s innovative activity were
formulated:
•

the results of the stimulation of motivation for a music teacher’s innovative
activity depend on the understanding of the changes in the role of a music
teacher, processes in the society, sustainable development of the society and
education, as well as on the level of a music teacher’s pedagogical,
psychological, musicological and scientific preparedness and his/her
involvement in professional perfection;

•

the stimulation of motivation for a music teacher’s innovative activity depends
on a cooperation at several levels (with pupils, teachers, school administration,
musicians, composers, department of education, local government etc.), on the
competence of management education department employees, heads of local
government and on preparedness of other stimulation subjects for such kind of
activity, as well as on a music teacher’s involvement in a creative selfdevelopment within a diversity of a professional creative activities and
communication.

DISCUSSION
Looking in detail at theoretical questions of music teacher’s innovative activity one should
single out a number of problems for discussion and further research:
•

14

instruments of studying the rotation of music teacher’s pedagogical activity and
the dynamics of the development of his personality;
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the development and the correction of curriculum of training music teachers on
the basis of integrating different disciplines, taking into consideration the
structure and the specific nature of music teacher’s pedagogical activity;
development of the content and structure of pedagogical practice in the process
of training music teacher, taking into account the structure and the specific
nature of music teacher’s pedagogical activity;
development of innovative projects and programs of uninterrupted pedagogical
education on qualitatively new level.

We suppose that creative atmosphere at school facilitates application of effective technologies
for pupils’ teaching, education and development. It stimulates music teacher’s purposefulness,
develops self-discipline, readiness for innovative activity and strengthens interest in creative
activity.
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ABSTRACT
In this article we contemplate music teacher education entrance examinations in three music teacher
training universities in Finland. They are Sibelius Academy in Helsinki, Department of Music in
University of Jyväskylä and Faculty of education in University of Oulu, and they all offer students a
possibility to study for the upper academic level examination (Master of education (Oulu), Master of
music education (Helsinki), Master of Arts (Jyväskylä)). In the entrance examinations we concentrate
on the contents, focus areas, and the background philosophy of the entrance examinations in the three
universities. All three universities arrange their own entrance examinations independently and without
cooperation with each other.
Each and every university wants to get the best students, but how is it done? Do the entrance
examinations differ radically from each other to make differences for the prospective music teachers?
What is common for the entrance between the universities? What specific areas are focused in
entrance examinations in Helsinki, Jyväskylä or Oulu?
In this article we also consider the changes, which have taken place in entrance examinations
through last decade together with the results of the education. Have these three universities succeeded
in educating good music teachers for our country? We also speculate on some opinions of teachers
who are already involved in the entrance examinations and the studies from the point of view of
changing needs in schoolwork.
Key words: entrance examination, choosing students, music teacher student, music teacher, working
at school.

INTRODUCTION
The musical education (instrument teaching) in Finland started in Sibelius Academy, which
was established in 1882, (first being called the conservatoire of Helsinki). Actual music
teacher education started at Sibelius Academy in 1950’s. It took about thirty years to get
another institute to educate music teachers for Finnish schools. This second institute was the
University of Jyväskylä, which started music teacher education in 1982. The third university
educating music teachers today is the University of Oulu. This institution was established in
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1993. These three institutes have all responsibility for music teacher education in Finland. The
amount of students starting their studies in 2005 in each institute is:
•
•
•

Sibelius Academy 27 (25 Finnish speaking and 2 Swedish speaking), 18 female
and 9 male students;
Jyväskylä University 25, 21 female and 4 male students;
Oulu University 18, 12 female and 6 male students.

Altogether there are 70 students (51 female and 19 male) educated to become music teachers
each year in Finland. Of course, there is some annual variation in the total number of students.
The usual time in music teacher education is 7,5 years (in 1999) although the planned time
seems to be much shorter in all the three universities (Opetusministeriö, 2003, 29;
http://www.siba.fi/fin/tietoa/strategioita/tilinpaatos_2003).
The need of music teacher education differs due to amounts of children annually. It is also
connected to population distribution as well as with the school organisation matters (like size
of the schools, the school curriculum). Also the amount of work has its effects on teacher
needs. The Ministry of education has estimated the need of music teachers in Finland to be
140 new teachers between years 2003-2008 (Opetusministeriö, 2003, 33). If the entrance in
all three universities will stays the same, they will educate about 450 new teachers in that time
period. That makes three times what is needed. Still, we must remember that not all new
music teachers are willing to go to work at schools. And we must also remember that the
situation in school music teaching is not very good: at the upper level of comprehensive
school and in the upper secondary school there are 23,1 % incompetent teachers at this very
moment (Opetusministeriö, 2003, 23). This can be explained by the fact that many young
music teachers work as instrument playing teachers in music schools, conservatoires and in
polytechnics rather than working at school. So, there is still room for qualified music teachers
in school world.
In spring, 2005, there were 167 applicants for Sibelius Academy music teacher education, 88
applicants for the education in Jyväskylä and 70 applicants for the education in Oulu (total
number: 325). Only 71 of these were selected to become music teachers. The division
between universities was: Sibelius Academy 28, University of Jyväskylä 25 and University of
Oulu 18 students. About one third of all applicants were applying also to other universities
(Ruismäki, 2005).
The working situation of the qualified music teachers has been quite good so far. In last few
years there has been a small decrease in the number of music teacher positions. In big cities
and especially in those in which music teachers are being educated the competition for the
jobs may be hard, but in smaller towns especially in northern and eastern Finland, not many
applicants have shown interest in case a music teacher post has been established. Still there
are few percents of unemployed music teachers.
METHOD AND COLLECTING OF DATA
In this article we describe the entrance examinations in all three Finnish universities educating
music teachers. This is our main focus in this article. We have also collected data from
professors and other staff in each university with a questionnaire via e-mail. In the
questionnaire we asked the following questions:
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1. How have the entrance examinations changed in last two decades?
2. Why have they changed (if they have)?
3. How have the musical abilities and skills, pedagogic abilities or distribution
between sexes of the candidates changed during that period of time?
4. Is there a connection between the possible changes in entrance examinations
and the success of your students in their studies?
5. Describe the ideal student for Your education programme
6. Can you describe what kind of qualities needed in the work are difficult to
measure in entrance examinations? Why is that?
7. How do the graduates of Your education programme place themselves in the
working career? Where do they mainly work?
8. Is Your music teacher education programme somehow focused in some
area? How does it show in the entrance examination in year 2005?
9. What kind of pressure have you noticed to be put on the entrance
examinations in last few years?
10. What kind of research has been going on about the entrance examinations in
last few years in your university?
We got answers from all three universities and used this data as a basis for qualitative
description. After describing and analysing the content of the entrance examinations and email questionnaire we report the conclusions.
The battery of questions was well tested and found to be suitable and functional. Still, there
are some concepts among our questions, which are quite ambiguous. One of the respondents
mentioned, for example, the meaning of concept “succeeding in studies”. Does it mean
musicianship, artistic examinations, sum of all degrees, instrument examinations, many-sided
education, deep music therapy studies, fast qualification versus broad examination, getting
work, ability to scientific thinking, and degree of master’s thesis or maybe something else?
The answers given to ten questions stated were different in details. The answers from
Jyväskylä were short and showing only the main lines of the questions. The answers from
Oulu were somehow longer and the answers from Sibelius Academy were very specific in
every question and detail. From this point of view the comparison of the answers was difficult
or impossible. Still, the researchers try and pick up the focus of all answers and bring out the
essential ideas and emphasis. We try to focus on the cardinal lines and show the differences
and similarities of the entrance examinations. The answers to our questions were given by
professor M. Laitinen (Sibelius Academy), professor J. Louhivuori (University of Jyväskylä),
and lecturer P. Klintrup (University of Oulu). All of the respondents are experienced
specialists who have been working decades in entrance examinations of different universities
and educational programmes. The authors of this article have also a long lasting experience
from different entrance examinations in different universities and conservatoires: H. Ruismäki
has been working in music teacher education entrance examinations for 25 years and
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A. Juvonen 20 years in classroom teacher education entrance examinations and 15 years in
two different conservatoire entrance examinations.
THE ENTRANCE EXAMINATIONS
University entrance examinations have been researched quite a lot and the main results show
that up to 25 % of individual’s future educational success can be explained with factors that
are observable in time of admission. These researches show that senior secondary school
grades correlate with success in higher education (Häkkinen, 2004, 3-5; Rothstein, 2003;
Lindblom-Ylänne et al., 1992). In comparison with other academic educations, music seems to
be one of the most difficult areas to get the education (only less than 20 % of applicants are
accepted in the education) (Häkkinen, 2004, 8).
The entrance examinations in all three universities are based on the Finnish university laws
and statutes together with the regulations of each university. The university principals confirm
the basics of the entrance examinations. In Sibelius Academy there is a separate quota for
Swedish speaking students. Matriculation examination is usually required of the candidates,
but there are different ways of getting in the education without it. All universities also give
different types of music teacher education, for example education of two subject teachers and
many kinds of in-service training. Music can also be selected as a secondary subject, which
gives the qualification in the upper secondary school music teacher’s vacancies. Also
updating education and qualification education is organized in different ways in the
universities. These educations’ variation is quite great each year. In this article we mainly
focus on the normal music teacher education with qualifications of upper level comprehensive
school and upper secondary school music teachers.
The willingness to get in the different education institutes and universities is dependent on
many different factors. These may be the geographical location of the university, the image of
the university or the educational programme, the curriculum of the education, the amount of
candidates in the entrance examinations, the form of entrance examinations and its focus among others. The most wanted place for music education studies naturally is and has been
Sibelius Academy, which is the oldest of these educational programmes. There were, for
example, 168 candidates in year 2002 to Sibelius Academy, while in the same year there were
64 candidates to Jyväskylä University and 67 candidates to University of Oulu. This shows
the big difference in willingness of candidates to start studies in universities. The number of
the accepted candidates in the same year were: Sibelius Academy 27, University of Jyväskylä
20 and University of Oulu 18. From this point of view it looks like the most difficult place to
get in would be Sibelius Academy, but the situation may be much more complicated (Juvonen
& Anttila, 2003, 84-85; Juvonen & Anttila, 2004). Of course, the universities are not trying to
compete with each other; they are all offering high-level music education studies for best
possible candidates. In all universities the entrance examinations are usually assessed by
entrance juries, which concentrate on evaluating different areas of musical skills and abilities
of the candidates.
SIBELIUS ACADEMY ENTRANCE EXAMINATIONS
The Sibelius Academy Department of Music Education educates students for many-sided
teaching tasks in the field of music. The qualified music teachers are placed mainly at
schoolwork and in music schools or conservatoires, but also in early childhood music
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education
and
in
fields
of
adult
education
or
continuing
education
(http://dept.siba.fi/muka/fin/). The learning environment of the music education focuses on
“connecting music with life”: growing as a human being, interaction between individuals and
groups, art of living, being a musician, comprehensive art experience, versatility, organizing
abilities, independent initiative, pluralism, ability to communicate, ability to impugn things
and forming a good ground for growth (http://dept.siba.fi/muka/fin/). Sibelius Academy offers
many different programmes in music education, which differ in time and width of the studies.
In this article we concentrate on the music teacher education as a main subject (5,5 years
education).
The entrance examination in Sibelius Academy was originally designed quite similar to that
in European conservatoires and Royal College of Music in Stockholm among others
(Laitinen, 1989). The entrance examination in Sibelius Academy is divided in two sections. In
the first section the candidates are evaluated in abilities of playing main and second
instrument, singing without accompaniment, rhythm and melody imitating, singing parts in a
vocal group, free accompaniment using chord markings and playing instrument by ear. The
entrance examination is many-sided and most demanding.
After the first section the students will get their points and 75 candidates will be selected for
the second section tests. The second section includes the piano playing in different styles,
singing in different styles, second instrument playing and also improvising. The jury estimates
the technical and musical skills and level of the candidates together with the style and genre
points of view. The tests continue with the inspection of a voice therapist (at the same time
when the singing exercise is given). The teaching session comes next. In it the jury focuses on
consistency of working and the flexibility in the interaction with the group of pupils. The
personal interview concentrates on pedagogic orientation, educability and the realism in the
career selection. After the interview the examination focuses on the theory of music, sol-fa
skills and music history knowledge (including listening).
The emphasis of the tests is:
SECTION 1

MAX 25 %

- general musical abilities and skills

SECTION 2

MAX 75 % AS FOLLOWS:

- main instrument playing
7,5 %
- second instrument playing
7,5 %
- teaching session
30 %
- personal interview
20 %
- theory, sol-fa and listening
10 %
(http://www.siba.fi/fin/opiskelu/opiskelijavalinnat/valintaperusteet_05.pdf).

Originally the tests of suitability (aptitude for becoming a music teacher) were started early in
1970’s as a part of developing department of school music and the entrance examinations in
it. This was largely due to Ms. Ellen Urho who at those days worked as a lecturer. In the
beginning the suitability (for becoming a music teacher) test was carried out as a teaching
session following the model, which earlier was used in classroom teacher entrance
examination test. The teaching test group was formed from Sibelius Academy students
(Laitinen, 1989).
21

Vol. 3, 2008

ANTTI JUVONEN & HEIKKI RUISMÄKI

At those days the music teacher programme entrance examinations were performed in one
day. The teaching session took 20 minutes. The assessment of this exam included elements
which should have been learned during the education: skills of music making and
accompaniment, skills in classic singing, skills in using didactic and pedagogic methods
(using physical exercise, using rhythm instruments, singing in voices) and even the skills in
conducting the test “Choir” (Laitinen, 1989).
In 1980 a new examination system was carried out for 5.5 years long education. The aim was
now the higher academic degree (candidate of music) including pedagogic studies, which
earlier were done in normal school and later in classroom teacher education.
In 1985 there were problems in music theory test (including sol-fa): the test was very strict
and just the same as for candidates applying for theory teacher education. Sometimes the
music teacher candidates would get “terms” in theory, but were taken in because of the
suitability to become music teachers. At that time new parts in testing were free
accompaniment and some new main instruments like accordion and kantele (Finnish zither)
and guitar (Laitinen, 1989).
At those days the testing of free accompaniment and suitability were under special control. In
some of the music teacher’s special education courses testing of group dynamic factors and
personal interview were carried out. There were three estimators in these tests among whom
there was one qualified with a psychologist examination (Laitinen, 1989).
The significance of an essay test has been variable during years in the entrance examinations
but it has never been essential. Sometimes it has not been used at all, and sometimes it has
been a part of theory testing. A special book exam has never been a real part of the
examination; if a book has been included the points have come from the suitability test part.
In 1980’s the cooperation agreement with the Faculty of education in University of Helsinki
made the suitability testing unnecessary as the representatives of the university took care of it
as a part of cooperation (Laitinen, 1989).
During 1990’s progressively executed changes have been carried out. Some of these have
been (among many others):
1. Moving in point counting from using direct means to weighted and
standardized linear combinations;
2. Rating of suitability test has risen up to 50 % of all test point count;
3. Giving more information to candidates about the suitability test but also the
demands to the estimating grew;
4. Amount of estimators in each part of the tests has been set to three members
and the demand for having a professional psychologist in the test grew;
5. Moving to two part entrance examination (because of the big amount of
candidates);
6. Open and honest information outwards;
7. Big variation in main instruments;
8. Quota for Swedish speaking students;
9. Using phonetics specialists when needed in testing voices of candidates
(Laitinen, 2005).
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JYVÄSKYLÄ UNIVERSITY MUSIC TEACHER PROGRAM ENTRANCE
EXAMINATIONS
The studies of music education in University of Jyväskylä introduce the aims, objectives and
methods of music education. It offers knowledge, pedagogic and attitudinal preparedness for
teaching music at upper level of comprehensive school and upper secondary school together
with the abilities to make music educational research and to understand it. The main subject
examination qualifies students to be a music teacher in the mentioned levels and furthermore
to be working in the free educational institutes for adults. Music education is typically
extensive and many sided. In the studies there are courses on western music but also on music
cultures from all over the world, popular music, music technology and the use of it in music
teaching. University of Jyväskylä gives also possibilities to become a two-subject teacher.
That is when a student chooses another subject as the second subject besides music education.
There is also a possibility to carry out the studies of an elementary classroom teacher
simultaneously with the music teacher studies. This is one of the strengths in Jyväskylä
University: future teachers may have more qualifications in different fields of education than
those which music teacher education alone can offer (http://www.jyu.fi/hum/opiskelijavalinta
/valopas05/musiikkikasvatus).
The entrance examination in Jyväskylä University music education programme is also divided
into two sections. The first part includes tests in piano playing, singing and second
instrument. The test includes free accompaniment part, which is played “prima vista” from
given notes with chord markings and a written melody. In singing test the candidate must sing
two different style and different language songs. One of them is given beforehand and it is
sung with the piano accompaniment. Instead of the second instrument, a drama performance
or a dance performance are also possible. In the first section of entrance examinations there is
also guitar playing, free accompaniment and improvising tests. After these, the testing
continues with the sol-fa test (including melody, accords, rhythm and tone resolution ability
testing).
The selected candidates are called for the second section of the entrance examination. It starts
with a test in music history and different styles (includes listening). Next part of the test
focuses on cooperative abilities and it is done by a group of candidates. The last part is
personal interview and psychological tests (http://www.jyu.fi/hum/opiskelijavalinta
/valopas05/ musiikkikasvatus).
The emphasis of the tests is:
BACKGROUND POINTS (PAPERS, EARLIER EXAMINATIONS ETC.)

