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Teemana filosofia

Miksi David Elliott on ajankohtainen ja
kiistanalainen? Siksi, etta hdan on muita karkevim-
min vaatinut uutta filosofista nakemysta musiikin
ja musiikkikasvatuksen perustaksi. Nakemysta,
joka pystyisi kattamaan kaikki musiikin ilmene-
mismuodot. Hanen ja toisen paakirjoittajamme
Regelskin kohdalla se on merkinnyt irtautumista
esteettisestd musiikkikasityksesta ja siihen nojaa-
vasta taidekasvatuksen ideologiasta. Esteettisen
konseption sijaan he esittavat ajatuksiaan prag-
maattisen filosofisen koulukunnan hengessa,
erityisesti Deweyn kasvatusnakemyksen perilli-
sina. Tama kytkeytyy heidan teksteissaan kon-
struktiivis-kognitiiviseen oppimiskasitykseen.
Keskeisimmaksi kasitteeksi nousee toiminta, mie-
len toiminta. Musiikin ja muiden “taitamisalojen”
tiedon, osaamisen ja oppimisen ymmartamiseen
on toiminnan kasitteistolla suuri merkitys, samoin
myds nonverbaalisten prosessien tutkimukselle ja
sovelluksiin.

Suomen peruskoulun opetussuunnitel-
massa, vuodesta 1970 lahtien, musiikki on sijoit-
tunut esteettisen kasvatuksen osa-alueeseen.
Korostettiin esteettisten arvojen kokemisen ja ela-
myksen merkitystd. Kauneuden kokemusten kat-
sottiin kuuluvan jokaisen lapsen, tulevan kansa-
laisen, perusoikeuksiin. limaisussa ja elamyksis-
sa nahtiin koululaisen oppimishalun eli motivaa-
tion perusta. Kaikki tdma juurtui syvélle seka kou-
lujen ettd opettajankoulutuksen opetukseen.
Muuntumista ja muuttumista on kuitenkin tapah-
tunut paljon 25 vuoden aikana. Nykyisin puhutaan
taidekasvatuksesta. Entista selkeammin puhutaan
eri taiteenaloille ominaisten prosessien ja mate-
riaalien opiskelusta, taitojen oppimisesta, har-
joittelusta, harjaantumisesta seka muusta tyypil-
lisesti toiminnallisen tiedon omaksumisesta. On
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haluttu myds korostaa, etta taiteissa on kysy-
mys paljosta muustakin kuin kauneuselamyk-
sistd, ja tehda selvaksi se, etta esteettinen kas-
vatus on aivan eri asia kuin estetisoiva opetus.
Samanaikaisesti musiikin maailmankuva on rat-
kaisevasti laajentunut ja monimuotoistunut. Ero
yli 25 vuotta sitten vallinneeseen tilanteeseen
on dramaattinen. Ja viimeiseksi, mutta ei va-
hiten, kasitys ihmisesta ja hanen voimavarojen-
sa sytyttamisesta oppijana on Kognitiivisen
psykologian johdosta tyystin erilainen kuin nel-
jannesvuosisata sitten.

Suhteessa opetussuunnitelma-kasit-
teeseen on opettajat dskettdin pantu uuden
tilanteen eteen. Keskusjohtoisesta suunnitte-
lusta on jaljella vain raamit. Itse pitaa tietas ja
paattad, mikd on tarkeaa tai valttamatonta.
Ylh&aalta ei sanella inanteita, tavoitteita, opetus-
tapoja eikd oppisisaltja materiaaleineen. Sen
sijaan on pystyttava itselleen, rehtoreille, oppi-
laiden vanhemmille ja rahoittajille perustele-
maan jo sekin, miksi ja kenelle musiikkia opete-
taan. Puhumattakaan siita, mita opetetaan, mi-
ten opetetaan, tai siita, mihin perustuu kestava
osaaminen, pitkdjanteinen motivaatio, ja miten
oppilaan itsearviointia tai omaa tavoitteen-
asettelua voi tukea. Opettajat niin kouluissa,
opistoissa kuin korkeakouluissakin ovat
saadosmuutosten seka teknokraattisen tulos-
ajattelun paineissa joutuneet uudella tavalla
pohtimaan tydnsa perimmaisia perusteita.

Mink&aan alan musiikkikasvattaja ei voi
enada tehda tyotdan pelkastaan kokemuksen,
perimétiedon, auktoriteettien, oppimateriaalien
tai normatiivisten opettajankirjojen varassa.
Opetusta ei voi suunnitella ilman omaa nake-
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mysta arvoista ja paamaarista. Niista kohoaa
kulloisenkin opetussuunnitelman ydin. Tavoitteet
ja valittu profiili maaraavat muun.

Niinpd Musiikkikasvatus-lehden en-
simmaisestd teemasta paatettdessa oli selvaa,
eltd likkeellelahtd tapahtuisi filosofian merkeissa.
Aiheen valinnasta sitten johtul, ettda vaikka Mu-
silkkikasvatus onkin suomenkielinen lehti, ovat
taman ensimmaisen numeron paaartikkelit
englanniksi. Keskustelua musiikkikasvatuksen
filosofiasta ei suomeksi ole vield vakavasti ottaen
kayty. Mutta epailematta se on alkamassa.

Lienee harvinaista, etta aikakausilehden
yhdessa numerossa kirjoittaa kolme maailman
tunnetuimpiin lukeutuvaa suunnannayttdjaa.
Paaartikkelimme kirjoittaja, kanadalais-amerik-
kalainen professori David Elliott teki syksylla 1995
luentovierailun Suomeen. Han on jasentanyt
artikkelinsa niiden kysymysten nojaan, joita
luentoyleison joukosta kohosi. Yhdysvaltalainen
professori Thomas Regelski ja Lontoon yliopis-
ton professori Keith Swanwick esittavat vasta-
puheenvuoronsa Elliottin askettdin julkaistuun
kirjaan “Music Matters”. Samaista kirjaa on tassa
lehdessa suomeksi arvioinut professori Pentti
Maattdnen. Musiikinopettaja Eija Lappalainen
puolestaan pohdiskelee, mita viime vuosikym-
menten luetuimmilla musiikkikasvatuksen filoso-
feilla olisi kaytannon musiikinopettajalle annetta-
vaa. Oulun uudessa koulutusyksikéssa on alettu
selvitella, millaisia taustafilosofioita sikalaisilla
musiikkikasvatuksen opiskelijoilla on. Asiasta
kerrotaan prof. Heikki Ruismaen tutkimusryhman
artikkelissa. Oulussa toimii myds musiikin tohtori
Leena Hyvonen, jonka vaitoslectio julkaistaan
tassd lehdessa.

Musiikkikasvatus on musiikkikasvatuk-
sen ensimmainen tieteellinen aikakausilehti
Suomessa, Aloite lehden perustamisesta lahti Si-
belius-Akatemian musiikkikasvatuksen osastolta.
Oulun yliopiston musiikkikasvatuksen koulutus- ja
tutkimusyksikén kanssa osasto kantaa vastuun
vuoden 1996 aikana ilmestyvistd numeroista.
Tulevien numeroiden aihepiireista kerrotaan
taman lehden Ajankohtaista-palstalla. Opetus-
tyon kaytannolle ja empiiriselle tutkimukselle on
varattu aihepiireja tuonnempana tulevissa nume-
roissa. Lehden toinen numero ilmestyy syksyn
aikana.

w1

Musiikkikasvatus tulee jatkossa ole-
maan selvasti enemman suomenkielinen, kuin se
on tdssa ensimmaisessa numerossaan. Kuhun-
kin tulevaan numeroan on ajateltu sijoittaa kes-
kimaarin yksi muunkielinen artikkeli seka tar-
keimpien tekstien englanninkieliset tiivistelmat.
Tiivistelmat toimitetaan myas Internetiin, Sibelius-
Akatemian ja Oulun yliopiston sivuille.

Elavan pedagogisen tyon kannalta on
tarkedd, ettd ammattikuntamme omanarvontunto,
osaamisen tunne ja kehitystarpeet kohoavat. Néin
on kdymassa. Murroksesta ja kaaoksesta sel-
viytymiseen tarvitaan yhteyksia, tiivista tuntumaa
tietoon, tutkimukseen ja kriittiseen ajatusten-
vaihtoon. Musiikkikasvatus-lehti aikoo pitéaa
lukijansa tassa suhteessa ajan tasalla. Toimi-
tuskunta tahtoo kehittaa lehtea sellaiseksi, etta
se koetaan yhteiseksi tiedon ja ajatusten kana-
vaksi maamme musiikkikasvatuksen moninaisilla
sektoreilla. Lukijoidemme tuki, kritiikki ja eh-
dotukset ovat tdssa mielessa hyvin tervetulleita.

Marjut Laitinen
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David J. Elliott

Music Education in Finland:

A new philosophical view

During October, 1895, | had the privilege
of visiting Finland to present a series of lectures
at the Sibelius Academy and at the University of
Jyvaskyla. My audiences on these occasions
included music professors from various
departments within these institutions, under-
graduate and graduate music education students
and in-service music teachers at all levels of
instruction from many areas of Finland.

The overall intention of my presentations
was to explain the theoretical and practical
dimensions of a new “praxial” (or action-centered)
philosophy of music education that | detail in Music
Matters: A New Philosophy of Music E ion
(Elliott, 1995). | believe it is reasonable to call this
effort a "new” philosophy because its foundations
and recommendations for music teaching and
learning differ fundamentally from the
conventional philosophy of “music education as
aesthetic education”that my esteemed colleagues
Bennett Reimer (1970/1989) and Keith
Swanwick (1976) have advocated for many years
and that has influenced music education in many
parts of the world, including Finland.

More specifically, my presentations were
designed to offer a perspective on the nature and
value of music and music education that might
assist Finnish music teachers, music curriculum
developers, and university-level music teacher
educators concerned with the myriad theoretical
and practical details that swirl around three basic
questions: Music Education in Finland --- Why?
What? and How?

In the course of addressing questions
during my presentations, talking with Finnish
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music educators before, during, and after these
presentations, and visiting several different sites
of music teaching and learning (which advanced
my understanding of Finnish music education well
beyond the knowledge | had gained on my two
previous visits to this beautifully musical country),
| noted several topics of concern that my Finnish
colleagues raised with regularity: namely, What
kinds of music should be taught and learned in
Finnish school music programs? What degree of
emphasis should be placed on the achievement
of musical“standards of excellence" in school and
community-based music programs? Should music
teachers participate in “integrating” music with
other subjects "across the school curriculum”?
What qualifications should music teachers strive
for and possess?

Taken together, these questions and
issues constitute a fascinating yet difficult web of
challenges for anyone who takes a serious interest
in music education. In an attempt to meet these
challenges and, hopefully, resolve successfully at
least some of the above issues and questions, |
will combine several themes and arguments from
recent research efforts (i.e., Elliott, 1993a, 1993b,
1994, 1995, 1996a, 1996b) with notes and
reflections | generated during and after my recent
experiences in Finland.

Please understand, however, that this
effort in philosophical (i.e., critical) thinking intends
to deliver nothing more or less (in this limited
space) than a reasonable position on some
aspects of the very complex human endeavor we
call “music education” from the viewpoint of
someone who knows something (but by no means
everything) of the special circumstances of and







ARAARALAA R R AN

social-cultural forces that act for and against music
education in Finland.

With these preliminaries out of the way,
where shall we begin to build reasonable answers
to the broad and specific questions listed above?
To me, the logical starting point is the nature of
music.

The Nature of Music

As | proffer elsewhere (Elliott, 1994,
1995, 1996a), there is a self-evident fact lying
behind, beneath and around our musical
involvements that provides us with an indisputable
starting point for saying what music is: namely,
human action. Without some form of intentional
human action, there can be neither musical
sounds, nor “works" of musical sound. In short,
what music is, at root, is a human activity. Here is
a certain starting point that leads to a multi-part
way of saying what music is and why it matters.
Let me explain.

In the case of (say) Beethoven's Eroica,
or the kete drumming of the Asante people, or a
Zuni lullaby, or Duke Ellington's Cotton Tail, and
in every example of a musical product that comes
to mind, what we are presented with is more than
a piece of music, a composition, an improvisa-
tion, a performance, or a “work of art" What we
are presented with is the outcome of a particular
kind of intentional human action. Music is not sim-
ply a collection of products, pieces, or objects.
Fundamentally, music is something that people
do.

Several points follow from the above.
First, if music is essentially a form of intentional
human action, then music must necessarily
involve at least three dimensions:a doer or maker,
the product he or she makes, and the activity
whereby he or she makes her product. But this is
obviously incomplete; for in any instance of human
activity doers do what they do in a specific context.

Moreover, musical doing always includes
another kind of doing called music listening. Music
makers listen to what they do and make and to
what other musicers do and make. Also, for each
kind of music making there is a group of people
who act specifically as listeners (auditors, or
audiences) for the musical products of that kind
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of musicing. Music listening is, therefore, an
essential thread that binds musicers, musicing and
musical products together. Taking the above
thoughts together we see that "music" is a
multidimensional human phenomenon involving
two interlocking forms of intentional human action:
music making and music listening. These actions
are not merely linked; they are mutually defining
and reinforcing. Let us call the human reality
formed by this interlocking relationship a musical
practice.

Music makers are practitioners of a
human practice called MUSIC that has various
sub-practices, sub-specialties, or arts of music
that go by such names as jazz, Barogue music,
rock music, Finnish traditional music, and so on.
The subdivisions, of course, continue. For
example, what we commonly call “jazz"is really a
cluster of related musical sub-practices that go
by such names as dixieland, swing, bebop, cool
and hard bop. (We could follow a similar process
of subdivision for choral practices, opera, Finnish
traditional music, and so on).

The fundamental theme | wish to draw
from this discussion, and emphasize strongly, is
the following: MUSIC is a diverse human practice.
Worldwide, there are thousands of musical
practices, or "Musics." Each musical practice
pivots on the shared understandings of musicers
who are practitioners (amateur or professional)
of that practice. As a result, each musical practice
produces music in the sense of specific kinds of
musical products or musical works. These
products are identifiable as the outcomes of
particular musical practices because they evince
(manifest, or demonstrate) the shared principles
and standards of the musical practitioners who
make them. This is how we know Baroque choral
singing, bebop jazz improvisation (and so on)
when we hear them: by the stylistic features
manifested in the musical sound patterns
themselves. Specific musical practices eventuate
in specific musical styles.

A useful way to tie these thoughts
together is to alter the visual form of the word
"music” in three different ways ---- MUSIC, Music,
and music. MUSIC (uppercase) is a diverse
human practice consisting in many different
musical practices or Musics (uppercase M), Each
and every musical practice (or Music) involves the
two corresponding and mutually reinfarcing
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activities of music making and music listening. The
word music (lowercase) refers to the musical
works that eventuate from the musical knowledge
of the practitioners who perform, improvise,
compose, arrange, or conduct in a particular
practice.

Mention of “knowledge”
brings us to the next key issue. What
is the nature of "musical knowledge”
or “musical understanding? If we
can answer this question
adequately, then we can address
one of the most fundamental issues
in music education: what is most
worth teaching and learning?

Music Education:
What Shall We Teach?

In essence, all musical practices
worldwide depend on music makers and music
listeners knowing how to interpret and overtly
construct successive and simultaneous musical
sound patterns artistically (cf. Elliott, 1993).
Competent, proficient and expert music makers
are people who have learned how to construct
and chain musical patterns together expressively;
how to vary and transform musical patterns
creatively; how to judge the quality of their musical
con-structions in relation to standards and
traditions of musical practice; how to interpret the
emotional expressiveness of musical patterns;
and so on.

In short, musical knowledge is essentially
a matter of procedural (or action) knowledge. |
say “essentially” because it seems reasonable to
argue that four other kinds of musical knowing
contribute to the procedural essence of music
making in a variety of ways, as | shall explain in a
moment. But what about the nature of music
listening?

All acts of music performing always
involve music listening. And music listening is also
a matter of know-how, or procedural knowledge,
in the sense of internal (mental) know-how. This
is so, | suggest, because our conscious
experience of a musical work is not a copy of a
static object waiting “out there” to be picked like
anapple on a tree. Listening is a matter of minding.
What we experience as a musical performance

(live or recorded) involves various kinds of
“information” that arise in consciousness through
interactions between (i) our powers of attention,
cognition, emotion, intention and memaory and (ii)
the artistically created aural patterns we call a
musical wark.

What we can say, then, is that
music listening is fundamentally a
matter of knowing how to covertly
construct successive and
simultaneous musical sound patterns
in relation to the traditions and
standards of specific musical
practices. Competent, proficient and
expert music listeners are people who
have developed the procedural
knowledge required to identify,
interpret, “piece together” and

“ otherwise cognize (or make sense of)
partlcuiar kinds of musical patterns. Again,
however, four other kinds of musical knowledge
contribute to the procedural essence of music
listening in a variety of ways (see below).

This brings us to an essential
relationship: the procedural dimension of music
making and the procedural dimension of music
listening are two sides of the same cognitive coin.
While music making involves the overt
construction of musical patterns, music listening
involves the covert construction of musical
patterns. (Whereas all forms of music making
involve the constructive ex-pression of musical
relationships, all forms of music listening involve
the constructive im-pression of musical
relationships). What this means, in turn, is that
people who know how (o listen intelligently for a
particular style of music (e.g., Bebop. Balinese
Gamelan music, or Finnish traditional singing)
possess the same kinds of knowing that artistic
music makers depend on to interpret and perform
that style of music. In this view, there is a direct
and intimate relationship between music making
and music listening.

Let me restate what | have just written.
Whenever a person (child or adult) is performing
and/or listening for music effectively, he or she is
exhibiting a multidimensional form of knowledge
called musicianship (which always includes
listenership). Musicianship demonstrates itself in
actions, not words. It is a form of procedural
knowledge, or what Schon (1983, 1990) also calls
“thinking-in-action” and "knowing-in-action."
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Thus it is entirely appropriate to describe
competent, proficient and expert performers
(children or adults) as thinking very hard and very
deeply (but tacitly) as they perform (or improvise)
music. Music makers exhibit their musical
knowledge -- their musicianship --- in the quality
of what they get done in and through their actions
of singing or playing. Thus, the proof of my
musicianship lies in the quality of my music
making as a performer (improviser, composer,
arranger, or conductor). And to understand and
assess the quality of my musicianship as exhibited
in my music performing, my evaluators (and other
listeners) must possess a reasonable level of
procedural competency in music performing
themselves.

But while musicianship is procedural in
essence, four other kinds of musical knowing
contribute to this essence in surrounding and
supporting ways. The names | give to these four
kinds of knowing are: formal musical knowledge,
informal musical knowledge, impressionistic
musical knowledge, and supervisory musical
knowledge.

Any sort of verbal information about
music is a matter of formal musical knowledge.
Most musical practices are sufficiently complex
that music makers and listeners utilize historical
facts, verbal descriptions of techniques, theoretical
ideas about musical structure (and so on) to
advance their nonverbal thinking-in-action as
performers and audience members. With the
guidance of competent teachers, students learn
to reflect on the causes of their 2o
musical successes and failures in the
course of thinking-in-action as
productive musical apprentices.
Students learn how to target their
attention to different aspects of their
musical thinking-in-action in relation
to verbal concepts.

Informal musical knowledage
involves the ability to reflect critically
in action. Reflecting critically :
depends, in turn, on knowing when and how to
make musical judgments. And knowing how to
make musical judgments depends on a situational
understanding of the standards and traditions of
musical practice that ground and surround specific
kinds of music making.
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Critical reflecting-in-action is fundamental
to musicianship because music making and music
listening are not simple matters of “habits,
behaviors, routines, or skills." Why not? Because
musicing and listening cannot be reduced to
verifiable methods that always work and that can
always be expressed in words. Principles of
musicing and listening, like chess strategies, do
not guarantee success. They are always
provisional. The effectiveness, flexibility and
portability of musicianship hinges on the critical
selection and deployment of all forms of musical
knowing.

Another basic component of musician-
ship is impressionistic musical knowledge. This
kind of knowing is often called musical “intuition.”
In practice, impressionistic musical knowledge is
a strongly felt sense that one line of musical action
is better than another, or not quite right, and so
on. Music makers and listeners acquire nonverbal
impressions, or a “sense of things," while doing,
making, and reflecting-in-action. To develop
musicianship is, in part, to develop a student’s
“feel" for what “counts” in musical situations. Put
another way, musicianship includes “cognitive
emotions” for the musicing, listening and musical
works of specific musical practices.

Supervisory knowledge is sometimes
called metaknowledge or metacognition. This form
of musical knowing includes the disposition and
ability to monitor, adjust, balance, manage,
oversee, and otherwise regulate one's musical
thinking both in action (“in-the-moment”) and over
the long-term development of one's
musicianship.

Based on the proposals
made thus far it seems fair to suggest
that a person who knows how to
make music and how to listen for
music competently (proficiently, or
expertly) possesses musical
knowledge or musical understanding
in the robust sense of a "working

% understanding” of music. And clearly,
a "worklng understanding” of music includes
practical principles and the ability to make effective
judgments about one's actions in relation to the
applicable standards, traditions, obligations and
ethics of a given musical practice.
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Let me summarize the educational
implications of this discussion to the present point.
Recall, first, that four of the five kinds of knowledge
that constitute musicianship --- procedural,
informal, impressionistic and supervisory musical
knowledge --- are essentially nonverbal and
situated, Accordingly, as Howard Gardner (1991)
also suggests, to develop musical understanding
requires that music educators place productive
music making “at the center” of the music
teaching-learning experience (pp. 238-239).

In terms of music curriculum
development, then, music educators need to
design and implement programs that induct and
immerse music students (indeed, all music
students) in musical practices through active and
authentic music making. Music curriculum
development ought to take its direction not from
verbal concepts, not from so-called “aesthetic
qualities," and not from recordings, but rather from
musical thinking-in-action: from performing and
improvising primarily, and from composing,
arranging and conducting whenever possible.

Second, learning to listen deeply and
intelligently for the music of a particular practice
requires that students learn music from the
“inside” of musical practices: as "reflective
practitioners” (Schon, 1990). When teachers
require students to listen artistically for the music
they make themselves (and with others in an
ensemble), students learn how different aspects
of musicing and listening relate to one another in
terms of cause-effect, whole-part, form-function,
comparison-contrast and i
production-interpretation relations.

Another way of putting this
is to say that music listening ought
to be taught and learned in class-
room situations that teachers
deliberately organize to approxi-
mate the productive goals of
authentic musical practices. The
name | give to this kind of teaching-
learning situation is curriculum-as-

practicum (cf. Elliott, 1995, p. 253ff). A music

curriculum based on authentic music making
serves to contextualize and situate listenership
and its component knowings. A music education
curriculum based on systematic efforts to teach
proficient music making places students at the
center of the belief systems that ground different

musical practices. In this view, artistic listening -
- listening for what one is attempting to do
musically through performing, improvising and so
on --- is the primary form of listening in music
education. Artistic listening is directed toward
authentic musical problem-finding and problem-
solving. In all these ways, a general music
curriculum centered on productive and authentic
music making provides the opportunities and
challenges students need to develop critical and
intuitive musical dispositions for the music of
different musical practices.

What practices? Should music students
in Finland learn to make and listen to Finnish
traditional musics, Western “classical” musics, and
other musical practices whenever possible? Yes,
yes, and yes. Let me explain.

What Musics Shall We Teach?

As | have argued above, and in different
details elsewhere (Elliott, 1995, 1996a), MUSIC
is a diverse human practice and, therefore, “music
education” is (or should be) concerned with
MUSIC in this broad sense (as opposed to
teaching just, say, one or two Western “art-music”
practices, or just jazz practices, and so on).

But if this is so, then music teachers have
good reasons to ask: How shall we go about
selecting musical practices for music teaching and
learning? Are some musical practices “better” than
others? Does it make sense to select musical
= practices on the basis of students'
cultural traditions?

Let me approach these
questions by observing that it is not
uncommon to find people who believe
strongly that all Western European
“classical” practices are inherently
superior to (say) rock, pop, or avant-
garde practices, Others want to claim
that “folk music” is inherently “natural”

% and “honest” while jazz is inherently
bad music." And so on.

What can we make of such talk? To
answer, suppose we attempt to decide which Is
“best" among three different Musics: (say)
Barogue instrumental music, a piece of Finnish
traditional instrumental music, and a work of

FIME Vol. 1 No 1 1996




karnataka sangeeta (South Indian classical

music). To decide which is “the best musical
practice” we would have to base our judgments
on (i) the values and standards of one of these
three practices, or on (ii) the standards of a
completely unrelated musical practice, or on (jii)
the standards of no musical practice whatever.

But of course, the first option is ethno-
centric. And the second option is nonsensical. And
the third option is unmusical by definition. In sum,
no musical practice or music-culture is innately
better than any other. Musicing and its outcomes
are always practice-specific. Just as it is illogical
to debate whether apples are better than oranges,
it is also illogical to debate whether a Bach cello
sonata is"better” than a Finnish instrumental tune,
or a piece of karnataka san-geeta. There is no
“best” musical practice or style compared across
different musical practices. (But of course, there
are reasonable ways of deciding the merits of
different musical works within the same musical
practice).

Ethnomusicologists Mark Slobin and Jeff
Todd Titon (1984) agree.

Each music-culture is a particular adap-
tation to particular circumstances. ldeas about
music, social organization, repertoires, and mu-
sic's material culture vary from one music-culture
to the next, but it would be foolish to say that any
one music-culture was "better”than another. Why?
Because such a judgment is based on criteria from
inside a single music-culture. To call another mu-
sic-culture’s music “primitive” imposes one'’s own
standards on a group that does not 2
recognize them. (p. 9)

But while no one Music is
innately superior to any other, some
musical practices may be
educationally more appropriate than
others. In other words, music
education does not occur in a
vacuum, but rather in relation to a
variety of constraints --- practical,
social, cultural, ideoclogical, political
and so on. Chief among these is the practical
problem of curricular time. There is simply not
enough time to teach all the world’s Musics to all
children. Thus, difficult choices must be made. Let
me propose several guidelines for making such
choices.
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First, the musical practices we select for
music teaching and learning at the outset of a
child’s musical education ought to make the most
of the tacit dimensions of musicianship ----
procedural, informal, impressionistic and
supervisory musical knowings --- that children are
most likely to develop themselves through early
musicing and listening in their own cultural
contexts. (Here is one key reason for teaching the
children of Finland both Western classical
practices and Finnish musical traditions). As |
explain below, and in a parallel context (Elliott,
1996a), to achieve the primary values of music
education, students must learn to achieve a match
between their level of musicianship and the
musical challenges they meet in music education
curricula. Put another way, in deciding which
practices to teach first, teachers ought to take
account of a student's “local” musical culture. For
the musical knowings that infants and young
children achieve on their own amount to a bridge
between young brains and young musical minds.

Second, achieving the primary values
and aims of music education (see below) depends
on the continuous deepening of musicianship in
balanced relation to increasingly demanding
musical works. The most important “life-values”
of music and music education arise through
engagements with progressively more challenging
musical works. Moreover, as the philosopher
Francis Sparshott (1987) reminds us, people for
whom the music of their own culture is all the
music there is "can live into that music as people
of broader culture cannot; their musical world is a
cultural entity that belongs to them
and to which they belong” (p. 86).
This sense of musical belonging (a
practice-specific way of musical life)
is something to be cherished. In
short, musical breadth is not
necessarily a virtue.

Accordingly, when time and
resources are limited, this praxial
philosophy supports an emphasis on
musical depth over breadth. Our

central responsibility (to deepen students’

musicianship) indicates that music education
curricula ought to build on a foundation of several
closely related musical practices that spiral
upward in the demands they make on students'
growing musicianship. Once established, music
curricula may then "move out" toward more

unfamillar practices.
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unfamiliar practices.

Indeed (and paradoxically), be-
cause MUSIC is a diverse human practice, and
because induction into unfamiliar musical
practices links the values of music education with
the values of humanistic education, music
teachers ought to make an important place in their
curricula for music-cultures that are more distantly
related to the culture-specific forms of
musicianship that children develop early in the
context of their culture. Thus, and in addition to
the obvious criteria of students’ interests, the
availability of authentic repertoire, and a teacher's
knowledge and/or disposition to learn new
practices over time, it also makes sense to use
the musical diversity of one's own region or nation
as a launching pad to the teaching of more
“distant” Musics.

For example, several Australian dele-
gates to a recent conference of Asian Pacific
music educators suggested that a reasonable
music curriculum for their national situation might
include five broadly based practices reflective of
Australia’s musical pluralism: Australian Aboriginal
practices, Asian music practices, Pacific practices,
historic and contemporary Western European
practices and Australian “folk” (or “crossover”)
practices. May | suggest that this pattern of
thinking may also apply in the contexts of, say,
Finland, or Ireland? Indeed, given the extraordi-
narily long, varied, and rich history of Finnish tra-
ditional music making, | am (frankly) astonished
when | hear a Finnish music educator hesitate
about the central (and rightful) place
of Finnish traditional music practices
in Finnish music education.

Implicit in the above is a
key tenet of multiculturalism and
another important criterion for se-
lecting among musical practices:
recognition. Personal and cultural
recognition are essential to the
growth and education of the Self. As
the philosopher Charles Taylor :
(1992) points out, recognition is closely tied to
self-identity. A student’s identity includes a
personal self-awareness of who they are, “of their
fundamental defining characteristics as a human
being” (p. 25). Taylor argues that the development
of personal identity rests im-portantly on the
deliberate and accurate recognition (or

affirmation) of people’s cultural beliefs and values.
When recognition is withheld, or dishonest, the
consequences can be grave:

aperson or a group of people can suffer real dam-
age, real distortion, if the people or society around
them mirror back to them a confining or demean-
ing or contemptible picture of themselves.
Nonrecognition or misrecognition can inflict harm,
can be a form of oppression, imprisoning some-
one in a false, distorted, and reduced mode of
being. (Taylor, 1992, p. 25).

Indeed, there is no doubt that people tend
to identify themselves with particular Music(s), and
a people's Music is, very often, something they
are. If so, then recognizing the traditional music-
cultures of one’s students and one's community
may contribute significantly to self-identity. As
Taylor (1992) emphasizes: “Due recognition is not
just a courtesy we owe to people. It is a vital
human need” (p. 26).

Music Education: Why?

To this point in my discussion | have
suggested several important social-cultural values
that students can achieve through active
involvements with MUSIC as a diverse human
practice. But there are additional and equally
important benefits that students can achieve
through the development of musicianship that |
call “life-values”: self-growth, self-knowledge,
enjoyment (or optimal experience) and seli-
esteem (Elliott, 1995, pp. 113-118). How can

«: music students achieve these
essential life-values through music
making (by which | mean performing
and improvising in particular, and
composing, arranging, and con-
ducting whenever possible) and music
listening?

Most musical practices offer
music makers the two necessary
conditions for achieving the life-values

i of self-growth, self-knowledge, optimal
experience, and self-esteem: (i) multidimensional
cognitive-affective challenges (i.e., musical works)
and (ii) the know-ledge (i.e., musicianship)
required to meet these challenges. Musicianship
is the key to achieving the life-values of music
making. And musician-ship can be taught and
learned.
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Also, like many “optimal experience
pursuits,” most (but not all) musical practices are
“dynamic” practices. Why? Because the musical
works that make up the body of most musical
practices spiral upward in complexity. Dynamic
musical practices invite and demand the
progressive matching of increasingly
complex musical challenges with
increasing levels of musicianship. The
traditions and standards of each
musical practice determine what
counts as the proper artistic goals of
music making in that practice.

