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Editorial
It is a grate pleasure and honour to present the 4th and 5th volumes 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.

The 4th volume of “Problems in Music Pedagogy” (PMP) contains articles reflecting the
research, practical experience and theoretical propositions originated in Baltic region:
Estonian, Finnish and Latvian researchers in music pedagogy focused on the
importance of art and skill training subjects and the significance of them in all learning
processes at school (Antti Juvonen), on children’s right to have an access to good
music education (Heikki Ruismäki & Inkeri Ruokonen), on the investigation of
common beliefs about musicality among the Estonians (Tiina Selke), as well as on the
developmental tendencies of choirs of general education schools (Edgars Znutiņš).
We open the door for the Polish colleagues in the PMP journal: in the article by Maciej
Kołodziejski topical problems of music pedagogy are brought into focus, such as
cultural environment, pop and jazz music at school, computer in the music study
process etc. In this context the author emphasizes the creative nature of music
teacher’s activity as the conceptual basis for the music study process.

Proceeding with the discussion on the problems of creativity we open a new rubric:
interviews with distinguished musicians, composers, educators. In Volume 4 we offer an
interview with Mark Dal Porto conducted by Michael F. Shaughnessy. The dialogue is
about the process of composing, arranging and performing music, about the close
interrelationship between music, physics, acoustics, psycho-acoustics, and mathematics,
as well as about structural similarities between music and speech.
The 5th volume of PMP incorporates articles contributed by the participants of the 6th
International Scientific Conference “Problems in Music Pedagogy”, which will be held
on September 25-27, 2009. Researchers from Canada (Lorna Wanzel), Kenya (Rose
A. Omolo-Ongati), Norway (Tormod Kayser), Portugal (Sara Carvalho, Ana Luisa
Veloso, Vera Aleixo & Leontina Santos), Finland (Kai Viljami Åberg) and Sweden
(Margaretha Grahn & Christel Öfverström) offer their original visions of solving
problems in music pedagogy. At getting acquainted with the research findings of the
representatives from various countries we enrich our experience, broaden our vision
of music study process and reach the conclusion that we have much more in common
than different: the experience of any music teacher, student and scientist is unique.
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
Nowadays art and skill training subject teachers are often obliged to justify their
subjects at different forums. The meaning and significance of arts have been questioned
through centuries although they are an important part of human expression and growth.
Now it is important to ask the following questions:
• Whether the children and young people have an opportunity to study these art
and skill training subjects?
• Can they receive good art education in kindergartens, schools or even in
university-level classroom teacher education programmes?
This article focuses on children’s right to have an access to good music education. In
2009, the jubilee year of Declaration of Children’s Rights, the 31st article concerning
children’s right to art education is especially important. General research has
considered the essentials of music at different forums. Although we have a national
early childhood curriculum, the planning and practices of music education vary
individually.
The research problem is to determine how children’ s right to good music education
can be seen in practice and which factors might be concerned with the quality of good
music education. The principles of good music education in early childhood are also
discussed.
This research is a combination and synthesis of three different studies. Music teachers’
basic qualities like values and attitudes, musical self concept and job satisfaction are
the focus. The philosophy of music teaching was examined in teacher education at the
University of Helsinki 2004-2006. The students reflected on the essential principles and
ideas at teaching music; students also observed and discussed planning a more
creative musical learning environment through co-operative projects.
ISSN 1691-2721
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The research methods used are questionnaires, essays and observations. The main results
show that the quality of music education varies considerably. Teachers’ self-confidence in
music and job satisfaction seems to be related to the quality of music education. As the
synthesis of these previous studies the basic principles and terms for Declaration of
Children’s Rights to be fulfilled in music education are introduced as ideal conditions.
Key words: Declaration of Children’s Rights, early childhood, music education, teacher
student, teacher education.

Introduction and Background of the Study
In many institutes arts and skills (in this article we mean: music, physical education,
art, home economics and handicrafts) teachers have to defend and explain their right
to teach the mentioned subjects. In recent newspaper articles, both students and
teachers have expressed their anxiety and concern about learning and teaching art
and skill training subjects in the Finnish school system. This concern is not without a
good reason.
Kurkela (Kurkela, 2006) cleverly describes the significance and value of art and skill
education: cultural education as well as art and skill education may have a very
important role when we try to raise citizens who are active, cooperative and
responsible while we develop a Finnish society which is lively, pluralistic and
humanistic. This kind of education will develop the overall personality of children;
young people and even adults bring fresh points of view, new skills and know-how
while fostering a creative attitude. This development serves the growth of momentous
life consciousness and a feeling of life control. A well functioning musical and artistic
environment builds valuable preparedness and willingness which will show their
importance not only in the field of art, but also in the field of science and the general
development of mental and emotional well-being in the whole society.

The Study Design

In this article we focus on children’s right to art and skill education, especially in music
education. We reflect mainly on three different studies concerning Finnish music
education in order to ascertain important ideals which are needed to implement the
children’s rights declarations. The first study here deals with the values, attitudes and
meanings of music for children. The second study stresses the role of the music teacher
through the investigation of the components of job satisfaction and motivation. The
third study concerns the students-teachers’ ideals of arts education. Finally, we
collected the students-teachers’ ideas about creative learning environments as a
synthesis for children’s rights declarations to good music education.

The concluding part of the analysis brought our subjective and personal values into
play. According to Reason & Rowan, validity in qualitative research is “tied up with
a particular knower” (Reason & Rowan, 1981, 250). The inclusion of writings and
different studies with reflective accounts that reveal a researcher’s story allows the
reader to identify the level of understanding at which the researchers worked around
their tendencies, preferred models, and blind spots. In the future such an approach
should enable others to reinterpret the findings and to formulate new studies.
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Towards Sustainable Values in Music Education
In the first study Ruokonen & Muldma (Ruokonen & Muldma, 2007) studied Estonian
and Finnish school children attitudes and meanings of music education (N=108).
According to their study, pupils view education in music as an essential part of their
lives. Indeed, there is significant interest in having a broader music education than
basic education currently provides. Music is important to a person’s social, emotional,
cultural, and creative growth. Music helps pupils to recognise diversity and respect
differences. Ruokonen & Muldma (Ruokonen & Muldma, 2007) reflected on the results
of their study towards a direction of more holistic and sustainable music education
and curricula and found the sustainable values in music education.

Values and attitudes

Enjoyment and sutisfaction

Anxiety and digust

Good feelings

Bad feelings

Joy and happiness

Disappointment and sorrow

Success

Failure

+ Experiences -

Emotions
Figure 1: From emotions to values and attitudes

These music educational principles are like sustainable wings to the future in
music education. Values and attitudes are formed through different life experiences
(see Figure 1). There are always two polarities in each experience: negative and
positive. Satisfaction and enjoyment form a polarity to anxiety and disgust. Feeling
good and feeling bad form a polarity to each other. Joy and happiness form a polarity
with disappointment and sorrow, success in performing a skill is a polarity to failure
(Ruismäki & Juvonen, 2009).

The basics for deeper interest and orientation may lie in school art education. There
the individual experiences form the essence of the mental and emotional relationship
which is slowly forming. A single positive or negative experience may lead to starting
a hobby or in negative cases to total rejection of the subject. At its best the experience
leads to feelings of success, meeting the challenges, and feelings of satisfaction and
9
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enjoyment that form positive attitudes in connection with positive self-conception and
strong self-confidence in the subject area. On the other hand, a negative experience
may consist of failures to fulfil the given task, disappointment and sorrow, anxiety and
disgust. These feelings often lead to negative values and attitudes towards the subject.
They also have direct connections to self-confidence and self-conception in the same
area.

Although the pupils have negative experiences of art education at school, it does not
necessarily mean that they will become “value invalids” about music. School is only
one of the many places where they can gain musical experiences. Many significant
experiences arise in informal circumstances: in listening to music, playing in bands or
singing in groups voluntarily, attending concerts etc. Still, it is necessary for teachers
and educators to consider why the experiences of pupils are so often negative and
what could be done to make them better in future. This study also showed the central
significance of the teacher throughout all the learning process. The value of a skilful
teacher can never be overestimated (see White, 1990).
A good teacher is in the most important position in all school subjects and he/she
holds the keys to the experiences which form the essentials of the pupils’ values and
attitudes. Teacher must be polite, tender and discreet especially in all art subjects. The
fundamental experiences of a pupil at school may be divided into three main
dimensions: to be understood, to be accepted and, finally, to be loved. Whenever these
fundamental experiences are achieved in the process of teaching, we can call the art
education successful (Ruismäki & Juvonen, 2009).

Job Satisfaction and Motivation of Teachers as a Key to High
Quality Teaching and Learning

In the second study Ruismäki and Juvonen (Ruismäki and Juvonen, 2006) created and
tested a model which includes teacher’s and art educator’s job satisfaction,
meaningfulness of work and work enjoyment – broadly speaking, well-being at work
in connection with happiness at work. The model was originally developed to describe
music teachers’ job satisfaction (Ruismäki, 1991, 277). According to this study, the
basic elements of job satisfaction are introduced. A satisfied and motivated teacher is
the best guarantee of high quality teaching and learning. The model was tested with
kindergarten students-teachers (N = 128) at Helsinki University in the spring of 2005.
They answered a series of questions based on the model.
The model (see Figure 2) includes three basic elements which are in continuous
interaction. Of these elements the most important are:
1) “balance between the conscious self and the ideal self”;
2) “motivation towards teaching and learning”,
3) “intensive, functional (operational) relationship with music”.

The third element was focused on analysing the data to “a close and positive
relationship with some art subject”. The job satisfaction model was built on the basis of
earlier research results and on researchers’ ideas. The model is based on motivation
theories, professional self-concept and self-efficacy research (Ruismäki, 1991; Juvonen,
2000; Eccles and Wigfield, 2002). The new model is connected with many different
10
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research areas on a conceptualistic level (see Hidi, Renninger & Krapp, 2004). The
elements are self-conception, self-efficacy (e.g., Bandura, 1977; Pajares, 1997; Welch,
1998; Pajares & Schunk, 2001), motivation, orientation, mastery of skills,
meaningfulness at work, satisfaction at work, balance between the conscious and ideal
self, self-appreciation, the control of life and, broadly-speaking, general welfare in life.
Oreck’s research (Oreck, 2002) amongst American teachers showed that of all
personal characteristics self-image and self-efficacy were most strongly connected to
using arts in teaching.
Intensive and functional (operational) connection
with music
Balance between the conscious and ideal self

A satisfied and
contented music
teacher

Figure 2: Model of music teachers’ job satisfaction

Hopefully, the ideal self-concept and the conscious self-concept balance each other. In
that situation a music teacher feels that he/she is exactly what he/she wants to be.
Motivation in teaching and learning is good and the music teacher has a close, intense
functional relationship with music which is also important to the young pupils. To feel
contented in work as an art educator, the music teacher needs all three components
mentioned – none may be missing. The balance in the self-concept area forms a solid
base to meaningful music education. When balance is reached, the music teacher has
strong self-respect, self-confidence and high self-esteem. If one wants to develop
oneself as a teacher, one must have a clear vision about the desired new self – which
means the direction of ambition. The full balance between the ideal self and the
conscious self can hardly be found before one accepts oneself (see Figure 2). One can
always develop, but at the same time one must remember that no one is perfect.

Declaration in Music Education Made by Students-teachers

In the third study (Ruismäki, 2008; Ruismäki & Juvonen, 2009) the question was
considered during the lection “Philosophy of Art and Art Education” 2004-2006. The
kindergarten students-teachers (N=90) reflected on and contemplated in groups the
indispensable principles and conceptions in learning and teaching music, art, physical
education, handicrafts, drama, dance and literary art. From these considerations the
declarations of children’s rights in music education were built.

In these declarations we collected the essential foundations, principles, philosophy
and values behind good teaching and learning in art and skill training subjects. The
idea vas originally elaborated in the field of music education (Reimer, 1989; Swanwick,
1994; Elliott, 1995; Regelski, 1998; Pugh & Pugh, 1998; Heimonen, 2002) and the thesis
about music education has been published in the conclusions of an article
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concentrating on the role of music in fostering children’s and youngsters’ art learning
(Ruismäki & Ruokonen, 2006). The material for this article was collected by email. The
declarations are under further development (Oikeusturvajulistukset, 2007) based on
continuous, ongoing feedback. Although the analysis is made from all arts subjects
(music, visual arts, physical education, handicrafts, drama, dance and literary art), in
this article only the declarations of music are introduced.
The declarations formed from the students’ group works have a common focus. Many
of the principles mentioned are common to all art and skill training subjects. The core
subjects are presented as a right, possibility or a directive for action. The theses were
expressed – as is common in these declarations – on a rather abstract level without
going into concrete details. The strength of these declarations lies in making people
focus on those factors in art and skill subjects which make them especially important.
In the best situation these declarations would be accepted at least on an ideological
and theoretical level; putting them into action might be difficult for many reasons.
Explicitly the right to achievement is strongly expressed in the declarations: a right to
sing and play, a right to visual art, a right to physical movement, a right to develop
manual skills, a right to expression, dance, language and the mind. Art and skill training
subjects are seen as important factors in the general development of a child, not only as
a means of teaching the content of the curriculum.

Many of the declarations are based on child-centeredness as a starting point. The action
begins from the child and is brought out by parental guidance. The outer appearances of
activities were diverse: an opportunity to create songs, to plan visual art and handicraft
works, to find one’s own limits in the fields of dance, physical movement, drama or
other expression channel.
Feeling joy and happiness were also in focus of art and skill training subjects. Overall,
the freedom to experience, process and channel one’s own emotions and feelings was
emphasised in many declarations. Although the principle is generally acceptable, the
real life of a pupil may occur in a quite different light (see also Juvonen & Ruismäki,
2006A).
It seems to be essential in most of the declarations that the child should be able to gain
encounters and experiences of success while learning different art and skill training
subjects. At best these may help the child to build a positive self-concept: to feel
enjoyment and satisfaction, to get know him/her together with the environment and
to build values and attitudes. Adults are encouraged to offer children opportunities to
gain rich and positive experiences.

Working, acting and experiencing things together were highlighted in some of the
declarations as principles of good art education. Not only the interaction within
oneself, but also the interaction between other members of the achievement group
may occur when dealing with art and skill training subjects.

The encouragement of a child’s own expression was seen as extremely important in
many of the declarations. When an adult gives a child an opportunity to express
himself/herself in many different ways and areas, it is obvious that the child with time
will find his/her own way of expression within some of the art and skill training
subjects. Education should acquaint the child with his/her own cultural heritage and

12

CHILDREN'S RIGHT TO GOOD MUSIC EDUCATION:
SOME PRACTICAL APPLICATIONS AND SYNTHESIS TOWARDS THE IDEALS OF THE
CHILDREN’S RIGHTS DECLARATION

traditions. Fairy tales, rhymes, games, plays, songs, architecture and visual arts help
the child get to know his/her own roots and find the power they offer.

An adult who offers opportunities to experience arts and skills should always
concentrate on the interests of the child and ensure that the experiences are manysided. In most of the declarations it is stated that the role of an adult is to be just, fair,
encouraging and supportive. He/she should act as a special guide who creates
a supportive and safe environment for learning. An adult should also act as a positive
example in art and skill training subject areas.

A child should be offered challenging tasks suitable for his/her stage of development
in a stimulating and safe environment for the acquisition of the skills. All materials
and means for working in security should be guaranteed for every child. The work
environment should be a place for safe and creative self-expression for a child.
In the declarations, a child is guided to find things and matters and is encouraged to
express emotions and to find his/her own creativity. A child must not be pushed in the
action or activity: creative expression must have room and time to occur. Overdone
comparison and evaluation were often seen as negative: competition should also be
avoided, according to the declarations.

In education all the senses should be taken into account giving room to a child’s
personality, originality and peculiarities. Developing a positive self-concept is one of
the most important tasks of art education: it creates the basics for the child’s own
activities (see also Tereska, 2003; Ruismäki & Ruokonen, 2006; Juvonen & Ruismäki,
2006B). It is most important to accept oneself and others, to be liberal and
unprejudiced as well as to be merciful to one and others.

Along these principles it is important to provide a musical environment in homes, day
care centres, and schools to support children and families. These principles contribute
the development of a positive self-concept in music, and arouse love of music in every
child (Ruismäki & Tereska, 2006, 2008).

Results of the Study

We found a music educational vision, ideal term of how to do that, which we describe:
“Music belongs to all” or “Children’s Rights to Music Education”. Firstly, the sustainable
value of music education has to be realized in the society; secondly, the job
satisfaction and motivation of music teachers have to be taken care of and, finally, the
creativity and new ideas need to be fostered (see Figure 3).

In this article, the declarations have been used as means for describing the rights of
children (compare CRC, 1989) in the field of music education. For example, ensuring
safety, a stimulating, balanced environment and versatile development, a good
educational environment, support for parents in raising children are all also in the
focus of children’s protection organisations. The right to good art music education is
also part of the protection of pupils. It is a responsibility of all teachers and teacher
educators.

13

Heikki RUISMÄKI & Inkeri RUOKONEN

Values for
sustainable
music education
in society

Children’s
Rights
Declarations
31st
article/music

Creative attitude
and co-operation

Teachers’ job
satisfaction and
motivation

Figure 3: Model of the ideals for children’s rights declarations in music education

A child’s legal right declaration in music
•
•

•
•
•
•
•
•
•
•

ensures that a child has a right to sing;
allows the child to find sounds in the surrounding environment, explore them
and also notice the importance of silence;
finds the emotion of the song and let the child feel safe through singing;
allows the child to make his/her own music and manifest it through
movement;
gives the child an opportunity to play a musical instrument;
helps the child to find his/her own music;
permits the child to hear all kinds of music and learn to understand them;
lets singing and playing music create experiences and memories for the child;
passes on the joy and delight of music-making to the child;
lets music join children, parents, people, cultures and the world together.

Music and arts are useful tools for learning about, understanding and accepting other
cultures. This is why it is essential to sing, play, paint and dance in the styles of
different countries and continents. Ethno-musicological or multicultural approaches
help students to understand their own culture, history and other societies through the
arts (see Ruokonen & Ruismäki, 2007).
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Conclusion and Discussion
The principles of UNESCO about culture and art education as a basic right for all the
citizens guide the achievement of many different institutes and organisations
(http://www.unesco.org/culture/lea). For example, the Finnish music council
(http://www.musiikkineuvosto.fi/) promotes the social valuation and state of musical
life and music education, develops initiatives in fields of music increasing cooperation
inside the music branch among organisations and by developing information nets. The
organisation also supports international development in culture and music trying to
promote the basic rights to art education in the EU countries. These general principles
are seen in national art education activity and they also have an effect on the
declarations in this article.

Many of the principles of good art education are exactly the same as those of a good
life (Juvonen & Ruismäki, 2004, 2005; MLL, 2005; LSKL, 2006; Suomen musiikkineuvosto,
2006). Varto (Varto, 2006) notes that since ancient Greek times the essential focus in
philosophy has been on a definition of a good life. The importance of art is seen as we
research the lives of people. Through arts an individual is in connection with the
surrounding world and reality. Varto asks: What would be a more appropriate way to
anchor ourselves to the surrounding reality than to learn to understand the world and
human life through music, dance and theatre? (Varto, 2006).
In our article we have asked questions and suggested themes on the significance of art
and skills, especially in music education. This leads us to think about the significance
of the compulsory school music education:
•

•
•
•

What kind of experiences have the pupils received and how should the
education be developed further?
What effects does music have on an individual and his/her development?
How does this affect learning other subjects?
Why is music valuable enough to be taught to children?

Naturally the declarations presented in this article should be widened to other fields of
arts and skills as well as other parts of education. In a modern society, media,
environmental and technologic education are also worth of their own declarations of
children’s rights. Traditionally these subjects have not been in the focus of arts and
skills, but are nowadays in direct connection with art as it manifests itself in new ways.

Sustainable music education also includes good learning environment. Music
education is the way to learn music, but it is also a tool to learn how to live a life.
A teacher creates the learning environment for children in interaction with them and
in co-operation with parents and other important people and the cultural
environment. Music is one part of this learning environment; it is a part of taking care
of our cultural heritage and creating new forms from it. It is also a part of expressing
oneself and sharing feelings and music with the others. The most important thing is
how every child experiences his/her learning environment. Learning happens best
when a child feels himself/herself understood, accepted and loved. This means
personal contact points and interaction with the others. The possibility to be loved
and to love can be seen as the key element of all sustainable education in our global
world.
15
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Abstract
Over the past decades new sounds as well as new forms of music making have diversified
our sound environment and understanding about music-making. Computer music,
sampling, stomping, beat-boxing etc. have become a part of musical life especially
among young people.
Some forms of music making do not need any musical abilities in traditional sense but
need more or less certain skills, knowledge and creativity. How much these new forms of
music making and new sound environment have influenced the common belief of
musicality and musical abilities?
Historically, musical ability or musical aptitude has been conceptualized in relation to
aural abilities and has been handled as a part of musicality (Hargreaves 2005; Hallam,
2006a, 2006b; Gruhn & Rauscher 2008; North & Hargreaves 2008). Many researchers
consider the concept of musicality rather as a linguistic construct than a musical concept
(Hallam 2006a; Hargreaves 2005; Ross 2007). The tests in music expressing musicality
could be historically distinguished into three types: (1) tests of ability (individual’s
potential for music learning); (2) tests of achievement (knowledge, skills); (3) tests of
attitudes (interests, preferences, taste and sensitivity) (Hargreaves 2005). These subdivisions cover different kinds of aspects from music making and composing to music
appreciation.
According to recent research there are at least three areas where pupils of today, so
called millenials, show new musical abilities in comparison with earlier generations:
rhythm and timing; knowledge about musical instruments and orchestration;
repertoire knowledge (Gullö, 2008).
The aim of this study was to investigate common beliefs about musicality among
Estonians.
203 respondents in Estonia answered a questionnaire (ordinal scale with 3-point scale:
yes/rather yes, undecided, rather no/no) in December 2008. The main section of the
questionnaire consists of questions on the topic “To what extent following options show
the musicality” and it includes 30 options indicating different aspects of musicality
(e.g.: cognitive, psychological, social, psycho-motoric skills, emotional, computer related
skills etc.). Descriptive statistics of SPSS 14.0 was used in order to analyse the data.
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The study shows that the traditional concept of musicality is quite strong. The pitch
discrimination, “musical ear” or musical hearing (87% yes) and ability to sing (84% yes)
were first and foremost seen as an indicator of musicality. High evaluation of aural
abilities could be also an Estonian phenomenon related to the long tradition of choir
singing and singing-centered music education.
Three indicators of musicality concerning the computer music: ability to create
computer music sampling, on rhythm-machine etc.; sampling in order to express ones
thoughts and emotions; interest and motivation to deal with computer sounds were
estimated lower of all other indicators. But there were significant differences between
gender and age. 45% of the respondents aged 16–25 believed that ability to create
computer music and 45% aged 26–35 believed that sampling for self-expression are
indicators of musicality.
The study shows also that all male respondents valued computer-related indicators
higher than female respondents. This could be explained by the fact that (1) computer as
a musical instrument is more common for males and (2) music and musicality is
considered to be something specific to humans and it closely related to human abilities.
Therefore computer as a machine is considered to be something out of the context of
“musicality”.
The ability to create music with non-common sound makers (beat boxing, stomp etc.)
and new forms of music making were considered to be a stronger indicator of musicality
compared to the aforementioned computer-based indicators. The phenomenon could be
caused of human source of these sounds.
To summarize, new sound environment and new forms of music making have changed
the common beliefs about musicality, mainly those of the younger generation and mainly
of males.
Key words: music making, musicality, indicators of musicality, musical abilities, sound
environment, computer music.

Introduction
Over the past decades new sound environments as well as new forms of music making
have diversified our sound environment and understanding about music. Computer
music or Desktop Music Production, sampling, beat-boxing, rapping, stomping, etc.
have become a significant part of informal music education of young people.
Many authors (Anttila, 2002; Juvonen, 2006; Marnauza, Kriumane & Gzibovskis, 2006;
Selke, 2007) have stressed the confrontation between formal and informal music
education.

The problem in music pedagogy arose with beliefs about musicality and how
musicality is linked with new forms of music making.

Some forms of music making do not need any musical abilities in traditional sense but
need more or less certain skills, knowledge and creativity. How do the new forms of
music making and new sound environment influence the common beliefs of musicality
and musical abilities?
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Differences in understanding musicality among public circles, who are not always
ready to accept new forms of music making and sounds as music – this causes some
kind of confrontation with different generations (young people and music teachers) as
well as a loss of interest in propuscheno the music subject.
Musicality has many different meanings: musical ability, musical aptitude, musical
intelligence, musical talent but also musical skill or ability to play an instrument.

Historically, musical ability or musical aptitude has been conceptualized in relation to
aural abilities and has been handled as a part of musicality (Hargreaves, 2005; Hallam,
2006a, 2006b; North & Hargreaves, 2008). Traditional concept in Estonia about
musical child means – sings well (Rannap, 1977; Päts, 1987). Traditionally musicality
means abilities needed for entering the music school – sense of rhythm, pitch
discrimination, musical memory, and sense of harmony.
Many researchers consider the concept of musicality rather as a linguistic construct
than a musical concept (Hargreaves, 2005; Hallam, 2006a; Ross, 2007).
The tests in music expressing musicality could be historically distinguished into three
types:
•
•
•

tests of ability (individual’s potential for music learning);
tests of achievement (knowledge, skills);
tests of attitudes (interests, preferences, taste and sensitivity) (Hargreaves,
2005, 25).

These sub-divisions cover different kinds of aspects from music making and
composing to music appreciation.
According to recent research there are at least three areas where pupils of today (so
called millennials), show new musical abilities in comparison with earlier generations:
•
•
•

rhythm and timing;
knowledge about musical instruments and orchestration;
repertoire knowledge (Gullö, 2008).

This is important to know from the
•

•
•

pedagogical point of view as aims and content, outcomes & estimation of the
pupils in the State Music Curriculum (2002) face teachers with the task to
develop musicality and musical abilities;
social point of view as new forms of musicing are the indicators of identity of
different social (age, nationality) groups and still have had low social value;
musical point of view as new forms of music making have not been equal with
classical music. Professional musicians have already accepted new forms as
music. For example “acknowledgement” of rap as equal form of classical music
besides traditional choral songs in the last Estonian Nationwide Song
Celebration (previously called Song Festival) in 2004.

The aim of this study was to investigate common beliefs about musicality among
Estonians and especially beliefs connected with computer music and with new forms
of music making. The research focused on the following research questions:
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•
•

What are Estonians‘ beliefs about musicality?
How do the new forms of music making and new sound environment influence
the common beliefs of musicality?

Sample and Methods

This research was designed as the first stage of a longitudinal project first looking at
regional perspectives on the beliefs about musicality.

203 respondents: 73% female, 27% male, aged 16–<56 with different education (44%
university education, 41% gymnasium and vocational education, 14% 4-9 classes
basic education) and professions answered a questionnaire in December, 2008.

The participants of the research represented both country regions and towns of
Estonia. The meaning of beat-box, stomping, rapping, sampling and computer MusicDesktop Production sampling etc. were explained beforehand.

The main section of the questionnaire consists of questions on the topic “To what
extent do the following options show the musicality?” indicating different aspects of
musicality (e.g.: cognitive, psychological, social, psycho-motoric skills, emotional,
computer related skills etc.). The questionnaire includes 30 options (ordinal scale
with 3-point scale: yes/rather yes, undecided, rather no/no).

The analysis was based on the quantitative research methods. Descriptive statistics of
SPSS 14.0 was used.

Results

The study shows that the traditional concept of musicality is quite strong. Figure 1
displays the beliefs, estimation to the different indicators expressing musicality. These
data suggest that the pitch discrimination, “musical ear” or musical hearing (87% yes)
and ability to sing (84% yes) were first and foremost seen as an indicator of
musicality.
High evaluation of aural abilities could be also an Estonian phenomenon related to the
long tradition of choir singing, choir-singing renaissance at the beginning of the 21st
century and singing-centered music education.

Four indicators of musicality concerning the computer music (see Figure 1):
•
•
•
•

skill to create music with computer (sampling, rhythm-machine etc.);
sampling in order to express ones ideas;
interest and motivation in handling with computer sounds;
ability to estimate both traditional and computer music

were estimated lower of all other indicators.

Music and musicality is considered to be something specific to humans and it is closely
related to human abilities. Therefore computer as a machine is considered to be
something out of the context of musicality. This fact proves the proposition of
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J. Sloboda (2005) that absence of actual bodily process of interacting with an
instrument in a real physical environment – this is probably why computer music
often sounds “inhuman” or artificial.