MAX 20 %

SECTION 1

MAX 48 %

Part A:
Part B:
Part C:

- Piano playing, singing, second instrument
- Guitar
- Free accompaniment, improvizing
- Sol-fa

SECTION 2
1. Music history and knowledge of the styles
2. Cooperation abilities (Group test)
3. Personal interview and psychologic test (Kautto, 2005).

24 %
8%
8%
8%

MAX 32 %
10 %
10 %
12%
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The Entrance examinations in Jyväskylä University have been changing towards the
estimation of the aptitude and many sided musicianship abilities. The changes are based on
the feedback from working teachers and research. During the last decades the skills and
abilities of the candidates have become more many-sided but in the pedagogic orientation or
division of sex there have been only small changes. The basic line of the entrance
examination has been quite the same during all years and big changes have not taken place.
The guitar-playing test was made obligatory and it has lead to better results in that area of
instrumental skills (Louhivuori, 2005).
The ideal type of a student for Jyväskylä University would be motivated for music teacher’s
work, many-sided and talented, socially capable, exhilarating, enthusiastic, innovative and
determined to a music teacher. The difficulties in estimating the candidates lie in social skills
and also in determination for music teacher’s work. Although Jyväskylä University has not
specially studied the situation with the graduates, they have information that most of their
graduates are working in the upper level of comprehensive school and secondary school as
music teachers (Louhivuori, 2005).
The focus of music teacher studies at Jyväskylä University has been multicultural education
and teaching-learning research connected with developmental psychology. The multicultural
point of view is not seen remarkably in the entrance examination. Part of it is, of course,
tolerance and many sidednesses, which are seen in entrance exams (Louhivuori, 2005).
The pressure towards entrance examination is to make it shorter and simpler. In Jyväskylä
University there has been done some research about the graduates and their work, but it was
done mainly in 1990’s.
OULU UNIVERSITY MUSIC TEACHER PROGRAMME ENTRANCE
EXAMINATIONS
The music teacher education in University of Oulu is aiming mainly to educate music teachers
for upper level of comprehensive school and upper secondary school. This is clearly
mentioned in the information from the university. The curriculum of the education
programme is made up to correspond to the reality at school as well as possible (Ruismäki &
Väkevä, 2003, 44). It focuses on flexibility, optional and independent initiative in the planning
of studies. The education gives the degree of Master of Education, and it is planned to last for
five years but may be done even faster. The main subject for the students is music education
(http://wwwedu.oulu.fi/ ktk/valinta/val_05/index.htm).
The entrance examination in University of Oulu is divided into two sections like in the two
other universities. The first section focuses on free accompaniment and sol-fa abilities of the
candidates. 54 of the first section candidates are called to the second section of the tests
(Ruismäki & Väkevä, 2003; http:// wwwedu.oulu.fi/ktk/valinta/val_05/index.htm).
The second part includes a teaching session, personal interview, main and second instrument
playing, a test including given material, music theory test and voice instruction. Each part of
the tests is estimated within a scale 0-25. The free accompaniment test consists of
accompanying one’s own singing on the piano from notes, which include chord markings.
The jury will also test the candidate’s ability to put accords in a given melody. A voluntary
improvisation example may also be given. Besides the piano the candidate may use accordion,
guitar or kantele in the free accompaniment test. Sol-fa test focuses on tonality and main
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chords of the key and also tests the sense of rhythm. The teaching session lasts 10 minutes
and the idea is to teach a song to the group of pupils. Personal interview takes place in the
same situation. The candidate will show his abilities using main instrument, second
instrument, band instruments and singing. He may also use his own instrument. The test using
the given material is different each year, and it focuses on the informational and mental
qualities. The music theory test concentrates on knowledge of music theory, abilities of
analysing and abilities to harmonize given melodies. The voice instruction is done when it is
necessary (http://wwwedu.oulu.fi/ktk/valinta/val_05/index.htm).
The emphasis of the tests is:
SECTION 1
- Free accompaniment
- Sol-fa

SECTION 2
- Teaching session and personal interview
- Musicianship abilities
- Material test (given material)
- Music theory
- Main and second instrument playing abilities
- Voice instruction when needed

MAX 30 %
20 %
10 %

MAX 70 %
25 %
15 %
9%
6%
15 %
17%

(http://wwwedu.oulu.fi/ktk/valinta/val_05/index.htm).
The developing of the entrance examinations has been one of the basic ideas in the music
teacher programme in the University of Oulu (Ruismäki & Väkevä, 2004, 43-55).
The entrance examination in music teacher education programme in the University of Oulu
has achieved quite a lot on the same basis as it was in1993, when the education programme
was established. Still, a couple of changes have been made to improve the examination
(Klintrup, 2005, 1). The biggest change was moving the instrument examinations from
section 1 to section 2 in 1999: that left only free accompaniment and sol-fa in section 1. At the
same time the book examination part got a given material part in it. Also, the 11-point drop
out line, which was in section 1, was taken away from the examination. Also, in 2005, the
book examination was removed from the examination. This shows that entrance examinations
in University of Oulu have been under constant renewal (Klintrup, 2005, 1).
Reasons for continual renewing have been various. The economic and organisational
(administrational) reasons have directed changes to some extent (for example, moving the
instrument examination to section 2 was caused partly by these reasons). In Oulu it was also
decided that the information from instrument skills in section 1 was not helping in selection.
The change has proved to be successful (Klintrup, 2005, 1). Also, the book examination
seemed to correlate badly with the musical abilities and skills: the book test had a negative
effect and it dropped out many talented candidates. Potentials and abilities connected with the
written form together with the scientific thinking are, of course, important parts of the
entrance examination for the music teacher education programme in Oulu. The decision of
taking away the 11-point drop out line from some parts of the examination was meant to be
giving more possibility to look at the entrance examination as a whole. Formerly there were
25
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quite many dropouts due to instrument playing and free accompaniment juries. We would like
to see the meaning of educability more clearly in the entrance examinations (Klintrup, 2005,
2).
The changes in candidates’ sex show distribution that the amount of male candidates is
dropping quite dramatically (2002: 1 male; 2003: 4 male; 2004: 3 male, 2005: 6 male
students) (Wright, 2001; McKeage, 2004) compared to that of the females. The musical
abilities and skills seem to have been dropping a little bit. The increased education in pop and
jazz music area at music schools and in some conservatoires can be seen also in candidates for
University of Oulu: fewer good pop-jazz instrumentalists are coming to music teacher studies
because they have other possibilities in pop-jazz programmes of some conservatoires and
polytechnics education. Also Sibelius Academy has educational programme for jazz
musicians (Klintrup, 2005, 2).
The amount of those candidates who would like to be music teachers simply because of
musical reasons has dramatically dropped: fewer good instrumentalists are coming in. Also,
the variety of choice of instruments has decreased and most of the candidates are now pianists
or singers (Klintrup, 2005, 2). One important change can be seen in the amount of the
candidates coming to entrance examinations from the polytechnics studies. In pedagogic
abilities, it is difficult to see any changes (Klintrup, 2005, 2).
“From the beginning of the whole programme the entrance examinations have been working
extremely well” (Klintrup, 2005, 2). This must be one of the reasons that have kept the
entrance examinations on the same basis all the time in University of Oulu. If the
examinations measure the abilities needed in the actual music teacher’s work, they can be
considered good. The consequences of the last changes in examinations seem to increase the
possibilities of male candidates to succeed in entrance examinations better than before
(Klintrup, 2005, 2). This might be because the female candidates seem to be more eager to
read for the examinations than the male candidates are. The amount of male students is slowly
rising to the level that was in the beginning of the education programme.
“The ideal student for Oulu university music education programme would be open, curious,
enthusiastic and responsible. She (or he) should have a healthy self-respect and she should be
willing to learn new things and skills. She should be persistent and art-interested in heart. She
should also be musically many-sided and have an ability to pedagogic and scientific thinking”
(Klintrup, 2005, 2).
“Of these mentioned qualities it is difficult to measure, for example, the ability to be persistent
and target-oriented. Also the ability to cooperate and work in a group of people is difficult to
estimate, as well as the ability and skills of interaction when facing difficulties at work. The
tolerance towards human differences and special students together with the increasing
multiculturalism are some of the big challenges, too” (Klintrup, 2005, 2).

The placement in working life seems to be successful among the graduates of the University
of Oulu music education programme. They have been placed in all levels of music teaching at
schools, music schools and conservatoires. Most of the jobs of music teachers in the northern
part of Finland (Lapland) have been taken by former students of this education programme in
Oulu. It is also interesting to notice that more and more candidates want to have music as a
second subject or they want to complete their qualifications by music studies connected with
elementary classroom teacher studies. Doing so, they want to qualify for working in
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combined classroom teacher and music teacher positions. This same development is also seen
among the students of Jyväskylä University (Klintrup, 2005, 3).
From the beginning, the music teacher education in University of Oulu has focused on the
afro-american music tradition. In section 1 of the tests there lately has been tendency of
focusing on the bodily and music movement. The musicianship in a broad sense (here: ability
to improvise, ability to invent and create, ability to variate, communicate, react and to
coordinate all body movements etc.) has been brought up as an important part of music
teacher ship (Klintrup, 2005, 3).
The latest pressures towards the entrance examinations have occurred in the direction of
“lightening” the two-section examination. It is a matter of resources and money. Not much
has happened in the field of research on the entrance examinations lately. Thus, there is
research going on concerning the reasons for delay of studies in the music teacher
programme. This research also focuses on finding place in labour market after studies at
University of Oulu.
DISCUSSION
Entrance examinations of the three universities educating music teachers in Finland are quite
alike. It is obvious that during the long existence the oldest unit, Sibelius Academy, has
developed the entrance examinations into the type it is nowadays. The other two universities
seem to have taken ideas from Sibelius Academy’s entrance examinations and added some of
their own variations to it.
All three universities typically use two part examinations in which the candidates are rated
after the first part and the best of them are admitted to the other part of the examination. The
emphasis of the sections seems to differ quite a lot in the three universities, but a thorough
examination shows that the entrance examinations on the whole measure and assess the same
qualities. They may differ in concepts but the content of the examinations is quite the same.
The clearest difference seems to be that University of Jyväskylä is giving candidates points
taking into consideration also the application papers. The best possible percentage from that is
20 % while the other universities do not give that kind of points at all.
Table 1: Emphasis of the entrance examinations in three universities