For example, music
educators who teach in the context
of children’s choirs know the traditions
and standards of children’s choral g
music. They know what counts as #
good (very good and excellent) choral singing in
a particular practice and, therefore, what the
appropriate goals and standards of student
singers should be at beginning to expert levels of
development. By increasing students’ strategic
musical judgment abilities, music teachers enable
their students to set short-term and long-term
musical goals for themselves. This, in turn, makes
students independently able to recognize what
counts as musical feedback and musical
excellence.

From the perspective of this “praxial”
philosophy of music education, learning to perform
and/or improvise music well (which always
involves a comprehensive understanding of the
musical work one is interpreting and performing)
is inherently valuable. Performing music is
something worth doing for the doing itself,
meaning “for the sake of the self." (So too for all
other forms of music making: improvising,
composing, arranging, and conducting). When a
person'’s level of musicianship (beginner to expert)
is matched with an appropriate level of musical
challenge, this matching of musical knowledge
and musical challenge brings order to
consciousness. The affective payoff of this
matching relationship is experienced as musical
enjoyment or “flow,” a term coined by Mihalyi
Csikszentmihalyi (1990) and explained in regard
to music in my Music Matters (Elliott, 1995, pp.
113-124).

Music making is a unique and major
source of self-growth, self-knowledge (or
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constructive knowledge), and flow. Even for
students who are just beginning to internalize the
standards of a musical practice, and who are just
beginning to deploy their musical thinking-in-
action, performing in a practice-specific musical
context (e.g., performing specific types of choral
music, Finnish traditional instrument-
al music, jazz, and so on) provides
second-by-second feedback about
how well they are musicing. Of
course, performing also provides
proficient, competent, and expert
music makers with feedback about
how well they are making music in
relation to the goals and standards
of the musical practices they know
so well.

2 When a person's level of
musmuanshap matches a given musical challenge,
his or her powers of consciousness are completely
engaged. Consciousness and action merge to
“take us up" into the actions of performing;
accordingly, performing done well (according to
the artistic traditions and standards of a given
musical practice) engages the whole self.
Performing is valuable and significant because it
propels the individual Self to higher levels of
complexity. That is, as a student’s level of
musicianship progresses upward in complexity to
meet the demands of increasingly challenging
works, all aspects of consciousness are propelled
upward.

There is a great deal more to say about
the nature of musical works as multidimensional
challenges and the artistic “problems" involved in
the performance, interpretation, and improvisation
of musical works. | address these issues at many
points in Music Matters (Elliott, 1995, e.g., pp. 198-
201). Suffice it to say now that musical works are
never a matter of "sound patterns” alone; instead,
musical works always presentseveral dimensions
of musical-cultural meaning to the knowledgeable
performer and listener.

In summary, each form of musicing offers
a unigue and major opportunity to develop the
musicianship (and listenership) that students
require to achieve the life-values of self-growth,
self-knowledge, and optimal experience, both now
and in the future. And to the extent that these
values are achieved in and through the
development of musicianship, musicing is also a
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unique and major way of developing self-esteem.
For these reasons, music making is something
worth learning to do well (i.e., artistically) by all
students.

Mention of making music “well"raises the
issue of musical-educational
expectations of achievement.
Suffice it to say here that it is a basic
responsibility of the music educator
to expect his or her students to strive
forand achieve reasonable levels of
musical excellence on a regular
basis. Why? Because self-growth,
seli-knowledge, flow and self-
esleem do not result from setting
and meeting trivial goals. The
primary values of musicing and
listening result from the continuous
investment of musicianship in musical problem-
solving that spirals “upward" in complexity in
relation to recognized standards and traditions of
musical practice. In practical terms, then, the aims
of music education will not be accomplished if
teachers merely entertain their students, or if
students merely dabble in ersatz "sound-
producing activities." Self-knowledge and
enjoyment arise from the extension of one's
powers of consciousness: from significant and
knowledgeable effort. What this means for music
teaching and learning is that the values of MUSIC
result from learning to make and listen for musical
works well --- from the deliberate and sustained
pursuit of musical competency, proficiency and
expertise. To pursue musical excellence is to
pursue self-growth, constructive knowledge and
enjoyment.

In summary, the primary task of music
education is to develop the comprehensive
musicianship of all students thraugh progressive
musical problem solving in balanced relation to
appropriate musical challenges every step of the
way. It is the balancing or matching of
musicianship with carefully selected musical
challenges (i.e., excellent works of music) that
results in the achievement of “life-values.” Put
another way: self-growth, self-knowledge, and
musical enjoyment are the aims of music
education overall and the primary goals of every
music teaching-learning episode.

Howard Gardner (1990) supports this
position when he states that while students

(especially older students) can benefit from purely
historical, analytical, and appreciation-type music
studies: these topics are less crucial for most
students than the possibility of continuing active
involvement in the arts as reflective practition-
ers.There will be time enough in university, and
beyond, for these more ‘distanced"
forms of artistic appreciation to
become dominant. (p. 42)

Csikszentmihalyi (1990)
also supports this view when he states
that compared to music listening
alone, "even greater rewards are open
to those who learn to make music” (p.
111). This is plausible because the
challenges involved in learning to
interpret and perform music well are

% more complex than those involved in
hslenmg alone, because performing usually
involves clearer goals and feedback than listening
alone, and because making music for and with
others generates the musical works that listeners
need to achieve self-growth and enjoyment for
themselves.

And there is more. Learning to perform
music artistically and creatively extends the range
of students’ expressive and impressive powers
by providing opportunities for students to
participate in interpreting and formulating musical
expressions of emotions, musical representations
of people, places and things, and musical
expressions of cultural-ideological meanings (cf.
Elliott, 1995, pp. 296-298). When this range of
opportunities for musical expression and creativity
is combined with the opportunities presented by
texts in vocal and choral works, student
performers gain numerous ways of giving artistic-
cultural form to their powers of thinking, knowing,
valuing, evaluating, believing, and feeling. And it
is for these reasons, in turn, that music is so
significant in establishing, defining, delineating,
and preserving a sense of community and self-
identity within social groups.

Finally, teaching and learning a
diverse range of music comprehensively (through
an active, critical, music making approach)
amounts to an important form of multicultural
education (cf. Elliott, 1995, pp. 208-213). For
learning to interpret and perform (and, therefore,
investigate and enter into unfamiliar music
practices) activates self-examination and the
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personal reconstruction of one's relationships,
assumptions, and preferences. Students are
obliged to confront their prejudices (musical and
personal) and face the possibility that what they
may believe to be universal is not. In the process
of inducting students into unfamiliar musical
practices, music educators link the
life-values of music and music
education to the broader values of
humanistic education.

To “Integrate,” or Not?

As | argue elsewhere
(Elliott, 1995, pp. 130-131), music
education is essential to the full
development of every child because
the primary values of music education
overlap the essential life-goals that most
individuals and societies pursue for the good of
each and all: namely, self-growth (or self-
differentiation, complexity, and integration), self-
knowledge, enjoyment, self-esteem, and
happiness. The welfare of a society depends on
the ability of its citizens to pursue and achieve
these goals regularly. The quality of individual and
community life depends on providing people with
the knowings and the opportunities they require
to make a life as well as a living.

From this perspective, the means and
results of educating students to make and listen
for music well are simultaneously personal, social,
and cultural. They are also political. To the Greeks,
the word politics meant whatever involved people
in human concerns beyond their own individual
needs. The development of musicianship allows
people to participate constructively in the
generation, expression, and impression of
challenging and moving works of music that can
imbue their everyday lives, and the lives of others,
with meaning and purpose. The development of
musicianship benefits self and other.

Accordingly, a school that denies children
a sustained and systematic music education
curriculum is not simply incomplete; it imperils the
quality of students' present and future lives by
denying them the cognitive keys to a unigue and
major source of fundamental human life-values.
If a society wishes to invest in a basic education
for every child, then public schooling must center
on the domains of thinking and knowing that are
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accessible, achievable, and applicable to all.
MUSIC is one of these basic cognitive domains.

What needs attention now is the popular
claim that music education is a valuable means
of improving students' academic achievement

scores. Indeed, teachers’ anecdotal

'ﬁé reports often imply strong links

= between school retention rates,

student morale, and scholastic

achievement scores on the one

hand, and the presence of

challenging school music programs
on the other.

As | view the evidence, the
findings of music education re-
searchers, developmental psycho-

- logists, and cognitive scientists
support several conclusions. First, studies of the
relationships between music instruction and
academic achievement are relatively few in
number and fraught with procedural weaknesses,
This is still a fledgling area of research. Not
surprisingly, the results are contradictory. Some
studies suggest that students who do well in music
tend to have higher academic achievement scores
that nonmusic students; others deny it. In any
event, positive correlations are not explanations
of causation.

-

Second, it seems clear that con-
sciousness consists of a number of discrete
intelligences or cognitive modules that follow
their own developmental paths (Gardner, 1983,
pp. 124-27; 282-85). The cognitive operations
involved in each domain (such as language,
mathematics, and music) are essentially domain
specific. Thus, says Gardner (1983), “music
deserves to be considered as an autonomous
intellectual realm” (p. 126). If so, then it would be
surprising to find intimate cognitive relationships
between musical thinking and the distinctly
nonmusical thought processes that ground
propositional subjects such as mathematics,
spelling, history, and reading.

While there is no doubt that competent
music making and listening involve several
categories of thinking that occur in other subject
domains (including critical reflection, formal
thinking, and creative generation), the contents,
contexts, standards, goals, and outcomes of these
categories differ fundamentally from subject to
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subject. Thus attempts to link specific cognitive
components of musical thinking with those of other
domains are essentially spurious.

However, because our various cognitive
modules and processes are parts of con-
sciousness as a whole, there may be inter-actions
among these modules and processes at a more
general level of cognition. As Gardner (1983)
suggests, there are “higher level” cognitive
capacities such as “the intelligence of the self
analogic thinking, personal wisdom, and
supervisory knowing (or general common sense)
that seem to exist both within and beyond discrete
intelligence modules (pp. 286ff; 316-20). Perhaps
a systematic music education contributes to the
development of these broader capacities which,
in turn, interact with or transfer to other domains.

Indeed, if there is a significant relation-
ship between the development of musicianship
and academic achievement, | conclude that it most
likely lies in the primary values of music education.
As | noted earlier, self-growth, self-knowledge,
optimal experience, and their concomitants do not
simply improve human experience in the moment.
They make an essential contribution to the order,
differentiation, and complexity of the self and,
therefore, to one's overall quality of life: "people
who are often in flow have higher self-esteem that
thoses who experience flow rarely”
{Csikszentmihalyi, 1993, p. 204). Accordingly,
says Csikszentmihalyi (1993), “[tleenagers who
report more flow tend to be happier, and they
develop academic talents further than teens who
are in flow less often” (p. 204).

It follows that the most
effective way to achieve any adjunct
benefits of music education is to
concentrate on developing
musicianship, which is the key to
achieving the values of music
teaching and learning. Attempts to
divert music education from the
development of musicianship in the
hope of advancing or integrating specific
academic skills is completely counterproductive:
efforts to “inte-grate” music with other subjects
*across the curriculum” will only block the
development of musicianship and, therefore,
negate the possibility of achieving any results that
may transfer across domains.

Put another way, securing the place of
music in education depends on affirming to
ourselves and others that MUSIC matters. The
future depends on making music education more
musical, more artistic and more creative by
continuing to improve our philosophical
understandings of MUSIC and by continuing to
improve the musicianship of pre-service and in-
service teachers. The life-values of music
education will only be achieved through deepening
and broadening students’ musicianship. And the
achievement of these values will be demonstrated
most effectively to parents, teachers, and school
administrators by the quality of our students'
musical thinking-in-action.

Our future does not lie in schemes
designed to make music education less musical.
This may seem too obvious to mention until we
remind ourselves that some teachers and
theorists are serious when they urge music
educators to “save” school music programs by
teaching music as a scholastic subject, or by
integrating music with subjects “across the
curriculum,” or by submerging music in multi-arts
courses. These notions are based on false
assumptions about the nature and values of
MUSIC. By implementing approaches that deny
students the opportunity to develop musicianship
(and therefore prevent students from achieving
the values of music education), these short-
sighted and unfounded notions jeopardize the
very efforts they purport to save.

Summary

To conclude, let me offer a
brief summary of this praxial phi-
losophy of music education in re-lation
to each of the fundamental questions
raised at the beginning of this
discussion: Music Education --- Why?
What? and How?

Why? Self-growth, self-
gx%E @ knowledge, musical enjoyment, and
self-esteem are the central values of MUSIC and,
therefore, the central aims of music education.
These values and aims are also the primary and
practical goals of each and every teaching
episode. They are accessible, achievable, and
applicable to all students, providing that
musicianship is developed pro-gressively and in
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balanced relation to authentic musical challenges.
To the extent that these aims and goals are
achieved, music education will most likely
contribute to the development of students’ self-
esteem and self-identity.

What? What knowledge is most worth
learning by all students? My answer is:
musicianship. For musicianship (as explained
above) is the engine that drives every musical
practice and, in turn, provides the key to achieving
the life-values, aims, and goals of music
education.

How? Musicianship, which includes
listenership, is a rich form of action-knowledge
that draws upon four other kinds of musical
knowing in surrounding and supporting ways.
Musicianship is context-sensitive, or situated: that
is, (i) the precise nature and content of
musicianship differs from musical practice to
practice, and (ii) musicianship develops through
progressive musical problem-solving in teaching-
learning environments designed as close
approximations of real music-cultures.

Although verbal information
contributes to the development of musicianship,
formal musical knowledge is secondary to
procedural knowledge in music education.
Howard Gardner (1990) supports this view when
he argues that in a domain like music, formal
knowledge (or “talk” about music) is “an ancillary
form of knowledge, not to be taken as a substitute
for ‘thinking' and ‘problem solving’ in the medium
itself” (p. 42). Although most children are capable
of grasping considerable amounts of formal
knowledge about musicing and listening, formal
knowledge should not be acquired without integral
relationship to students’ active and authentic
music making. The special kind of nonverbal
knowing-in-action required for artistic music
making is easily overwhelmed by the emphasis
schooling tends to place on verbal knowledge. In
short, music education programs must not
become just one more situation for the
development of verbal knowing-that. Gardner
(1990) agrees: "it is my belief that artistic forms
of knowledge and expression are less sequential,
more holistic and organic, than other forms of
knowing, ...and that to attempt to fragment them
and to break them into separate concepts or
subdisciplines is especially risky.” (p. 42)
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Musicianship is not something given
“naturally” to some children and not to others.
Musicianship is a form of thinking and knowing
that is educable and applicable to all. Accordingly,
all music students ought to be taught in the same
essential way: as reflective musical practitioners,
or musical apprentices. Put another way, the best
music curriculum for the best music students is
the best curriculum for all music students: namely,
a music curriculum based on artistic musicing and
listening through performing and improvising in
particular, and composing, arranging and
conducting whenever these are relevant. Gardner
(1991) concurs with the thrust of this position: . .
.in the arts, production ought to lie at the center
of any artistic experience. Understanding
involves a mastery of the productive practices
in a domain or discipline, coupled with the
capacity to adopt different stances toward the
work, among them the stances of audience
member, critic, performer, and maker. (p. 239)

Let me restate these points for emphasis.
Because all music education programs share the
same aims, all music education programs ought
to provide the same basic conditions for achieving
these aims: (i) authentic musical challenges and
(i) the musicianship to meet these challenges
through competent, proficient and artistic music
making. What will differ between and among music
education programs across grade levels, school
regions (and so on) is not the essential content of
the music curriculum (musicianship), but rather,
the kinds and levels of musical challenges inherent
in the curriculum materials chosen for (and,
perhaps, with the cooperation of) one’s own
students. In addition, music programs will differ in
the kinds of music making media (e.g., voices,
string instruments, electronic instruments) chosen
for (or with) one's students.

This praxial view of music students holds
across early, middle and secondary school
programs. Also in concert with Gardner (1990),
this philosophy holds that the early school years
are a time when ‘youngsters are capable of
mastering techniques and styles; of learning more
difficult approaches .. .; and of becoming involved
in apprentice-type relations, where they can
acquire various kinds of skill and lore in a more
natural kind of setting” (p. 40). This window of
music teaching and learning opportunities must
not be lost or sacrificed for the sake of listening to
recorded music or acquiring formal knowledge.
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To the extent that historical data, ersatz "activities,"
or recordings come to dominate the music
curriculum, the development of musicianship in
the young music maker will be nipped in the bud.

The same applies to students at the
middle school and secondary school levels. Just
because older students may have more facility
with verbal concepts does not mean that music
programs at the secondary level should shift their
focus from music making to historical, theoretical,
or listening-based “appreciation” programs. A
continuing emphasis on reflective musical practice
through active music making is still more desirable
at these ages than a scholastic approach or a
listening-centered approach based on recordings.

Implicit in the above is the basic
requirement that all music students be engaged
in rich and challenging music-making projects in
classroom situations that are deliberately
organized as close approximations of real musical
practices. In this kind of authentic, action-based
learning environment, all the component knowings
of musicianship develop naturally in support of
performing, improvising and conducting, and (if
time allows) composing and arranging. (And in
the many cases where moving is an integral part
of musicing or listening, movement ought to
receive an appropriate emphasis).

Gardner (1990) reinforces these
principles from a developmental perspective:
students learn effectively when they are engaged
by rich and meaningiful projects; when their
artistic learning is anchored in artistic production;
when there is an easy commerce among the
various forms of knowing . . .; and when students
have ample opportunity to reflect on their
progress. (p. 49)

In regard to each music teacher's own
qualifications, there are two required forms of
knowledge: musicianship and educatorship. One
kind of knowledge without the other is insufficient.
To teach music effectively, a teacher must
possess, embody and exemplify musicianship.
This is how children develop musicianship
themselves; not through telling, but through their
actions, transactions and interactions with
musically proficient and expert teachers: “it is
imperative to have a cadre of teachers who
themselves ‘'embody’the knowledge that they are
expected to teach”(Gardner, 1990, p.49). In other

words, musical standards in music teachers beget
musical standards in students.

Teachers need to embody a concern with
high standards; even as they support the efforts
of their students, they must help these students
bear in mind the importance of care, revision,
reflection, discipline, regular self-examination, and
sharing reactions with others. . .. Taken together,
such practices can help to bring about a commu-
nity in which every member cares about qual-
ity and standards --- the most important catalyst
in bringing about such standards. (Gardner, 1991,
p- 242)

The second major knowledge component
of a music teacher’s expertise is what | have
already referred to as educatorship. Excellent
teaching is evidence of a distinct form of action-
knowledge which, in turn, draws upon several
other kinds of educational knowings including
formal, informal, impressionistic and supervisory
educational knowledge (cf. Elliott, 1995, pp. 262-
64).

Clearly, educatorship will not be learned
from lectures and textbooks alone. Becoming an
excellent music teacher depends heavily on
learning to reflect in one's efforts to bring the
musicianship of one's students into matching
relationship with appropriate musical challenges.
And for this to occur, novice music teachers
require music education professors who can
model musicianship and educatorship through
their own vivid examples. Teacher education
programs ought to be deliberately organized to
prepare future artist-teachers through excellent
models of teaching and artistic musical materials.

In conclusion, the musie curriculum ought
to center on achieving musical life-values in and
through the thoughtful actions of artistic music
making. In this “praxial” setting, music teachers
and students work together to meet the musical
challenges involved in authentic musical projects
through reflective musical performing with
frequent opportunities for related forms of music
making. Music listening is directed, first, to the
music being made by students themselves. Each
musical work that students are learning to interpret
and perform (improvise, arrange and so on) is
approached as a “full course meal" --- as a
multidimensional challenge to be made artistically
and listened-for intelligently in all its relevant
dimensions (interpretive, structural, expressional
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and so on). In support of artistic listening-in-
context, carefully selected recordings are
introduced parenthetically: in direct relation fo the
musical practices students are being inducted into.
Similarly, formal musical knowledge is filtered into
the cantinuous stream of authentic music making
and listening as needed.

The praxial music curriculum is delibe-
rately organized to engage learners in musical
actions, transactions, and interactions with close
approximations of real music-cultures. The praxial
curriculum immerses students in music making
projects that require them to draw upon the
standards, traditions, lore, landmark achieve-
ments, “languages,” and creative strategies of the
musical practices of which their projects are a part.

From this perspective, the music teach-
ing-learning environment is, itself, a key element
in the music education enterprise. The musical
actions of learners are enabled and promoted by
the interactive, goal-directed “swirl" of questions,
issues and knowings that develop around
students’ efforts as reflective musical practitioners.
The praxial curriculum is, itself, informative.

When small and large performing en-
sembles (e.g., a class choir, a Finnish folk music
ensemble, a guitar ensemble) are developed and
carried out in relation to the above principles, and
when performing is supplemented with impro-
vising, composing, arranging and conducting
projects, then the music classroom becomes a
reflective musical practicum: a close approxi-
mation of authentic musical practice situations,
or music-cultures. The authentic practicum con-
text feeds back to students by revealing what
counts artistically in their developing musician-
ship and their musical achievements.

By treating all music students as
apprentice musical practitioners, and by teaching
all students how to find and solve musical
problems in "conversation” with a reasonable
diversity of carefully selected musical practices
and musical works, music educators situate
students’ musical thinking and knowing. In doing
so, the different kinds of knowing involved in
musicianship develop and cohere, and music
students (and music educators) achieve the
profound life-values that an action-based
involvement in music and music education can
provide.
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Kirjoittaja painottaa, ettd han voi esittaa vain joitain
nakokulmia, ja ettei han ole tietoinen kaikista
seikoista, jotka vaikuttavat suomalaiseen
musiikkikasvatukseen.

Elliott tarkastelee ensin musiikin luon-
netta, josta kasin musiikkikasvatuksen filosofiaa
on rakennettava. Musiikki ei ole kokoelma teok-
sia tai objekteja vaan inhimillista toimintaa. Musii-
killinen toiminta, praksis muodostuu tekijan, tuot-
teen ja toiminnan ulottuvuuksista seka tietysta

kontekstista, jossa toimintaan. Musiikki (MUSIC)
N # on moniulotteinen inhimillinen kaytants,
oka pitaa sisallaan musiikin tekemisen
ja musiikin kuuntelemisen.

David J. Elliott on Toronton
yliopiston musiikin ja musiikkikas-
vatuksen professori. Vuosina 1995-
18996 han toimi vierailevana
musiikkikasvatuksen professorina
Pohjois-Texasin yliopistossa.

Koska musiikki on toimintaa, on
musiikillinen tieto toiminnallista tietoa.
Musiikin esittaminen ja/tai kuunte-
leminen edellyttdd moniulotteista
proseduraalista tekijantietoa, muusik-
koutta. Muusikkoutta tdydentaa ja tukee
nelja musiikillisen tiedon aluetta: for-
maalinen musiikillinen tieto, ei-formaa-
linen tieto, impressionistinen, “intuitiivinen” ja
toisaalta ohjaava, metatason musiikillinen tieto.
Opetuksessa ja opetussuunnitelmassa tulisi olla
keskeisinta musiikin tekeminen, muusikkouden
kehittdminen autenttisten musiikillisten kaytan-
tojen (Musics) tavoitteiden suuntaisesti.
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Mik&an musiikillinen kaytantd ei ole
toista parempi, mutta jotkut ovat kasvatuksellisesti
soveltuvampia kuin toiset. Ensinnakin lapsen
varhainen musiikkikasvatus tulisi olla oman kult-
tuurisen kontekstin mukaista. Toiseksi tulisi
oppilaan muusikkoutta syventad yha haasteel-
lisemman musiikin kautta. Tutuista musiikillisista
kaytanndistd voidaan siirtya vieraampiin
musiikkeihin.

Muusikkoutta kehittdmalla saavutetaan
“elaman-arvoja”, joita ovat persoonallinen kasvu,
itsetuntemus, musiikillinen nautinto ja itseluot-
tamus. Koska musisoiminen tarjoaa moniulot-
teisia kognitiivis-affektiivisia haasteita seka tietoa,
jolla nditd haasteita saavutetaan, tarjoaa se
samalla olosuhteet, joissa musisoinnin elaman-
arvot saavutetaan. Musiikkikasvattajan tulee ke-
hittaa kaikkien oppilaitten muusikkoutta niin etta
muusikkous ja musiikilliset haasteet ovat tasa-
painossa. Vieraiden musiikkien kautta musiikki-
kasvattaja sitoo musiikkikasvatuksen humanis-
tisen kasvatuksen laajempiin arvoihin.

Musiikkikasvatuksen tulevaisuus ei ole
opetussuunnitelmissa, jotka tekevat siita va-
hemman musiikillista, Musiikin opetuksesta ei tule
tehda akateemista ainetta, eika sité tule integroida
muihin aineisiin tai upottaa monitaiteisiin opin-
toihin. Musiikkikasvatuksen merkitys riippuu siita
‘olemmeko vakuuttaneet itsellemme ja muille, etta
musiikilla on merkitysta.
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Thomas A. Regelski

Prolegomenon To a Praxial
Philosophy of Music and Music
Education

It is common today to think of mu-
sicinterms of the aesthetic values that have been
extolled as the essence of Art since Baumgarten
(1750). Even more, in the Romantic century, fol-
lowing Walter Pater’s dictum that “all art con-
stantly aspires towards the conditions of music"
(Pater 1961, 129), music became the paragon of
allthe arts (Regelski 1870). Whether adhering to
formalist or expressionist claims, aestheticians
and philosophers of music have regarded musi-
cal meaning and value as somehow residing lit-
erally and absolutely “in* the musical work. In
this view, the aesthetic features of music are ca-
pable of study and analysis, and thus of cultiva-
tion and education. "Good" music, then, involves
certain aesthetic qualities that analysis reveals
to be inherently “good" in this or that respect by
this or that authority. Furthermore, the “good" of
music of any kind is held to be contemplation for
its own sake. And being musically educated or
cultured has been taken for granted as involving
the study and cultivation of the aesthetic dimen-
sions of “good” music undertaken for its own sake.
In sum, the aesthetic view of music and of music
education takes the nature and value of music as
being—to various degrees and in various ways,
depending upon the authority—first and foremaost
aesthetic.

Musicians, particularly performers, have
by and large remained largely unconcerned with
such philosophical matters. Taking the value of
what they do for granted, they continue to make
music because they clearly enjoy the experience
and are often rewarded in a variety of ways for
doing what they might otherwise do for free. None-
theless, the language and assumptions of the
aesthetic premise have become common in their
work. Indeed, it has been argued that the
‘aestheticizing’ of music beginning at the turn of
the 19" century (Goehr 1992) was due less to the
work of theorists and philosophers than to the
efforts of countless composers and musicians
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who sought for their activity the intellectual regard
and high social status that had been denied them
when, in the 18" century, they were but employ-
ees and craftsman in the service of the nobility
and Church (e.g. Denora 1993).

Audiences, at least for “classical music,"
also continue to take the aesthetic basis of music
for granted—despite the considerable fuss made
by modernist artists, composers, philosophers
and theorists who have sought to deny or other-
wise ridicule the aesthetic axiology in either its
formalist or expressionist strains (McEvilley 1991).
However, modernists have made little headway
in their often anti-aesthetic stances—especially
in music—in dissuading audiences that Art (i.e.,
the Fine Arts) does or should serve ends other
than aesthetic. The acknowledged masterworks
of the canon have thus been expanded under the
aesthetic banner to incorporate music of the 16"
through 18" centuries, none of which was cre-
ated, performed or used with any notion of Art or
aesthetics. And the canon continues to serve
audiences which, unlike earlier centuries, prefer
familiar old music to recent new music. “Good
taste" and connoisseurship are cultivated almost
solely in connection with the aesthetic claims of
these “classics."

Against this aesthetic ideology, a grow-
ing volume of critical thinking has arisen in a vari-
ety of disciplines and fields (see Appendix) in-
cluding in music education (Alperson 1991; Elliott
1993a, 1993b; Regelski 1994). From this array
of contrariness a new “praxial* view of music is
beginning to evolve as a corrective to the institu-
tionalized aesthetic ideology. In the process, new
perspectives for music education have emerged
(Elliott 1994). While the directions are decidedly
clear and valuable, the details of such a praxial
view are far from established or settled. Without
recounting the various conclusions cited in the
Appendix, the present study will offer arguments
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in a preliminary attempt to focus on the changes
and challenges a praxial view presents for any
understanding of musical value and hence for
music education. If the praxial view is to gain the
definition and distinction it warrants, issues such
as those argued here, and others, will need to be
taken into account, weighed and contested.
These first steps, then, are intended to focus such
discussions for the purpose of advancing the no-
tion that music is “a doing” guided by a phronesis
for “right results” in human terms far more basic
and ultimately far more significant than the
psychologism, romanticism and elitism of aes-
thetic philosophies of music and music education.
Thus the intent of this prolegomenon is to pro-
voke discourse, not to presume to be the final word
on the matter.

Praxis was distinguished by the Greeks,
and Aristotle in particular, from techne and theoria
(see Dunne 1993). The distinction has been re-
trieved in recent times in aesthetics and in the
hermeneutic theory of Gadamer and the critical
theory of Habermas. In short, theorig involved
abstract, intellectual knowledge that was 'pure’,
disinterested as far as practical use and thus was
to be rationally contemplated for its own sake. In
this, it should be noted, the notion of theoria bears
a close resemblance to the type of knowledge
extolled as the basis and benefit of the aesthetic
response as it is known today.

Techne, on the other hand, was involved
with the poeisis of deliberately “making” or pro-
ducing something, especially in contrast to things
not created by humans (i.e., physis or nature). In
this respect techne was seen in terms we today
refer to as craft, technique and skill. It involved
making things, such as works of art, doing things,
such as teaching, and performing actions, such
as acting and "making” music. In this category
were grouped the useful and productive arts,
among which were music, sculpture and litera-
ture—but what today are known as the Fine Arts.
All such skilled action was susceptible of an aes-
thetic attitude, not unlike describing a particularly
skillful play in sports as “beautiful.”

For the Greeks, aesthetic matters
(aisthesis) simply involved the direct perception
of sensations, feelings and intuitions, not the in-
tellectualized beauty claimed today for the aes-
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thetic response. The aisthetikos of heightened
awareness of the perceptual of things (gqualia),
then, was far removed from the formal and ex-
pressive meanings attributed by modern
aestheticians to aesthetic responsiveness. In
particular, for the Greeks, techne involved a mean-
ing today often associated with “technology,”
namely the process of making or producing a re-
sult, the value of which is taken for granted | Nov-
elty or creativity was a feature of the action of mak-
ing or producing, but was not a desired or highly
regarded quality of what was made. The ends to
which techne were put were accepted as given,
and new techniques, technologies, or improved
media were exploited only with regard to reach-
ing such agreed upon “goods” by ever-improved
and novel means.

Praxis, in distinction, referred to "practi-
cal* knowledge and activity, usually in connection
with human conduct such as ethical and political
actions. Unlike the fixed ends or “goods” con-
nected with techne, or the timeless, rational con-
templation of theoria, praxis required “doings-in
action" because its knowledge was connected with
the inevitable ever-changing vagaries of human
nature. Such doings, and the gaining of knowl-
edge connected with them, involved the kind of
“practice” today associated with those fields in
which the practitioner sets up a “practice” (e.g.,
professions such as medicine, law). This is not,
then, the “practice" associated with beginning
music lessons; such practitioners do not “prac-
tice" on their clients or constituents. Rather it in-
volves the kind of cognitive activity (dianoia) that
has been associated with the “reflection-in-action*
of “the reflective practitioner” (Schén 1983),
namely the kind of intellect, analysis, criticism ,
deliberation and observation that dutifully reflects
on the suitability of results. In this regard, praxis
was seen as guided by the injunction to get proper
or “right results" for particular situations. This
phronesis, as Aristotle knew it, was therefore
mainly concerned with consideration of the
“goods” of human conduct in terms of desirable
ends and goals—the “right results"—for clients
and constituencies. Thus Aristotle clearly distin-
guished such practical knowledge and “doings”
from theoretical or rational knowledge for its own
sake, and from technical skill needed to repro-
duce accepted needs.