But there were significant differences between gender and age. 45% of the
respondents aged 16–25 believed that ability to create computer music and 45%
aged 26–35 believed that sampling for self-expression are indicators of musicality.
These data show that the younger generation believes that any kind of music could be
music irrespective of sound sources and new musical environment is equal output for
musicality.
musical ear, pitch discrimination
ability to sing

sense of harmony

75

ability to express ideas through sounds

74

ability to co-operate musically

68

musical memory

13

67

interest in singing or instrument playing

8

66

ability to improvise music

63

understanding musical form

59

sense of rhythm

59

ability to distinguish timbres

4

58

ability to play an instrument

58

sense of coherence in music

57

commitment to music

5

55

creativity

54

physical reactions to music

49

ability to create sounds with non-common sound…

44

ability to estimate both traditional and computer…
various complex musical skills

knowledge about music

skill to create computer music

41

27

0%

25

no/rather no

20

39

37

29

sampling in order to express ideas

20

45

technical skills

20%

20

17

49

good co-ordination
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13
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I don't know
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30
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25
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15

8
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8
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ability to communicate through music
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9

68

ability to interpret music

yes/rather yes

5

71

appreciation of music

5 8

8

6

73

emotional reactions to music

intrest in handling computer sounds

87

84

31

32

39

40
46

20

28

29

34

40

80%

100%

Figure 1: Beliefs about the indicators of musicality

The study shows also that all male respondents valued connection of musicality and
computer-related indicators higher than female respondents (the correlation was
statistically significant (P<0.05). This could be explained by the fact that computer as
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a musical instrument is more common for males. According to the numerous
researchers (Anttila, 2002; Selke, 2005; Juvonen, 2006) – the boys are more related to
the computers.

The ability to create sounds (music) with non-common sound resources (beat-box,
stomp etc.) was considered to be a stronger indicator of musicality compared to
the aforementioned computer-based indicators. The phenomenon could be caused
by human source and before mentioned bodily interaction of these sounds and of
long-lasting traditions and similarities in traditional music (throat-organ, sailors
stepping etc).
The clustering of the data draw up three equal clusters with quite clear characteristics
(see Figure 2, Table 1):
5

4

3

2

1

cl1 (54)

cl2 (66)

cl3 (73)

Figure 2: Three clusters
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The first cluster the millennials (N=54) – mainly younger generation aged 16-36.
Musicality means for them first a sense of rhythm and ability to improvise. This is
a typical, computer generation who does not value the physical reactions to music
(bodily interaction with sounds) and knowledge.

The second cluster which could be called as the conservatives (N=66) includes mainly
parents and grandparents aged 46-56<. Musicality means for them traditional musical
abilities commonly related to music studies. They deny all kind of computer music at all.

The third could be called as emotional communicators cluster (N=73). Musicality
means for them first emotions and communication but also physical reactions
(gooseflesh, shrives down the spine etc). This cluster consists of people aged mainly
16-45 and people over 56 (Table 1). These results support J. Sloboda’s point of view
about emotion as core reaction to music (independent of age). According to J. Sloboda
(Sloboda, 2005), high physical and emotional response to music could be explained as
pre-aesthetic responses to music or core unvalenced reaction to music.

The educational level of the respondents has no influence on estimation of traditional
musical abilities as indicator of musicality, statistical mean difference was 0.05. But
estimating other, especially computer related indicators people with lower education
tend to estimate these as an expression of musicality higher than people with higher
academic education. The higher was educational level of the respondent the more
beliefs of musicality were linked to inborn musical abilities, certain skills and
knowledge.
Table 1: Clusters

1
Age
Count
16-25
26-35
36-45
46-55
56<
Total

15
20
5
8
6
54

%
27,8
37,0
9,3
14,8
11,1
100,0

3 CLUSTERS
2
Age
Count
%
6
6
7
21
26
66

9,1
9,1
10,6
31,8
39,4
100,0

3
Age
Count
20
13
10
3
27
73

%
27,4
17,8
13,7
4,1
37,0
100,0

Discussion
The clustering shows clearly the polarity of the students and teachers-parents beliefs
about musicality. Views on the musicality reflect a certain system. How to use this
knowledge in the music education?

Such a contradiction should make the educational authorities, teachers and
curriculum designers
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•
•

•
•

widen the outcomes of the new music curriculum;
diversify the content of the music subject (many experiments at school have
shown that teaching music using computers and other technical support has
inspired pupils who otherwise are not interested in music lessons (Juvonen,
2007);
improve the preparation of music teachers;
integrate computer-music in schools of fine arts.

In Estonia the society has already acknowledged and approved some new forms like
the rapping. There were performed raps in official programm of the main cultural and
traditional musical event at Estonian Nationwide Song Celebration in 2004.

Conclusions

1. To summarize, the study shows shift in the process of the changing beliefs
about musicality. The concept of musicality is first and foremost connected
with singing skills and “musical ear”. Beliefs about musicality tend to be not
connected with traditional musical abilities except sense of rhythm and pitch
discrimination. Although the sense of rhythm prevailed in the beliefs of
younger generations (>46) it is a main indicator of musicality. These data
clearly indicate the influence of new musical environment and rhythm music
on young people beliefs.

2. The cluster analyses draw up three clusters of the respondents (millennials,
conservatives, emotional communicators) whose beliefs about musicality
differed by essential features. Besides the traditional and new beliefs about
musicality there is a strong tendency to the grasp that musicality means
emotional and physical response to music, appreciation of music,
communication and skill to express ones musical ideas both by means of
traditional and non-traditional sound sources.

3. The research provides also an insight into the content of current problems in
music pedagogy – adults’ (incl. teachers’) and pupils’ different position to the
concept of musicality and to the new forms of music making and especially to
the computer music.

4. New sound environment and new forms of music making have changed the
common beliefs about musicality, mainly those of the younger generation and
mainly of males. The beliefs of majority about musicality have still remained
traditional – related to the singing.
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Abstract
In this article I focus on pedagogical well-being in light of the art and skill training
subjects (music, visual arts, physical education, handicraft (textile and technical works),
home economics). The theoretic background is based on expectancy-value motivation
theory by Eccles and Wiggfield (1995a, 1995b, 2002). I also examine the school subjects
by the nature of the knowledge typical to each. Procedural knowledge and declarative
knowledge are opened through the school subjects and learning them. Self conception
and worldview are closely connected with the formation of values. They form the basis of
attitudes connected with school subjects. Also motivation in learning different school
subjects is under examination in this article.
The aim of the article is to show the importance of art and skill training subjects and
the significance of them in all learning processes at school. They should not be treated
only as leisure and having fun. The meaning and significance of art and skill training
subjects are based on their ability to deal with the emotions and affects as well as
knowledge and skills. The method used is a philosophical and theoretical analysis of the
essence of art and skill training subjects.
Key words: art and skill training subjects, expectancy-value, motivation, school subjects,
emotional education.

Background
The starting point in this article is built on the nature of art and skill training subjects as
well as theoretical subjects, their significance, cognitive conception of knowledge and
learning and schema theory. Pedagogical wellbeing is observed through the school
enjoyment point of view in connection with art and skill training subjects. When
examining the interest in different school subjects I use the Eccles’ and Wiggfield’s
(Eccles & Wiggfield, 1995, 2002) expectancy-value-motivation theory. Self-conception
and worldview are in direct connection with building values and attitudes (Deci &
Ryan, 1985, 2000; Bouffard, Marcoux, Vezeau & Bordeleau, 2003). The connection
between knowledge, skills and art is traced through the examination of their essence,
ISSN 1691-2721
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relationships between them and, finally, through revealing the significance of the
conceptions by using both procedural and declarative knowledge as starting points
(Willingham & Preuss, 1995; ten Berge & van Hezewijk, 1999). The pedagogy of art and
skill training subjects is encountered through the curriculum (OPS, 2004) focusing on
aims, the role of the teacher, expectations about the school subjects and prevailing
practices as well as examining the value which the society places on different school
subjects.
Already Dewey supported the idea of harmonizing curriculum where theoretical as
well as art and skill training subjects were in balance with each other. He stood for art
and skill training subjects through the deep economical depression time in the
beginning of 1930’s. In present-day Finnish elementary school, not to mention upper
secondary school, such a balance does not exist. Still, there is a very strong interest in
art and skill training subjects which cannot be found in other school subjects.
According to Regelsky (Regelsky, 1996, 25-27), people seek art experiences and
enjoyment because they get emotional or affective enjoyment and satisfaction. Also in
the elementary school curriculum there is a mention about the need of awakening a
desire in pupils for lifelong learning (OPS, 2004). This achievement can be influenced
through art and skill training subjects because they give intrinsic enjoyment to pupils.
Because the school work in these subjects is directed to active practical achievement
which is based on training, they offer possibilities to achieve feelings of success,
mastery and competency. The activities in art and skill training subjects are already
common to school beginners: all of them have been trained spontaneous drawing,
singing, moving (sports) and making things with their own hands.

Important elements of school enjoyment are justice, adaptation to the classroom
community, equality, experiences of safety and trust in connection with positive
feedback. Through these, the pupil builds his/her emotional conception about his/her
survival in different school subjects which start forming the intrinsic motivation and
interest in different subjects and, more generally, in school and learning on the whole.
In this way the school motivation gives internal enjoyment and feelings of mastery
and competency to pupils, at the same time producing pedagogical well-being (Byman,
2002, 26).
In the school debate the theoretic subjects have constantly been highlighted, thanks to
Finland’s good success in PISA-research. Still, the same research showed that the
Finnish pupils do not enjoy being at school as much as pupils in other countries.
International researches have shown that the school motivation decreases after the
first school years and is accompanied by the change of motivation from internal to
external (trying to get good marks) as the exhaustion from school becomes more
common (Gottfried, Fleming & Gottfried, 2001; Salmela-Aro, Nurmi & Kiuru, 2007).

Art and skill training subjects also include therapeutic activities which prevent mental
problems. These activities keep in balance teaching which is often heavily theoretical
and knowledge – oriented already from the very beginning of school. Significant
experiences are in the key position in these subjects and their learning, which means
that they include continuous affective and emotional elements.
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Art and Skill Training Subjects in Connection with the School
Enjoyment
The art and skill training subjects are in direct connection with school enjoyment
because they manoeuvre in the area of emotions in the context of experimental
learning. According to humanistic and cognitive approach, an individual is guided by
motivation and intrinsic inquisitiveness willing to understand different meanings and
significances of life. Because the young ones consider visual and musical elements as
part of their identity, it makes them especially important part of their life. Everyday
solutions at schoolwork together with the psycho-social and physical environment at
school have their effect on the school enjoyment. Teaching, learning and well-being
are strongly linked together, and a lot of research about school community and its
activities is needed to improve them on the whole (Perttilä, Kautto, Lounamaa, Luopa,
Ritamo, Rimpelä, Pesonen & Zotow, 2003; Peltonen, 2006). The learning results
together with the pupil’s experiences are closely connected with the emotional wellbeing. For strengthening the well-being, important points are the pupil’s adaptation to
the classroom community and the feelings of safety, confidence and positive feedback
(Perttilä, Kautto, Lounamaa, Luopa, Ritamo, Rimpelä, Pesonen & Zotow, 2003; Peltonen,
2006). The natural operational connection with emotions and the possibility to
express them build safety, confidence and feeling of togetherness in art and skill
training subjects more powerfully than in theoretical subjects. Cooperation is also an
important element in these subjects. In school enjoyment many researchers highlight
the significance of emotional content more than anything else. It means that the
activities in everyday life of school offer enjoyment and satisfaction in the areas
significant to pupil (his/her needs, attitudes and emotions) (Kannas, 1995).

Pupils form those conceptions about themselves as individuals and as members of
social groups, which give direction to their will of studying and learning throughout
their entire life. This is especially emphasized during the first years at school, at the
age when the pupils are getting more and more systematic feedback about their
behaviour and are able to compare themselves with the others. These factors typically
direct the interest of pupils to different school subjects. The emotional atmosphere at
school has an impact on attitudes and values which pupils build during the school
years, but it also has an effect on the emotional experiences which are connected with
shaping the idea of man in minds of the pupils (Linnankylä, 1993; Liinamo & Kannas,
1995). The art and skill training subjects offer many possibilities and channels for
building these conceptions, values and attitudes. The learning atmosphere becomes
better when the art and skill training subjects with their shared co-operative
achievements form a balanced entity together with the theoretic subjects.

The school enjoyment is not a static state because it continuously changes due to
experimental situational factors (Kannas, 1995). Especially for this reason, activities in
art and skill training subjects, which are based on versatile work with immediate
feedback and the possibilities to experience feelings of success, make these subjects
extremely important. Co-operative activities and work based on significant
experiences in art and skill training subjects emphasize the importance of a subject
and make it possible to attach wide basic values and tolerance to school work
(Liinamo & Kannas, 1995). The positive attitude towards school is a motivational
factor which becomes stronger through meaningful learning experiences. Anything
that assists to smooth running of schoolwork also improves school enjoyment. This
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way of thinking, for example, small singing moments in the middle of literary or
theoretical work, might crucially freshen up the pupils and help the learning process
at school. For the whole school institution, it would be important to show the ability to
be pedagogically innovative in supporting and encouraging children’s own creativity.
Especially these elements form the basis of teaching art and skill training subjects.

Expectations of Success behind the Motivation

All art and skill training subjects include lots of possibilities for making one’s own
decisions, solutions and controlling over one’s own work. These mentioned
experiences of independence produce learning motivation and also help to form
positive studying strategies providing school enjoyment (Lagerspetz, 1998). The
atmosphere in classroom strongly effects pupils’ learning motivation. Creemers and
Reezigt (Creemers & Reezigt, 1999, 33-34) defined four factors that effect it:
•
•

•
•

the physical environment (the size and placement of the classroom in school),
the social system in community (human relations and interaction between
pupils and teachers),
the environment inside the classroom (functionality and pleasantness),
the teacher’s expectations about the pupils’ learning results (positive
expectations and professional attitude).

Contrary to negative expectations, positive expectations have a strong impact on
motivation. Teacher’s positive expectations help in creating a good learning
atmosphere in the classroom (Orpinas & Horne, 2006). In art and skill training
subjects, positive encouragement is naturally connected with operational
achievement although sometimes in physical education the activity drifts in
competition and overemphasizing good physical performances. The attitude of the
teacher and the methods used for pedagogical solutions are very important in this
matter.

If the pupils do not have many possibilities to control and make their own choices
about their work the school motivation decreases. Deci and Ryan (Deci & Ryan, 2000,
73) defined the concept of control as the ability to control both one’s own activity and
the results of it. The more the pupils get possibilities of controlling their own work,
the more they achieve in their school work. The increase in motivation can be
attributed to the independence of the pupils (Ryan& Deci, 2000). The adults must offer
children possibilities also to learn social skills creating relationships with other
children and adults. These skills also help in academic abilities which are needed at
school learning. Art and skill training subjects encourage making own decisions and
independence through their methods and approach: visual arts, music, textile works
as well as technical works (handicrafts), set the scene for design, imagination and
creating one’s own products through them. Behind the achievement there is always
the pupil’s own process of planning, designing and the solutions which he/she aims to
use for achieving the goal. The level of independence is significantly higher than, for
instance, in solving mathematical problems. For example, the curriculum of visual arts
highlights the processes which include design, sketching, producing and evaluating
the final work in connection with self- reflection by the pupil. The pupils are
encouraged to finish the works and to preserve them (OPS, 2004).
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Behind the choices, endurance and surviving of the pupil there are two important
sectors of motivation: the expectations and the evaluation of the task. The task
orientation is built on beliefs of success and the amount of interest and valuation of
the given task (Eccles & Wigfield, 2002). Especially at the beginning of school, the
children are most enthusiastic in the activities of art and skill training subjects. They
also have strong belief in succeeding in them. Through positive feedback and
encouragement the teacher should make pupils appreciate all school subjects equally.

Good school motivation creates pedagogical well-being. It makes an individual reach
for the goals which may be set by him/her or the society. It connects in a dynamic
process the personality and cognitive and social factors (Deci & Ryan, 1985). For
example, the significance of music is very important to modern youngsters. Music
includes a lot of social values which are assimilated through the enculturation
processes. That means that music starts ranking among the appreciated and eligible
subjects when the content and methods of teaching are wisely selected. The basic
presumption in Deci and Ryan’s starting point is that an individual is always selfresponsible for his/her achievements and that the task always includes some level of
challenge. This is the situation when we deal with the art and skill training subjects.
Motivation works as the source of energy of action, but at the same time it also gives
direction to our achievement. It involves intensity, permanency, choices and also
realisation of the achievement (Roberts, 2001). Art and skill achievements and
possibilities contribute to the generation of motivation and meet the requirements, as
they are defined in motivation theory. They contain challenges and the pupil is
independently responsible for the work as well as for the results of it.

Roughly viewpoints on motivation fall into two groups: mechanic and organic, and the
division is based on the activity and the passivity of human’s activities (Deci & Ryan,
1985). Today most common is the socio-cognitive context where the starting point for
motivation is seen to be in human cognitive factors and the social environment. In this
context the self is in focus. The motivation process combines the cognitive, affective and
value-bound factors which are connected with targets and efforts applied to achieve
them. In art and skill training subjects all these mentioned and affective elements can
easily be naturally connected in achievement. Motivation process, which is a typical way
of thinking and working in the achievement environment, for an individual is also
thought to be directed to future. This is connected with the targets which an individual
aims at and is orientated to. These may be internal or external and also task oriented or
self-oriented. The point of view on pedagogical well-being presented in this article is
based on the task orientation theory and independence theory which belong to sociocognitive motivation theories. Especially the independence and affective factors are
strongly present in teaching and learning all art and skill training subjects.
The subject centred motivation is heavily connected with this element: the task itself is
rewarding and the performance is enjoyable in itself without any external factors as
motivators. For example, a successful singing of a song or playing a musical instrument
at a music lesson offers an instant feeling of enjoyment and satisfaction which also is
shared with other pupils of the group. According to the research group of Eccles and
Wiggfield (Eccles, Wigfield, Harold & Blumenfeld, 1993), the general school motivation
starts to differentiate into subject-centred motivation at early stage of the beginning of
school. The subject-centred motivation becomes permanent already after the second
grade.
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An individual feels self-direction and self-control when he/she has an opportunity to
decide when he/she wants to participate in the activity and when he/she feels
competent in performing the given task. The autonomy theory defines three elements
(needs) which an individual tries to satisfy: they are feelings of competence, autonomy
(independence) and social togetherness. If these are present at different school lessons,
they may create strong motivation and in this way bring pedagogical well-being in the
classroom. Due to motivation, the achievement may lead to cognitive (eagerness or
willingness to participate in music learning), affective (enjoying being on lessons, good
mood), and behavioural consequences. When the three mentioned psychical needs
(feelings of competence, autonomy (independence) and social togetherness) can be
satisfied at school lessons, it leads to positive independence and voluntary participation
in the achievement. Intrinsic motivation assists to make efforts as well as to participate
in the achievements at lessons (Deci & Ryan, 2000). For example, the instrument playing
and singing at music lessons offer a model example of the implementation of pupil’s
independence and autonomy as mentioned in theory. The pupil can make choices
between different musical instruments and get feelings of succeeding in playing and
singing as everything happens together in a group, socially safe and familiar. The same
kind of models of action can be easily carried out in all art and skill training subjects.
In extrinsic motivation the behaviour is imposed by external factors: prizes or penalties,
and the action is controlled from outside: at a lesson, the pupil makes efforts only to get
better marks (extrinsic prize). According to task-oriented theory (Bandura, 1997), close
and especially significant challenging targets both promote self-direction and make
succeeding easier. Art and skill training subjects are full of this kind of challenging close
targets. Rehearsing partial performances, mastering and developing skills in smaller
groups are typical means of achievement in art and skill training subjects which in this
way promote the emergence of intrinsic motivation and strengthening it in the way the
theory shows.

The strategies, which children use, can be described as task-oriented (masteryoriented) or task-avoiding strategies. Children with task-oriented strategies are usually
equipped with positive self-conception, high level of motivation, positive expectations of
succeeding, persistency in efforts, and are concentrating on the task at actively planning
the task. These often lead to succeeding in fulfilling the task. When these children are
speculating about the reasons for the success they often highlight positive models and
identify the reasons for the possible failures. Children with the task-avoiding strategies
often lack motivation and are anguished and passive. They don’t put energy into efforts
and find it difficult to concentrate on the task, which often leads to failure. The model is
connected with negative self-conception and underestimating one’s own abilities. Taskavoiding strategies are more common among boys than girls (Onatsu-Arvilommi &
Nurmi, 2000; Halme, 2002). For this reason the boys should get the possibility to
participate more in physical education, music, visual arts and technical work to get the
feelings of succeeding, which brings pedagogical well-being especially at the beginning
of school. The beliefs about the abilities and competence have been formed by the fact
that the activities of boys are often traditionally associated with physical movement or
sports as they develop more slowly than girls at the time when school begins. Many
researches testify to the fact that girls are stronger oriented towards reading and
writing than boys. This shows that girls are better equipped for learning the theoretical
subjects which actually form the traditional focus in school work. There are differences
in the pedagogical well-being between girls and boys.
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According to the expectancy-value theory of Eccles and Wigfield (Eccles, Adler,
Futterman, Goff, Kaczala, Meece & Midgley, 1983; Eccles, Wigfield & Schiefele, 1998),
social and environmental questions have a strong effect on the expectations and
values which pupils set on a task. Beliefs and attitudes to school subjects depend on
the interaction between external (home environment, parental influence, community
and friends) and internal (interests, self conception, independence in making
decisions, personal targets and goals) factors. Four factors determine the beginning of
pupils’ appreciations and their choices about school subjects in which they want to
participate. These are
•
•

•
•

intrinsic motivation,
utility value (how useful it is to learn the subject in light of future goals or to
reaching some other target),
attainment value (how well the pupil thinks he will succeed in the subjects
basing on earlier experiences and beliefs),
perceived costs (the difficulties and efforts caused by learning processes of
this subject).

In art and skill training subjects the behaviour usually is based on intrinsic
motivation more than, for example, on the utility value. These subjects are not often
thought to be useful, for example, from future profession point of view. The need for
success which is manifested in good marks is not on high level in these subjects
either.

As a starting point we can say that in those school subjects which are appreciated
and seen pleasant and interesting, the efforts and working automatically become
more active, which, of course, leads to better results and better marks compared to
those subjects which are not appreciated in the same way. In this kind of ranking the
art and skill training subjects are on high level: they are found interesting and often
also pleasant although their appreciation compared, for example, to math or foreign
languages is not at the same level. The school results are seen to depend on the
appreciation and value which is put on different school subjects (Eccles, Wigfield,
Harold & Blumenfeld, 1993).
Already early at the beginning of school work, pupils share different attitudes to
school subjects (Jacobs, Lanza, Oswood, Eccles & Wigfield, 2002). These beliefs and
appreciations are based on the experiments from kindergarten and home. The same
goes with the art and skill training subjects with the exception that school beginners
have had a lot of experiences in their area before beginning school (singing, sports,
drawing etc. at home and in kindergarten). Also children’s differences in persistence
and enterprise make some of them give up in the situation where others go on trying
and working hard and reach the target. The interests and the working routines have
been under research starting from motivational and achievement strategies point of
view (Aunola, 2000). The motivation at the beginning of school is connected with the
later motivation and the choices made later concerning the school subjects.
Performance strategies are strongly bound to the task at hand and efforts and
commitment to it. Those who are committed and use task-oriented strategies will
develop faster (reading and math) while children using task-avoiding strategies
more often suffer from learning difficulties and problem behaviour at school
(Onatsu-Arvilommi & Nurmi, 2000; Aunola, 2001). For this problem area the art and
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skill training subjects offer respectable possible solutions as by using task-avoiding
strategies, they give also (usually) boys a possibility for self-expression through
operational achievement.

Curriculum and Art and Skill Training Subjects

The cooperative working possibilities without the pressure of completion in art and
skill training subjects may in some cases appear to be the only air hole for pupils in
the middle of learning theoretic knowledge, and in this way they create pedagogical
well-being. The research made by the Finnish government (OPH, 2005) in 2005
showed that the skills of boys in writing are on much lower level than those of the
girls. The research of Viljaranta (Viljaranta, 2007) showed that the number of boys
with low motivation in the 9th grade pupils’ group was too big, while the girls were
over represented in the group with high motivation. In the same research girls
appeared to be more interested in art subjects than the boys, but in the group with
low motivation there were too many boys interested in art subject compared to girls.
These results show that boys should be offered more possibilities for self-expression
through art and skill training subjects. According to many researches, boys are not
“long suffering” compared to girls, which is natural because they learn through action
and doing things, the way of learning typical of art and skill training subjects.

Self-efficacy means the ability to exploit cognitive, social and behaviouristic skills; it
means the belief that an individual can manage and succeed in the task he/she is
interested in. The belief in one’s own efficacy and management is based on earlier
experiences and performances, the external motivation encouragement and the
physical environment of the situation. Self-efficacy beliefs are strongly connected with
both the individual self and with the environment. For example, in the curriculum for
handicrafts it is said that the idea is to develop pupil’s handicraft skills so that his selfconception can grow as it brings joy and satisfaction from the work done (OPS, 2004).
Because the school beginners have much more experiences from art and skill training
subjects compared, for example, to reading or math, the self-efficacy beliefs start to
build earlier in these subjects than in the others. This might explain the pupils’ great
enthusiasm in art and skill training subjects when they begin school.

Typical Elements of Art and Skill Training Subjects in the
Context of Pedagogical Well-being

Doing things by one’s own hands is a typical element in all cultures, but different
peoples do different things. Doing things by hand belongs to human bodily movement,
and it is an essential part of a human being. Handicraft is very significant to man. The
hands work as instruments of experimental knowledge and design. The idea in
learning handicrafts at school is to guide pupils in systematically planned, long lasting
independent working, generating creativity, developing aesthetic-, technical-, and
psychomotor abilities and skills, problem solving skills and promoting the
understanding of the modern technology in everyday life (OPS, 2004). The use of
hands is especially significant for human beings, because these skills contribute to the
development of the entire personality. The product of handicraft is in a way a
34

ART AND SKILL TRAINING SUBJECTS PRODUCING PEDAGOGICAL WELL-BEING

phenotype of the personality of the maker. When an individual knows that he/she is
skilful in some achievement the self-conception becomes positive and self-confidence
rises to a higher level. This also increases task orientation and motivation. The pupil
feels self-efficacy and competence in the field of activity (Eccles & Wigfield, 2002;
Hietanen, 2002). At the same time the pedagogical well-being becomes stronger.

Developing both manual skills and other bodily skills belongs to procedural sector of
knowledge, and they are always in some connection with intrinsic ability areas. Still,
not only abilities explain the learning of skills because also the amount of attempts,
individual’s structure of schemata, motivation and strategies of learning have effect on
it (Hietanen, 2002). We also must remember that the pupil always controls his/her
own learning through the amount of rehearsing. If there is enough intrinsic
motivation, he/she will learn fast the things he/she wants to learn through adequate
rehearsing.

Dealing with art and skill training subjects, learning and teaching them are always one
way or the other of performing operations where learning knowledge and skills is
always in direct connection with the real context. In this way the meaningfulness and
significance originate through understanding knowledge and the usefulness and
relevance of it. That is contextual learning (Entwistle, 1998). Learning art and skill
training subjects is very much based on learning-centred origins: it is individual (the
choices and solutions made by the pupils), it is working in social group where skills
and knowledge are developed and shared with others, and it is always experiential
where the learning is directly connected with the real context. Learning happens in
cooperation and evaluation, is smooth and learning-centred. These subjects offer
extremely good possibilities for differentiating. Every pupil can be given a task where
his/her skills and abilities are respected, and he/she may proceed in the speed
suitable for himself/herself.
The skills of hands and other physical activities are also used in different therapies as
they always have a special therapeutic aspect. Visual art therapy, dance therapy, music
therapy, suggestive pedagogy and many other applications show the significance of
art and skill training subjects in that area. Self-made artefacts and things create many
sided satisfaction, and succeeding produces feelings of self-efficacy. A successful
implementation of planned works also contributes to the growth of self-conception
(Eccles, Adler, Futterman, Goff, Kaczala, Meece & Midgley, 1983; Eccles, Wigfield &
Schiefele, 1998; Hietanen, 2002). When the concentration on one’s own work is active,
there are possibilities to achieve the flow-experience. Deep concentration on doing
something also helps to get away from the knowledge-centred learning routines of
school. In this way the art and skill training subjects bring variety into the school
work.
Manual skills also require that the achievement should take place at many different
levels of knowledge and skills. At the beginning, the planning process requires not
only declarative knowledge, but also creativity, intelligence, imagination, problem
solving skills and ability of concentration. Doing things with one’s own hands requires
and integrates knowledge from many different subjects. The experiences from the
production process open the channels of structural thinking and at the same time
amplify the understanding of something abstract becoming concrete. All these
elements are needed no matter whether it is a task in painting or sculpturing, a task in
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sewing or making a technical work of wood carving, designing a composition of
physical movement or dance or making one’s own composition or rhythmical exercise
at a music lesson. After the planning procedure is finished, the realization work begins
where the declarative knowledge is processed into procedural knowledge. When
a pupil sees his/her own plans come true he/she feels satisfaction, self-efficacy and
competence, and is able to touch concretely the works produced with his/her own
hands. It is much more difficult to notice the increase of knowledge. In these situations
both the meaning of self-direction and self-efficacy experiences are emphasized. The
pupil has the possibility to make choices both in planning process and in realization
process, which is essential in self-determination processes (Deci & Ryan, 2000, 73).

