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haluttu myos korostaa, ettd taiteissa on kysy-
mys paljosta muustakin kuin kauneuseldmyk-
sistii, ja tehdei selveiksi se, ettd esteettinen kas-
vatus on aivan eri asia kuin estetisoiva opetus.
Samanaikaisesti musiikin maailmankuva on rat-
kaisevasti laajentu nut ja monimuotoistunut. Ero
yli 25 vuotta sitten vall inneeseen ti lanteeseen
on dramaattinen. Ja viimeiseksi, mutta ei vd-
hiten, kdsitys ihmisestti ja hiinen voimavarojen-
sa sytyt tamisesta oppi jana on kogni t i iv isen
psykologian johdosta tyystin eri lainen kuin nel-
jdnnesvuosisata sitten.

Suhteessa ooetussuunnitelma-kdsit-
teeseen on opettajat i iskettri in pantu uuden
tilanteen eteen. Keskusjohtoisesta suunnitte-
lusta on jiiljelld vain raamit. ltse pitii:i tietaiei ja
ptiZittAd, mikd on tdrkeAA tai vAlttAm:itdntd.
Ylhaalta ei sanella ihanteita, tavoitteita, opetus-
tapoja eikii oppisisdlt6j: i materiaaleineen. Sen
sijaan on pystyttava itselleen, rehtoreil le, oppi-
laiden vanhemmille ja rahoittaji l le perustele-
maan jo sekin, miksi ja kenelle musiikkia opete-
taan. Puhumattakaan siita, mita opetetaan, mi-
ten opetetaan, tai siitii, mihin perustuu kestiiv6
osaaminen, pitkti jAnteinen motivaatio, ja miten
oppi laan i tsearv io int ia  ta i  omaa tavoi t teen-
asettelua voi tukea. Opettajat niin kouluissa,
op i s to i ssa  ku in  ko rkeakou lu i ssak in  ova t
sdidddsmuutosten sekd teknokraattisen tulos-
ajattelun paineissa joutuneet uudella tavalla
pohtimaan tyonsii perimmdisid perusteita.

Minkdrin alan musiikkikasvatta.ja ei voi
endii tehdir tyotddn pel kdstiiiin kokemuksen,
perimiit iedon, auktoriteettien, oppimateriaalien
tai normatiivisten opettajankirjojen varassa.
Ooetusta ei voi suunnitella i lman omaa niike-

mysta arvoista ja paama
kulloisenkin opetussuunni
ja valittu profiili mririreieivdr

Ni inpd Musi ikk i
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Aiheen valinnasta sitten j
siikkikasvatus onkin suor
tdmdn  ens immd isen  n -
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yhdessd numerossa kirjo
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PaiAartikkelim me kirjoittaj
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kirjaan "Music Matters". Se
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kerrotaan orof. Heikki Ruis
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Teemana filosofia

Miksi David Ell iott on ajankohtainen ja
kiistanalainen? Siksi, ettd hdn on muita kiirkevim-
min vaatinut uutta fi losofista nzikemystd musiikin
ja musiikkikasvatuksen perustaksi. Ndkemystii,
joka pystyisi kattamaan kaikki musiikin i lmene-
mismuodot. Hdnen ja toisen p6:ikirjoittajamme
Regelskin kohdalla se on merkinnyt irtautumista
esteettisestd musiikkikAsityksestd ja siihen nojaa-
vasta taidekasvatuksen ideologiasta. Esteettisen
konseption sijaan he esittavat ajatuksiaan prag-
maat t isen f i losof isen koulukunnan hengessd,
erityisesti Deweyn kasvatusndkemyksen peril l i-
sin€i. Tiimii kytkeytyy heiddn teksteissdiin kon-
st rukt i iv is-kogni t i iv iseen oppimiskdsi tykseen.
Keskeisimmdksi kdsitteeksi nousee toiminta, mie-
len toiminta. Musiikin ja muiden "taitamisalojen"
tiedon, osaamisen ja oppimisen ymmdrtdmiseen
on toiminnan kasitteistolla suuri merkitys, samoin
myos nonverbaalisten prosessien tutkimukselle ja
sovel luks i in .

Suomen peruskoulun opetussuunnitel-
massa, vuodesta 1970 ldhtien, musiikki on sijoit-
tunut esteettisen kasvatuksen osa-alueeseen.
Korostettiin esteettisten arvojen kokemisen ja eld-
myksen merkitystd. Kauneuden kokemusten kat-
sotti in kuuluvan jokaisen lapsen, tulevan kansa-
laisen, perusoikeuksiin. l lmaisussa ja eldmyksis-
sA ndhtiin koululaisen oppimishalun eli motivaa-
tion perusta. Kaikki tdmd juurtui syvdlle sekii kou-
lu jen et tA opet ta jankoulutuksen opetukseen.
Muuntumista ja muuttumista on kuitenkin tapah-
tunut paljon 25 vuoden aikana. Nykyisin puhutaan
taidekasvatuksesta. Entistii sel keiim mi n pu h utaan
eri taiteenaloil le ominaisten prosessien ja mate-
riaalien opiskelusta, taitojen oppimisesta, har-
joittelusta, harjaantumisesta sekd muusta tyypil-
l isesti toiminnall isen tiedon omaksumisesta. On
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mysta arvoista ja paamaaristd. Niistd kohoaa
kulloisenkin opetussuu nnitel man ydin. Tavoitteet
ja valittu profi i l i  mddriidvat muun.

Ni inpd Musi ikk ikasvatus- lehden en-
simmiiisestii teemasta paatettaessa oli selviiii,
ettd l i ikkeelleldhto tapahtuisi f i losof ian merkeissd.
Aiheen valinnasta sitten johtui, eta vaikka Mu-
siikkikasvatus onkin suomenkielinen lehti, ovat
t imdn  ens immd isen  numeron  pa i r i a r t i k ke l i t
englanniks i .  Keskuste lua musi ikk ikasvatuksen
filosofiasta ei suomeksi ole vield vakavasti ottaen
kdyty. Mutta epeiilemdtti se on alkamassa.

Lienee harvinaista, etta aikakausilehden
yhdessd numerossa kirjoittaa kolme maailman
tunnetu i  mpi  in  lukeutuvaa su u n nan n i iy t ta jaa.
Pidartikkelimme kirjoittaja, kanadalais-amerik-
kalainen professori David Elliott teki syksylki 1995
luentoviera i lun Suomeen.  Hdn on j t isentdnyt
ar t ikkel insa n i iden kysymysten nojaan,  jo i ta
luentoyleison joukosta kohosi. Yhdysvaltalainen
professori Thomas Regelski ja Lontoon yliopis-
ton professori Keith Swanwick esittdvdt vasta-
puheenvuoronsa Ell iott in i iskenii in julkaistuun
kirjaan "Music Matters". Samaista kirjaa on tdssd
lehdessi suomeksi arvioinut professori Pentti
Mii i i tt i inen. Musiikinopettaja Eija Lappalainen
puolestaan pohdiskelee,  mi tA v i ime vuosikym-
menten luetuimmilla musiikkikasvatuksen fi loso-
feil la olisi ki iyti in non musiiki nopettajalle annetta-
vaa. Oulun uudessa koulutusyksikossd on alettu
selv i te l l i i ,  mi l la is ia taustaf i losof io i ta  s ikd l6 is i l ld
musi ikk ikasvatuksen opiskel i jo i l la  on.  Asiasta
kenotaan prof. Heikki Ruismden tutkimusryhmdn
artikkelissa. Oulussa toimii myos musiikin tohtori
Leena Hyvdnen,  jonka vdi tds lect io  ju lka is taan
tdssd lehdessd.

Musiikkikasvatus on musiikkikasvatuk-
sen  ens immi i i nen  t i e tee l l i nen  a i kakaus i l eh t i
Suomessa. Aloite lehden perustamisesta l irhti Si-
belius-Akatem ian musiikkikasvatuksen osastolta.
Oulun yliopiston musiikkikasvatuksen koulutus- ja
tutkimusyksikon kanssa osasto kantaa vastuun
vuoden 1996 a ikana i lmestyv is td numeroista.
Tulev ien numeroiden a ihepi i re is td kerrotaan
taman lehden Ajankohtaista-palstalla. Opetus-
tyon kdryttinnolle ja empiiriselle tutkimukselle on
varattu aihepi ireji i  tuonnempana tulevissa nume-
roissa. Lehden toinen numero i lmestyy syksyn
arKana.

Musi ikk ikasvatus tu lee ja tkossa o le-
maan selvdsti enemmdn suomenkielinen, kuin se
on tdssd ensimmAisessdl numerossaan. Kuhun-
kin tulevaan numeroon on ajateltu sijoittaa kes-
k imddr in yks i  muunkie l inen ar t ikkel i  seka tar-
keimpien tekst ien englannink ie l iset  t i iv is te lmat .
Tiivistelmat toimitetaan myos Interneti in, Sibelius-
Akatemian ja Oulun y l iop is ton s ivu i l le .

Eldvdn pedagogisen tyon kannalta on
tarkeaa, ettd ammattikuntamme omanarvontunto,
osaamisen tunne ja kehitystarpeet kohoavat. Ndin
on kdymdssd. Murroksesta ja kaaoksesta sel-
viytymiseen tarvitaan yhteyksid, t i ivistd tuntumaa
t ietoon,  tu tk imukseen ja kr i i t t iseen a jatusten-
vaihtoon.  Musi ikk ikasvatus- leht i  a ikoo p i td i r
luk i jansa tassa suhteessa a jan tasal la .  Toimi-
tuskunta tahtoo kehittad lehted sellaiseksi, ettd
se koetaan yhteiseksi tiedon ;a ajatusten kana-
vaksi maamme musiikkikasvatuksen moninaisil la
sektore i l la .  Luki jo idemme tuk i ,  kr i t i ikk i  ja  eh-
dotukset ovat tassa mielessii hvvin tervetulleita.

Marjut Laitinen
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David J. Elliott

Music Education in Finland:
A new philosophical view

During October, 1995, I had the privilege
of visiting Finland to present a series of lectures
at the Sibelius Academy and at the University of
Jyvdskyld. My audiences on these occasions
inc luded mus ic  p ro fessors  f rom var ious
departments within these inst i tut ions, 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 theoret ical  and pract ical
dimensions of a new "praxial" (or action-centered)
philosophy of music education that I detail in Music
Matters: A New Philosophy of Music Education
(Elliott, 1995). I believe it is reasonable to call this
effort a "new" philosophy because its foundations
and recommendations for music teaching and
learn ing  d i f fe r  fundamenta l l y  f rom the
conventional philosophy of "music education as
aesthetic education"that my esteemed colleagues
Bennet t  Re imer  (1970/1989)  and Ke i th
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 -- Whv?
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 I had gained on my two
previous visits to this beautifully musical country),
I 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 constilute a fascinating yet difficult web of
challenges for anyone who takes a serious interest
in music education. In an attemot to meet these
challenges and, hopefully, resolve successfully at
least some of the above issues and questions, I
will combine several themes and arguments from
recent research efforts (i.e., Elliott, 1993a, 1993b,
1994,  1995,  1996a,  1996b)  w i th  no tes  and
reflections I 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 posit ion on some
aspects of the very complex human endeavor we
cal l  "music educat ion" from the viewpoint of
someone who knows something (but by no means
everything) of the special circumstances of and





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
musrc.