A praxial philosophy of music profits from
direct consideration of these precedents in Aris-
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totle. Thus musical praxis is not seen to exist in
the aesthetic sense reminiscent of Aristolle's un-
derstanding of theoria as rational or intellectual
activity contemplated and valued for its own sake.
It is useful in this regard to recall that musical
knowledge from the time of the Greeks until well
Into the Renaissance was valued as “theory" or
“philosophy” (Alperson 1994). Only with the ra-
tionality of the Enlightenment did “theory" take on
its modern scientific-analytic-technical meaning
in relation to practice (i.e.. with Rameau and the
other Encyclopedists). Theory in this modern
sense surely has a pragmatic role in music as
praxis, though not necessarily in the esoteric ra-
tional-analytic forms often studied in the conserva-
tory.

The praxial philosophy of music also
does not focus on mere fechne—performance and
compositional technique, or the technical knowl-
edge often called “musicianship.“ Certainly train-
ing in musicianship and the practiced perfection
of productive techniques are necessary to any mu-
sical praxis, but they are not sufficient to under-
standing, realizing or accounting for its “goods."
Technique and musicianship vary considerably ac-

cording to the musical ends in question—the

musical “goods” sought—and their suitability is
determined only in reflection upon such ends. The
incredible variety of "goods" served by music
throughout human history clearly points to the
existence of a phronesis of “right results” that
guide any musical praxis and that are thus the
key to any praxial account of music.

A praxial account of music
thus takes into consideration all as-
pecis of all instances in which “mu-
sic*is"‘made” or "done.” In this view,
music is seen not as aesthetic in its
“goods,” nor does it simply a matter
of‘good” or“practiced” technigues of
production. Rather, a praxial philoso-
phy of music takes fully into account
what music is “good for* in any con-
sideration of "good music.” Music’s
“‘goods," therefore, always must be
concerned with specific questions involved the
situatedness of music-making and use.

By situatedness is not meant what histo-
rians have called “occasional music*—that is, mu-
sic composed or performed for specific historical
occasions. However, any praxial philosophy of
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music must take such occasions into considera-
tion concerning any claims for its present musical
value. Consider, for example, the long and "light"
divertimento Mozart composed as background or
“cocktail* music for the occasion of a social event
by the famous Dr. Mesmer, during which drinking
and other socializing would be the main focus of
attention. Today such music can hardly expect to
command the rapt attention of concert audiences,
although it may well continue to serve as a mean-
ingful divertissement for performers who get to-
gether for 'recreational' chamber performance,

Situatedness takes into specific consid-
eration as a part of musical understanding and
valuing the specific human context and purposes
for which music is produced. Situatedness, then,
governs the "goods” sought as the "right results.”
Itis the direct antithesis of what aestheticians have
traditionally argued to be the transcendental and
disinterested qualities of music. Thus the pre-
sumption of meaning or value as transcending
time and place give way in the praxial view to a
specific consideration of the meaning and value
of “the music" in this time and place, as created
or'produced in the present for contemporary hu-
man or social needs, goals and ends. And, in
contradistinction to aesthetic claims made for the
disinterestedness of music, the praxial view un-
derstands the value of music as centrally condi-
tioned by its relation to life and the specific condi-
tions of its use.

In short, "music” is understood and val-
ued in terms of its function in promoting the “right
results” for humans Being most fully
human. In this praxial view, music is
not accurately or adequately re-
garded in terms of the aesthetic para-
digm left over from the Romantic
bourgeois institutionalizing of Art
(“fine" or refined Art) as High Culture
(Regelski 1994). Nor does it exist to
be cultivated by an elite of esthetes
who have the time, money, social sta-
tus, intellect or talent for High Cul-
ture.

Rather, the praxial philosophy of music
addressed here focuses on the role of music *in
action" for ordinary people as a key means by
which life is well-lived and "made special”
(Dissanayake 1988; 1992). Music and all the hu-
man arts are seen as universal human traits.
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Music serves, therefore, a core human nature and,
in distinction to the aesthetic ideology, it has been
and will continue to be ‘instrumental’ in respond-
ing to basic human needs and desires. Further-
more, the “goods” of music are not attributed to
some ideal metaphysical or transcendental realm.
They are rooted instead in the situated and highly
specific conditions of the here and now—to cur-
rent life, the experienced quality of “good time"
between the recently remembered past and the
avidly anticipated future. Its uses and function
are those detailed in any competent study of the
anthropology of music (Kaemmer 1993; Merriam
1964) and art (Layton 1991), in ethological ac-
counts of the arts (Dissaanayake 1988, 1992; Eibl-
Eibesfeldt 1989a, 1988b), ethnomusicology
(Blacking 1995), sociology (Zolberg 1990; Shep-
herd 1991; Blaukopf 1992), arts criticism (Price
1991; Said 1991) and popular culture (Aronowitz
1993; Jacobs 1971; Keil and Feld 1994; Park
1993)—not in abstract and abstruse claims for
aesthetic disinterestedness.

The multitudinous practical ways in which
music serves humans and enhances life have
been displaced in musical discourse and prac-
tice by the institutionalizing of the aesthetic ideol-
ogy and the consequent notion that Fine Art, at
least, has no function beyond contemplation. As
a result, the very popularity, acceptance, acces-
sibility and ubiquity of certain musics have been
held by aesthetic ideologues (and even some criti-
cal theorists, such as Adorno [1967; 1976]) as
evidence of their lack of “goodness." Thus music
that is unpopular save for the rarified musical
tastes of the few is said (by them!) to reflect the
greatest value, while music that commands the
greatest popularity is correspondingly least val-
ued.

To a praxial philosophy of music, how-
ever, music is best understood in terms of its prag-
matic consequences for people engaged in the
acts of living—all and any of them! This is not to
say that, for example, music for advertising is su-
perior to music for concerts. In terms of praxis,
such a comparison is ill-conceived from the first.
But in this and other examples, music serves to
“make special—is “good for"—a wide array of
human needs and interests. That it can do this,
and the variety of “right results" by which this ar-
ray of needs and interests are served is, for a
praxial philosophy of music, a major and essen-
tial part of what music"“is* and “is good for." Thus,
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in distinction to aesthetic philosophies of art and
music education (Reimer 1989; Reimer and Smith
1992; Smith and Simpson 1991), a praxial phi-
losophy of music in and through education is con-
cerned to get people into action musically. Hence
my adoption (Regelski 1981; 1983a, 1983b, 1986,
1992) of the term action learning.

For praxial philosophy and action learn-
ing, the bewildering diversity of musics is seen to
serve and satisfy fundamental human needs. This
abundance of musics is central to the study of
the *humanities” and to any understanding of what
music “is" or “is good for." Further, the value of
music is understood in terms of its use in human
agency. The mindfulness and intentionality that
distinguishes “action® from reactive, habitual or
mindless behavior and activity, then, is a key to
understanding music, and points fo its values.
Music is a choice by which individuals and groups
change or enhance basic human actions in pre-
dictable and satisfying ways. It is an medium for
actualizing and "making special” what is most fully
human. Itis a primary avenue for Becoming more
fully alive or enlivened by the fullness life has to
offer beyond merely surviving.

The praxis of music always and centrally
includes the human and social purposes calling
forth its presence. Take away “the music" and you
change the praxis! Because a “concert" is unim-
aginable without its music—that is, it would be
some other kind of human praxis that was not for
and of music—going to a concert as a listener-
participant is a valid and valuable musical praxis.
It must be, because millions of people listen regu-
larly to an unimaginable variety of musics. In the
case of a concert, “the music" is clearly a central
focus of, but is not the sole reason or occasion for
the praxis (see, for example, Dipert 1993, 173-
75). In other cases, music is clearly not the cen-
tral focus, but is nonetheless a defining part of
the praxis. Music as religious worship, for exam-
ple, is clearly a valid musical praxis (Wolterstorff
1980). The musical process-values of one church
or religion can and will vary considerably accord-
ing to governing conditions relative to the
situatedness of that particular religious practice.
Thus it is unthinkable from a praxial perspective
to expect from church music the “goods” de-
manded by other musical practices.
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During the musical praxis, the service is
always meaningful in ways that can only be at-
tributed to its presence. Whether, for instance,
the congregation joins in singing a hymn in a
heterophony of keys and versians, or a highly
practiced choir sings a Bach chorale in tune, with
a pleasing tone and balance worthy
of interest at a concert, it is the pres-
ence and function of the music to
‘make special" the occasion. Such
music, therefore, is “"good" to the
degree it serves whatever “right re-
sults® are at stake that it is"good for."
That is not to say that any musical
praxis cannot be“better” than it pres-
ently is. What music is“good for can
be served to greater or lesser de-
grees by a particular praxis and all
musical practices are always sus-
ceptible to improvement, for example through
practice and other forms of musical education.
Praxially, however, the church service is not a
concert (or vice-versa, in cases where liturgy-
based music is set for concert performance). In
fact, by far the greatest percentage of music made
inthe world is not made expressly for concert lis-
tening. The aesthetic ideology fails to account,
therefore, for the ubiquity of music in human life.
Instead of understanding music as a central trait
of the human condition, it is reduced to a “frill*—
something nice, but not essential.

The adolescent for whom “good time" is
“fooling around” (actually, “practicing") with a gui-
tar is not engaged in concert music or, in any-
one's wildest imagination, in producing or under-
going aesthetic responsiveness. The central role
of music in celebrations, rituals and other gather-
ings is also neither aesthetic nor rarefied in either
its means or ends. A music praxis is an act of
agency that serves a human praxis, the “good” or
meaning made possible by the music.

In fact, aside from concerts, if the music
detracts from “right results” intended, then the
“good” in question is not served well. Without such
“right results” the music is not “good* for this in-
tention. As “music" the praxis is to some degree
faulty or dysfunctional. Thus, for example, in many
situations, slavish obeisance to musical process-
values (see |ll below) as though for their own sake
(i.e., the aesthetic ideology) will be detrimental
and thus not “good music*—for example, if the
attensivity of such musical process-values as
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though for their own sake takes attention away
from the bride and groom rather than contributing
their part to the special meaning of the occasion.
Perhaps the music in question may be “good" for
some other praxis, such as a concert. Even there,
however, music's "goodness” will be a "good for"
some intentions, ends or purposes
that are never entirely or purely ("in-
trinsically”) musical. Thus, for the
largest variety of musical praxes,
musical process-values per se are
only more or less central to and de-
fining of the praxis: in a concert more,
in church or for dancing or ceremo-
nial use, less so.

There is, in this view, no va-
lidity to the traditional aesthetic dis-
- tinction between “pure music" at-
tended to for its own sake and “functional music"
for the sake of some other praxis. In a praxial
view, all music is “functional® in some respect.
Musical process-values may provide the primary
occasion for a particular social or individual praxis,
but the pragmatic benefits of that praxis are never
strictly musical. They are always partly existen-
tial in contributing to the actions of humans Being
human. Even when highly practiced technical
levels of performance are involved, and where mu-
sical process-values are primary among the
“‘goods” served, musical praxis—for all involved,
composer, performer, and audience alike—is
never “purely” musical. There is always a larger
social, existential, intellectual or some other hu-
man “good” served that music is ‘instrumental’ (in
the pragmatic sense) in bringing to Be, and in ways
unigue to musical praxis.

To be sure, important social, existential,
intellectual and other human "goods" can be
served without the defining presence of music.
However, the Being and Becoming involved with
musical practice—its “making special* of human
time and events—is unique and available in no
other manner and each event will be unique in
the “good time" resulting from its own praxis. The
nature and extent of this unique contribution is
the primary function and value of any praxis that
is "music."

In schools, for example, there are hun-
dreds of ways in which children and adolescents
are and learn to be social. Similarly, they have
plenty of opportunities to develop cognitive, per-
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ceptual and motor skills. Musical practices of
various kinds make a variety of unique contribu-
tions to this mixture. Some, such as listening,
dancing and socializing to popular music—that
kind of “good time" is apparently what it is "good
for"—are relatively ‘natural’ and require little adult
intervention. Others, such as learning to play an
instrument and performing in groups, typically
require some formal instruction if the praxis is to
be most valuable. Thus the “goods" served by
involvement in ensembles, classes, etc., are in-
formed and infused by qualities that are unique
to music. They are not served in the same ways
or—in some cases—at all by other formal or in-
formal offerings common in schools. These quali-
ties—what | have here called “musical process-
values"—are a particular way in which subjectiv-
ity and intersubjectivity arise, are nurtured and
developed, and are sought after as the valued type
of “experience" (Regelski 1992) at the basis of
“good time" through music. Such “goods” are
readily apparent to any and all who have partaken
of the “right results” in schools. In distinction to
the ephemeral values claimed for the aesthetic
response, praxial “goods" are tangible, help guide
and evaluate learning, are self-validating and thus
self-motivating.

Musical process-values | take to be
those qualia given to sound by humans by which
music is recognized as music—as the praxis any
music“is.” In all cases, they involve pitch, rhythm/
meter (i.e., time), intonation, timbre and the like—
aspects of what in conservatory circles is called
“musicianship"—that are variable and unique for
each musical praxis. In some practices, particu-
larly the Western canon of concert Art-music,
these qualia can be attended to more or less as a
prime goal of intentionality and thus of attention
(attensiveness). Professional musicians in the
Western Art-music traditions are trained to attend
to these qualia as self-sufficient values. However,
that this is or has been the case does not mean
that it ought to be the case for non-professionals
who wish to participate in this or any other musi-
cal praxis.

Amateur performance of Western Art-
music, for example, may be more or less rigorous
concerning such musical process-values. The
“goods” served by amateur performance are
clearly different in important ways from those
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served by professional performance for concert
audiences.. Where the “good" in question is per-
sonal participation in the “flow" experience of
music-making (Csikszentmihali 1990)), particu-
larly in‘concert’ or‘consort’ with other like-minded
individuals, or for appreciative (i.e., non-critical)
“amateur” audiences of family and friends, time
can be seen as “good“—that is, well ‘spent'—even
though professional artistry is not attained. That
a given amateur or group plays, say, less perfectly
in tune, or with less refined a tone than a profes-
sional, does not in any way detract from the mean-
ingfulness of the musical praxis for that amateur
or for like-minded informal audiences—such as
appreciative family.

As late as the turn of the century, “parlors®
of most middle class homes were centrally
equipped with a piano, and amateur music-mak-
ing was an important feature of family life and en-
tertainment (Loesser 1990; Zanzig 19832). Itis
well accepted that amateur music-making in the
home and 'salons’ of friends as a “serious" and
wide-spread musical praxis was all but wiped out
by the professionalization of performance, and the
corresponding rise of the concert-going audi-
ence—and all the more so with the advent of ra-
dio, high fidelity recording and other new media.
That is not to say that ordinary people no longer
make music in any way, because they do—in
church, in celebrating holidays such as Christmas,
birthdays, fraternal and social groups, and patri-
otic occasions, to name but a few. However, the
form of musical praxis where people specifically
set aside time for the express purpose of making
music seems to be approaching extinction. Al-
though there is not enough space to argue it here,
reasons for this demise of amateur performance
can be attributed to the aforementioned
professionalization of music-making, the “stand-
ards" that audiences have been ‘taught' to asso-
ciate with “good" music and “good" music-mak-
ing, and the snobbery professional musicians
have attached to the notion of “amateur.”

Furthermore, as mentioned earlier, each
musical praxis has its own process-values. Thus
“good" tone, intonation, pitch accuracy and their
organization and execution vary greatly from one
praxis to another. The musicianship required by,
say, jazz is thus unique (indeed, it is unique to
different traditions within the jazz idiom) and is
not to be confused or compared with another
praxis, in absolute terms at least. And “good”
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vocal technique is equally variable according to
the requirements of the musical praxis. Clearly it
would be amusingly inept to hear a Western op-
era singer attempt a performance of, say, tradi-
tional Japanese or African song.

In fact, despite examples of "cross-over*
musicians—for example Wynton Marsalis and
André Previn in jazz and classical concert-mu-
sic—the “training” necessary for one praxis often
works against competency with the demands of
another praxis. Thus intonation training in the
music of the Western Art-music canon inclines
us to hear microtonal musics of other world cul-
lures as out-of-tune. Similarly, “ear training" in-
volving solely Eurocentric tonal music has a pre-
dictably negative effect for most people when it
comes to ‘appreciating” atonal or other new mu-
sic of 'modern’ and 'avant-garde’ composers and
performers (Pratt 1992).

Itis important to stress that not only does
each praxis vary greatly according to its particu-
lar way of actualizing musical values—and, there-
fore, its particular way of judging what is of musi-
cal value, what “good music” is. Each praxis also
varies according to the degree that its musical
values are or can be attended to for their own
Interest in addition to other “goods” involved or
invoked. While it may seem that some musics
involve values than can be attended to with inter-
estmore or less irrespective of other"goods," such
a shift of attention (i.e., shift of intentionality and
thus a shift of musical agency and action) in fact
signals or produces a change of praxis and thus
"the goodness" expected of “the music” changes
as well. If | get together with friends regularly to
sing madrigals, catches and glees, the originat-
ing intentionality of the praxis is focused on the
social action of amateur musical performance.
Certain “refinements" such as might be “good” at
a concert of such music, then, may well not be
our prime process-values in comparison to the
“right results” of camaraderie enjoyed musically.
Were someone to insist on “rehearsing” for those
musical process-values alone, the musical praxis
and its available meanings would change, and it
might become more or less inviting.

If | am unable to sing today, | can none-
theless participate through listening without en-
tirely losing out on the intended benefits of the
occasion—though the praxis is clearly different
under such conditions. In this position of audi-
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ence member, however, | might be more likely to
take note of certain aspects of intonation and tone
that usually go unobserved while performing.
And, if | attend a concert of such literature, | par-
ticipate musically as a listener with an altogether
different intentionality. The musical value in-
volved—however informed for good or ill by my
customary praxis—takes on completely new
meaning.

Against the contention that such prior ex-
perience in performance enhances “the aesthetic
responsiveness” of listening praxis it can be ar-
gued that prior performance experience or train-
ing can be a mixed blessing. First-hand experi-
ence with the performance medium or literature
certainly can, under particular circumstances,
make a positive contribution when listening is a
major “good" to be served. For example, the lis-
tening praxis can be ‘informed’ in special ways by
the technical dimensions of the performance—
for example, the ease and security of the perform-
ance—and by revisiting familiar literature and
composers when full attention (intention) is de-
voted to listening, and where ‘interpretive’ and
other unigue aspects are thus noted.

However, one does not require an "“insid-
er's" point of view to benefit from any particular
musical praxis any more than to enjoy a sport as
a spectator it is necessary to have participated in
that activity at all, as an amateur, or at a high level.
As meaningful pastimes, concerts or sporting
events offer far more than is valued by those hav-
ing personal skill and experience in the praxis.
This is evident by considering the fact that the
huge “crowds" and audiences attending concerls
and sporting events consist mainly of individuals
who, in fact, have never participated in the praxis
in question. And, just as clearly, the events in
question offer compelling attractions that those
attending find to be worth their time and money.
From a praxial perspective, the “beauty and “pro-
fundity” of either kind of event—and others that
could be mentioned—requires no special techni-
cal insights or cultivation beyond a informal fa-
miliarity with the nature of the activity and, most
importantly, fortunate first experiences that fruit-
fully model the musical “goods" available through
it.

On the problematic side, an insider's

technical experience can sometimes be a hin-
drance of sorts. For example, trained musicians
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may wince, even "suffer,” upon hearing perform-
ances that are less expert in musical process-
values than training has accustomed them to ac-
cept as “good“—for example, a church choir.
Awareness of this or that “technical flaw" can in-
terfere with the “good” of the music for an expert
musical insider—for example, at a
wedding—while a less technically
trained listener is enthralled by the
“rightness” of results for the praxis.
It is perfectly clear that audiences are
generally more approving than ex-
perts and critics.

This can be attributed in
part to the differing intentions of each
and thus the fact that each is en-
gaged in a somewhat different
praxis. Sadly, however, it seems =
likely that many who enjoy the fruits of training in
their praxis as performers miss, as a result of this
training, the many other “goods"” that are avail-
able to listeners lacking such training. Or at least
this is the case when an aesthetic-technical atti-
tude is adopted fo all forms of music-making rather
than a praxial attitude. Thus, for example, the
musical praxis of a "school concert" is not to be
attended to with the same intentions (“goods") in
mind as would be the case hearing that same lit-
erature performed by a professional ensemble.
Such “standards" should no doubt serve as the
“action ideals" (i.e., regulative ideals) guiding such
performance. But, typically, such values should
not displace the other desirable “right results” for
which the praxis exists. Thus—and this is of key
importance—amateur music-making (e.g., in
schools) and professional music-making are
clearly different musical practices. The former will
lose many of its "right results” if its praxis is con-
fused with the latter—as is often the case when,
for example, directors of school ensembles “turn
off* kids to further participation by excessive zeal
for the perfections of professional music-making.
Thus, the musical process-values of any musical
praxis are inseparable from the situatedness and
intentions that bring it forth.

Many aspects of a musical praxis, then,
can be approached through listening where par-
ticipants are not, never have been and never will
be involved in performance. Some type and de-
gree of performance education is always desir-
able because it makes available certain “goods”
that are simply not possible through listening.
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However, listening is a praxis that is distinct from
performing as a praxis. Why and how we listen,
and what we listen for as performers—whether
amateurs or artists—are different than as audi-
ence members. There is no doubt that perform-
ing can inform listening in a variety of ways. But
to hold that performance is the proper
or best education for listening—or
that developing such selective atten-
tion to process-qualities through per-
formance is therefore good or nec-
essary for intelligent or rewarding lis-
tening—simply does not follow. Given
the increasingly wide diversity of
musics and the separate (indeed,
sometimes mutually exclusive) re-
guirements demanded of each, an
extensive performance background

% simply cannot be the only route to
informed and rewarding listening practice. Many
people clearly can and do develop listening skills
despite a lack of performance experience or train-
ing—for example, opera aficionados who despite
no training have a wide and often very technical
knowledge of that praxis.

Some aspects of musical process-values
can be generalized or transferred to musics that
we do not know how to do, never have been able
to do or never will be able to do. Still other factors
that have little directly to do with musical proc-
ess-qualities as such (e.g., historical or theoreti-
cal) can and sometimes will strongly condition the
praxis of listening without performance fraining
having been involved. My interest and back-
ground in shaku-hachi flute music of the Zen
monastery, for instance, cannot be attributed to
any past experience playing the instrument or to
hearing it in situ. Its meaningfulness for me can
be accounted for better by my study of Zen and
the various other arts that serve its “goods.” In
this | am not unlike the other monks in the mon-
astery who are not trained in performing the flute
(although, doubtless, they have simply heard more
of it). And with various ‘world musics', the danc-
ers and onlookers are not better or worse off than
the tribal drummers, just as the performers of con-
cert-music are no better or worse off than the au-
dience. In all such examples, the experience—
the musical praxis in question—is just different!
It and its meanings vary according to the inten-
tions for which musical participation is sought and
practiced.
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In sum, while | wish to redress the imbal-
ance resulting form the de-emphasis of perform-
ance and composition that characterizes much
of the aesthetic philosophy of music education, |
do think that listening can be a satisfying musical
praxis in its own right—although, as stated ear-
lier, | deny that such listening is ever aesthetic or
strictly for its own sake. Rather it is undertaken
as a significant and worthwhile expenditure of hu-
man cognitive energy by which time is“made spe-
gial"in its passing. lis goal then is to pass time in
meaningful ways that manifest the listener's Be-
ing though the active esthesic process (see V
below) by which the music heard is “in-formed"
(inwardly formed) by each listener in unique ways
for each listening, according to and for equally
unique intentions. Such time is "good time."

v

Musical process-values are only “good"
in terms of the individual-social-religious-cultural
meanings (“right results") intended by the praxis.
Nonetheless, for some music it may sometimes
be possible to attend to these values irrespective
of the originating praxis. However, it is not infre-
quently the case that attending in such a strictly
‘musical” manner (as traditional esthetes might
wish to put it) is not only contrary to the authen-
ticity (i.e., integrity) of the originating praxis; it can
neutralize or even negate it. In such situations,
then, the musical values in guestion can be "mis-

‘appropriated” and the integrity of the praxis as

music impugned or even abrogated—as is the
case, for example, when aesthetic claims are
mode for this or that "world music"—
or at least changed to another
praxis—for example when madrigals
are featured as concert-music rather
than as a social performance prac-
fice.

Such issues are also at
stake in arguments concerning
whether modern instruments and
electronic media somehow defile,
debase or otherwise misrepresenl =
the integrity of “the music," as some in the "au-
thentic® or “historical" performance movement
would hold. | would argue against this view of
music that these modern developments represent
or make possible valid, new musical practices that
respond to ever-renewed ends and conditions.
“Music," is not a“reproductive” practice that some-

how seeks to recreate the fixed conditions and
properties of past practices; it is “productive” and
rooted in contemporary practices that are con-
stantly renewed as human ends and needs evolve.
To be sure, considerable interest and value can
be obtained by antiquarian re-creations (i.e., en-
gaging in such praxis as recreation)}—for instance,
pageants and other re-creations of past events
and times are engaging for history lovers. How-
ever, it is entirely a different matter to argue that
such antiguarian re-creation is necessary to "the
music,” or for the praxis to be "good music."

Furthermore, because the originating
conditions and process-values of any musical
praxis will change over time with the human con-
dition, the musical qualia involved may well be
changed or renewed variably without destroying
the integrity of the praxis. Indeed, the very mean-
ing of the praxis as "music" can be tied to such
changes (i.e., developments), as when lute mu-
sic is played in transcription for guitar, or when
computer software is used to generate an elec-
tronic "accompaniments” that “follow" student so-
loists (Vivace ©). The integrity of musical praxis,
then—its value and validity as music per se—can
be lost when musical process-values are mistak-
enly attended to as though they can or ought to
have a meaning independent of the praxis in ques-
tion.

On the other hand, it is clear that some
musical process-values can often be separated
from a praxis. Thus they can and do become
part—sometime a significant part—of another
musical praxis. Whether this
amounts to an “influence” or a “bor-
rowing," the resulting new synthesis
of musical process-qualities is to
some extent either a new praxis or it
offers new musical possibilities
(“goods" or meanings) for an exist-
ing praxis. In their new configuration
they are no longer the old values; in
combination with other values, they
offer new “right results" (e.g., the in-
corporation in jazz of harmonic de-
velopments pioneered by Impressionism) or an
altogether new praxis (so-called “third-stream*
jazz)., As possibilities originating in one music
are applied to a different praxis, the latter can
change (for example, the enrichment of European
concert music by elements of African music) while
the former praxis remains largely unaffected.
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However, because some musical values
can be separated from a particular praxis does
not mean that they should be or that such sepa-
ration is always “good." That some musical val-
ues of the Eurocentric canon can be separated
from the originating social-musical praxis does not
mean that these so-called “intrinsic” values are
the “goods" for which that music exists or that
these values are “good for* other musics. The
musical praxis may serve these "goods"—at least
for some people, some of the time—but is not
defined by or directed to (i.e., existing for) such
values. Rather, musical values—in the praxial
view introduced here, at least—are always con-
ditioned by (i.e., defined by or relative to) human
context, to situated human action, and thus to the
variability for meaning-making of human intention-
ality.

v

| cannot engage here in the debate about
the “intentional fallacy” as it concerns composers
in the Western traditions (i.e., the debate concern-
ing whether composer's intentions are in any way
relevant to the music as experienced). But | do
argue that intentionality, to a greater or lesser ex-
tent (depending on the praxis in question) (a) de-
fines a praxis as music, and (b) defines or indi-
cates the kinds of musical process-values in-
volved. Thus, for (a), the intention to create or
affirm or “make special” certain human ends
through the medium of musical values, is, by defi-
nition, a musical praxis (or the praxis of music—
depending on whether one is committed to re-
garding music as a“thing" or a “proc-
ess"). And, for (b), the intention in
question also determines the par-
ticular actualization taken by the
musical values. In other words, the
intention serves as the criterion for
judging bath (a) the “goodness” of
the praxis as music, and (b) the
"goodness” of the music in terms of
the "right results" intended.

The Being-in-the-world of
music is praxial in terms of the many and varied
existential, social, cultural and intellectual inten-
tions served. Music, in this view, is rarely if ever
to be about or for itself; it is not strictly about or for
attending to musical values through listening or
in performance and not for “receiving” aesthetic
responses of a formal or expressionist nature.

Musiikkikasvatus Vsk. 1 Nro 1 1996

32

Rather it serves a wonderfully complex variety of
social and other human“goods." lts"good,” then,
is found in its appropriateness for these “goods."
Without “good” (i.e., appropriate) music, these
human “goods" are not as good, not good at all or
not the good we expect of a praxis that “is" prop-
erly “music.”

It is not that music is in any sense a sec-
ondary “"servant" in the process. Music, in this
praxial view, is never simply a means that serves
other ends that are non-music (or non-musical)
or that are external to music (i.e., not directly in-
voking qualia of sound). Rather, means and ends,
process and product are inseparable and are
jointly conditioned by the intentionality governing
the situated context of music-making. Thus so-
called“intrinsic” and “extrinsic” musical values are
two sides of the same coin: you can't "spend"
one without the other. Separating them as the
aesthetic ideology does isolates music from life
and renders it inert for most people. Music, in-
stead, is always conjoined with one or more hu-
man purpose that is never strictly musical. The
intentions of musical praxis determine musical
process-qualities and these, in turn, determine
musical product-qualities.

Western Art-music is not different as a
type in this regard; it is just rare in the degree of
attention it claims to attract to its own presence.
Food may be prepared with a specific view to nu-
ance of taste and visual appearance but its pri-
mary “good" is to sustain us nutritionally. There
are plenty of times, in fact the majority of times,
when a sandwich or pizza tastes
great and wards off hunger or star-
vation. Similarly, the primary "good®
of music—its value as a product of
human action for "making special*—
is not a simple matter of the attention
it can attract to itself (to its so-called
“intrinsic” process-qualities as though
for their own sake). Rather, the"good®
is a “good for* so many human needs
that are so inextricably wed to music
% thatitis part (but a significant part) of
their human meaning.

Again, | do not deny that some music (like
some food) is capable of eliciting our attention
mainly at the level of process-qualities; just that
such salitary attention to musical-process-as-a-
value-in-its-own-right is rare—perhaps even non-
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axistent. In other words, while there can be no
doubt that some people (mainly trained musicians)
regard musical values as process-qualities under-
taken for their own sake (viz., the aesthetic claims
of music for its own sake), such an intention is an
incredibly rare type of musical praxis in the world
of musics. Furthermaore, despite the intention for
or attention to the purity of musical process-val-
ues for their own sake, (a) such valuing is only
part of the total human value available from such
an event. Additional social or otherwise human
interactive and intersubjective meanings and other
Intentions will always be at stake. Furthermore,
-and (b), however valuable such a single-minded
focus may be, it is not solely what such music “is*
or"is for."