The Meaning of Art and Skill Training Subjects for the
Pedagogical Well-being

Through the feelings of success experienced at learning art and skill training subjects
it is possible to form different positive action strategies of pupils, which influences the
whole learning process of an individual pupil. In some cases the only positive school
experiences come from some art or skill training subject. At their best, the art and skill
training subjects may produce flow experience (Csikszentmihalyi, 1997), but
unfortunately these subjects at their worst create the deepest experiences of
humiliation. Being experimental is one of the most important strengths in art and skill
training subjects. The aim is to build new skills and knowledge based on the old ones
and to create applications for them in a real context (Bilimoria & Wheeler, 1995).

Although it is not a primary target to produce real art works at school, the creative
element present in all art and skill training subjects is important for the pupils.
Creativity and expression are included in both the planning process and the
realization process. At their best, the products come close to art and very often reach
the level of a professional handiwork. The point where we start to speak about work
of art instead of skilful handiwork is a line drawn in water (Hietanen, 2002). When the
product is ready we can observe it using our own senses. Seeing forms and colours,
hearing the voices of instruments and singing, touching the surface of the object which
is formed by carving or cutting, sensing the smells and tasting the food (home
economy lessons) or feeling the space through the bodily movement join together
the achievement and products of art and skill training subjects into the world of an
individual pupil through his/her own senses. The use of senses is often in the
second place among school subjects when they concentrate on learning
predominately knowledge. The senses are of vital importance in the whole human
life as they shape the developing personality by offering information of the
environment in many different ways. The normal work at school usually takes
place sitting at a desk. In art and skill training subjects it is typical not to work at
desks and the work takes place even out of the usual classroom. This stepping out
of usual routines is a refreshing break for the pupils in their traditional working
routine. Typical of these subjects is also the difference in learning due to the
involvement of doing things that require procedural skills and knowledge. It is an
alternative to the increased learning of knowledge and offers the kinaesthetic learners
a way for learning by doing.
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The significance of art and skill training subjects in self-expression is important. They
offer the growing and developing pupil an opportunity to find a personally suitable path
for self-expression. Some find it in the many sided working processes of visual arts,
others through the sports and practises in physical education. Music playing and singing
also offer a channel for expressing one’s own feelings and emotions. Self-expression
may also be seen as expression of emotions. The emotional education is one of the
points which have been almost forgotten in the curriculum of compulsory school
system. It is difficult to integrate in math theoretic subjects or foreign languages. The
working methods and other elements in art and skill training subjects’ suit well for
expressing feelings and in this way make a good possibility for applications of emotional
education (Jalovaara, 2005).

Meeting challenges is one of the essential elements of growth and development. The
challenges in art and skill training subjects are usually different from those of theoretic
subjects as they concentrate on individual’s own senses, muscles, and different areas of
abilities or cleverness in the field of problem solving. One of the prerequisites of
learning is the presence of serious challenge. The satisfaction gained from winning the
challenge is connected with the degree of difficulty of the challenge (Bandura, 1997).
This connection links the art and skill training subjects with the development of selfconception through feelings of success in doing things. Repetitive experiences of success
in different areas of achievement produce positive changes in self-conception and in
learning strategies. In occasional tasks the self-efficacy beliefs depend on the earlier
experiences which make the teachers of all art and skill training subjects responsible for
the type and strength of the experiences gained. The level of the challenges which are
set for every individual pupil becomes of crucial importance. In this way the art and skill
training subjects give good possibilities for developing the pedagogical well-being as the
goals can be set suitable personally for each pupil and his/her developmental stage
(Eccles, Wigfield & Schiefele, 1998).

Although in textile work or technical work pupils may be designing and producing their
own products separately, this takes place in social interaction with other pupils. Thus
other persons’ viewpoints get involved in the learning process as well. Pupils see and
comment on the products of each other, which also show something about the producer
himself/herself. Through the perpetual evaluation processes of each other the pupils
learn facts not only about the others but also about themselves through the products
made during the lessons. In this way these subjects work as builders of identity, offering
a possibility to experience the success together. Working together always develops also
social skills and teaches to respect the work of others, which leads to general respect for
other people. The feeling of social togetherness is one of the most important elements in
self-determination theory (Deci & Ryan, 2000). It also is essential in the learning-centred
work.
Because every individual produces his/her own solutions and own type of products, the
art and skill training subjects teach to better tolerate dissimilarity and different models
of solutions. They have showed their importance in teaching as well as have immigrated
thanks to the non-verbal communication and achievement in it (Ojala & Uutela, 1993).

Finding one’s own limits through skills and physical achievements teaches the
growing child to develop his/her abilities through practicing. This makes it possible to
observe the development in different areas and to improve the pupil’s perseverance.
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This goes as well with all partial performances presuming skills in music, visual arts,
handicraft and physical education.

At developing pupils’ skills and abilities, it is natural that failures also happen. The
activation of different learning strategies is typical of art and skill training subjects.
This makes these subjects highly sensitive: a pupil can easily be deeply hurt through
them. Singing, drawing, sewing or even gymnastics require exposing one’s personality
and physical characters for all to see, observe and evolve. The level of commitment in
these subjects is high. That makes the individual most vulnerable which is a challenge
to the teacher who must be sensitive and delicate especially in the stage of developing
the strategy frame of reference (Nurmi, Aunola, Onatsu-Arvilommi, 2001). When
teaching these subjects, the teacher should always remember to leave enough free
space for the pupil to make his/her own decisions to maintain the meaningfulness in
the task (Onatsu-Arvilommi & Nurmi, 2000). The failure or even the mere fear of failure
may activate the defence strategies inside the pupil (Spencer & Norem, 1996).

Conclusions

1. A heated debate takes place whether the school subjects should focus on
theoretic or art and skill training subjects. Not many times have the art and skill
training subject teachers been able to show their strong areas and importance.
This is partly because the results in these subjects cannot be measured with
quantitative indicators like, for example, PISA-research does. Measurement just
does not suit art and skill training subjects: it is not possible to measure wellbeing, the phenomena taking place at the emotional level or the experiences of
artistic achievement. The lack of appreciation of art and skill training subjects in
Finnish school can be seen in curriculum, but also in many researches among
the teachers. If we focus on the number of the courses taken in upper secondary
school, it is easy to see that it is small in art and skill training subjects compared
to all others. Being optional since the beginning of the upper level of
comprehensive school makes the number of the art and skill training subjects
smaller compared to that in other subjects. The art and skill training subjects
are also not very useful and applicable at graduation from school.
2. The great significance of the art and skill training subjects and the importance of
being aware of this significance for the pedagogic well-being in the school
world. It is based on the elements which help develop the personality as a whole
and the elements which assist in the inner harmonization of mind. Through
creativity, imagination, self-expression, processing the emotions and feelings
and through bodily achievements they offer pupils different possibilities of
learning to open channels to learning procedural skill-knowledge. These
subjects also offer more free and many sided learning atmosphere and
environment compared to theoretic subjects making it possible to learn by
doing using our own body and hands instead of mere sitting at the desk trying to
learn through reading, writing and counting on paper. Doing with own hands
offers intellectual stimulation in form of planning, using imagination and solving
problems. Art and skill training subjects also teach the child to understand other
cultures and about his/her own culture and historical heritage.
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Abstract
This article is focused on the activities, basic principles and requirements for school
choirs in Latvia. The result of the research on the developmental tendencies of choirs of
general education schools have also been summarized in the article. In order to
characterize the present situation we have researched the opinions of school
administration, teachers - choir conductors, pupils and their parents about choir singing
at schools. As a result, the strong and weak points of choir singing development have
been determined and the opportunities for the perfection of choir singing tradition and
possible threats to it have been characterized.
Key words: interest education, choir singing culture, activities of choir of general
education.

Introduction
Choir singing is one of the stable entities symbolizing our national identity. In the
world, Latvia has become unique with its centuries long singing (and especially of
choir singing) traditions. No wonder that on November 7, 2003, the United Nation
Education, Science and Culture Organization declared the tradition of song and dance
festivals in Latvia, Estonia and Lithuania a masterpiece of oral and non-material
heritage of the Humanity.

The education system of Latvia (as well as that of other Baltic countries) plays
a leading role in preserving this tradition and achieving good results, because the
opportunity to study music is provided at all its stages – primary, basic and secondary
schools. The development of skills in singing as the most democratic kind of music
making, the acquisition of ABC of music and perfection of listening skills are paid a
great attention to music lessons and this enables the teachers to start working with
choirs and ensembles already in basic schools.

The professional level of amateur choirs is extremely diverse. The choir reviews, song
festival choir competitions, choir festivals and competitions organized by E. Melngailis
ISSN 1691-2721
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Folk Art Centre show that there is already a small number of choirs whose
performance is close to that of professional choirs. However, several negative
tendencies can be observed in the performance of other choirs:
•
•
•

reduction in the number of choir singers;
growth of singers’ average age;
choir activities in villages and small towns have come to an end (Marnauza,
2004; Tropa, Znutiņš, 2009).

We are all aware that it is possible to preserve choir culture, the phenomenon of
singing, only by inheriting it from generation to generation. However, the number of
school choirs also reduces. Though there are still several schools where choir and
ensembles work successfully, the interest about singing in choirs and ensembles is not
great in the majority of schools. After graduating from school young people also do not
feel any need to express themselves in choir singing or join amateur art groups. What
should be done in order the tradition of children’s choir singing is preserved, would
continue and would become a life-long necessity?

Research aim: to investigate the developmental tendencies of choir singing in schools
of general education.

Object of the research: The development of choir singing in general education
schools.

School Choir Singing Tradition

The beginning of children’s choir singing tradition should be traced 250 years back
when Lutheran Church congregations started to establish and organize parish and
small rural district schools which gradually strengthened their position. One of the
compulsory subjects in these schools was singing – from hymn singing of one voice to
folk songs for several voices. In 1864 already, the joint choir of 120 children from local
schools participated in Dikli Song Festival (Vītoliņš, Krasinska, 1972).

However, only the year of 1960 can be considered a real beginning of a systemic
children’s and youth choir singing movement when during the first Latvia’s School
Youth Song Festival, 8539 choir singers from 178 schools assembled on the Grand
Open-Air Stage in Mežaparks. Naturally, compared to more than a hundred years long
history of General Song Festival tradition, the tradition of school choir singing has not
lasted so long, but it is long enough we could already speak about it as a tradition and
mark its development trends (Grauzdiņa, 2004).
In 2005, already the 9th Latvia’s School Youth Song and Dance Festival with 35013
participants (368 choirs with 15000 participants) was held. It should be marked that
467 choirs took part in the choir reviews.
At the end of the previous century, choir singing as a sphere of interest education
resulted from the education reform. In 1996, State Youth Initiative Centre (SYIC) was
founded, which now supervises interest education. This institution sets aims and
objectives of interest education, maps out further developmental strategy and
coordinates the current activities of participating groups.
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Interest education was included in several educational programmes:
•

•
•
•

cultural education programmes ( art of dance, music, visual art and applied
arts, theatre);
technical creative activity programmes (technical modeling, auto modeling,
electronics, video);
environmental education programmes (a youth organization “Mazpulki”,
guides, floral art, environment researchers etc.);
programmes for youth activities (pupils’ self–government bodies, youth clubs,
interest clubs, scouts, guides etc.).

In their turn, programmes in cultural education (62% from all interest education
programmes) are divided into:
•
•
•
•

music (choirs, small musical groups, bands);
dance (folk dances, modern dances);
theatre;
visual art and applied arts (Valsts jaunatnes iniciatīvu centra nolikums, 2004).

School Choir Activity Regulations

School choir activities are regulated by the SYIC developed programme “Choir” which
states that:
•

•

•
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the content of lessons, which depends on the specific requirements of the
programme and the age of participants, is worked out and implemented by a
specialist in choir singing;
the number of lessons per week and the length of classes (40 min.) depend on
the age group to which the participants involved in the programme belong and
specific requirements of the programme:
- for pupils – from two to eight lessons a week;
- for teachers – selection of repertoire, arrangement, instrumentation;
- concerts and individual work with participants;
- up to six additional lessons a weak;
Resources necessary for the implementation of the programme are:
- insurance of salaries for teachers involved in the implementation of
interest education programme;
- insurance of payment for work of a concert master of each group in the
programme: 25% of the yearly payment envisaged for the choir;
- confirmed estimate cost for insurance of material and technical basis;
- premises for choir lessons (1.5 m for a participant);
- choir platforms, pianos, chairs, a mirror, a conductor’s stand;
- recording technologies;
- a book-case for teaching aids;
- sheet music folders for choir singers;
- concert costumes;
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•

Requirements of the interest education programme “Choir” are:
- for choir singers of form 1 to form 4 – to sing two-part songs and songs
for several voices, to sing a cappella. During the school year the choir is
to prepare a concert programme no shorter than for 15 minutes;
- for choir singers of form 5 to form 9 – to sing three-part songs and
songs for several voices, to sing a cappella. During the study year the
choir is to prepare a concert programme no shorter than for
20 minutes (Bērnu un jauniešu interešu izglītības programmas, 2002).

Research Methods and Participants

Choir singing tendencies in school of general education were researched applying
SWOT (Strength – Weakness – Opportunities – Threats) method. Within the
framework of the research, we carried out:
•
•

•
•
•
•
•

opinion poll among school teachers-choir conductors;
interviews with school administration (headmasters, heads of study
departments);
interviews with parents of the pupils;
opinion poll among the 5th -9th form pupils – choir singers;
interviews with the 2nd – 4th form pupils who participate in choir singing;
interviews with pupils who do not participate in choir singing;
SYIC annual report analysis.

To elucidate how a choir singing tradition could develop further, we distributed
questionnaires among 38 music teachers – school choir conductors. In this opinion
poll music teachers from all Latvia’s areas (Latgale, Kurzeme, Vidzeme, Zemgale) took
part. The opinion poll provided more detailed data and information about a school
(city or country school, the number of pupils, the number of choir singers) itself, about
its material basis and organization of choir lessons (how many hours per week a choir
rehearsal takes, whether group rehearsals take place, at what time choir lessons are
scheduled, what the equipment of a choir classroom is, accessible resource) and about
the teacher himself/herself (length of service, education, perfection of qualification).

The four major questions offered in the questionnaire were:
•
•
•
•

What are the strong points of the choir singing development at schools?
What are the weak points of the choir singing development at schools?
What are the opportunities for perfecting the work of choirs?
What are the major threats for choir singing at schools?

The same four basic questions were offered during the interviews with school
administration: four headmasters (it should be mentioned that three headmasters
refused to discuss this theme, saying that choir singing was not the only and the most
important kind of interest education that should be supported) and five heads of the
study department.
But during the discussion which we had with pupils’ parents only two questions
interested us:
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•

•

Do parents support a pupil’s participation in choir singing activities
(legislation of Latvia tells that pupils can participate in the activities of interest
education only if parents accept it)?
Is the pupil satisfied, in their opinion, with the opportunity to sing in a choir?

Pupils’ own opinions interested us greatly, too. The opinion poll was conducted in
both country schools (in six basic school of Vidzeme and Latgale with the total number
of pupils up to 200 pupils) and in three city schools with several parallel forms.
Altogether nine choirs, whose total number of pupils was 208, participated in the poll.
They were asked the following questions:
•
•
•

Why do you sing in the choir?
What is it that attracts and interests you in the choir activities most of all?
What hinders the participation in choir activities?

Simultaneously, interviews were conducted with those 77 pupils who, according to
their music teachers’ opinion, could sing in a choir because they had a talent for music,
but they refused to do it. First, we tried to clarify the motives why pupils did not
choose to sing in a choir, why choir singing did not attract them.

Interpretation of the Obtained Research Data

The choir singing movement is under a direct supervision of SYIC, therefore an annual
survey of activities in the sphere of interest education is carried out. As the data
provided by SYIC show, in 2005, there were 957 comprehensive school choirs with
37.6 thousand singers in Latvia. The survey of 2005 points out that the number of
choir singers and choirs shows a tendency towards reducing, but the artistic level of
the best choirs has become higher. The participation of the best mixed choirs of
general secondary education schools in the 23rd Latvian General Song Festival and
their ability to acquire the complicated festival repertoire should be evaluated
positively.
According to SYIC, the most essential reasons for the reducing number of choirs are:
•

•

•

it is not possible to organize choir group in some education establishment due
to the small number of pupils;
the fact that music subjects are optional subjects in secondary school
curriculum makes an impact on the secondary school pupils’ choice to
participate in choirs;
lack of qualified conductors of children’s choirs (Izglītības un zinātnes
ministrijas Valsts jaunatnes iniciatīvu centra 2005. gada publiskais pārskats,
2005, 20).

Our attention was also focused on the number of pupils’ choirs among different kinds
of choirs. It is evident that primary school pupils participate in choral singing most
willingly; the pupils of basic schools are also quite willing to do it, while secondary
school pupils are unwilling to participate in choirs. Therefore the responses to our
questions were analyzed and evaluated at each stage separately, both during the
interviews with parents and with pupils themselves.
46

CHOIR SINGING TRADITION IN LATVIAN GENERAL EDUCATION: REALITIES AND
PERSPECTIVES

Mixed choirs
7%

5th - 9th form
choirs
37%

Secondary
school girls'
choirs
2%

2nd - 4th form
choirs
45%

Boy's choirs
9%

Figure 1: Kinds of choirs in Latvia (SYIC Public Survey, 2005, 20)

During the interviews with parents we found out that 100% of parents support the
participation in the 2nd – 4th form choirs. Besides, these parents are often the initiators
of the idea that their children should participate in music activities. However, several
parents pointed out that the schedule of choir rehearsals creates certain problems,
especially if they are informed about additional rehearsals and concerts at the very
last moment.
The picture is a little bit different when we analyze the responses of parents of the
5th – 9th form pupils. We observed three versions of answers:
•
•

•

46% of respondents support participation in choir singing;
12% of respondents – neutral attitude (if there is nothing else for them to do,
let them sing in a choir);
42% respondents – singing in a choir is impossible.

A more detailed analysis was made to elucidate why parents do not support pupils’
participation in choirs of this age group. The arguments were various:
•

•
•

other priorities are set for the pupils – to occupy themselves with “something
more useful for life” and spend their time by participating in other spheres of
interest education (for instance, sport, studying languages, mathematics,
computer science etc.) (24% of respondents);
too much work (a pupil is already participating in several amateur groups,
attends music school etc.) (10%);
the schedule of rehearsals does not comply with what a pupil is able to do (it
relates to how long a pupil can be at school) (8%).
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Unfortunately, it has not yet been possible to clarify the attitude of parents of
secondary school pupils. During the interviews with the 2nd – 4th form pupils about
their choice to sing in a choir, we found out that teachers and parents have a decisive
role here:
•

•

76% of pupils joined the choir because their teacher and parents advised them
to do so;
12% of pupils joined the choir because their friends sing in the choir.

The majority of pupils are satisfied that they sing in the choir because they:
•
•

•

like songs which they learn in the choir (78% respondents);
singing before the audience and receiving recognition (praises from parents,
school administration, friends) are not unimportant for them (72%
respondents);
like their music teacher (56%).

Pupils seldom offered negative arguments; a great part of them (68%) did not know
such, others gave various reasons – they don’t like that “boys’ behavior in the choir is
bad; you should be standing all the time…”.

Quite a different picture can be observed in 5th – 9th form choirs. However, at
summarizing the received answers we had to conclude that:
•

•

•
•
•
•

11% of pupils sing in a choir because they like to sing (quite often – because
they sing in a choir already from the 1st form), choir activities are interesting,
they are satisfied with the repertoire, they like to participate in concerts etc.;
81% of pupils sing in a choir without having a special interest in singing itself,
and their choice has been determined by some other factors (if they sing in a
choir they get good marks in music, they don’t want to contradict their
teachers, they can participate in some interesting activities - often Song
Festivals or other activities at regional or state level are mentioned), besides,
these pupils (64%) also pointed out why they didn’t like to sing:
very complicated and uninteresting repertoire;
monotonous choir rehearsals;
many additional rehearsals before choir reviews;
many pupils like to sing only when all the choir singers are present etc.

Those pupils who do not participate in the choir justify their choice by saying that:
•

•
•
•
•

they are very busy, they have very many lessons and they participate in other
hobby groups or spheres of interest education (23%);
they do not “have voice”, but actually they consider singing an occupation
proper only for girls not for boys (11%);
it is singing in a choir that they don’t like, because it is boring, tiresome and
“old- fashioned”; therefore they like to sing in various ensembles (24%);
don’t like to sing;
in fact, they don’t have any answer (24%).

The data obtained from teachers’ questionnaires were classified into several groups.
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A. From the organizational aspect:
•

•
•

neutral or uninterested administration’s attitude to choir singing at schools
(57%);
unsuitable conditions for choir rehearsals (premises, lack of the pianos in
classrooms, lack of platforms) (27%);
time inconvenient for choir rehearsals (at 7.30! or in the afternoons which
are overloaded with various hobby group activities where many pupils are
involved and therefore it is possible to work only with separate groups of
singers during the rehearsals) (32%).

B. From the financial aspect:
•
•
•

no financing is allotted for lessons where work is carried out in groups;
it is not possible to employ a concert master (not to mention a choir master,
sound engineer, recording possibilities etc.);
it is very complicated to tackle transport problems when activities other than
state established (song festivals, choir reviews) are involved.

C. From the choir work content aspect, the most problematic thing is the necessity to
acquire the repertoire which is unreasonably complicated for pupils’ abilities.

The consequences are several:

• The teacher tries to make a maximum great selection already in the 2nd – 4th
form choir, by this reducing the number of choir participants and, thus,
seemingly raising professional level. Consequently, many children who
would be willing to sing in a choir do not participate in this process when
they are in junior classes, but in senior classes they can no longer do it;
• Complicated polyphony, vast obligatory repertoire for the 5th – 9th form
choirs lessens the interest to sing in a choir, tires singers out, hinders the
participation of the choir both in state level and activities;
• There appears a tendency not to participate in school choir activities, not to
learn the repertoire offered by SYIC and work independently.

Conclusions

1. At evaluating school administration, parents’, pupils’ and teachers’ opinions about
developmental tendencies of a choir singing tradition, the following strong points
of the choir movement were identified:
• world recognition of a choir singing tradition as people’s oral creation; the
law on song festival has been drafted and a further strategic development of
choir singing determined;
• state financed musical education, which is being implemented starting from
forms of primary to forms of secondary school;
• qualified and professional teachers of music, their fanatical work with choirs;
• activities of SYIC in the capacity of interest education coordinator.
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2. Weak points of choir singing:
•
•
•

•

poor public awareness of culture and choir singing as great values;
teachers’ low salaries;
difference between subsidies donated to schools in cities and to those in the
countryside;
lack of difference in choirs.

3. Opportunities for perfecting choir activities:
•

•

•

to improve the policy of repertoire selection determined by the state by taking
into account the potentiality of all existing choirs (for state-level activities,
song festival, joint choir concerts – it is necessary to select the repertoire
which small country school choirs with 18-20 singers could acquire, and thus
would be able to participate in common choir activities);
to develop criteria for the evaluation of choir activities (not to evaluate them
only by one criterion – the professional level of the choir, because the
opportunities of choirs in cities, in the countryside and in schools with a
different number of pupils are different);
in teachers’ qualification perfection programmes not only the information
actual for music lessons, but also information concerning novelties in the
sphere of interest education (including choir activities) should be included.

4. Possible threats to choir music - making:
•
•

•
•

the reduction in the number of population in regions;
the transformation of choir singing as a mass singing tradition towards
professionalism;
pupils’ overwork;
inadequacy of choir repertoire to pupils’ interests and abilities.

5. The quality and quantity of singing are undeniably the result of lasting work, and
they depend on joint activities, because the state, local governments, school
administration, a music teacher (choir conductor), pupils and their parents are
involved in and contribute to achieving good results. The role of a music teacher
should be especially emphasized, because organization of choirs and choir singers’
education are the job of a music teacher, and it requires the music teacher to
constantly acquire and perfect skills, knowledge and abilities needed for choir
conductor’s work in order to be a competent manager of a choir.
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Abstract
The article is a reflection on the condition of music education in Poland, as well as a
statement of the obsolescence of the Polish concept of common music education invented
in 1980s by a team of experts led by Maria Przychodzińska. The author focussed on some
specific qualities and phenomena in music education that should be highlighted and
continued and at the same time stressed the selected parts that need to be changed if
music education is to face the challenges of the 21st century.
Key words: music education, international concepts of music education, music culture,
music teacher, teacher’s creativity.

Introduction
The “Polish Concept of Common Music Education” developed in the 1970ths by a team
of music educators headed by M. Przychodzińska has recently become a subject of a
nation wide debate on the necessity to update it. Academics write works, in which
they discuss the need to complement the Polish concept with, among others,
E. E. Gordon's music learning theory that assumes individual learning (Białkowski,
2006; Suświłło, 2006; Kołodziejski, 2008).
For various reasons, I am unable to determine any new areas of activity in this
discipline. First, the age we live in is constantly evolving in a way that is characteristic
of an “instant” culture. Second, I do not feel competent enough to put forward farreaching postulates containing solutions for the problems of the discipline. However,
inspired by the recent situation that has changed not only as a result of the 1999
reform, but also as a result of an axiological evolution in education in general,
I decided to take the opportunity and highlight a certain deadlock the contemporary
music education is in.

Pedagogy understood as a liberal art is to some extent, as J. Such says, free from the
absolutist vision of scientific confidence while the specificity of a pedagogical science
consists in the combination of theoretical and practical functions (see Matwijów, 1998).
ISSN 1691-2721
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Music education, however, is subject to the laws of pedagogy as it falls in its scope.
Therefore, given that music education may be seen as part of both scientific and art
domains, I would like to stress the need to perceive it also in the context of social
sciences, and developmental psychology in particular. We should also consider the
proposed new tendencies and concepts in music education which are a challenge for
the currently strong traditional Polish concept of music education.

Music learning (and more broadly: music education) in Poland builds obviously on the
achievements of numerous scientific domains, including mainly aesthetic education
theory (that combines learning and education in pedagogy and aesthetics), psychology
and culture theory. The concept of music education is based mainly on the ideas of
aesthetic education by I. Wojnar, which combine trends of the humanistic vision of
human development, i.e. education in understanding beauty, the role of art in
communicating content that is most important for an individual development of
imagination and creative attitude through to learning by experience, selflessness and
empathy in interpersonal relations (see Przychodzińska, 1989). Certainly, such an
approach to music education on the backdrop of aesthetic education postulates was
an idealistic vision, which has often been stressed by M. Przychodzińska. When
I mentioned the areas in music education that are determined by pedagogy, I also
thought about the theoretical foundation, that is didactics, i.e. learning theory, and
other subjects that complement the comprehensive vision of science, such as
education history and comparative pedagogy.

The origin of music education lies also in psychology as the core of it is intentional
learning activity of children and teenagers that assumes broad/comprehensive
development. It seems that psychology plays a key role in music education (which is
frequently underestimated and neglected). What I mean is mainly music psychology
that has recently been developing dynamically, individual difference psychology and
creation psychology or psychodidactics of creation.