The Nature of Music

As I  proffer elsewhere (El l iot t ,  1994,
1995, 1996a), there is a self-evident fact lying
b e h i n d ,  b e n e a t h  a n d  a r o u n d  o u r  m u s i c a l
involvements that provides us with an indisputable
starting point for saying what music is: namely,
human action. Without some form of intentional
human act ion, 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 artl '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
oo.

Several points follow from the above.
First, if music is essentially a form of intentional
human act ion, then music must necessari ly
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 l istening 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 cal l  the human real i ty
formed by this interlocking relationship a musical
oractice.

Music makers are Dract i t ioners of a
human practice called MUSIC that has various
sub-practices, sub-specialties, or arts of music
that go by such names as jazz, Baroque music,
rock music, Finnish traditional music, and so on.
The subd iv is ions ,  o f  course ,  con t inue.  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 I 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
mus ica l  p roduc ts  o r  mus ica l  works .  These
products are ident i f iable 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 Barooue choral
singing, bebop jazz improvisation (and so on)
when we hear them: by the stylistic features
mani fes ted  in  the  mus ica l  sound pa t te rns
themselves. Specific musical practices eventuate
in specific musical styles.

A  usefu l  way  to  t ie  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 pract ice consist ing in many di f ferent
musical practices or Musics (uppercase M). Each
and every musical practice (or Music) involves the
two corresponding and mutual ly reinforcing

activit ies of music makir
word music (lowercas
works that eventuate fr(
of the practit ioners v\
compose,  arrange,  or
practice.
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activit ies of music making and music l istening.The
word music (lowercase) refers to the musical
works that eventuate from the musical knowledge
of  the pract i t ioners who per form, improvise,
compose,  arrange,  or  conduct  in  a par t icu lar
oractice.

Men t i on  o f  " know ledge"
brings us to the next key issue. What
is the nature of "musical knowledge"
or "musical understanding"? lf we
can  answer  t h i s  oues t i on
adequately, then we can address
one of the most fundamental issues
in music educat ion:  what  is  most
worth teaching and learning?

Music Education:
What Shall We Teach?

ln essence, all musical practices
worldwide depend on music makers and music
listeners knowing how to interpret and overtly
construct successive and simultaneous musical
sound pat terns ar t is t ica l ly  (c f .  E l l io t t ,  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 t ransform musical  pat terns
creatively;how to judge the quality of their musical
con -s t ruc t i ons  i n  re la t i on  t o  s tanda rds  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. I
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 I shall explain in a
moment.  But  what  about  the nature of  music
listening?

Al l  acts of  music per forming a lways
involve music l istening. And music l istening is also
a matter of know-how, or procedural knowledge,
in the sense of internal (mental) know-how. This
i s  s o ,  I  s u g g e s t ,  b e c a u s e  o u r  c o n s c i o u s
experience of a musical work is not a copy of a
static object waiting "out there" to be picked like
an apple on a tree. Listening is a matter of minding.
What we experience as a musical performance

( l i ve  o r  reco rded )  i nvo l ves  va r i ous  k inds  o f
"information" that arise in consciousness through
interactions between (i) our powers of attention,
cognition, emotion, intention and memory and (i i)
the artistically created aural patterns we call a
musical work.

What we can say, then, is that
music l is tening is  fundamental ly  a
matter of knowing how to coverlly
cons t ruc t  success i ve  and
simultaneous musical sound patterns
i n  r e l a t i o n  t o  t h e  t r a d i t i o n s  a n d
s tanda rds  o f  spec i f i c  mus i ca l
practices. Competent, proficient and
expert music l isteners are people who
have  deve loped  the  p rocedu ra l
know ledge  requ i red  to  i den t i f y ,
i n te rp re t ,  " p i ece  toge the r "  and
otherwise cognize (or make sense of)

pa r t i cu la r  k i nds  o f  mus i ca l  pa t t e rns .  Aga in ,
however, four other kinds of musical knowledge
contribute to the procedural essence of music
listening in a variety of ways (see below).

Th i s  b r i ngs  us  t o  an  essen t i a l
relationship: the procedural dimension of music
making and the procedural dimension of music
listening are two sides of the same cognitive coin.
W h i l e  m u s i c  m a k i n g  i n v o l v e s  t h e  o v e r t
construction of musical patterns, music l istening
invo l ves  the  cove r t  cons t ruc t i on  o f  mus i ca l
pat terns.  (Whereas a l l  forms of  music making
involve the constructive ex-pression of musical
relationships, all forms of music l istening involve
t h e  c o n s t r u c t i v e  i m - o r e s s i o n  o f  m u s i c a l
relationships). What this means, in turn, is that
people who know how to l isten intell igently for a
particular style of music (e.9., Bebop, Balinese
Gamelan music,  or  F innish t radi t ional  s inging)
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 l istening.

Let me restate what I have just written.
Whenever a person (child or adult) is performing
and/or l istening for music effectively, he or she is
exhibit ing a multidimensional form of knowledge
ca l l ed  mus i c i ansh ip  (wh i ch  a lways  i nc ludes
listenership). Musicianship demonstrates itself in
act ions,  not  words.  l t  is  a form of  procedural
knowledge, or what Schon (1983, 1990) also calls
"thinking-in-action" and "knowing-in-actionl'
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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)
mus ic .  Mus ic  makers  exh ib i t  the i r  mus ica l
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 l ies in the qual i ty 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 I give to these four
kinds of knowing are: formal musical knowledge,
informal musical  knowledge, impressionist ic
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-act ion as
oerformers and audience members. With the
guidance of competent teachers, students learn
to ref lect on the causes of their
musical successes and failures in the
c o u r s e  o f  t h i n k i n g - i n - a c t i o n  a s
produc t ive  mus ica l  apprent ices .
Students learn how to target their
attention to different aspects of their
musical thinking-in-action in relation
to verbal concepts.

Informal musical knowledge
involves the ability to reflect critically
in  ac t ion .  Ref lec t ing  c r i t i ca l l y
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 ref lecting-in-action is f undamental
to musicianship because music making and music
l istening are not simple matters of "habits,
behaviors, routines, or skillsl'Why not? Because
musicing and listening cannot be reduced to
verifiable methods that always work and that can
always be expressed in words. Pr inciples of
musicing and listening, like chess strategies, do
not  guarantee  success .  They  are  a lways
provisional.  The effect iveness, f lexibi l i ty 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 "intuitionl'
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 thingsj'while doing,
making, and ref lect ing- in-act ion. 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
abi l i ty 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 oerson who knows how to
make music and how to listen for
music competently (proficiently, or
exper t l y )  possesses  mus ica l
knowledge or musical understanding
in the robust sense of a "working
understanding" of music. And clearly,

a "working 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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Le t  me  summar i ze  t he  educa t i ona l
implications of this discussion to the present point.
Recall, first, that four of the five kinds of knowledge
tha t  cons t i t u te  mus i c i ansh ip  - - -  p rocedu ra l ,
informal, impressionistic and supervisory musical
knowledge - - -  are essent ia l ly  nonverbal  and
situated. Accordingly, as Howard Gardner (1991)
also suggests, to develop musical understanding
requires that music educators place productive
mus i c  mak ing  "a t  t he  cen te r "  o f  t he  mus i c
teaching-learning experience (pp. 238-239).

l n  t e r m s  o f  m u s i c  c u r r i c u l u m
development ,  then,  music educators need to
design and implement programs that induct and
immerse  mus i c  s tuden ts  ( i ndeed ,  a l l  mus i c
students) in musical practices through active and
a u t h e n t i c  m u s i c  m a k i n g .  M u s i c  c u r r i c u l u m
development ought to take its direction not from
verbal concepts, not from so-called "aesthetic
qualit ies j 'and not from recordings, but rather from
musical thinking-in-action: from performing and
improv i s i ng  p r imar i l y ,  and  f rom compos ing ,
arranging and conducting whenever possible.

Second,  learn ing to l is ten deeply and
intell igently for the music of a particular practice
requires that  s tudents learn music f rom the
" i ns ide "  o f  mus i ca l  o rac t i ces :  as  " re f l ec t i ve
pract i t ioners"  (Schon,  1990).  When teachers
require students to l isten artistically for the music
they make themselves (and wi th 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,
co  mpar i so  n -co  n t ras t a n o
production-interpretation relations.

Another way of putting this
is to say that music l istening ought
to be taught and learned in class-
room s i t ua t i ons  t ha t  t eache rs
del iberate ly  organize to approxi -
ma te  t he  p roduc t i ve  goa l s  o f
authent ic  musical  pract ices.  The
name I give to this kind of teaching-
learning situation is curriculum-as-
pract icum (cf.  El l iot t ,  1995, p. 253ff) .  A music
curr iculum based on authent ic 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 l istening --
-  l i s t en ing  fo r  wha t  one  i s  a t t emp t i ng  to  do
musically through performing, improvising and so
on - - -  is  the pr imary form of  l is tening in  music
educat ion.  Ar t is t ic  l is tening is  d i rected toward
authentic musical problem-finding and problem-
so l v i ng .  I n  a l l  t hese  ways ,  a  gene ra l  mus i c
curriculum centered on productive and authentic
music making provides the opportuni t ies and
challenges students need to develop crit ical and
intu i t ive musical  d isposi t ions for  the music of
ditferent musical practices.

What oractices? Should music students
in F in land learn to make and l is ten to F innish
traditional musics, Western "classical" musics, and
other musical practices whenever possible? Yes,
yes, and yes. Let me explain.

What Musics Shall We Teach?

As I have argued above, and in different
deta i ls  e lsewhere (El l io t t ,  1995,  1996a),  MUSIC
is a diverse human practice and, therefore, "music
educat ion"  is  (or  should be)  concerned wi th
MUSIC  i n  t h i s  b road  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 aboul
selecting musical practices for music teaching and
learning? Are some musical practices"better"than
others? Does it make sense to select musical

oractices on the basis of students'
cultural traditions?

Le t  me  app roach  these
questions by observing that it is not
uncommon to find people who believe
strongly that all Western European
"c lass ical"  pract ices are inherent ly
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 musicl 'And so on.