ENTRANCE
EXAMINATION AREA
Background points
Section 1
Section 2

THE EMPHASIS OF

THE EMPHASIS OF

THE TEST IN
SIBELIUS ACADEMY

THE TEST IN
JYVÄSKYLÄ
UNIVERSITY

UNIVERSITY OF
OULU

25,0 %
75,0 %

20 %
48,0 %
32,0 %

30,0 %
70,0 %

THE EMPHASIS OF

THE TEST IN

The idea in all entrance examinations is, naturally, to get the best possible students in the
university. Professional music educators have planned the examinations in all the units, and
their points of view are seen in what the percentages of the exams are focused on. The vision
of the ideal student for music teacher education seems to be quite similar in all universities
when we analyse the emphasis of the exams. The emphasis has not changed much during last
decades (See Laitinen, 1989; Liukko, 1998). That is quite natural, because the entrance
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examinations are checked annually and small changes can easily be made when it is needed.
All music teacher education units share the idea of offering a place for music teacher
education to good or the best candidates willing to get in. The principle is common and the
variations defining a good candidate are quite similar in all universities. Using this point of
view we could ask a question: What would the possible advantages or disadvantages be if the
music teacher education in Finland would moved to shared entrance examinations, where the
candidates would be tested at the same time for all universities?
The changes in the society and in music (See Elliot, 1995; 1996; Regelski, 1996; Swanwick,
1996) have had an effect on entrance examinations when they have been radical enough. For
example, emphasis has been laid on free accompaniment lately in exams of different
universities. Also the ability to teach (measured in the teaching session of the exams)
whatever it may mean, seems to have different names in universities. From that point of view
it is difficult to compare the contents and focuses of the entrance examinations by using only
the percentages of emphases.
Schoolteachership, musicianship and educability are the qualities, which are tested in entrance
examinations of all three universities – they are only put in the examinations in different
places and under different names. A personal point of view is seen in Jyväskylä University
giving 20 percent of points from earlier studies, matriculation etc. This is not done in other
universities, which use application papers only to choose candidates for the first round of
examinations. Sibelius Academy entrance examinations prefer to estimate candidate’s
suitability for education by using test for checking main and second instrument skills, singing
without accompaniment, rhythm and melody imitation, free accompaniment and playing the
piano by ear. All this seems to measure general musicianship. In University of Oulu the way
to second section of the exams goes through an approved test of free accompaniment, test of
sol-fa and estimation of general musicianship. The specific feature in Oulu is the estimation of
general musicianship skills and abilities by using also band playing as a part of test.
As the title of this article states: it is interesting to speculate on the requirements set for a
music teacher in school of today and especially in future. It seems that the present entrance
examinations take into consideration the needs of the close future reality of school
achievements quite well. It is more difficult to predict the changes in work of a teacher in
future. That points out the needs of focusing entrance examinations more on the candidate’s
capability to endure stress or ability to cope with different children and adolescents, which
needs a special education. What might the status of music teaching in future school be and
how should the music teacher education react to the possible changes in it? Will there be
enough lessons or should the music teachers become professionals in, for example, physical
education or some other school subject, too.
The questions, which were sent to university professors and other teachers in music teacher
education, show that the entrance exams have been in basic lines almost the same for a long
time with no big changes. The fact is that universities share the responsibility for their
students’ graduation in good time. The skills and abilities of the students have become more
many-sided (Jyväskylä) but, on the other hand, have become worse a little bit (Oulu). The
answers concerning this question have some incongruity within universities. The pedagogic
orientation had not undergone remarkable changes during last year. The distribution of sex
has been quite the same, only in the University of Oulu the amount of male students has
dropped a little. The three different universities have found their entrance examinations very
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functional. The relationship between the entrance examination and the success in studies has
not been studied in any of the three units.
The ideal student for the education seems to be a skilful, right personality who has a good
motivation for studying. The features of a good or ideal student are quite similar. The same
qualities have been observed in many former researches (Ruismäki, 1991, 159-163). In the
entrance examination, it was difficult to abserve long-term motivation, commitment to music
teacher’s work and reacting to problem situations. Typical working field of a music teacher is
teaching music in upper level of comprehensive school and secondary school. The profile of
the music teacher education is to some extent being also built in entrance examination tests.
There seems to be some level pressure in every university requiring to make those
examinations easier and make them, if possible, to fit in one day only for economic reasons.
It is interesting to speculate on the effect of different emphasis in the entrance examinations in
different universities. It is easy to see, that in personal interview section the development in
late 1990’s has been positive because of adding an expert in psychology in the juries. This has
surely improved the selection and removed possible mistakes in choosing the students for the
education programme. Before this improvement, every year there were some occasional
miscalculations in selections of students who succeeded thanks to good musical abilities and
skills though their suitability may have been very low. This was possible in University of
Oulu and Sibelius Academy where the selection was possible (by compensation) if the
candidate did not succeed in some part but did very well in another part of entrance
examinations.
Earlier the judgements of the jury may have been correct, but this was not seen as a major
factor for not taking the student in the programme. The situation in personal interview
requires most professional, experienced and ethically high standard jury if it is taken as a
discarding division. Although this may happen in separate and occasional cases, it must be
taken seriously: the interview may be the part of entrance examinations which leads candidate
away from music teacher’s pedagogic studies.
Generally speaking, the same problems can be seen in the group of successful candidates,
such as better teacher characteristics, musicianship and other qualities in the different
universities. Still, it is impossible to find the direct correlation between these qualities and
exactly the entrance examinations proper; they may also have been caused by music classes at
school, the development in music schools and conservatoires or other general development in
the whole society and in music culture. One of the most difficult areas in the entrance
examinations is the assessment of mental strength and renewal ability required by a music
teacher’s demanding field of work. During the years of music teacher education the fact that
education has been dominated by women (as students) is evident.
Typical of all entrance examinations in every university was the fact that professionals
speculate on impugn and develop the exams all the time. The response from applicants, test
group students and juries, pure statistics, congruence between different members of the juries
and from the administration personnel has been taken seriously throughout the exams. For
example, assessing the academic study abilities, the members of the jury, information given
before about priorities in the entrance examinations, raising the value of suitability, cleaning
different sections of the entrance examinations from effects of other sections, speculations on
the value of book test, given material-based tests, the value of personal interviews and
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psychological tests and educating the juries testify to a strong wish to improve the entrance
examinations on the whole.
In the background of the process of improving the tests there are discussions about values,
directions in education, needs of an individual music teacher and the whole culture in the
education in which the problems have been widely speculated on and improvements have
resulted in a change. These discussions have taken place in all universities on many levels:
students, educators, professors and administration level. The qualification of a music teacher
gives quite wide competence for working in different fields of music education: music teacher
at school or music schools and conservatoires or to work as a freelance musician. This kind of
wide-range qualification is well assessed of entrance examinations of Finnish music teacher
education units.
Candidates who have been selected as students in the education programme are especially
skilful in many fields of music. We could ask the following question: Are they already too
skilful for working life? Sometimes it is asked whether music teachers are overeducated or
educated for wrong type of assignments. These speculations including value discussion are
needed all the time among the personnel in universities who plan and execute the entrance
examinations. Personally we, as teacher and music teacher educators, see that a music
teaching classroom teacher or music teacher is a wide-range educator, a professional in whose
work the elements of music and education are interconnected in a most complex way. Still in
the background of both elements there is a beautiful ambition to help pupils to find the right
keys to a good life bringing quality elements in it.
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ABSTRACT
School music education in Finland is facing big challenges. Children are all the time more and more
taking interest in music and want to learn it, but the school music education is not optimally meeting
the needs of children and adolescents. Thus, music teaching should be reconsidered to make it more
suitable for the modern world. The goal of this paper is to help teachers and administrators to develop
school music education. I explore pupils’ experiences in music lessons and try to uncover the good
and bad sides of the Finnish school music education. The target group consists of 426 pupils, aged
from 14 to 17 years, of the comprehensive schools and gymnasia all over Finland. The data were
collected through the Internet with a wide written questionnaire. This part of the research project uses
only qualitative data: students’ answers to open-ended questions. The results show, among other
things, that school music education at the upper level of comprehensive schools and in gymnasia is not
organized according to the national core curriculum, and it causes several disadvantages especially
for the contents, methods and arrangements of teaching, social interaction, and the assessment of
learning.
Keywords: school music teaching, school music learning, school music curriculum, music learning
assessment, praxial music education.

BACKGROUND
Arrangements and resources of school music education
In Finland, music is studied at the comprehensive school and the general upper secondary
school, i.e. gymnasium, but the amount of lessons and contents of teaching vary. The first
seven years of the comprehensive school music is a compulsory subject, but in the eight and
ninths classes optional together with the visual arts: pupils may choose to study either music
or arts. The target group of this study consists of the eighth class students of the
comprehensive school and of the second-class students of the gymnasium. In the eighth class,
students who have chosen music have one compulsory music lesson per week, and in addition
to it, they may choose optional courses. Thus, the students in the eighth class of the
comprehensive school may have no music lessons at all, one lesson per week or – because of
the optional studies – even more than one. In gymnasia the situation is still more complicated,
but usually, students have one music lesson in the first class and after that only optional
course. In primary schools subject teachers teach by class teachers, but at the upper level of
the comprehensive schools and in gymnasia – music teacher.
The most criticized fact in music education arrangements in Finnish schools is apparently the
small amount of lessons. Usually students at the upper level of the comprehensive schools
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have only one lesson per week, and music is a compulsory subject only during one year. The
situation at gymnasia is similar; it’s difficult to carry out all the noble intentions of the
national curriculum within such a small amount of lessons. Because of the big student groups
and small amount of lessons, it’s difficult to perseveringly train playing skills, and music
teaching is mostly concentrated on singing together and listening to music (Jaakkola, 1998,
19).
At the same time, it can be seen that teaching and education at Finnish schools have become
more complicated (Kiviniemi, 2000). The amount of disruptive behavior and dropout students
has increased. The classes are more heterogeneous, and it makes teaching of big groups
difficult: teachers lack sufficient knowledge and chances to solve educational problems.
(Virta & Kurikka 2001, 59).
In Finland, the material basis of school music education, e.g. classrooms, musical instruments
and audiovisual equipment, have traditionally been relatively good. According to many
researches, more than half of the music teachers are satisfied with rooms and tools. However,
they are more dissatisfied with schoolbooks of music (Nikali, 2003, 36; Ruismäki, 1991, 101).
Teachers feel that it is difficult to sufficiently find current songs properly notated and
arranged for school use. Another problem is that teachers don’t know enough about modern
pop music and – in many cases – don’t like it, and they find it difficult to teach music which
really is close to students. However, the understanding of the cultures of the youth is a crucial
way for the teacher to learn about the students’ inner world (Lehtonen, 1989, 510).
Goals of school music education
The goals, contents and other arrangements of music teaching are defined in municipal
curricula which are based on the national core curriculum by the National Board of Education.
The national core curriculum says that the goals of teachers’ work are both teaching and
education. The principal goal of the comprehensive school and gymnasium is to make
children active members of the society and strong of their cultural identity. The schools try to
support every student’s own cultural identity by giving possibilities to many-sided growth,
learning and development of healthy self-esteem so that he/she can acquire knowledge and
skills for the life. To make this possible, the values of the school system include paying
attention to different learners. Also the development of students’ abilities and will to critical
thinking, cultural creating and lifelong learning are seen as important tasks of school teaching
(LOP, 2003, 3; POP, 2004, 12).
According to the definition of the National Board of Education, the tasks of school music
education include, among other things, to help students to find their musical interests,
encourage them to musical activity, provide them with the means of musical expression, and
to support their comprehensive growth. Students should also understand that music is
connected with the time and place. It’s different in different eras, cultures and societies, and it
has different meanings for different people (LOP, 2003, 170; POP, 2004, 230). Thus, the
teacher’s task is not to go through certain contents but to get the student to see music as an
important thing, learn to express him/herself, and to develop as a human being. In my
opinion, these tasks are realistic; every student can learn them at some level, because music
already belongs to the life of every Finnish child and adolescent. The success of music
education mostly depends on the fact that the teacher doesn’t make students grow out of
music – that the students don’t get negative experiences in music making and their own
abilities so that they deny the value of whole music.
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Contents of teaching
In the core curriculum, the contents of music teaching are defined broadly. They consist
mainly of singing, playing instruments and listening to music of all styles and genres.
According to the core curriculum, it’s important to get students to try out their own musical
ideas by improvising, arranging and composing with, for example, voice, singing, musical
instruments, dancing and technology (POP, 2004, 230–231). Teachers should take notice of
students’ different musical orientations and skills so that everyone can feel tasks to be
meaningful (LOP, 2003, 170). The focus of the contents is on the students own music making
– on the development of musicianship. Thus, the conception of music education is clearly
more praxial than esthetic (Elliott, 1995, 2005; Regelski, 1998). Music is not regarded as a
collection of esthetic objects, and the value of a piece of music is not universal, unchangeable,
timeless, independent of the listener and transcendental. Instead, music is fundamentally seen
as goal-directed human activity, as something that people do (Elliott 1995, 39).
The present national core curriculum is founded on the constructivist conceptions of
knowledge and learning as well as on the praxial approach to music education. This basis
should produce student-oriented – progressive –conception of teaching (Anttila, 2004, 28–31),
which means that the main task of the teacher is not to teach music but the child. It’s not so
important to go through certain contents but to get the student to develop his/her own
schemata of knowledge, skills and affections connected with music. If the teachers conform to
the core curriculum, every student has good possibilities to be motivated and to feel some
kind of music as a significant factor in living. Nobody loses his/her confidence in their own
abilities and possibilities to musical activity, but learns individual ways of music making,
listening to music and in many ways taking pleasure in it. The core curriculum accepts the
fact that there are many kinds of music genres and cultures which all are valuable. That’s why
school music education should utilize not only the teacher’s music but all kinds of music and
music making which serve the development of students.
Assessment of school music learning
Also the assessment criteria are determined in the national core curriculum. The purpose of
the assessment is to motivate and guide studying by describing how well the student has
reached the goals (LOP, 2003, 186; POP, 2004, 260–264). The basic criteria are, for example,
the students’ activity and attitude during lessons, skills to sing, play and listen to music, and
knowledge of different kinds of music. The teachers are told to collect information about
students in several ways, the evidence must be many-sided. The criteria and practices of
assessment must be public; students and their parents must know them. According to this, the
core curriculum says that the final assessment of students must treat students equally and be
comparable – of same kind – at every school (POP, 2004, 264).
GOALS AND METHOD OF THE STUDY
The first goal of this article is to explore what the students at the Finnish upper level of the
comprehensive schools and general upper secondary schools think of their school music
education. I explore schoolchildren’s experiences in music lessons and try to uncover the
biggest problems of the Finnish school music education; in what aspects it doesn’t meet the
needs of children and adolescents. The other goal is to help teachers and administrators to
develop school music education.
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The target group consisted of 426 students all over Finland, aged from 14 to 17. 326 of them
studied at a comprehensive school and 100 at a gymnasium. 56 % of the students were female
and 46 % male. The data were collected through the Internet with a wide written
questionnaire. The students of the target group were asked the following open-ended
questions:
1. Why do you like or dislike music lessons and music studying?
2. What are the music grades based on? Is the assessment appropriate and fair?
3. What is the teacher’s attitude towards pupils, especially towards you, and
how it influences your learning motivation?
4. How would you develop school music teaching in order to make it more
meaningful, interesting, motivating and useful?
RESULTS
As to the answer to the open-ended question “How would you develop school music teaching
in order to make it more meaningful, interesting, motivating and useful?”, only 65 students
told that they wouldn’t develop it at all. They were satisfied with the teaching, because they
felt it to be meaningful, interesting, inspiring and in a useful way concentrating on practical
music making – singing, playing and listening to music. However, most students saw many
possibilities to make music education better. The proposals could be divided into four themes:
•
•
•
•

the contents and methods of teaching,
arrangements,
the teacher,
the assessment of learning.