Music, in this praxial view, is much more
down to earth in its central function as a human
praxis and thus it is not isolated in some realm of
absolute formal or expressive purity any more than
such human practices as language or love. These
loo are realized only “in action" as situated praxis.
And, although | can only give a hint here, any in-
tention guiding musical praxis in contemplating
music as though for its own sake is not, | would
argue, a matter of aesthetics as Baumgarten and

subsequent aesthetic theorizing would have it.

Rather, it amounts to an interest in gualia that is
more akin to the original Greek meaning of
aisthesis but where meaning is actively con-
structed by perception not merely received the
way film accepts an image though the lens of a
camera.

Paul Valery (1945) coined the neologism
*esthesic" to avoid confusion with claims that“aes-
thetic* meaning is supposedly “in® or “given® by
the music, transcends time and place, and is re-
ceived or retrieved by the perceiver. In the praxial
view argued here, any contemplation of music as
the primary intention of listening praxis will be a
matter of esthesic "in-formation” rather than aes-
thetic reception. Thus the traditional distinction
between“intrinsic” and "extrinsic” qualities for mu-
sic is more properly a matter of esthesic and
praxial dimensions, and both are inextricably
linked in and by each musical praxis.

Vi

Something remains to be said concern-
ing whether the praxial philosophy is a new choice
in addition to the aesthetic ideology or altogether

3

supplants it. Alperson (1991) for example, seems
to regard the praxial “strategy" as one of three,
each with its own focus: a strict aesthetic formal-
ism concerned with form, but not with expressive
or representational meaning, an “enhanced aes-
thetic formalism* concerned, additionally, with
expressive cognitivism by which feelings are given
aesthetic form, and the praxial view that takes
musical meaning broadly into account in terms of
its human use. Rather than seek a universal or
absolute essence of what music “is,” the praxial
view considers from a philosophical point of view
“just what music has meant to people" (Alperson
1991, 234). However, in this, Alperson seems
willing to concede the existence and cultural sig-
nificance of aesthetic experience (1991, 233-34).

Elliott, on the other hand, in his recent
writing (1994) and in extensive personal conver-
sation, seems committed to abandoning the idea
of aesthetic experience in favor of
Csikszentmihali's idea of “flow" arising strictly in
relation to those qualities of musicianship appro-
priate to a practice—qualities | have referred to
herein as musical process-qualities and values.
This position seems concerned to deny the very
existence of the aesthetic response, considering
it—in my words, not his—to be a social fabrica-
tion or myth. In tracing the institutionalization of
the aesthetic idea first as a paradigm then as an
ideology, | have expressed considerable support
for this view (1994). However, concerning the
efficacy of aesthetic intentionality, | follow the prag-
matic criterion that the worth or value of a propo-
sition or belief is seen in the actual results that
obtain from its use.

My argument follows the “predictive im-
port criterion” of meaningfulness formulated by
William James and applied, for example, in his
Varieties of Religious Experience (1958). By this
criterion meaning can be tied to the mere antici-
pation of certain consequences, whether empiri-
cal or not (see Suckiel 1984, 34). To oversimplify,
one might sum this up as "believing is seeing”
where belief can seem to actually produce antici-
pated results. Thus it is that many people find
meaning in religious belief and practice. While
arguments have been repeatedly mounted against
the existence of God and the corresponding prac-
tices of particular religions, the kind of perceptual
relativism which clearly finds meaning in religious
belief cannot easily be discounted. Such mean-
ings are “real” for believers even though their be-
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liefs can no more be definitely proved than dis-
proved.

Similarly, belief in and anticipation of aes-
thetic experience can, on this criterion, produce
something at least like the experience predicted.
While arguments can be mounted
that deny the existence of aesthetic
responding and the corresponding
assertions of the aesthetic ideology,
any purported aesthetic meanings
experienced as a result of the pre-
dictive import criterion cannot be dis-
counted. Thus it simply can't be
doubted that such people experience
some sense of meaning in connec-
tion with the music—despite the ar-
gument that any such meaning
should not be attributed in any cause
and effect way to formal or expressive qualities or
musical properties “in" the art work that are abso-
lutely true, good or beautiful, that transcend time
and place, and that serve disinterested contem-
plation.

Notwithstanding denials of the meta-
physical claims for religion, then, there are ways
in which such belief can produce pragmatic
"good"—at least for some people, as reported in
their own terms. Thus if such belief has a prag-
matic benefit for their lives, the consequences of
such a belief—even if the belief could be shown
to be false—can be pragmatically beneficial. Simi-
larly, as concerns claims involving aesthetic ex-
perience and responding, | accept that people
who attend concerts of music in search of aes-
thetic responses undeniably experience some-
thing—some perceived effect or result—that is the
pragmatic reason, the "right results” they continue
to seek from such expenditures of time.

As one recent commentator writes: “That
there is an experience which is in some way the
starting point for aesthetic consideration is hardly
contested. The aesthetic experience we undergo
is unmistakable (di Carlo 1996, 107; italics in origi-
nal).” | hold with Elliott that such experience is
not aesthetic, is mistakable, and in fact needs to
be contested. However, the belief in the reality of
such experience can obviously be pragmatically
relevant—at least to those holding it. Therefore,
to the degree it makes a positive pragmatic differ-
ence, | see it is a "good" that has as its functional
result the continued participation in musical praxis.
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This, | would argue—but | think Elliott
might resist or wish to highly qualify—is a bona
fide musical praxis, where praxis taken to be any
pragmatic purpose, good, need or use that is
served in terms of “right results." Thus my praxial
view of music denies, on one hand, the purported
aesthetic dimension (and, therefore,
the purports of aesthetic education)
and instead focuses on the pragmat-
ics of various kinds of musical “do-
ings” and “dromena” (Dissanayake
1992, 69f.). On the other hand, even
though | believe them to be mis-
guided, for reasons explained earlier,
| accept as relevant the intentionality
of listeners or performers who believe
they receive some kind of transcend-
ent aesthetic response from musical
qualia. The intentionality of such aes-
thetic responding is, | hold, a type of musical praxis
that has value, at least for those whose belief oc-
casions its reality. Therefore, despite convincing
historical, philosophical, sociological and psychologi-
cal evidence and arguments against the existence
of aesthetic meaning as such, | do not wish to
deny that all the countless people over history who
participated in musical praxis in belief of aesthetic
responding have wasted their time, any more than
arguments against the existence of God can ever
demonstrate that religious practice is necessarily
a waste of time.

As an educator, | certainly want to dis-
courage the aesthetic motive for music praxis, if
only for the pragmatic reason that the privateness
and intangibility claimed for aesthetic responding
makes it impossible to evaluate either teaching
or learning. But just as the belief in the efficacy
of pill can create a placebo effect that “cures” the
patient even though it is not “real” medicine, so
the belief in the “aesthetics" of responding can
seem to lead to certain beneficial results—that
nonetheless | deny are "really" aesthetic in any of
the typical views.

Part of the reason for this kind of effect
from the predictive import criterion can be seen
in considering the nature of socially constructed
reality (Berger and Luckman 1967). Social insti-
tutions—such as those Alperson (1991, 218) calls
the "“musicworld"—propagate, then perpetuate
and eventually legitimate certain paradigms (mod-
els of “reality"; see Ford 1975) they take to be
real, good or valuable. With the historicity by which
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such paradigms are passed on to succeeding
generations such realities become objectivated
and take on a facticity that seems undeniable in
its “reality.” Despite the fact that there is no ob-
lective or empirical basis for belief in or accept-
ance of these ‘realities," they are increasingly
taken for granted over time and go unquestioned
as unavoidable. They become, so to speak, un-
questioned “facts” of life. The various paradigms
of the "musicworld“—particularly the Art-
musicworld of the Eurocentric paradigm associ-
ated with aesthetic responding—are key exam-
ples of this process. Even more, however, the
aesthetic paradigm has also become an ideology.
Thus the minority who accept the facticity of the
aesthetic realm claim or assert that their reality—
the “goods” they seek, the"right results” they claim
to experience—are "good for* all other people and
all other musics. This ideology has thus come to
prevail in music education to the disregard and
detriment of most other musical “goods."

Arguments that the facticity of aesthetic
responding is “unreal*—is not factual in any ob-
jective or empirical sense—does not mean it is
therefore inconsequential for devotees in its grasp.
To the contrary, to individuals who are highly em-
bedded in an institution (particularly the “experts"
entrusted with its legitimation), the reality of a
favored paradigm is so consequential that its de-
nial is seen as “deviance" or even "heresy.” Once
thus labeled it is then ignored and the institution
continues on its way unaffected. Despite the ar-
gument that acceptance of the facticity of aes-
thetic responsiveness on the part of esthetes is
mistaken and the counter-argument that any mu-
sical praxis is a matter of cognitive in-formations
of musical process-qualities (i.e., esthesics) that
engage the optimal experience called “flow,” the
institutionalizing of a belief that predicts the inevi-
tability and “goodness” of aesthetic responsive-
ness is undeniably a pragmatic influence for some
music lovers (even though it seems to have no
such effect for most music participants worldwide
and the opposite effect for others, such as ado-
lescents). Thus despite the argument that those
who think they are having aesthetic responses
most certainly are not (any more than people who
claim to converse with God most certainly are not)
and the contention that uncritical belief in the aes-
thetic response deludes and misleads people
away from the “real” values at stake, it seems in-
escapable to conclude that aesthetic intentional-
ity has been, is, and will continue to exert some

35

influence on certain practitioners.

In the praxial view offered here, any aes-
thetic intention for musical praxis can be bona fide
if the anticipation—the predictive import—of such
“right results” is pragmatic in creating meaning-
fulness. | do not subscribe at all to the aesthetic
ideology of music or for music education, and sin-
cerely hope and will do what | can to see it re-
placed. Nonetheless it is clear that there is some
predictive meaning to be acknowledged for what
some people—most of them highly intelligent
people—believe to be the existence of disinter-
ested contemplation for the purposes of aesthetic
responding. For this reason, then, | reluctantly
accept the intentionally for such “right results" as
being an accepted musical praxis—at least until
the paradigm can be supplanted.

A praxial philosophy must account for all
forms of musical “doings." In the ‘generous’praxial
view | espouse in the case of disinterested aes-
thetic contemplation, to the degree this intention
seems to achieve “right results” for those who are
under its sway, it must be a part—albeit a very
small part in comparison to the many other
“goods“—of any present praxial account of music
and musical value. However, | agree with Elliott
that it should no longer serve as the rationale for
music education, or as the philosophy of music
and musical value that determine curriculum and
pedagogy.

To be sure, social institutions seek above
all to preserve the status quo. Music education
has fallen into the aesthetic ideology in attempt-
ing to provide a high-sounding rationale and phi-
losophy for music in schooling. Thus, and alas,
music educators in schools and universities will
predictably resist the praxial view in favor of the
continuation of the familiar sounding platitudes of
aesthetic education. However, increased atten-
tion to a pragmatic (Regelski 1981) and a critical
view of education (Carr and Kemmis 1986) will
orient music education to the ends of music in
action—where music comes to life, in and through-
out life for students in ways that serve “goods"
that are more basic, more down-to earth, more
vital than the claims made for aesthetic transcend-
ence.

In this praxial view, to teach music prop-

erly is to teach— to model and demonstrate
through action and practicum—what in all the
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world music is "good for." We teach the value of
music best when we effectively entice students,
then engage them“in action* to a personally func-
tional and satisfying degree with one or more of
the many human practices that music is “good
for." Whatever or however many forms of musical
praxis are put into action, learning must involve a
high enough level of participation to achieve func-
tional independence of the teacher. And the learn-
ing process should be such that students predict-
ably want to continue to be musically active be-
yond their school years,

Any praxial account of “what music has
meant to people” must therefore include the ac-
tively constructive esthesic activity that is some-
times mis-taken [sic] to be disinterested aesthetic
musing. Unlike Alperson (1991, 232), however,
the praxial view | wish to advance does entail
“abandoning the idea of aesthetic experience and
its relation notions as applied to works of art,“ in
favor of an esthesic stance. This esthesic dimen-
sion of actively constituted perceptual experience
is not just aesthetics by another name and, | ar-
gue, does account for the “flow" experience that
has too often been confused with notions of aes-
thetic experience (including by Csikszentmihali
himself).

All forms of musical praxis, then, are ac-
counted for in this praxial view. Unlike the aes-
thetic view, the ubiquity of music-making and "do-
ings" is thus properly affirmed as “good music."
All forms of musical activity—from the purely rec-
reational, to "serious" amateurism, to group sing-
ing, entertainment, recreation,
therapy, ritual and ceremony, etc.—
are thus validated and subject to
being advanced through music edu-
cation. No longer tied to ephemeral
notions of aesthetics, music educa-
tion can then come back down to
earth and bring music to life, thus
elevating life through musical praxis.
Praxially, music is “good time."
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Saatesanoja musiikin ja
musiikkikasvatuksen
praksiaaliseen filosofiaan

Tiivistelmé Regelskin
artikkelista

Marjut Laitinen

Regelskin mukaan esteettinen nakékul-
ma musiikkiin ja musiikkikasvatukseen on lahtenyt
siita, ettda musiikin olemusta ja arvoa on pidetty
ensisijaisesti esteettisend - toki vaihtelevassa
maarin, vaihtelevin tavoin ja auktoriteeteista
riippuen. Esteettisia arvoja taiteen syvimpana
olemuksena on korostettu yli 200 vuotta, sitten
Baumgartenin paivien. Niinpa musiikilliseen sivis-
lykseen on itsestadnselvasti kuulunut *hyvan"
musiikin opiskelu ja viljely. Regelski mainitsee
kuitenkin, ettei muusikoita tahan aiheeseen liittyva
filosofointi ole yleensa kiinnostanut. He tekevat
musiikkia, koska selvastikin nauttivat siita, ja
saavat palkkaa sellaisesta, jota muutoinkin
tekisivat. Kirjoittaja mainitsee, ettd esteettista ide-
ologiaa kritikoivia puheenvuoroja on alkanut
esiintya viime vuosina.

Seuraavaksi Regelski erittelee ja kuvai-
lee niitd tekemisen kasitteita, joita antiikin kreik-
kalaiset, erityisesti Aristoteles, kayttivat: mm.
praxis, techne, theoria. poiesis.
Praxiksen, osaavan tekemisen,
oikeutus mé&araytyi tilanteen sane-
lemasta “oikeasta lopputuloksesta”.
Regelski rinnastaa praxis-kasitteen
nykyisen toimintapsykologian kéasit-
teisiin “reflection-in-action” ja “the re-
flective practioner”. Theorian han
mieluusti nékisi nykymaailmassa
erilaisena kuin antiikin aikana:
mieluummin sellaisena tietdmisen
muotona, joka tukee praxista, ei aris- % :
toteelisena rationaalisena komemp!aanana Jolla
on arvo on omana itsendan. Han vihjaa, etta mu-
siikin teorian opetus konservatorioperinteessa
olisi usein vieldkin esoteerista rationalis-analyytti-
syydessaan.
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Elliott on nimennyt musiikkikasva-
tusndkemyksensa praksiaaliseksi. Regelski ei
vastusta praksiaalista nakékulmaa, vaan haluaa
saatesanoillaan luoda téalle ajattelutavalle edellista
vivahteikkaampaa argumentaatioperustaa.

Han tukee ajatusta musiikin valineel-
lisyydesta ihmisen olemisen ja vuorovaikutuksen
muotona. Musiikin ja musisoinnin tilanne- ja kult-
tuurisidonnaisuuden tulisi sanella musiikin arvo,
se, miten “hyvaa" se kulloinkin on. Lansimaiseen
Iahiperinteeseen on Regelskin mielesta kuitenkin
kuulunut asetelma: mita suositumpaa, sen arvot-
tomampaa musiikkia. Arvokkaana on yleensa pi-
detty sellaista, joka voi tyydyttda vain harvojen
makua.

Regelski katsoo musiikin valtavan moni-
muotoisuuden palvelevan ihmisten syvimpia
tarpeita. Mielekkyys (mindfulness) ja tarkoitukselli-
suus/suuntautuneisuus (intentionality) erottavat
toiminnan (action) pelkasta reagoin-
titasoisesta, totunnaisesta tai
epamielekkadstd kayttaytymisesta.
Regelski osoittaa johdonmukaisen
sitoutumisensa konstruktiivis-kognitii-
viseen ihmis- ja oppimiskasitykseen.
Sen perusteella eri musiikin lajit eivat
voi olla keskendén vertailtavissa;
yleista arvottamisen tasoa ei ole,
ihminen on kaiken mitta.

Koulun musiikinopetuksen
pysywmpana paamaarana han pitda konkreet-
tisia, “kasinkosketeltavia” tuloksia, joitten kautta
oppiminen tulee itseohjautuvaksi, siis oppijan
ohjaamaksi. Oppimisen arviointi, tekemisen arvo
ja patevyys seka motivaatio nousevat tassa filoso-
fisessa kontekstissa oppilaan omasta
merkitysmaailmasta.
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Regelski selostaa toimintaoppimista ja
praksiaalista musiikkikasitysta vertailemalla
ammattilaisia ja amatddrejd sekd kuvailemalla
musiikkikaytantoja eri kulttuureissa ja alakulttuu-
reissa. Musiikillisten prosessiarvojen pohdinnan
yhteenvedoksi kdynee tdsmennys produktion ja
reproduktion luonteista. Regelskin mukaan mu-
siikki ei ole reproduktiota, jossa pyrittaisiin uudel-
leenluomaan jonkun menneen kaytanndn piirteet,
vaan se on produktiota, joka nojaa alati uudis-
tuvaan ja inhimillisten padamaarien mukaiseen ny-
kyisyyteen.

Han korostaa, ettei musiikki ole proses-
sissa missdan tapauksessa toissijainen. Prak-
siaalisessa mielessa se ei koskaan ole pelkka
valine muihin, ulkomusiikillisiin padmaariin
nahden. Pikemminkin, keinot ja paamaarat, pro-
sessi ja produkti, ovat erottamattomia. Niiden
toisiinsa kytkeytyvat ehdot sanelee se intentio,
jonka musiikin tekemisen kulloinenkin konteksti
asettaa. Regelski vertaa musiikin siséisia ja
ulkoisia arvoja kolikkoon; toista puoliskoa ei voi
tuhlata tuhlaamatta toistakin. Prosessin ja pro-
duktin erottaminen toisistaan, kuten esteettinen
ideologia hénen mielestdan tekee, eristad mu-
siikin elaméasta. Lansimainen taidemusiikki ei
tdssa mielessa eroa muista musiikeista.

Regelski vaittaa, ettei sellainenkaan
intentio, jonka seurauksena muslikki on ajatuk-
sissa pelkkana itsenaan, voi olla esteettinen iimidé
Baumgartenin ja seuraajiensa hengessa. Nojaten
toisaalta antiikin kreikkalaisten aisthesis -
aisthetikos -kasitepariin ja toisaalta taivuttaen sita
nykyisiin nékemyksiin havaitsemisesta Regelski
painottaa, etta jo havaittaessa (aistittaessa) mer-
kitys konstruoidaan aktiivisesti.

Viimeisessd kappaleessa hdn pohtii,
olisiko praksiaalinen filosofia rinnakkainen
vaihtoehto esteettiselle ideologialle vai korvaisiko
edellinen jalkimmaisen kokonaan. Tdssa
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yhteydesséd han kasittelee erikseen esteettisen
kokemisen olemusta ja olemassaolog, ja esteetti-
sen ideologian oikeutusta musiikin ja musiikki-
kasvatuksen perustana. Regelski muistuttaa, etta
Elliott kieltaa kokonaan esteettisen kokemisen ole-
massaolon korvaten sen flow-kasitteelld. “Flow"
on identifioitu musisoinninnin yhteydesta ja kuvaa
optimaalista elamysta. Regelski itse sitoutuu es-
teettisen kokemuksen suhteen pragmaatikkojen
arvomadritykseen. Esimerkiksi niille, jotka uskovat
kokevansa esteettisia elamyksia ja senvuoksi kay-
vat konserteissa, esteettiset kokemukset “toteutu-
vat". Siind on pragmaattinen syy, siina on "oikea
tulos”. Regelski tulee paatelmaan, ettei esteet-
tisen kokemisen olemassaocloa voi patevasti
osoittaa. Silti se saattaa musiikillisen praksiksen
muotona (esim. kuuntelussa) toimia merkitysten
tuottajana.

Regelski ilmoittaa selkeasti vastus-
tavansa esteettistd ideologiaa musiikkikasva-
tuksen perustaksi. Tassa han toteaa olevansa
yht& mielta Elliottin kanssa. Perusteluna on, etta
filosofian pitaa kattaa kaikenlaiset musiikilliset
iimidt, kaikki musiikillisen “tekemisen” muodot, eri
tasoilla, erilaisissa tilanteissa ja ymparistoissa. Ja
se filosofia on hénelle praksiaalinen.
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Keith Swanwick

Music education: Is There Life
Beyond school?

A response to David Elliot

Institutionalising music education

Music education is not a visible problem
until it surfaces in schools and colleges,until it
becomes formal', institutionalised. If we want to
strum a guitar, get behind the plot of a Wagner
opera, play a sitar or sing in a chorus; then finding
a teacher,reading a book or joining a group may
be all we need to do. There is no need to form a
curriculum committee. People can copy jazz riffs
from recordings, ask friendsabout fingering or
chord patterns, learn by imitation - sitting next to
Nelly’, or confirm their musical orientation through
television, radio or record shops. Formal
instruction may not be necessary. Indeed, the
inclusion of music in an institutional curriculum is
where the trouble begins, where the selection of
materials or methodsand the identification of aims
and objectives can become an ideological
battleground. Yet it is important to keep a place in
schools and colleges for music. For some people
this may be the crucial point of access. For others
though, the contribution of educational institutions
to their own music education will be negligible and
could even be negative.

Unlike most if not all other school and
college curriculum subject areas, in the case of
music many alternative avenues of access are
open. The easy accessibility of music from the
ends of the earth; the availability of information
technology - including sound generation, record-
ing and reproduction; the rapid dissemination of
popular musics: all compete with conventional
curricula in schools, challenging and often de-
skilling teachers, putting them culturally off-side.
The consequence is that even in the primary school
many students will have very little time for school
music and are likely to see it as an increasingly
quaint musical subculture (Ross, 1995). Long ago,
Jacques-Dalcroze had already drawn attention
to this tendency of formal music edu-cation to
detach itself from mainstream cultures.

Before everything else, always make sure
that the teaching of music is worthwhile. And there
must be no confusion as to what is understood
by ‘music’. There are not two classes of music:
one for adults, drawing rooms, and concert halls,
the other for children and schools. There is only
one music, and the teaching of it is not so difficult
a matter as scholastic authorities are apt to
suggest at their congresses (Jacques-Dalcroze,
1967, first published in 1915: 93).

Dalcroze might not have thought the
matter to be quite so simple had he been exposed
to the range of music to which we all now have
access. But on his main point he is surely right.
School and college education too easily becomes
a closed system that leaves behind or gets left
behind ideas and events in the wider world.

For example, beginning in the 1950s, the
introduction of Orff instruments into school music
classrooms created a musical sub-culture,
characterised by decorative glissandi and circling
ostinati, played on specially designed classroom
instruments and based on pentatonic materials.
This was music designed for children, music
bearing little relationship to music elsewhere,
except when it begins to approximate the
Indonesian gamelan.

In the late 1960s came the influence of
modernism. In Britain and elsewhere we en-
couraged children to become performers and
composers of ‘texture’ pieces and to use alea-toric
devices - randomised lists of numbers and so on.
Pulse, tonality and modally defined pitch
relationships were suspended. So children
collected sound collages, recorded found sounds
in their environments and constructed graphic
scores. The word music was frequently dropped
altogether from books for use in schools and the
word ‘sound’ was substituted: New Sounds in
Class; Sound and Silence; Exploring Sound;
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Make a New Sound; Sounds Fun; Sounds
Interesting. Here was an attempt to begin again,
to make a new start without the clutter of inherited
classical traditions which are so easily seen as
opposed to the popular music industry and the
alternate musical preferences of many students.
Metrical rhythms and tonal pitch relationships
were discarded and attention was switched to
levels of loudness, texture and tone colour, But
in the evenings - after these distinctive school
experiences - the students went home and played
the Beatles and the Rolling Stones.

An alternative way of creating a school
musical subculture is discernable in North
America: it is called the High School Band.
Especially when given over to marching at ball
games, with a purpose-made repertoire, uniforms,
parade ground routines and majorettes. Yet on
graduating from school or leaving the band, a large
proportion of students appear to put it all behind
them. There appears little sign among adult
communities of continued engagement with music
more generally or on their instrument. The same
appears true for the choral programmes. Itis often
evident that the main aim of the class is to get a
programme of music in shape for public
performance, rather than to provide a rich musical
and educational experience. The teaching
method is accordingly very directive and there is
considerable repetition in rehearsal of a very small
repertoire, often giving rise to boredom. The real
musical interests of these students are likely to
lie elsewhere.

Reservations about per-
formance programmes in the USA
have been raised by several
American writers. These include
Leonard and House (1959) and
Reimer (1970, 1989), who warn
against placing an overemphasis on
performing ensembles and a
concentration on musical technigue
which works against musical
understanding. This critical stance
has a long history. Boethus, writing
in the sixth century, distinguished
between performers, composers and those who
listen in audience and appraise the music.

But the type which buries itself in

instruments is separated from the understanding
of musical knowledge. Representatives of this
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type, for example kithara players and organists
and other instrumentalists, devote their total effort
to exhibiting their skill on instruments. Thus, they
act as slaves, as has been said: for they use no
reason but are totally lacking in thought (In
Godwin, 1986: 48).

It is against this somewhat polemical
background and alongside the potential tension
between music in schools and music out there'
that the debate contrasting aesthetic education
and performance has re-emerged.

Aesthetic versus artistic education

In an attempt to situate the formal music
curriculum in relation to viable music cultures,
David Elliott urges us to affirm the centrality of
performance in music education (Elliot, 1995: 99).
In this he is in tune with most actual practice in
North American music education - focussed as it
is on bands and choirs. To do this he feels he
must counter what he sees as an inadequate
philosophy of music education, a philosophy
articulated most consistently in the USA by
Bennett Reimer. Elliott sees as his initial task as
the demolition of this aesthetic philosophy of
music education.

This deficient philosophy Elliott sees
resting on four commeon, basic and profoundly
wrong assumptions: that music is a collection of
objects or works; that these musical works are
for listening to and that there is only one way of
listening, aesthetically and with attention to the
structure of the work; that the value
of these works is always intrinsic,
internal; that if we listen correctly to
these pieces we may achieve a
distinctive aesthetic experience (23).

This is something of a
caricature of the views of Reimer and
certainly misrepresents the other
writers he wants to cluster together
as collectively promoting the
aesthetic concept of music
education'. Forinstance, he believes
that Swanwick (1979) fails to explain how music
can stir and move people (35) and apparently that
the philosopher Langer denies that music can
arouse feelings (38). This Is surely false. Langer
is certainly concerned to distance herself from
self-expression as an artistic aim and seeks to
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differentiate between elicited and presented
feeling, between roused feelings and their logical
form. Music can articulate feelings without
becoming wedded to them (Langer 1942, 1957:
244). For Langer, music reflects the morphology
of feeling and she observes that, for example,
some sad and some happy conditions may have
a very similar morphology (238). We should
remind ourselves that Langer also said: But this
explanation of music as a high abstraction, and
musical experienceas a purely logical revelation,
does not do justice to the unmistakably sensuous
value of tone, the vital nature of its effect, the
sense of personal import which we meet in a great
composition - - (239).

Some of us may also wish to affirm that
these values exist not only in response to the
great composition but are potentially present in
any musical performance, when it really is
musical.

For myself, in an earlier book and far from
subscribing to the formal neutrality of aesthetic
experience, | preferred to contrast the aesthetic
with the anaesthetic, feeling more not less. Critical
of the formalist or structural view taken by Meyer,
| said: The problem is that it fails to connect
musical experience with other experience in any
direct way. Music has once again been removed
from life, turned into a kind of game, if of an
intellectual kind. It seems more likely that
expectation and surprise are part of the
mechanism of engagement with the work. It is how
we are kept interested and involved, is how we
are brought into action with prediction, speculation
and ideas about what is happening and what is
likely to happen, and in all this there is obviously
likely to be a trace of excitement. But it is not the
prime source of high aesthetic pleasure. The peak
of aesthetic experience is scaled only when a work
relates strongly to the structures of our own
individual experience, when it calls for a new way
ororganizing the schemata, or traces, of previous
life events. This experience of seeing things by a
new light is called by Koestler ‘bisociation"(1949).
It is a 'eureka’ experience, what Langer calls the
triumph of insight: we discover in the work a ‘point
of view' that seems to us at the moment to be a
kind of revelation. In this area is located what Clive
Bell called the ‘aesthetic emotion’, what Edmund
Gurney calls ‘emotional excitement of a very
intense kind', and what Reid calls a new and
individual ‘feeling-experience' (Swanwick 1979:
36).
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This hardly supports Elliott’s claim that
there is here no explanation of how people are
moved and stirred by music. This passage alone
draws attention to affective, situated musical
engagement. Elliott is thus quite wrong to say
that to listen aesthetically is not to connect sounds
to other human concerns (p. 33). Eventually he
is compelled to settle for a description of music
as the diverse human practise of constructing self-
growth, self-knowledge, and optimal experience.
He agrees that musical experiences tend to be
characterised by intense absorption and
involvement. This view seems not so very far away
from the actual rather than the caricatured
aesthetic position.

Elliott identifies the absolutely essential
elements of performance as the interpretation of
a musical design that evinces standards and
traditions of practice. There is also transmission
of cultural - ideological information (199). The
same could be said about any activity. There are
presumably standards, traditions of practice and
ideological information in pornography or torture.

| would define performance somewhat
differently and more positively. In any artistic
practice it not only matters we shall find people
engaging with the materials of their craft - colours,
words, sounds and so on; they will also be
shaping these materials expressively and creating
new formal relationships within or across
particular idioms or traditions. In this way we
engage in what Oakeshot calls the skill and
partnership of conversation. A consequence of
this is the excitement of insight of which Langer
has written. In one of my books | discuss Miles
Davis' Flamenco Sketches.

What then, is this music really about - -?
It is about sound materials,especially the
Phrygian mode falling characteristically to its tonic
by a half-tone, embodied in a chorus returning at
the end of each solo over gently sketched textures;
it is about a certain way of feeling; it embodies a
particular view of the world, that of Miles Davis
and the other musicians; it is about the idioms of
jazz, blues and echoes of flamenco, their potential
relationships and our expectations of change and
affirmation; it is about the commitment of
musicians to music as a powerful form of
discourse, able to transcend time and place and
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the limitations of any single human mind. It is
about what Robert Pirsig calls quality and musical
experience can indeed be quality; for the concept
of quality contains within it the sense of freedom
that we find in this margin of manoeuvre
(Swanwick, 1994: 175-176) .

If this is the aesthetic philosophy, then |
for one am happy to stand accused. The real issue
is the confusion between the artistic and aesthetic,
a philosophical muddle which Elliott rightly
castigates. Apart from generating conceptual
confusion, such semantic conflation tends to
essentialise artistic experience into one entity
instead of recognising different forms of discourse,
with consequent implications for teaching method,
time and resources within the curriculum. This is
certainly not a novel criticism.

Many of us have at times been drawn to
the idea of the 'aesthetic’ underlying the aris, a
central, unifying concept. In A Basis for Music
Education, | made much of the term (Swanwick
1979) but | notice that it hardly appears in a later
book - left out almost by accident - a subconscious
conceptual shift from an unsatisfactory position
(Swanwick 1988) - -

- - aesthetic awareness is a necessary
but not sufficient condition for artistic
understanding (Swanwick, 1994: 32).