What can we make of such talk? To
answer, suppose we attempt to decide which is
"bes t "  among th ree  d i f fe ren t  Mus ics :  (say)
Baroque instrumental music, a piece of Finnish
tradit ional instrumental  music.  and a work of
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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 pract ices, or on ( i i )  the standards of a
completely unrelated musical practice, or on (ii i)
the standards of no musical oractice whatever.

But of course, the first option is ethno-
centric. And the second ootion 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"bette/'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 ot
different musical works within the same musical
practice).

Ethnomusicologists Mark Slobin and Jeft
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
o n e m u sic-cu ltu re was "beft e r" th an anoth e r. Why ?
Because such a judgment is based on criteriafrom
inside a single music-culture. To call another mu-
sic-culture's music "pilmitive" imposes ones own
standards on a group that does not
recognize them. (p.9)

But whi le no one Music is
innately superior to any other, some
mus ica l  p rac t ices  may be
educationally more appropriate than
o t h e r s .  I n  o t h e r  w o r d s ,  m u s i c
educat ion  does  no t  occur  in  a
vacuum, but rather in relation to a
variety of constraints --- practical,
social, cultural, ideological, political
and so on. Chief among these is the practical
problem of curricular t ime. There is simply not
enough time to teach all the world's Musics to all
children. Thus, diff icult 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
o f  t he  t ac i t  d imens ions  o f  mus i c i ansh ip  - - - -
p r o c e d u r a l ,  i n f o r m a l ,  i m p r e s s i o n i s t i c  a n d
supervisory musical knowings --- that children are
most l ikely to develop themselves through early
mus i c i ng  and  l i s t en ing  i n  t he i r  own  cu l t u ra l
contexts. (Here is one key reason for teaching the
ch i l d ren  o f  F in land  bo th  Wes te rn  c l ass i ca l
practices and Finnish musical traditions). As I
explain below, and in a parallel context (Ell iott,
1996a), to achieve the primary values of music
education, students must learn to achieve a match
between thei r  level  of  music ianshio and the
musical challenges they meet in music education
curr icu la.  Put  another  way,  in  decid ing which
practices to teach first, teachers ought to take
account of a student's "local" musical culture. For
the musical  knowings that  in fants 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 re lat ion to increasingly  demanding
musical works. The most important "l i fe-values"
of  music and music educat ion ar ise through
engagements with progressively more challenging
musical  works.  Moreover,  as the phi losopher
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
shor t ,  mus ica l  b readth  is  no t
necessarily a virtue.

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

cen t ra l  r espons ib i l i t y  ( t o  deepen  s tuden ts '
music ianship)  ind icates that  music educat ion
curricula ought to build on a foundation of several
c losely re lated musical  pract ices that  sp i ra l
upward in the demands they make on students'
growing musicianship. Once established, music
curr icu la may then "move out"  toward more

unfamiliar oractices.
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unfamiliar practices.

Indeed (and paradoxical ly) ,  be-
cause MUSIC is a diverse human practice, and
b e c a u s e  i n d u c t i o n  i n t o  u n f a m i l i a r  m u s i c a l
oractices l inks the values of music education with
the  va lues  o f  human is t i c  educa t i on ,  mus i c
teachers ought to make an important place in their
curricula for music-cultures that are moredistantly
re la ted  to  t he  cu l t u re -soec i f i c  f o rms  o f
musicianship that children develop early in the
context of their culture. Thus, and in addition to
the obvious cr i ter ia  of  s tudents '  in terests,  the
availability of authentic repertoire, and a teachers
knowledge and/or  d isposi t ion 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 I suggest that this pattern of
thinking may also apply in the contexts of, say,
Finland, or lreland? Indeed, given the extraordi-
narily long, varied, and rich history of Finnish tra-
ditional music making, I am (frankly) astonished
when I hear a Finnish music educator hesitate
about the central (and rightf ul) place
of Finnish traditional music oractices
in Finnish music education.

lmplicit in the above is a
key tenet  of  mul t icu l tura l ism and
another imoortant criterion for se-
lect ing among musical  pract ices:
recognition. Personal and cultural
recogni t ion are essent ia l  to  the
growth and education of the Self. As
the phi losopher Char les Taylor
(1992) points out, recognition is closely tied to
self- ident i ty.  A student 's ident i ty 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 ident i ty rests im-portant ly on the
de l ibera te  and accura te  recogn i t ion  (o r

affirmation) of people's cultural beliefs and values.
When recognition is withheld, or dishonest, the
consequences can De grave:
a person 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. lf 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. lt is a vital
human need" (p.26).

Music Education:Why?

To th is  point  in  my d iscussion I  have
suggested several important social-cultural values
tha t  s tuden ts  can  ach ieve  th rough  ac t i ve
involvements with MUSIC as a diverse human
practice. But there are additional and equally
important  benef i ts  that  s tudents can achieve
through the development of musicianship that I
ca l l  " l i fe-values" :  se l f -growth,  se l f -knowledge,
enjoyment  (or  opt imal  exper ience)  and sel f -
es teem (E l l i o t t ,  1995 ,  pp .  113 -119 ) .  How can

mus ic  s tuden ts  ach ieve  these
essent ia l  l i fe-values through music
making (by which I mean performing
and improvis ing in  par t icu lar ,  and
c o m p o s i n g ,  a r r a n g i n g ,  a n d  c o n -
ducting whenever possible) and music
l is tening?

Most musical practices offer
music makers the two necessary
conditions for achieving the l ife-values
of self-growth, self-knowledge, optimal

experience, and sellesteem: (i) multidimensional
cognitive-affective challenges (i.e., musical works)
and  ( i i )  t he  know- ledge  ( i . e . ,  mus i c i ansh ip )
required to meet these challenges. Musicianship
is the key to achieving the l ife-values of music
making.  And music ian-ship can be taught  and
learned.
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Also, l ike many "opt imal 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
mus ica l  p rac t ices  inv i te  and demand the
progressive matching of increasingly
complex musical  chal lenges with
increasing levels of musicianship. The
tradit ions and standards of each
musical  oract ice determine what
counts as the proper artistic goals of
music making in that practice.

For  example ,  mus ic
educators who teach in the context
of children's choirs know the traditions
and standards of children's choral
music. They know what counts as
good (very good and excellent) choral singing in
a particular practice and, therefore, what the
appropr iate goals and standards of  s tudent
singers should be at beginning to expert levels of
development. By increasing students' strategic
musical judgment abil it ies, 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
coun ts  as  mus i ca l  f eedback  and  mus i ca l
excellence.

From the perspective of this "praxial"
philosophy of music education, learning to perform
and/or  improvise music wel l  (which a lways
involves a comprehensive understanding of the
musical work one is interpreting and performing)
i s  i nhe ren t l y  va luab le .  Pe r fo rm ing  mus i c  i s
someth ing  wor th  do ing  fo r  t he  do ing  i t se l f ,
meaning "for the sake of the self." (So too for all
o the r  f o rms  o f  mus i c  mak ing :  improv i s i ng ,
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
a n d  m u s i c a l  c h a l l e n g e  b r i n g s  o r d e r  t o
consciousness.  The af fect ive payof f  o f  th is
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 (Ell iott, 1995, pp.
113-124).

Music making is  a unique and major
sou rce  o f  se l f - g row th ,  se l f - know ledge  (o r
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construct ive knowledge),  and f low. 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.9., performing specific types of choral

music, Finnish traditional instrument-
al music, jazz, and so on) provides
second-by-second feedback about
how we l l  they  are  mus ic ing .  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.

When a person's level of
musicianship matches a given musical challenge,
his or her powers of consciousness are completely
engaged. Consciousness and action merge to
"take us up" into the act ions of performing;
accordingly, performing done well (according to
the artistic traditions and standards of a given
mus ica l  p rac t ice)  engages the  who le  se l f .
Performing is valuable and significant because it
propels the individual Self to higher levels of
complexi ty.  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. I address these issues at many
points in Music Matters (Elliott, 1995, e.9., 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 unique and major opportunity to develop the
musicianship (and l istenership) 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
va lues  are  ach ieved in  and th rough 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 makino music\ryell" raises the
i ssue o f  mus ica l -educat iona l
exoec ta t ions  o f  ach ievement .
Suffice it to say here that it is a basic
responsibility of the music educator
to exoect his or her students to strive
for and achieve reasonable levels of
musical  excel lence on a regular
basis. Why? Because self-growth,
se l f -knowledge,  f low and se l f -
esteem do not result from setting
and meet ing  t r i v ia l  goa ls .  The
pr imary  va lues  o f  mus ic ing  and
listening result from the continuous
investment of musicianship in musical problem-
solv ing that  sp i ra ls  "upward"  in  complexi ty  in
relation to recognized standards and traditions of
musical practice. In practical terms, then, the aims
of music education wil l not be accomolished if
teachers merely entertain their students, or if
s tuden ts  mere l y  dabb le  i n  e rsa tz  " sound -
p roduc ing  ac t i v i t i es . "  Se l f - know ledge  and
enjoyment  ar ise f rom 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
educat ion is  to  develop the comprehensive
muslcianship of all students through progressive
musical problem solving in balanced relation to
appropriate musical challenges every step of the
way .  l t  i s  t he  ba lanc ing  o r  ma tch ing  o f
music ianship wi th carefu l ly  se lected musical
challenges (i.e., excellent works of music) that
results in the achievement of "l i fe-valuesl' Put
another way: self-growth, self-knowledge, and
mus ica l  en joymen t  a re  t he  a ims  o f  mus i c
education overall and the primary goals of every
music teaching-learning episode.

Howard Gardner (1990) supports  th is
posi t ion when he states that  whi le  s tudents

(especially older students) can benefit from purely
historical, analytical, and appreciation{ype 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)

Cs i kszen tm iha l y i  ( 1  990 )
also supports this view when he states
tha t  compared  to  mus i c  l i s t en ing
alone, "even greater rewards are open
to those who learn to make music" (p.
111 ) .  Th i s  i s  p laus ib le  because  the
chal lenges involved in learn ing to
interpret and perform music well are
more comolex than those involved in

l is tening a lone,  because per forming usual ly
involves clearer goals and feedback than listening
alone, and because making music for and with
others generates the musical works that l isteners
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  p rov id ing  oppo r tun i t i es  f o r  s tuden ts  t o
participate in interpreting and formulating musical
expressions of emotions, musical representations
o f  peop le ,  p l aces  and  th ings ,  and  mus i ca l
expressions of cultural-ideological meanings (cf.
Ell iott, 1995, pp. 296-298). When this range of
opportunities for musical expression and creativity
is combined with the opportunities presented by
tex t s  i n  voca l  and  cho ra l  wo rks ,  s tuden t
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
signi f icant  in  establ ish ing,  def in ing,  del ineat ing,
and preserving a sense of community and self-
identity within social groups.