CONTENTS AND METHODS OF TEACHING
In the answers, the most common targets of criticism were the contents and methods of
teaching. Students wanted more singing, playing instruments, dancing and other kinds of
musical activity in practice. Also according to the Finnish national core curriculum and the
praxial approach to music education (Elliott, 1995, 2005), school music education should put
the emphasis on practical music making, on the development of one’s musicianship.
However, the students felt, that it is not optimally coming true. Music theory and history were
felt to be taught too much. The problem may be in the fact that students have to remember
insignificant details by heart (e.g. intervals, scales and Italian terms) without being able to
connect them with practice. Music teaching can be meaningful only if the student first has a
significant musical experience, and only then gets its conceptualization through theoretic
terms. Separate theoretic facts are not a very important part of musical knowledge, and the
minor resources of school music should not be wasted to them. At the worst, it may even
alienate students from music studies.
The students wished to learn especially such music making forms that are useful in modern
world outside the school. According to K. Swanwick (Swanwick, 1996, 41–42), school music
has across the years formed its own subcultures and dropped out of the surrounding world. A
good example is Orff-pedagogy based on the pentatonic scale and including decorative
ostinato and glissando. This music composed for Orff instruments has no connections with
any other type of music. If the school music is, however, too different from students’ own
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music, it’s difficult for them to be motivated to study it; they tend to be bored. In this study,
many students wanted to be able to play interesting music – close to their own taste and
cultures – in a band with friends, not only to play V. Mozart on the recorder at school. Playing
in a band with friends was seen as meaningful musical and social activity (Tuovila, 2003,
130–138). Students proposed both more instructions in playing band instruments and
guidance for their own existing bands.
Problems will arise if the teacher sees the main goal of music education to be the transmission
of the old cultural heritage – not the development children’s own relationship with music
within their own cultures. In the target group, these kinds of problems were common. I
believe that many teachers strive for progressive teaching but are not succeeding, because
they don’t know enough about the music of young people. In such cases it would be useful, if
the students could take part in selecting the repertoire.
Music listening is nowadays the most popular way of enjoying music in Finland and other
industrial countries. Music can be listened to actively, for example in a concert, or passively
as the background music. The increase in music in the daily environment of people makes
demands to such music education that, among other things, gives skills to conscious listening,
development of creative musical thinking while listening, widening and deepening musical
experiences, development of general knowledge of music, and appropriate shaping of
listening habits (Cutietta & Stauffer, 2005; Elliott, 1995, 78–106; Koopman, 2005, 88–90).
The possibilities of music listening education are huge. While listening, every student may
enjoy and take an interest in music; also students who are unsure of their musical skills may
safely take part in common activity. Thus, dozens of the students in the target group proposed
more music listening at Finnish schools. They wanted to listen to all kinds of music so that
also the newest styles were included in the repertoire.
Arrangements of teaching
It’s difficult to carry out many-sided music education in present Finnish school environment,
because the student groups are big and there are so few lessons. According to students, a good
solution to this might be the increase of optional studies and differentiation of teaching.
Since students are different, why everyone should study or learn the same things? This may
sound daring, but it’s worth being open-minded in consideration. Students of the upper level
of the comprehensive schools and gymnasiums differ from each other in their musical needs,
skills, hobbies, musical self, and attitudes. The present minor resources of school music
education are wasted, if some students have to study basic things they already know, while
the others face too big challenges. It would intensify teaching, if the teacher finds out the
needs and level of every student and shapes the contents and methods of teaching in the way,
which is optimal for every student. In this research some students thought that the easiest way
to student-centred differentiation of teaching is streaming, in other words, ability groups.
They would be beneficial not only for the poorest students but also for those students who
take interest in different kinds of music outside the school. Everyone could have possibilities
to study meaningful contents in their own ways and according to their own schedules.
Some students even wrote that music should not be a compulsory subject at all, but optional –
or music education should be left to other institutions. These opinions are understandable, if
we remember that all the students didn’t feel music lessons to be meaningful. In many cases,
school music education even decreased motivation to take an interest in music, estranged
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students from music. The relationship with music of such students would probably get better,
if they were totally released from the school music lessons.
The teacher
A myriad of empirical studies show that the teacher is a significant factor in school learning.
He/she motivates the student, arranges the tasks, methods and the whole learning
environment, and is the central generator of the emotional atmosphere in the classroom.
Sometimes the teacher is, however, the biggest obstacle to the student’s learning. Learning is
difficult, if the social interaction between the teacher and the student doesn’t work, and if the
teacher doesn’t understand the student’s special characteristics. Also in this study, most
students liked the teacher, but there were many students who had an extremely negative
opinion of him/her. They thought that school music education can be improved – made more
interesting, meaningful, motivating and useful – only by changing the teacher.
It’s important to the student to feel that the teacher is sincerely interested in him/her, and that
the teacher really wants to help the student to develop according to his own possibilities and
goals. That’s why the most shocking answers in the empirical data of this study were those, in
which students described the teacher’s attitude towards student as angry, beastly, unfair,
outrageous or even “crap”. The students felt that teacher disliked students and humiliated
them. It’s natural, that a student with this kind of a teacher can’t regard music lessons as
positive and be motivated to learn. His/her music lessons are stressful, oppressive, painful and
traumatic. The student’s mental activity is not focused on learning but on coping with the
war-like emotional storms. According to researches, this kind of relationship between the
teacher and the student always makes the student to be alienated and demotivated (Birch &
Ladd, 1996, 209–212).
Some students said frankly, that in a negative atmosphere, it was not possible to study. For the
teacher, it was not enough to offer knowledge in an appropriate form. In addition to this,
he/she had to be able to create a close and positive, human relationship with every student;
only then the student could feel studying as significant and be motivated. Thus, the didactic
models were relevant only in positive atmosphere; whereas in negative emotional atmosphere,
it was almost the same what or how the teacher tried to teach. Both studying and learning
remained poor. Similar results have been obtained also in researches on studying other
subjects at gymnasiums (Kosonen, 1991, 142–148) and universities (Anttila, 2000, 118–122).
An interesting detail was the fact that 70 % of the target group liked the music teacher, but
only 6 % felt that the teacher liked the student. Students’ liking for the teacher was
unrequited. Classrooms may still be, on teacher’s part, such deserts of emotions as Flanders
(1960) decades ago described them. Maybe teachers don’t have positive emotions for students
or they don’t express their emotions.
Assessment of learning
According to this study, there were four big problems with the assessment:
•
•
•
•
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The students didn’t know the criteria of assessment, because the criteria were varied
and vague;
Assessment was not comparable – of the same kind – at every school;
Assessment of qualitative music learning with one quantitative grade was mindless;
The methods of assessment were one-sided.
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In the Finnish national core curriculum, the main purpose of the assessment is to motivate and
guide students by describing how well they have reached the goals. The assessment should be
focused on learning and advance, be fair and based on many-sided evidence (LOP, 2003, 186;
POP, 2004, 260–264). Assessment powerfully shapes students’ motivation and learning.
According to the cognitive psychology, the reality as such is not harsh, but students’
conceptions of the assessment are. For example, if the student believes that assessment is
based on activity during lessons, he/she tries to be active, although the teacher gives grades
according to the results in exams. That’s why students have to know the assessment criteria
well. In this study, many students didn’t know them. They had various opinions of what the
music grades were based thus even in the same class. Assessment was seen to be based,
among other things, on the student’s activity and behaviour, learned skills, native talents,
musical hobbies, exams, class culture, luck, and on the teacher’s knowledge of students. Some
of these criteria are in the national core curriculum, too, but not all. Evidently there are
different criteria in different schools – or even in one classroom, there are different criteria for
different students. This kind of assessment is not similar to the conceptions in the core
curriculum, because it doesn’t handle students equally.
There are two explanations for this unsatisfactory situation. First, the assessment is not
adequate; and second, students don’t know the real criteria. Whatever the situation is, it’s
alarming. Because of its significance for learning goals and motivation, teachers can’t afford
to exploit assessment in their teaching. They should consider to what directions to steer
studying with the help of assessment, make criteria according to it, and clarify them to
students and their parents so that everyone knows how to get each grade.
Because the assessment varied, it was not comparable at every school all over the country.
Comparability is especially difficult to reach in a subject like music in which teachers,
students and groups are different and musical knowledge is always procedural in nature and
connected with the environment – with the surrounding culture. Musical skills, studying and
learning – as well as the conceptions of skillful performance – vary even in different Finnish
music cultures, for example from classical music to punk. Thus, teachers, students, their
parents and also the National Board of Education should be conscious of the fact that a school
music grade only tells how well or poorly the student has been able to show knowledge and
skills
•
•
•
•
•

in a certain group,
with a certain teacher,
about certain contents (e.g. certain music genre),
with certain working methods,
according to certain assessment methods.

If any factor of the list changes – and they really vary – the grade may change. That’s why I
think that it is impossible to carry out the assessment of school music learning in a nationally
comparable way. It should be acknowledged, and the core curriculum should be built
according to this fact.
It’s always problematic to assess students’ music learning comprehensively and adequately,
because as a whole, music learning is qualitative in nature. In Finnish school music learning,
there are some quantitative contents, but they consist mostly of procedural knowledge,
attitudes and values. The amount of knowledge and skills may be estimated with tests and
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exams, but it’s much more difficult to investigate many qualitative dimensions of music
studying and learning – such as love of music, hobbyism, creativity, metacognitions and other
learning skills (Colwell, 1990; Elliott, 1995, 282). However, all these things are objects of
music teaching and they should also be included in the assessment of learning. Thus, the
quantitative grade (from 4 to 10) is too one-dimensional means to assess student’s learning; it
can’t tell very much to the student and his/her parents. Actually, if the National Board of
Education wants to maintain numeral assessment, one music grade should be divided into
sub-grades so that the student could get different assessments, for example, of interest in
music, activity, trying, listening skills, singing, playing instruments, theory, history, learning
skills, and of social skills, i.e. how well the student relates to the teacher.
Because music learning is qualitative, the methods of assessment should be qualitative, too.
That’s why the use of process- and self-evaluation should be increased. The most well-known
method of this kind of methods is portfolio assessment. In this study, not a single student
mentioned anything of process- or self-evaluation. They were not used in Finnish schools,
although in the core curriculum, they have an important role in supporting, among other
things, students’ knowledge, learning skills and motivation. Self-evaluation is a good way of
supporting students’ individual studying, too. As I already have pointed out, music learning is
individual which differs in its nature, manifestations and results. Students differ from each
other in their former knowledge and skills, values (e.g. music taste), former learning
experiences, attitudes towards music learning, temperament and ways of social interaction. In
a music lesson, each member of the group learns different things. Thus, in order to catch the
characteristics of every student’s learning, assessment should use several and various methods
and be qualitative.
CONCLUSIONS
1. Music belongs to everyone. The right of making, creating, listening to and enjoying
music in one’s own ways should be one of the self-evident human rights. School
music education has an important role in Finnish culture. However, it has big
problems in facing the challenges of the present society. Many things must be
changed. Today, school music education actually alienates many students from
music; and so, it is against the national core curriculum. Music teaching can’t only
transfer historical heritage, it should be able to develop children’s and adolescents’
own relationship with music within their own cultures. The Finnish national core
curriculum is based on the praxial approach to music education; and according to it,
school music education should put the emphasis on practical music making, on the
development of students’ own musicianship. The contents of teaching should be
useful also in the world outside the school – in students’ everyday life. Only then
school music teaching may be significant and stay alive.
2.
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In the present economic situation of the country, student groups are big and
heterogeneous. At the same time, the amount of music lessons at the comprehensive
school and gymnasium is small. At lessons, some students get bored; because they
consider the contents as too easy, while some other see them as too difficult.
Traditional teaching can’t reach every student also for the reason that students have
different musical tastes and cultures. The only way to make school music education
to better meet every student’s needs is the increase of optional studies and
differentiation of teaching.
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3.

Teachers are human beings, of course, and sometimes they may be tired or even
bored, but they should always act in a responsible, professional way. It’s difficult to
understand teachers who dislike students and humiliate them before classmates. For
such teachers, there should be organized some kind of feedback system, supervision
of work, so that they could get necessary understanding of the effects of their
behaviour. In public Finnish discussion about the comprehensive school, there are
problem children and problem parents, but no problem teachers. Bad teachers are a
taboo.

4.

According to this study, assessment of music learning is not based on the national
core curriculum. The criteria and practices of assessment are not public; students and
their parents don’t know them. Assessment doesn’t handle students equally and is not
comparable at every school. The assessment methods and their information are not
many-sided. And finally, one numeric grade is not a meaningful way to describe,
how well the student has reached the music learning goals, which are mostly
qualitative in nature. The situation can be improved only if the National Board of
Education admitted that assessment couldn’t be nationally comparable and numeric
but individual and qualitative. Clear guidelines of assessment methods and their
applications should be included in the core curriculum so that every teacher can
easily apply them in his/her daily work with all kinds of children and adolescents.
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ABSTRACT
The article analyses the problems of music interpretation: the historical aspects of interpretation
theory, the problems of an object, a subject and perception of a creative work, the concept of the
interpretative search, of music stylistics, music performance technique, problems of creativity of an
artist, the models of interpretative thinking, the relation between a performer and a user and etc.
Moreover, the urgency of the music interpretation subject in the curriculum of Music Pedagogy
studies is substantiated. The importance of development of interpretative skills is revealed as one of
the most important components in music teacher training in universities.
Key words: music interpretation, music performance, personality, music teacher.