Relevance of the Common Music Education Concept in Poland

According to M. Suświłło, the Polish concept strongly underlines educational functions
of music, development of musicality and music culture, modelling of various spheres
of personality, as well as values contained in music and the value of music education
itself. Music education in Poland uses a number of European concepts of music
education, mainly the concepts of Dalcroze, Kodály, Orff and Mursell as well as
selected elements of the method by Suzuki, which makes the Polish concept both
eclectic and holistic. The settlement of music education in theories of music aesthetics
stresses the emotional and intellectual context of the entire music education (Suświłło,
2001). The cultural heritage message so strongly emphasised, especially in the
national folklore: is a solid foundation for the entire concept that established ground
for the transmission of a cultural message. It is a fact that folklore has an obvious
value and a prominent place in the culture and cultural education. According to
M. Przychodzińska, “there is a direct relation between folk culture, folklore and national
culture” (Przychodzińska, 1989, 37–39). The conditions for the creation of folklore
make it naturally disappear in the contemporary civilisation, although I think our
folklore-related roots enable us to approach the cultures of other European nations.
“Folk music contains an internal order; it is always realised through a music form
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defined by traditional principles” (…), one may find value in folk music also in the rich
resource of melodic and rhythmic ideas. In addition to its various scales, the richness
of the Polish folklore is contained in its contrast and variety in different regions of the
country and melodies based on the rhythmic patterns of Polish dances
(Przychodzińska, 1989, 39–40).

“Music educators should therefore be aware of the essence of folklore, the fact of the
gradual disappearance of its natural live form in the contemporary civilisation. We also
have to be aware of the folklore's multiple values: socio-cultural, artistic, and finally
didactic” (Przychodzińska 1989, 41). However, this concept should be complemented
with the recent achievements in music psychology and developmental psychology in
particular, taking account of the “ s p i r a l a n d s e q u e n t i a l d e v e l o p m e n t o f t h e
c h i l d” (Suświłło 2001, 136–137), and this may be a challenge for potential authors of
modifications to the current concept as the research held so far in the area of music
development in children confirms the need to consistently use the achievements of
these domains in music education. As M. Suświłło puts it, this is the core of building an
education system based on the interaction model. The previous concept, whose fields of
activity were defined in the totalitarian system age, was put under heavy criticism not
only because of the need to change as a natural rule of modernity, but also as a result of
the search for new concepts suited to the 21st century. According to A. Białkowski
quoting P. Fletcher, already the 1990s brought a crisis of the music education identity,
not so much a financial but a conceptual one (Białkowski, 2001, 179). The idea by
M. Niziurski to introduce afternoon instrument playing classes at schools must fail
because of the financial trouble of schools. M. Niziurski also stresses significant risks
for the common music education brought by the negative influence of the music show
business which smartly enters the world of children’s and teenagers’ imagination and
offers them a proposition of the equality of music (Niziurski, 1997).

Risks to the contemporary music education are also brought by teachers themselves
who are unprepared for the roles of managers and creators of education. A wide area,
which is currently left for selecting teacher competences at schools, makes music
teachers deeply frustrated. The methods used so far are no longer functional and new
methods bring disorder in terms of work, didactics and concepts among teachers and
– partly resulting from that – an amnesia of the basic goals of music education that are
related to the development of the basic music skills, informed use of cultural heritage
and egalitarian and extensive preparation of music audience. There appears an
additional problem, too, namely limitation of music classes by ministerial ordinances
or their replacement (by mistake) with artistic integrative classes under the subject
called Art. We should also remember the complex role of a music teacher: the teacher
needs to be an apt organiser, a good educator, a great instructor and a pretty good
musician, and – most of all – be able to educate through music (Kołodziejski, 2006,
107–118). This brings another problem of contemporary music education that is the
p e d e u t o l o g i c a s p e c t in the area of preparation of new offering in music teacher
education. The effectiveness of music education is directly related to the
establishment of new tasks for teacher creation. Passivity in constructing varied
content in music activity will inevitably lead to the disappearance of interest in music
among children and teenagers. We (teachers) are obliged to actively observe
educational, social and cultural reality. This is a consequence of the age we live in, the
age that is driven by developments in various domains of life. Thus understood
common character of music education is an opportunity to transfer values
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represented by the very scientific discipline and by music itself. Undertaking the
struggle for a new dimension of the Polish music education requires, however, a joint
effort of all the educators, both at the primary education and academic levels.

Reflections on the Developments

Based on a review of academic works on the relevance of the Polish concept of
common music education, I concluded that much attention is paid to the 1989
transformation context that brought a need to build democratic education. This
resulted in a necessity to build a new, pluralistic educational reality. When we analyse
the history of the influence of philosophical currents on education, we will certainly
notice deep concern about the state of the human being contained in them. In music
pedagogy, we can see pioneering concepts of music development in the form of
theories that making a full use of the child’s potential. Polish academics more and more
often leverage foreign development concepts of such authors as J. Bruner, K. Swanwick,
J. Sloboda or E. E. Gordon. They also initiate search for a new dimension of common
music education to replace the current dimension or to complement it. Music
education, more and more frequently, is located in the area of “ c u l t u r a l
p e d a g o g y ” , and actually “c u l t u r a l n e o p e d a g o g y ” (Białkowski, 2001, 182).

The postulates for changes in music education may be presented in the following
subjectively selected areas:
1. In the first approach, the fixed inter-subject limits would be replaced by “s o f t
l i m i t s ” , resulting from a dialogue between specialists of different fields in
the form of an integration of objectives and contents of multiple domains. This
might, as A. Białkowski puts it quoting C. Detels, “not only maintain traditional
values but also introduce new ones” (Białkowski, 2001, 183).
2. Another postulate refers to approaching music education not only in the
context of its objectives but of “a s e t o f c u l t u r a l e d u c a t i o n i s s u e s ”
(Białkowski, 2000, 130), meaning the need to introduce popular music issues
in the area of music pedagogy.
3. Undertaking of scientific and practical review of the potential to enrich the
offering of music pedagogy with “e l e m e n t s o f m e d i a e d u c a t i o n “
(Białkowski, 2000, 131). Such proposals were broadly propagated in Poland
through the participation of Polish academics in programmes such as “Teach
to the Future” which prepare teachers for using modern education
technologies in teaching. The pioneers of this activity highly rate the presence
of multimedia in music education because of the availability of information
from all over the world through the impact of visual, audio and symbolic
languages. Such communication, according to E. Parkita, influences the child’s
various activities: from the sensory and motor activity through intellectual,
verbal to emotional and motor activity, improving at the same time the child’s
cognitive skills, ability to think and act in a purposeful and creative manner
(Parkita, 1998, 212).
4. To work out an adaptive (Kołodziejski, 2006) music teacher model, from a
musician towards “ a t e a c h e r , a n i m a t o r a n d m a n a g e r o f m u s i c
c u l t u r e ” (Białkowski, 2000, 131). Given the increasing role of creation in the
human life, an interesting proposal may be that “o f a c r e a t i v e t e a c h e r ”
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model who knows the needs of his/her students and responds to constant
changes, a teacher that continuously searches and evaluates.
The academic literature offers a “ n o r m a t i v e t e a c h e r m o d e l ” , which is
equipped with knowledge, music and teaching skills, as well as knowledge of
child development, involved and full of initiative, which can activate and
stimulate students, a well-educated teacher that is open to rapid changes in
culture and technology (Mikolon & Suświłło, 1999, 17–18).
According to M. Niziurski, changes to music education require a two-way
praxeological approach. Music teachers should demand an increased number
of music classes at primary and secondary schools and the introduction of
obligatory music classes at high schools, while the other direction would
consist in the development of new music education curriculum that would
take account of the child’s music development (proprietary concept),
extracurricular classes combined with integration with the music
environment. This would mean the participation by children and teenagers in
concerts outside school or cooperation with music schools (Niziurski, 2004,
191).
Teachers also need to reflect and gain some distance towards their ambitions
and unfulfilled needs of being artists, more self-criticism in terms of their
functioning in the school reality and (probably most of all) a lot of will to
change the old habits. However, we do not know whether education today is
driven by progress or general development of the civilisation, thus it needs to
meet these challenges paying attention at the same time whether the direction
it is heading to is positive or negative.
As concerns systemic propositions, the concept and theory of music learning
by E. E. Gordon is particularly interesting (Gordon, 1998a, 1998b). The author,
in addition to his own theory of music development and the concept of music
education, has rich methodical resources containing guidelines on the order of
music learning and underlining a sequential strategy of teaching music.
Although the author himself stresses that a full completion of all the learning
levels, from the aural/oral level to music theory, takes as many as eight years,
the concept seems to complement traditional solutions offered for music
curriculum and teaching methods by Kodály, Orff or Dalcroze (Kołodziejski,
2008). A similar idea of opening up to the music, taking into account
consequent stages in the musical development and the three forms of musical
activity (performing, composing and listening), has been put forward by
K. Swanwick (Swanwick, 1988). The theory gained considerable recognition in
Great Britain and abroad; it fits perfectly well into the modern thinking about
musical and educational discourse in Poland (Białkowski, 2006, 77-79).
Another example of a creative attitude towards music education is the
proposal of an American music teacher Ch. Lavender who in a fairly simple
and conventional way slips educational qualities of music into American
elementary schools, employing a subjective attitude towards her students,
including numerous musical activities (Lavender, 1991).
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Teacher as a Creator
The academic literature contains many works on the competences of a music teacher.
Małgorzata Suświłło mentions innovativeness and developmental effectiveness as
features of creative competences that may be found in a teacher who
•

•
•
•
•
•
•

“understands and knows the specificity of pedagogical activity as a creative and
non-standard activity;
knows the potential and safe limits of changes to his/her own work and to the
functioning of the school;
can create and transform elements of his/her own field of activity;
understands and can act to foster the independence of educational entities;
can think critically and stimulate the development of independent and critical
thinking, self-education and work in his/her students;
can plan his/her own concept of qualifications improvement and professional
self-education;
can analyse and reflect upon his/her practice and create his/her professional
knowledge based on that” (Suświłło, 2001, 264–265).

In the training of future music teachers, a lot of attention is paid to the knowledge
level and methodical skills, imitative skills, knowledge of music literature, knowledge
and interpretation of curriculum (Suświłło, 2001). However, there is still not enough of
interpersonal skills development as well as creative, organisational skills and ability
to cooperate with large groups of people: “Preparation for various roles requires
varied, flexible study curricula, at least until the stage when a student selects
specialisation” (Mikolon & Suświłło, 1999, 79).

In order to be a good teacher, one should not only have a renowned university
diploma and have a wide subject-related knowledge: “General and music knowledge
has to be interiorised to such an extent that its further transposition onto specific
teaching situations in professional work causes no additional problems” (Mikolon &
Suświłło, 1999, 18). A modern teacher, according to A. Pytlak, “has to learn more of how
to teach his or her students than of what he or she is going to teach them. For what the
teacher teaches is easily available, but the way of presenting the knowledge to students
depends exclusively on the teacher” (Pytlak, 1977, 16-32). E. E. Gordon claims firmly
that modern teachers are obliged to teach music not about music (Gordon, 1999). This
proposition disintegrates the previous concept of teaching/learning music as a school
subject part of which was the introduction to theoretical consideration of music in
various contexts. Obviously, the times we live in face teachers with new tasks related
to the creation of a certain image of a teacher who combines the features of a good
organiser, manager and creator who can additionally create an image he/she wants to
in the imagination of his/her audience. This specific image (image – “an image, a
picture of somebody based on his or her professional activity and personal features”
(Sobol, 1997, 462)) will become a characteristic feature of a modern action-oriented
teacher and of a school that meets the expectations of the local environment and
challenges of the 21st century that force adaptation to the ever changing reality.
The teacher-creator should manifest some competences that determine his/her
progress and individuality. Such competences include:
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•

•
•

“personality-related competences include ability and determination to
undertake activities that foster the development of one’s own individuality,
bringing sense to one’s own life and taking full responsibility for one’s decisions
(…);
substantive competences include the ability to express opinions about specific
reality based on scientific knowledge and ability to act competently;
social competences are characterised by the ability and readiness to get involved
in a community with one’s own individuality preserved” (Puślecki, 1999, 11).

A teacher-creator needs to be oriented towards shaping the development of his/her
students, cooperating with school-based and non-school communities, and be a flexible
innovator and artist-manager. Each individual, despite the inner potential to develop
his/her personality, needs pedagogical stimulation (Puślecki, 1999). A music teacher, in
the times of pop culture, decline of artistic music in the perception of children and
teenagers, when the world praises easy and simple music, must bridge the gap between
artistic culture and the pseudo-culture. These tasks of directing students’ attention to
the need to “penetrate the past” and refer to musical traditions and the sort of music
qualified as artistic, should be an inherent feature of a modern music teacher. We are
trying to reach an important goal: to build national culture awareness based on Polish
and foreign music traditions. It is also about developing aesthetic sensitivity, inspiring
music interests, developing music talents, shaping an emotional approach to music,
stimulating the ability to listen to music, from the oldest music works to the modern
ones which are often misunderstood. The aim is to make students able to evaluate the
music they hear and finally to get them actively involved in the society's music culture.
In addition to the idea of culture universalisation that recognises only the most
individual values such as freedom, security, justice and love, there are humanistic values
such as art that “provide emotional satisfaction, enable the modern individual to overcome
mental pressure, shape interpersonal relations based on empathy, teach creative thinking,
open to new and non-standard situations” (Przychodzińska, 1989, 35). A music teacher
often has to introduce the student in the world of aesthetic experience, satisfying the
need to meet culture and art, which is frequently realised exclusively through music
classes at school. A music teacher should therefore be a creator of a school’s artistic life
and demonstrate such features as “dynamism, ebullience, youth, creativity, ecology,
altruism” (Gawrecki, 2003, 69).

A modern, innovative and competent music teacher is also a professional in managing
a child's potential and a specialist in marketing his/her own educational activity as well
as a great seller of his/her own concept of contemporary education through music. It is
also a person, who builds motivation to act and a creator, who offers interesting,
challenging tasks that stimulate the feelings of responsibility and ownership of the work
done. It is a teacher, who can keep good emotional contact and maintain relations with
his/her students. The teacher’s creative activity is no longer an attribute of talented
individuals determined to act permanently and look for innovative methods of work.
Creative activity seems also an important social issue resulting from the need to adapt
to changes: “Active participation in these changes is impossible without a personal and
creative involvement of individuals” (Puślecki, 1999, 11). Especially given the fact that
its characteristic feature is taking initiative and manifesting increased activity in
a given domain. Thus, an active individual is able to act if he/she participates in
something and at the same time has initiative and creativity (Puślecki, 1999).
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Contemporary music education still supports the model based on full recognition of
historical cultural heritage, and with awareness that the heritage has always referred
in its most prominent trends to themes that were close to the human being
(Przychodzińska, 1989). Educational activity at school is often strange to the child as it
is not a natural element of the child’s environment, “it does not refer to the previous
experience of the child and thus it is not part of the child’s acquired competence”
(Sacher, 1999, 15). At their homes, children often have no music background, and
parents or grandparents, who can play musical instruments are rare. However, in the
places where the old traditions of middle-class culture provide favourable climate for
the contact of children with music, musical development is stimulated. Computers, the
Internet, Playstation consoles, television, music programmes of low value supplant
musical instruments and classical form of music performance at home, so-called
“Hausmusik”.

Instead of a Conclusion

Polish music pedagogy needs change as the concept of common music education has
become obsolete in some aspects. However, we should carefully consider the nature of
the change. Are the propositions offered by various authors possible to implement
and what kind of resources are needed to achieve that?

We also need a constructive dialogue between ministerial decision-makers and
academic teachers and scientists, as well as direct depositaries of these changes that is
teachers and children. Without their approval and involvement even the best curricula
and concepts stand no chance of being put into practice. As we also need to change the
curricula of future teachers, we should reflect upon the competences that should be
provided to the modern teacher and tasks that are to be faced by teacher-training
institutions.

Systemic changes should be followed by curriculum changes of the concept of
common music education. The decreasing interest in music education that I have
observed among children and teenagers for the last decade has many reasons: an
atrophy of the values accepted previously, increased access to “cheap” music,
deterioration of the teacher’s authority and increased consumerism. The pace of
changes faced by Polish education determines its continuous curriculum-related,
financial, systemic and axiological dilemmas. However, I do not feel competent enough
to provide a “golden means” for music education, although I think the problem is not
about looking for a panacea. We should rather look for changes in the internal
structure of the common music education concept, and “it is necessary to look at its
role in the context of wider circumstances that depend on the civilisational and sociocultural conditions and include its tasks in the mechanism of a democratic school that
has no place for axioms or unquestioned authorities” (Białkowski, 2002, 149). I think
teachers will have to work hard and get involved in the shaping of a modern music
education concept that will be able to face the challenges of the 21st century.
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AN INTERVIEW WITH MARK DAL PORTO
Michael F. SHAUGHNESSY
Eastern New Mexico University, Portales, New Mexico
e-mail: michael.shaughnessy@enmu.edu

Michael: Mark, for three years now, you have won the ASCAPLUS. What is the
significance of this award and how did you feel about receiving it?
Mark: This award is given annually to composers whose works are judged by an
independent, distinguished panel of judges based upon the value of each writer’s
catalog of original works which receive notable and exemplary recognition and
performances within the past year. The panel of judges for this past award included
Judith Clurman (noted choral conductor and educator), Michael Morgan (conductor of
the Oakland East Bay Symphony Orchestra) and H. Robert Reynolds (Professor
Emeritus at the University of Michigan). Of course, I’m extremely honored to have
been given this acknowledgement and award from ASCAP.
Michael: One of your pieces Song of Eternity for Orchestra was performed by the Czech
Philharmonic Orchestra. How did this come about?

Mark: Back in 2006, there was a Call for Scores issued by ERM Media looking for
possible works that could be performed by the Czech Philharmonic Orchestra.
I applied for it and a few scores were chosen amidst a large pool of entries (mine
being one of them) to be performed, recorded, and later released on CD.

Michael: The Kühn Choir of Prague performed Spring, the Sweet Spring – for mixed
choir and piano. What made this particular piece so special and how difficult was it to
compose?
Mark: Spring, the Sweet Spring won the 2001 Denton, Texas Community Chorus
Composition Contest. The poem that it uses is by the English Renaissance poet Thomas
Nashe (1567-1601). The words and feelings conveyed in this poem contain an
infectious joy and energy which inspired me in writing it and ultimately made the
work’s creation a relatively easy one.
Michael: The Kiev Chamber Choir recorded When Your Song Rang Out to Me. This piece
was for mixed choir and piano. How difficult is it to write for mixed voices as well as for
piano? What thoughts occupy your mind when composing this type of music?
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Mark: If I have a good poem that I feel a close connection with to set for mixed choir
(male and female voices), then I don’t find it difficult to write for such an ensemble.
Music that fully embodies the feelings expressed in the words will come to me if I first
immerse myself into my chosen poem or text for a brief period of time.The
composition process for such a work can then begin.
The poem of When Your Song Rang Out to Me is by Clemens von Brentano (17781842) who was a German Romantic poet and represents a genre of poetry of which
I feel a special affinity for. The mood of When Your Song Rang Out to Me is of
a vivacious and exuberant love song. The piano accompaniment was written after the
voice parts were composed and is used for harmonic support, contrast, and color. As
a pianist who knows the instrument well, I find it easy to write for this instrument.

Michael: Your recording of Galactica for Symphonic Wind Ensemble was augmented by
the Ukraine Wind Symphony and performed by the Kiev Philharmonic. Was this the
original intent, and how difficult is it to bring these two aspects of performance
together?
Mark: The Kiev Philharmonic and Ukraine Wind Symphony combined forces to
perform Galactica which is written for symphonic wind ensemble. This means that the
work is scored for woodwinds, brass, and percussion, and hence, (with the exception
of a string bass part) no strings. So the original instrumentation of Galactica was
designed for a symphonic band and not an orchestra. Consequently, the Kiev
Philharmonic Orchestra’s complement of woodwinds, brass, and percussion were
insufficient in number to perform this work alone and so it required additional forces
from the Ukraine Wind Symphony. The combining of these two ensembles ended up
working quite well.

Michael: Two of your choral works (At Midnight and When Your Song Rang Out to Me)
received honorable mention at the International Vanguard Premieres Choral
Composition Contest. You are primarily a piano player/composer. Was this venture into
choral composition intentional and what are the problems and challenges in writing
choral music?

Mark: Yes, these choral pieces were a natural result of simply wanting to write for
this type of ensemble. Of course, choral composition is a completely different
medium to write for than instrumental. One needs to be sensitive to vocal ranges as
well as to what works well musically for the human voice. The composer also needs to
understand how to properly place the words and syllables into the music itself and
how this affects such things as sense stress, tonal inflection, and meaning. When
a composer is finely attuned to all of these text-setting issues, then the poetry will
likely be set in a much more sensitive manner and be musically presented in a more
convincing way.
Michael: There have been three international performances of Song of the Night for
Oboe, Voice, and Piano in which you played the piano. What are the particular problems
in writing for these three distinct venues or domains?
Mark: If the music is good, well-crafted, and performed well, it will inevitably move its
audience no matter what country it might be performed in. Song of the Night came about
by way of a commission by our own Trio Encantada of which I became a member in
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2001 when I joined the faculty at Eastern New Mexico University. The composition
then grew into a multi-movement, 38 minute work.

Our group, Trio Encantada, is made up of oboist Tracy Carr, lyric soprano Jeanie
Wozencraft-Ornellas, along with myself at the piano. As it turned out, the best part of
becoming a part of this ensemble was getting to know our oboist who later blessed me
by becoming my wife in 2006!
Michael: You have done several “commissioned” works. What are the problems, or
challenges or difficulties in composing, arranging, and performing these “commissioned”
works?

Mark: The more precisely defined the parameters are in the commission (performing
forces, length, style, occasion, etc.), the harder it can be for the composer to precisely
match those musical parameters asked for. However, instead of viewing such
a commission as a difficulty, I like to instead consider it more as a challenge and
opportunity to develop my craft further in being able to write under more restricted
guidelines. Also, knowing that you are writing for a specific performance really helps
to inspire my creativity even more as I imagine every aspect of the concert setting in
my mind which stimulates me further in the creation of the work.

Michael: Let’s talk more specifically about problems in arrangements. One of your
arranged pieces was performed in Bangkok, Thailand. What do you see as problems in
arrangements and perhaps in transposition and then performance?
Mark: Making an arrangement of a piece for a different performing medium than for
what it was originally intended is often difficult to achieve because the music may
simply not work as well when scored for that particular instrumental ensemble or
group of musicians. For this specific event, I was asked to arrange a Frank Zappa song
(Peaches en Regalia) for our university trumpet ensemble. To successfully do this,
I found that I had to recompose a few passages in the music to make it more
“idiomatic” (or more “playable” for the requested ensemble) so that it would better fit
the unique characteristics of that particular group of instruments and players.

Michael: While “chamber music” is very predominant in Eastern Europe and
Scandinavian countries, it seems to be less well received in other parts of the world.
What is it about chamber music that makes performance difficult?
Mark: In chamber music, individual parts are more clearly exposed and thus more
easily heard because of the smaller forces involved whereas this is not so much the
case in larger ensemble works. Hence, in chamber music, it usually takes the best
performers to create the most convincing performance since each player is more
clearly heard, whereas in ensembles there is “security in numbers” and weaker
players can often hide behind stronger ones in a live concert.

Michael: You were recently in Chengdu, China performing Dreams and Fantasies and
Song of the Night for Oboe Voice and Piano at the Sichuan Conservatory of Music. What
is it like to perform in China, how were you received and what are the problems in terms
of performing in China?

Mark: Of course, it was a wonderful experience performing in China. They were all so
hospitable, very respectful, and made us feel entirely welcome. Hence, it was
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a pleasure to perform for them. In the end though, it really wasn’t that much different
than performing in front of any other audience. This is because we really didn’t do
anything differently. Once we go out on stage, greet the audience and then begin, we
try to make it like any other performance by totally focusing on what we’re doing and
giving it our all. Consequently, we encountered no problems while performing there in
China.
Michael: Song of the Night was performed at the Universidad de Alcalá, in Spain at an
International Conference. Why are international conferences important and what are
the challenges of such performances?

Mark: With international conferences, there is a larger body of people present from
many different parts of the world so that they can certainly make for a great
performance venue. As a result, this type of setting can evoke a strong sense of
excitement in performing for such a diverse group of people. Is this a challenge? Not at
all as we just endeavor to rechannel those feelings of excitement into the performance
itself.

Michael: The Science of Sound and Music was a paper that you wrote recently. Could you
provide a synopsis?
Mark: The paper refers to the study of the close interrelationship of music, physics,
acoustics, psycho-acoustics, and mathematics. In the paper, I examine the fundamental
building blocks of sound and music and relate the universal physical laws of the
overtone system to the production of both sound and music.
I had the opportunity to present this paper at several conferences, including an
international College Music Society conference in Costa Rica in June 2003 and at the
Hawaii International Conference on Arts and Humanities in January 2004.
Michael: What are the Structural Similarities between Music and Speech?

Mark: I see that you’re referring to another paper that I wrote titled The Structural
Similarities of Music and Speech which I’ve also had the opportunity to present at several
conferences (including those mentioned just above). One of my arguments in the paper
is to convince the reader that the best way of really knowing a subject is in the context
of another discipline. For me, this is especially true when associating the principles of
speech or narrative with the study of music. In this paper, I illustrate the five main
universal principles of speech through specific musical examples:
1.
2.
3.
4.
5.
6.

Grammar – how “context” determines the arrangement of musical components
Phonology – speech sounds and pronunciation (musical articulation)
Morphology – forms and structure of words (harmony, the overtone series, and
the genesis of scales)
Syntax – phrase and sentence structure (chord progression and cadences)
Semantics – meanings of speech forms, word meanings (transmission of
meaning and emotion in music).

By comparing these universal principles and structure of speech with music, a greater
understanding and appreciation of music can emerge. It can also help to demonstrate
the sometimes “hidden” logic of music backed by universal principles of human
speech and communication.
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Michael: What do you mean by “Software Sound Synthesis”?
Mark: This is covered in my Science of Sound and Music paper mentioned earlier. The
concept of software sound synthesis is represented by software programs that are
specifically designed to create sound. All of these programs provide a means to design
digital instruments using sound-producing and processing modules called “unit
generators.” Instruments are then created by “patching” together a series of these
generators and assigning them whatever values are desired. An accompanying
musical score is made in the form of a “note” or “event list,” which specifies what notes
each instrument is to play. When the instruments “play” the score, the program
generates a digital representation of the sound, which can then be “played” by any
digital playback device. Hence, software sound synthesis musical scores are not
represented by notes, but instead by many lines of computer code.

Michael: Some of your recordings are posted on the Internet. Could you provide these
sites and discuss why you feel posting your work on the Web is important?

Mark: I’m afraid that it would be too numerous for me to list all of those Web
locations here as I presently have recordings available for purchase on CD or
download on 47 digital download services and websites. However, as a composer,
having one’s recordings on the Web is becoming more and more important as that is the
way most music sales are done nowadays and is presently the best method to get your
music known to the public.
Michael: What question have I neglected to ask?
Mark: None, I believe!
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Abstract
This is an article about leadership in general, classroom leadership and leadership
challenges in music education. The method that we have used is literature studies. One
classical question is if leadership comes naturally or if it can be learned? Many authors
mean that it is both. Lahdenpäre (2008) says that leadership is a social construction. It is
not a quality in a person but how we can relate to other people. We have used ”The
Leadership Diamond” by Koestenbaum (1991) that consists of four levels (professional,
social, psychological and philosophical) and on every level there are four strategies
(vision, reality, ethics and courage). One of the great issues in leadership is the balance
between chaos and order, structure and creativity, planning and spontaneity. Denhardt
& Denhardt (2008) compare being a leader with dancers and musicians and emphasize
the importance of having theoretical knowledge connected with practise and the ability
of improvisation. Another important aspect is what we call ”time to muse”, that is time
to reflect. A study from 1994 showed that teachers focus on the content but less on the
students´ perspectives in the learning process. We have compared our model of the
three feet that every school subject stands on (theoretical, skills and artistic) with
necessary qualities in classroom leadership and we wish that the artistic feet will have
more attention in the future.
Key words: leadership, classroom leadership, leadership challenges, music education.

Introduction
Why do we want to write this article? First of all we think there are few books and
articles of theoretical knowledge with focus on leadership in aesthetical subjects.
Second we can see that, for example, music teachers have very good knowledge in
music as a subject but less knowledge in leadership especially in the classroom. In this
article we will discuss some aspects when it comes to classroom leadership in music
education. We will first give a small introduction to leadership in general. Then we
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will continue with some lines about leadership in the classroom and at last some
leadership challenges in music education. The method that we have used is literature
studies. We have used literature about leadership, classroom management and
aesthetical learning processes.