Final ly ,  teaching and learn ing a
diverse range of music comprehensively (through
an  ac t i ve ,  c r i t i ca l ,  mus i c  mak ing  app roach )
amounts to an important  form of  mul t icu l tura l
educat ion (c f .  E l l io t t ,  1995,  pp.  208-213).  For
learning to interpret and perform (and, therefore,
i nves t i ga te  and  en te r  i n to  un fam i l i a r  mus i c
pract ices)  act ivates sel f -examinat ion 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 induct ing students into unfamil iar musical
practices, music educators link the
l i f e - v a l u e s  o f  m u s i c  a n d  m u s i c
education to the broader values of
humanistic education.

To "lntegrate," or Not?

As I argue elsewhere
(E l l io t t ,  1995,  pp .  130-131) ,  mus ic
educat ion is essent ial  to the ful l
development of every child because
the primary values of music education
ove r l ap  the  essen t i a l  l i f e -goa l s  t ha t  mos t
individuals and societies pursue for the good of
each  and  a l l :  name ly ,  se l f - g row th  (o r  se l f -
differentiation, complexity, and integration), self-
know ledge ,  en joymen t ,  se l f - es teem,  and
happiness. The welfare of a society depends on
the abil ity of its cit izens to pursue and achieve
these goals regularly.The quality of individual and
community l i fe depends on providing people with
the knowings and the opportunities they require
to make a l ife as well as a l iving.

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 polit ical.To the Greeks,
the word oolitics meant whatever involved people
in human concerns beyond their own individual
needs. The development of musicianship allows
peop le  t o  pa r t i c i pa te  cons t ruc t i ve l y  i n  t he
gene ra t i on ,  exp ress ion ,  and  impress ion  o f
challenging and moving works of music that can
imbue their everyday l ives, and the l ives of others,
with meaning and purpose. The development of
musicianship benefits self and other.

Accordingly, a school that denies children
a susta ined and systemat ic  music educat ion
curriculum is not simply incomplete;it imperils the
quality of students' present and future l ives by
denying them the cognitive keys to a unique and
major source of fundamental human life-values.
lf 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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accessib le,  achievable,  and appl icable to a l l .
MUSIC is one of these basic coonitive domains.

What needs attention nJ* ,.,n. popular
claim that music education is a valuable means
of improving students' academic achievement

scores. Indeed, teachers' anecdotal
repor ts  o f ten  imp ly  s t rong l inks
between school retent ion rates,
s tudent  mora le ,  and scho las t ic
ach ievement  scores  on  the  one
h a n d ,  a n d  t h e  o r e s e n c e  o f
challenging school music programs
on the other.

As I view the evidence, the
f ind ings  o f  mus ic  educat ion  re -
searchers, developmental psycho-
log is ts ,  and cogn i t i ve  sc ien t is ts

support several conclusions. First, studies of the
re lat ionshios between music inst ruct ion and
academic achievement  are re lat ive ly  few in
number and fraught with procedural weaknesses.
This is  s t i l l  a  f ledgl ing 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 ,  i t  seems  c lea r  t ha t  con -
sc iousness consists  of  a number of  d iscrete
inte l l igences or  cogni t ive modules that  fo l low
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
speci f ic .  Thus,  says Gardner (1983),  "music
deserves to be considered as an autonomous
intellectual realm" (p.126). lf so, then it would be
surprising to find intimate cognitive relationships
between musical  th ink ing and the d is t inct ly
nonmus ica l  t hough t  p rocesses  tha t  g round
proposi t ional  subjects such as mathemat ics,
spell ing, history, and reading.

While there is no doubt that competent
music making and l is tening involve several
categories of thinking that occur in other subject
domains ( inc luding cr i t ica l  ref lect ion,  formal
thinking, and creative generation), the contents,
contexts, standards, goals, and outcomes of these
categories differ fundamentally from subject to
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sublect. Thus attempts to l ink specific cognitive
components of musical thinking with those of other
domains are essentially spurious.

However, because our various cognitive
modu les  and  p rocesses  a re  pa r t s  o f  con -
sciousness as a whole, there may be inter-actions
among these modules and processes at a more
general  level  of  cogni t ion.  As Gardner (1983)
suggests,  there are "h igher  level"  cogni t ive
capacities such as "the intell igence of the self,"
ana log i c  t h i nk ing ,  pe rsona l  w i sdom,  and
supervisory knowing (or general common sense)
that seem to exist both within and beyond discrete
intell igence 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, I conclude that it most
likely l ies in the primary values of music education.
As I 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 o'f lite:- "people
who are often in flow have higher self-esteem that
those who experience f low rarely"
(Csikszentmihalyi, 1993, p. 20a). Accordingly,
says Csikszentmihalyi (1993), "[t]eenagers who
report more flow tend to be happier, and they
develop academic talents further than teens who
are in f low less often" (p. 204).

I t  f o l l ows  tha t  t he  mos t
effective way to achieve any adjunct
benefits of music education is to
concen t ra te  on  deve lop ing
musicianship, which is the key to
ach iev ing  the  va lues  o f  mus i c
teaching and learning. Attempts to
diver t  music educat ion f rom the
development of musicianship in the
hope o f  advanc ing  or  in tegra t ing  spec i f i c
academic skills is completely counterproductive:
efforts to "inte-grate" music with other subjects
"across  the  cur r i cu lum"  w i l l  on ly  b lock  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  educat ion depends on af f i rming to
ourselves and others that MUSIC matters. The
future depends on making music education more
musical ,  more ar t is t ic  and more creat ive by
c o n t i n u i n g  t o  i m p r o v e  o u r  p h i l o s o p h i c a l
understandings of MUSIC and by continuing to
improve the musicianship of pre-service and in-
se rv i ce  t eache rs .  The  l i f e - va lues  o f  mus i c
education wil l only be achieved through deepening
and broadening students' musicianship. And the
achievement of these values wil l be demonstrated
most effectively to parents, teachers, and school
adminis t rators by the qual i ty  of  our  s tudents '
musical thinking-in-action.

Our  f u tu re  does  no t  l i e  i n  schemes
designed to make music education less musical.
This may seem too obvious to mention unti l we
rem ind  ou rse l ves  t ha t  some  teache rs  and
theor is ts  are ser ious when they urge music
educators to "save" school music programs by
teaching music as a scholastic subject, or by
integrat ing music wi th subjects "across the
curriculum," or by submerging music in multi-arts
courses.  These not ions are based on fa lse
assumpt ions 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 educat ion) ,  these shor t -
sighted and unfounded notions jeopardize the
very efforts they purport to save.

Summary

To conclude, let me offer a
b r i e f  summary  o f  t h i s  p rax ia l  ph i -
losophy of music education in re-lation
to each of the fundamental ouestions
ra i sed  a t  t he  beg inn ing  o f  t h i s
discussion: Music Education --- Whv?
What? and How?

Why?  Se l f - g row th ,  se l f -
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
pract ical  goals of each and every teaching
episode. They are accessible, achievable, and
app l icab le  to  a l l  s tudents ,  p rov id ing  tha t
musicianship is developed pro-gressively and in
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balanced relation to authentic musical challenges.
To the extent  that  these a ims and goals are
ach ieved ,  mus i c  educa t i on  w i l l  mos t  l i ke l y
contribute to the develooment of students'selt
esteem and self-identity.

What? What knowledge is most worth
l e a r n i n g  b y  a l l  s t u d e n t s ?  M y  a n s w e r  i s :
music ianship.  For  music ianship (as expla ined
above) is the engine that drives every musical
practice and, in turn, provides the key to achieving
t h e  l i f e - v a l u e s ,  a i m s ,  a n d  g o a l s  o f  m u s i c
education.

How? Music ianship,  which inc ludes
listenership, is a rich form of action-knowledge
that  draws upon four  other  k inds of  musical
knowing in surrounding and support ing ways.
Musicianship is context-sensitive, or situated: that
i s ,  ( i )  t he  p rec i se  na tu re  and  con ten t  o f
music ianship d i f fers f rom musical  pract ice to
practice, and (i i) musicianship develops through
progressive musical problem-solving in teaching-
l e a r n i n g  e n v i r o n m e n t s  d e s i g n e d  a s  c l o s e
approximations of real music-cultures.

A l t h o u g h  v e r b a l  i n f o r m a t i o n
contributes to the development of musicianship,
f o rma l  mus i ca l  know ledge  i s  seconda ry  t o
p rocedu ra l  know ledge  i n  mus i c  educa t i on .
Howard Gardner (' l  990) supports this view when
he argues that in a domain l ike music, formal
knowledge (or "talk" about music) is "an ancil lary
form of knowledge, not to be taken as a substitute
for ' th ink ing '  and'problem solv ing ' 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
re lat ionshio to s tudents '  act ive and authent ic
music making.  The specia l  k ind of  nonverbal
knowing- in-act ion requi red for  ar t is t ic  music
making is easily overwhelmed by the emphasis
schooling tends to place on verbal knowledge. In
sho r t ,  mus i c  educa t i on  p rog rams  mus t  no t
b e c o m e  j u s t  o n e  m o r e  s i t u a t i o n  f o r  t h e
development  of  verbal  knowing- that .  Gardner
(1990) agrees: '7f ls my belief that artistic forms
of knowledge and expression are less sequential.
more holistic and organic, than other forms ot
knowing, . . . and that to attempt to fragment them
and to break them into separate cancepts or
subdisciplines is especially risky." (p.42)
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Mus ic iansh ip  i s  no t  some th ing  g i ven
"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
p a r t i c u l a r ,  a n d  c o m p o s i n g ,  a r r a n g i n g  a n d
conducting whenever these are relevant. Gardner
(1991) concurs wi th the thrust  of  th is  posi t ion;  .  .
. 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 slances 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
(ii) the musicianship to meet these challenges
through competent, proficient and artistic music
making.Whatwil l 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 curr icu lum mater ia ls  chosen for  (and,
perhaps,  wi th the cooperat ion of )  one's  own
students. In addition, music programs wil l differ in
the kinds of music making media (e.9., voices,
string instruments, electronic instruments) chosen
for (or with) one's students.

This praxial view of music students holds
ac ross  ea r l y ,  m idd le  and  seconda ry  schoo l
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 sacrif iced for the sake of l istening to
recorded music or acquiring formal knowledge.
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To the extent that historical data, ersatz "activities;'
o r  r eco rd ings  come to  domina te  t he  mus i c
curriculum, the development of musicianship in
the young music maker wil l be nipped in the bud.