Aesthetic experience is usually an
unlooked-for gift and the first sunset may be the
most powerful sunset experience. Artistic rewards
are earned by participation in traditions and
learned by rubbing up against the
artifacts (34).

Let us then agree with Elliott
and - ignoring the various pseudo-
problems he has created - agree that
music is a distinctive form of
discourse. By definition all discourse
takes place within a network of
cultural conventions and all
discourse also makes it possible for
individuals to make a unigue
contribution.

As civilised human beings, we are the
inheritors, neither of an inquiry about ourselves
and the world, not of an accumulating body of
information, but of a conversation, begun in the
course of centuries. [t is a conversation which
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goes on both in public and within ourselves. - - -
Education, properly speaking, is an initiation into
the skill and partnership of this conversation - -
Oakeshot, M. (1992: 198-9).

Music is one important and universal
strand of this conversation. What then are the
implications for formal music education?

The ideal music curriculum

Educationally and socially there are what
Elliott calls interdependencies between com-
posing, performing, conducting, improvising and
arranging. However, it is on performance that
Elliott lays his stress and this fits fairly comfortably
into typical North American curriculum practice.

Composing is also an important way of
developing musicianship and immersing students
in musical practices. But unless or until students
come to know the essential nature of music works
as performances, compaosing should not be the
primary way of developing musicianship. Instead
(and time permitting), | suggest that composing
as a reasonable and important supplement to the
development of students' musicianship through
performing and improvising - (p. 173).

It could be argued that composing gives
more decision-making to the participant, allowing
more scope for cultural choice and is more likely
to avoid the snare of treating music as object.
This is not a question of time permitting but a
necessny giving students an opportunity to bring
through their own work to the micro-
culture of the classroom ideas from the
music out there in their ex-perience.
In many of the best British classrooms
- and not are all good of course -
composing is a highly de-veloped
musical process, though where it
amounts to no more than playing
around with sounds it is hard to justify.
Performing too can be a mixed
educational blessing. Work in large
groups can often stifle individual con-
tributions and the repetition of
rehearsal for public display can produce a state
of mindlessness orboredom. The larger and more
centrally directed the performing group, the more
likely this is. To counter this, Elliott advocates
breaking whole classes and choruses into smaller
groups to identify and solve performance
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problems for themselves.

Even so, both composing and perform-
ance as single educational activities limit us to
what we can ourselves play or sing. If formal
music education is to help us into ongoing,
situated musical discourse, it should offer more
than this. Also in the world outside of classrooms
is the'‘conversation’ of musical thinking from other
times and places, recorded and in live
performance. Access to this must also be part of
the experience of students in formal education.
Composing, performing and audience-listening
each have their part to play. In this way individual
differences of students can be respected, for we
all ultimately find our own way into music.

But how is this to be achieved?There
needs to be radical re-thinking of how time and
resources are used. | can only hint at them here.
Amusic‘class’should be aplace where the major
activities of composing-listening, performing-
listening and audience-listening all take place in
relation to music over a cultural range. Smaller
groups than whole class or whole band or whole
chorus are essential for student interaction,
musical decision-making and individual choice.
Information technology opens up the possibility
of more individualised engagement.

There has also to be openness to wider
musical encounters. Students at some stage
ought to work alongside musicians, composers
and performers. These potentially rich activities
often permit children to engage with music in their
own way and at their own speed, with low levels
of curriculum sequencing towards pre-specified
learning outcomes. Involvement in these projects
can have different levels of meaning for different
individuals. These activities are also ‘authentic’.
They act as a corrective against the perpetuation
of the sub-cultures of school music.

Included in any future agenda is the
actualisation of these ideals and a recognition that
school and college is only one agent of music
education. Its role needs careful definition. |
conclude with one more guotation from my own
writing which | think encapsulates my praxis of
music education and suggests where we might
look in working out the role of formal education.

(The) first and unique aim of music
education in schools and colleges is to raise to

consciousness and purposefully and critically
explore a number of musical procedures,
experienced directly through the reality of various
inter-cultural encounters. A second aim is to
participate in creating and sustaining musical
events in the community, events in which people
can choose to be involved and thus contribute to
the rich variety of musical possibilities in our
society.

In these ways, we avoid transmitting a
restrictive view of music and of culture and may
help to keep prejudice at bay. Human culture is
not something to be merely transmitted,
perpetuated or preserved but is constantly being
re-interpreted. As a vital element of the cultural
process, music is, in the best sense of the term,
recreational; helping us and our cultures to
become renewed; transformed (Swanwick,
1988:118-119).

If a performance or any other music
education programme picks up these qualities,
then it can indeed be justified.
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Musiikkikasvatus: Onko
koulun ulkopuolella
elamaa?

Tiivistelma Keith Swanwickin artikkelista

Marjut Laitinen

Swanwickin puheenvuoro on vastine
David Elliottin ajatuksiin, jotka on esitetty kirjassa
“Music Matters" (1995).

Swanwickin tekstin laukaisee liikkeelle
véite, ettei musiikkikasvatus ei ole nakyva
ongelma ennenkuin se virallistetaan ja institutio-
nalisoidaan, siis ennenkuin se iimaantuu kouluihin
ja korkeakouluihin. Vasta sitten tarvitaan opetus-
suunnitelmien laatijoita ja tydryhmia. Vasta sitten
alkavat ongelmat. Alkavat materiaalien ja
tydmuotojen valinnan ongelmat - ja jopa ideolo-
giset taistelut tavoitteiden tiimoilta. Swanwickin
vaitteiden sarja paattyy toteamukseen, etta eréille
on keskeisen tarkeda musilkin séilyminen
kouluissa tai korkeakouluissa, toisten mielesta tal-
lainen asiantila voi olla jopa kielteista.

Musiikki poikkeaa useimmista koulu-
aineista ja tiedonaloista siina, ettd se tarjoaa
monia vaihtoehtoisia lahestymistapoja. N&in tode-
tessaan Swanwick viittaa tietotekniikkaan,
studiotydskentelyyn ja populaareihin tyyleihin
perinteisen musiikinopetuksen kilpailijoina.
Taitoihin ja kulttuureihin, jotka sysaavat opettajan
sivuraiteelle. Swanwick karjistda eroja koulu-
musiikin ja kouluelaman ulkopuolisen harrasta-
misen vélilla vetden esimerkkejd musiikkikasva-
tuksen lahihistoriasta sekd& Euroopassa ettd Yh-
dysvalloissa.

Toisessa padkappaleessa Swanwick
kiistaa ja jyrkasti kritikoi Elliottin vaitteita siina
muodossa kuin tama on niitd esittanyt kirjassaan,
ja niilta osin kuin Ellioft niputtaa ja leimaa “es-
teetikot" vastapuolekseen. Swanwick nostaa esiin
virheellisind pitdmiaan tulkintoja ja puuttellisina
pitamidan perusteita.
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Mita hyvassa opetussuunnitelmassa
tulisi sitten olla? Swanwick toteaa, ettd Elliott
korostaa musiikin esittdmisen (performance), mu-
sisoinnin merkitysta. Swanwickin mielesta Elliottin
nakemys pohjaa vallitsevaan amerikkalaiseen
koulumusiikin kulttuuriin, jolle vahvan leimansa
antavat kuorot ja ennenkaikkea pelikenttien soit-
tokunnat. Esittamisen lisdksi olisi jo alunpitden
tarkeda opettaa luovia musiikin tekemisen muo-
toja (composing) ja niihin liittyvié yleisid luovuuden
valmiuksia. Ndiden molempien puitteissa musii-
killinen liikkuma-ala voi kuitenkin olla vain sitd,
mité oppilas osaa tehda. Musiikkikasvatuksen
pitdisi siis tarjota vield muutakin. Swanwick tay-
dentaa tyomuotojen luetteloa kuuntelulla (au-
dience-listening). Sen avulla syntyy vuorovaiku-
tus laajemmalle musiikkiin ja kulttuureihin.

Artikkeli huipentuu Kirjoittajan oman
teoksen (Music, Mind and Education 1988)
ajatuksiin musilkista kulttuurisen prosessin elin-
voimaisena osana. Tassé prosessissa musiikki
parhaimmillaan on uudelleenluovaa; se auttaa
meitd ja kulttuurejamme muuttumaan ja uu-
distumaan.

Keith Swanwick toimii professorina Lontoon
Vliopiston kasvatustieteen tiedekunnan musiikin
laitoksella.

Pentti Maattanen
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Pentti Maattanen

Pragmatistista musiikin filosofiaa

David ]. Elliott musiikista ja musiikkikasvatuksesta

Musiikki, viini ja uni tuottavat mielihyvaa
ja huojentavat hualia, totesi Aristoteles. Musiikki
kehittaa ajattelukykyd, mité ei ehka parane sanoa
viinista ja unesta. Musiikki myds muovaa luonnetta
totuttamalla ihmiset iloitsemaan oikealla tavalla,
Imeisesti siksi etta sielumme on savellajien ja
rytmien sukulainen.

Aristoteleen jélkeen filosofit ovat esitta-
neet muitakin kasityksia musiikin perimmaisesta
olemuksesta. Schellingin mukaan musiikki sym-
boloi substanssin puhdasta ykseytta, savellykset
ovat ikuisten oliciden fenomenaalisia ilmentymia.
Schopenhauer on samailla linjoilla vaittden mu-
siikin olevan metafyysisen Tahdon kuva ja vali-
tonta objektivoitumista.

Darwin puolestaan oletti musiikin juon-
tavan juurensa primitiivisten esi-isiemme tavas-
ta riiustella parittelukumppania eri vokaaleja
kiimaisesti ulisten. Kasitys musiikin tunteita
nostattavasta voimasta on kylla jonkin verran
muuttunut nykyisessé estetismissa, jossa elay-
dytaan savellysten muotokieleen konserttisalissa
istuen - liikkumatta, rykimatta ja rapistelematta.

Kirjoittajilla nayttda olevan tapana tar-
kastella musiikkia osana yleisempaa nakemys-t3,
omaansa tai aikakaudelleen tyypillistd, mik& on
varsin luonnollista. David J. Elliott suhteuttaa paitsi
musiikkikasityksensa, myés itse musiikin
kontekstiinsa, koulutuksen ja harjoittelemisen,
esittamisen ja kuuntelemisen sosiaaliseen ja
historialliseen kontekstiin. Tama on tervetullut
vaihtoehto erilaisille elitistisille estetismeille.

Elliott kutsuu késitystdan praksiaaliseksi
musiikkikasvatuksen filosofiaksi Aristoteleen
praksis-kasitteen mukaan. Elliott erotiaa toisistaan
toiminnan eli praksiksen ja taidon (tekhne, ks.
Elliott 1995, 69). Praksis on valistunutta, kriittista
ja tilannesidonnaista toimintaa vastakohtana
pelkélle tehtavan oikealle suorittamiselle. Jostain
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syysta Elliott jattaa mainitsematta erottelun
praksiksen ja poiesiksen eli tuottamisen valilla.
Erottelu perustuu tekemisen tavoitteeseen (felos).
Toiminnan tavoitteena on toiminta itse, kun taas
tuottamisen tavoitteena on itse tuottamisesta
erillinen asia, tuote. Taito, osaaminen (tekhne) on
tuottamiseen liittyva asia.

Musiikin ymmartaminen praksiksena
poiesiksen vastakohtana johtaa tarkastelemaan
musiikin luonnetta toimintana, jonka tavoiteena ei
ole erillisen musiikkikappale-nimisen olion
tuottaminen kapellimestarin katiléiméana kuin
gallerian seindlle ikaan konserttiyleisén esteet-
tisen arvioinnin kohteeksi. Tammdinen kasitys
musiikista perustuu sadan vuoden takaiseen
metafysiikkaan, jossa postuloitiin milloin min-
kakinlaisia abstrakteja absoluutteja arvoisien
nerojen kontemploitavaksi. Elliottin nakokulmas-
ta musiikki on pikemminkin esittamisen ja kuun-
telemisen vuorovaikutusta, toimintaa jonka ta-
voitteet ovat sidoksissa itse toimintaan.

Musiikin praktinen luonne sopii hyvin
yhteen myds sen kanssa, mita Elliott pitdd musi-
soinnin arvoina: henkinen kasvu (self-growth),
itsetunnon kehittdminen (self-knowledge) ja
elaytyminen (flow). Musiikki ei siis ole itse-
tarkoitus. Soittaminen, laulaminen ja kuuntele-
minen ovat osa elamaa, musiikin arvot ja tavoit-
teet liittyvat eldman yleisiin arvoihin,

Termi praksiaalinen ei ole kovin yleinen.
Sita kayttaa vain muutama pohjoisamerikkalainen
musiikkikasvattaja. Tavoitteena on ilmeisesti
joukosta erottautuminen ja omien nékemysten
markkinointi. Yhta hyvin voisi puhua pragma-
tistisesta musiikin filosofiasta, etenkin kun Elliott
kayttaa hyvaksi myds John Deweyn ajatuksia.

Dewey vertasi filosofointia kartan

tekemiseen, jossa oleellista ei ole kartan ja
todellisuuden vastaavuus, vaan se ettd kartta
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Darwin puolestaan oletti musiikin juontavan juurensa primitiivisten esi-isiemme tavasta
rilustella parittelukumppania eri vokaaleja kiimaisesti ulisten.

auttaa toimimaan, l6ytamaan paamaaran, ratkai-
semaan ongelman. Eksyksissa oleva haluaisi
kernaasti |16ytaa kotiin ja yrittdd muodostaa
kasityksen todellisen sijaintinsa ja maaranpaansa
vélisesta suhteesta tavoittena vain yksi asia: Mihin
suuntaan lahtea? Hyvéa kartta auttaa I6ytamaan
kotioven, mahdollistaa halutun toiminnan.

Elliott kuvaa musiikin kuuntelua samaan
tapaan (s. 141). Kokenut kuulija tietdd missé
mennaan, mista on tultu ja mihin ollaan menossa.
Hén osaa ennakoida, kuvitella, yllattya ja arvioida
perinteen yllapitamien ja muovaamien kriteerien
avulla. Noviisi puolestaan on ikaan kuin
eksyksissd eikd osaa hahmottaa ja jasentéaa
kuulemaansa yhta hyvin.

Miten tullaan hyvaksi kuuntelijaksi?
Elliottin vastaus on sama kuin Deweynkin:
tekemalla oppii. Kuunteleminen ja esittaminen
liittyvat |aheisesti toisiinsa, eika kyse ole vain siita,
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etta soittotuntien my6ta tutustuu moniin musiikkiin
liittyviin asioihin, jotka muutoin saattaisivat jadda
vahemmalle. Havaitseminen ja toiminta muo-
dostavat kognitiivisen kokonaisuuden, jonka
kehittyminen ja eriytyminen edellyttad kumman-
kin puolen harjaannuttamista.

Esittdmisessa ei ole kyse vain savelten
tuottamisesta vaan liilkkeesta, motoriikasta. Tanssi
on siis tarkea osa musiikkikasvatusta, ja onpa sita
korostettu myds ihmisen lajikehityksen kannalta
(ks. Donald 1991). Ehkei Darwin ollutkaan aivan
vaarassa...

Musiikki on siis ennen muuta toimintaa.
Elliott korostaa, etta musiikillinen tieto on
olemassa itse toiminnassa. Musiikillinen ajattelu
on kontekstuaalista, ei-verbaalista ja ruumiillista
ajattelua, joka toteutuu lilkkeen ja havainnon
ykseytena. Tama el tietenkaan tarkoita, etta
musiikkia kuunnellessa pitdisi aina hytkya. Kyse
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Késitys musiikin tunteita nostattavasta
voimasta on kylla jonkin verran muuttunut
nykyisessa estetismissa, jossa eldydytaan
savellysten muotokieleen konserttisalissa

istuen - liikkumatta, rykimatta ja
rapistelematta.

on havaitsemisen eli musiikillisen erittelemisen
kyvyn kehittdmisesta harjoittelemisen, esittamisen
ja kuuntelemisen kontekstissa.

Elliottin kasitys musiikillisesta ajattelusta
kay varsin hyvin yksiin kognitiivisen psykologian
ja kognitiotieteen kehityksen kanssa. Jean
Piaget'sta ja L.S. Vygotskysta alkaen on
psykologiassa ollut ajattelun ja toiminnan suhdetta
korostavia suuntauksia, ja tama ajattelutapa on
viime aikoina noussut yha vahvemmin esiin. Pitkat
ajat valtavirtauksena ollut reduktionismi, jossa
tietoisuus redusoidaan eli palautetaan aivo-
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jossa korostetaan tietoisuu-
den ruumiillista ja kontekstuaalista aspektia.

Aivot ovat ajattelun elin, mutta eivat
aivot ajattele, vaan ihminen ajattelee aivoilla,
Jalat ovat juoksemisen elin, mutta jalat eivat
juokse. Kylla siihen tarvitaan koko rakkine.
Tietoisuus on tasta nakdékulmasta pikem-

minkin ihmisen ja ymparistén vuorovaiku-
tuksen ominaisuus, ei aivojen ominaisuus (ks.
lahemmin esim. Maattanen 1995, 5. luku).

Juuri tatd kontekstuaalista ja
ruumiillista nakékulmaa Elliott korostaa
kasityksissdan musiikista. Sitakin
allistyttavampaa on, etta tietoisuuden yleista
luennetta tarkastellessaan Elliott viittaa vain

kirjallisuuteen, jossa tietoisuus

ymmarretdan reduktionistisen materialis-
min mukaisesti vain aivotoiminnaksi. Tata
vol pitda jonkinasteisena ristiriitana,
joskaan ei korjaamattomana. Vahalla
vaivalla loytaa Elliottin musiikkikasityk-
seen paremmin sopivaa kirjallisuutta
ihmismielen luonteesta.

-ye
e Asian voi kyllda esittaa
positiivisemminkin. Elliott on musiikin ja
musiikkikasvatuksen luonnetta
pohtiessaan paatynyt nakemykseen,
joka on nousemassa esiin myos yleisemmalla
tasolla.

Filosofian alalla on liikkeen ja konteks-
tuaalisuuden merkitystd korostettu ainakin
Spinozasta lahtien, jonka vastikdan suomennettu
paateos Etiikka siséltad aiheen klassisen mutta
varsin abstraktin ja vaikeatajuisen kasittelyn.
Perusajatus on, ettd ihmisen ja ympériston
tiedollinen suhde perustuu liikkeeseen, ja
havaitseminen on vasta toisella sijalla, olkoonkin
ettd introspektio kertoo toista.

Toinen tarkea kirjoittaja on Charles S.
Peirce, jonka pragmatistiset ideat sopivat Elliottin
musiikkindkemyksen filosofiseksi taustaksi
vahintaan yhta hyvin kuin Deweynkin ajatukset.
Itse asiassa Peirce oli johtohahmo Metafyysisessé
klubissa, jonka suljetussa piirissa pragmatismin
paaperiaatteet ensimmaista kertaa muotoiltiin
viime vuosisadan puolella.

FJME Vol. 1 No 1 1996




Peircen mukaan uskomukset (mielentilat)
ovat viime kadessa vakiintuneita toiminnan tapoja.
Toiminnan tavat ja taidot ovat siis paitsi tiedon
iimenemisen myés tiedon olemassaclon muotoja.
Peirce myds maaritteli tietoisuuden yksilon ja
ymparistén vuorovaikutuksen ominaisuudeksi.

Musiikkiin sovellettuna tasta saa jok-
seenkin mutkattomasti Elliottin perusteesin:
Musiikin tekeminen on ei-verbaalista, tilanne-
sidonnaista ja ruumiillista (embodied) ajattelua.

Talla ei tietenkddn tahdota kiistda teo-
reettisen ja havaintotiedon olemassaoloa ja
merkitysta. Kyse on pikemminkin usein kokonaan
sivuutetun nakékulman voimakkaasta koros-
tamisesta. Tuloksena on musiikkingkemys, johon
mahtuvat kaikki musiikin lajityypit, joka suhteuttaa
musiikin historialliseen ja sosiaaliseen kontekstiin,
perinteeseen, ja on kiinnostava myos filosofian
ja kognitiotieteen nakokulmasta.
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Three Stages in the Evolution of Culture
and Cognition, Harvard University Press,
Cambridge, Mass.
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David J. Elliot and
pragmatic musical
philosophy

Summary

D. J. Elliot links music to its social and
historical context and to traditions of practice and
performance. Standing behind his ideas is the
Aristotelean distinction between praxis and
poesis. Pragmatism finds a place in his thinking
through John Dewey, but Charles S. Pierce would
be equally admissible. Elliot's emphasis on the
commonality of thought, perception and action
leads to a vision of the nature of musical knowl-
edge in its historical, practical and physiological
manifestations. Similar ideas have recently made
their appearance in the fields of philosophy and
cognitive psychology.

Pentti Maattanen

FT Pentti Maattanen toimii tutkijana
Helsingin yliopiston filosofian
laitoksella.
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Eija Kauppinen

Musiikinopettajan 16ytoretki
musiikkikasvatuksen filosofiaan

Suomalaisissa kouluissa on talla hetkelld
esilla kaksi tarkeaa sanaa : kilpailu ja laatu . Ne
nahdaan erottamattomina. Kilpailu parantaa
laatua, ja laatu parantaa kilpailukykya. Oppiai-
neiden ja koulujen vélinen Kilpailu nostaa
opetuksen tasoa. Matematiikan ja kielten opis-
kelun valinnaisaineina katsotaan antavan
paremmat mahdollisuudet kilpailla opiskelu- ja
tyopaikoista. Parempi matemaattinen osaaminen
ja monipuolisempi kielitaito lisad Suomen
kansainvalista kilpalukykya. Ajan henki on
kilpailu.

Miten tassa tilanteessa on kdynyt musii-
kille? Jokainen musiikinopettaja tietda vastauk-
sen; valinnaisuuden lisdamisen varjolla musiikin
tuntimaara on laskettu ylaasteella minimiin. Talla
hetkelld musiikkia ei koeta tarkeéksi oppiaineeksi.
Tilanteeseen on varmasti monta syyté, joista
eraitd ovat asiatiedon arvostaminen ja kilpailun
lisaantyminen.

Uuden tuntijaon astuttua voimaan huo-
masin, ettd minun taytyi osata perustella musiikin
asemaa oppiaineena omassa koulussani. Edes
musiikkiluokkien olemassaolo ei ollut enaa
itsestdanselvyys. Talla hetkella minun on osattava
kertoa oppilaiden vanhemmille, miksi heidan
lastensa kannattaa valita musiikkia valinnais-
aineeksi. Omaa ajattelua teravoittadkseni paatin
tutkia, mita musiikinopetuksesta sanotaan
musiikkikasvatuksen filosofiaa kasittelevassa
kirjallisuudessa. Havaitsin pian, ettd ensimmainen
selvitettava kysymys oli, mita musiikki on.

Kysymys musiikin olemuksesta on
idisyyskysymys. Sitd ovat pohtineet jo antiikin
Kreikan filosofit. Musiikinopettajan tyén kannalta
kysymys on kuitenkin niin oleellinen, etté sita
kannattaa miettid. Mita itseasiassa ajattelen
musiikista? Se on koko opetustyoni perusta. Myos
musiikkikasvatuksen filosofin ensimmainen
tehtédva on maaritella, mitéd musiikki on. Musiikkia
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madrittelemattad ei voi muodostaa uskottavaa
teoriaa musiikkikasvatuksesta.

Loytoretkeni ensimmaiseksi kohteeksi
valitsin Bennett Reimerin vuonna 1970 julkaise-
man teoksen A Philosophy of Music Education.
Se on esteettisen musiikkikasvatuksen perusteos,
jonka uusintapainos ilmestyi 1989. Reimerin
jélkeen brittilainen vaikuttaja Keith Swanwick
julkaisi vuonna 1979 oman musiikkikasvatuksen
filosofiansa A Basis for Music Education. Se on
toinen kohteeni. Kolmas kohteeni on teoksista
uusin, David J. Elliottin vuonna 1995 iimestynyt
Music Matters: A New Philosophy of Music Edu-
cation.

Teoksessaan Bennett Reimer ei anna
selvda maaritelmaa musiikista. Hdn hahmottaa
kuvaa musiikista selvittdmalla taiteen olemusta
yleisesti. Reimerin (1989, 27) teorian yhtend
l&htékohtana on taidekasitys, jonka mukaan taide-
teoksen arvo ja merkitys ovat sisdisid; ne ovat
taiteellisten kvaliteettien toimintaa. Saadakseen
sen, mita taideteos voi antaa, pitaa paneutua sen
sisaltoon.

Reimerin toisena lahtokohtana on ajatus,
jonka mukaan henkilokohtainen vastaanot-
tavaisuus vaikuttaa kaikkeen inhimmilliseen
kokemiseen. Tunteminen (feeling) vaikuttaa
siihen, mitd olemme ja mitd teemme. (Reimer
1989, 46.) Reimerin mukaan musiikilla on kyky
tuoda ilmi tdman tuntemisen olemus. Hanen
taiteen maéaritelméansa kuuluu: taide on
iimaisevaksi jarjestettya maleriaalia. Héan jatkaa
toteamalla, ettd on hyva huomata, ettei
madritelma sano mitddn taiteen laadusta.
Taideteos voi olla hyvé tai huono, ja se on siita
huolimatta taidetta. (Reimer 1989,94-95.)
Aikaisemmin kirjassaan Reimer (1989, 51)
kuitenkin toteaa, etta jokainen hyva taideteos on
hyvé, koska sen taiteelliset kvaliteetit ovat
onnistuneet vangitsemaan tunteen inhimillisest&

52

tuntemisesta (a sens
Pohtiessaan esteettista k
vield: Art works are expre
vital conditions of livingr
tured so that people cari
rience them. The condit
of organic existence - are
qualities of art works. (I

Reimer kayitaa
tavoin. Han puhuu sis
taiteellisista, iimaisullisi
olennaisista seka inl
kvaliteeteista. Tama n
Reimerin ajatusten |
esipuheessa han kuiten!
taiteelliset, musiikilliset
tarkoittavat useimmiten
naita kvaliteetteja ovat |
jne.(Reimer 1989, 16).F
merkitys on siis naide
toimintaa, jossa saa |l
orgaaninen olemassaol
seva muoto, jonka elin
kvaliteettien havainnoi
tarjoavat esteettisen
1989,102).

Keith Swanwic
Basis for Music Educ:
musiikin olemuksesta
merkitysta ettd musii
suhdetta. Han kiteytt:
vaittamaksi, jotka ovat
nédkemysten kanssa.
mukaan musiikkilla ¢
koska se saa liikkeen
tunnekokemusten malle
Esteettinen kokemus £
skeemojen uudelleer
sestd. (Swanwick 197

Reimer ja Sw
ole ajatuksineen yksi
meista musiikinopettaji
samoin , silla Reimer
edustavat perinteists
musiikkikasitysta: mus
on teoksia, saveltdja s
tulkitsee séveltdjan teo
esteettistd kokemista.
sitd henked, jossa I
koulutettu. Me olemme




tuntemisesta (a sense of human feeling).
Pohtiessaan esteettistd kokemusta Reimer toteaa
vield: Art works are expressive forms in which the
vital conditions of livingness have been cap-
tured so that people can regard them and expe-
rience them. The conditions of life - the rhythms
of organic existence - are embodied in the artistic
qualities of art works. (Reimer 1989, 102.)

Reimer kayitdad kvaliteetti-sanaa monin
tavoin. Han puhuu sisaisista, musiikillisista,
taiteellisista, ilmaisullisista, esteettisista, taiteen
olennaisista seka inhimillisen kokemuksen
kvaliteeteista. Tama moninaisuus vaikeuttaa
Reimerin ajatusten tulkintaa. Teoksensa
esipuheessa han kuitenkin ilmoittaa, etta sisaiset,
taiteelliset, musiikilliset ja esteettiset kvaliteetit
tarkoittavat useimmiten samaa asiaa. Musiikissa
naita kvaliteetteja ovat melodia, rytmi, harmonia
jne. (Reimer 1988, 16). Reimerin mukaan musiikin
merkitys on siis naiden musiikin elementtien
toimintaa, jossa saa ilmauksensa rytminen ja
orgaaninen olemassaolo. Musiikkiteos on ilmai-
seva muoto, jonka elinvoimaisuutta ilmaisevien
kvaliteettien havainnointi ja vastaanottaminen
tarjoaval esteettisen kokemuksen (Reimer
1989,102).

Keith Swanwick kehittaa teoksessaan A
Basis for Music Education (1979) teoriaansa
musiikin olemuksesta pohtien sekd musiikin
merkitysta ettd musiikin ja tunteiden valista
suhdetta. Han kiteyttdd pohdintansa neljaksi
vaittamaksi, jotka ovat samansuuntaisia Reimerin
nakemysten kanssa. Swanwickin
mukaan musiikkilla on merkitys,
koska se saa likkeen keinoin esiin
tunnekokemusten malleja, skeemoja.
Esteettinen kokemus syntyy naiden
skeemojen uudelleen jarjestami-
sesta. (Swanwick 1979, 37-38.)

Reimer ja Swanwick eivat
ole ajatuksineen yksin. Useimmat
meista musiikinopettajista ajattelevat
samoin , silla Reimer ja Swanwick
edustavat perinteistd lansimaista
musiikkikasitysta: musiikki on taidetta , musiikki
on teoksia, saveltdja saveltda musiikkia, esittaja
tulkitsee saveltajan teoksen,vastaanottaminen on
esteettistd kokemista. Heidan ajattelunsa ilmentaa
sitd henkea, jossa meidat on kasvatettu ja
koulutettu. Me olemme perehtyneet ensisijaisesti

lansimaisen musiikin teoksiin soittaen ja laulaen
seka muotonalyysia, historiaa ja musiikin teoriaa
opiskellen. Meidan musiikillinen osaamisemme on
pitkélle hioutunutta, ja arvostamme yli kaiken
kauniisti soivia esityksid. Meille monille musiikki
on teoksia ja niiden tulkintaa.

Teoksessaan Music Matters (1995) David
J. Elliott asettaa kyseenalaiseksi seka Reimerin,
Swanwickin etta kaikkien muiden esteettisen
musiikkikasvatuksen edustajien nakemykset.
Hanen ajatuksenaan on, ettei musiikki ole vain
kokoelma erilaisia teoksia, vaan jotain, mita
ihmiset tekevat. liman tarkoituksellista inhimillista
loimintaa ei ole musiikillisia dani4 eika teoksia.
(Elliott 1995, 39.)

Jos musiikki on inhimillisen toiminnan
muoto, edellyttda sen olemassaoclo Elliottin
(1995,39) mukaan tekijaa, tuotetta ja toimintaa.
Tama ei kuitenkaan viela riita, silla tekija toimii
aina tietyissa olosuhteissa, kontekstissa. Ellioft
(1995,40) toteaa musiikin olevan nelidimensio-
naalinen kasite, jossa ovat mukana musisoija
(musicer), musisointi (musicing), musiikki seka
konteksti, jossa tekeminen tapahtuu. Han
tarkentaa kdyttavansa sanaa ‘musicing’
yhteisnimityksena, joka kasittdaa kaikki musiikin
tekemisen viisi muotoa eli esittamisen,
improvisoinnin, sdveltdmisen, sovittamisen ja
johtamisen.