I, Margaretha, have a degree from Royal University College of Music and a PhD in
Education. I have worked as a music teacher for 25 years and as a leader for 11 years.
My experience as a music teacher includes children from the age of 6 up to students in
the teacher training education and my experience as a leader includes the Head of Department of Art, Craft and Design and the Head of Dean’s Office at Educational Faculty
at Linköping University.

I, Christel Öfverström, have a Master degree in Swedish language and literature,
history and religion. I have worked as an upper secondary teacher in Swedish
language and literature, Swedish as a second language, history, religion and drama. In
the end of 1980 I started to work at the Teacher Training Department at Linköping
University. Today, Drama Communication has been developed in different areas with
focus on communication, intercultural communication and leadership.

Leadership in General

Leadership is a complex word strongly connected with communication. It is about
intra- and interpersonal relations and social interactions. There are a lot of models of
leadership and to be a well-prepared leader you have to use them together with your
own experiences and knowledge of leadership.
One classical question is if leadership comes naturally to a person or if it can be learned? Denhardt & Denhardt (2008) mean that it is both. Some skills seem to come naturally but others have to be developed.

Engquist (1992) says if an attitude will be integrated inside a person and be genuine
so must models of leadership together with experiences of your own knowledge and
creativity be a part of your own model of leadership or philosophy. He also
emphasizes the meaning to involve your staff about your leadership.

Burton & Dimbleby (1995) describe a function of several variables. They refer to
research by Lewin et al. from 1939 about leadership styles classified as: authoritarian,
democratic or laissez-faire. Lewin found in his research that democratic leadership
produced higher morale in the group and greatest friendliness and co-operation.
Burton & Dimbleby go on and say that an effective leader “will be able both to
contribute towards the completion of the task and maintain the social relationships of
the group” (Burton & Dimbleby, 1995, 218). They also focus on the communication
skills to get other people to work for the group goals. The effective leader has to be a
facilitator for the group task and be aware of the social dynamic of the group.

Lahdenpäre (2008) says that leadership is not a quality in a person. It is how you can
relate to other people. Leadership is a social construction. She talks about four theories of leadership:
•
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•
•
•

The leadership and organisation;
The leadership and the interaction with the employees. It is about communication, transformative leadership;
The leadership is focussed on the context, which focuses on ethnicity as national culture.

Lahdenperä (2008) also talks about three perspectives on leadership:
•
•
•

the leaders understanding of multicultural questions;
intentions and activities in the leadership;
the quality and competence of the leader related to multicultural questions.

She means that without this knowledge you cannot create changes in the organisation.
The multicultural point of view is a resource for the organisation. An intercultural
leadership stimulates the learning process that is related to communication between
people and culture.
Burton & Dimbleby (1995) also emphasize that leadership has a cultural dimension,
which means being aware that nations have different views of leadership.

Denhardt & Denhardt (2008) remind us that leadership is not only about what we do
but also who we are. Åkerblom says: “Everything starts with you, the one that´s
responsible. You are responsible for yourself, your family, and your professional life”
(Åkerblom, 1997, 15). He goes on and emphasizes the importance of developing both
yourself and the process in the changing of world.
Leader Characteristics

Koestenbaum (1991) has four levels and four strategies for greatness in leadership
and he calls his theory “The Leadership Diamond”. The four strategies are:
1) the professional level that represents the skill of the job;
2) the social level that represents the social skills in a larger way;
3) the psychological level that represents experiences in the heart and mind and
is often related to the roots of childhood;
4) the philosophical level that represents the structure of human being. Here we
can also find roots in the theology.

On every level you have four strategies and without them he means that you cannot
have any success. Vision is one of the strategies that he says is not what you think but
how you think. It is to think big and new. There are always perspectives beyond. He
emphasizes the meaning of creativity where new ideas, new insight, new intuition
comes up. Schratz (2008) points out the importance not to get caught in the vision but
continue to action.

Reality, the second one, means to be connected to external realities such as culture,
other people, and economy. He says it is important to be aware of society’s cultures
and their differences. But it is also about being conscious of how people perceive you.
The fundamental realities are how others see you and how others limit you. The
internal realities are about ideals, feelings and attitudes. You have to be in touch with
the “real world” (Koestenbaum, 1991, 87).
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Ethics is another dimension, and he means that morality and integrity are important
for you: “Ethics means that you can be and are interested in seeing the world from
another person’s point of view” (Koestenbaum, 1991, 89). You understand others as
well as yourself: “Ethics requires respect for the study of human feelings and
relationships you find in literature, the arts, and all other sensitive descriptions that
plumb the profound mysteries of the human heart” (Koestenbaum, 1991, 89).

According to Koestenbaum, ethics means
•
•
•

•

teamwork, that is to get a group to work well together;
meaning in your work you create for others – interesting work;
love – mentoring, seeing the world from others’ point of view - making others
successful;
integrity, morality and to understand socratic ethical message: “that the moral
person is motivated by what is right, and not by what feels good” (Koestenbaum,
1991, 91).

The last dimension he mentions is courage. It means to act with sustained initiative.
Leadership is how to use power. Power is used for the benefit of others not for you.
The reality of power, he says, must be integrated for the need of teamwork.

Engquist (1992) talks about being integrated as a leader and the meaning of that. To
be safe in you, in a philosophy or an attitude to life that is a synthesis of knowledge
and experiences. He says that philosophy means acceptance of other people and their
attitudes, even though it is not the same as your own attitude. The leader who wants
to be credible must therefore formulate his/her philosophy. Author continues with
the importance of credibility and says that persons who say they know everything are
not credible and not even professional.

“Good leadership, like art, touches us. It stimulates not just our minds, but also our
emotions, and makes us come alive” (Denhardt & Denhardt, 2006, 8). A good leader
gives us courage through his/her way to stimulate, activate, encourage and inspire
you. He/She also helps us to change and see a new vision that involves human values.
One issue with leadership is that you never have complete information.
One of the difficulties with leadership is that “we know what we know”, “we know what
we do not know”, “we do not know what we know” and “we do not know what we do not
know”. Schratz also talks about the difficulty leaving our well-known and secure
pattern. Author calls that a “learning dilemma”. The problem is that it always is about
things you do not know how it will be. He means that we need to create a mind-set for
sustainable change (Schratz, 2008).
Denhardt & Denhardt (2008) compare being a leader with dancers and musicians. To
succeed as a dancer or musician (and a leader) you have to work very hard. Practise
hour after hour, day after day, and month after month but when you “perform” you use
your skills and just “let it happen”. They also make this comparison when it comes to
how you learn to be a dancer/ musician/leader. Through reading books about dancing/music/leadership, studying good dancers/musicians/leaders and so on? No, not
only that! You also learn by practice!

76

LEADERSHIP CHALLENGES IN MUSIC EDUCATION

Chaos and Order
One of the great issues in leadership is the balance between chaos and order, structure
and creativity, planning and spontaneity. Leaders improvise as well as different kind
of artists. The only difference is that leaders often are not aware that they are
improvising. To improvise as a leader can be, for example, “to think on your feet, to
respond quickly and correctly to questions that come up, and, generally, to act creatively
and spontaneously in the moment” (Denhardt & Denhardt, 2006, 108). Denhardt &
Denhardt (2008) emphasize the importance of improvisation in the process of
leadership. They point out that this is a skill that you can develop and improve, but
you have to have knowledge about your subject/organisation to be safe enough to
dare to try.

Johnstone (1989) says that we all are born with creativity and have the ability to
improvise. He (like Denhardt & Denhardt) also says that the ability to improvise can
be trained through experiences, competence and knowledge. So that means to
improvise is not that simple and it demands self-confidence and competence to trust
yourself and people around you to manage this art of improvisation. Related to this he
means that how we react to the world is not about how effective we are it is about
how we are and how people react to you. From that theory the author relates to how
leaders can reduce their ability to leadership if they only react and use methods by
routine and that is not effective leadership. Even Denhardt & Denhardt (2008) agree
with that and mean that improvisation is to use our abilities at the same time – the
analytical, emotional, spatial, by experience and physical. That means to use things
that you cannot create from the intellect. They go so far that they mean that we have
to learn how to be creative and improvisatory and that improvisation is necessary for
the leadership process.
Both Johnstone and Denhardt & Denhardt emphasize that you must have knowledge
about the subject and the context when you use improvisation and get new
perspectives on things. Denhardt & Denhardt (2008) are not against theoretical
knowledge about leadership but they mean that you also have to practise your
leadership. You have to use trial and error to see if it works or otherwise you have to
use other methods. Further you have to have courage and dare to take risks (Denhardt
& Denhardt, 2006). Birgerstam (2000) informs us that it is only when you try
something new that you can fail, but you have to have courage to try new things to
succeed.

We will use a quotation from Wahlström (2005) to summarize this apart: “The
greatest freedom is within strict frames” (Wahlström, 2005, 50).

Leadership in the Classroom
Leader Characteristics

The aspects in the above chapter are also valid for classroom leadership but there is
a special circumstance in classroom leadership compared to leadership in general and
it is that there is a certain role division. The students are there to learn and the
leader/teacher to teach. Here we have a rather new situation today with a student
who is not anxious to say what he/she thinks and to question the teachers
(Kupferberg, 2009).
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What characterizes a good leader/teacher? He/She considers what knowledge is,
reflects upon what he/she is doing, is aware of how every student learns and
considers the didactic questions (Lagerberg, 2007).
Kullberg (2004) talks about three qualities that are needed in classroom leadership.
They are awareness of theory, method and imagination.

Stensmo (1997) also has three qualities needed for good leadership in a classroom.
That is competence in your subjects, didactic competence and leader competence.
Lagerberg (2007) interviewed a teacher and asked her what makes a good teacher,
and she answered that knowledge and reflection belonged to each other and that the
teacher is aware of how the students learn and also think about the didactic questions.

A good teacher knows how to reflect and plan at the same time he/she teaches
(Stensmo, 1997). He means that the theory shows how to teach and how it changes
during the teaching process. Reflection increases the theoretical awareness in the
interaction teacher-student. Stensmo calls that reflection-in-action and that unites
theory and practice (Stensmo, 1997, 48f).
A teacher must remember that it is the students that shall shine, not him/her selves
(Kullberg, 2004).
Chaos and Order

The contradictions in leadership that we have mentioned earlier (chaos and order,
structure and creativity, planning and spontaneity) are very obvious in classroom
leadership (Denhardt & Denhardt, 2008). Many teachers are worried that learning
format and way of working in the art subjects can mean chaos and disorder in the
classroom. So many teachers look for activities where they feel that they can keep
everything in order (Bamford, 2008). Even curriculum, test requirement and a wish
for peace and quiet in the classroom are a demand for all teachers (Hannaford, 1997,
2001). Discipline means in a positive way planning and good behaviour (Stensmo,
1997).
Wahlström (2005) says that obvious frames create security and that is important both
for you and the organisation. It is also about freedom. As a headmaster you have to
know where to go and formulate the aim so that the teachers can work for it.

Wagner (1993) is professor at National-Louis University, USA and describes
Heathcote’s educational method. Heathcote emphasizes the meaning of planning and
she talks about three important steps: before the teaching, between and during the
learning process. She means that there are four goals in planning: you must engage the
students, you must give time for making decisions, you must get information about
their earlier knowledge through questions and you must give time for reflection.
Heathcote talks about “realistic planning” and means that teacher is always open for
the needs and knowledge of the students. When he/she is planning he/she gives the
students his/her strategies and then chooses the one which is most related to his/her
class and their ability. Author calls it a flexible planning. Öfverström (2006) means
that a flexible learning and a developing education with a didactic attitude is to see the
world from different points of view that will train the student to learn.
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Heathcote talks about the teachers’ qualifications and suggests to them analyzing their
own qualifications. She talks about levels of tolerance: to make decision means how
much of the decisions and responsibility he/she can leave to the students, sound level
means in relation to the class room and the environment, distance means how close
you physically and emotionally will keep the distance to the student, size of the group
means to work with the class in group of the size that feels convenient for the teacher,
education attitudes means different kinds of attitudes the teacher can use in the
classroom and at last authority which means the level of being motivated as a teacher
and for Heathcote that means that students like to work with him/her. Author
stresses that every teacher must know who they are and what their competences are
(see Wagner, 1993).
Time to Muse

First we want to explain the headline “Time to Muse”. The word muse refers to the
ancient nine Greek Muses. They were offered to us to provide opportunities for rest
and recreation in daily life. For most people the muses are associated with the fine
arts and it is probably less well known that they should also be linked to scholarship
and intellectual activities. This latter link is obvious in the meaning of the English
word muse, which is equal to reflecting on and considering something very carefully
and for a long time. The ancient Greeks realised that artistic and intellectual activities
are mutually dependent on each other. A further function of the muses, to care for the
collective, social memory, seems also to have been forgotten in our time. Nowadays,
when we can store our experiences and knowledge in books, we do not need rhymes,
songs, dances, and pictures, etc, to support our own memories. Hence, the fine arts
seem to have gradually lost their importance as intellectual tools (Grahn, 2005).

Teachers often forget the above-mentioned aspects. Especially time to reflect. To
develop as a human being it is important that we get time to reflect over what we
experience and our thoughts and feelings. One way to do this in the classroom is to
give the students the opportunity to use different aesthetical expressions to try and
reconsider what they learn (Alexandersson, 1998).

Heathcote says that if you cannot develop people’s ability to reflect, you can stop
teaching, because reflection is the only thing that can make people change. It is
reflection that makes what happens manageable and helps us to assimilate it and use
it in the future (see Wagner, 1993). Reflection transforms feelings to insight.

Interaction/Communication

Marton & Booth (2000) refer to Alexandersson’s study 1994, about what teachers
were focused on when they were teaching. He found that their awareness of the
learning process was focussed on general goals and specific contents. Author also
discovered that focus on the content was rarer and that the teachers mostly focus on
their students more than how the students understand the content. Marton & Booth
point out that “we can conclude that out of over one million words uttered by teachers
about teaching, not a single one was about teachers´ ways of dealing with some
particular content in order to help students develop the mastery of that content”
(Marton & Booth, 2000, 220f). When the teacher emphasizes the content
Alexandersson noticed two specific aspects: focus on the subject they learn or focus on
what the students think about what they learn; according Marton and Booth, the most
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critical aspect, is the students’ way to experience and understand how they learn. That
means that the teachers’ ways to experience his/her own teaching “what” and “how”
are the main aspects of their teaching. The teacher has to be aware of the interaction
between teacher and student and focus on the students’ perspectives in the learning
process. Even Hård af Segerstad et.al (2007) emphasizes the ability of the teacher to
reflect and trust his/her student and that they can take responsibility for their own
learning, so that the teacher can focus on the students way to think and work.

It is in the interaction with the students that the teacher shows his/her skills
(Lagerberg, 2007). He thinks that the art of teaching is related to organizing meetings
with the students, and he relates to Sven Delblanc (Swedish author), who says that the
teaching must be a dialectical process with a question of give-and-take and where the
teacher will learn as much as his/her students. Molander (1996) agrees and means
that a good expert must not stop learning. To know and to know how are not separate,
they interact. He also emphasizes the students’ learning process and means that they
must learn “how” and “what” by doing. Molander means that the teacher must help the
student in the learning process but the student has to learn how to learn. The training
parts are important and “learn how to learn” demand understanding from different
perspectives and using reflection as a part of the learning process. Author also focuses
on the holistic point of view in the learning process (Molander, 1996).
Öfverström (2006) points out the meaning of a holistic point of view in education and
that learning must happen in different contexts, which develop the student for life.
Maltén (2002) also means that knowledge does not have any value if we cannot see it
from a holistic point of view. The learning process must use the total resource of the
brain: cognitive, creative, emotional and aspects of value.

One very important thing in classroom leadership is what kind of questions the
teachers put to the students (Molander, 1996). There are a lot of questions that
already have a given answer. Kullberg (2004) talks about the importance that the
questions you put to your students are open, which is when they do not have a given
answer, or genuine questions. An optimal situation is when the students operate by
their own curiosity (Dahlgren, 2007).

Questioning is also Heatcothe’s most important tool in the interaction with her
students. She wants her students to be motivated and to reflect in the learning process
and she gives them freedom to think. One of the questions she uses is searching for
information. Here the teacher has to listen to all answers. She also gives informing
questions like concrete information and alternative questions for the group to make
choices. Controlling questions she uses to see if the students take part and understand
what happens in the classroom: questions that create mood and feelings and
questions that feel credible and deepen knowledge of the subject (Wagner 1993).

An often-missed aspect is that when we learn we do not need only our head but we
need even our body: “Movement is indispensable for learning” (Hannaford, 1997, 2001,
98). Learning comes first through our senses. Szczepanski describes it in the following
way: “The body cannot only be the tripod that carries our head” (Szczepanski, 2007, 14).
Hård af Segerstad et.al. (2007) also talks about the importance of remembering that
every student has his/her own way of learning. Shratz (2008) encourages us to use the
fact that we all are different and have varying experience and skills.
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Öfverström (2006) talks about the didactic questions and relates them to the
interaction between teacher and student. The questions, she says, have to be asked
from both students and teachers: What, Why and How is the student going to learn the
knowledge? How does the student experience his/her learning situation? What skills
will be trained through the knowledge? How does the student continue his/her learning process? She emphasizes that the student has to be aware of his/ her own
learning process. The teacher has to motivate the students and develop their
knowledge and skills. Reflections have to be the basic for further studies of the
subject.

In a dialogue between Heatcothe and Bolton they say: “But for real learning to be going
on, the students not only need to reinforce these skills through practise over a period of
time, they need to be conscious of their new skills and concepts as they acquiring them –
they have to recognise what they are learning – and they have to take responsibility at
some stage for their own learning” (Heatcothe & Bolton, 1994, 14).

Leadership Challenges in Music Education

What are the challenges for teachers in Music Education? We will use “The Leadership
Diamond” by Koestenbaum to discuss this (see Figure 1). We will also refer to aspects
in the part about characteristics in classroom leadership.
•Vision
•Reality
•Ethics
•Courage

•Vision
•Reality
•Ethics
•Courage

Professional
level

Social
level

Psychological
level

Philosophical
level

•Vision
•Reality
•Ethics
•Courage

•Vision
•Reality
•Ethics
•Courage

Figure 1: A model OF “The Leadership Diamond” by Koestenbaum (1991) showing the four
levels with their four strategies that are needed for great leadership

The first challenge is the professional level. What skills and knowledge do you have?
Which are your strengths and your weaknesses? In Sweden we have different kinds of
music teachers. Roughly we have two different kinds of teachers in music (there are
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other variations). We have music teachers with a degree from University College of
Music and we have classroom teachers with a shorter education in music as one of
many other subjects in their degree. Sandberg (1996) shows us that classroom teachers consider that their short education in music is a substantial limitation. They do not
have enough skills and knowledge in music as a subject. Music teachers say that they
have skills enough in music as a subject, but the difficulties in their profession are the
very limited space music has in the curriculum and that they have to work with so many students at the same time in a small classroom and often with limited access to
equipments as extra room for smaller groups and instruments. Here we can refer to
what Kullberg and Stensmo point out as important for classroom leadership, as theory
or competence in subjects, method or didactic competence.

We bring the second (social) and third (psychological) levels together. Here we have
the challenge that children and young people often have a rich music life outside
school and that youth culture changes very quickly. Ray (2004) has examined 168
essays, written by students at the age of 15 about strong experiences they have had in
music. Slightly less than 2% said that they have had this strong experience related to
music education at school. To this part we also assign the fear for chaos and noisy
lessons. To play, sing, dance demand another sound level than perhaps a lesson in
mathematics. It also includes feelings, interaction with the pupils and perhaps (or
hopefully) takes a start from the pupils. At the same time you have a great opportunity
to create a strong feeling for belonging to a group. Both classroom teachers and music
teachers bring up that music shapes strong social belongings, joy and fellowship as the
most positive thing with music education (Grahn & Stenbäck, 1995). Another challenge
within these two levels is to get every single pupil to grow regardless of their basic
conditions. We can also see another risk and that is that music is often used (at least in
Sweden) to add splendour to breaking-up days, Christmas, Lucia and celebrations of
different kinds. That makes it sometimes difficult for students to take music education
seriously as a subject of its own.

The fourth level is the philosophical. What goal do you have as a music teacher with
your teaching? Do you use music to develop communicative skills? Do you use music
as an aid to reach other goals (in other subjects or social goals)? Do you want your
pupils to get musical skills and knowledge? Do you want your pupils to get aesthetical
experience? All these different goals are described in both Grahn Stenbäck (1995) and
Sandberg (1996). Ray (2004) describes a debate between Reimer and Elliot where
Reimer defends what he calls “Music Education as Aesthetic Education” (MEAE) and
Elliot a more action-centred policy that he calls “Music Education through Artistic Actions” (META) (Ray, 2004, 74-76). We think that you should look at these two positions
as complimentary rather than antagonistic.

We mean that it is important to reflect on all these four levels and then also think of
that every level has four strategies: vision, reality, ethics and courage. What visions do
you have? How does reality look regarding to your own skills, knowledge, equipments
etc.? Do you think of the ethics and do you have the courage to do what you really
want?
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Conclusion
In dissertation Grahn (Grahn, 2005) stated that every school subject stands on three
feet, science (theoretical), craft (skills) and art (artistic) (see Figure 2).
School subject

Science

Craft

”scientia”

Art
”ars”

Figure 2: Three feet that every school subject needs (Grahn, 2005, 147)

In school we often forget the artistic feet even in the aesthetical subjects. Perhaps that
depends on fear of chaos and/or difficulty to evaluate and/or that it takes time and/or
lack of knowledge and/or courage and/or equipment. Saar (2005) discusses around
this and he thinks that it is sad that almost everything in educational discussions is on
an organizational level and rarely about the artistic level.

We would like to transfer the above figure into leadership. We consider that this
figure summarizes the most important aspects in classroom leadership. You need to
have theoretical knowledge, skills and the artistic feet, for example, improvisation
(see Figure 3).
Leadership

Science (Theory)

Craft (Skills)

Art (artistic)

Figure 3: Three feet that are necessary for classroom leadership

We will finish this article with some pictures from “the music world” that we think can
help handle the balance between chaos and order or structure and creativity. The first
one is given to us by Bjørkvold: “Pulse shapes coherence, the rhythm gives freedom
within the pulse; it is the play within the frames” (Bjørkvold, 1998, 107).

Another picture is about musical improvisation. First you have to learn about how
notes and chords work together, about your instrument and its limits and so on. When
you have knowledge enough you can use your skills in an improvisation (Denhardt &
Denhardt, 2008).
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Denhardt & Denhardt (2006) compare a leader to a conductor. It is important that
he/she shows self-confidence because if he/she does not do it the orchestra have no
reason to follow you. At the same time it is your task as a conductor/leader to “keep
the tributaries from overflowing the banks, so that they all contribute to the ultimate
grand flow of the river” (Denhardt & Denhardt, 2006, 152).

At last we will give you three things to consider:

1. Never stop learning and remember that teacher and students both learn but
different things.
2. The word charisma comes originally from a Greek word (kharisma) and means
a gift without service in return
(http://en.wikipedia.org/wiki/Charisma;http://susning.nu/Karisma). We
would like to see teachers with charisma in that sense. We will also relate this
to Kullberg (2004) when she says that it is the student that shall shine, not the
teacher.
3. Do not forget that you need time to muse.
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Abstract
The purpose of this study was to analyse the experiences and challenges facing preservice music teachers during teaching practice to identify the problem areas and
ascertain the causes of these problems. It was established that since Maseno University
Music Department was established (1990), no evaluation post-mortem has ever been
done after the students come from the field to establish the problem areas and ascertain
the causes of these problems. Data was collected through oral interview with all the
twelve B.Ed pre-service music teachers, non-participant observation during the teaching
of ECT 321 (Special Methods in Teaching of Music) and content analysis of the secondary
school music syllabus and Maseno University Music Program. Results showed that
students-teachers have problems of resource material, poor job relationship with the
non-graduate (diploma) teachers and misconstrued perceptions by the school
community of the role of student teachers in schools.
Key words: Maseno University, students-teachers, field experience, teaching practice.

Introduction
Numerous researches have been conducted on several aspects of student teaching.
These include among others, studies on preference responses of undergraduate music
students preparing to be teachers towards certain music types (Marrison & Yeh, 1999;
Fung, 2004); perceptions of confidence in teaching music by pre-service students
(Brittin, 1996; Auh, 2004); beliefs and attitudes of pre-service teachers in the context
of short-term immersion field experience in a cultural diverse setting (Donna, 2005).
There is however one aspect of student teaching that exhibits paucity of researches.
Legette (Legette, 1997) looked primarily at studies that concentrated on enhancing the
teaching experience itself, as well as the influence and role of cooperating teachers. He
noted that there was a shortage of literature dealing specifically with student teaching
in music. According to Legetto (ibid), student teaching appears to have received
somewhat less coverage in the literature. This is also the case in Maseno University,
ISSN 1691-2721
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Kenya. Little attention has been given to aspects of student teaching in the field, to
determine the problem areas and challenges they face during teaching practice, and to
establish the causes of these problems and suggest a way forward.

Maseno is one of the public universities in Kenya that trains secondary school music
teachers. Students taking B.Ed. music, which is a four-year degree programme, study
music and another subject. Their preparation for teaching career begins in 2nd year
where they are taught general methods in teaching (ECT 210). In their third year first
semester, they are taught special methods in teaching music (ECT 321), and
Microteaching Skills (set induction and closure, lecturing and demonstration,
questioning and reinforcement, use of examples, integrated) and Media Practicals
(chalkboard, graphics, 3 dimensional, audio recording) under the code (ECT 360) in the
second semester of the third year. These courses are supposed to prepare and equip
students-teachers with skills and techniques of teaching music in secondary schools. At
the beginning of their fourth year first semester, the B.Ed. music students go for
teaching practice in one of the demarcated secondary schools for one whole school term
(three months), before coming back to complete the second semester. During teaching
practice, each student is assessed for a minimum of three supervisions in music.

A preliminary survey by the researcher revealed that no efforts have ever been made by
the music department to do an evaluation post-mortem to establish the problem areas
and challenges encountered by pre-service music teachers during practicum. This could
have been contributed by the logistics that are laid down to facilitate the handling of the
training. The music department teaches the content while the Communication
Technology Department (Comtech) handles the methods of teaching aspect and posts
those who supervise the students in the field. Since the degree attained at the end of this
programme belongs to the Faculty of Education, the Department of Music rests the
blame of lack of evaluation with the Comtech Department while the other party points a
finger at the Department of Music for the failure. As the blame game continues, the
music students continue to suffer the consequences.
It is due to lack of this vital feedback that this study set out to analyse the experiences
and challenges facing students-teachers during teaching practice to identify the
problem areas and ascertain the causes of these challenges. The study also investigated
the school community’s perception and expectation of the role of students-teachers in
the school. This study was based on the assumption that all the B.Ed. music students
go through the same training.

It was hoped that the findings of this study would bridge the gap between music content
and Communication Technology Department, offering new knowledge/information
discovered through field experiences by the students. This would help in the reassessment of the programmes in order to align it with current realities.
The following research questions were formulated:

1. Does the university music curriculum adequately prepare students-teachers
for the task they are to undertake on the field?
2. What is the school community’s perception and expectation of the role of
students-teachers during teaching practice?
3. What challenges, if any, do music students-teachers encounter on the field
during teaching practice, and what are causes of these challenges?
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Method
The subjects of this study were all 12 fourth year B. Ed. music students who did their
practicum between January and April, 2007. Data was collected through oral
interviews with all the 12 students-teachers, to solicit information on the experiences
and challenges they encounter during their teaching practice. A structured interview
guide (a prepared document) was used as an instrument to collect data on the school
community’s perception and expectations of the role of students-teachers in school.
Non-participant observation by the researcher during the teaching of ECT 321 was
carried out between June-August, 2006, and a total of 10 lessons of three hours each
observed for 10 weeks. An observation schedule was used to audit the work covered.
During the teaching practice period, two lessons per students-teacher were observed
by the researcher and assessment record kept. These were later compared with the
teaching practice assessment report of the other examiners for the same students. The
researcher used Maseno University Teaching Practice Assessment Criteria to record
the performance of the students- teachers during the lesson. The main features of the
criteria are outlined below:
1.Preparation:

•
•

Scheme of Work: availability and suitability
Lesson Plan: objectives, adequacy and sequential arrangement
of content.