The same appl ies to s tudents at  the
middle school and secondary school levels. Just
because older students may have more facil i ty
with verbal concepts does not mean that music
programs at the secondary level should shift their
focus from music making to historical, theoretical,
or l istening-based "appreciation" programs. A
continuing emphasis on reflective musical practice
through active music making is sti l l  more desirable
at these ages than a scholastic approach or a
listening-centered approach based on recordings.

l m p l i c i t  i n  t h e  a b o v e  i s  t h e  b a s i c
requirement that all music students be engaged
in rich and challenging music-making projects in
c lass room s i t ua t i ons  t ha t  a re  de l i be ra te l y
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
t ime allows) composing and arranging. (And in
the many cases where moving is an integral part
of  music ing or  l is tening,  movement ought  to
receive an appropriate emphasis).

G a r d n e r  ( 1 9 9 0 )  r e i n f o r c e s  t h e s e
pr inc ip les f rom a developmental  perspect ive:
students learn effectively when they are engaged
by rich and meaningful 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
qualif ications, there are two required forms of
knowledge: musicianship and educatorship. One
kind of knowledge without the other is insufficient.
To teach music ef fect ive ly ,  a teacher must
possess, embody and exemplify musicianship.
Th i s  i s  how ch i l d ren  deve lop  mus i c i ansh ip
themselves; not through tell ing, but through their
ac t i ons ,  t r ansac t i ons  and  i n te rac t i ons  w i th
musically proficient and expert teachers: "l l  ls
imperative to have a cadre of teachers who
th emse lve s' e m body' the know I edg e th at th ey 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 I have
already referred to as educatorship. Excellent
teaching is evidence of a distinct form of action-
knowledge which, in turn, draws upon several
other  k inds of  educat ional  knowings inc luding
formal, informal, impressionistic and supervisory
educational knowledge (cf. Ell iott, 1995, pp.262-
64).

Clearly, educatorship wil l not be learned
from lectures and textbooks alone. Becoming an
excel lent  music teacher depends heavi ly  on
learning to reflect in one's efforts to bring the
music ianship of  one's  s tudents in to matching
relationship with appropriate musical challenges.
And for  th is  to occur ,  novice music teachers
require music educat ion professors who can
model musicianship and educatorship through
thei r  own v iv id examoles.  Teacher educat ion
programs ought to be deliberately organized to
prepare future artist-teachers through excellent
models of teaching and artistic musical materials.

In conclusion, the music curriculum ought
to center on achieving musical l i fe-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
th rough  re f l ec t i ve  mus i ca l  pe r fo rm ing  w i th
frequent opportunities for related forms of music
making. Music l istening is directed, f irst, 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 " fu l l  course meal"  - - -  as a
multidimensional challenge to be made artistically
and l is tened-for  in te l l igent ly  in  a l l  i ts  re levant
dimensions (interpretive, structural, expressional
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and so on) .  ln  support  of  ar t is t ic  l is tening- in-
con tex t ,  ca re fu l l y  se lec ted  reco rd ings  a re
introduced parenthetically: in direct relation to the
musical practices students are being inducted into.
Similarly, formal musical knowledge is f i l tered into
the continuous 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  requi re them to draw upon the
standards,  t radi t ions,  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 enterorise. The musical
actions of learners are enabled and promoted by
the interactive, goal-directed "swirl" of questions,
i ssues  and  know ings  tha t  deve lop  a round
students' efforts as reflective musical practitioners.
The praxial curriculum is, itself, informative.

When small and large performing en-
sembles (e.9., 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-
v is ing,  composing,  arranging and conduct ing
projects, then the music classroom becomes a
reflective musical practicum: a close approxi-
mation of authentic musical oractice situations.
or music-cultures. The authentic oracticum con-
text feeds back to students by revealing what
counts artistically in their developing musician-
ship and their musical achievements.

By  t rea t i ng  a l l  mus i c  s tuden ts  as
apprentice musical practit ioners, and by teaching
a l l  s tuden ts  how to  f i nd  and  so l ve  mus i ca l
oroblems in "conversation" with a reasonable
diversity of carefully selected musical practices
and musical  works,  music educators s i tuate
students'musical thinking and knowing. In doing
so,  the d i f ferent  k inds of  knowing involved in
music ianship develop and cohere,  and music
students (and music educators)  achieve the
o ro found  l i f e - va lues  tha t  an  ac t i on -based
involvement in music and music education can
orovide.
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Musiikkikasvatus Suomessa:
uusi filosofinen niikdkulma.

Tiivistelmd David J. Elliottin artikkelista.
HeidiWesterlund

Artikkelissa David Elliott selostaa odd-
piirteet toimintakeskeisestd musiikkikasvatuksen
f i losof iasta, jota han esi t telee yksi ty iskohtai-
semmin kirjassaan Music Matters:A New Philoso-
phy of Music Educat ion, ja josta han luennoi
vierailullaan Sibelius-Akatemiassa ja JyvdskylEin
yliopistossa lokakuussa 1 995. Toimintakeskeisen
f ilosofian peruslihtOkohdat eroavat perinteisestd
esteettisen musiikkikasvatuksen filosofiasta, jota
edustavat mm. Bennett Reimer ja Keith Swanwick.
Elliott pyrkii vastaamaan kysymyksiin: Musiikki-
kasvatus Suomessa - Miksi? Mitii ja Kuinka?
Kirjoittaja painottaa, ettii hdin voi esittia vain joitain
ndkokulmia, ja ettei hdn ole tietoinen kaikista
se iko is ta ,  jo tka  va iku t tava t  suomala iseen
musiikkikasvatukseen.

Elliott tarkastelee ensin musiikin luon-
netta, josta kdsin musiikkikasvatuksen filosofiaa
on rakennettava. Musiikki ei ole kokoelma teok-
sia tai objekteja vaan inhimillistii toimintaa. Musii-
kill inen toiminta, praksis muodostuu tekijAn, tuot-
teen ja toiminnan ulottuvuuksista sekd tietysta
kontekstista, jossa toimintaan. Musiikki (MUSIC)

on moniulotteinen inhimillinen kiiytiint6,
loka pitrid sisAlliiiin musiikin tekemisen
ja musiikin kuuntelemisen.

Koska musiikki on toimintaa, on
musiikill inen tieto toiminnallista tietoa.
Mus i ik in  es i t tAminen ja l ta i  kuunte-
leminen ede l ly t tdd  mon iu lo t te is ta
proseduraalista tekijAntietoa, muusik-
koutta. Muusikkoutta tdydentaa ja tukee
nel jd musi ik i l l isen t iedon aluetta:  for-
maalinen musiikill inen tieto. ei-formaa-

l inen t ieto, impressionist inen, " intui t i iv inen" ja
toisaalta ohjaava, metatason musiikill inen tieto.
Opetuksessa ja opetussuunnitelmassa tulisi olla
keskeisintti musi iki n tekeminen, muusikkouden
kehittdminen autenttisten musiikill isten kAytiin-
tojen (Musics) tavoitteiden suuntaisesti.
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Mik€itin musiiki l l inen kaytanto ei ole
toista parempi, mutta jotkut ovat kasvatuksellisesti
sovel tuvampia kuin to iset .  Ensinndkin lapsen
varhainen musiikkikasvatus tulisi olla oman kult-
t uu r i sen  kon teks t i n  muka i s ta .  To i seks i  t u l i s i
oppilaan muusikkoutta syventAd yhA haasteel-
l isemman musiikin kautta. Tutuista musiiki l l isista
k€ ry tdnnd i s td  vo idaan  s i i r t y i i  v i e raamp i i n
musi ikkeih in.

Muusikkoutta kehitt i imdll i i  saavutetaan
"el6miin-arvoja", joita ovat persoonall inen kasvu,
i tsetuntemus,  musi ik i l l inen naut into ja  i tse luot-
tamus.  Koska musisoiminen tar joaa moniu lot -
teisia kognitiivis-affektiivisia haasteita seka tietoa,
jo l la  ndi tA haaste i ta saavutetaan,  tar1oaa se
samalla olosuhteet, joissa musisoinnin eldmdn-
arvot saavutetaan. Musiikkikasvattajan tulee ke-
hittdA kaikkien oppilaitten muusikkoutta niin ettd
muusikkous ja musiiki l l iset haasteet ovat tasa-
oainossa. Vieraiden musiikkien kautta musiikki-
kasvattaja sitoo musiikkikasvatuksen humanis-
tisen kasvatuksen laajempiin arvoihin.

Musiikkikasvatuksen tulevaisuus ei ole
opetussuunni te lmissa,  jo tka tekevat  s i i t i i  v i i -
hemmiin musiiki l l ista. Musiikin opetuksesta ei tule
tehdd akateemista ainetta, eikd sitei tule integroida
muihin aineisiin tai upottaa monitaiteisiin opin-
toihin. Musiikkikasvatuksen merkitys ri ippuu siit i i
olemmeko vakuuttaneet itsellemme ja muil le, ett6
musiikil la on merkitystd.
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Thomas A. Reqelski

Prolegomenon To a Praxial
Philosophy of Music and Music

Education
It is common today to think of mu-

sic in terms 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
all the arts (Regelski 1970). Whether adhering to
formalist or expressionist claims, aestheticians
and philosophers of music have regarded musi-
cal meaning and value as somehow residing l it-
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 qualit ies 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
beingF-to various degrees and in various ways,
depending upon the authority-first and foremost
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
wo rk .  I ndeed ,  i t  has  been  a rgued  tha t  t he
'aestheticizing' of music beginning at the turn of
the 19th century (Goehr 1992) was due less to the
work of theorists and philosophers than to the
efforts of countless composers and musicians

who sought for their activity the intellectual regard
and high social status that had been denied them
when, in the 18th century, they were but employ-
ees and craftsman in the service of the nobil ity
and Church (e.9. 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 (McEvil ley 1991).
However, modernists have made little headway
in their often anti-aesthetic stances--especially
in musicin 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 incoroorate music of the 16th
through 18th 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 crit ical thinking has arisen in a vari-
ety of disciplines and fields (see Appendix) in-
cluding in music education (Alperson 1991 ; Ell iott
1993a, 1993b; Regelski 1994). From this array
of contrariness a new "oraxial" view of music is
beginning to evolve as a corrective to the institu-
tionalized aesthetic ideology. ln the process, new
perspectives for music education have emerged
(Ell iott 1994). While the directions are decidedly
clear and valuable, the details of such a oraxial
view are far from established or settled. Without
recounting the various conclusions cited in the
Appendix, the present study wil l 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. lf the praxial view is to gain the
definit ion and distinction it warrants, issues such
as those argued here, and others, wil l 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  u l t ima te l y  f a r  more  s ign i f i can t  t han  the
psychologism, romanticism and elit ism 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.

t .