Kaikkeen musiikin tekemi-seen liittyy
lisaksi ryhma ihmisia kuuntelijoina, jotka toimivat
vuorovaikutuksessa musisoijien
kanssa. (Emt., 41.) Siita muodostuu
toinen nelidimensionaalinen kasite,
musiikin kuuntelu, jossa ovat mukana
kuuntelija (listener), kuuntelu (listen-
ing), kuultavissa oleva (listenable)
sekd konteksti, jossa kuuntelu
tapahtuu. Elliott (1995, 42) kiteyt-
tadkin kasityksensa musiikista
monidimensionaalisena inhimillisena
ilmiéna, jossa musiikin tekeminen ja
musiikin kuuntelu kytkeytyvat
toisiinsa. Tata musiikin tekemisen ja
kuuntelun monimuotoista suhdetta han kutsuu
nimelld “a musical practice’, musiikillinen
kaytantd. Elliott (1995.43) muotoilee musiikin
maéritelmansa seuraavasti: music is a diverse hu-
man practice. Han korostaa vield, etta
maailmanlaajuisesti on olemassa monia mu-
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siikillisia kaytantsja.

Oleellista Elliottin ajattelussa on se, etta
han painottaa musisoinnin merkitysta. Hanen
mukaansa sana ‘musicing” on tarked, koska se
muistuttaa meille, ettda jo paljon ennen
mink&anlaisia savellyksia oli
olemassa musiikillista toimintaa
(1995, 49). Tama nakdkulma saa
Elliottin mukaan aikaan sen, ettad
voidakseen vastata kysymykseen,
mita musiikki on, pitaa selvittaa, mita
musisointi on ja mita musiikin tekijana
toimiminen  merkitsee. Han
selvittaakin kirjassaan niita ajattelun
ja tietdmisen muotoja, jotka liittyvat
musiikin tekemiseen ja kuunteluun.

Reimer, Swanwick ja Elliott #
ajattelevat musiikista hyvin eri tavoin. On selvaa,
ettd nakemykset musiikkikasvatuksen
paamaarasta eroavat myos loisistaan. Reimerin
(1989, 153) mukaan musiikkikasvatuksen
paamaara on kehittaa jokaisen oppilaan
esteettistd herkkyyttd musiikkia kohtaan.
Swanwick (1979, 65) sanoo saman asian toisin
sanoin. Han asettaa paamaaraksi esteettisen
vastaanottokyvyn kehittamisen. Elliottin (1995,
259) mielestd musiikkikasvatuksen keskeisina
arvoina ja paamaarana ovat minan kasvu, tiedon
lisaaminen omasta itsesta seka siita syntyva ilo.

Suomalaiselle musiikinopettajalle nama
musiikin olemusta kasittelevat pohdinnat tuntuvat
tutuilta. Peruskoulun opetussuunnitelman
perusteiden (1994) musiikin osuudesta l6ytaa
yhtyméakohtia Reimerin ja Swanwickin edus-
tamaan nakemykseen: musiikki tunne-elaman
kehittajand, musiikki esteettisen kasvatuksen
alueena, teoksen havainnointi ja vastaanotta-
minen. Ala-asteen musiikinopetuksen lahtdkoh-
daksi mainitaan kuuntelukasvatus, jonka avulla
harjoitetaan keskittymista ja rentoutumista seka
ohjataan aaniymparistén havainnointiin ja kuun-
neltavan musiikin omaan valintaan seka arvointiin
(emt. 98). Elliottin painottama musisointi on myods
meille tuttua. Meilla musiikkia on opiskeltu jo
kauan laulaen ja soittaen.

Musiikkikasvatuksen filosofiat auttavat
tarkentamaan ajattelua. Niiden kanssa kannattaa
kayda vuoropuhelua, mutta se tyé on jokaisen
tehtava itse. Musiikinopetus on alue, jolla on
vaikea sanoa, mika on oikein. Jokainen nakékanta
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kannattaa kyseenalaistaa, ja siten etsid omaa
nakemysta. Naiden asioiden pohdinta on talla
hetkella erityisen tarkeaa ala-asteen musiikin
opettajille, silla suurin osa peruskoulun
musiikinopetuksesta annetaan juuri ala-asteella.
Siella luodaan myds asenteet. Esteettinen
taidendkemys on tehnyt musiikista
mysteerin - siirtdnyt musiikin
taiteelliseen korkeuteen, pois
arkieldmasta. Se on tuotava takaisin
jokaisen ulottuville. Monet oppilaat tai
ainakin heidan vanhempansa
ajattelevat edelleen, ettd musiikin
oppiminen ja musiikista nauttiminen
vaativat erityislah-jakkuutta.

Elliott asettaa musiikinope-
tuksen tavoitteeksi minén kasvun. Se
: : on hyvd muistutus meille
musiikinopettajille siitd, ettd emme ainoastaan
opeta musiikkia, vaan olemme myods kasvattajia.
Kasvaakseen ihminen tarvitsee haasteita, ja
oppilaat myds kaipaavat niitd. Haaste voi olla
valmiin teoksen esittaminen, onnistunut
improvisaatio tai oman savellyksen, muodon,
kokonaisuuden luominen musiikin elementteja
kayttden. Jokainen opettaja voi asettaa haasteet
oman musiikkikasityksensa mukaisesti, Tarkeinta
kuitenkin on, ettd osaamme asettaa naméa
musiikilliset haasteet oppilaiden tasoa vastaaviksi.
liman haasteita oppilaat eivat koe mitdan opetusta
mielekkaaksi. Toisaalta mielekkyys edellyttaa
onnistumisen kokemuksia. Onnistumisen koke-
mus ilman minkaanlaista kilpailua on tarkein ela-
mys, jonka musiikinopettajina voimme kaikille
oppilaille antaa.

Lahteet:

Elliott, D.J. 1995. Music Matters. A New Philo-
sophy of Music Education. New York:
Oxford University Press.

Peruskoulun opetussuunnitelman perusteet.
Opetushallitus. Painatuskeskus. 1994,

Reimer , B. 1989. A Philosophy of Music
Education. New Jersey: Prentice Hall.

Swanwick, K. 1979. A Basis for Music Educa
tion. Great Britain: NFER-Nelson.
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Philosophies of music
education: one music
teacher’s voyage of
discovery.

Summary

With the restructuring of teaching hour
quotas in Finnish schools, music as a subject
found itself in a weakened position. Music teach-
ers have to rehearse their arguments on what
music has to offer as an optional subject when
discussing choices with parents. By way of con-
solidating my own knowledge | decided to make
a personal voyage of discovery into the philoso-
phy of music education, my chosen destinations
being the views of Bennett Reimer, Keith
Swanwick and David J. Elliot.

These reflections on the nature of music
hold an air of familiarity for Finnish music teach-
ers, and one can find points of similarity between
the ideas of Bennett Reimer and Keith Swanwick
and fundamentals of the national school curricu-
lum for music. Elliot's emphasis on musicianship
and music-making is also familiar in our part of
the world, since singing and playing have per-
formed a central role in Finnish music teaching.

Music educational philosophies help one
to clarify one's own conception of music and mu-
sic education. These personal views can then form
a basis according to which teachers may set goals
for pupils'work, such as the performance of a par-
ticular piece, an improvisation or an original crea-
tion or composition. It is of paramount importance
that goals are set within reach, so that pupils may
experience the elation which comes with success.

Eija Kauppinen

Translated by
Andrew Bentley

MO Eija Kauppinen toimii musiikin lehtorina
Tapiolan ylaasteella Espoossa.




Ruismaki Heikki, Vakeva Lauri, Ojala Juha

Kontekstuaalinen pluralismi
Oulun yliopiston musiikkikasva-
tuksen opiskelijoiden musiikki-

késityksissé

1. Musiikkikasvatuksen kontekstuaalinen
paradigma

Kontekstuaalisuudella viitataan tassa
artikkelissa didaktiseen n&koékulmaan, joka huo-
mioi opetettavien maailman- ja elamanyhteyden
sekéa oppimisprosessin yhteiskunnallisen ja kult-
tuurisen viitekehyksen (Kallioniemi 1992, §9-61).
Musiikkikasvatuksen kontekstuaalinen para-
digma korostaa musiikillisten kaytantdjen so-
siaalista, aika- ja kulttuurisidonnaisuutta.

David J. Elliottin (1985, 11-13, 39-45)
mukaan sosiokulttuuriset kasitykset musiikin ole-
muksesta suuntaavat yhteison kasityksia musiik-
kikasvatuksesta. Musiikkikasvatuksen filosofia
koostuu yhteiskunnallisista tavoitteista ja niiden
taustalla vaikuttavista uskomuksista ja kasityk-
sista. Musiikkikasvatuksen filosofian merkitys
piilee siina, kuinka johdonmukaisessa suhtees-
sa se on musiikkikasvatuksen kaytantoon; kaikki
musiikillinen teiminta tapahtuu musiikillisten
kaytantojen sosiokulttuurisessa kontekstissa.

Musiikkikasvatuksen ajattelu- ja I&hesty-
mistavat heijastavat kulloinkin vallitsevien kult-
tuuri- ja taidekasityksien muutosdynamiikkaa;
erilaiset tavat jasentaa musiikillista havainto-
todellisuutta ohjaavat musiikkiin liittyvia kaytanto-
j&. Kuhnin (1962) mukaan vallitsevat paradigmat
ovat alttiina muutoksille kohdatessaan uusia
kysymyksia (anomalioita), joihin niiden puitteissa
el enaa léydy vastauksia. Musiikkikasvatuksessa
uutta ajattelua ruokkivana anomaliana voidaan
pitad vuosisatamme laajentuneita kulttuurikasi-
tyksia, joiden myota lansimaisen ihmisen musii-
killinen maailmankuva on muuttunut radikaalisti
(vrt. Sarath 1995, 31) "
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Sarath (emt., 32) erottaa toisistaan
vallitsevan konventionaalisen, formaalis-analyyt-
tista otetta korostavan ja uuden, laaja-alaista
luovaa toimintaa painottavan musiikkikasva-
tuksen ajattelumallin. Konventionaalinen musiik-
kikasvatuksen malli keskittyy erikoistuneisiin,
musiikillisia objekteja formaalisesti tutkiviin ja
arvottaviin tieto- ja taitosisaltéihin. Sarath liittaa
konventionaalisen malliin institutionaalisen
musiikkikasvatuksen traditioon ja toivoo musii-
kinopetukseen laaja-alaisempaa oppilaskes-
keistd prosessiajattelua.

Musiikkikasvatuksen aatteellisen pohjan
voidaan ndhda heijastavan myds opettajan-
koulutuksen vallitsevaa paradigmaa. Zeichnerin
(1983, 3-9) mukaan behavioristinen, persoo-
nallisuuteen orientoitunut, ammatillinen ja tiedon
hankintaan orientoitunut paradigma ovat esiin-
tyneet eri tavoin painottuneina opettajankoulu-
tuksessa. Viime vuosikymmenind korostunut
persoonalliseen kasvuun orientoitunut ajattelu on
saanut keskeisimmat vaikutteensa fenome-
nologiasta, humanistisesta ja kognitiivisesta
psykologiasta. Sille on olennaista yksilon per-
soonallisuuden kasvun ja psykologisen kehit-
tymisen painottaminen. Oppilaskeskeinen kon-
tekstuaalinen paradigma palautuu Deweyn prog-
ressiiviseen kasvatusajatteluun, jossa toimin-
nallisuus ja jatkuva muutokseen sopeutuminen
ovat keskeisia (vrt. Joyce et al 1981). (Aho 1994,
77-80.)

Robertsin (1994, 24-28) mukaan mu-
siikkikasvatuksen tutkimus on karsinyt viime
vuosikymmenina "situationaalisesta sokeudes-
ta", kdytannbsta eristyneen positivistisen para-
digman ylivallasta. Musiikinopettajien vieraantu-
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minen tutkimuksesta johtuu paljolti siita, etta
kaytannon kasvatustodellisuuden ongelmat ovat
jadneet vaille tutkimuksen tarjoamia ratkaisuja.
Musiikkikasvatusprosessi siséltdd Robertsin
mukaan jo itsessdan tutkimuksen aineksia:
opettajat yhdessa oppilaiden ja muun kasvatus-
henkilostdon kanssa luovat sosiaalisen todelli-
suuden, jonka puitteissa kasvatus tapahtuu.
Niinpa opettajat ovat itse keskeisessa asemassa
kasvatustutkimuksen suuntaamisessa prag-
maattisemmaksi ja paremmin kasvatustodel-
lisuutta vastaavaksi. Esim. toimintatutkimuksen
avulla omaa tyotaan reflektoivalle opettajalle
avautuu mahdollisuus kehittdd ammattitaitoaan ja
tarkastella kasvatustydssd organisoitavien
tietojen ja prosessien problematiikkaa (vrt. Lah-
des 1994, 116-119). Eri yhteisdissa toiminta-
tutkimus on eraanlainen kollektiivinen itsereflek-
toiva tutkimus, jota suorittavat sosiaalisissa
tilanteissa mukana olevat osallistujat itse.

Musiikkikasvatuksen ajankohtainen
paradigmamuutos ilmenee siis siirtymisena
rigidistd formaalisesta yhden musiikkikaytannan
ja —tradition arvoa korostavasta pitkélle erikois-
tuneesta mallista musiikin laaja-alaista tuotta-
mista ja kuuntelemista musiikillisten kaytantdjen
kontekstissa korostavaan persoonalliseen mal-
liin. Opettajalle tama merkitsee usein omien mu-
siikkia ja musiikkikasvatusta koskevien kasitys-
ten ja preferenssien jatkuvaa reflektointia seka
sitoutumista oman tydn kriittiseen kehittavaan
arviointiin. Kehityksen voi nahda syklisena ker-
rostumisena, jossa esteettinen paradigma aset-
tuu osaksi kulttuurisensitiivista ja
musiikillista kdytantta korostavaa
kontekstuaalista ajattelutapaa. Nain
kaikki musiikilliset toimintamuodot
asettuvat omiin viitekehyksiinsa
osana globaalia musiikillista maail-
mankuvaa.

2. Moniarvoistuva
musiikinopettajakoulutus

Suomalainen musiikin-
opettajakoulutus on kokenut viime
vuosikymmenina tuntuvia muutok-
sia niin rakenteellisesti kuin sisall6llisestikin.
Sibelius-Akatemian musiikkikasvatuksen osasto
sai 1880-luvulla rinnalleen Jyvaskylan musiikki-
kasvatuksen koulutusohjelman seka laajasti
toteutetun poikkeus- ja patevéitymiskoulutuksen.
Oulun yliopiston musiikkikasvatuksen tutkimus- ja

koulutusyksikké aloitti toimintansa syksylla 1993.
Musiikkikasvatuksen koulutusohjelmille on ollut
viime vuosien aikana ominaista siséltéjen laaja-
alaistuminen ja profiloituminen omille vah-
vuusalueilleen — esim. Oulun yliopiston musiikki-
kasvatuksen koulutuksen opetussisilldissa pai-
nottuvat talld hetkella vapaa saestys, aikamme
musiikki sekd musiikki- ja viestintateknologia.
Opettajakoulutuksen uudet tutkintovaatimukset
mahdollistavat myés musiikkikasvatuksen sivu-
aineopiskelun, jolloin opettajille avautuu entista
joustavampia mahdollisuuksia koota patevyy-
tensa erilaisista opintokokonaisuuksista.

Sisdllllinen laaja-alaistuminen on tuonut
mukanaan my6s ongelmia. Kaikkien musiikillisten
kulttuurikdytantojen periaatteellinen hyvaksymi-
nen ja sen heijastama musiikkikasityksen avar-
tuminen ovat paisuttanut musiikkikasvatuksen
koulutusohjelmia. 1990-luvun musiikinopettajalta
edellytetdan paitsi tietoa keskeisistd musiikki-
traditioista ja -k@ytanndista, myos taitoa musisoida
ja ohjata oppilaita vaihtelevien musiikkityylien
puitteissa. Laaja-alaisuus ja luovuus ovat
musiikinopettajakoulutuksen avainkasitteita
vuosituhannen loppua lahestyttaessa; musiikin-
opettajilta edellytetdan myds muiden opettajien
tapaan muutoskykya ja -halukkuutta. Lisdksi
opettajan on pysyttdva mukana musiikki-
teknologisessa kehityksessé ja seurattava jatku-
vasti elavaa alkkamme musiikkiteollisuuden kent-
tdd. Omaksuttavat valmiudet edellyttavat yha
enemman itseohjautuvaa taydennyskoulutusta;
opettajankoulutus nahdaan vasta lahtokohtana
opettajan kehityksen el@mankaa-
ressa. (vrt. Laitinen 1989, 41-44;
Ruisméki 1991, 19-20.)

Opettajankoulutuksen ke-
hittamistoimikunnan mietintd vuo-
delta 1989 (Kom. 1989, 25-26)
korostaa opettajankoulutusyksi-
kéiden kehittamista pedagogisiksi
kehittamiskeskuksiksi, jotka pyrkivat
yhteisty6hén ympardivan yhteiskun-
nan ja elinkeinoelaman kanssa seka
jatkuvaan kestavaan kehitykseen
kokeilu- ja kehittdmistoiminnan
avulla. Taméa edellyttda joustavaa, refiektio-
kykyista ja oppivaa organisaatiokulttuuria. Oppi-
valle organisaatiolle on tyypillistd visioperus-
tainen johtamiskulttuuri, jossa koko yhteisé osal-
listuu paatéksentekoon ja toiminnan arviointiin
(Heikkila 1994, 263-269). Tahtisen (1994, 1)
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mukaan opettajankoulutuslaitosten kehittdminen
ja dynaamisuus oppivaksi organisaatioksi kohtaa
helposti ongelmia, jotka juontuvat laitoksille
tyypillisesta staattisuudesta ja konser-
vatiivisuudesta.

Musiikinopettajakoulutuk-
sessa visiopohjainen ajattelu hakee
perustaansa muuttuneesta musiikil-
lisesta todellisuudesta, musiikkiin
liittyvésta kasitteenmuodostuksesta
ja tavoista jasentdd muuttuvaa
musiikillista maailmaa. Musiikin-
opettajien koulutuksen on tarjottava
vélineet kohdata musiikin erilaisia
ilmenemismuotoja sosiokulttuuri-
sessa kehyksessaan. Taman pai-
van musiikinopettajan on hyvaksyt-
tava ja hallittava erilaisia musiikil-
lisia kaytantdja; keskeista musiikin-
opettajan kompetenssille on kaytdnnon intentio-
naaliseen toimintaan sidottu ja siind ilmeneva
tietotaito. Musiikinopettajakoulutuksen haasteek-
si jaa luoda asenteelliset, taidolliset ja tiedolliset
puitteet, joista musiikinopettaja kykenee hal-
litsemaan omaa tyétdan ja seuraamaan oman
alansa kehitysta seka toimimaan tarvittaessa
musiikkikasvatuksen muutostekijand omassa
tydyhteis6ssaan. Taman paivan elava pluralisti-
nen musiikkitodellisuus vaatii tutkimushaluisia,
omat sosiokulttuuriset rajansa vaivatta ylittavia
musiikkikasvattajia, jotka kykenevat ohjaamaan
oppilaittensa muusikkouden kehittymista opti-
maalisten musiikillisten ongelmanratkaisu-
tehtdvien puitteissa yhteyksissa jotka ovat
mielekkaitd oppilaan oman musiikillisen maail-
mankuvan muovautumisen kannalta.

3. Tutkimusasetelma

Tassa artikkelissa tarkastellaan musiik-
kikasvatuksen opiskelijoiden kasityksia musiikista
ja musiikkikasvatuksesta sekd hyvan muusikon
ja musiikinopettajan ominaisuuksista. Kasitysten
oletetaan iimaisevan niiden taustalla vaikuttavaa
ajattelua, erilaisia tapoja jasentda musiikkiin ja
musiikkikasvatukseen liittyvaa sosiokulttuurista
todellisuutta seka suuntautua siihen. Tarkastelua
formuloiva teoreettinen viitekehys koostuu edelld
kuvatusta kaytanndllis-kontekstuaalisesta mu-
siikkifilosofiasta kuhnilaisen paradigmateorian ja
jaliempana tarkasteltavan musiikillisen maailman-
kuvan kontekstissa. Metodologisena kehikkona
toimii tapaustutkimuksellisesti kaytetty feno-
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menografinen tutkimusote, jossa pienen
tutkimusjoukon avulla pyritdan tulkitsemaan
mahdollisimman syvallisesti tarkasteltavaa
ilmiota. (Ks. esim. Gréhn 1989, 7-13; Ruismaki
1991, 88).

Opiskelijoiden kasityksia
kartoitettiin avoimella kyselylld, joka
on osa laajempaa myéhemmin ra-
portoitavaa koulutuksen kehittamis-
tutkimusta. Kyselylla haluttiin selven-
taa vastaajien musiikillista taustaa ja
jasentad heidan musiikkiin liittyvan
ajattelunsa suuntaviivoja. Tassa
yhteydessd kasitelladn opiskeli-
joiden Kkasityksia muusikon ja musii-
kinopettajan ammateista. Opiskeli-
joille annettiin myés mahdollisuus
reflektoida musiikkiin liittyvaa ajat-
teluaan vastaamalla avoimeen kysy-
mykseen, jossa heitd pyydettiin kirjoittamaan
vapaamuotoinen kirjoitelma aiheesta "musiikki
elamassani”. Vastauksista haettiin jasennyksia
erilaisista tavoista ajatella musiikista ja musiikki-
kasvatuksesta ilmidina ja professiona. Alasuu-
tarin (1992, 84) mukaan kulttuuristen jasennysten
analyysi tahtaa tekstin sisdltdmien erottelujen ja
luokittelujen loytdmiseen ilmauksena tavoisa
jasentdad maailmaa. Musiikkikasitysten tutkimuk-
sen kannalta on merkittavaa se, kuinka yksild
kuvaa ilmiota tietoisuudessaan hallussaan ole-
villa kasitteilla — tutkijan haasteeksi jai kasitteis-
ton ja sen kaytén analyysi.

Musiikkikasitykset jasentyvat osaksi
ymmarrysta, joka yksilélla on musiikin llmidn
rakenteista seka iimidista kokonaisuutena ja jonka
perusteella yksild toimii sosiokulttuurisessa
kontekstissa. Musiikkikasityksiin kohdistuvan
tutkimuksen tulee huomioida seka yksilolliset etta
sosiokulttuuriset kasitykset, yksildllinen ja yhtei-
sollinen musiikillinen maailmankuva (vrt. Karttu-
nen 1990, 20-21)%. Omaksutun lahestymistavan
valinta selittyy tutkimuskohteen laadullisuudella,
yksilollisten musiikkikasitysten ja yhteiséllisten
musiikin jasennystapojen mittaamattomuudella.

Musiikinopetiajaksi opiskelevien kasi-
tyksia tulkittiin siis ilmauksina jasentyneesta
musiikillisesta maailmankuvasta, joka kasitetdan
dynaamiseksi, muuttuvaksi ja adaptoituvaksi
keinoksi orientoitua musiikilliseen maailmaan.
Keskeisena tutkimusintressind on musiikinopet-
tajakoulutuksen kehittdminen. Opiskelijoiden
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muovautuvat nakemykset musiikista ja
musiikinopetuksesta muodostavat viitekehyksen,
jonka puitteissa he kehittyvat muutokseen
kykeneviksi musiikillisiksi toimijoiksi. Koulutuksen
tehtdvané on tarjota optimaaliset olosuhteet
musiikinopettajan persoonallisuuden kokonaisval-
taiselle todellistumiselle.

4. Tulokset
4.1, Hyva muusikko ja musiikinopettaja

Opiskelijoiden nakemyksissé& hyvan
muusikon ominaisuuksista korostuivat moni-
puolisuus ja laaja-alaisuus. Tarkeana pidettiin
myds tyylitajua:

"laaja-alainen...omaa ndkdékulmia muualtakin
kuin siltd omimmalta musiikin alueelta”

"soittaa mahdollisimman montaa soitinta
valttavasti...eri musiikkilajien tyylitaju hallittava."

Monipuolisuuden ohella opiskelijoiden
nakemyksissa muusikon tydsta korostuivat

-oman instrumentin hallinta

‘kdytannon muusikon taidot (mm. prima

vista, joustavuus, nopea omaksumis-

kyky; "klaaraa tilanteen kuin tilanteen”)
‘musikaalisuus ("luontaista lahjakkuutta”)
‘rakkaus musiikkiin

‘yhteistyokyky

-pitkdjanteisyys

-realistisuus ja ndyryys ("ndyra mutta

tasaisen hyviin suorituksiin pystyva”; "ei ylpeile
vaan antaa soiton/laulun puhua

puolestaan”)

[imeikkyys, tunneherkkyys ("osaa elaytya eika
soita/laula kuin patsas”)

‘luovuus

-luotettavuus, vakuuttavuus, aitous ja
rehellisyys.

Hyvaa musiikinopettajaa luonnehdittiin mm.
nain:

‘monipuclinen Kyvyiltaan, taidoiltaan,
tiedoiltaan.”

‘tuntee musiikin tyyleja monipuolisesti.”
"osaa kaikkea, edes vdhdsen”.

Musiikinopettajalle keskeisimmaksi
musiikillisiksi taidoksi maé&riteltiin saestystaito (vrt.
Ruismaki 1981, 159-163; 166-171). Musiikinopet-
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tajan taitojen painottuminen vapaan séestyksen
suuntaan heijastaa osaltaan vallitsevaa musiikki-
kulttuurin muutosta:

"pianon tai kitaran séestystaito hyva”

"hyvé vapaasdestaja”.

Opiskelijat olivat varsin yksimielisia siita,
millainen suhde musiikinopettajalla tulee olla
musiikkiin:

"...aidosti innostunut musiikin ilmiétd kohtaan”
"...on omistautunut eldmdastdan aikaa
musiikille...tietda, mitd se on”

Hyvan musiikinopettajan ominaisuuksiksi
katsottiin musiikillisen monipuolisuuden ja laaja-
alaisuuden lisaksi

'sosiaaliset taidot: mm. ystavallisyys,
ihmistuntemus, kannustavuus,
suvaitsevaisuus, sosiaalisuus,
yhteistyokykyisyys

-organisaatiotaidot

‘oikeudenmukaisuus ja tasapuolisuus
‘karsivallisyys ja sitkeys

‘positiiviset asenteet tydta kohtaan

‘muut positiiviseksi koetut opettajan
luonteenpiirteet: mm. mukaansatem-
paavuus, luovuus, karismaattisuus,
rehellisyys, huumorintaju, herkkyys,
joustavuus

Em. kuvaukset asettavat musiikinopet-
tajan ty6élle monipuolisia vaatimuksia: hyvan
musiikinopettajan ominaisuuksiksi miellettiin
laajemminkin hyvan opettajan tai ihmisen piir-
teitd. Opiskelijoiden vastaukset heijastivat Ruis-
maen (1991, 211) tutkimustuloksia, joissa musii-
kinopettajiksi opiskelevien késitykset tulevan
ammatin vaatimuksista sijoittuivat ammatillisten,
persoonallisten ja didaktisten ulottuvuuksien
kenttadn. Ammatilliset valmiudet koostuivat ins-
trumentin ja musiikin hallintaan liittyvista kyvyista,
persoonalliset vaimiudet erilaisista opettajalle
eduksi katsotuista luonteenpiirteistd. Didaktinen
ulottuvuus korostuu kasvattajan ja opettajan
ammatillisessa kompetenssissa.

Musiikinopettajuus sijoittuu usean opis-
kelijan vastauksessa muusikon ja kasvattajan
roolien védlimaastoon. Musiikinopettajan maari-
telmissa pohdittiinkin sitd, miten paljon hyvan
musiikinopettajuuden katsotaan edellyttavan
muusikkoutta, miten paljon didaktista orientaa-
tiota.

FJME Vol. 1 No 1 1996



"...el tarvitse olla muusikko ollakseen hyva
musitkinopettaja...tarvitsee Kuitenkin tarvittavat
musiikilliset valmiudet opettaa musiikkia.
Kuitenkaan ei saa unohtaa etta koulussa
tarvitaan opettajaa, kasvattajaa, ei taiteilijaa.”

Opiskelijoiden nakemykset
hyvasta muusikosta ja musii-
kinopettajasta heijastanevat heidan
kokemuksiaan ja odotuksiaan tule-
vasta ammatistaan. Osa vastan-
neista oli jo tydskennellyt tai tyos-
kenteli parhaillaan erilaisissa muu-
sikon ja musiikkikasvatuksen tehta-
vissa: nailla opiskelijoilla ilmenikin
varsin realistisia kasityksia musiik-
kikasvattajan tehtavista. Kaiken-
kaikkiaan opiskelijoiden nakemyk-
set muusikkoudesta ja musiikin-
opettajuudesta ilmentavat varsin
suoraan Oulun musiikinopettajakoulutuksen
keskeisia filosofisia lahtokohtia: kaytanndllisyytta,
joustavuutta, laaja-alaisuutta, monipuolisuutta,
moniarvoisuutta seka oppimis- ja oppi-
laskeskeisyytta. (vrt. Ruismaki 1994.)

4.2, "Musiikki elaméassani”

Opiskelijoiden musiikkiin liittyvat kasityk-
set ilmenivat muusikon ja musiikinopettajan
ideaalikuvauksissa paljolti laaja-alaisuuden,
monipuolisuuden ja kaytanndllisyyden korosta-
misessa. Opiskelijoiden kasityksissa esiintyi
monin paikoin kontekstuaaliseen musiikkikasva-
tusfilosofiaan viittaavia jasennyksia. Konventio-
naalista musiikkikasvatusnadkemysta tai musiikin
esleettisid arvoja korostavia viittauksia ei
aineistossa esiintynyt: sen sijaan kéasitykset
musiikin keskeisestéd tunneheijastusluonteesta
olivat varsin tavallisia:

"(hyvd muusikko on )...Ilmeikas, tunteikas,
hallitsee soittimensa ja pystyy luomaan
tunnelmaa. Tietty herkkyys omaa vahvan
luonteen...”

"(hyvd musiikinopettaja)...(on) tunnekasvattaja”
"(hyva musiikinopettaja) osaa ja pystyy
sylyttamaan rakkauden kipinoitd musiikkia
kohtaan oppilaissa!”

Opiskelijoiden laatimat esseet korostivat
entisestaan tata nakokulmaa: ne opiskelijat, jotka
reflektoivat musiikin merkitystd omassa
eldmassaan viittasivat monin paikoin musiikin
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emotionaalis-terapeuttiseen luonteeseen?®:

"Musiikki on minulle keino kasitelld ajatuksiani
Jja tunteitani. Puran usein voimakkaita tunteitani
soittamalla ja joskus kuuntelemalla musiikkia.
Viha, epatoivo, ahdistus, pettymys ja toisaalta
ilo, ihastus, hyva mieli, helpotus:
kaikkia néita kasittelen mielellani
musiikilla.”

"ltseluottamus, psykologia, filosofia,
intohimo, terapia. Musiikki on niitd
kaikkia ja paljon enemman.”

Kasitys musiikin terapeutti-
sesta ja valineellisesta luonteesta
iimeni selvasti niiden opiskelijoiden
kirjoituksissa, jotka kytkivat musiikin
kiintedsti osaksi uskonnollista maa-
iimankatsomustaan:

"musiikki eldmassani on Jumalan lahjaa. Sen
avulla, sanoin ja savelin, voin jakaa ihmisille
sitd mitd oon it(s)e saanu(t) kokea ja kertoa
Jeesuksen rakkaudesta. On kiva myds
musisoida yhdessa toisten kanssa, kokea
yhteyttéd, yhteistd iloa. Musiikin avulla saa
purkaa sisinta”.