INTRODUCTION
The theory and methodology of music interpretation science, the history of performance art
are traditionally attributed to the sphere and the scientific trend of musicology only
theoretically. This important field of music research is often delegated to music practitioners
themselves. It more often functions as an applied scientific part of performance art studies,
and is mostly integrated into the studies of a performer. Thus, the studies of music
interpretation have the closest connection with music performers. However, music
interpretation, broadly speaking, is not only the object of musicology sphere and music
performance studies. It comprehends the broad field of music studies, and at the same time,
exceeds its bounds, broadly integrating into other arts (literature, fine arts, theatre, cinema,
etc.), humanities and social sciences.
Analysis of the science of music interpretation was not confined only to problems of a
traditional music theory and history. It finds room for fundamental problems of art, culture,
aesthetics philosophy, phenomenology and methodological hermeneutics of interpretation,
problems of semiotics. It comprehends not only the spheres of art aesthetics, but also those of
human consciousness, sensual cognition, and intuition, intentionalism and music psychology.
Interpretation as a pedagogical concept, its problems in education of a personality in general
and music pedagogy was not emphasized and investigated separately. However, in one or
other way, it reflected in the analysis of the problems of a child’s perception, thinking,
creativity, and improvisation. Investigating the process of children education, seeking to make
it more effective, scientists tried to include feelings, imagination and even body language of
children into the process, evoke curiosity, active interest in material being taught.
Manifestations of interpretation can be felt in the theories of the first music education
theoreticians such as E. Jaques-Dalcroze, C. Orff, Z. Kodaly. Later, in one or other way, it
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develops in the works of M. Montessori, S. Suzuki, H. Gardner, E. Willems, E. Gordon,
R. Stainer, W. Dowlin, W. Harword, C. Cameron, B. Asafjev, B. Teplov.
In the modern, quickly changing world, in the kaleidoscope of globalization and the change of
values, the education of a creative personality becomes very urgent. A look of education
philosophy and pedagogy scientists more often turns into various aspects of a child’s
communication, thinking, motivation, creativity and the development of intellectual powers.
The aim of this paper is not to review the development of music pedagogy. Thus, I will limit
myself with the fact that the birth of music pedagogy science inspired the studies of student’s
musical thinking, perception, imagination, their ear and so on. An important place is devoted
to the development of musical skills, creativity and actualization of improvisation of students.
A rapid change of music art, its innovation filled with new means of music expression, the
appearance of new music instruments and improvement of the old ones, or even new
treatment, made music hard to perceive for the listeners. At the same time, the education of a
music listener becomes indispensable. The latter, in its turn, influenced the content of the
studies of a music teacher, and at the same time joined the object space of music pedagogy
studies.
HISTORICAL ASPECT OF THE PROBLEM OF MUSIC
INTERPRETATION
Interpretation (Latin – interpretatio – explanation) is a concept, which means explanation and
commentary of whatever (a text, facts, a creative work, a theory). In music, theatre, literature
and etc. – this is an original performance of a work of art. However, interpretation is also
perceived as the whole of meanings, which are imparted to the elements of any formalized
theory in one or another way.
The concept of interpretation itself is capacious. Interpretation is an instrument or a method
for art critics, and at the same time, the very existence of art is expressed, becoming its main
prerequisite. In such art spheres as music, literature, theatre and etc. (where deciphering of a
text is necessary every time) interpretation is an indispensable condition for the existence of
art.
It should be noted that without interpretation any art form is impossible. As a book (a poetry
collection or a note publication) is not art by itself, until it is on a bookshelf. At best, it is only
an interior detail of a room. If the work of art is not interpreted (performed), it does not take
part in communication; it is as if “frozen”, incapable, it is meaningless. Thus, one of the main
conditions of art is communication, which is impossible without interpretation. Therefore, art
functions and reveals itself through interpretation. Consequently, art is interpretation, broadly
speaking. It can be interpretation of a thought, an idea, a phenomenon, a work of art, a science
or any other object, but it is important for interpretation to reflect their meanings and,
undoubtedly, to impart new ones. There the depth of art is determined by abundance and
variety of interpretations, by autonomy, dynamics and democracy of their space.
Interpretation is mostly noticeable, and as a phenomenon of art is mostly analyzed and related
to arts, where an intermediary between a creator and a spectator, a listener, and in other words
a user of art (a recipient), dominates. However, it does not mean that interpretation without a
performer is impossible, or that interpretative criticism and the criticism of criticism cannot be
the object of interpretation. It cannot be denied that a user of art (a listener, a spectator, a
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recipient) cannot be an interpreter himself/herself. There one should make a clear division as
the concepts of art itself, of a performer of art, a creator of art, an art critic and an art user are
often confused. Of course, a performer (an actor/actress, a conductor, a violinist, a singer,
etc.), a creator (a poet, a composer, an artist, etc.) as well as an art critic, in a wider sense, are
creative workers as their work is connected with creation and its interpretation. In a narrow
sense, some of them (writers, composers, etc.) are creators of art, and others are their
performers, evaluators of art. Figuratively speaking, some of them create certain artistic
images and codify the latter with corresponding artistic symbols (certain combinations of
signs – letters, notes, colours, etc.), others – decipher, read them with the help of
corresponding artistic expression and methods (language, instrument, voice, etc.) and convey
them to the next ones. Though they have many similarities among themselves, still there are
much more differences.
Interpretation is closely connected with an individual artistic personality (with a creator of art
as well as with a performer and an art critic), with an epoch, its socio-cultural environment
where he/she creates, with heritage, traditions and style with its own traditions, schools,
technical equipment and many more of other factors, which in one way or another form and
influence creators of art as well as its performers and critics.
Interpretation is closely connected with history and characteristic traits of epochs, reflecting in
them. As a phenomenon, it is appreciable already in primitive cultures. Scientists and
philosophers of antique Greece, the Middle Ages, the Renaissance and the Baroque already
analyzed interpretation as a phenomenon. However, interpretation as a science, especially art
interpretation, and the gold age of its theory probably is mostly related to the Renaissance,
classical, and especially the epoch of Romanticism when all arts, and in particular music art,
is rapidly becoming more professional. In the latter epoch an independent professional layer
of music performers is finally formed, where not only compositions (a creative music work),
but also their performance become goods in a certain sense. Particularly in the epoch
mentioned above, the industry of professional music comes into foreground, certain concert
organizations – philharmonics – are founded, an independent layer of music performers –
professionals, note publishers, art critics, managers and other layers of society connected with
music industry, appear. The art of music performance starts as if competing with composers,
and separate performers begin dominating as artistic individuals.
The thought of the interpretative theory was stimulated by birth of modern art trends. With
artistic creation becoming more professional, art starts as if losing touch with society. Art
connections with society became significantly complicated; a necessity for art communication
arose, as well as for “interpreters” of art, and at the same time for art “evaluators” - critics.
A need for evaluation of art, as well as for its performance and interpretation, appears. This
factor stimulated the development of art even more, made it more motivated and independent.
The dissemination of a scientific thought and the interpretation theory were influenced not
only by the evolution of art industry, but also by a rapid development of all sciences
(especially the humanities), and the active evolution of a scientific thought influenced by new
scientific discoveries.
In the 19th century and especially at the intersection of the 19th and the 20th centuries a new
socio-cultural environment of European states qualitatively distinguished. Rapid leaps of
economics and technique, the evolution of social consciousness (and even their crises) forced
to present new evaluations to historians, philosophers as well as to culture researchers. Rapid
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and dynamic growth of natural sciences changed the attitude to a human being. New science
trends appeared, while the old ones, having accumulated a lot of new scientific, empiric
information, began to decompose into separate, more or less independent science branches. A
necessity to “revalue” and “inventory” not only historical experience but, having in mind
new discoveries and effects of a scientific technical revolution (or even losses), to form a new
attitude to many phenomena, without leaving behind activity of a human being and problems
of his/her existence, arose.
There was an especially rapid revaluation of values and attitudes in the spheres of philosophy,
history, theology, art criticism, culture and other sciences (medicine, physics, mathematics,
chemistry, etc.).
One more phenomenon, which undoubtedly influenced the evolution of fundamental sciences,
is discernible - the dissemination of separate sciences into narrow, respectively specialized
branches, which in one or another way analyzed common subjects as well. Often different
science branches analyzed the same object. Peculiarly it is related to the research in the sphere
of human origin, his/her activity (distinctively in art sphere), psychics and other research. A
certain merging, even among different sciences, is seen, thus, even certain problems and a
different scientific interpretation arose.
Often some sciences based themselves on discoveries and conclusions of other sciences from
different trends, in such a way substantiating their own truths and discoveries. On the other
hand, this experience even more stimulated the merging, as well as the differentiation of a
science. In this way a science, e.g. philosophy, got deeper and more independent. Art
philosophy, aesthetics philosophy, culture philosophy, including philosophy science itself,
crystallized, decomposed and was still dividing into separate trends and currents
(existentialism, idealism, Marxism, pragmatism, etc.) basing on new experiences. Already in
“Prolegomen” I. Kant noticed that if one wants to treat cognition as a science, “firstly, one
has to be able to describe precisely those features which distinguish it from any other
cognition, and which, consequently, form its originality; otherwise, the boundaries of all
sciences merge, and neither of them can be treated according to its origins. These
peculiarities can conceal in the difference of an object and sources of cognition, or a method
of cognition, or between them, if not among all of them – in such a way, first of all, the idea of
a possible science and its sphere is substantiated” (Kant, 1972, 41).
However, there were so many new discoveries and they made their way to practice so fast,
that they gave a stimulus to fundamental sciences to review and evaluate the obtained
experience in a fresh spectrum. This opened a way to new interpretations, particularly related
to human psychoanalysis, its activity and its effects. The latter, in its turn, inspired even more
instant and deeper development and dissemination of many sciences.
The search for new meanings, their scientific interpretations made the renewal and
development of art philosophy, aesthetics, art criticism, literature, and linguistics more active.
It is needful to mention the fruitful search of literature and linguistics in this renewal process,
which has had a great influence on the evolution of the interpretation theory.
The search for significance of a language, its accuracy, “rightness” was neither new, nor very
contemporary. Already Greece philosopher Plato investigated the problem of a language unit
– the meaning and the rightness of a word. He noticed that one word does not mean anything
at all, that it does not solve the problem of rightness of the meaning, as the naming of it is not
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a single function or the limit of a language possibilities, that a language requires at least a
noun and a verb, and that they both form the primary unit of the meaning (significance) and a
thought of a language. However, even this unit is not a claim to truth, as it obviously depends
on interpretation (the place and the expression of language accents and etc.). In his work
“Teateite ir Sofiste” Plato tries to understand why speaking always means to say something,
but it does not mean that it is possible to say, what is meant to say. Plato admits that a word
itself is neither right, nor wrong, meanwhile, a word combination can mean something, but be
not understandable at the same time. Greece philosopher Aristotel (Aristotel, 1990) thought
alike, adding only that a noun has a meaning and a verb, besides a meaning, has a reference to
time. And only a synthetic combination of both of them is an ambiguous action of affirmation
and negation. This means that one proposition can be denied by another, but it is not true by
any means, it can be both right and wrong. This interpretation of a language meaning
influenced the quest for later research of language meanings.
The studies of linguistics influenced the evolution not only of literature, but also of logic,
rhetoric, philosophy, the scholastic and dogmatic theories of the Middle Ages, the evolution
of theology, especially when it was related to the interpretations of the Bible (it was necessary
to give new evaluations not only for certain periods after breaking away of Anglicans,
Orthodox believers, Protestants, but also to explain the Bible newly in the space of modern
scientific discoveries). It is especially obvious when under the influence of German
hermeneutics the theology science of the 19th and the 20th centuries distinguished itself in
qualitatively original interpretations of the Bible. Many researchers in theology of that period
referred to the competence of German philosophers, representatives of hermeneutics in order
to explain the historicity and ontological origin of the Bible by the means of a critical aspect.
Analyzing the theory of interpretation, the determination of an object and subject concepts,
the search for the ascertainment of interdependent relations and reciprocity become urgent.
They are the problems of perception of a creative work, of objectivity and subjectivity of
meanings, and the problem of their boundaries inevitably arise. The problems of dependency
of content and a form, of unity and difference are less important. The problem of an object
arises, when one wants to determine what is being analyzed.
A work of art becomes an object when we analyze it as an independent valuable unit of art,
when we try to perceive its autonomous interaction with itself as a spontaneous phenomenon
in a specific place and space, distracting it from a creator (an author) and a performer in a
certain meaning, who in that case interest us more as subjects. But when we analyze a work of
art as a product of a creator, we cannot avoid a certain analysis of an author. Then a creator
himself/herself becomes an object and the analysis turns into relations with him/her (a creator)
who at first acted as a subject. Analyzing an author, having a discussion with him/her,
determining his/her interactions with a work of art, an epoch and other factors, we determine
and describe the boundaries and the attitude to a performer of a work of art, and at the same
time our personal (a user’s, a recipient’s) individual attitude to both a work of art and its
author. Thus, interpretative sensations of a performer of a work of art and those of ours
(recipients) can become the object. It is obvious that a perceiver (a performer and a recipient –
a listener, a spectator – as well) will perceive a work of art with the means of perception
characteristic only of him/her. At the same time, it is noticeable that neither a work of art as
an object, nor a perceiver as an object but the perception itself, is the main unit in this
communication, which in its turn, now becomes an object too.
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The perception and interpretation of a work of art is not a simple process. Different subjects in
the same object (a work of art) discern various meanings and interpret them distinctively.
Analyzing those phenomena and processes in the interpretation theory, we notice that it is not
a work of art itself or even its composition that is the most important thing in perceiving it,
and even not its composition, but a perceiver, his/her individual interpretation of a work of art
and subjective perception, which becomes the centre of the analysis. In general, the point of
view of a subject is heavily individualized; its individual subjective solution is excluded and
legitimated in a sense. Thus, a subjective subject is also an autonomous individual subject at
the same time. And a work of art itself is always not an objective, but a subjective
phenomenon. Analyzing those processes, their relations and interdependency in the theory of
interpretation, the ways, principles and methods of the research differ.
Individual perception of a creative work in one way or another was analysed already by
Pythagoras, Plato, and Aristotle. It (perception) was in the centre of attention of French
enlighteners (B. Diubo, D. Diderot and others), of representatives of a German philosophical
school (A. Baumgarten, G. E. Lessing, I. Kant, G. Hegel).
S. Freud presented a qualitatively new methodology of perception interpretation. The theory
of Freudianism was stimulated by a new psychoanalytical theory, according to which a human
behaviour is determined by consciousness. There consciousness becomes a determinant factor
in a personality formation, in determining its creative potential, closely connected to the
process of experiencing creation, which is often determined by consciousness. A
breakthrough of consciousness in dreams, unpleasant experiences manifesting themselves in
neuroses or outpouring in creative works, was virtually a new standpoint concerning creation
and its perception. This enabled to explain many things and processes intangible by mind.
There are other methodologies of perception interpretation as well “imitation”, “reflection”
of a creative work – in aesthetic classicism, “sensitive cognition by art”, “criticism of taste”
and historical–genetic method – in German art philosophy; perception of a creative work,
dependency of form objectivity upon social, political, economic and life conditions – in
positivistic aesthetics and etc.
A fresh look into the theory of perception of a creative work was presented by a semiotics
science, formed in the beginning of 20th century, which investigates signs and their systems.
There signs are treated as a means of human communication, where signs can be not only
symbols, letters, signals, hieroglyphs, but also pictures, mimics, bonfire smoke, genetic codes,
etc. In semiotics even language is treated as a sign system. Thoughts, concepts, images,
expressed with its help, are also signs related to the human essence. Thinking is impossible
without them. A human being unable to use signs would not be a human being.
The evolution of interpretations of a work of art is also important in the interpretative theory.
A work of art, distinctively from a beauty of nature, presents coded information which tells us
something, and as one that tells us this something, it belongs to the totality of things, which
we can or must perceive. At the same time, they have a meaning, which we can indicate, or
name (verbalize), feel and grope. A work of art provides information, which is not identical to
the information of a historical document, from which historians derive knowledge about past
events and facts. Even Aristotel in “Poetics” asserted: “…A historian and a poet differ from
each other not in the way that one writes verse and the other prose. If anybody told works of
Herodotus (an initiator of a history science, lived in about 450 B. C.) (author’s remark) in
verse, they still would be historical works, despite of being rhymed or not, wouldn’t they? The
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difference is that the first one tells about events, which were in reality, and the other – about
events, which could be. That is why, poetry is more philosophical and noble, as it reveals
common laws, while history – just solitary events” (Aristotel, 1990, 288).
Thus, a work of art in a certain meaning is dependent neither on time nor on factual material,
its aim is not to fix historical facts, it tells something here and now, to all and everybody
inspires human self-consciousness and self-understanding, and the latter is urgent now,
meaningful and contemporary. Therefore, it is very important to understand the meaning of
what it tells, to make it understandable to yourself and the others. It is obvious that semantic
boundaries of a work of art are much wider than the efforts of an author (a creator), because
not only an artist (an author) is involved in it. The abundance of meanings is always meant in
a work of art, which makes a language of art inexhaustible, and reveals itself through the
interpretation of every subject individually. A work of art distinguishes itself by the fact that
an idea of a work of art does not define an interpretative field of meanings, but significantly
extends it, makes it open to various experiences. A work of art opens novelty of “old”, known
meanings, actualizes them, even those totally “alien”. All the previous meanings enable and
inspire the actualization of other meanings and broaden artistic experience, influence
intellectual artistic taste of an individual.
The intellectual taste of a subject and interpretative boundaries determine a relation between
art and an individual. Intellectual taste depends on art traditions and schools, and on a
favourable space, where it manifests itself. Relations between a conservative tradition and a
space of modernization with wide capacity occupy a very important place. Intellectual taste
always balances between a conservative tradition (heritage) and modernity. This enables the
existence of different interpretations and a benevolent ground to their expression, which, in
their turn, guarantee the evolution of traditions. In this context the search for meanings
constantly directs to the sphere of philosophical aesthetics, which considers the problems of
the essence of art and existence.
In this, space art was always in the centre of attention. Art interpretations changed: from the
dependency of mathematical mind of antique Pythagorean logic and filtrated dogmas of the
Middle Age scholastic, to a human educating “taste criticism” of A. Shaftesbury, D. Hume,
E. Berk, from the opposite of feelings of French taste and mind drowned by Voltaire,
J. J. Rousseau, which aristocratic E. Berk was dialectically trying to reconcile to a Germanlike standard, lifted up to art philosophy and the heights of “sensitive cognition with the help
of art” of A. Baumgarten and G. Lessing theories and an intellectualized pleasure of “pure
mind” refined by I. Kant, from the romantic and idealized theory of art “reflections” by
F. Sheling, G. W. F. Hegel, to irrational A. Schopenhauer and voluntary and idealistic
F. Nietzsche, K. Fydler, from psychoanalytical S. Freud, the theory of limits by
hermeneuticist M. Heidegger, interpretation theories of formal J. Burkhart, H. Ten and
R. Ingarden, N. Hartman, to modern semiotics of culture by Ch. S. Peirce, F. de Saussure,
Ch. Morris, A. J. Greimas, U. Eco.
This interpretation kaleidoscope of the periods showed how intricately the theories of
interpretation and the theoretical thought of art, as well as their postulates, changed, however,
they always tried to determine a relation between a creator and a user, between a natural
beauty and creation, between the truth and a lie, and tried to solve the problems of art being
and its existence.
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However, talking about interpretation theories, their prehistory, we obviously notice that
usually they have had a linguistic tradition. With the help of literary principles of the
interpretation tradition, in one way or another, other arts were analyzed. Hermeneutics
theories gave a big stimulus to the interpretation theory. The authority of the linguistic
semiotic theory, F. de Saussure tried to indicate the limits of a language activity, made a
presumption that a language in reality does not touch the world. A new metaphoric attitude to
a language opened new horizons for interpretation, gave a stimulus to the appearance of
abundant, various and independent theories. A new point of view about a linguistic theory as a
relevant theory, which tried to show that works of art or literary works are incomplete,
implying a lot of unspoken things, was developing. When works of art are being explained,
we try to do everything in order to fill in the meaning gaps, and in such a way, to make them
more understandable.
In the discussion of the main aspects of the interpretation theory evolution, let’s return to the
theme important to us – music interpretation and its significance in the studies of music
pedagogy.
It goes without saying that the theories of music criticism and interpretation developed
inseparably from the evolution of art, aesthetics and culture philosophy, which investigated
common questions of art aesthetics, cognition, existence and culture evolution.
Fundamental works of philosophers of the 20th century, such as R. Ingarden, M. Duferen,
j. P. Sartre, N. Hartmann in one way or another inspired the works of such musicologists as
G. Brelet, D. Corte, M. Mila, B. Asafyev, Z. Lissa. In the centre of their theoretical research
were the questions of a music text and interpretation.
Traditionally, in the field of music interpretations there is common perception of a musical
composition, treated in several aspects: realization of a composition’s idea, revealing of its
form and style, performance; purposive use of composition’s technique, of an artistic
expression and a language (especially means of artistic expression).
In the centre of interpretation there is a composer, a creative work and a performer. In one
way or another it manifests itself in the analysis of composers and their creative works
(historical – biographical and stylistic); in the analysis of music theory evolution (basics of
composition theory, counterpoint and etc., form of a composition, music language, solfeggio
and so on) and in the analysis of the evolution of music criticism; in the analysis of
performance of compositions (revealing performers’ as artistic individualities, their
originality, peculiarity and their performance expression, style, disclosure of a composition’s
content and idea, how and by what means this is done).
It is apparent that the analysis of a music user (a listener) in traditional musicology was
extramural rather than real. Music interpretation, its perception were analyzed mostly as
“compositional” and “performative” perception. Only in the end of the 19th century and
especially in the 20th century, inquiring into the space and limits of a listener’s perception was
begun. Of course, that was determined by a rapid development, modernization and even
avant-gardism of music as art, which did not “fascinate” a listener. One could be indignant at
an uneducated listener, however, the existence of “art-for-art’s sake” had to be theoretically
justified, and not only that.
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The other reason or incitement (or maybe one of the most important ones), which drew the
attention of music critics to a listener, was not only the speed of the development of music
industry, but the speed connected with the development of societies of European countries,
and with socio-cultural background. A scientific and technical revolution, in particular a rapid
development of industry, raised a necessity to educate the society, make it more literate in
music as well. An uneducated, narrow-minded person could not cope with new problems,
with more abundant torrent of information and achievements in the sphere of science. Thus,
the society itself became interested in the existence of creative personalities, who could
successfully develop activity in new conditions of a competitive space. A necessity for not
only universal literacy, but for an all-round cultural personality, its intellectual power,
creativity, self-dependency and also artistic and musical education at school arose.
RESULTS OF THE ANALYSIS OF THE MUSIC TEACHER TRAINING
CURRICULUM
At analyzing the music teacher training curriculum from many countries, the deficiency of the
music interpretation subject, as a separate theoretical and practical subject, is clearly
noticeable. One can only guess that the knowledge of music interpretation is complexly
integrated into traditional subjects of curriculum such as music theory (music history, music
language), or music performance (the piano, conductorship, singing, and etc.). However,
without a separate systematized subject of music interpretation, the knowledge of this subject
is only superficial and fragmentary.
The science of music interpretation, and in particular lecturing on it, has certain limits. Most
often it is related to the performance of music, and is assigned to the studies of professional
performers, traditionally having it strained through the situations of a birth of a composition,
through historical, author’s, biographical and epochal filters and through the fixed traditions
of stylistics (especially emphasizing certain means of epochal expression, understanding of its
authenticity). The content of performers’ music interpretation studies and practically the
biggest attention are aimed at the expression of music language, at accent, at the conception of
a sound, the treatment of characteristics of a music instrument and at the analysis of the
author’s biography, the environment of his/her epoch and its authenticity. In such a way, the
interpretation subject is as if ignored in the studies of music pedagogy, as its goal is not to
prepare professional music performers, but to prepare music pedagogues. I will not now set to
the deep analysis of the whole of professional qualities and skills, necessary to music
pedagogues (this is not the aim of the paper), I will just emphasize that a music teacher is one
of the most universal music professionals, who finds room for qualities of not only a music
performer, but of a music theoretician, of a music enlightener, not mentioning the knowledge
of music pedagogy and others. A music teacher himself/herself performs music compositions
(while conducting, playing) and teaches this to children. Therefore, interpretation studies are
indispensable to music teachers.
Talking about music interpretation, it is necessary to emphasize that it is not a conversation,
or just a conversation about those performative things, which were enumerated above. The
concept of interpretation is much wider and very often conflicting with a fixed tradition, as it
is open to every standpoint, every meaning, every understanding and taste. It enables to search
for meanings, and this not always means holding on to a performer, his/her expression,
originality, performance technique and to the “skirt” of authenticity of traditions. However,
on the other hand, interpretation does not mean anarchy or cultural hooliganism. Thus,
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interpretation is the expression of musical intellect, artistic taste and musical thinking, and the
latter, in one way or another, is related not only to the knowledge and respect of a music
performance tradition. All of them are closely connected with the all-round education of a
personality, consequently, directly related to general and music pedagogy, especially when
one has in mind students of a comprehensive school. Moreover, a music teacher is the only
pedagogue, capable of influencing children competently in extra-curricular activities and in
their artistic education.
A music pedagogue, knowing the methods of music interpretation well, using pedagogic
competence, directly taking part in the process of children’s artistic education, is able in one
way or another to induce interpretative expression and abilities of students. Understanding the
basics of the interpretation theory, its methodology, a music teacher can competently reveal
the knowledge and methods of interpretation art to children, to become the inducer of
perception of a work of art, its transformation into themselves (children) and aesthetic
experience of perception.
A pedagogue, having in mind that perception (a process of perception) becomes the essential
object in understanding a work of art, would be able to transfer the centre of a work of art (an
object) easily, and in a certain sense to draw it nearer from the object (a work of art) to the
subject (a student) in such a way, that a work of art would start existing as an object in the
student’s consciousness. A transferred object thus becomes as if the student’s own aesthetic
experience. In such a way a pedagogue would create conditions to the interpretative thinking.
At the same time the object, as an aesthetic subject, is formed, particularly through aesthetic
and artistic expression – a creative work, which, in its turn, influences a perceiver (a student)
as an external structure.
In such a way, expanding and teaching the importance of the music interpretation subject to
music pedagogy students, lectures on it in universities are very urgent and necessary. A
separate subject of interpretation in the curriculum of music pedagogy studies would extend
not only the concept of music stylistics, music performance technique to future music
pedagogues, but also would provide new meanings of a performer’s creativity, models of
interpretative thinking, perception of the relationship between a performer and a user, and
necessary pedagogic competencies, required by a modern school, would enable them to solve
the problems of student’s music perception, creativity, interpretative thinking etc. more
effectively.
CONCLUSIONS
1. Music interpretation, as a diversified and complicated process, broadly speaking is not
only the object of a musicology sphere and music performance studies. Music
interpretation comprehends the broad field of music studies, and at the same time,
exceeds its bounds, broadly integrating into other arts (literature, fine arts, theatre,
cinema, etc.), humanities and social sciences. It finds room for fundamental problems
of art, culture, aesthetics philosophy, phenomenology and methodological
hermeneutics of interpretation, questions of semiotics; comprehends not only the
spheres art aesthetics, but also those of human consciousness, sensual cognition, and
intuition, intentionalism and music psychology.
2. In the modern quickly changing world, in the kaleidoscope of globalization and the
change of values, the education of a creative personality becomes very urgent. A look
52