Praxis was distinguished by the Greeks,
and Aristotle in particular, 'from techneandtheoria
(see Dunne 1993). The distinction has been re-
trieved in recent t imes in aesthetics and in the
hermeneutic theory of Gadamer and the crit ical
theory of Habermas. In short, theoila involved
abstract, intellectual knowledge that was 'pure',

disinterested as far as oractical use and thus was
to be rationally contemplated for its own sake. In
this, it should be noted, the notion ol theoriabears
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., physisor nature). In
this respect techne was seen in terms we today
refer to as craft, technique and skil l . l t 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 pIg.d_ucliye_afis,
among which were music, sculpture and litera-
ture-+ut what today are known as the Fine Arts.
All such skil led action was susceptible of an aes-
thetic attitude, not unlike describing a particularly
skil l ful play in sports as "beautiful."

Fo r  t he  Greeks ,  aes the t i c  ma t te rs
(alsfhesls) simply involved the direct perception
of sensations, feelings and intuit ions, 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 (gualra),
then, was far removed from the formal and ex-
p ress i ve  mean ings  a t t r i bu ted  by  modern
aestheticians to aesthetic resoonsiveness. In
particular, for the Greeks, techneinvolved 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 fechne 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 polit ical
actions. Unlike the fixed ends or "goods" con-
nected with techne, or the timeless, rational con-
templation of thepi4, gaxE requied "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.9.,
professions such as medicine, law). This is not,
then, the "practice" associated with beginning
music lessons; such practit ioners do not "prac-
tice" on their clients or constituents. Rather it in-
volves the kind of cognitive activity (dianoia) thal
has been associated with the "ref lection-in-action"
of  " the ref lect ive pract i t ioner"  (Schon 1983),
namely the kind of intellect, analysis, crit icism ,
deliberation and observation that dutifully reflects
on the suitability of results. In this regard, ptaxts
was seen as guided by the injunction to get proper
or "right results" for particular situations. This
phronesis, as Aristotle knew it, was therefore
main ly  concerned wi th considerat ion of  the
"goods" of human conduct in terms of desirable
ends and goals--{he "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 skil l  needed to repro-
duce acceoted needs.

A praxial philosophy of music profits from
direct consideration of these orecedents in Aris-
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totle. Thus musical oraxis is not seen to exist in
the aesthetic sense reminiscent of Aristotle'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-
I0ry.

The praxial  phi losophy 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 phrcnesE of "right results" that
guide any musical praxis and that are thus the
key to any praxial account of music.

A oraxial account of music
lhus takes into consideration all as-
pects 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" techniques 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

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 lor 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."
It is the direct antithesis of what aestheticians have
traditionally argued to be the transcendental and
disinterested oualities of music. Thus the ore-
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 inst i tut ional iz ing 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  l i fe  i s  we l l - l i ved  and "made spec ia l "
(Dissanayake 1988;1992).  Music and al l 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 resoond-
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
soecific conditions of the here and now{o cur-
rent life, the experienced quality of "good time"
between the recently remembered past and the
avidly anticipated future. lts 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-
E ibes fe ld t  1989a,  1989b) ,  e thnomus ico logy
(Blacking 1995), sociology (Zolberg 1990; Shep-
herd 1991; Blaukopf 1992), arts criticism (Price
1991 ; Said 1991) and popular culture (Aronowitz
1993; Jacobs 1971; Kei l  and Feld 1994; Park
1993Fnot 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 il l-conceived from the first.
But in this and other examples, music serves to
"make special"is "good fof--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
musiceducation (Reimer 1989; Reimerand Smith
1992; Smith and Simpson 1991),  a praxial  phr-
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 inlenltpnaltU that
distinguishes "action" from reactive, habitual or
mindless behavior and activity, then, is a key to
understanding music, and points to its values.
Music is a choice by which individuals and groups
change or enhance basic human actions in pre-
dictable and satisfying ways. lt is an medium for
actualizing and"making special" what is most fully
human. lt is a primary avenue for Becoming more
fully alive or enlivened by the fullness life has to
offer beyond merely surviving.

il

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 oraxis 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  govern ing  cond i t ions  re la t i ve  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. Whethet for instance,
the congregation joins in singing a hymn in a
heterophony of keys and versions, 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 soecial" 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"bette/'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
in the 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 "fril l"-
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
'?ight 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 lll below) as though for their own sake
(i.e., the aesthetic ideology) will be detrimental
and thus not "good music"{or example, if the
attensivity of such musical process-values as

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-
tr insical ly")  musical .  Thus, for the
largest var iety 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 resoect.
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 pr imary among the
"goods" served, musical praxis{or 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
unique to musical praxis.

To be sure, important social, existential,
intel lectual and other human "goods" can be
served without the defining presence of music.
However, the Being and Becoming involved with
musical practic*ts "making special" of human
time and events--is unique and available in no
other manner and each event will be unioue 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 skil ls. Musical practices of
various kinds make a variety of unique contribu-
tions to this mixture. Some, such as l istenlng,
dancing and socializing to popular music---that
kind of "good time" is apparently what it is "good
for"-are relatively'natural' and require l itt le adult
intervention. Others, such as learning to play an
instrument  and per forming in groups,  typ ical ly
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 qualit ies that are unique
to music. They are not served in the same ways
or--in some cases-€t all by other formal or in-
formal offerings common in schools, These quali-
ties--what I have here called "musical orocess-
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.

ill

Musical process-values I 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., t ime), intonation, t imbre and the l ike--
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 oualia 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 oualia 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 oraxis.

Amateur oerformance 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 1 990)), particu-
larly in'concert'or'consort'with other l ike-minded
individuals, or for appreciative (i.e., non-crit ical)
"amateur" audiences of family and friends, t ime
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 l ike-minded informal audiences---+uch as
appreciative family.

As late as the turn of the century, "parlors"
of  most  middle c lass homes were centra l ly
equipped with a piano, and amateur music-mak-
ing was an important feature of family l i fe and en-
tertainment (Loesser 1990; Zanzig 1932). lt is
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 r ise 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 de-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  a t t r i bu ted  to  t he  a fo remen t i oned
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  music ians
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
Andr6 Previn in jazz and classical concert-mu-
sic---{he "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-
tures 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 1 992).

It is 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-
est more 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. l f I 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 oerformance.
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 invit ing.

lf I am unable to sing today, I 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-

ence member, however, I might be more l ikely to
take note of certain aspects of intonation and tone
that  usual ly  go unobserved whi le  per forming.
And, if I attend a concert of such literature, I par-
ticipate musically as a l istener with an altogether
di f ferent  in tent ional i ty .  The musical  va lue in-
volved-however informed for good or ill by my
customary praxis- takes on complete ly  new
meaning.

Against the contention that such prior ex-
perience in performance enhances "the aesthetic
responsiveness" of l istening 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 l i terature
cer ta in ly  can,  under par t icu lar  c i rcumstances,
make a positive contribution when listening is a
major "good" to be served. For example, the l is-
tening praxis can be'informed'in special ways by
the technical dimensions of the oerformance-
for example, the ease and security of the perform-
ance-and by revisit ing familiar l i terature and
composers when full attention (intention) is de-
voted to l istening, and where ' interpretive'and

other unique 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 skil l  and experience in the praxis.
This is evident by considering the fact that the
huge "crowds" and audiences attending concerts
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 t ime 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 problemat ic  s ide,  an ins ider 's
technical exoerience 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 insiderjor 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-
oerts and critics.

This can be attr ibuted in
part to the differing intentions of each
and thus the fact that each is en-
gaged in  a  somewhat  d i f fe ren t
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 to 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.9.,  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 musica
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.

Musiikkikasvanrs Vsk. r Nro r 1996

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 diversi ty of
musics and the separate (indeed,
sometimes mutually exclusive) re-
quirements 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-
ingr{or 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.9., historical or theoreti-
cal) can and sometimes will strongly condition the
praxis of listening without performance training
having been involved. My interest and back-
ground in shaku-hachi f lute music of the Zen
monastery, for instance, cannot be attributed to
any past experience playing the instrument or to
hearing it in situ. lts meaningfulness for me can
be accounted for better by my study of Zen and
the various other arts that serve its "goods." In
this I 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 questioeis just different!
It and its meanings vary according to the inten-
tions for which musical participation is sought and
practiced.
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ln sum, while I 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, I
do think that listening can be a satisfying musical
praxis in its own right---although, as stated ear-
lier, I 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-
cial" in its passing. lts 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."

IV

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 question 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"-
o r  a t  l eas t  changed  to  ano the r
praxisJor example when madrigals
are featured as concert-music rather
than as a social performance prac-
tice.

Such  i ssues  a re  a l so  a t
s take  i n  a rgumen ts  conce rn ing
whether  modern inst ruments and
electronic  media somehow def i le ,
debase or otherwise misreoresent
the integrity of "the music," as some in the "au-
thentic" or "historical" performance movement
would hold. I would argue against this view of
music that these modern developments represent
or make possible valid, new musical practices that
resoond 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 recreationFJor 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 antiquarian re-creation is necessary to "the
music," or for the praxis to be "good music."

Furthermore, because the or iginat ing
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 "accomoaniments" that "follow" student so-
loists (Vivace @). The integrity of musical praxis,
therr-its value and validity as music per sHan
be lost when musical orocess-values are mistak-
enly attended to as though they can or ought to
have a meaning independent of the praxis in ques-
t ion.

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

mus ica l  o rax is .  Whether  th is
amounts to an "influence" or a "bor-
rowing," the resulting new synthesis
of musical  process-qual i t ies is to
some extent either a new praxis or it
o f fe rs  new mus ica l  poss ib i l i t i es
("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.9., the in-
corporation in jazz of harmonic de-

velopments pioneered by lmpressionism) 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--jn the praxial
view introduced here, at least---€re 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

I cannot engage here in the debate about
the "intentional fallacy" as it concerns composers
in theWestern traditions (i.e., the debate concern-
ing whether composer's intentions are in any way
relevant to the music as experienced). But I 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
aff i rm 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-
t icu lar  actual izat ion taken by the
musical values. In other words, the
intention serves as the criterion for
judging both (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-wor ld 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. r Nro r 1996

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-
er ly "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  p izza 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 simole matter of the attention
it can attract to itself (to its so-called
"intrinsic" process-qualit ies as though
fortheir own sake). Rather, the"good"
is a "good for" so many human needs
that are so inextricably wed to music
that it is part (but a significant part) of

thei r  human meaning.

Again, I do not deny that some music (l ike
some food) is capable of elicit ing our attention
mainly at the level of process-qualit ies; just that
such solitary attention to musical-process-as-a-
value-in-its-own-right is rare--perhaps even non-
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existent. 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. Furthermore, 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
too are realized only "in action" as situated praxis.
And, although I can only give a hint here, any in-
tention guiding musical praxis in contemplating
music as though for its own sake is not, I would
argue, a matter of aesthetics as Baumgarten and
subsequent aesthetic theorizing would have it.
Rather, it amounts to an interest in qualia that is
more akin to the or iginal  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.