Osa opiskelijoista liitti musiikin kiintedksi
osaksi omaa identiteettidan. Musiikki koettiin myds
kokonaisvaltaiseksi elamaa hallitsevaksi ja varit-
tévaksi voimavaraksi:

"Musiikki on jotain, mitd ilman en
yksinkertaisesti tulisi toimeen. Se on minulle
sekd hyvin abstrakti ettd konkreettinen kasite.
Se on ldsnd, vaikkel kukaan sita nékisi. Se on
osa minua ja sitd ei kukaan voi minulta riistaa.
Se on kuin luonteenpiirre, jota ei voi muuttaa.
Vaikka musiikki ei soisi missdan kirjaimellisesti,
niin kuulen sitd kuitenkin joka paikassa.
Musiikki soi alitajuisesti mielessani. Kuulen
musiikkia luonnossa, kaiken hiljaisuuden
keskella (hitjaisuuskin voi olla musiikkia),
kaupungin melskeessa. En vélttamatta pida
kaikesta, mutta se kuuluu asiaan’.

"Musiikki kuuluu jokaiseen pdivaan. Se on kuin
ruokaa mité ilman olisi vaikea elda. Se tuo
siséltoa elaméaéan. Musiikki on lahja eldméassani.”
Jotkut kirjoittajista kokivat jopa musiikin
niin tarkeaksi ja hallitsevaksi osaksi elamaa, etta
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se tuntui vievan suurimman osan ajasta ja ener-
giasta.

“Télla hetkelld iloitsen musiikista. Léydan siitd
joka péiva uutta, ja haluan myds koko ajan
oppia lisdd. Ainut ongelma tuntuu olevan ajan
puute. Tuntuu ettd paivan pitdisi olla puolet
pitempi. Kerkidisi oppia, harjoitella, omaksua
kaiken sen, mita tarjolla on.”

"Vaikea kuvitella eldvansd ilman musiikkia tai
soittoharrastusta.”

Kirjoituksissa ilmeni myds professio-
naalisempaa suhtautumista musiikkiin. Naille
kirjoittajille musiikilla oli merkitysta I&hinna oman
ammattitaidon kehittdmisen ja ylldpitamisen
kannalta - musiikki ei ollut naille opiskelijoille
useinkaan térkein asia maailmassa:

"Musiikki on télla hetkelld se jota osaan tehdd
parhaiten. Kun olen saavuttanut parhaan tasoni
musiikin saralla on aika kokeilla muuta. Jos
huvittaa. Perheessani kaikki musikaalisia jollain
tavalla ja toivottavasti musiikki pysyy jatkossakin
tulevien sukupolvien harrastuksena tai
ammattina”

Osa opiskelijoista tyytyi kuvailemaan
tekstissédan omaa musiikillista kehitystaan; nais-
sd pienimuotoisissa musiikillisissa elaman-
tarinoissa toistui usein musiikin lasnéolo kirjoit-
tajan elaméssa lapsuuden ymparistosta alkaen.
Musiikki nahtiin naissa teksteissa luonnollisena
osana elamaa ja omaa ammatti-identiteettia;
musiikkikasvatuksen opinnot nahtiin
yhtend kehitysvaiheena oman
muusikon/musiikinopettajan identi-
teetin muodostumisessa. Omaa
musiikillista lahjakkuutta ja muusik-
koutta ei juurikaan reflektoitu;
keskeista kirjoituksissa oli oman mu-
siikinopettajan opintotielle johtaneen
uran kuvaaminen ilman pohdintoja
valintojen motiiveista ja tulevaisuu-
desta.

5. Pohdintaa

Opiskelijoiden kirjoituksissa heijastuivat
ndkemykset musiikista elamankaytantéén
olennaisesti liittyvana toimintana. Musiikin merki-
tysta haettiin monessa kirjoituksessa sen funktio-
naalisuudesta. Musiikin tehtavaksi koettiin tuntei-
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den herattdminen, kasittely ja purkaminen musii-
killisen toiminnan kautta. Musiikilla néhtiin myds
olevan persoonallisuutta eheyttavaa vaikutusta.
Toisaalta musiikki koettiin tdméanhetkisena tai
tulevaisuuden ammattina, joka vaatii ahkeraa
syventymista harjoitteluun. Musiikin- tai luokan-
opettajina tydskennelleet kokivat odotetusti musii-
killisen toiminnan vélineeksi oman ammattitaidon
kehittamiseksi.

Monissa vastauksissa korostui oman
musiikkiin liittyvan ajattelun ja kéasitteenmuo-
dostuksen reflektoinnin vaikeus. Osa opiskelijoita
jatti esseen kokonaan kirjoittamatta; tdma saattaa
heijastaa aiheen vaikeaselkoisuutta. Toisaalta
tekstien analyyttisen ja kielellisen tason
heterogeenisyys voi kielia erilaisista valmiuksista
kasitella musiikkia ja musiikkiin liittyvaa ajattelua
metakognition tasolla*. On myds mahdollista, ettel
vahvasti toiminnallinen ja kaytantéén sidottu
musiikkindkemys rohkaise pohtimaan "itsestaan
selvyyksia". Elliottin (1995, 9-10) mukaan mu-
silkkikasvattajalle on kuitenkin tarkeaa sisaistaa
ja tunnistaa ne periaatteet, jotka ohjaaval hanen
musiikkiin ja musiikkikasvatukseen liittyvia kasi-
tyksidédn (ks. myds Reimer 1989/1970, 3-7;
Swanwick 1988, 6-9).

Tiedostettuna tai tiedostamattomana,
musiikillista toimintaa ohjaavat tassa artikkelissa
omaksutun viitekehyksen mukaan ne sisdistetyt
uskomukset, kasitykset ja ndkemykset, jotka
muodostuvat yksilén eldmankaaressa sosio-
kulttuurisessa kontekstissa. Nama maailmanku-
vien elementit manifestoituvat intersubjektiivisella
tasolla aatteissa, ideologioissa ja
ajattelutavoissa. Musiikkikasvatuk-
sen opiskelijoiden tekstit heijastavat
osaksi heidan sisaistamiaan maail-
mankuvallisia jasennyksid, osaksi
niita erotteluja jotka ilmenevat erilai-
sissa sosiaalisissa kaytanndissa.
Néissa kaytannoissa ilmenevét dis-
Kursiivisten ehtojen saatelemat tul-
kintamallit maarittelevat esim. sen,
mitd pidetdan sosiokulttuurisessa
kontekstissa musiikkina, mika on

=% musiikkikasvatuksen merkitys jne.
(Heiskala 1990, 19-20).

Kulttuuriset jasennykset ilmenevat opis-
kelijoiden tekstien merkitysrakenteissa jasen-
tyvind erotteluina - esim. oma muusikkous maa-
rittyi monessa kirjoituksessa musiikin ylikoros-

tuneena kokonaisvaltais
massa. Hyva musiikkik
omistautuvana, luontee
taipumuksiltaan monipl
musiikillisena toimijana
opiskelijoiden nakemy
ammattilaisesta; esseis
viittauksia pluralistisee
Kuvauksissa omasta

korostui yhdistavana

kasvaminen muusikko
musiikki nahtiin moni
tomasti haasteita tarjo
vaatii jatkuvaa sitoutur
musiikkikasitys iimeni
suuntautuneiden opisk

Opiskelijoide
subjektijvisen musiil
luonnehdinnat ja hy
opettajan maarittelyis:
suudet (laaja-alaisuus
vat monitasoisia mu
vuuksia. Tulevan amm.
timukset tiedostetaan,
sisdisteta oman muus
masta. Tama korostu
joiden luonnehdinnois:
sa musiikin ja musiit
Oman muusikkoident
esiintyi [&hinna jo mu
den opiskelijoiden |
muksen mielenkiintc
opettajan laaja-alaise
suuden ja oman mu
sovittamisen analyysi
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kautta kokemuksellis
suudeksi monista ri
maailmankuvista ja
killista todellisuutta
pluralistisen ja toir
tietoisen humanistise
ominaispiirre.




tuneena kokonaisvaltaisena roolina omassa ela-
massa. Hyva musiikkikasvattaja nahtiin tydlleen
omistautuvana, luonteenpiirteiltdan ja didaktisilta
taipumuksiltaan monipuolisena ja laaja-alaisena
musiikillisena toimijana. Moniarvoisuus korostui
opiskelijoiden nakemyksissa hyvastd musiikin
ammattilaisesta; esseissa ei juurikaan esiintynyt
viittauksia pluralistiseen musiikkindkemykseen.
Kuvauksissa omasta musiikillisesta taustasta
korostui yhdistavana tekijana ennen kaikkea
kasvaminen muusikkouteen eldmanasenteena;
musiikki n&htiin monissa kirjoituksissa loput-
tomasti haasteita tarjoavana arvoituksena, joka
vaatii jatkuvaa sitoutumista. Tama "romanttinen”
musiikkikasitys ilmeni selvimmin solistisemmin
suuntautuneiden opiskelijoiden kirjoituksissa.

Opiskelijoiden esseissa esiin tulevat
subjektiivisen musiikillisen maailmankuvan
luonnehdinnat ja hyvan muusikon/musiikin-
opettajan maarittelyissa kuvatut ihanneominai-
suudet (laaja-alaisuus, opettajuus jne) maalaa-
vat monitasoisia musiikillisia merkitysulottu-
vuuksia. Tulevan ammatin professionaaliset vaa-
timukset tiedostetaan, mutta niitd ei valttamatta
sisaistetéd oman muusikko-identiteetin nakékul-
masta. TAméa korostui etenkin niiden opiskeli-
joiden luonnehdinnoissa, jotka identifioivat itsen-
sa musiikin ja musiikillisen toiminnan kautta.
Oman muusikkoidentiteetin ylittavia kuvauksia
esiintyi |ahinna jo musiikkikasvattajina toiminei-
den opiskelijoiden keskuudessa. Jatkotutki-
muksen mielenkiintoiseksi haasteeksi jaakin
opettajan laaja-alaisen kontekstuaalisen tietoi-
suuden ja oman musiikki-identiteetin yhteen-
sovittamisen analyysl.

Humanistisen opettajakasvatusnake-
myksen mukainen kokonaispersoonallisuuden
todellistuminen opettajuuteen kasvamisessa
edellyttaa minan eheytymista suhteessa toiminta-
ymparistéon; musiikinopettajalle mahdollistuu tata
kautta kokemuksellisuuden jalostaminen tieloi-
suudeksi monista rinnakkaistodellisuuksista,
maailmankuvista ja tavoista hahmottaa musii-
killista todellisuutta. Tama on laaja-alaisen,
pluralistisen ja toiminnastaan kontekstissa
tietoisen humanistisen musiikinopettajan tarkein
ominaispiirre.
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Contextual pluralism and
the conceptions of music
among University of Oulu
students of music
education

Summary

The discourse of music education has
changed from the highly specialized and tradi-
tion-oriented unicultural paradigm to a paradigm
which emphasizes broad-based musical produc-
tion and listening within social, temporal, and cul-
tural contexts of variable musical practices. This
article examines music education students’ con-
ceptions of music, music education, as well as
their ideations of the qualities of a good musi-
cian and a good music teacher. It is assumed
that the utterings of these conceptions reflect the
underlying ways of understanding the social and
cultural reality connected to music and music edu-
cation.

Phenomenographic approach, akin to
case studies, is applied in order to deeply inter-
pret the phenomenon through a small set of sub-
lects. The conceptions were mapped through an
open questionaire. The replies indicate, that the
demands set by the contextual paradigm are
amply recognized in conceptual level. However,
from the viewpoint of student’s own identity as a
musician, the professional requirements drafted
by the contextual paradigm are not necessarily
internalized. Reflections transcending student’s
own identity as a musician were primarily ex-
pressed by students who were experienced as
music educators. Closer analysis of the differen-
tiation, and subsequent suggestions for integra-
tion between the personal identity and the con-
textual awareness are a challenge to continua-
tion of this research.
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Yksilonkehityksen varhaisvai-
heet musiikin kokemisen perus-
tana

Lectio precursoria 14.10.1995

Musiikillinen kuuntelu alkaa yksilon-
kehityksessa hyvin varhain. Jo sikidvaiheessa
lapsi kuulee dania seka aidin elimistosta etta
ulkomaailmasta. Adnet eivat ole lapselle merki-
tyksetdnta kaaosta. Lapsi kykenee erottelemaan
aania ja muistamaan niitd. T&td osoittavat ne
selvat tuttuuskokemukset, joita esimerkiksi liittyy
todistettavasti vain sikidaikana kuultuun musiik-
kiin. Myds puheen ymmartaminen tapahtuu tassa
aiheessa sen musiikillisten elementtien rytmin,
soinnin, melodialinjan tai intensiteetin perusteel-
la (ks. Sandback 1990, 337). Vastasyntynyt reagoi
aidin aanen musiikillisiin aspekteihin, sanojen
merkitysten ymmartaminen kehittyy paljon myo-
hemmin. Gardner toteaa, ettd musiikillinen lah-
jakkuus ilmenee hyvin varhain ja ensimmaéisena
kaikista muista lahjakkuuden lajeista
(1983, 99). Edella sanotun perusteel-
la ainakin musiikillisen lahjakkuuden
perusedellytys, musiikillinen kuunte-
lu, kehittyy aikaisin.

Vauvaikaisten tapaa ja kykya
hahmottaa musiikillisia elementteja,
I1ahinna melodisia hahmoja, on tutkittu
musiikkipsykologian piirissa suh-
teellisen runsaasti (ks. esim. Chang &
Trehub 1977; Trehub, Bull & Thorpe
1984; Lynch, Eilers & Bornstein 1992).
Nama tutkimukset ovat pitaytyneet taysin musii-
kin formaaliselle tasolle. Jos halutaan paasta
kasiksi musiikilliseen kokemukseen, ei havait-
semiseen ja hahmottamiseen kohdistuva psyko-
loginen tutkimus riita.

Musiikkikasvatus Vsk. 1 Nro 1 1996

66

Psykoanalyyttisessa viitekehyksessa
musiikillisen kokemiskyvyn kehittyminen nahdaan
yhteydessa minuuden muodostumisen prosessiin,
joka alkaa heti syntyman jalkeen. Pieni lapsi kokee
asiat kokonaisvaltaisesti. Stern (1985) on tutkinut
tdman kokonaisvaltaisuuden luonnetta ja perustaa
esikielellisessé vaiheessa olevilla lapsilla. Pienen
lapsen ympariston kokemistapaa selittamaan han
kayttad amodaalisen aistimisen kasitetta. Amo-
daalinen aistiminen tarkoittaa lapsen kykya vélit-
tomasti yhdistaa eri aistien kautta samasta koh-
teesta saamiaan aistimuksia (emt. 47). Stern
referoi kokeita, joissa tutkittiin lapsen kykyé tun-
nistaa visuaalisesti havaitun ajallisen tapahtu-man
yhteys auditiivisesti havaittuun. Nama kokeet
osoittivat, etta lapsi kykenee kestoon ja rytmiin
liittyvien elementtien siirtdmiseen
aistialueelta toiselle. Kokeissa
kaytettiin puhetta seka visuaalisena
ettd auditiivisena informaationa.
Visuaalinen informaatio tarkoittaa
talldin huulten liikkeita. Lapsi kuuli
puhetta ja naki kahdet kasvot, joista
toisen huulet liikkuivat kuultavissa
olevan puheen mukaan, toiset eri
tavalla. Naissa kokeissa lapsi
kohdisti katseensa kasvoihin, jonka
huulten liikkeet olivat synkroonissa
kuullun informaation kanssa. Tutki-
muksen avulla on todettu myds muiden aisti-
alueiden valisia siirtoja. Esimerkiksi lapsi tietaa
valittdmasti, ettd se minka han juuri nyt ndkee on
sama, mitd han hetkea alkaisemmin kosketti (emt.
48).

Koska amoda
lapselle tyypillista jo ens
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Koska amodaalinen havaitseminen on
lapselle tyypillistad jo ensimmaisina viikkoina, Stern
(emt. 51) pitda kykya synnynnaisena ja yleisena.
Stern pohtii myos selitysmalleja télle kyvylle.
Mahdollisesti onkin kysymys jonkinlaisesta
supramodaalisesta - yksittdisten aistimistapojen
ylapuolella olevasta - aistimistavasta eika eri
aistinmodaliteettien valisista siirroista. Ehka
informaation koodauksessa tapahtuukin, niinkuin
Stern asian ilmaisee, mysteerinen amodaalinen
representaatio, joka voidaan tunnistaa minka
tahansa aistialueen kautta. llmeisesti tasta johtuu,
ettd lapsi havaitsee kohteen globaalisen laadun
eli havainnoi muotoja, intensiteetteja tai ajallisia
rakenteita eikd niink&an aania, nakymia tai
kosketusaistimuksia.

On luultavaa, vaikkakaan ei kokeellisesti
todistettua, ettd tunnetilat eli affektit ovat jollakin
tasolla mukana amodaalisissa havainnoissa.
Stern (emt. 53-60) tuo tédssa yhteydessa kuvaan
mukaan uuden lajin tunteita, vitaaliaffektit, jotka
poikkeavat perinteisesti kategoraalisiksi kutsu-
tuista affekieista. Kategoraalisia affekieja ovat
esimerkiksi suru, ilo, viha, inho jne. Vitaaliaffek-
teja on vaikea kuvata. Helpoimmin se kay kayt-
taen sanastoa, joka tavallisesti liitetdan dynaami-
siin ja kineettisiin ilmidihin kuten kuohuva, haipy-
va, pakeneva, rajahtava, vaimistuva, hiljeneva jne.
eli termeilla, joilla - niin kuin Rechardt (1991, 23)
huomauttaa - kuvataan usein musiikin ominai-
suuksia. Kun kategoraalisille affekteille on omi-
naista, ettd ne syttyvat ja sammuvat ja ovat valilla
pitkidkin aikoja poissa, niin vitaaliaffektit ovat
jatkuvasti lasna. Vitaaliaffektit herdavat Iapsen
ollessa kosketuksissa toisiin ihmi-
siin esimerkiksi aidin nostaessa
lasta, hanen etaantyessaan tai la-
hetessédan, harjatessa hiuksia jne.,
oikeastaan lapsi on jatkuvasti vitaa-
liaffekteja herattévien ilmididen
ympéardimana.

-

Amodaalinen havaitsemi-
nen ja vitaaliaffektit ovat Sternin mu-
kaan tarkeimpia minuuden iimesty-
miseen liittyvid ilmiéita lapsen en-
simmaisten elinkuukausien aikana,
jolloin globaalit ja yhdistyneet kokemukset ovat tyy-
pillisid. Nam& kokemukset ovat tarkea perusta mer-
kitysten muodostumisen prosesseille, jotka kehitty-
vat ensimmaéisena ikdvuonna nonverbaalisella tasol-
la ja muuntuvat toisella vuodella verbaalisen kehityksen
mahdollistamaksi symbolikyvyksi.
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Rechardt (1991) on etsinyt edella kuvat-
tujen ilmididen yhteyksia taiteelliseen ja musiikil-
liseen kokemiseen. Amodaaliselle kokemiselle on
tyypillistd kokonaisvaltaisuus ja eheys. Esimer-
kiksi lapsi kokee seinalld olevan auringonvalo-
laikan intensiteetin, IAmmaon, kirkkauden ja sen
aiheuttaman mielihyvan; aikuinen toteaa, ettad
onpas keltainen auringonvalo ja samalla sarkee
elamyksen kokonaisvaltaisuuden (Stern 1985,
176). Sanojen avulla suoritetaan analyysi, joka
kiinnittda huomion yksityiskohtiin. Kokemuk-sen
kokonaisvaltaisuuden tavoittaminen sanojen
kautta onkin ilmeisesti mahdotonta. Toisaalta
Rechard (1991, 30) toteaa, etta kieli myés yhdis-
tda. Sen avulla voidaan jakaa tunteita ja koke-
muksia seka ylittaa todellisuus.

Luultavasti ihmisella on siséllaan muisto
eldmansa varhaisvaiheiden kokonaisvaltaisen
aistimisen ja kokemisen ajoista ja tuo muisto on
iimeisesti hyvin miellyttava ainakin jos ajatellaan
niita nimityksia, joilla tuota tilaa luonnehditaan.
Ehka jotain tuosta varhaisesta kokemuksesta on
siirtynyt myéhempiin musiikillisiin elamyksiin.
Rechardt kayttda nimitystd kokonaisvaltaisen
kokemuksen paratiisi ja nakee taiteet mahdolli-
suutena palata sinne (emt. 30). Kurkela (1993,
52) puhuu lumoustodellisuudesta tarkoittaen
musiikin herattamid mielikuvia vastakohtana
musiikin danien ja muotojen arkitodellisuudelle.
Gabrielsson on kartoittanut niitd tekij6ita, jotka
musiikin kuuntelun yhteydessa herattavat tuntei-
ta ja affekteja. Ihmisia pyydettiin vapaasti kuvaile-
maan voimakkainta koskaan kokemaansa mu-
sukkmlamysia (Gabrielsson 1991, 24.) Kuvauk-
sissa sellaiset iimaukset kuin “ajan ja
paikan haviaminen” tai "musiikkiin
sulautuminen” voisivat liittya koke-
mukseen, johon on siirtynyt piirteita
amodaalisen kauden kokonaisvaltai-
sesta kokemistavasta. Mahdollisesti
my0s lapa ja tarve soittaa rockmusiik-
kia hyvin voimakkaasti ja pohjarytmia
korostaen, perustuvat haluun maksi-
moida musiikkiin uppoamisen mah-
dollisuus.

Olen vaitoskirjatutkimukses-
sani (Hyvonen 1995) rakentanut musiikin merki-
tyksiin pohjautuvan musiikin lahestymistapojen
jaottelun, jonka kolmessa kategoriassa, formaa-
lisessa, kineettisekspressiivisessa ja referen-
tinalisessa, olen pyrkinyt tavoittamaan mahdolli-
simman taydellisesti musiikin kuuntelemis-
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kokemuksessa esiintyvat merkitykset. Formaa-
liset merkitykset ovat niita, joita musiikki sindnsa
tuottaa. Kuuntelija havaitsee esimerkiksi melo-
dian suunnan, sointufunktioita, soitinkokoon-
panoja tai musiikin rakenteita. Kineettis-ekspres-
siiviset merkitykset liittyvat musiikin kykyyn
herattaa kuuntelijassa tunteita ja affekteja. Refe-
rentiaalisista merkityksistd puhutaan silloin, kun
musiikki herattda mielikuvia, jotka viittaavat mu-
siikin ulkopuoclisen maailman tapahtumiin ja
ilmidihin.

Mika on lahestymistapojen yhteys ylla
kuvattuun yksilonkehityksen varhaiseen vaihee-
seen, jolle ominaista ovat amodaalinen havaitse-
minen ja vitaaliaffektien |asndolo. Formaalinen
lahestyminen on Kkaikista l1&hestymistavoista
helpoimmin verbaalisesti ilmaistavissa. Tama on
toisaalta paradoksaalista, koska juuri formaalisen
merkityskategorian kohdalla ollaan tekemisissa
musiikin kielen kanssa, jonka kdantamisen
kokonaan toiselle eli verbaaliselle kielelle luulisi
olevan hyvin vaikeata. Helppouden selittda se,
ettd kyse ei olekaan kéantdmisesta siind mie-
lessa kuin esimerkiksi kirjallisuuden kaanta-
misessa kielelta toiselle. Kysymys on enem-
mankin musiikillisten ominaisuuksien verbaali-
sesta selittdmisesta. Tama vaatil tietysti kielellis-
ta valmiutta, joka kehittyy vasta toisella ikavuodel-
la. Jo amodaalisessa vaiheessa lapsi kuitenkin
havaitsee musiikillisia elementteja ymparistonsa
adnista; tosin, kuten edelld on huomattu, tdma
havaitseminen on globaalista, ei yksityiskohtiin
kohdistuvaa. Samoihin tuloksiin on paadytty myds
musukmpsykologlmssa tutkimuksissa. Mydhem-
min tastd havaitsemisen alkumuo- =
dosta kehittyy kyky hahmottaa
musiikillisten tapahtumien hierarkiaa,
mika on musiikin ymmartamisen
kokemuksen perusta. Kuten Lerdahl
ja Jackendoff (1985) toteavat tama
kyky kehittyy intuitiivisesti akkul-
turaatioprosessissa. Koulutuksen
avulla intuitiivinen tieto voidaan tehda
tietoiseksi ja samalla omaksua
adekvaatti kasitteistd musiikista
puhumisen vélineeksi.

Musiikin kyky siséltaa tunnemerkityksia
on yleisesti hyvaksytty. Vitaaliaffektien késite on
hyédyllinen lisd kineettis-ekspressiivisella alu-
eella. Itse asiassa olen tydni empiirisessa osas-
sa merkitysilmauksia analysoidessani |6ytanyt
vitaaliaffektien iimauksia ja paatynyt luokittele-
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maan ne omaksi ryhmakseen tuntematta Sternin
teorioita Analyysisséni kaytin tuosta ryhmasta
nimitystd tuntemukset. Tuntemuksiin sisallytin
viittaukset liikke-, paino- tai tuntoaistimuksiin seka
nakémielikuviin. Tallaisia ilmauksia olivat esi-
merkiksi pehmed, kova, riehakas, heikko jne.

Referentiaalisen lahestymisen kasittely
on ollut milteipa kielletty alue musiikkiestetiikan
piirissa ja musiikkipsykologiakin on suunnannut
vain vahan huomiota talle alueelle. Sen olemas-
saolo on kuitenkin arkikokemuksen mukaan mita
ilmeisintd. Keskeista referentiaalisten merkitys-
ten muodostumisessa on jonkin ndkeminen jo-
nakin muuna kuin mita se todellisuudessa on.
Tarkkaan ottaen myds tunnemerkitysten muo-
dostumisessa on kyse samanlaisesta merkitys-
siirtymasta, mutta referentiaalisten merkitysten
kohdalla tdama tapahtuu konkreettisemmalla
alueella.

Metaforat ovat yksi referentiaalisen mer-
kitsemisen laji. Vauvaidn amodaalisen havaitse-
misen kyky muodostaa Rechardtin (1984, 22)
mukaan perustan metaforan ymmartamiselle.
Metaforinen ymmartaminen taas muodostaa
symbolikyvyn keskeisen alueen. Musiikin referen-
tiaalisten merkitysten muodostuminen eroaa kie-
lellisestda metaforisesta ymmartamisesta. Kielel-
liset metaforat ymmarretaan yleisesti suurin piir-
tein samalla tavalla. Musiikin kuuntelija taas
muodostaa omat henkildkohtaiset metaforansa,
jotka eivat useinkaan ole jaettavissa muiden
kanssa.

Kognitiivisen musiikkipsy-
kologian piirissa tehty tutkimus on
tuonut tavattomasti lisdvalaistusta
musiikin kuuntelemisen prosesseihin
nimenomaan formaalisella alueella.
Tutkimusta on tehty paljon ja se on
ollut merkittavaa paitsi musiikin
kannalta myds koko kognitiotieteen
kannalta. Musiikin tutkimus on
laajentanut kognitiotieteen aiemmin
yksipuolisesti loogis-matemaatti-
seen ja kielelliseen lahjakkuuteen
perustuvaa paradigmaa. Musiikin
kokemuksellinen alue, joka ilmenee kineettis-
ekspressiivisissa ja referentiaalisissa merkityk-
sissd, jaa kuitenkin kognitiivisen tutkimuksen
ulkopuolelle. Psykoanalyyttinen |ahestymistapa
voi tarjota yhden mahdollisuuden naiden alueiden
tutkimiseen ja syvalliseen ymmartamiseen.
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Musiikin kuuntelukasvatuksen, jonka
teoreettisen taustan kehittelyyn pyrin vaitoskir-
jassani, tehtavana on paljastaa oppilaille musiik-
ki ajallisesti, alueellisesti ja sosiaalisesti muut-
tuvana taidemuotona, avata oppilaiden korvat mu-
siikille. Opettajan tulisi pystya tukemaan oppilaan
ominta tapaa lahestyd musiikkia, mutta myés
laajentaa hanen kuunteluaktiiivisuuttaan muiden
lahestymistapojen alueelle. Formaalisen
kuuntelun ohjaaminen lienee kaikkein helpointa,
vaikka vaatiikin opettajalta eniten musii-
kinteoreetlisia ja -historiallisia tietoja. Kokemuk-
sellisella puolella kineettis-ekspressiivisen ja
referentiaalisen |ahestymistavan kaynnistami-
seen vaikuttaa ratkaisevasti opettajan oma
musiikin kuunteluhistoria. Voidaankin kysya onko
ylipaataan mahdollista auttaa oppilaita syviin
musiikkikokemuksiin ilman omaa vahvaa ela-
myksellista suhdetta musiikkiin ja toisaalta mitka
ovat opettajankoulutuksen mahdollisuudet tassa
suhteessa.
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characterized by close connection of the different
sense areas: the child can immediately connect
the impressions received from the same origin
through different sense organs. This way of per-
ceiving is called amodal. Another marked char-
acteristic of early childhood experiences is the
existence of vital affects. These mean the
continuosly present sentiments of dynamic and
kinetic phenomina which awaken in the child when
he is in connection with other people. Amodal per-
ception and vital affects are considered in the psy-
choanalytical frame of reference the most impor-
tant phenomina concerning the development of
the self in the non-verbal developmental stage.
The arts are obviously a channel through which it
is possible to reach some of the holism and whole-
ness which is typical of early childhood experi-
ences. If the meanings of music generated in the
listening experience are grouped into formal (mu-
sical phenomina), kinetic-expressive (feelings and
affects) and referential (images and assaociations),
the psychoanalytical frame of reference may prove
to be a fruitful starting point especially when re-
searching on kinetic-expressive and referential ar-
eas of meaning.
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kategorioiden syntyr
psyykkisid prosesseja.




Jukka Louhivuori

Ala-asteen oppilas musiikin
kuuntelijana.

Arvio KK Leena Hyvosen vaitoskirjasta

Alla oleva arvio perustuu vs. prof. Jukka
Louhivuoren lausuntoon Leena Hyvdésen
vaitéskirjasta, joka tarkastettiin Sibelius-
akatemiassa 14.10.1995.

Yleista

KK Leena Hyvénen valitsi tutkimus-
kohteekseen ala-asteen oppilaan musiikin kuun-
telijana. Tutkimusaihe on ajankohtainen ja tar-
kea. Musiikkikulttuurimme kehityksen kannalta on
tarkead, ettd musiikkia kuunteleville nuorille
tarjotaan yha paremmat edellytykset hahmottaa
ja ymmartaa musiikkia sen koko rikkaudessa.
Vieraitten musiikkikulttuurien tai oman kulttuurim-
me tuotteiden - esimerkiksi nykymusiikin - ym-
martaminen edellyttda kuuntelutaitoja. Naiden
taitojen opettamisessa musiikinopettajilla on suuri
vastuu. Musiikkikasvatuksen didaktiikaa kehitta-
malld annetaan musiikinopettajille yha paremmat
mahdollisuudet onnistua vaativassa tehtédvas-
sddn. Leena Hyvdsen tutkimuksessaan esittele-
ma laaja ja monipuolinen teoreettinen tausta
antaa hyvat edellytykset musiikin
kuuntelun didaktisen mallin kehit-
tamiselle.