PROBLEMS IN MUSIC PEDAGOGY

Vol.3, 2008

of education philosophy and pedagogy scientists more often turns to various aspects of
a child’s communication, thinking, motivation, creativity and the development of
intellectual powers.
3. Interpretation is the expression of musical intellect, artistic taste and musical thinking,
and the latter, in one way or another are related not only to the knowledge and respect
of a music performance tradition. All of them are closely connected with the all-round
education of a personality, consequently, directly related to general and music
pedagogy.
4. At analyzing the music teacher training curriculum from many countries, the
deficiency of the music interpretation subject, as a separate theoretical and practical
subject, is clearly noticeable. A separate subject of interpretation in the curriculum of
music studies would extend not only the concept of music stylistics, music
performance technique of future music pedagogues, but also would provide new
meanings of a performer’s creativity, models of interpretative thinking, perception of a
relationship between a performer and a user, and necessary pedagogic competencies,
required by a modern school, would enable them to solve the problems of student’s
music perception, creativity, interpretative thinking a.o. more effectively.
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ABSTRACT
The article presents the results of an original research showing the possibilities of how
methodological culture can be shaped with the help of doing analysis of compositions. The objective of
the research – to discover the levels of the formation of students’ methodological culture of
composition analysis and to set the criteria for their assessment, for evaluating the results of how well
the model for analysing compositions has been functioning.
Methods of research: analysis of theoretical literature, modelling of practical activities, hermeneutic
analysis of a text and its interpretations.
The summary results of the analysis showed that there are four levels of methodological culture. It
proves that the model created by the authors of the paper is effective in improving the students'
professional competence.
Key words: piano teacher’s methodological culture, a model for analysing musical compositions.

INTRODUCTION
On the turn of the 20th and 21st centuries, after evaluating the situation in piano teaching
practice in Latvia, the assessment of methodological approaches was begun. The aim was to
improve their theoretical basis and the teacher training system. As a result of this research,
theoretical guidelines for further development of piano teaching pedagogy were determined
(Bogdanova, 2002). The elaborated guidelines were taken into account when the research on
the possibilities of improving the piano-teacher training system within the learning process at
a pedagogical tertiary institution was begun. The piano teachers’ methodological culture as a
milestone in their pedagogical competency is one of the aspects for improving the system.
After carrying out the theoretical research on the development of the piano teacher’s
methodological culture, the following elements concerning its contents were identified:
1. Concern for the methodological culture in music pedagogy and understanding of
its value in the piano teacher’s professional growth and the development of
personality.
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2. The competency in professional methodology and methods and techniques that can
be used in scientific research in the field of music pedagogy, knowledge of how to
apply the theoretical statements and pedagogical methods in analysing the
pedagogical approaches to piano teaching (Bogdanova, 2002; Bogdanova &
Gulbe, 2003, 2004).
The research on the practical possibilities of the development of piano teachers’
methodological culture in a teacher-training higher school was begun in 2003. The research
model was designed by taking into consideration the specific character of music pedagogy as
an integrated discipline. The paper presents one of the parts of the research that shows the
possibilities for the development of a piano teacher’s methodological culture of analysing
musical compositions.
The aim of the study: to disclose the development levels of the students’ methodological
culture in analysing compositions and elaborate the assessment criteria for evaluating the
effectiveness of the model for analysing compositions.
The hypothesis of the study: the development of methodological culture proceeds more
successfully, if students can select the values for the development of their profession
competency and formation of individual pedagogical principles from the rich study
environment.
METHODS AND MATERIALS
The model for analysing compositions was introduced in Riga Teacher Training and
Educational Management Academy in 2003. The analysis of compositions was done by 12
students studying in the piano teachers’ department from 2003 to 2005. All students have
agreed to their works being used for scientific purposes.
The research into students’ analysis of compositions will help in establishing the interaction
between separate cases with overall scientific conclusions.
The target audience is the students of the Department of Instrument Playing, Faculty of
Pedagogy of Riga Teacher Training and Educational Management Academy specialising in
piano teaching.
Organisers and co-partners of the research are teachers at the Department of Instrument
Playing, Faculty of Pedagogy of Riga Teacher Training and Educational Management
Academy.
The duration of the research is one semester of an academic year.
THE PROCESS OF COMPOSITION ANALYSIS
The aim of composition analysis is the improvement of the students’ (prospective piano
teachers’) professional competency.
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The objectives are:
1. To help students develop a broad, argumentative, value-oriented and social and
cultural approach to the analysis of the essence of music and musical compositions.
2. To encourage the students to master the research tools that can be used in scientific
analysis of compositions.
3. To develop students’ self-reflection skills.
Components of analysing the essence of the content of music in a particular composition are:
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.

The title of the composition (opus, number).
The composer (name and surname without abbreviations and stated in the
Latvian language and the language of the composer’s origin).
A brief description of the historical epoch in relation to the time when the
composer lived, and the characteristics of the style of the composition.
Other compositions by the same composer that the student has previously
performed and the favourite compositions of the composer.
The features of the genre of the composition.
Aesthetical and philosophical idea of the composition (the idea, image,
mood, etc.).
The analysis of the form. The analysis of the thematic plan (the theme and
the counter theme or the main and side parts, characteristics of the
development of the leading melodies).
The main means of musical expression in the composition (the melody,
rhythm, tempo, harmony, texture, timbre, strikes, rubato), what and how a
composer achieves in using them and how he/she does it.
The stylistic peculiarities of playing the composition (the use of pedals, etc.).
Technical difficulties and techniques for overcoming them (exercises, etc.).
Difficulties in rendering the idea and image of the composition, ways to
overcome them.
The main conclusions arrived at after analysing and performing the
composition.
Recordings used while performing and analysing the composition.
Literature used in the analysis.

Research methods used in analysing compositions are as follows:
1. The method of methodological analysis (Abdullin, Vanilihina & Morozova, 2002)
characterised by:
• analysis and synthesis,
• movement from the abstract to the specific, and vice versa,
• the principle of a systemic approach,
• the subjective and individual character of the research which is an especially
significant part of analysis in the field of music.
2. The method for analysing the composition as a whole (Mazel, 1982) characterised by six
principles that cover the text and context of the composition:
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Historical and stylistic deduction that is of a generalised and specific character.
“Hearing deduction” that is based on the activity of an immediate, live perception.
Interpretation of the relationship of the contents of music as a process with the
analysis as a form of a process.
Striking the balance between a detail research and general judgements.
Identification of the technical components in analysing the composition as a whole to
set the pre-stage of the research.
Conclusions about the significance of the components that allows rendering the
selection in the analysis of the whole.