PaulValery (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{ormation" rather than aes-
thetic reception. Thus the traditional distinction
between "intrinsic" and "extrinsic" oualities 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

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  aes the t ic  exper ience in  favor  o f
Csikszentmihali's idea of "flow" arising strictly in
relation to those qualities of musicianship appro-
priate to a practice-gualities I 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, I have expressed considerable support
for this view (1994). However, concerning the
efficacy of aesthetic intentionality, I 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-
calor 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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l iefs can no more be definitely proved than dis-
proveo.

Similarly, belief in and anticipation of aes-
thetic experience can, on this criterion, produce
something at least l ike the experience predicted.
While arguments can be mounted
that deny the exlstence 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 i t  s imply can' t  be
doubted that such people experience
some sense of meaning in connec-
tion with the music--desoite the ar-
gument  tha t  any  such mean ing
should not be attributed in anv 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-
Dlation.

Notwithstanding denials of the meta-
physical claims for religion, then, there are ways
in which such bel ief  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, I accept that people
who attend concerts of music in search of aes-
thetic responses undeniably experience some-
thingr--some perceived effect or result--that is the
pragmatic reason, the"right results" they continue
to seek from such exoenditures 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)." I 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, I see it is a "good" that has as its functional
result the continued participation in musical praxis.
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This, I would argue--{ut I think Ell iott
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 I  bel ieve them to be mis-
guided, for reasons explained earliel
I 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, I 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, I do not wish to
deny that allthe 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, I certainly want to dis-
courage the aesthetic motive for music praxis, if
only for the pragmatic reason that the privateness
and intangibil i ty 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 I 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'-lropagate, 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-
jective or empirical basis for belief in or accept-
ance of these "realit ies," 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
o f  t he  "mus i cwor ld " -pa r t i cu la r l y  t he  A r t -
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 fof'all other people and
all other musics. This ideology has thus come to
prevail in music educatlon 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 inconsequentiai 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{ormations
of musical process-qualit ies (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 uncrit ical 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 wil l continue to exert some

influence on certain oractit ioners.

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. I do not subscribe at all to the aesthetic
ideology of music or for music education, and sin-
cerely hope and wil l do what I 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  in te l l igent
people--lcelieve to be the existence of disinter-
ested contemplation for the purposes of aesthetic
responding. For this reason, then, I reluctantly
accept the intentionally for such "right results" as
being an accepted musical praxis---€t least until
the paradigm can be supplanted.

A praxial philosophy must account for al
forms of musical"doings." In the'generous' praxia
view I 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
smal l  par t  in  compar ison to the many other
"goods'-of any presentpraxial account of music
and musical value. However, I agree with Ell iott
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 educatiorr
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 universit ies wil l
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 crit ical
view of education (Carr and Kemmis 1986) wil.
orient music education to the ends of music in
actiorr-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 a// the
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world music is "good for." We teach the value of Adorno, Theodor. W 1967. Prisms. Trans.,
music best when we effectively entice students, Samuel and Shierry Weber. Cam-
then engage them "in action" to a personally func- bridge, MA: MIT Press.
tional and satisfying degree with one or more of Alperson, Phil ip. 1994.. "Music as Philosophy."
the many human practices that music is "good In What is music?, Ed. P Alperson,
for." Whatever or however many forms of musical 193-210. University Park: The Pennsyl-
praxis are put into action, learning must involve a vania State University Press (reprint).
high enough level of participation to achieve func- Alperson, Phil ip. 1991 . "What should one
tional independence of the teacher. And the learn- expect from a philosophy of music
ing process should be such that students predict- education?'Journal of Aesthetic
ably want to continue to be musically active be- Education, 25,3:215-242.
yond their school years. Aronowitz., Stanley. ' l  993. Roll over

Beethoven. Hanover, NH: Wesleyan
University Press.

Blacking, John. 1995. Music, culture, and
experience. Chicago: The University of
Chicago Press.

Blaukopf, Kurt. 1992. Musical l i fe in a chang-
ing society. Trans. D. Marinell i. Portland:
Amadeus Press.

Carr, Wilfred and Kemmis, Stephen. 1986.
Becoming crit ical: Education, know-
ledge and action research. London:
Falmer Press.

Csikszentmihali, Mihali. '1990. Flow: The
psychology of optimal experience. New
York: Harper & Row.

Denora, Tia. 1993. "The social basis of
Beethoven's style." In Paying the Piper,
Ed, J. H. Balfe, 9-29. Urbana: Univer-
sity of Chicago Press.

Di Carlo, Chris. 1996. "Art, aesthetic theory,
and the two faces of ignorance."
Journal of Aesthetic Education Vol. 30,
No.  1 :  pp.  '107-1 10.

i n g ,  e n t e r t a i n m e n t ,  r e c r e a t i o n ,
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 l ife, thus
elevating l ife through musical praxis.
Praxially, music is "good time."

Dipert, Randall R. 1993. Artifacts,
arts works, and agency. Philadel-
phia: Temple University Press.

Dissanayake, Ellen. 1988. What
is art for? Seattle: University of
Washington Press.

Dissanayake, Ellen. 1992. Homo
aestheticus: Where art comes
from and why. New York: Free
Press.

Dunne, Joseph. 1993. Back to the
if,fi rough ground: Phronesis and
techne in modern philosophy and in
Aristotle. Notre Dame: Notre Dame
University Press.

Eibl-Eibesfeldt, l. 1989a. Human ethology,
Trans. P. Wiessner-Larsen and A.
Heunemann. New York: Aldine
de Gruter  (see.  p.665) .

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 [src] to be disinterested aesthetic
musing. Unlike Alperson (1991, 232), however,
the praxial view I 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, I ar-
gue, does account for the "flow" experience that
has too often been confused with notions of aes-
thetic experience (including by Csikszentmihali
h imsel f ) .

All forms of musical praxis, then, are ac-
counted for in this oraxial view. Unlike the aes-
thetic vieq the ubiquity of music-making and "do-
ings" is thus properly affirmed as "good music."
All forms of musical activity-{rom the purely rec-
reational, to "serious" amateurism, to group sing-
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Saatesanoja musiikin ja

musiikkikasvatuksen
praksiaaliseen filosofiaan

Tiivistelma Regelskin
artikkelista

Marjut Laitinen

Regelskin mukaan esteettinen ndkokul-
ma musiikkiin ja musiikkikasvatukseen on ldhtenyt
siita, etta musiikin olemusta ja arvoa on pidetty
ensisijaisesti esteettisena - toki vaihtelevassa
mddr in,  va ihte lev in tavoin ja  auktor i teete is ta
ri ippuen. Esteettisia arvoja taiteen syvimpiind
olemuksena on korostettu yli 200 vuotta, sitten
Baumgartenin pdivien. Niinpei musiiki l l iseen sivis-
tykseen on itsestddnselvdsti kuulunut "hyvdn"
musi ik in opiskelu ja  v i l je ly .  Regelsk i  main i tsee
kuitenkin, ettei muusikoita tahan aiheeseen liittyvd
fi losofointi ole yleensii ki innostanut. He tekevdt
musi ikk ia,  koska selvdst ik in naut t ivat  s i i t i ,  ja
saava t  pa l kkaa  se l l a i ses ta ,  j o ta  muu to ink in
tekisivdt. Kirjoittaja mainitsee, ettii esteettistd ide-
o logiaa kr i t iko iv ia puheenvuoroja on a lkanut
esiintyd viime vuosina.

Seuraavaksi Regelski erittelee ja kuvai-
lee niitd tekemisen kasitteita, joita anti ikin kreik-
kalaiset, erityisesti Aristoteles, kiiytt ivi it: mm.
W axts-leehne-lheq ia--pp-iesis.
Praxiksen,  osaavan tekemisen,
oikeutus mddrdytyi t i lanteen sane-
lemasta "oikeasta lopputuloksesta".
Regelski rinnastaa praxis-kdsitteen
nykyisen toimintapsykologian kdsit-
teisiin "reflection-in-action" ja "the re-
flective practioner". Theorian han
mie luus t i  ndk i s i  nykymaa i lmassa
e r i l a i s e n a  k u i n  a n t i i k i n  a i k a n a :
mie luummin sel la isena t ie tdmisen
muotona, joka tukee praxrbla, ei aris-
toteelisena rationaalisena kontemplaationa, jolla
on arvo on omana itsenddn. Hdn vihjaa, ettd mu-
siikin teorian opetus konservatorioperinteessd
olisi usein vieldkin esoteerista rationalis-analyytti-
syydessiiiin.

E l l i o t t  o n  n i m e n n y t  m u s i i k k i k a s v a -
tusndkemyksensi i  praksiaal iseksi .  Regelsk i  e i
vastusta praksiaalista ndkokulmaa, vaan haluaa
saatesanoil laan luoda tdlle ajattelutavalle edell istA
vivahteikkaampaa argumentaatioperustaa.

Hdn tukee a jatusta musi ik in vdl ineel -
l isyydestd ihmisen olemisen ja vuorovaikutuksen
muotona. Musiikin ja musisoinnin ti lanne- ja kult-
tuurisidonnaisuuden tulisi sanella musiikin arvo,
se, miten "hyviid" se kulloinkin on. Ldnsimaiseen
ldhiperinteeseen on Regelskin mielestd kuitenkin
kuulunut asetelma: mit6 suositumpaa, sen arvot-
tomampaa musiikkia. Arvokkaana on yleensd pi-
detty sellaista, joka voi tyydyttdii vain harvojen
makua.

Regelski katsoo musiikin valtavan moni-
muo to i suuden  pa l ve levan  i hm is ten  syv imp i r i
tarpeita. Mielekkyys (mindf ulness) ja tarkoituksell i-
suus/suuntautuneisuus (intentionality) erottavat

toiminnan (action) pelkeistd reagoin-
t i t aso i ses ta ,  t o tunna i ses ta  t a i
epdmielekkeiristei kdyttdytym isestd.
Regelsk i  osoi t taa johdonmukaisen
sitoutumisensa konstrukti ivis-kogniti i-
viseen ihmis- ja oppimiskdsitykseen.
Sen perusteella eri musiikin lajit eivat
voi  o l la  kesken66n ver ta i l tav issa;
y le is td arvot tamisen tasoa e i  o le,
ihminen on kaiken mitta.