•

Introduction; review of previous lesson/use of learner’s
experience and motivation/set induction.
Lesson development; mastery of content, logical presentation,
relevance to class, strategies and methods appropriate to
content.
Communication: fluency, voice pitch, audibility and appropriate
use of language.
Use of resource materials: timing and handling,
appropriateness and attractiveness, innovativeness, originality
and creativity; chalkboard layout and use.
Classroom organisation and management: control and
knowledge of learners by name, teacher/learner rapport and
class participation.
Conclusion: review of lesson, achievement of stated objectives,
evaluation and assignment.

2.Presentation:

•
•
•
•
•

3.Teacher Personalities and Organization:
•

Appearance, confidence, dressing, mannerisms and
maintenance of records.

Figure 1: Maseno University Teaching Practice Assessment Criteria

Content analysis of the secondary school syllabus and Maseno University Music
Curriculum was done to compare topics and establish whether the university music
programme covered the content of secondary school syllabus required by the
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students-teachers before going to teach. In addition, content analysis of ECT 321 was
done by examining the course description and comparing this with the course outline
prepared by the lecturer to determine whether the lecturer covered the course
content in his/her outline. A comparative analysis of how the course was taught and
the content of the course and course outline were then drawn and the results analysed
qualitatively. Teaching practice assessment reports of the 12 students-teachers were
also examined and analysed. A comparison was then made between the researcher’s
records and those of the other examiners. The students-teachers were not informed of
the intended evaluation prior to going for teaching practice.

Results

Content analysis of Maseno University Music Programme revealed a situation of
placing the cart before the horse since the B.Ed. music students are not exposed to
some aspects of the curriculum, for example, a topic like Form and Analysis until the
second semester of the final (fourth) year when they would have completed the
teaching practice and resumed in the university, yet those teaching form 3 had to
teach this topic. A comparative analysis of Maseno University Music Curriculum and
what was covered by the students-teachers during practicum also revealed that most
of the content of the secondary school music syllabus is covered in the university
before students-teachers go to the field. The challenge faced by the students therefore
mostly arises from the delivery of the content and not from inadequacy in preparation
as far as acquisition and coverage of music content is concerned.
The content of ECT 321 consists of the following:
•
•

•
•
•
•
•
•
•
•

foundation of music learning;
social and psychological aspects involved in teaching of music concepts and
skills;
aims and objectives;
the secondary school music syllabus;
strategies in the teaching and learning of music;
preparation of the schemes of work, lesson plan and record of work covered;
preparation, selection and use of resource materials;
evaluation;
organising the topic programme in school;
trends in the teaching of music in Kenya.

Usually, the lecturer in charge of a particular course draws the course outline based on
the course description. A comparative analysis of the course description and outline
given by the instructor revealed that out of the 10 topics in the course description, only
5 topics: Foundation of Music Learning (wk 1) taught under the topic Principles of
Teaching Music, Objectives (wk 2), Different Methods and Approaches in Teaching Music
(wk 3-9), Resource Material (wk 10), Making Schemes of Work and Lesson Plan (wks 11&
12) were derived from the course description. According to the researcher’s
observation, the topic Social and Psychological Aspects involved in teaching of music
concepts and skills were partly covered Different Methods and Approaches in Teaching
Music. The rest of the content was not taught and more importantly, exposing the
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students-teachers to the secondary school music syllabus, which they were to use in the
field, and instructing them on how to organise the topic Programmes in Schools.

Challenges Encountered by Students-teachers

The perception of the school community is that a music teacher should be able to
teach all components of music. The school community expects no specialisation. To
them, a music teacher must know how to play the piano/ keyboard and train choir.
This was reported by all the 12 students-teachers. The students who were specialising
in voice (75%), recorder (16.7%) and other instruments had a big problem coping
with this social expectation especially where the piano was available. It was even
more difficult where the two students-teachers posted in one school had the same
specialisation. Fundia and Wekesa were posted in one school and both of them were
voice students. The school had a piano and the form three students were interested in
learning how to play. They could not convince the students that they are music
teachers since they were not equipped to teach that aspect of music.
Non-music expert assessed each of the 12 music students-teacher at least once, during
a music lesson. At one point, one of the non-expert examiners reprimanded a student
for using a song to introduce a lesson, yet this song had the intervals that the student
had set out to teach, and was a good introduction involving what is known as set
induction.

Majority of the students-teachers (83.3%) reported that certain topics: Harmony and
Counterpoint, Musical Analysis and Aural were purposely avoided by the cooperating
teachers and left for the students-teachers to handle. These were to be taught by the
students-teachers irrespective of whether they were falling in that term or not. This
made it impossible for the students-teachers to complete the syllabus in good time.
Lack of resources and facilities in terms of music rooms, books, cassette players and
instruments were reported by (91.7%) of the students-teachers. Where there were
instruments, mostly recorders, there were no instructions on how to play those
(Wekesa & Fundia, 2007). Sometimes the resources were inadequate as compared to
the number of students: for example, 32 form one student against two pianos,
experienced by (Omulando, 2007). This made it difficult for the students-teachers to
teach particular concepts effectively.

In schools where there were non-graduate (diploma) cooperating teachers (75%),
poor job relationship with the students-teachers was reported. The diploma teachers
lacked the practical approach to music experiencing and concentrated on the
theoretical aspects mostly. So they mainly taught history of music. Because of the fear
of their weaknesses being exposed by the students-teachers, they sometimes sneaked
back to class to undo what the students-teacher had taught (Wekesa, 2007), thus
contradicting some musical concepts and leaving the students confused and not
knowing whose ideas to adopt. This resulted in lack of confidence in the studentsteachers in some cases, who had to go extra miles to convince the students. Bad
attitude and undermining of the subject by other teachers in the school were also
reported by (83.3%) respondents. They were discouraging the form ones and other
continuing students from taking the subject, insinuating that music would take them
nowhere, resulting in many students dropping music.
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Small student population in class was reported by (83.3%). This hindered practical
singing especially where voice separation was needed. Some classes had as few as two
students thus, lacking in individual differences and diversity in opinion. This offered
a challenge where the concept of part singing was to be taught.

More than half (58.3%) of those who were teaching form one classes had problems in
completing the syllabus. This is because music is not examinable in primary school
and in most cases was never taught. The students-teachers therefore had to go back to
teaching the components of primary school syllabus before tackling the form one
syllabus. This was time consuming and most of them admitted not covering the
syllabus.
Majority of the respondents (91.7%) complained that the secondary school syllabus is
vague and amorphous merely stating the topics to be taught and not delineating the
sub topics under those topics. The interpretation of the syllabus in terms of amount of
content to be taught to a particular level and depth is left for the teacher to decide.
A case in point is the topic intervals taught in form 1, 2 and 3. The researcher
observed that there was duplication of content taught at different levels in some
classes.

Discussion

The results indicated that there were many challenges encountered by the studentsteachers during their teaching practice. The school community expected the studentsteachers to have the ability to teach everything that is related to music. According to
them, the competence of a music teacher from the university is judged by his/her
ability to play the piano and train the choir to compete in the annual Kenya Music
Festival. If the choir wins then the name of the school is promoted. The school
community, therefore, seem to value music as a co curricula activity rather than
a subject to be taught in class. The teaching of music in schools is misconstrued by the
school community to be the teaching of singing, hence the importance given to choir
training. This perception posed a big challenge to the students-teachers because the
B.Ed. program requires that a student specialize and major in one western instrument
(piano/voice/recorder/guitar) and one African instrument (lyre/fiddle/drums).
A student-teacher who specialized in, for example, recorder found it impossible to
teach or play the piano in a school that had it. Some head teachers dismissed the
students-teachers as incompetent on account of their inability to play piano, train a
choir and sing a folksong. This eventually led to a negative perception of the practicing
teacher from both the teachers and students.
Some secondary schools engage the services of freelance choir trainers if the regular
music teacher cannot train the choir. In fact some times the situation is so volatile as
these freelance trainers join hands with non-graduate music teachers in trying to
discredit and undermine the students-teachers. It came out from the interviews with
students-teachers that some of these teachers even go as far as teaching certain
concepts in order to undermine the interns.

The results further indicated that although the B.Ed. program covered the secondary
school music syllabus adequately, there were problems in the lesson delivery by the
students-teachers. The inadequacy in presentation was quite conspicuous in the use of
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resource materials. All the supervisors and the researcher observed that most
students-teachers had over planned. They were therefore not able to complete the
lessons in time. Timing and handling of the resource materials were not done
effectively. They were lacking in innovativeness, originality and creativity in lesson
presentation.

The inability to plan well may be attributed to the way ECT 321 was handled.
A comparison between the course description and what was taught revealed that an
important topic like analysis of the secondary school music syllabus was not
covered. Analyzing the syllabus prior to going for teaching practice would have
exposed the students-teachers to the set objectives of teaching music, topics to be
taught at each level and how to organize the topic programmes in schools. This
probably would have solved the problem of the syllabus being vague and ambiguous
leading to students over or under planning, and overlapping of content taught at
different levels.

The students-teachers also encountered problems in the teaching of musical
analysis and aural. In most schools, the students-teachers found the prescribed
musical scores, but could not access audio recordings of the same. Musical analysis
requires that both the score and recordings be used. The students were therefore
forced to do the score analysis instead of musical analysis, which involves
experiencing music by listening to the music being analyzed and using the score as
a guide, as Cook (Cook, 1987), explains that, the analytical process only happens as
you hear the music under investigation. The other contributing factor is the fact that
the course form and musical analysis are taught in the last semester of fourth year
when the students will come back from teaching practice. The students-teachers
were therefore not well prepared to handle this topic, since they were not exposed
to it before going to the field.
The society with its new demands, needs and changing conceptions of music
practice is forcing music teachers to discover new teaching methods and approaches
that would apply to different contexts and environments of learning. The
practicability and implication of the teaching methods of music in different
environments of learning should be emphasized in the teaching of ECT 321.

Conclusion and Recommendations

It is evident that the university music curriculum adequately prepares pre-service
music teachers for the teaching practice content wise, except for the handling of ECT
321, which needs improving upon. The Music Department should be adequately
involved in selecting qualified and most competent persons from the department to
service the ECT course for Communication Technology Department. The school
community expects a music teacher to be an all rounder. He/she should be able to
play piano, several African instruments and train the school choir effectively. The
research has shown that the problems and challenges encountered by studentsteachers while in the field include: misconstrued perceptions by the school
community of the role of students-teachers in school, lack of cooperation from the
non-graduate (diploma) music teachers and unavailability of teaching resources in
some schools.
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The evidence from this study suggests that the B.Ed. Music program should be
reviewed, so that the students are exposed to a variety of instruments before they
specialize. The Music Department, Maseno University policy makers and
implementers should embark on periodic assessment, evaluation and appraisal of
their programmes to align them with current realities on the ground exposed through
pre-service teachers’ post mortem evaluation. This evaluation should be done every
time the pre-service teachers clear their practicum.

Since there is a big demand in piano and choir training, the program should
endeavour to expose every student to these concepts, regardless of their
specialization. Musical analysis should be taught in the third year before the teaching
practice time, since this is a topic that starts in Form three. The students-teachers
should be equipped with both the prescribed score and recordings before they go out
to teach. If a school has to take more than one student-teacher, then the posting
should make sure that they do not have the same specialization. There is need to
synchronize the course description and outline to ensure adequate coverage of all the
content. The diploma teachers should be in-serviced on the practical aspects of music
instruction. This will make them embrace the graduate teachers as comrades and not
rivals or enemies who have come to expose their shortcomings. The music studentsteachers should stand up to their profession and defend it at all levels by educating
the public on the importance of teaching music formally in schools. This could be
achieved through organisation of public concerts that show case their competence and
talent to the community.
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Abstract
The research findings presented here share the situated experiences of five independent
music teachers (IMTs) within a collaborative action research project contextualized
within a critical analysis of the field of independent music teaching in Canada. IMTs
work in isolation in their studios and except for occasional meetings organized by
Registered Music Teachers’ Associations, they rarely meet professionally. The
Independent Music Teachers’ Research Group (IMTRG) was formed from members of the
Halifax Chapter of the Nova Scotia Registered Music Teachers’ Association with the
purpose of developing collaborative research, breaking professional isolation and
enhancing the usual ways in which IMTs gain knowledge. The research program
reported in this paper was undertaken by a founding member of the IMTRG with the aim
of investigating how IMTs engaged in research and the changes this made, not only to
their own professional practice, but to the field more broadly.
Starting from an open stance, the springboard for this investigation was the deceptively
simple question “Why don’t IMTs generally conduct practitioner research?”. Considering
this question engaged the researcher in a process of personal consciousness raising and
formal research which exposed the problematic nature of the everyday lives of IMTs in
the private music teaching studio, their relationships to institutional knowledge and the
restraints on their forming collaborative teacher-researcher relationships. This research
was undertaken within an overarching methodology of critical action research.
Qualitative methods were employed throughout including textual analysis, interviewing
and the keeping of a reflective journal.
I give evidence of the contribution this research has already made to change professional
practice and knowledge and make recommendations for future collaborations.
Keywords: collaborative, action research, independent music teachers.
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Introduction
This research was conducted in the context of my work as an independent music
teacher (IMT) who teaches both piano skills and theory, as registered music teacher
(RMT), a member and First Delegate representing Nova Scotia of the Canadian
Federation of Music Teachers’ Associations (CFMTA), President of the Nova Scotia
Registered Music Teachers’ Association (NSRMTA) and a member of the Independent
Music Teachers’ Research Group (IMTRG).
Based on my experience and perspective on private music teaching in Canada
specifically, and private music teaching internationally, I asked the questions:
•
•
•

Why don’t IMTs generally conduct practitioner research?
What needs to change so IMTs see research as part of our professional practice
and identity?
What are IMTs relationships to professional knowledge, practice and identity
and how do we build professional knowledge?

It has been stated that teachers who develop reflective skills by engaging in research
can renew their responsibility and duty to thoughtful teaching and commence to
develop an active community of professionals (Sagor, 1992).

There are several terms currently being used to describe research conducted by
teachers. The most common of these are “teacher research”, “collaborative action
research”, “participatory action research” and “action research” (Anderson, Herr &
Sigrid, 1994). The chief difference between expert-driven training and teacherresearch inquiry is that these IMTs produced validated knowledge that addressed
issues facing them in their own practice. In other words, they were not passive
recipients of others’ knowledge.

Collaboration is more than a group of researchers getting together or working on the
same project. It is a process that demands a sense of shared endeavor, purpose and an
equal sharing of ownership, power and responsibility (Goodlad, 1993). In collaborative
research groups professionals discuss, study and construct conceptual principles and
ideas, generate new strategies for their working environment and share insights
about what they have learned. Such collaborative enquiry can result in a vibrant coconstruction of knowledge (Nonaka & Takeuchi, 1994). The IMTRG organized its own
learning along self-determined interests by studying an issue from different
professional perspectives by sharing existing knowledge while working together
towards a common goal of generating new knowledge (Farr-Darling, 2001).
As President of the Nova Scotia Registered Music Teachers’ Association (NSRMTA)
I invited members of the Association to form the Independent Music Teachers’
Research Group (IMTRG) and develop a research agenda. Five members joined the
group and under the mentorship of a university professor, who is an academic
researcher, the group decided to research motivation and retention of private
students in the independent music studio. We met on a monthly basis and all group
members agreed on the research topic, design and method. The IMTRG data was
obtained by each teacher-researcher interviewing 2 students, 2 parents of students
and 2 other IMTs, asking them open ended questions about what they thought
motivated students to start private piano lessons and then continue with lessons.
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The data generated by each of the teacher researchers was then subjected to
a thematic analysis whereby key themes were discussed and noted.

While the IMTRG was conducting this research, I as a participant observer, kept
a journal recording what happened in the meetings, observed how the teachersresearchers engaged in their research and established conditions in the collaboration
that sustained and enhanced out ability to construct our own knowledge.

Methodology

Over a period of four years, I watched, kept notes and on two different occasions
interviewed four of the teachers-researchers in the IMTRG. The study was qualitative
in nature. “Quality refers to the what, how, when and where of a thing – its essence and
ambience” (Berg, 2001, 3).

Study’s goal was to achieve a rich and detailed representation of the what, how, when
and where of IMTs conducting collaborative practitioner research.
Data collection procedures included:
•

•

an individually taped interview with three of the teachers-researchers of
about 60 minutes duration midway through the imtrg’s first research project;
a second individually taped interview after the project’s completion with four
of the teachers-researchers of about 30 minutes duration.

I asked open ended questions such as
•
•

What did you think about the collaborative research process?
What do you feel you gained, if anything, from the research process?

I kept extensive notes in my journals which included minutes of our meetings and
observations I made. These notes were written over a period of four years, from the
commencement of the group’s first project to its completion.

A critical action approach was used in the analysis of the data. This type of research
identifies matters of importance to members of a community and is an inductive
process in which research can be viewed as a type of social action (Freire, 1970). This
type of research is now frequently called “participatory research” (Anderson, Herr &
Sigrid, 1994). Although methodological considerations depend on the context within
which a study is undertaken, participatory research has certain general
characteristics. These include social structures and processes which are understood
within a historical structure. Theory and practice are integrated – praxis. The subjectobject relationship is transformed into a subject-subject relationship through
dialogue. Research and action become a single process.
The findings on participants’ perceptions about conducting research revealed insights
about both their characteristics and the factors that hindered and supported their
success as teachers-researchers. These insights are presented within a framework of
four key themes which emerged from the data analysis. These were:
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•
•
•
•

the teachers-researchers’ expectations at the beginning of the research
process;
their evaluations after the interview stage;
their evaluations after the panel presentation;
final evaluations of the whole process after the completion of the IMTRG’s first
project.

Being a pioneer

The novelty of studio music teachers conducting research and, indeed, collaborating
was such that the group members’ experiences can be described as pioneering. In the
reflective interviews I conducted after the first project was completed by the IMTRG, it
became clear that the teachers-researchers had very little idea as to what to expect.
This was expressed in various ways as having no expectations, feeling vague and
having no similar prior experiences to serve as a reference point. When I asked the
teachers-researchers if research had been part of their teaching experience before
they joined the group, one answered “Never, never” and another said:
“This was our first experience researching something so it was that much
more vague”.
“I think I didn’t really have any [expectations] because I had never been
involved in anything like this before and so I was interested to see what
would happen and see what the results might be”.
“Well I guess I wondered if I could do this successfully, but then with
discussions with the group, you find out what you
you are going to
ask people, so you have a clear idea of what you are supposed to be doing
and as I say, I have never done [research] before”.
During the IMTRG research process each teacher-researcher interviewed two
students, two parents of students and two other IMTs asking what it was that
motivated students to start private music lessons and what motivated them to
continue their lessons? By contrast, after the teacher-researcher had conducted these
interviews, the same teacher said:
“We had more of a structure to the whole organization, we knew which
way we were heading, we knew what questions we were going to ask, we
knew exactly which teachers would be involved in it and the whole
process was that much more meaningful, because you had a direction to
follow and we knew what we were heading for”.

This teacher acknowledged that this was our first experience researching as a group
of independent music teachers and that because of this, things felt “vague”, but as the
group proceeded with the research, the whole process became “much more
meaningful” once we had decided on a plan and a direction to follow. She used the
word “knew” four times in this last response showing that their original feelings of
vagueness and uncertainty had left and she felt more confident about what she was
doing.
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Creating a collegial space
Professional isolation is a common complaint among IMTs who don’t have the benefit
of meeting with their colleagues in the staff room the way school teachers do. One
aspect of the IMTRG’s research process, that each of the teachers-researchers often
referred to, was the aspect of coming together on a regular basis. One teacher spoke
about how this in itself could be of benefit to teachers beyond the IMTRG:
“I think others could benefit from what we’ve done, not just in the line of
research but getting together”. “There isn’t a lot of contact amongst the
teachers and I think meeting was beneficial and I think that people who
read the results, even if they have never taken part in anything like this,
will find a sense of ‘yes, that is what I feel about it’ or ‘ I don’t’ and are
glad to find people who react the way they [themselves] do. I think that is
one of the benefits”.

Producing knowledge
As the teachers-researchers learned new things about the problem of motivation and
retention of students in the private studio they noted some of the most significant
insights they had received from conducting their interviews. One teacher-researcher
noted the impact her own goals had on her students:
“One of the things I realize from the [research] group is that I as a
[teacher] decided … this is my goal … and I tend to project what I want
on to other people, which may not be the right thing. But some of the
[students] are not interested in my goals. If a [student’s] goal is to have
fun … let them have fun because they can learn having fun and they can
learn at their own pace, they don’t have to go at the pace I expect them to
go at”.

For this teacher, listening to her students as a researcher rather than as a teacher
meant she was able to be open to their different motivations for studying music.

It took the teachers-researchers a long time to complete their interviews and write up
their transcripts. One was critical of what she saw as procrastination leading to
insufficient time to discuss the emerging findings:
“We need to be a little more organized with the research. … We were
procrastinating. I’m going to do this one and I think I’m going to do that
one, we hadn’t come with our results and said ‘this is what I found out’…

“I could have [asked] more detailed questions and what I realized later
was that when I was interviewing the teachers, if I had gone more into
the question of motivation, how they motivated their [students], I could
have learned that much more …”
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Performing as researchers
Each of the teachers-researchers characterized themselves as beginner in the practice
of research. For this reason, they understood themselves as taking small initial steps
and tolerated a degree of uncertainty. However, once the possibility of a public
performance arose, their professional orientations to performance made them much
more rigorous self-critics.

After the group had completed their interviews and analyzed the data, we decided to
present our findings as a panel at the annual Nova Scotia Registered Music Teachers’
Association convention to our colleagues. We decided that one of us would give a brief
history of the formation of the IMTRG, state who the IMTRG had interviewed and the
questions we asked, what we hoped would come out of our research process in future,
describe the role of the mentor in the group. The panel presentation became the focus
of the group’s critique of its performance.

In the interviews I conducted that followed the panel presentation at the NSRMTA
convention, the teachers-researchers had time to think about how we had conducted
the research process. Not unlike an IMT who believes that often a problem with
a performance is related to how the performer practiced before the performance, the
teachers-researchers believed that our panel presentation could have been better if
we had worked more cooperatively by listening to what each other had to say. One
teacher told me this would have made for a more”polished” performance. Listening is
something music teachers emphasize, whether it is with regard to the proper use of
pedals, or for the different voices in contrapuntal pieces. In one interview one teacherresearcher told me that she felt our panel presentation (public performance) could
have been improved:
“By using different methods of questioning and answering and each of us
doing it a little bit differently than we did. The same questions and the
same process, but perhaps working a little more co-operatively with each
other and listening to what each other has to say and polishing”.

At our meetings there were frequent references made to the fact that we are very busy
teachers and conducting research was hard to do because of that. Trying to coordinate
meetings was a challenge because of our busy teaching schedules and family
obligations.

There is a difference between meaning-making in which the group pursues the
answers to its inquiry question and the making of meaning for a public presentation
when the group presents its findings. Yet at the same time, there is a strong link
between the two. We found that in preparing to present our ideas to a public audience,
this process enhanced the meaning-making process by engaging our group in a more
thorough level of reflective thinking and writing that brought more clarity to the
developing themes and provided opportunities for further group learning (Bray, Lee,
Smith & Yorks, 2000).

The knowledge construction process is perceived as acceptable when it is
understandable and reconcilable with the actual practice of the teacher-researcher.
Externalizing the knowledge by sharing it with other IMTs and having it “received” by
them completed the knowledge construction process of the IMT’s first research
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project and gave it a practical result. Each of the panel received favourable comments
from the audience at the convention and felt that the presentation had been well
received.

More meaningful

Overall, despite their misgivings about the thoroughness of their research and the
effectiveness of their presentations, the teachers-researchers valued highly the
learning that was enabled through their research. Compared to the professional
development opportunities that are usual for IMTs, such as workshops focusing on
a syllabus and latest publications, this was more directly related to their own practice.
In considering this, I acknowledge my own investment in the teachers’ responses. It
had been my dissatisfaction with feeling marginalized in professional learning
contexts that had motivated my move to teacher research. Learning and meaningmaking are inextricably entwined. Mezirow gives a definition of learning and explains
this connection. Learning is “…always involving making a new experience explicit and
schematizing, appropriating, and acting upon it. We seek validation when, in the process
of interpreting an experience, we find reason to question truth, appropriateness, or
authenticity of either a newly expressed or implied idea or one acquired through prior
learning. It is important to recognize how crucial the validation of knowledge is to the
learning process in adults” (Mezirow, 1991, 11).
While we were interpreting our data and analyzing it in the group, I made a note in my
journal that the teachers-researchers often characterized the research process as a
learning process. In the panel presentation at the NSRMTA convention, one of the
teachers-researchers commented that it was the “actual research process that is
interesting but the learning that is important” (Wanzel et al., 2006).

Later in a second interview one of the teachers-researchers developed the theme of
learning and meaning:
“One thing is that when you are doing the research yourself, I think it is a
lot more meaningful. You read a book or you read an article in a
magazine, well that is somebody else’s life. You may glean a few examples
or a few experiences from that person into your own teaching, but I have
never been as receptive towards it as when you do your own research
with your own students who mean something to you. Because some times
when somebody is talking about how they dealt with a certain student or
whatever, you fell well I don’t have a student like that. Maybe she is
absolutely brilliant and she is not like mine. Forget about it!!”

I asked her what she personally gained from the research process we had engaged in:
“The most important thing that I got out of it is that it set me thinking a
lot more. There were things I didn’t consider important to the teaching of
music. Where, yes, I was teaching, I had to do this to finish my syllabus, I
had to see what I did with the students, I did motivate them and it was an
important thing for me, but it wasn’t as important as it was after I had
done this research”.
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Getting it down in black and white
Arguably, the most powerful move into the knowledge arena is going to publication.
This is the way academics are recognized as experts. It was significant that the
members of the IMTRG were not satisfied with just a panel presentation at the
convention as an end-point of our research experience. One teacher-researcher said:
“Some of the results were predictable … but I think it could be valuable
and unless you get it down in black and white, you can’t say that this is
true and if it hasn’t been done before you have got to start somewhere”.

This teacher-researcher saw the importance of writing down our findings and believed
that unless research was conducted and concluded in the form of a publication, the
things we believed may not be true, indicating her confidence in the research process
because of its aspects of accountability and validity. “You have got to start somewhere”
confirmed that this was a new experience for her.

Our success at the NSRMTA convention gave the group the necessary motivation so
that all the members of the IMTRG agreed to continue with the collaborative research
group and hoped to attract new members. Looking to the future, one teacherresearcher said:
“It would be a dream come true if there were many such groups [as the
IMTRG] not just provincially or nationally but globally and we could
share our findings and research topics which are relevant to us”.

Concluding observations and future considerations
The value of teacher research is well documented (Cochran-Smith & Lytle, 1993), but
unless deliberate attempts to share findings are established the “product” of IMT
research will remain within the individual’s private studio. Strategies to develop
collaborative research are not only needed but must be encouraged. Research in to
practice has potential for extension beyond the structure of this study, as has been
suggested by the group, by deliberate plans for continuing projects. While collaborative
research was positively received both by members of the IMTRG and the audience at the
provincial convention, this study also uncovered limitations that must be considered in
future efforts. Timing was a problem, teachers noted problems with conducting the
research project along with the demands of music teaching. To avoid work overload,
future efforts may need to consider the length and size of projects and the level of
family support in the home, prior to beginning new projects.
I interviewed the teachers-researchers twice, once during the process and once after
the project was completed. I reflected on the data I had collected from the interviews
and activities at the meetings in my personal journals. I presented with the group our
findings at the NSRTMA provincial convention and evaluated the process and
outcomes and reviewed their original intentions. From comments made in the
meetings, which I had recorded in my journals and during the interviews, these are
the benefits and drawbacks that I noted working with the IMTRG:
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Table 1: Benefits and drawbacks in the work with the IMTRG
BENEFITS

Being able to raise issues with others.

Getting to know each other better, both
professionally and socially.

Greater awareness of problems and
sensitivity to those interviewed.

A sense that the overall process was
worthwhile.

DRAWBACKS

Being tied to a lengthy process, which was not
always efficient.
Having a tendency to postpone decisions
and leaving some tasks incomplete.
Some answers were predictable.

A sense that the task was incomplete.