3. Methods of axiological analysis of a composition (Scherbakova, 2001):
• axiological and analytic – the disclosure of the value of the composition;
• evolutionary synergetic – determining the place of the composition in the musical
space, its relationship with the past (norms) and future (innovative features);
• prognostic modelling which enables
- foreseeing what difficulties one might encounter in mastering the
composition;
- foreseeing and emphasising the features of the composition that could
draw the audience's attention.
4. Listening to the compositions in live performances and recordings.
Means of presentation of the analysis (Bent, 2001) are:
1) annotation of the full score;
2) disclosure of the inner structure of the composition, division into parts, disclosure of
the inner relationship between the elements, joining the related elements;
3) elaboration of the list of musical units, lexicon and explanations;
4) a graphical scheme of explanations showing the hidden inner structural relationships;
5) verbal description using the exact terminology, picturesque and poetical metaphors,
thought-provoking plans or explanations of symbols;
6) a report on the formulation of the structure expressed in words, letters or numbers;
7) a graphical account with figures, diagrams and other visual symbols depicting the
elements of music;
8) graphical designs and tables;
9) full score in a live performance.
Students are to use means stated in points 1, 2, 4 and 5; other techniques can be used to their
choice.
ASSESSMENT OF THE ANALYSIS
On the basis of the discovered elements forming the structure of the piano teacher’s
methodological culture as seen in the theoretical part (Bogdanova & Gulbe, 2003, 2004),
criteria guiding the analysis and summaries of separate cases in working with compositions
were worked out.
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Table 1: The Criteria and Indicators of the Piano
Teacher’s Methodological Culture

CRITERION

INDICATORS

The disclosure of the essence of
the content of the composition as
a whole

Ability to place the composition in the musical space, to
determine its traditional and innovative features (the content of
ideas pertaining to the historical epoch, style and genre of the
composition).
Ability to render the content of the form and dramaturgy of the
composition.
Ability to render the composer's individual conception and artistic
image.
Ability to use rational research methods and techniques in
analysing compositions.
Ability to critically select sources of information and
technologies.
Ability to disclose, formulate and interpret the components of the
analysis.
Ability to present information logically and sequentially.
Ability to present the results of the research (the language,
design).
Ability to reflect on the difficulties encountered in mastering the
composition.
Ability to disclose the characteristic features of the composition
that could attract the attention of the audience and to emphasise
them.
Former experience in interpreting the works of art of the composer
and the development of a value-oriented approach.

Research in doing analysis

Self-reflection on the
composition to be researched

The case study for interpreting the analysis of compositions was used for the hermeneutic
content analysis. After summarising the study of the cases, they were compared to one
another; common and differentiating features were searched for to establish the levels of the
development of the methodological culture. The authors chose those works as the extremes
which presented the smallest number of overall skills to disclose the essence of the contents,
carry out the research and reflect on the composition to be interpreted; the average were
chosen in concordance with total number of skills as compared to the extremes.
RESULTS
After studying the results of the analysis, it was observed that although all students who were
doing analysis in their first year of studies in the piano teacher’s programme and, in doing so,
followed the same criteria, had worked out each their own specific approach to rendering the
essence of the composition as a whole. Students have different skills for carrying out
scientific research and doing self-reflection on the compositions to be interpreted.
The summaries of the results of the analysis showed that according to the skills observed in
the process of analysis there are four levels of the methodological culture:
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Level 1
The skill of rendering the essence of the content of the composition to be interpreted has not
yet formed. In disclosing the content of the composition (according to their historical epoch,
style and genre), students are borrowing a compilation of ideas from other authors. Students
in Level 1 lack any knowledge on the methods and techniques that can be used in scientific
research. The skill of how to select sources of information and technologies that are used in
research has not formed. The analysis takes a form of an essay, students lack presentation
skills. Students do not have the skill of supporting their choice of musical values. They
consider that any scientific research is of little significance. They lack skills in expressing
their opinion and reflecting on the compositions analysed and interpreted. Students are
interested in piano teaching methodology, art and research in music pedagogy. Only one
student’s summary of the analysis of the research results is classified under Level 1.
Level 2
The skill of rendering the essence of the content of the composition to be interpreted has been
forming. In disclosing the content of the composition (according to the historical epoch, style
and genre), students may borrow ideas from other authors, often ascribing them to
themselves. The skill of how to interpret the content of the dramaturgy of a composition in
correlation with its form is forming. Sometimes, when conveying their individual
understanding of a composition, students use generalised viewpoints that are not convincing
as being weighed up individually. Students in Level 2 gradually build their skill to apply
rational methods and techniques in scientific research. The selected sources of information
used in the research only partly comply with the compositions researched. The skill of
rendering the inner structure of a composition is building up gradually; however, the
definition of the elements in analysis is too general, interpretation is incomplete. Students can
arrange information consecutively, and it is easy to perceive. The layout of the work often
gives an impression of carelessness. Some references are missing in the text. The transcription
of the composer's name in the source language may be left unwritten. The language is laconic
and dry; there are grammatical and stylistic errors in the text. Students reflect that they have
experienced difficulties at interpreting compositions, yet they often leave the ways of
overcoming the difficulties unidentified. Students have their own values in music, but they do
not have the skills to reflect on them or to express their attitude to them, therefore they lack
the skill to perfect their professional progression. There were five students' summaries of the
analysis of the research results classified under Level 2.
Level 3
The skill of rendering the essence of the content of the composition to be interpreted has
formed. Students have the understanding of how rich, versatile and non-uniform music is. The
stylistic and genre features of compositions are rendered in correlation to the origination of
the means of expression of a composition. The description of the themes and melodies has
been done according to their development in a composition. The interaction between the form
and the content of the composition has been disclosed. There is a balance between the
emotional and analytical characterisation of the means of expression, form, genre and style of
a composition. Features characterising the artistic image and idea have been chosen
excellently. The skill of selecting the sources of information and technologies critically is
building gradually. When disclosing and interpreting the components of analysis, the
characteristics of the means of expression used in a composition have been rendered in
correlation with the objective regularities in the interpretation of the author's brightest
individual means of expressions. The interaction of the inner elements forming the structure
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of a composition as well as the approach of a pianist as an interpreter of the means of
expression and emphasis of stylistic peculiarities have been disclosed. Information has been
arranged sequentially starting with general ideas and moving on to the specific details. The
language is laconic, correct and/or poetic, picturesque and saturated with musical terms. The
paper has been laid out well; it is easy to perceive the text. The text is missing some points of
reference though about the literature used. The skills for carrying out scientific research and
presenting the results have to be improved. The reflection on the difficulties emerging while
perceiving and interpreting a composition has been weighed up individually. Students reflect
a lot on those features of a composition that could seriously influence the interpretation of a
composition. Students are skilled in comparing the values included in a composition with
those of their own, and they can enrich them and make creative judgements about the
compositions. Very visible are self-reflection skills proving that students are building up a
value-oriented approach to analysing compositions. Students are aware of the necessity to
develop an individual pianism style; the skill of how to guide their professional growth is
building up. There were four students' summaries of the analysis of the research results
classified under Level 3.
Level 4
There is an outstanding self-reflection is apparent in the thinking processes. In rendering the
essence of the content of compositions, students show their own world outlook and compare it
to the composers’ ideas, thus creating an individual approach to understanding compositions.
In disclosing the historical epoch, style and genre of the composition, students can strike a
balance between their own, original ideas and overall norms of interpreting compositions. The
dramaturgical content of the composition has been analysed in correspondence with the form
of the piece of music. There is a balance between the emotional and analytical
characterisation of the means of expression, form, genre and style of the composition. When
disclosing the images of the composition, students base their ideas on the historical epoch
when the composition was created, its composer's ideas, means of expression and their own
ideas, associations and images. When analysing compositions, students use rational and
versatile techniques and methods. Students have built the skill of selecting the sources of
information and technologies critically. There is a balance between the analysis of separate
elements and the composition in general. All components in analysing a composition have
been disclosed, defined and interpreted in correspondence with the composer's musical
language, means of expression and stylistic features of interpretation. Information has been
presented logically and in a way that is easy to perceive. The language is rich, the names of
composers have been given in the original, and books have been enlisted properly. The skill
of presenting the results of the analysis has formed. As a result of self-reflection, students can
show the problems encountered when playing the composition; they indicate ways to
overcome the difficulties. Students are able to bring out those features of a composition that
can attract the audience to it. Music has its own values, and students are ready to admit their
existence as well as to learn and accept new ones. Students have developed a social and
cultural and value-oriented approach to music and analysis of musical compositions. Students
are aware of their individual style when playing the piano and they try to perfect it with
creative means, thus they have built the skill of guiding their own professional growth. There
were two students' summaries of the analysis of the research results classified under Level 4.
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CONCLUSIONS
1.
In the theoretical part of the study, hypothesis was put forward that the
development of methodological culture proceeds more successfully if students can
select the values for the development of their profession competency and
formation of individual pedagogical principles from the rich study environment.
The summaries of the analysis show that the level of methodological culture is
higher for those students who have chosen the essence of the content of the
composition and the research is their own personal values in the learning process.
2.

While evaluating the context of analysis of compositions, it was discovered that
there was a difference in students’ analysis depending on the supervisor who was
guiding the process of analysis and who is teaching the piano playing skills to the
student. The assumption stating that the development of methodological culture
proceeds more successfully in cases when the teacher’s help in the analysis of
compositions is shown as a value was proved.

3.

An essential skill in the model worked out for analysing compositions is the
ability to reflect on the compositions to be interpreted; the existence or lack of this
skill determines the students’ ability to guide and enhance their professional
growth.

4.

When comparing the skill to disclose the essence of the content of the
composition in analysing compositions with the skill to reflect on the problems of
interpreting the piece of music, it was discovered that there are differences in the
quality of these skills. It shows a direct link in the development of a unitary,
competent approach between a student as a researcher and a student as an artist
when doing the analysis and interpretation of the essence of music and musical
compositions. It proves that the created model is effective in improving the
students’ professional competence.

5.