Aiheen valinta ja tutkimuksen
tarkoitus

Opinnaytteen teoreettinen
tausta on rakennettu semiotiikan,
musiikin estetiikan ja kognitiivisen
psykologian varaan. Semiotiikka ja
musiikin estetiikka on pohjana mu-
siikin merkityksid koskevassa pohdinnassa.
Kognitiivisen |ahestymistavan avulla Leena
Hyvénen on pyrkinyt hahmottamaan merkitys-
kategorioiden syntymisen taustalla olevia
psyykkisid prosesseja.
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Oman lukunsa tutkimuksen alussa
muodostaa suomalaisten ja brittildisten opetus-
suunnitelmien vertailu, joka osoittaa kuinka
monella tavalla musiikin kuuntelu voidaan hah-
mottaa. Juuri brittildisen opetussuunnitelman
oftaminen vertailukohteeksi on musiikin kuunte-
lun nakokulmasta mielekasta, silld brittildinen
opetussuunnitelma antaa musiikin kuuntelulle
yksiselitteisemman ja vakaamman aseman kuin
suomalainen, kuten Leena Hyvénen toteaa.

Opinnaytteessa kaytetty |ahdeaineisto
osoittaa, ettd Leena Hyvénen on tutustunut huo-
lellisesti tutkimuksen kannalta relevantteihin lah-
teisiin. Opinnaytteen tekija on kiinnittanyt run-
saasti huomiota Lerdahlin ja Jackendoffin laati-
maan generatiiviseen musiikinteariaan. Teoria on
selitetty tydssa yksityiskohtaisesti. Tyon koko-
naisuuden kannalta teoria ei kuitenkaan osoit-
taudu niin hedelmalliseksi kuin esimerkiksi
Meyerin implikaatioteoria. Leena Hyvénen toteaa
ettd "Lerdahl ja Jackendoff ovat kehitelleet ehka
taydellisimman musiikin kuuntelijan mentaalisia
prosesseja kuvaavan mallin”. Voidaan hyvin

perustein kysya, mikd on Lerdahlin
ja Jackendoffin generatiivisen
musiikinteorian ja mentaalisten
prosessien védlinen suhde. Gene-
ratiivinen teoria on onnistunut
erityisen huonosti mallintamaan
nimenomaan mentaalisia ja muita
dynaamisia prosesseja.

Musiikin kerronnallisuutta ja
erityisesti musiikin merkityksia kasit-
televissa jaksoissa pyritdan luomaan
ja selkeyttdmaan kasitteistda. Leena
Hyvonen paatyy jaottelemaan musiikin lahesty-
mistapojen typologian kolmeen osaan: formaa-
liseen, kineettis-ekspressiiviseen ja referenti-
aaliseen. Jaottelu on hyvin perusteltu ja poikkeaa
joiltain osin Meyerin esittdmasta jaottelusta.
Leena Hyvosen vaitdskirjaksi tarkoitetun opin-
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naytteen vahvana puolena on syvallinen musiikin
merkityksia koskeva pohdinta ja kasitteiden
sisallén osuva ja musiikin kuuntelun kannalta
merkityksellinen tarkentaminen.

Kognitiotieteessa tietokoneella on ollut
keskeinen asema ennen kaikkea nk. bottom up -
prosessien simuloinneissa. Erityisesti viimeai-
kainen suuntaus, jossa aivojen toimintoja pyri-
taan mallintamaan nk. keinotekoisilla hermo-
verkoilla on tuonut mielenkiintoisia mahdolli-
suuksia mallintaa kognitiivisia toimintoja. Leena
Hyvonen vertailee top down - ja bottom up -
|ahestymistapojen eroja ja erityisesti bottom up -
l&hestymistapaan liittyvid ongelmia. Kritiikki on
paaasiassa oikeaan osuvaa, mutta tehokkaiden
tietokoneitten myoéta bottom up -lahestymistavan
yksi rajoituksista, kapea-alaisuus, on jossain -
esim. Marc Lemanin (1995. Music and Schema
Theory. Cognitive Foundations of systematic mu-
sicology) tutkimuksissa vaistymassa. Super-
tietokoneilla on mallinnettu mm. Das Wohl-
temperierte Klavier -kokoelman tonaliteettien
hahmottamista. Tietokonesimulaatioiden avulla on
huomattu, mikd merkitys musiikin dynaamisella
luonteella on musiikin hierarkkisten tasojen
havaitsemisen kannalta. Juuri tama seikka aset-
taa hierarkkisia rakenteita korostavien genera-
tilvisten mallien kaytén dynaamisten ilmididen
kuvamaisessa kyseenalaiseksi. Taman ristiriidan
ja ongelman opinnaytteen tekija on huomannut
ja tuonut osuvasti esille. Epaselvaa joka tapauk-
sessa on, kuinka pitkélle bottom up -lahestymis-
tavan avulla voidaan saada selvyyttd musiikin
kuunteluun liittyvista kysymyksista.

Musiikin ja tunteiden valinen
yhteys on askarruttanut musiikin
tutkijoita kautta aikojen, mutta sa-
malla aihe on osoittautunut yhdeksi
valkeimmista musiikkia koskevista
tutkimuskohteista. Musiikin tunne-
vaikutukset ovatkin alttiita monen-
laisille spekulaatioille. Emootioita ja
affekteja koskeva tutkimus on viime
vuosien aikana saanut lujemman
pohjan ennen kaikkea kognitio-
tieteellisen tutkimuksen vilkastumi-
sen mydta. Leena Hyvonen kasittelee huolellises-
ti aiheeseen liittyvia tutkimuksia. Erityisen
mielenkiintoinen ja niin teoreettisesti kuin
metodologisesti kauaskantoinen on opinnayt-
teessa esille tuotu oletus, ettd musiikin
aiheuttamat tunnevaikutukset ovat yksi tieta-
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misen muoto. Viimeisimmat aivotutkimukset an-
tavat tukea talle oletukselle. Tunteet nayttavat
jattavan samanlaisia muistijalkia kuin muutkin
“tietamisen” muodot. Talla havainnolla saattaa
olla tulevaisuudessa huomattava merkitys myos
musiikin didaktiikan kehittdmisen kannalta.
Muistijélkien kaltaisten emootiojélkien loytaminen
voi johtaa merkittaviin muutoksiin emootioiden
tutkimisen kannalta.

Empiirinen osa

Tutkimuksen empiirinen osa perustuu
Oulussa vuonna 1988 jarjestettyyn koulukon-
serttiin. Oppilaat saivat ennakkotietoa konsertin
siséllostéd ja konsertin jalkeen heidédn tehtava-
naan oli kuvailla kokemuksiaan. Empiirisen osan
metodologisena ongelmana on, kuten opinnayt-
teen tekija toteaa, ettei tutkija ole voinut itse vaikut-
taa kaikkiin empiirisen osan tutkimusasetelman
ratkaisuihin. Kyseessahan oli normaali koulu-
konsertti eika tiukasti kontrolloitu kokeellinen
tutkimus. Koeasetelman etuna voidaan pitaa sita,
ettd oppilaiden kokemukset ovat syntyneet
luonnollisessa ymparistdssd. Taman voi katsoa
parantavan tutkimuksen validiteettia.

Tutkimusongelmien valinta on perusteltu
hyvin ja kuvattu selkedsti. MyGhemmin tosin kay
ilmi, ettéd opettajan persoonan vaikutus konsertti-
elamykseen olisi saattanut tuoda ilmi mielen-
kiintoisia tuloksia. Konserttikokemuksen liittymis-
ta valmennustapaan on tutkimuksessa késitelty
vain - kuten Leena Hyvénen itsekin toteaa - pin-
nallisesti. Td&ma on saali, silla juuri
valmennustapaa koskeva tieto olisi
antanut hyvan pohjan musiikin-
kuuntelun didaktiikan kehittamiselle.

Teoreettisen osan kytke-
minen empiiriseen osaan pohjautuu
muutamaan avoimeen kysymyk-
seen. Tulosten tulkinta osoittaa, etta
ndinkin suppealta vaikuttava empii-
rinen aineisto antaa hyddyllista tietoa
teoreettisessa pohdinnassa esille
tulleista ongelmista. Kyselyn sup-
peus on ymmarrettavaa, kun otetaan huomioon
olosuhteet, jossa kysely suoritetaan ja kohde-
ryhma. Tastéd huolimatta tutkimusongelmien
selvittamisen kannalta laajempi ja monipuolisempi
kysely olisi epdilematta valaissut tutkimus-
ongelmia paremmin. Na&inkin toteutettuna tutki-

mus on tuonut runsaasti n
tavaakin tietea musiikin ku
esimerkiksi musiikkiluokiltz
viittaavat siihen, etta musiik
todellista merkitystd ni
kokemisen kehittymiser
tettavana oleva vaitaskirj
patevaa tietoa musiikin
lisuuksista ja vaikutuksista
vahvistavan musiikinopetu

Lopuksi

Leena Hyvdnen ol
teelliseen ja koulujen musi
ta tarkeaan kysymykseen,
tuksena el ole didaktisen
vaan |luoda pohja téllaisen
osin ajan tasalla oleva ja r
tinen pohja antaa epailemz
musiikinkuuntelun didakt
Tama lisaksi uskon tyén ar
myds muille samankalta
taustaan tukeutuville toi
tutkimuksille.
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mus on tuonut runsaasti mielenkiintoista ja yllat-
tavaakin tietoa musiikin kuuntelusta. Mainittakoon
esimerkiksi musiikkiluokilta saadut tulokset, jotka
viittaavat siihen, ettad musiikkiluokkatoiminnalla on
todellista merkitystd nuorten musiikillisen
kokemisen kehittymisen kannalta. Tarkas-
tettavana oleva vaitskirja antaa tieteellisest
patevaa tietoa musiikinopetuksen mahdol-
lisuuksista ja vaikutuksista. Taman tiedon toivoisi
vahvistavan musiikinopetuksen asemaa.

Lopuksi

Leena Hyvénen on kaynyt kasiksi haas-
teelliseen ja koulujen musiikinopetuksen kannal-
ta tarkeddn kysymykseen, Opinnéytteen tarkoi-
tuksena ei ole didaktisen mallin kehittaminen,
vaan luoda pohja tallaisen mallille. Laaja, paa-
osin ajan tasalla oleva ja monipuolinen teoreet-
tinen pohja antaa epailematta hyvat lahtskohdat
musiikinkuuntelun didaktiikan kehittamiselle.
Téama lisaksi uskon tydn antavan vankan pohjan
my6s muille samankaltaiseen teoreettiseen
taustaan tukeutuville toivottavasti runsaille
tutkimuksille.
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Heikki Ruismaki

Musiikkia &
mediaa & ...

Tietoyhteiskunta ei tule - me teemme
sen. Nayttaad vahvasti silta, etta Suomi vahvistaa
asemiaan kansainvalisesti tietotekniikan sovel-
luksissa kasvatuksen, opetuksen ja kulttuurin
alalla. Vuonna 1996 opetusministerién toimialan
painopisteind on Suomi tietoyhteiskunnaksi -
ohjelma, jonka tavoitteena on vuoteen 2000 men-
nessa vaikuttaa kansainvaliseen kilpailukykyyn ja
tydllisyyteen tietotekniikan tehokkaalla hyddyn-
tamiselld, koulutuksen ja tutkimuksen laadun
parantamisella seka kirjasto- ja tietopalvelujen
kehittamisella. Hanke on ennennakeméttdman
suuri ja kokonaisvaltainen liittyen varhaiskasva-
tuksesta taydennyskoulutukseen ja elinikdiseen
oppimiseen.

Virtuaalikoulu, avoimet ja joustavat oppi-
misymparistot, etd- ja monimuoto-opetus, tieto-
koneet ja tietoverkot seka niita tukevat oppimate-
riaalit ja opetusmenetelmat ovat koulun tydvali-
neitd. Opettajien taydennyskoulutus edellamai-
nittujen alueiden hyddyntamisessa liittyy lahitule-
vaisuudessa yha useamman musiikkikasvattajan
arkeen. Vaikuttaa siltd, ettd elaméan yleisen
muutosvauhdin airuena nayttda yhteiskunnassa
olevan teknologian hyddyntamiseen perustuvat
ratkaisut - inhimillisyytta ja humaanisuutta unoh-
tamatta.

Musiikkikasvatus -lehden eri numeroissa
tulen tarkastelemaan edelld mainittuja alueita
seka kirjoittamaan alalla tapahtuvasta kehitystoi-
minnasta. Katsausten lisaksi kuvataan alan pi-
lottiprojekteja ja haastatellaan musiikkikasva-
tuksen ammattilaisia teknologian soveltajina ja
alansa kehittdjind omassa tydymparistossaan.
Mahdollista on, ettd myds Musiikkikasvatus -lehti
laajenee verkkolehden suuntaan. Siindpa suuri
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yhteinen hankkeemme.

Tama artikkeli fokusoituu etédopetuksen
kehittamiseen ja visiointiin yliopistojen ja korkea-
koulujen valisend yhteisena hankkeena. Olen-
naista on kysya, miksi tarvitsemme tai tarvitsi-
simme etdopetusta yliopistojen vélille? Mitka sei-
kat puoltavat uudenlaisen opetusmuodan hyo-
dyntamista musiikkikasvatuksessa?

Keskeisimpina seikkoina voidaan mainita
mm. asiantuntijuuden hyédyntamisen ja ajan-
kohtaisen tieteellisen tiedon vélittamisen. Esi-
merkiksi Sibelius-Akatemian Avoimen korkea-
koulun kevaalla 1996 jarjestama Studia generalia
-luentosarja voitaisiin ISDN tai ATM -teknologiaa
hyvaksi kayttden valittda yhteistydkumppaneille
eri puolille valtakuntaa. Kasvatustieteen tai
musiikkikasvatuksen vaitostilaisuuksiin voitaisiin
ottaa osaa myds muualla kuin varsinaisella
vaitdspaikkakunnalla. Tekninen ongelma ei ole
mydskadn huippuluennoitsijoiden esitykset
etdopetuksena eri puolilta maailmaa. Uusi véline
on jo lisdnnyt kansainvalisen kommunikoinnin
intensiivisyytta.

Etdopetuksen merkityksen ymmartaa
kun nakee sen sovelluksia pienilla maaseutu-
paikkakunnilla kaukana koulutuskeskuksista.
Etaopetuksen todellinen arvo realisoituu siella.
Tama ei tarkoita, ettd me opettajankouluttajat ja
taajamien musiikkikasvattajat olisimme vapau-
tettuja etdopetuksesta. Suomikin on monesta
nakdkulmasta katsottuna periferia, etdopetus-
paikka tai esikaupunki - ainakin maantieteellisesti
- eurooppalaisille musiikkikasvatuksen keskuk-
sille.
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Valinnan ma
huomattavasti kun opi
ohjelmiinsa eri puolilta
lahetettavia kurssej;
luentosaleihin ja lu
pelkéstaan luokkahuol
sinne missa olemme.
tulevaisuudessa rienné
me ajasta ja paikast:
massa tilassa. Todi
emme etadanny vaan [

Ensimmaisté
etaopetuksen avulla
tuoda luokkahuone in
suoraan luentosaliin
teorian ja kaytannon
tusta. Etdopetuksen a
pienella paikkakunn
harvinaisempia kielia
sempien kurssien ftz
Yliopistoverkoston ylig
ja laitoksia, vahvis
kansainvélisia yhteyk
tapauksessa opetukse
sekaan, etta yliopisto
hyédynnetaan taloudell
alainen kayttd vaikutia
tojen virkarakenteeseer
ratkaisuihin. Tulevaisuu
yliopistossa.

Tulevaisuude:
seminaarit voitaisiin j2
yhteisind seminaareina
ja Jyvéaskylan yliopistor
kanssa. Tama on mal
koska seminaarit vo
alueidensa mukaan. Ti
korkeakoulujen ja yliopi
Opiskelijat voisivat nyk
juuri haluamaansa aihe

Yha enemmar
dellista oppimista tape
teyksissa koulurakennu
merkit viittaavat siiher
kehittyminen on alkanu
paikkoja myéds koulutu
taan. USA:ssa arvioidz
henkildn tyéskentelevar
méan lisdéntyy erilaister
dyntaminen oppimisess
sittava ja hyddynnetta




Valinnan mahdollisuudet lisdantyvat
huomattavasti kun opiskelijat voivat ottaa opinto-
ohjelmiinsa eri puolilta Eurooppaa etdopetuksena
lahetettavia kursseja. Maailma siis kutistuu
luentosaleihin ja luokkahuoneisiimme. Eika
pelkdstaan luokkahuoneisiin vaan koteihimme ja
sinne missd olemme. Nyt ja etenkin
tulevaisuudessa riennamme ja opim-
me ajasta ja paikasta riippumatto-
massa tilassa. Todellisuudessa
emme etadnny vaan lahennymme.

Ensimmaista kertaa on
etdopetuksen avulla mahdollisuus
tuoda luokkahuone interaktiivisena
suoraan luentosaliin ja yhdistda
teorian ja kaytannon vuorovaiku-
tusta. Etdopetuksen avulla voidaan
pienella paikkakunnalla opettaa
harvinaisempia kielid, mahdollistaa harvinai-
sempien kurssien tai soittimien opiskelua.
Yliopistoverkoston yllapito tukee pienia yksikoita
ja laitoksia, vahvistaa yhteisty6ta, lisda
kansainvélisia yhteyksia, kohottaa parhaassa
tapauksessa opetuksen laatua. Vahaista ei ole
sekaan, ettd yliopistojen yhteisid voimavaroja
hyodynnetaan taloudellisesti. Etdopetuksen laaja-
alainen kaytté vaikuttaa todennakaisesti yliopis-
tojen virkarakenteeseen ja hallinnollistaloudellisiin
ratkaisuihin. Tulevaisuudessa opetamme Suomen
yliopistossa.

Tulevaisuudessa esim. jatkokoulutus-
seminaarit voitaisiin jarjestad ainakin osaltaan
yhteisina seminaareina esim. Sibelius-Akatemian
ja Jyvaskylan yliopiston musiikkitieteen laitoksen
kanssa. TaAma on mahdollista ja kannattavaa,
koska seminaarit voivat organisoitua aihe-
alueidensa mukaan. Tiimitutkielmat voisivat olla
korkeakoulujen ja yliopistojen yhteisia hankkeita.
Opiskelijat voisivat nykyistd enemman keskittya
juuri haluamaansa aiheenmukaiseen projektiin.

Yha enemman ymmarramme, etta to-
dellista oppimista tapahtuu informaaleissa yh-
teyksissa koulurakennuksen ulkopuolella. Monet
merkit viittaavat siihen, ettd tietoyhteiskunnan
kehittyminen on alkanut muuttaa paitsi ansiotyd-
paikkoja myds koulutusta kotioppimisen suun-
taan. USA:ssa arvioidaan jo noin 30 miljoonan
henkilén tyéskentelevan kotoa kasin. Yha enem-
man lisaantyy erilaisten opetusverkostojen hyo-
dyntaminen oppimisessa. Oppijoiden on itse et-
sittava ja hyddynnettava ymparillamme olevaa
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valtaisaa informaation maaraa ja pystyttava vali-
koimaan olennaisin. Tieto ei menetd merkitys-
taan, vaan sen luonne ja sovellettavuus muuttuu
yha kiihtyvalla vauhdilla. Staattisuus on eilis-
paivad ja muuttuvuus tata paivaa. Tulevaisuuden
kehittdjia ovat sellaiset musiikkikasvattajat, jotka
kykenevat soveltamaan ja hallitse-
maan (teknologian) muutoksen mu-
kanaan tuomaa todellisuutta.

Tiedon valikointiin ja no-
peaan muuttumiseen tarvitaan opet-
tajia ohjaajina ja yhdessa oppijoina.
Epaéilen, ettd oppimisen prosessit
eivat muutu olennaisesti. Sen sijaan
oppimisymparistéjen kasvu lisaa
valinnaisuutta. Meidét tavoittaa - jos
niin haluamme - kontaktiopetuksen,
sahkdpostin, faxin, kdnnykéiden ja
henkilokohtaisten desktop-videoneuvottelu-
laitteiden todellisuudessa -huomenna virtuaali-
todellisuudessa. Olemme siis tavoitettavissa, mika
nykyaan tuntuu entista tarkedmmalta.

Myés me musiikkikasvattajat olemme
teknologiasovellusten ja verkottuvan musiikki-
kasvatuksen luojina, kayttajina ja soveltajina
uudenlaista musiikkikulttuuria rakentamassa.
Uudessa tietoyhteiskunnassa yhteistyd ei ole
klisee, vaan laajojen hankkeiden toteuttaminen
perustuu yliopistojen, korkeakoulujen ja koulujen
véliselle valttamattomalle yhteistydlle. Tassa
suhteessa Sibelius-Akatemian, Oulun ja Jyvéas-
kylan yliopistojen yhteistyd avaa uusia uria tekno-
logiaan perustuvan musiikkikasvatuksen kehitta-
miselle.
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Lehden teemoja ja toistuvia
palstoja

Musiikkikasvatus-lehden linjana on
julkaista teemanumeroita alamme keskeisista ky-
symyksista ja tutkimuksesta. Kunkin numeron
asiantuntija-artikkeleissa ja tarkeimmissa
katsauksissa keskitytaan siis tarkastelemaan
jotakin musiikkikasvatuksen erityisaluetta. Tdman
ensinumeron aihepiirind on musiikkikasvatuksen
filosofia. Syksylla iimestyvassa numerossa 2/1996
kasitellaan toimintaoppimista, erityisesti luovaa
taiteellista tydskentely- ja oppimisprosessia.

Vuosien 1997-98 aikana ilmestyviin
numeroihin toimituskunta on suunnitellut mm. seu-
raavia teemoja. Niiden kasittelyjarjestysta ei viela
toistaiseksi ole paatetty:

- musiikkikasvatuksen murros ja

opetussuunnitelmat

- musiikki ja laaketiede, musiikkiterapia

- erityislahjakkuus: kasvatus ja koulutus

- kansanmusiikki ja monikulttuurinen

musiikkikasvatus

- varhaiskasvatuksen musiikki

- musiikkipedagogien koulutus.

Artikkeleiden ja katsausten lisdksi
Musiikkikasvatus-lehden eri numeroissa tulee
olemaan myos toistuvia aihekokonaisuuksia:

- Kirjallisuutta

- opinnayiteita

- ajankohtaista

- vaitdksia ja lectioita

- teknologiaa.

Professori Heikki Ruismaki on laatinut
tahan numeroon esittelyn teknologiapalstasta.
Vaitoksia ja lectioita edustavatl syksyllda 1995
musiikin tohtoriksi vaitelleen Leena Hyvosen lec-
tio praecursoria seka vastavaittdjana toimineen
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professori Jukka Louhivuoren esittdma lausunto
vaitoskirjasta Ala-asteen oppilas musiikin
kuuntelijana. Itse vaitskirja on ilmestynyt Sibe-
lius-Akatemian julkaisusarjassa.

Ajankohtaista-palstalla tullaan kerto-
maan mm. asiantuntijatapaamisista, konferens-
seista tai muista huomattavista alan tapahtumis-
ta. Talla hetkella suurimuotoisin lahitapahtuma on
heindkuussa 1996 Amsterdamissa jérjestettava
ISME:n maailmankonferenssi. Yhteyksia kon-
ferenssiin osallistumisen merkeissa tai konfe-
renssin julkaisujen hankkimisen tarkoituksessa voi
ottaa joko Suomen ISME:een, kansainvaliseen
ISME:een tai konferenssin jarjestdjiin.

Kirjallisuutta-palstalla tullaan esittele-
maan ja arvioimaan keskeista kirjallisuutta seka
tiedottamaan muista alan julkaisuista. Toimitus
odottaa palstalle lukijakunnaltakin kirjoituksia ja
ehdotuksia. Lehteen tullaan myds vuosittain koko-
amaan luettelot alan opinndytteista (perus- ja jat-
kotutkielmista) maamme eri korkeakouluissa.
Ensimmaiset luettelot I6ytyvat lehden numerosta
2/1996.

Musiikkikasvatus-lehden julkaisijat
toivovat lukijoiltaan aktiivista yhteydenpitoa
toimituskuntaan; tekstej, aloitteita ja ehdotuksia
koskien kaikkia edellamainittuja lehden osia seka
lehden yleista kehittdmista.
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ISME:n 22. Maailmankonferenssi
on kesilla, 21.- 27. 7. 1996,
iloisessa Amsterdamissa

Musiikki on universaali kieli, se kuuluu kaikille aikakausille ja jokaiselle ihmiselle ikdan, kansallisuuteen
ja kulttuuriin katsomatta. Taman teeman ymparille koko maailman musiikki-kasvattajat kokoontuvat
pohtimaan alansa ilmidita ja kehitysnakymia uuden vuosituhannen kynnyksella. Yli 1 500 osanottajan
odotetaan osallistuvan ISME-konferenssiin.

Konferenssin paateemaa -Musiikkikasvatus: Valmistautuminen 21. vuosisadalle -tarkastellaan neljasta
nakokulmasta: Musiikki on kaikkien sukupolvien universaali kieli, musiikki on kaikkien aikojen universaali
kieli, musiikki on kaikkien kulttuureiden universaali kieli, ja musiikki on kaikkien kansakuntien universaali
kieli. Kaikista maanosista tulevan yli 2 000 esiintyjan voimin toteutetut yli 200 esitysta kaikuvat viikon
ajan ympari Amsterdamia. Tapahtumapaikkoina ovat RAl-konferenssi-keskuksen ohella kuuluisat
konserttisalit, teatterit, puistot, ostoskeskukset ja ravintolat, klubit ja kahvilat.

Rekisterdityminen konferenssiin alkaa sunnuntaina 21.7 klo 15, illalla on tervetuliais-konsertti. Avajaiset
ovat maanantaiaamuna klo 9.30, jonka jélkeen tydskentely jatkuu neljan taysistunnon merkeissa.
Kullekin paivalle on suunniteltu maanosan mukaan tietty kulttuurinen lime. Koska vuoden 1998
konferenssi jarjestetadn Pretoriassa Etela-Afrikassa, paattyy Amsterdamin konferenssia jatkoa
enteilevaan afrikkalaiseen Zakanaka!-juhlaan - sana tarkoittaa -kaikkea hyvaa ja hauskaa+.
Konferenssitarjonnan ohella voi seikkailla historiallisessa Amsterdamissa, joka on myés moni-ilmeinen,
musiikillinen maailmankaupunki.

Paivien runko toistuu samanlaisena, rinnakkais-ohjelmista voi valita eri kohteita:

8.30 aanijumppa 15.15 tauko

9.30 luennot, tybpajat, 15.45 luennot, tyopajat, demonstraatiot
demonstraatiot

10.45 kahvitauko 17.00 vapaa foorumi,

11.15 luennot, tydpajat, 18.15 paivéllinen
komiteatapaamiset demonstraatiot

13.30 lounas 20.15 konsertti konferenssi-

14.00 luennot, tybpajat, demonstraatiot keskuksessa tai kaupungilla

22.30 y6kahvila

Viikko vanhassa eurooppalaisessa mutta samalla niin kansainvélisessd Amsterdamissa lupaa
ammatillista lisékoulutusta, kulttuurintuntemusta, mahtavia elamyksia ja uusia tuttavuuksia. Lisatietoja
saat liittymalld Suomen ISME:en. Jasenetuna sinulle tarjotaan yhta pakettimatka-vaihtoehtoa.
Konferenssiin osallistuminen edellyttdd Kansainvalisen ISME:n jasenyytta. limottautumismateriaalin
voit tilata kongressikeskuksesta:

ISME 1996 Kongressimaksu :ennen 15/5 440 Suomen ISME :

NLG ~ 1 200 Fmk ,15/5 jalkeen 540 NLG ~ Sihteeri Leena A&rimaa

1 500 Fmk; opiskelijat 235 NLG ~ 635 Fmk. Runebergink. 25 A 15, 00100 Helsinki p. 440694
Puh. joht. Marjut Haussila Laajalahdentie 4

Amsterdam RAI-OBA 00330 Helsinki p. 458 3459

P.O.Box 77777, 1070
MS AMSTERDAM NETHERLANDS
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Ohjeita kirjoittajille

Musiikkikasvatus julkaisee musiikkikasvatuksen
alaa koskevia tieteellisia ja kaytantéon liittyvia
artikkeleita, katsauksia, puheenvuoroja,
ajankohtaisiin tapahtumiin ja asioihin liittyvia
kirjoituksia, kirjallisuusarviointeja ja vaitdslectioita.

Kasikirjoitukset

Lehden toimitukselle voi [&hettaa edellamainittuja,
kulloisenkin lehden numeron teemaan liittyvia
kirjoituksia joko suomeksi, ruotsiksi, englanniksi
tai saksaksi. Kirjoitusten tulee olla sellaisia, joita
el ole toisaalla aikaisemmin julkaistu tai joita el
ole lahetetty muualla julkaistavaksi.

Suomenkielisiin teksteihin tulee liittdd enintaan
200 sanan englanninkielinen tiivistelma
(Summary tai Abstract), muunkielisiin vastaavan
mittainen suomenkielinen tiivistelmé&. Kasikirjoi-
tukset arvioidaan lehden toimituskunnassa, joka
artikkeleiden ja katsausten arvioinnissa kayttaa
tarvittaessa myos ulkopuolisia asiantuntijoita.

Kasikirjoitukset lahetetddn toimitukselle seka
levykkeelld ettd kolmena (3) paperikopiona.
Lahdeviitteissa ja lahdeluettelossa kaytetaan
kasvatusalalla vakiintunutta merkintatapaa.

Vuoden 1996 toisen numeron yleisteemana on
toimintaoppiminen, erityisesti luova taiteellinen
oppimisprosessi. Numero ilmestyy syksylla
1996, ja siihen tarkoitettujen késikirjoitusten tulee
olla toimituksella syyskuun 1996 aikana.

Vuoden 1997 teema-alueiden suunnitelma on
nahtavissa taman numeron Ajankohtaista-
palstalla. Tarkempia tietoja aiheista ja aikatauluista
saa lehden seuraavasta numerosta seka
paatoimittajalta.

Musiikkikasvatus Vsk. 1 Nro 1 1996

Kirjoittajan yhteystiedot

Yhteydenpitoa sekd lehdessa ja internetissa
julkaistavaa kirjoittajaluetteloa varten kirjoittajia
pyydetaan ilmoittamaan oppiarvonsa, virka-
asemansa, osoitteensa seké puhelin- ja fax-
numeronsa ynna e-mail-yhteystietonsa.

Muuta

Lehti ei maksa kirjoituspalkkioita. Artikkeleiden ja
katsausten kirjoittajat saavat kaksi kappaletta
kyseisen lehden numeroa. Muiden osastojen
kirjoittajille lahetetaan yksi kappale ko. lehtea.
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. musiikkikirja: musiikin
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Eira Kasper, Raija Lampila

Yhteiset kurssit Syventavit kurssit

OPPIKIRJA | Opus, musiikin tyopaja Maailmanmusiikista populdari-
83,00 musiikkiin syksy -96
Opus, Suomalaisena musiikin Musiikkia nayttamolla syksy -96
maailmassa Soitin- ja laulumusiikin helmia
83,00 syksy -96

Opus - Lukio laulaa syksy -96

OPETTAJAN | Musiikin tydpaja, Opettajan aineisto
MATERIAALI'| 83,00

Suomalaisena musiikin maailmassa,
Opettajan aineisto 83,00

AANITTEET | Musiikin tydpaja Suomalaisena musiikin maailmassa
CD 1 Rock-musiikin historia CD 1 Taidemusiikkia eri aikakausilta
CD 2 Klassiset sdvellykset CD 2 Suomalaisia sédvellyksia
CD 3 Kuuntelutehtavit CD 3 kevit -96

CD-hinnat a 103,00 CD 4 kevit -96
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