My findings point to several important factors in the collaborative enquiry process.
First, it acknowledges the importance of prior dispositions and beliefs about
knowledge and knowing (Hofer & Pintrich, 2003). Because the teachers-researchers
did not previously believe that conducting their own research was something an IMT
could do and because they were not predisposed to carry out this sort of research
before they joined the IMTRG, they did not consider their own role of researcher as
part of their usual approach to creating knowledge or knowing. On the other hand, the
IMTs did bring into the enquiry process their orientation to learning from their
students through careful observation and pedagogic dialogue and extended this to the
research interactions with others, including parents and fellow teachers. Their preexisting orientation to gaining formal knowledge through reading materials was
another resource they used when dealing with new kinds of literature.

Second, this enquiry points to the importance of recognizing group dynamics in
collaborative research, as it was the individual members, acting and reacting in the
group framework that evaluated and judged the process and its outcomes. That each
teacher-researcher was engaged in the collaborative project, especially at the beginning
of the process, did not automatically mean that he/she had the same motives, interests
or expertise operating toward a common goal. Those whose interests were different left
the group or did not join the group early in the process. These IMTs may have attended
the group meetings once or for only a short time. Those whose motive for attending
was only curiosity also left early in the process, once they found out what it was all
about. Those who agreed with the concept of teacher research and with the research
topic stayed with the group and gradually developed the expertise needed to attain
the agreed upon goal.

Collaborative knowledge construction can easily be hampered by a lack of individual
commitment, pressing personal needs and time restraints. Collaborative knowledge
construction can, however, put present knowledge to the test and for IMTs build selfesteem, give a sense of agency and a sense of control and power over their own lives
and practice. Historically, the IMT profession has taken place in isolation and has been
dependent upon input from outside experts. As an alternative, the collaborative
research process involves IMTs in professional research/practice/reflection
simultaneously and validates them as producers of knowledge and recognizes their
role in professional development and decision making.
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However, expanding the numbers of music teachers-researchers will not be without
challenges. Most IMTs are so involved in their daily teaching activities that unless the
topic of research was raised, most would not think to get involved. In the case of the
IMTRG, even after many invitations to join the group, many IMTs would not get
involved. One of the complaints from the teachers-researchers I interviewed was that
there were not more teachers involved. As the IMTRG continues to work on their
research agenda and present their findings to their colleagues, as they share their
enthusiasm and excitement about creating new knowledge, I hope and believe other
teachers will want to join their ranks. This may be a slow process but it is one worth
pursuing.
We need to raise the general profile of teacher research among colleagues. Research
can help progress this goal in the future by addressing questions such as:
•

•
•
•

What are the most effective ways of building awareness of research amongst
IMTs?
What opportunities do IMTs need in order to conduct their own research?
What are the most effective strategies for forming research groups?
How could such activities be funded?

One of the strategies that assisted the IMTRG to develop research skills was having
a mentor. Some of the questions that still need to be addressed are:
•
•

What forms of research training would be useful to IMTs?
What resources could be provided to encourage more practitioner research in
this field?

It made sense to us that our research should draw on all the available resources we
had, especially the perspective of those who have their experience in the private
music studio directly, and those who would be affected by the results of our research.
This is why the teachers-researchers’ voices were strong throughout this project and
the voices of teachers, students and parents of students were strong throughout the
IMTRG project. Each can and should learn from and teach the other. We “[rejoiced] in
our continuing willingness to explore together our limitations and our possibilities”
(Miller and Martens, 1990). As important as this was, the research of the IMTRG would
not have succeeded had it not been for the assistance of a mentor.

It was Vygotsky’s belief that “good learning” happens in a child’s zone of proximal
development (ZPD). This ZPD can be described as “the distance between the actual
developmental level as determined by independent problem solving and the level of
potential development as determined through problem solving… in collaboration with
more capable peers” (Vygotsky, 1978).
In our mentor the IMTRG found a “more capable peer”. It is hoped that as the IMTRG
develops research skills, that we will be able to assist others of our colleagues to
engage in collaborative action research.
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Abstract
Gypsies (Kaale in Finnish) are mostly considered to be musically talented, and indeed
a number of performing singers do earn their living this way. Cultural influences clearly
have an impact on this musical orientation. However, in many cases this also
incorporated the expectation of leaving school early. This holds true also in a musical
sense. In this article, I will investigate if there are negative attitudes and perceptions in
the Roma community towards music school system, which affects relationships between
different groups; most of the parents who were interviewed expected their children or
young ones to follow traditional and cultural gender based roles and the children echoed
their parents. Also issues of racism may play a part in Roma students’ withdrawal from
school. Maybe also racial incidents can be as a catalyst for leaving without music
education?
Article addresses these questions via fieldwork. Ethnographic field research was carried
out among Finnish Roma between 1994 and 2009. The methods of observation and the
life story interviews were employed during the fieldwork. During that time about 900
Roma songs were recorded, among them many religious as well as popular songs, and
some instrumental performances played on the guitar. I also worked six months as a
teacher in Roma music-club for children.
Key words: Finnish Roma, Roma culture, music education, ethnicity.

Theoretical Concepts and Methodology
One of the elements of every musical culture is the process whereby music is taught
and learnt. Many elements of culture in various societies all over the world are
transmitted through different educational systems, and by methods derived from this
sphere. In the educational sphere, the term “formal” signifies institutionalized
educational systems, e.g. primary and secondary schools, universities, and colleges. In
these institutions there is a defined educational curriculum, and the students have to
conform to the standards set by the system (the institution or the state). At the end of
the process, the institution grants the pupil an official certificate (Marks, 2008). The
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expression “informal” refers to teaching and learning methods outside this formal
framework. In these informal frameworks, instruction and study take place, but they
are not accompanied by a systematic institutionalized process, and in most instances
do not end with an official act such as the granting of a certificate or recognition by
some institution.

I argue that the best way to understand music is locally, through a cultural and a social
context with somewhat definite geographic boundaries. An in-depth study based in
fieldwork is, I believe, the best if not the only way to approach such nebulous but
extremely important issues, and it is herein, in the thoughts of members that the
strength of this study lays. An ethno musicological perspective might formulate issues
in a wholly different way: Roma music in relation to a particular cultural context,
understood via fieldwork: as insiders/outsiders music, or external vs. internal
appropriation. The main problem with this kind of perspective, as David Malvinni
(2004) sees it, is that ethno musicological (and musicological, for that matter)
discourse cannot control the wider signifier, “Gypsiness”. Fieldwork tries to pin it
down to this or that, but the predication remains unstable and uncontrollable. The
category mutates before our eyes.

The project is structured around case studies and cross-cultural analyses. The primary
data for research is collected through field research between the years 1994 – 2009.
My methodology draws primarily on methods of analysis used by ethnomusicologists,
anthropologists and ethnographers of musical performances: research relies on
extensive fieldwork both as an observer and participant. During that time I make
several trips among local Roma groups and musicians. Field methods such as
participants observation, interview, to a smaller life history was used to obtain
Romanies native perspectives.

Brief History about the Kaale

Finland has maybe the most homogeneous Roma population in Europe, with the Kaale
population comprising groups of Roma who arrived through Sweden as early as the
16th century. In the 19th century, this group was strengthened by Russian immigrants
who have merged with the Finnish Kaale (Pulma, 2006). The Finnish Roma, nowadays
about 10 000 in all, led the traditional way of life; there are 10 000 Roma in Finland, as
well as 3000 Finnish Roma in Sweden (Markkanen, 2003).

The terms “Gypsy” (Mustalainen in Finnish) and “Roma”
(Romani in Finnish)

In Finland terms Mustalainen (which means the colour of the skin, black in English),
Kaale (Roma in Finnish Romani language), and Roma refer to the same group, Finnish
Roma. Even at the political level, there is a tendency to replace a term with negative
connotations, i.e. Gypsy, by the term Roma. Very few singers actually use the term
Roma when referring to themselves or their traditional songs. They use song terms
like “mustalaislaulut”, “kaaleen laulut” (Finnish Romani language) or “meidän laulut”
(our songs in English). The noun “Rom” or “Roma” came into Finland during the last
decades of the twentieth century and is thus a brand new and not very familiar term
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among older Roma, especially in a traditional song context. In fact, I presume that
a generation will have to pass before “Rom/Roma” replaces the traditional term
“Gypsy” in the common vocabulary.

Music of the Finnish Roma

Finnish Roma has not had any popularised music since 1960s. Basically the music has
“lived” only among the Roma. “Gypsy” music has been practically unknown outside the
“Gypsy” community (see Kovalcsik 1989; Davidova 1991; Belisova 2002). However the
political recognition of the traditional music of the Roma in Finland has led to
a broader acceptance by the majority and the Roma minority is striving for this very
goal. Secondly, it is important to remember that Finnish Roma have been living
separately from other Roma communities in Europe, and the Roma of Finland have no
professional music tradition as in Eastern Europe. Traditionally, there have not been
professional Roma musicians in Finland. And still, there are only 10 000 Roma in
Finland. For example in Hungary, according to official statistical data from 1971, the
number of Roma citizens in Hungary was approximately 340-380 000 (Kovalcsik,
1989).
Traditionally, two types of Romany music-making are known in Finland:
•

•

one is musical service for outsiders (Dance music, Religious music –
Pentecostalism – and popularized ethnic Romany music – mostly global “Gypsy
music”, that is, for non-Roma audiences);
the other is folk music, traditional songs of Kale for the small-scale community.

Music Education of Roma in Finland

Very few Roma in Finland have attended for professional training of music. However,
Roma people in Finland began to practise singing very young. The social environment
moulds the young singers’ concepts of how the voice should sound in order to comply
with the aesthetic ideals of Roma singing (Åberg, 2002). In families where the parents
are recognised as notable singers, special attention is paid to the vocal skills of their
children.

Many think that lack of the music education of Roma is because of the racism of the
Finnish non-Roma towards Roma. But participating in the observation I carried out
I could see that, besides the racism, other factors – Roma customs, norms and values –
create a situation in which they seek alternatives for their professional lives. Cultural
influences clearly have an impact on the retention of Roma education in musical
education.

Culture and Traditional Customs of Roma

Traditionally, Roma communities do not have a pattern of music schools engagement,
and adolescence is the time when young Roma people are expected to help generate
income or take on a wider range of domestic responsibilities (Derrington & Kendall,
2004). Most of the parents who were interviewed expected their children to follow
108

THE MUSIC EDUCATION OF ROMA IN EASTERN PART OF FINLAND: A BRIEF
INTRODUCTION TO ROMA AND MUSIC EDUCATION

traditional and cultural gender-based roles and the usually the children echoed their
parents’ aspirations. In many cases this incorporated the expectation of leaving school
early. This is why the social activities among Roma in musical contexts are low.

Henna Aaltonen (2008) has investigated Roma children’s and young adults’
motivation and orientation towards music education: only 16% of them play some
instrument (teacher-student –relationship) - so the instrumental music is still under
the singing, vocal music; 36% of them sing alone outside the school, 0% of them play
any kind of orchestra (classical or non-classical) for the same reason. But 72% of the
interviews think that music is very important for them (Aaltonen, 2008). Also 38%
prefer that traditional Roma music of Finnish Kale should be in education system.
I agree that even there is also evidence that traditional cultural attitudes and
expectations are shifting, amongst all of the interviews the will or desire to keep
aspects of the Roma culture (like music) alive was evident.

Authority Structure – Sex and Age

Many of the children who I met indicated that they did not enjoy music-school system
and the main reason for their attendance was that particularly boys felt their parents
would be happy if they stayed at home. In Finland Roma community, as in other Roma
communities, the two most important factors in the authority structure are sex and
age. Males have authority over females and older people have authority over younger
ones. Earlier, this ideal internal authority structure in the family was much clearer
than it is today. The age at which childhood ends and adulthood begins is a fluid social
and cultural construct. Normally, boys were more likely than girls to drop out early,
and their withdrawal was often preceded by a breakdown in relationship between
home and school. Amongst the parents of students who dropped out of school early,
there was often rejection of Kaje (“Finnish main population”; “white people”) culture
and values.

However, although some parents I met did not themselves have a formal education,
this did not always mean that they wanted their children to repeat their experiences.
In a number of cases parents stressed the need for music education. My experience
was that the children themselves on the whole did not really like to be at music
schools. For them, the structure and rules (e.g. timetables) were too hard to follow
(see Åberg, 2009).

Economic Structure of the Roma

Economic structure of the Roma affects the motivation of music education. The
characteristic feature of the Roma economy in all parts of the world is, and always has
been, its dependency on other economic systems dominating the areas of Roma
habitation (Grönfors, 1977). The occupation of Roma can be divided into broad
categories:
•
•

•

occupations which are considered by other people distasteful;
occupations which the lifestyle and culture of roma make profitable and
worthwhile for them;
occupations which only roma are considered able to perform;
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•
•

occupations which the general social position of roma forces them to perform;
illegal occupations in which other do not get involved for fear of prosecution,
or which roma do not consider as being in contravention of their idea of
illegality.

Economic activities have been, and are, performed by both men and women, and often
by children as well. However there is a clear division between the sexes in the kinds of
tasks involved (Grönfors, 1977). Professional musicians are mainly men’s area; even
the occupations in themselves have undergone changes to suit modern requirements.
Intersections between the professional musicians and cultural structures can be found
e.g. in the respect for elderly and modesty. Like traditional songs of the Roma, dance
music and its performance practises are basically masculine and repeated the respect
of men. An interesting phenomenon is, however, Karaoke, which, like religious music
enables the directing of women’s and girls’ “inside” music outside the community.

Effects of Racist Attitudes towards Roma

Effects of racist attitudes and behaviour towards Roma in the local and wider
community are easily recognized. The issue of racism and race awareness was not
recognized as widely among (music) education in the 1970s and 1980s than today and
this still affects among older Roma parents. In my opinion, racial incidents are
sometimes - even today - a catalyst for withdrawal from music education. Most of the
young Roma I know felt or believed that certain teachers harboured and sometimes
conveyed racist attitudes towards them. Also some parents told me that they felt that
certain teachers exhibited negative, racist attitude in relation to Roma. There is also
some evidence to suggest that students who felt racist attitude sometimes adopt
avoidance strategies.

Conclusions

1. The Roma people have always lived at the edge of society. The creation of
boundaries works in a number of different ways, sometimes emphasising the
cultural baggage that relates to the group or groups and sometimes
emphasising their difference from society.
2. The music education of Roma people in Finland, as elsewhere in Europe is
problematic, even though most of the teachers are sympathetic and aware of
the needs and cultural background of Roma. Most of the teachers are aware of
Roma’s traditions and lifestyle. However, there are also some teachers who are
not so positive.

3. One of the most striking aspects to emerge from my investigation was the
issue of racism experienced by the Roma students (racism outside of the
school system is perceived as being a major problem). Also the Finnish
government has recognised the marginalised position of Roma in society and
has begun to tackle this in a number of ways, including the musical schooling
for Roma children in eastern part of Finland.
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4. Roma’s cultural influences clearly have great impact on the orientation in
music education. Traditionally, Roma community does not have a pattern of
school engagement and adolescence is the time when young Roma people are
expected to follow traditional lifestyle on Roma. Children are expected to
follow traditional and cultural gender based roles and the children usually
echoed their parent’s aspirations.
5. I argue that it is the continuous appearance of specifically negative images of
Roma and Roma’s cultural heritage that undermines their position in music
education system. Within the diversity of the responses the only clear
conclusion is that music teachers, parents and children often failed to share
similar expectations about the music education of young ones.
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Abstract
The current paper presents a study on the relationship between music learning
development, and the inclusion of a general preschool educator in music lessons for
children between the age of 3 and 5.
Three study groups (n=51) consisting of existing preschool classes were differentiated
by their exposure to a series of ten music lessons with or without the assistance of their
habitual educator. One group had both lessons and educator assisting, a second group
had lessons but their educator wasn’t present. A third was used as a control group in
order to define musical development that was only related with cognitive growth.
Participants’ performance concerning reproduction of learned rhythm patterns,
melodic patterns and a familiar song were audio recorded in two recordings: once
before the given ten lessons and the other after them. These were evaluated by
professional music judges that had to choose the best recording of each individual
child who did not know they were evaluated from the first or second moment of
recording.
The study concept was developed using the existing research based on Vygotsky’s
(1978) and Brofenberner’s (1979, 1989) theories of learning, and on the basis of the
assumption that effectiveness, emotions and feelings have a prior role in knowledge
construction (Damásio, 2001; Bowman, 2004; Johnson, 2006, 2007).
The article concludes that as the study which group had lessons assisted by the educator
scored higher in the final musical test, this is presented as evidence to the notion that
musical knowledge is a cognitive construction deeply embedded in the social and
emotional webs created by the child.
Keywords: early childhood, music education, preschool educator, music teacher.

Introduction
At present, in Portugal, musical education for children between the age of 3 and 5 is
mainly supplied by preschool educators. However, many preschools have been
employing music specialists who would be responsible for music education. In this
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article we propose a model, already discussed in the case of primary schools (Mills,
1991), in which the music specialist and the preschool educator interact in the music
teaching process.

Bronfenbrenner defines the ecological perspective of human development as "the
scientific study of progressive and mutual accommodation through out the course of life
between an active human being in development and the changing properties of
immediate scenarios involving her; this process is affected by the relationship between
scenarios and the broader contexts in which the scenarios are included”
(Bronfenbrenner, 1989,188).
Parallel to this idea, the social constructivist perspective stresses the importance of
cultural mediation and social interactions in the learning process (Vygotsky, 1978).
One of the concepts that seem to better express this idea of cultural mediation and
social interactions is the concept of Zone of Proximal Development. According to
Vygotsky’s definition, the zone of proximal development is “the distance between the
actual developmental levels is determined by independent problem solving and the level
of potential development as determined through problem solving under adult guidance
or in collaboration with more capable peers” (Vygotsky, 1978, 86). With this concept,
Vigotsky emphasized the social organization that underlies learning, stressing the
importance of the cooperation between the child and the adult or their peers, as
a central element in the educational process.

Nowadays, in Portugal, more children are attending preschool institutions (Educação,
Ministério da, 2000). Gordon (Gordon, 2000a), though standing for a theoretical
position which does not value the context in which each act of learning occurs,
emphasizes something that seems to be quite important in this framework: the fact of
assigning much of the responsibility of an informal education in early childhood to
parents and educators. According to Gordon, all children must pass through a phase of
informal guidance both scheduled and not scheduled, provided by all of those
responsible for the child’s education, whether parents, relatives, educators or others.
Zabalza also states that in general “all children attend school after having learned a lot
in their daily lives, after having lived (known, handled) many experiences in which they
will generate, test and consolidate various patterns of thought, adaptation and problemsolving. Therefore, it exists and pre-exists an individual story that affects the four levels
of the child’s development (…) as part of the preschool stage development (the
emotional, the sensory-psychomotor, the relational and intellectual)” (Zabalza, 1992,
73). Zabalza leaves this point to discussion saying: “There is also the question about the
strategies that should be used to start the school journey exactly at the point of entry in
preschool, trying to work with the child in such a way that they don’t skip any stage of
development in any of these areas” (Zabalza, 1992, 73).

The experiences gained by the children, referred to by Zabalza, are not gained in
isolation, but in a context which has its own characteristics. Reflecting on Vygotsky’s
and Bronfenbrenner’s theories, we might perhaps say that the children, throughout
their learning experiences, are influenced by the context in which they live. And in our
opinion, one of the most important elements in the context that surrounds the child is
the educator. The child develops strong emotional links by being daily with his/her
educator.
113

Sara CARVALHO, Ana Luísa VELOSO, Vera ALEIXO & Leontina SANTOS

Damásio (Damásio, 2001) is one of the leading researchers who stress the importance
of the role that emotions and feelings play in several mental processes such as
attention, memory, style and efficacy of the thinking process. This assumption
supports a theoretical position in which what is happening in the body is conceived as
inseparable from what is usually called cognitive. From this point of view, emotions,
feelings, memory, or attention, are all within what we call cognition, a perspective that
today has been catalogued as a Paradigm of Embodiment (Bowman, 2004; Johnson,
2006, 2007). According to this perspective, mind and body form an inseparable
continuum, which is simultaneously ecologically situated in a given social context. The
body is not an isolated construct of the mind, and the mind/body exists in the world
through its experience. This experience is profoundly individual, situated and partial:
e.g. belonging to an individual child, in a particular place, with its own characteristics
that influence the entire process.

This theoretical assumption conceives the mind as an emerging entity, never to be
separated from bodily experiences. Therefore, the incorporated mind and body
emerge from the experience of the child in the world they live. How then can we
neglect the role of the educator in the learning process? The educator is, perhaps, one
of the strongest links between each child and the preschool institution. The emotional
connection between children and their educators is emphasized in this paper because
the child’s learning process cannot be analyzed without taking into account the role of
emotions and feelings in this process (Damásio, 2001). Primarily, because emotions
are the first tool humans use to evaluate and describe each situation experienced in
the world. And, secondly, the process of feeling emotions brings into awareness what
the child experienced while a certain emotion, or emotional profile, occurs. These two
processes are essential to evaluate our actions and plan future actions. Thus, each
experience in the world, situated and contextualized, is marked, “catalogued”, by
a certain emotional profile, a range of emotions felt in the body/mind within its
interaction with the world. According to this view, cognition is a process based on the
emotions that mediate the relationships between mind/body and body/environment.
Therefore, cognition is a process mediated by emotions and feelings.
According to this theoretical review we might perhaps predict that the inclusion of the
preschool educator in the music classes is of major importance, because they act as an
emotional bridge between the child, the music specialist and the musical material,
acting as an agent for really significant experiences in the child’s musical education.

Aim of the research is to determine musical developmental differences between
children having music classes with a specialist and their habitual educator, and those
only run by the specialist.

Participants of the Research

Participants in this study were 51 children between the age of 3 and 5, all belonging to
the Jardim de Infância dos Carvalhos and Senhora do Monte’s preschools; these
educational institutions are both run by the Agrupamento Vertical Padre António Luís
Moreira de Sousa in Vila Nova de Gaia, which was approached for approval to conduct
this study. The participant children had never had previous musical training.
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Among the 6 institutions belonging to this group of schools, which also have
preschools, various procedures were used in order to choose the three classes that
would be part of this research: classes that were not homogeneous groups, in terms of
the age and number of children, were excluded; we collected data through interviews
with five preschool educators, in order to determine the characteristics, practices and
routines of each educator concerning the area of music. It was also taken into account
whether these educators had any kind of formal music training or just the standard
music training they usually have in their academic pedagogical training. During the
interviews, educators were also asked to sing a song so that the researchers could
evaluate their vocal quality. After the analysis of these data, researchers found two
classes with two similar preschool educators regarding not only their methodology of
work, but also in their attitude to class and their voice quality. The third class (control
group) was chosen for the same reasons, although the preschool educator had a better
voice quality.

Methods and methodologies

All children were audio recorded twice during the assessment: one before two of the
three classes started a series of ten sessions, and the other at the end. Only two of the
three classes had ten sessions, thirty minutes long each, taught by music specialists.
These two classes were divided into two groups each (two groups had eight children
and the other two nine) taking into account the age and sex of the children. The four
groups were taught the same content, and the same learning strategies were used. The
third class had the function of a control group.

In the class that was known as “with educator”, the educator was present at all
sessions; the music specialists provided them access to all materials used during the
music sessions, so that they could continue the activities done at these sessions during
the remaining school hours. In the class called “without educator”, the educator never
attended or participated in the music sessions, and, therefore, they had no connection
with the musical work. The third class, the “control group”, had no musical sessions
conducted by researchers, and was used so that researchers could try to understand
whether the age, associated with informal knowledge, could influence the musical
development of children.
All classes, except the control, were given an introductory session where researchers
had the opportunity to present themselves, singing for the children. This session was
also the first recording of data collection, where children were asked to sing the song
“O Balão do João” (see Figure 7) that was recorded and then was examined after the
ten sessions were completed. Written approval was requested of all children’s parents
for the realization of this research.
In the end of collecting the data, three independent judges, who either work with or
study music, were asked to listen, evaluate and choose the best recording from the
recordings of each child. Judges had no knowledge about the order of the recording
they were evaluating.
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Activity Plan for the Ten Music Sessions
During the music sessions that were given to the children, the music specialists
concentrated on tasks in which children usually have difficulties. When researchers
were planning the sessions, special attention was given to the purposes and guiding
principles stated for preschool children existing in several documents of the
Portuguese Education System (Educação, Ministério da, 1997):
•

•

•

To establish a warm and affectionate relationship with the children, through
affection and a choice of repertoire that might be meaningful to the children,
never forgetting the educational content that has to be taught to the students;
To integrate all students in the activities of the group, seeking for all children
to participate wilfully and with pleasure, in a healthy way of interacting with
others;
To develop the capacity of expression, through imitation activities, working on
creativity, and through play activities that include body movement, and in
active listening using a wide selection of examples so that children could feel
motivated and willing to participate.

No importance was given to only one method or technique of teaching/learning; the
researchers tried to reconcile a variety of methodologies such as Willems (Willems,
1970) and Gordon (Gordon, 1993, 2000b). Musical sessions had a pre-established
sequence, and were based on the intention to provide opportunities for the children to
experiment and experience sound, through an active pedagogy. The sessions included
rhythmic and melodic pattern imitation, always seated in playful activities, which
included song, movement, body expression and musical instruments. No theoretical
concept instruction was given in these activities.
Table 1: Strategies for the ten musical sessions

MUSICAL CONTENTS
RHYTHM

- Pulse
- Short and Long sounds
- Rhythmic Patterns
- Duple Meter
- Triple Meter
- Combined Meter
MELODIC
- Tonality
- Modality
- Melodic Patterns
- Songs

TIMBER
- Sounds from small percussive
Orff instruments
- Sounds from different ensembles
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O BJECTIVES
- To play or move according to the tempo of a song or
musical piece
- To recognise and imitate short and long sounds
- To imitate rhythmic patterns referring to songs
- To imitate rhythmic patterns in duple meter metrics
- To imitate rhythmic patterns in triple meter metrics
- To imitate rhythmic patterns in combined meter metrics
- To sing in the same tone heard
- To sing in the same mode heard
- To sing melodic patterns
- To sing melodic phrases with or without words
- To recognize different timbers of different instruments
individually or in different ensembles.
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MUSICAL CONTENTS
ARTICULATION
- Legato and staccato
DYNAMIC
- Forte and piano sounds
- Crescendo and diminuendo

AGOGIC
- Accelerando and ritardando

O BJECTIVES
- To imitate legato or staccato sounds, and also apply them
to songs, rhythmic patterns and melodic chants.
- To imitate fortes and piano sounds, crescendos and
diminuendos, and also apply them to songs, rhythmic
patterns and melodic chants.
- To use accelerando and ritardando to learned songs,
rhythmic patterns and melodic chants.

Individual Tasks Performed by Children During the Evaluation
There were two recorded moments of assessment: one before the first musical session
and another at the end of the ten musical sessions. The evaluation was made using
a scale from 1 to 4, where 1 was Very Bad and 4 was Very Good. The judges also had to
choose their preferred recording, between the two recordings of each child. The
musical tasks performed by children were the following:
1. Rhythm

Each child was asked to listen and then to imitate rhythmic patterns that were
previously recorded: a rhythm of duple meter, one with triple meter and two
combined rhythmic patterns. The objective for this task was to imitate as accurately as
possible the rhythmic patterns:

Figure 1: Duple meter rhythmic pattern

Figure 2: Triple meter rhythmic patter

Figure 3: Combined meter rhythmic pattern 1

Figure 4: Combined meter rhythmic pattern 2

2. Melodic
Each child was asked to listen and sing melodic patterns: two of them were major
patterns, and two were minor patterns. The objective for this task was to imitate as
accurately as possible the melodic patterns:
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Figure 5: Major melodic patterns 1 and 2

Figure 6: Minor melodic patterns 1 and 2

3. Song
Each child was asked to sing the traditional song "O Balão do João”:

Figure 7: Song "O Balão do João”

The objective for this task was to sing the song:
1)
2)
3)
4)
5)

tuned without changing the tonality;
making no interval mistakes;
keeping the beat from start to the end;
with the correct rhythm;
associating the correct lyrics to the rhythm.

Neither tonality nor tempo was imposed. The evaluation was made again using the
scale ranging from 1 to 4 for each objective; the judges chose their favourite recording
from the two recordings for each child.

These individual tasks were performed with all children with an interval between the
recordings of about two and a half months, this being the required time for thirty-four
children to have ten music sessions.