Wholesome improvement of the students’ professional growth in the versatile and
changeable contemporary cultural environment requires regular analysis of
compositions on the students’ part. The model for analysing compositions gives
an opportunity to research the dynamics of the development of the students'
professional competencies during the years of study in a higher school according
to the year the students are in. The model for analysis is not constant and can be
easily improved so that it would comply with the increasing demands of the
modern music education. Further analysis of the opportunities for improving the
model will be searched in the following research when interviews and discussions
with the students will be conducted.
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ABSTRACT
This article is based on the psychoanalytic theory of music as a transitional object – “a field of play”, in
which its intention is to make people happy and give them joyful moments. The other alternative is that
people love music as a beloved object, which makes them feel bad and causes sadness and guilt.
The purpose of this article is to shed light as to students’ thoughts about playing and practicing a musical
instrument.
The data was collected with two kinds of projective tests from Finnish psychology, special education and
music therapy students (N=70). The students were asked to look at the first TAT (Thematic Apperception
Test) picture “a boy and a violin” (Murray, 1943) and after viewing the picture, to tell researchers “what
the boy was thinking and feeling.” The drawing is made from the photo of young Yehudi Menuhin with his
violin. In the other task, we asked the same students to continue a story, which began: “After her first year
in the conservatoire, Lisa won the first prize as the best piano-student. What happened to her after that?”
This prompt sentence was taken from Matina’s Horner’s study of “fear of success“(Horner, 1970, 1972).
Students were asked to write their first thoughts and not to make changes afterwards. The researchers
tried to get their “free associations” out of their stories by asking the research groups to write as
spontaneously as possible. The stories were collected during the three lectures and students had
approximately one hour for these tasks.
The results show that the both tasks aroused a good deal of negative thoughts and responses about
playing the violin as well as being successful in music studies. The results were interesting because they
differ very much from “the official picture” given in public about studying or playing an instrument,
which is often said to promote human growth, emotional balance and intelligence as well.
According to “the normal story” told by students, it was suggested that the boy in the first picture hates
his violin because he is forced to play it by his enthusiastic and demanding parents and teachers and
practicing keeps him outside of “normal activities” of his classmates. So, he feels lonely and sad. The
stories about Lisa – the successful piano-player were very much similar, but they also stressed that many
students were afraid of success, because it was expected to mean stressful competition and envy.
Key words: music education, object relationships, hero myth, music culture, music as collective superego,
projective stories, shamegquilt and anxiety.
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INTRODUCTION
An ancient Chinese proverb says: Music comes from the heart of human being. When emotions
are born, they are expressed by sounds and when sounds are born they give birth to music. It
actually tells the essence of music. According to philosopher Susan Langer (Langer, 1951, 1953,
1967), music expresses the abstract forms of feelings, which cannot be expressed by using verbal
language. These expressions such as bodily rhythms, vital affections belong to the experimental
world of our early childhood (See Stern, 1985) as well as to our unconscious mind and its
experiences.
The Cuban composer Leo Brouwer (Brouwer, 1984) says that making music is just like telling
stories and he also stresses that making music should be like talking about your thoughts and
feelings. How is this possible?
The answer can be found from the symbolic structures of music. Music is symbolic, but nondiscursive and that is why it is first and foremost expressing our psychic processes themselves,
rather than the contents of these processes. According to the Estonian semiotic Carl Leichter
(Leichter, 1984), the origin of music and musical expression lies in the inner psychic tensions of
human being, who is using these processes in order to ease his/her inner tension through musical
expression. C. Leichter points out that the final intention of expressing, performing or
comprehending music lies in psychic relaxation. Also the late composer and modernist John
Cage once said in an interview that the intention of composing and other musical activities is to
reach for mental peace (see Lehtonen, 1994).
Some researchers have compared music to the verbal language, whose different signs and
meanings are delivered to the audience. According this theory, composers are formulating “nonlingual stories” about their inner thoughts and experiences, and musicians’ task is to transform
these “possible worlds” in an audible form. Music is communication, which delivers forms, but
not contents of these experiences. Music cannot be translated into the verbal language. Music
contains untold stories, quiet whispers and shouts about our mental pictures, hidden memories,
meanings and thoughts, which express our bodily and psychic processes during the composing
process. These expressions are deeply anchored to the subjective inner “world of the composer”.
Musical expression and experience delivers “sounding feelings”, which tell about the
individual’s personality. On E. Tarasti opinion, “…music is inside me and I am listening my
emotions while listening to music” (Tarasti, 1983). Music forms a symbolic bridge between
human beings who can understand each other in music.
While music is an essential part of our self-expression and emotional life, it is paradoxical that so
many people feel that they cannot sing, or do not understand music. Even many good players are
afraid of performing because they think that they are not adequate musicians. In Finland, there
are still people who do not want to sing or who are afraid to express themselves through music.
Does the answer lie in music education, which has strongly stressed musical skills, rather than
emotions? This is sad but true, thus the objectives of music education have strongly stressed the
healing meaning of music, such as creativity, emotional growth and enjoyment, which help
people to adjust to this complicated and demanding world.
Perhaps we should ask, if music education is not a field of creativity. Instead of self-expression,
it means a lot of hard work, competition and an inordinate amount of lonely hours in practice.
The educational objectives are idealistic, but the reality is different. It is governed by the “hidden
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curriculum”, which differs strongly from the official narratives about personal and emotional
growth, which are told publicly and in the media. The system takes many children in, but only a
few can become a master musician. The media tells fabulous stories about the great singers,
conductors and musicians who are performing all over the world and whose every step has been
filled with success. Often enthusiastic parents and teachers ask for perfection and success. Many
students get tired and drop out of the system. Many of them feel disappointment and think that
they have been cheated. There exists a great gap between things, which are talked about, and
things which actually happen. We have projectively examined music education in Finland by
using the first card of the Thematic Apperception Test by Murray “The boy and the violin” and
by asking students to write about their emotional reactions to the first card and to share their
expressions and reactions to a second prompt taken from the work of M. Horner (Horner, 1970,
1972).
THE RESULTS OF THE TEST “BOY AND A VIOLIN”
The investigated student-group consisted of mainly female 20-25 old university students. Most of
the students have participated in instrument (mostly piano and violin) tuition and music theory
lessons in the early part of their lives. After the directions were administered, we received
approximately 70 stories about the boy and violin picture, and the results and their similarity
astonished us, because the students wrote about the same themes in a very similar way. The three
main themes can be described by reading the following prototypical stories. We asked what the
boy in the picture was thinking and the students answered:
“The string is broken. Father asked me to practice my lesson…but this string is missing…I
wonder why I have to practice all the time. Why it is so difficult and why my hand is always
in a wrong place? Why must I play this bloody violin…I had to practice but it would not
help me. Thanks God the string is broken and I am not able to play. Practice is boring and
all the other boys have such a fun outdoors. My teacher is stupid. He just taps his foot and
always complains about stupid little mistakes. I don’t want to play! I am sure that I
wouldn’t play anymore. I don’t care about father. He can say whatever he wants because I
have made my decision”.
“Fuck this violin! I want to smash it to the floor. It is too difficult and I cannot make a nice
sound. But I know I cannot smash it, because I have to play it. This is torture because I am
not interested. Mom should sometimes be quiet and listen to my thoughts about what I
really want to do. But no, because she thinks that it is my destiny to become a fucking violin
player in a fucking chamber orchestra”.
“I see sorrow and hopelessness. There is only one thing in his thoughts …why? Why I must
play this violin thus I am not able to do it…I am not good enough”.
According the general themes, practicing is a kind of torture and the poor pupil was forced to
fulfill his/her ambitious parents’ and teacher’s demands, which did not take into account the
pupil’s opinion. According to the stories, the violin was someone else’s hobby and the poor
student was only a pawn in a cultural game, which did not respect his/her will. The stories
indicated that the violin was a very difficult instrument to master and be played with a good
sound. Playing and practice were experienced as a compulsory task, which has to be done
without motivation. Many writers also thought that the violin prevented the poor boy from
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participating in normal social activities of the boys of his age. Playing meant countless years of
loneliness and sorrow. Here are a few other prototypical stories:
“The boy’s mind is wondering and he thinks why he still plays. Is it possible to become a
great artist some day? And what is it worth because it means a lonely childhood and other
kids outside the window…many years just passing by”.
“There are many violin lessons. Mother wants, father wants, teacher wants and always
asks for better performance. You are a gifted child and maybe someday you are going to
become a great musician, somebody we can be proud of… Other kids are asking me to
come out to play but I won’t go because I have to play. I am afraid that there will be a day
when they won’t come anymore”.
The students thought that the boy was strongly against playing deep in his mind, but he had to be
quiet and control his thoughts. He thinks that he is not able to tell his loving parents that he wants
to smash his violin and get rid of this unpleasant mission to become a musician. This theme was
repeated almost in every story with slight variations:
“Why I cannot play like the others…what would parents say if I smash my expensive violin
into pieces…why should I play…because this instrument is not what I expected…why must
I do my practice, thus I only want to play outside with other kids”.
“It is frustrating to attend violin lessons. Father and mother are forcing me. They think it is
so nice. I like to play soccer instead. I cannot play my lesson properly and the teacher gets
angry. I would like to hit my violin towards the wall…And if I could play real music instead
of stupid scales and finger-practice pieces…And there will always be a performance or
exam and I must collect a certain amount of points. If I cannot get those points they’ll
throw me out of the conservatory. And I cannot learn to play these pieces by heart. When I
started I thought that it was a great fun to play but I was wrong…”
One of the most important themes was a painful fight between boy’s free will and responsibility.
On the one hand, he wants to quit playing and on the other he thinks that he has to fulfil his
parent’s needs. The students thought that this loyal boy was fighting with these contradictory
emotions, because he felt anxiety and self-pity as well as guilt and shame at the same time. He
also remembers an idealistic picture of becoming a talented violin player, which once was
promised to him and it still has a little bit of charm and appeal left.
According to the students, becoming a famous violinist was mainly the essential part of his
parents “violin project”. Actually, this mission was guiding its charismatic light to their path
filled with efforts and obsessions. The students thought that this obsession is only an empty
illusion created by parents’ dreams of fame and fortune, which easily leads to over-enthusiastic
efforts in order to be the artist’s parents.
The stories suggested that it was quite evident that many teachers and parents saw themselves as
a “creators of an excellent artist”, whose glory shed its light over them. They also thought that
the playing child was like an excellent product, which has to show his/her perfect ability in every
exam, performance or concert.
There were also two students who did not see the violin and also two stories were written in a
positive manner. These stories told that the violin is a blessing for the boy and that he should just
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keep on playing, because this activity will be more and more satisfactory in the near future. The
first story was written in a humoristic way. It dealt with the future:
“This boy thinks about his future. If he keeps on practicing every day, the violin will be his
blessing. His thoughts are flying high …perhaps in a concert where he is going to play
Tartini’s ‘Devil Thrill Sonata’ and while he is playing, the women in the audience will be
wetting their pants. The boy is deeply concentrated to remember this and that is why he is
practicing eight hours a day and he is waiting for the better times to come”.
“This boy feels the situation demanding and he concentrates on his concert 100%, with
eyes half open… He is gifted and has a perfect ear. The paper under the violin is for
personal reflection… for making his personal notes on the notepaper. This child has been
playing well for a long time and he also enjoys every minute he spent on the stage. He
expresses himself in music without any hesitation”.
Almost every story dealt with the fact, which suggested that musical opportunities contain strong
ambivalent emotions. These emotions were strong and controversial: such as hope and despair,
success and failure and satisfaction and emptiness, giftedness and non-giftedness. Many subjects
felt that the poor boy in the picture was unhappy and depressive. He simply felt that he was not
good enough as a son or a musician and he had no opportunity to get out of his unsatisfactory
situation.
Many stories said the boy is hearing his father’s demanding voice in his mind, asking him to do
his best in music without complains. This description was just like the Freudian Superego, which
is demanding the individual to do his/her best. The internalized “father’s voice” is asking more
and more practice and better and better performance. By playing his violin the boy has to pay for
parental love and caring. Otherwise – if he is not fulfilling his parent’s needs - he is in great
danger of losing their love and acceptance.
The last two stories are good examples of so called “normal stories” of our music culture and
music education system. These stories always tell that everything is just fine and music lessons
are the best thing that can happen to the child and everybody has an equal possibility to become a
great musician. These stories are myths, which everybody should learn and keep in mind. These
stories are also told to the newcomers and applicants. The only problem is that they are not true.
The “real stories” differ remarkably from the mythic ones, because they point out motivational
problems with different motivational, teacher-based and other problems, which are the essential
part of the studies. Students talk about these thing with their friends but they are seldom told to
parents and teachers. These problems continue their existence until this kind of “not so pleasant”
reality is taken in account. The other investigation about the best piano-player also shows how
these things work and how they differ from the “polished” public picture.
THE RESULTS OF THE “FEAR OF SUCCESS PROMPT”
In this research, the subjects were asked to continue a story about the best piano-player in the
conservatory. The beginning prompt used was: “After her first year in the conservatoire, Lisa
won the prize as the best piano-player. What happened after that?”
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The stories were quite similar to the former stories and they had two main themes. The first
theme suggested that the success was going to lead to an excellent international concert-pianist
career. The other suggested that the success was a great threat to the young pianist. Most students
wrote about the success as a threat. The writers usually thought that Lisa’s success would lead to
growing personal sacrifices and at last, envy. For them, the success meant loneliness and sorrow
as well:
“On those lonely nights with the piano Lisa played sad melodies about happiness which
she could not find. She was young, wild and filled with passion. She wants to leave home
and have distance from her family. She understood that her life has got to be something
else than just playing and playing”.
“After this award Lisa was happy for a while and the second year went well but when Lisa
had to make a decision about her career, she was hesitating. Actually she was surprised
because she was so unsure. Does it really have to be her destiny to practice hours after
hours and then…a concert, which she has feared and waited so long with a couple of
people and an aggressive critic”.
“Does the career mean that I cannot live normal life? I have lost the meaning of music
years ago. It was in my childhood, when I felt music as relaxing and pleasant. …Lisa
wanted to do something else and she was sure about it. She started to look for a new
direction”.
“She had nothing but a piano and notes…and outside the window there was a real world
she cannot be a part of. Her head was so heavy and mind terribly unsure”.
“After the award… mother said that we all are so…it was worth practicing hours after
hours. Now you showed everybody that you are the best. Lisa was looking at her parents
and thought by her was it really worth…this year has been filled with blood, sweat and
tears”.
There were also some real sad stories, such as this one:
“After one year in the conservatoire Lisa won the award for the best piano-player, but
she never came to pick up it because she has to go to the mental hospital, because she
became psychotic, which was a shock for her upper class family. Nobody could
understand how this happened to a beautiful and successful girl, like Lisa. Lisa did not
want to talk to anybody or to meet her parents. She was struggling so hard with her
emotions, which she had to hide so many years”.
This story sheds light on the dark side of success, which is not vividly discussed in music
education. Many students spend their best years practicing and sacrifice almost their entire life
for success. The stress can grow to be too hard and difficult because in many cases there is
nobody who wants to listen to them. Most parents and teachers like to listen to these normal
stories such as “everything is fine and they love practicing”. Many students are not getting help
to cope with their stress and anxiousness and anxiety because there are not any psychologists or
faculty advisers in music schools, institutions or conservatoires. Studying music can be very
stressful but people are still thinking that music institutions are established only for music
studies, which means everything. Many teachers still think that there is no need for psychology,
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social work or supervision. Also, parents expect that it is self-evident that their child will
manage and cope with his or her stress and other problems.
The musician’s mental health problems really are an unwritten page in our system of music
education and culture. Unfortunately, this means that only the strongest survive and they have to
be ready to give everything to demanding listeners. A Finnish world-class singer Soile Isokoski
once told in an interview that sometimes she feels that she is like a racehorse, which has to be
ready, able and willing to fulfil even the audience’s most enthusiastic expectations. Perhaps the
“normal story” should be told like “only the strongest will survive and the system is not
interested in losers”. This is an essential part of the hidden curriculum of music education:
students have to learn how to deal with constant competition, hostile critics and overrated
demands. So many teachers think that teaching should include these things from the very
beginning and this is just how the things have always been, and how they should be in the future.
Quite a few teachers think that this could be cruel and inhuman especially for the youngest
students. So, there is much to be done in this sector of our music education.
There were also “carnival-stories” (Bahtin, 1995, Broms, 1985). These stories were ironic and
comical or they were just written in order to shock readers. The irony can also be a good way to
express things that cannot be said in “normal stories”. These stories represent fine examples of
this genre:
“After spending a year in the conservatory Lisa got the award. She used the sum of
money for buying a large bottle of vodka and after drinking it she thought…what the
hell…I am not going to spend all of my life playing this stupid piano and learning lousy
fingerings. Buying a vodka-bottle was also an act of defiance. So Hanna gave her bottle
to the headmaster who lowered Lisa’s terminal fees for this. This is the END”.
And the other one:
“At last Lisa´ s perseverance was awarded. She has spent countless hours with Aaron (an
instructional piano book) and other notes in front of her keyboard. Hundreds of piano
lessons were spent by listening to symptoms of the hardheaded teacher. Parent’s shiny
stupid faces when she was playing in student’s concerts. Now it is over! This girl is going
to London and check out the Marquee -club. Fuck the piano lessons…this girl is going to
ROCK!”
Also, the positive stories pointed out the constant ambivalence of playing. The ambivalence was
tied to hard work and uncertain rewards. In the positive stories, Lisa‘s hard work finally led to
great success, an international concert tour and a career as a recording artist. It is worth
mentioning that there exist only a couple of positive stories in our data. Also positive stories
repeated the same theme: I came, saw and won”. This kind of story lives also in media, which is
telling cheerful stories of the great success and matchless giftedness. Perhaps the following
stories could also be seen a little bit naive and over-optimistic:
“After a year Lisa got the award for the best pianist. Lisa continued her lesson with the
award-money and got her final exam of concert pianist. Lisa has always wanted to be a
concert pianist. It has been an obsession, which she finally reached by hard work. Being a
pianist was the most important for her until she found the man of her life. This deepened
Lisa’s life. Love could be heard also in her playing, which become much warmer. Also the

71

Vol. 3, 2008

KIMMO LEHTONEN & MICHAEL SHAUGHNESSY

problems of the relationship could be heard from Lisa’s music and every now and them she
found playing stressful because she was not sure about her feelings”.
The story is connecting Lisa’s playing with her emotions, which can be heard in her music. This
particular story was an interesting exception among the others because it was so close to the
essence of musical expression. On the other it told girl’s normal story: It is a girls’ duty to get
married and leave their musical career.
And the other one:
“After getting the award Lisa could fulfill her dreams about studying in Vienna. She
decided to use her money for one year studies with the best teachers. Lisa spent a year in
Vienna and she got more self-respect and her German language was getting much better.
Finally, her dream game has true. With the award-money she could leave her numbmaking ordinary life in Finland. This meant a great positive change in her life. She found
her own way of life”.
The stories differed radically from the ordinary “normal stories” that parents and teachers and
institutions tell to their enthusiastic children who are stating their music education. These myths
also dominate mass media, which stress giftedness, perseverance, work and equal opportunities
for everybody. These myths are giving same success-promises to every applicant and his or her
parents. According to it “anybody can be successful” just by making systematic practice.
CONCLUSIONS
1. Finnish music education is still based on professionalism and professional standards from
the very beginning. This means very hard competition. The control system is still mainly
based on yearly exams, which is selecting the best and the most promising applicants
from large student group. These chosen ones are getting the best teachers and more
attention. For teachers these students are just like a valuable investment of the field of
culture. The best students are nurtured carefully but they also have to compete with each
other and to be loyal to their teachers by being ready and willing of doing it. This means
constant practice, exams with excellent credits and continuous competitions with good
results. This is making teachers’ invisible work visible: teachers must earn fields respect
by producing good students and having them in the right positions.
2. We know that “the tree is known for its fruits” and that is why teachers can raise their
own status by growing excellent students who can show to all how excellent they really
are. Many teachers do not want to face the truth but we still think that there should be a
change in the system, which is unmusical in many senses. Music education is more and
more based on a ruthless competition and selecting students phase by phase. The
consequences can be traumatic because many of the former students are giving up their
interest in music and “lose their faith” in music as a meaningful and cheerful interest.
The professionally oriented system also selects its members, because every teacher has
gone through the same system, which is reproducing itself this way. The system is
considering almost only musical standards, which means that all the psychological,
therapeutic or pedagogic knowledge is almost non-existent in music institutions and there
is still no space for them in the curriculum.
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3. The TAT - picture results show that a lot of people have strong negative attitudes towards
the violin, and perhaps music and rehearsal and practice in general. They also feel that the
violin is an awfully difficult instrument. Many people thought that it is not a child who
wants to play it, but the parents who are forcing him/her. The violin was a symbol of our
western civilization, which means hard work, competition and selection of the best and
most suitable people. The continuous practice and playing was felt to be highly unsatisfactory for a poor picture-young boy, who has to sacrifice his best years for it. For
many writers becoming a musician meant – blood, sweat and tears – a lot of hard work in
dissatisfactory conditions.
4. This investigation was done also for experimenting projective method. Students were
asked to write their free associations about the TAT - picture and continue the story
prompt based on Horner’s work (Horner, 1970, 1972) about the best pianist. We think
that the results are quite different than those, which you could get by interviewing people.
When people can write about their thoughts and associations they do not have a stress to
give acceptable answers. On the contrary we asked them to be as spontaneous as possible
and write their first thoughts. This kind of method was supposed to produce fresh and
spontaneous stories instead of the normal ones. Perhaps these kinds of method would
sometimes suggest writers to exaggerate their thoughts and feelings but we thought that
the results told something essential about the dark side of music education.
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