Results of the Research

After the evaluation made by the three judges, the results were analyzed in three
ways:
1) first recording evaluation: comparative analysis between the classes;
2) first and second recording comparative evaluation;
3) preferred recordings for each judge.
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There was also done a comparative assessment between the first and second
recording evaluation for each child. References to this task will be only mentioned in
the section Discussion and Conclusions.
1. First Recording Evaluation: Comparative analysis between classes

The values shown below are the average percentages of positive levels (3 and 4) given
by the three judges to each class. For the rhythmic task (see Table 2) the best
performance in the first evaluating recording belongs to the “with educator” class.
Table 2: Rhythmic tasks performance

Duple Meter Rhythmic Pattern
Triple Meter Rhythmic Pattern
Combined Meter Rhythmic Pattern 1
Combined Meter Rhythmic Pattern 2

CLASS
“WITHOUT
EDUCATOR”
13,8%
41,1%
19,6%
39,1%

CLASS
“WITH

EDUCATOR”

35,3%
43,1%
13,7%
47,1%

“CONTROL
GROUP”
21,6%
35,2%
21,6%
21,6%

For the melodic major tasks the class with best results in the first recording was the
“control group”. Among the classes that had music sessions the best one was the class
“without educator”.
Table 3: Major melodic patterns task performance

Major Melodic Pattern 1
Major Melodic Pattern 2

CLASS
“WITHOUT
EDUCATOR”
54,9%
54,9%

CLASS
“WITH

EDUCATOR”

41,2%
43,1%

“CONTROL
GROUP”
88,6%
70,6%

For the melodic minor tasks, all classes had very balanced results in the first
recording. However, it is noteworthy that all classes had best results when singing in
major tones.
Table 4: Minor melodic patterns task performance

Minor Melodic Pattern 1
Minor Melodic Pattern 2

CLASS
“WITHOUT
EDUCATOR”
31,4%
29,5%

CLASS
“WITH

EDUCATOR”

25,5%
27,5%

“CONTROL
GROUP”
29,4%
29,4%

Regarding the song, in the first recording the “control group” was the best at all levels.
In respect to the other two classes, the “with educator” class stands out.
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Table 5: Song task performance
OBJECTIVE

Sings the song tuned without
changing the tonality
Sings the song
making no interval mistakes
Sings the song keeping the beat
from start to end
Sings the song
with the correct rhythm
Sings the song associating
the correct lyrics to the rhythm

CLASS
“WITHOUT
EDUCATOR”

CLASS
“WITH

EDUCATOR”

25,5%

53%

41,2%

“CONTROL
GROUP”

47%

43,1%

64,7%

54,9%

68,6%

60,8%

62,7%
58,8%
78,5%

66,7%

78,4%
74,5%

2. First and Second Recording Comparative Evaluation
The results observed for each judge of each task and each class were compared. For
each class and task, positive and negative levels were compared. Researchers and
judges considered levels 3 and 4 as positive and levels 1 and 2 as negative. The
average was calculated based on the development of each class in each task, focusing
only on the passage from a negative to a positive level. Also considered was the
preferred recording for each child for each of the judges. As an example, the graphics
and tables for the first task assessed (duple meter rhythmic pattern) are shown below.

60%
40%
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20%

0%

52.9
29.4
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Recording

23.5
41.2
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pattern, judge 2
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pattern, judge 3
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Figure 8: Duple meter rhythmic pattern task performance

Table 5: Average percentage of the positive levels in the two recordings
by respective class
CLASS
“WITHOUT EDUCATOR”

Duple Meter
Rhythmic Pattern
Triple Meter Rhythmic
Pattern
Combined Meter
Rhythmic Pattern 1
Combined Meter
Rhythmic Pattern 2

CLASS
“WITH EDUCATOR”

“CONTROL
GROUP”

1st re - 2nd re - Diffe- 1st re - 2nd re - Diffe- 1st re - 2nd re - Diffecording cording rential cording cording rential cording cording rential
13,8%

62,7%

48,9%

35,3%

58,8%

23,5%

21,6%

43,2%

21,6%

19,6%

41,2%

21,6%

13,7%

39,2%

25,5%

21,6%

19,6%

- 2%

41,1%
39,2%

72,5%
43,1%

31,4%
3,9%

43,1%
47,1%

70,5%
56,9%

27,4%
9,8%

35,2%
21,6%

47%

39,2%

11,8%
17,7%

Table 6: Average percentage of the positive levels in the two recordings
by respective class
CLASS
“WITHOUT EDUCATOR”

Major Melodic
Pattern 1
Major Melodic
Pattern 2
Minor Melodic
Pattern 1
Minor Melodic
Pattern 2

CLASS
“WITH EDUCATOR”

“CONTROL
GROUP”

1st re - 2nd re - Diffe- 1st re - 2nd re - Diffe- 1st re - 2nd re - Diffecording cording rential cording cording rential cording cording rential
54,9%

62,8%

7,8%

41,2%

68,6%

27,4%

88,6%

58,8%

- 5,9%

31,4%

60,8%

15,7%

25,5%

52,9%

27,5%

29,4%

41,2%

11,8%

54,9%
29,5%

60,8%
35,3%

3,9%
5,8%

43,1%
27,5%

66,3%
56,9%

24,1%
29,4%

70,6%
29,4%

60,8%
27,5%

- 9,8%
- 1,9%
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Table 7: Average percentage of the positive levels in the two recordings
by respective class
CLASS
“WITHOUT EDUCATOR”

Sings the song tuned
without changing the
tonality
Sings the song making
no interval mistakes
Sings the song keeping
the beat from start to
the end
Sings the song with the
correct rhythm
Sings the song
associating the correct
lyrics to the rhythm

CLASS
“WITH EDUCATOR”

“CONTROL
GROUP”

1st re - 2nd re - Diffe- 1st re - 2nd re - Diffe- 1st re - 2nd re - Diffecording cording rential cording cording rential cording cording rential
41,2%

58,8%

29,4%

47%

76,5%

30,3%

62,7%

68,3%

5,9%

43,1%

86,3%

43,1%

64,7%

96,1%

31,4%

78,5%

86,3%

9,8%

37,3%

68,6%

25,5%

60,8%
54,9%

52,9%

96%

92,1%

27,4%

35,3%

52%

66,6%

76,5%

100%

93,8%

23,5%

33,3%
25,5%

58,8%

78,4%
74,5%

64,7%

84,3%
82,3%

5,8%

5,9%
7,8%

3. Preferred Recordings for Cach Judge
The choice of the preferred recording by the judges is evident in almost all assessment
tasks, as can be observed in Table 8. The class with higher average percentage was the
“with educator” one, as this class was the one that showed more improvement in the
second recording.
Table 8: Average percentage preference for the second recording

Duple Meter Rhythmic Pattern
Triple Meter Rhythmic Pattern
Combined Meter Rhythmic Pattern 1
Combined Meter Rhythmic Pattern 2
Major Melodic Pattern 1
Major Melodic Pattern 2
Minor Melodic Pattern 1
Minor Melodic Pattern 2
Song “O Balão do João”

CLASS
“WITHOUT
EDUCATOR”
86%
74%
74%
57%
49%
53%
57%
78%
82%

CLASS
“WITH

EDUCATOR”

76%
80%
74%
76%
80%
84%
80%
69%
96%

“CONTROL
GROUP”
69%
70%
53%
53%
61%
65%
47%
41%
76%

Discussion and Conclusions
Concerning the Duple and Triple Meter Rhythmic Patterns, the class that showed most
progress was the “without educator” one. Although this class, in comparison with the
class “with educator”, had shown a worse performance in the first recording, it
managed to get better results in the second recording. The researchers considered
that, perhaps, this was because the rhythmic material they had given to the educator
to continue the music class work was insufficient.
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Concerning the Combined Meter Rhythmic Pattern 1, the class “without educator” had
a slightly higher development rate; however, comparing these results with those
achieved by the “with educator” class, one can observe that the difference is minimal,
as in both classes nearly half of the children rose to higher level. We may, then,
conclude that the work was productive but insufficient, since in both classes not even
half of the children achieved a positive level.
In respect to the Combined Meter Rhythmic Pattern 2 the class with a higher
development rate was the class “with educator”; it is noteworthy that, in this class, half
of the children obtained a positive level. It is our belief that the differences shown in
the results between these two Combined Meter Rhythmic Patterns tasks were due to
the fact that the second task started and finished in a triple meter; perhaps of
significance was that all children got better results in the Triple Meter Rhythmic
Pattern.

In all Melodic Patterns, Major and Minor, the class “with educator” got better results in
the second recording, even though this was the class with the worst results in the first
recording. The class “without educator” had a higher number of positive results at the
first recording, but, in the second recording, there was an average of about 25% of
children who dropped level, while in the class “with educator” the percentage of
decline was only around 10%. The work with the Melodic Patterns in music sessions
was always done using neutral syllables, which was not mentioned as a methodology
of work by educators at the interviews. During the ten music sessions, and through
various informal conversations with the educator of the class “with educator”, we
noted that in general educators do not sing songs without words or do not sing
melodic patterns; educators mentioned that they always use songs with words; using
songs without words, or melodic patterns, was only taught by the music specialists
during the ten sessions, and, therefore the class that took real advantage of this
methodology was the “with educator”, that had their preschool educator always
included in the musical classes. From this we conclude that perhaps this is the reason
why the class “with educator” obtained better results in this task since the educator of
this group was encouraged to follow up, and repeat, the activities proposed by
researchers over the sessions, in their classes. Also, the inclusion of the educator
encouraged children to participate more actively in the music class.

In the intonation of the song task the “with educator” class showed more progress in
virtually all the evaluated objectives. This group obtained better results in the two
recordings; however, it was the class “without educator” who got a higher differential
of positive levels from the first to the second recording. This larger difference does not
put the class “without educator” at a higher level in relation to the class “with
educator”. It should be noted that this greater differential was perhaps due mainly to
a greater progress in performing the song with a good singing tone quality and an
accurate intonation. During the research, the researchers came to realize that this
aspect was neglected by their educator (the one that was attending music classes) and
so, during the sessions, researchers made a strong effort on this point.
However, in the third set objective of the song task, namely “Sings the song keeping the
beat from start to the end”, the class “without educator” had a significant higher
percentage level, which may be explained by the fact that this class was very dynamic
in the activities involving body movement. Regarding the “control group”, it can be
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observed that in nearly all tasks more children dropped to a lower level, and fewer
children rose to a higher one, in comparison with those that had music sessions. The
“control group” had worse results in all evaluation tasks. It is also noteworthy, that the
“control group” was the one that got best results in the first recording both in Major
Melodic Patterns and Song.

When analyzing the gap between the two assessment recordings of the “control
group” there is a clear regression in the Combined Meter Rhythmic Patterns, and in
the Major and Minor Melodic Pattern 2. This group only got more than half of children
with a positive level in the second recording in these tasks. From this result, and also
from what was observed, we may perhaps conclude, that the music environment to
which children are exposed is usually restricted to listening and singing songs in
Major tones, which restricts children from more diverse musical experiences.
In summation and comparing the two classes that had music sessions with the
“control group”, it seems important to emphasize, first of all, the importance of having
music classes with a professional specialist.

This aspect seems crucial in music learning activities performed by children between
three and five years of age. Indeed, the class that got lower results was the “control
group”, where there were more cases of regression. We therefore note that our study
gives a strong indication that chronological development is not directly related to
musical growth over the length of the study time period.

Regarding the comparison between the two classes that had music sessions, it seems
that it can be concluded, for the sample presented in this paper, that the wider and
better the relationship between the music professional and the preschool educators,
the greater are the moments that children have to achieve meaningful learning
experiences that can provide a real musical development.

As a final note, it is worth saying that the results of this research should be repeated
with a larger sample size, so that educators could have a better representation of what
was proposed. Nevertheless, we hope that this was a meaningful contribution to the
advancement of learning and teaching music to preschool children. Through including
the educator in the specialist educator’s class “experiences, both the casual and the
systematized, can be integrated in order to provide a full development of each subject.
The child does not only progress through several experiences. They participate in these
experiences at an emotional, cognitive and operational level, so that the school
experience brings to the child a double significant value” (Zabalza, 1992, 75).
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Abstract
As I worked on my Master Thesis: Transmissions of Paradiddles in Jazz and Rock
Drumming (Kayser, 2009), I studied the history of paradiddle sticking patterns by
researching a number of drum method books published in Europe and U.S.A. from early
nineteenth century until present, and by analyzing a selection drum beats played by
famous drummers. From the results reported in the thesis a number of questions
surfaced that should be subject for further study.
The problem that I want to address here is twofold; dealing with (1) overlooking the
importance military drumming has for drum set playing in jazz and rock genres, and (2)
the neglect of traditional Norwegian folk drumming in Norwegian schools. The common
factor in both cases is the use of paradiddle sticking patterns of European military
drumming heritage.
There seem to be a general understanding that so called African-American music
traditions, meaning genres such as jazz, pop and rock, are built upon African rhythmic
patterns. My study shows however, that the European influence pertaining to the playing
of the drum set in these genres have been more important than generally understood.
Certain results of my study suggest that drum set playing could be considered to be, for
a large part, built upon a heritage of European military drumming traditions.
In Norway music styles from diverse cultures are included in school books and a number
of drums are mentioned, such as djembe and talking drum of African origin, and tabla of
Indian origin, but the Norwegian traditional drum is not mentioned at all.
This paper will argument for historical connections between European military
drumming and drum set playing in so called African-American music by following the
evolution of paradiddle patterns of European origin in drum set playing. It will also
study a number of books used in music classes in Norwegian schools to see if my concern,
that may be there is a general ignorance of the historical importance of European
drumming traditions, is valid.
The problem regarding music pedagogy in this case is that the European traditions of
military drumming either have been forgotten or neglected within institutionalized
education and research, or have been considered to be of less value, and therefore have
become nonexistent in music education curriculum (and learning books used in schools)
in Norway.
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My point being that Norway, and Europe, have rich drumming traditions that have not
been included in the music education curriculum - in Norway at least. So while young
people in Norway learn about music traditions from many parts of the world, they will
grow up being completely ignorant of the highly sophisticated drum tradition of their
own country. Further, young people and music educators alike will continue to be
ignorant of the importance European military drum heritage had and still has for jazz
and rock drumming, genres in so called African-American music.
Key words: music pedagogy, music education, music history, musicology, drum
rudiment, paradiddle, drumming, drum set.

Introduction
As I worked on my Master Thesis: Transmissions of Paradiddles in Jazz and Rock
Drumming (Kayser, 2009), I studied the history of paradiddle sticking patterns by
researching a number of drum method books published in Europe and U.S.A. from
early nineteenth century until present, and by analyzing a selection drum beats played
by famous drum set players. From the results reported in the thesis a number of
questions surfaced that should be subject for further study.
There seem to be a general understanding that so called African-American music
traditions, meaning genres such as jazz, pop and rock, are built upon African rhythmic
patterns. According to The Oxford Dictionary of Music, “…elements that contributed to
jazz were the rhythms of W. Africa, European harmony, and Amer. ‘gospel’ singing”
(oxfordmusiconline, 2007). However, the European influence regarding playing of the
drum set in these genres has been more important than generally understood.

My impression is that European countries have snare drumming traditions that are
(generally) not acknowledged in music education, neither for their historical
importance regarding developments of drumming in popular music genres, nor for
their own value as art forms. In Norway, for example, there is a tradition of folk
drumming which has its roots in European military drumming that is entirely kept out
of the school books, although the National Curriculum states that folk music should be
taught, including Norwegian folk music.

Historical Background

Transmissions of Paradiddles in Jazz and Rock Drumming (Kayser, 2009), was an
historical study of the group of drum rudiments (basic drum patterns) called
paradiddles, which are specific sticking patterns in drumming (e.g. left-right-left-left,
right-left-right-right). My study concluded that several paradiddles that were part of
military drumming methods from early nineteenth century, both in North America
and England are still in use in drum set playing today. Examples of paradiddle
drumbeats in popular music genres are Sing, Sing, Sing with Benny Goodman
Orchestra and Gene Krupa on drums (Krupa, 1993), Immigrant Song with Led
Zeppelin and John Bonham on drums (Zeppelin, 1970), You Fool No One by Deep
Purple and Ian Paice on drums (Purple, 2004) and Late in the Evening by Paul Simon
and Steve Gadd on drums (Simon, 2004).
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A tradition of snare drumming has developed in Europe since the fourteenth
century. Played together with fifes in the Battle of Laupen in 1339 (Rogger, 2004)
and in the Battle of Sempach in 1386 (Chandler, 1997), near the city of Basle,
Switzerland, snare drums were used to send signals to the soldiers. Between the
fifteenth and nineteenth centuries over two million Swiss mercenaries incorporated
military drum signals into their foreign military activities, spreading the Swiss drum
and fife marches to other European countries (Chandler, 1997). In 1607 British
settlers established the first colony in Jamestown, North America, and after the
British, the Dutch and other European peoples came to settle in various parts of
North America bringing drums to the new continent (Olsen, 1998; Dobney, 2004).
In Europe snare drums continued to be used in the Napoleonic wars (1803-1815),
and in North America snare drums were used in the Revolutionary War (17751783) and the Civil War (1861-1865). After the Civil War other instruments and
new technologies took over the role of the snare drum as a means of communication.
However, the tradition of snare drumming continued.

By studying a number of drum method books published from early nineteenth
century and onwards, the development of snare drumming, making a transition
from military drumming to jazz and subsequently rock, could be followed. In order
to give the reader an impression of such developments in drumming, I will use the
most basic paradiddle, the Single Paradiddle, as an example and trace some
developments of this particular drum rudiment from director of the Marine Band of
Music in Washington DC, Charles Stewart Ashworth’s (1812) drum method until
Carmine Appice’s (1972) Realistic Rock Drum Method. In Ashworth’s (1812) book left
hand was written with stems up, and right hand with stems down. Dynamics were
indicated by use of what would be considered time values today. The quarter notes
with a line across the stem are "poing" strokes, meaning hard strokes, and the
sixteenth notes are softer strokes:

Figure 1: The Single Paradiddle from Ashworth's Book
(Ashworth, 1812, 4)

George B. Bruce, who wrote the Drummer’s and Fifer’s Guide with Daniel Emmett,
first published in 1862 (Bruce & Emmett, 1865), built his drum method upon
Ashworth’s work. Left hand was notated with stems up, right hand with stems down:
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Figure 2: The Single Paradiddle in Bruce & Emmett’s Book
(Bruce & Emmett, 1865, 8)

Sanford A. Moeller, military drummer and author of The Moeller Book, first published
in 1925, built his drum method upon the book pertaining to military fife and drum
music written by George B. Bruce. The notation used by Moeller is the same as drum
notation used today. The Paradiddle now had only one accent, versus the two accents
in Ashworth’s book:

Figure 3: The Single Paradiddle in Moeller's Book
(Moeller, 1982, 22)

Jazz drummer Gene Krupa, who had studied with military drummer Sanford
A. Moeller, developed the paradiddle further by moving the paradiddle within a bar of
four/four time and starting it on different beats of the bar (Krupa, 1938). Krupa also
suggested playing the paradiddle with a triplet subdivided “swing” feel, notated by
Krupa in 12/8 time signature. In Krupa’s books the transition from military drumming
to jazz is particularly clear. Symbols above the notes indicate arm movements for the
particular Downstrokes and Upstrokes taught by Moeller and Krupa:

Figure 4: The Single Paradiddle in Krupa’s Book
(Krupa, 1938, 26)

Figure 5: The Single Paradiddle starts with the "diddle"
(double stroke) (Krupa, 1938, 26)

129

Problems in Music Pedagogy, Vol.5, 2009

Figure 6: This position of the Single Paradiddle has the "diddle"
in the middle (Krupa, 1938, 26)

Gene Krupa, in The Science of Drumming (Krupa, 1946) explained how the
paradiddles could be applied to a swing type of rhythmic feeling by subdividing the
quarter notes in a triplet feel as shown below:

Figure 7: Krupa’s explanation about applying paradiddles
to “swing” phrasing (Krupa, 1946, 39)

130

NEGLECTED EUROPEAN DRUMMING TRADITIONS

Figure 8: The Single Paradiddle as played with a triplet “swing”
subdivision, notated by Krupa in 12/8 time signature (Krupa, 1946, 39)

Another drummer who also studied with Sanford A. Moeller, Jim Chapin (1948), wrote
a book on jazz drumming pertaining to coordinated independence on the drum set. In
Chapin's book the Single Paradiddle could be played between the left hand (snare
drum) and right foot (bass drum) while the right hand keeps "time" on the cymbal.
Below is an example from Chapin’s book, substituting the right foot for the right hand
(upper line: cymbal, middle line: snare drum, lower line: bass drum):

Figure 9: The Single Paradiddle in Chapin’s Book (Chapin, 1948, 38)

Carmine Appice, rock drummer with Vanilla Fudge, Ozzy Osborne, and Rod Stewart,
wrote The Realistic Rock Drum Method (Appice, 1972) pertaining to rock drumming
on drum set. In the example from Appice's book the same staff system is used as in
Chapin's book: upper line is ride cymbal (or hi hat), middle line is snare drum and
lower line, bass drum. The Single Paradiddle is played between snare drum (left hand)
and bass drum (right foot) while the right hand keeps eighth note time on cymbal:

Figure 10: The Single Paradiddle in Appice’s Book (Appice, 1972, 12)

After having traced developments of the Single Paradiddle from military drumming to
jazz and rock, I will also bring one example of the Single Paradiddle as it appears in
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Norwegian folk drumming, showing that there is a historical connection to the same
European military drumming heritage. The Single Paradiddle as it appears in
Norwegian folk drum beats is similar to Gene Krupa’s paradiddle (see Figure 6) with
the “diddle” in the middle, however with two accents as in Ashworth’s (1812) Single
Paradiddle:

Figure 11: The Single Paradiddle in Kayser transcription

The above examples indicate a historical connection between European military
drumming and jazz and rock drumming. It is not my point to question the African
influence on popular music genres, but to direct the attention towards the importance
of European drumming heritage.

Neglected European Drumming Traditions

This paper looks at the Norwegian curriculum for the subject of music in compulsory
schools as well as a number of school books in the subject of music. The point is to find
out whether the Norwegian folk drum tradition is at all mentioned in the school books
studied here, with regard to the Norwegian traditions that developed out of European
military drumming traditions. I also want to find out if the European heritage in drum
set playing in popular music genres is mentioned.

The current National Curriculum for the subject of music in Norwegian primary and
secondary schools states, pertaining to Norwegian folk music, that after the fourth
year the pupils should be able to recognize Norwegian and Lapland folk music and
folk music from other cultures. After the seventh year the pupils should be able to
discuss characteristics of art music, Norwegian and Lapland folk music, folk music
from other cultures and rhythmic music (the term rhythmic music can include popular
music genres). After the tenth year the pupils should in addition be able to account for
their own music preferences (Kunnskapsdepartementet, 2006).

While the text regarding Norwegian folk music is quite clear, military music is not
mentioned in the National Curriculum. Still, the art of Norwegian folk drumming is, to
my knowledge, not taught in Norwegian schools, neither practically or theoretically.
So Norwegians are generally not aware of the existence of a tradition of drumming
unique to Norway. The use of the drum for folkdance in Norway dates, according to
Seldal (2005) back to early seventeenth century, and by 1680 there were as many as
110 national drummers in Norway.
In Photo 1 we can see the drummer and the fiddler in the lower right corner of the
photograph. The drummer used a rope tensioned snare drum:
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Photo 1: Wedding in western Norway 1892 (Photo by Selmer in Seldal, 2005, 16)

The type of drum used in Norwegian folk drumming, the rope tensioned snare drum
(in the photograph above), is the same type that were used by military forces in
Europe from the sixteenth century (or earlier) and later in North America. It was on
this type of drum that paradiddles and other drum patterns were played that later
developed into patterns used in jazz and rock drumming.

Absence of Norwegian Folk Drumming in School Books

Because of the relatively recent National Curriculum (Kunnskapsdepartementet, 2006),
only few schoolbooks in music which were updated to the current curriculum were
available for this article from the Bergen University College library. I will use one book
as an example and see whether the Norwegian folk drum tradition is mentioned at all.
The book is called “Opus, musikk for ungdomstrinnnet” [Opus, Music for Secondary
School (my translation)] (Andreassen, 2006).The book is for school years eight, nine
and ten (children aged fourteen to sixteen). The rope tensioned snare drum is
pictured in the school book Opus as an example of a membranophone musical
instrument (see Photo 2). Yet there is no reference in the book to the use of this type
of drum in military music or Norwegian folk music:
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Photo 2: A Membranophone musical instrument (Andreassen, 2006, 259)

Several types of drums are described or pictured in Andreassen (2006): Djembe (of
African origin), drum set (as used in popular music genres), log drum (of African
origin), talking drum (of African origin), bongo drums (of Cuban origin), tabla drums
(of Indian origin), Lapland shaman drum (of Lapland origin), and rope tensioned
snare drum. The latter is the same type of drum that was used in Norwegian folk
drumming and in European military drumming. However, the book does not mention
that the rope tensioned snare drum has been used in Norwegian folk drumming or
European military drumming. In fact, there are no references to traditional Norwegian
folk drumming at all. So while drums from several folk music cultures with origins
outside of Norway are included in the book, references to the particular Norwegian
folk drumming are completely absent.

My concern is that while children in Norway learn about different forms of music from
many different countries, the particular music unique to our own country is left out of
the education of young people. To compare with the situation regarding other
Norwegian folk music instruments, I looked up hardanger-fiddle (one of the most
important folk music instruments in Norway, a violin with resonating strings) in the
index of the book by Andreassen (2006) and was directed to a page with a description
of the Indian sitar. The Norwegian folk music instrument hardanger-fiddle was only
mentioned because it has resonating strings as do the sitar. So it seems that the
problem regarding neglect of Norwegian drumming traditions is also relevant to other
Norwegian folk music instruments.

A brief study of several other books used in schools that complied with the current
National Curriculum (Bøe & Johansen, 2006; Solbu & Sæther, 2006a, 2006b) and the
previous National Curriculum (Hjertaas & Johansen, 2001, 2002; Knudsen, 2004)
showed no sign of the Norwegian drum tradition being mentioned in any of the books.
Neither were any references to European or American fife and drum traditions found
in the books mentioned here. It was from the traditions of fife and drum music used
by military forces that the paradiddle and other drum patterns of European origin
made transitions into drum set playing, as shown in the music notation examples
above.
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Conclusions
1. Rope tensioned snare drums were used by military forces in Europe since the
fourteenth century. From early seventeenth century snare drums were
brought to North America by British and European settlers. Sticking patterns
called paradiddles, which were part of military drumming methods both in
England and North America from early nineteenth century and onwards, are
still in use in drum set playing today in the genres of jazz and rock. Examples
regarding developments in paradiddle playing have been used in this article to
show that there has been an historical connection between military drumming
of European origin and jazz and rock drumming. However, the importance of
European military drumming heritage regarding development of jazz and rock
drumming is largely unknown or underestimated.
2. Paradiddles have also been used in Norwegian folk drumming as has the rope
tensioned snare drum, suggesting that both drum set playing in jazz and rock
genres and Norwegian folk drumming have their roots in the same European
drumming heritage. This paper concludes that Norwegian folk drumming is not
in any way included in Norwegian school books in the subject of music despite
the fact that the Norwegian National Curriculum (Kunnskapsdepartementet,
2006) states that folk music (including Norwegian folk music) should be
taught and that it is a goal that pupils should be able to recognize it. Also no
references to military drumming or the traditions of fife and drum could be
found in the school books that were subject for study.
3. Norway, and Europe, has rich drumming traditions that have not been
included in Norwegian school books. So while young people in Norway learn
about music traditions from many parts of the world, they will grow up being
completely ignorant of the highly sophisticated drum tradition of their own
country. Further, young people and music educators alike will continue to be
ignorant of the importance European military drum heritage had and still has
for jazz and rock drumming, genres in so called African-American music.
4. Some questions arise that may be subject for further study:
• It seems that the European drum traditions of playing rope
tensioned snare drums are generally little known today. Could it be
that lacks of knowledge have been the reasons for overlooking the
importance European military drum traditions have had for the
development of drum set playing in popular music genres? –
possibly contributing to a general understanding that so called
African-American music traditions, meaning genres such as jazz,
pop and rock, are built upon African rhythmic patterns?
• Why is the Norwegian folk drum tradition completely absent from
school books in Norway, as if it never existed?
• What about the traditions of fife and drum music, also absent from
Norwegian school books, although these traditions span nearly 700
years? Why are they omitted from music history taught in schools?
• This paper concentrates on the situation in Norway. How is the
situation in other European countries? Is a general knowledge and
understanding of European drumming traditions and their
importance for folk music or popular music genres also absent in
other countries?
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