Koulun musi ik inooetuksen
pysyvimpana pddmddr:in:i htin pitdd konkreet-
tisia, "kasinkosketeltavia" tuloksia, joitten kautta
oppiminen tu lee i tseohjautuvaksi ,  s i is  oppi jan
ohjaamaksi. Oppimisen arviointi, tekemisen arvo
ja piitevyys sekA motivaatio nousevat tdssA filoso-
f  i sessa  kon teks t i ssa  opp i l aan  omas ta
merkitysmaailmasta.
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Regelski selostaa toimintaoppimista ja
praksiaal is ta musi ikk ik i is i tystd ver ta i lemal la
ammatti laisia ja amatodrejd sekii kuvailemalla
m usiikkikiiytdnt6jd eri kulttuureissa ja alakulttuu-
reissa. Musiiki l l isten prosessiarvojen pohdinnan
yhteenvedoksi kdynee tdsmennys produktion ja
reproduktion luonteista. Regelskin mukaan mu-
siikki ei ole reproduktiota, jossa pyrittdisiin uudel-
leenluomaan jonkun menneen kdytdnnon piirteet,
vaan se on produktiota, joka nojaa alati uudis-
tuvaan ja inhimill isten pddmddrien mukaiseen ny-
kyisyyteen.

Hdn korostaa, ettei musiikki ole proses-
sissa missii i in tapauksessa toissijainen. Prak-
siaalisessa mielessd se ei koskaan ole pelkkA
v d l i n e  m u i h i n ,  u l k o m u s i i k i l l i s i i n  p d i r m i i A r i i n
ndhden. Pikemminkin, keinot ja pddmddrdt, pro-
sessi ja produkti, ovat erottamattomia. Niiden
toisiinsa kytkeytyvdt ehdot sanelee se intentio,
jonka musiikin tekemisen kulloinenkin konteksti
aset taa.  Regelsk i  ver taa musi ik in s isd is i6 ja
ulkoisia arvoja kolikkoon; toista puoliskoa ei voi
tuhlata tuhlaamatta toistakin. Prosessin ja pro-
duktin erottaminen toisistaan, kuten esteettinen
ideologia hiinen mielestdAn tekee, eristi i i i  mu-
s i ik in  e ldmr is t r i .  LAnsimainen ta idemusi ikk i  e i
tdssd mielessA eroa muista musiikeista.

Regelsk i  vd i t tAd,  et te i  se l la inenkaan
intentio, jonka seurauksena musiikki on ajatuk-
sissa pelkkinii i tseniiAn, voi olla esteettinen i lmio
Baumgartenin ja seuraajiensa hengessd. Nolaten
to isaal ta ant i ik in  kre ikkala is ten a ls thesis  -

aisthetikos -ktisitepariin ja toisaalta taivuttaen sitd
nykyisiin niikemyksiin havaitsemisesta Regelski
painottaa, ettii jo havaittaessa (aistittaessa) mer-
kitys konstruoidaan akti ivisesti.

V i imeisessd kappaleessa h in poht i i ,
o l i s i ko  o raks iaa l i nen  f i l oso f i a  r i nnakka inen
vai htoehto esteettiselle ideologialle vai korvaisiko
e d e l l i n e n  j d l k i m m d i s e n  k o k o n a a n .  T d s s d
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yhteydessii hdn kdsittelee erikseen esteettisen
kokemisen olemusta ja olemassaoloa, ja esteetti-
sen ideologian oikeutusta musi ik in ja musi ikki-
kasvatuksen perustana. Regelski muistuttaa, etta
Elliott kieltiid kokonaan esteettisen kokemisen ole-
massaolon korvaten sen flow-kdsitteellii. "Flow"
on identifioitu musisoinninnin yhteydestd ja kuvaa
optimaalista ekimystd. Regelski itse sitoutuu es-
teettisen kokemuksen suhteen pragmaatikkojen
arvomAdritykseen. Esimerkiksi niille, jotka uskovat
kokevansa esteettisia elamyksiii ja senvuoksi kdy-
vAt konserteissa, esteettiset kokemukset "toteutu-
vat". Siinri on pragmaattinen syy, siind on "oikea
tulos". Regelski tulee pAiitelmAtin, ettei esteet-
t isen kokemisen olemassaoloa voi  pi i tevi ist i
osoittaa. Silti se saattaa musiikill isen oraksiksen
muotona (esim. kuuntelussa) toimia merkitysten
tuottajana.

Rege lsk i  i lmo i t taa  se lkeds t i  vas tus-
tavansa esteettista ideologiaa musiikkikasva-
tuksen perustaksi. Tiiss€i hAn toteaa olevansa
yht?i mieltd Elliottin kanssa. Perusteluna on, etta
filosofian pitiid kattaa kaikenlaiset musiikill iset
ilmi6t, kaikki musiikill isen "tekemisen" muodot, eri
tasoilla, erilaisissa tilanteissa ja ympAristoissii. Ja
se filosofia on hdnelle oraksiaalinen.
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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. lf 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
te lev is ion ,  rad io  o r  record  shops .  Formal
instruction may not be necessary. lndeed, 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 ob jec t ives  can become an ideo log ica l
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-
skill ing teachers, putting them culturally off-side.
The consequence is that sren 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 diff icult
a matter as scholastic authorit ies are aot to
suggest at their congresses (Jacques-Dalcroze,
1967,  f i rs t  publ ished 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
c lass rooms  c rea ted  a  mus i ca l  sub -cu l t u re ,
characterised by decorative glissandi and circling
ostinati, played on specially designed classroom
instruments and based on pentatonic materials.
This was music designed for  ch i ldren,  music
bearing l itt le relationship to music elsewhere,
excep t  when  i t  beg ins  t o  app rox ima te  t he
Indonesian gamelan.

ln the late 1960s came the influence of
modernism. In Br i ta in and e lsewhere 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.
Pu l se ,  t ona l i t y  and  moda l l y  de f i ned  p i t ch
re la t i onsh ips  we re  suspended .  So  ch i l d ren
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 Si lence;  Explor ing 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 Roll ing Stones.

An alternative way of creating a school
mus i ca l  subcu l t u re  i s  d i sce rnab le  i n  No r th
Amer ica:  i t  is  ca l led 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 l i t t le  s ign among adul t
communities of continued engagement with music
more generally or on their instrument. The same
appears true for the choral programmes. lt is often
evident that the main aim of the class is to get a
p r o g r a m m e  o f  m u s i c  i n  s h a p e  f o r  p u b l i c
performance, rather than to provide a rich musical
and  educa t i ona l  expe r i ence .  The  teach ing
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 l ikely to
lie elsewhere.

Reservat ions about  per-
formance programmes in the USA
have  been  ra i sed  by  seve ra l
Amer ican wr i ters.  These inc lude
Leonard and House (1959) and
Re imer  (1970 ,  1989 ) ,  who  warn
against placing an overemphasis on
pe r fo rm ing  ensemb les  and  a
concentration on musical technioue
w h i c h  w o r k s  a g a i n s t  m u s i c a l
understanding. This crit ical stance
has a long history. Boethus, writ ing
in the s ix th century,  d is t inguished
between performers, composers and those who
listen in audience and appraise the music.

But  the  type  wh ich  bur ies  i t se l f  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 total ly lacking in thought ( ln
Godwin, 1986:48).

I t  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 musiceducation (Elliot, 1 995: 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
phi losophy of music educat ion, a phi losophy
art iculated most consistent ly in the USA by
Bennett Reimer. Elliott sees as his initial task as
the demolition of this aesthetic philosophy of
music education.

This def ic ient phi losophy El l iot t  sees
resting on four common, 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).

T h i s  i s  s o m e t h i n g  o f  a
caricature of the views of Reimer and
certa in ly  misrepresents the other
writers he wants to cluster together
as  co l l ec t i ve l y  p romo t i ng  the
aesthet ic  conceot  of  music
education'. For instance, 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-exoression as an artistic aim and seeks to
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di f ferent ia te between e l ic i ted and presented
feeling, between roused feelings and their logical
form. Music can ar t icu late feel ings wi thout
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 s imi lar  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  mus i ca l  pe r fo rmance ,  when  i t  r ea l l y  i s
musrcat.

For myself, in an earlier book and far from
subscribing to the formal neutrality of aesthetic
experience, I preferred to contrast the aesthetic
with the anaesthetic, feeling more not less. Crit ical
of the formalist or structural view taken by Meyer,
I said: Ihe 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. lt seems more l ikely that
expectation and surprise are part of the
mechanism of engagement with the work. lt 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
or organizing 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. ln 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 1 979:
36).

This hardly supports Ell iott '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. Ell iott 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
cha rac te r i sed  by  i n tense  abso rp t i on  and
involvement. This view seems not so very far away
from the actual  rather  than the car icatured
aesthetic oosition.

Ell iott identif ies the absolutely essential
elements of performance as the interpretation of
a musical  design that  ev inces 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.

I would define performance somewhat
differently and more positively. In any artistic
practice it not only matters we shall f ind people
engaging with the materials of their craft - colours,
words,  sounds and so on;  they wi l l  a lso be
shaping these materials expressively and creating
n e w  f o r m a l  r e l a t i o n s h i o s  w i t h i n  o r  a c r o s s
particular idioms or traditions. In this way we
engage in what  Oakeshot  cal ls  the sk i l l  and
partnership of conversation. A consequence of
this is the excitement of insight of which Langer
has written. In one of my books I discuss Miles
Davis' Flamenco Sketches.

What then, is this music really about - -?
I t  i s  abou t  sound  ma te r i a l s ,espec ia l l y  t he
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
a f f i rma t i on ;  i t  i s  abou t  t he  commi tmen t  o f
mus i c i ans  to  mus i c  as  a  power fu l  f o rm  o f
discourse, able to transcend time and place and
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the l imi tat ions of  any s ingle human mind.  l t  is
about what Robert Pirsig calls quality and musical
experience can indeed bequality; for the concept
of quality contains within it the sense of freedom
tha t  we  f i nd  i n  t h i s  marg in  o f  manoeuv re
(Swanwick,  1994:  175-176) .

lf 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  ph i l osoph i ca l  mudd le  wh i ch  E l l i o t t  r i gh t l y
castigates. Apart from generating conceptua
confusion,  such semant ic  conf lat ion 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 crit icism.

Many of us have at times been drawn to
the idea of the 'aesthetic'underlying the arts, a
central, unifying concept. In A Basis for Music
Education, I made much of the term (Swanwick
1979) but I 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
bu t  no t  su f  f  i c i en t  cond i t i on  f o r  a r t i s t i c
understanding (Swanwick, 1994: 32).

Aes the t i c  expe r i ence  i s  usua l l y  an
unlooked{or gift and the first sunset may be the
most powerful sunset experience. Artistic rewards
are earned by par t ic ipat ion in  t radi t ions and
learned by rubbing up against the
artifacts (34).

Let us then agree with Ell iott
and - ignoring the various pseudo-
problems he has created - agree that
mus i c  i s  a  d i s t i nc t i ve  f o rm  o f
discourse. By definit ion all discourse
takes p lace wi th in a network of
c u l t u r a l  c o n v e n t i o n s  a n d  a l l
discourse also makes it possible for
i n d i v i d u a l s  t o  m a k e  a  u n i q u e
contribution.

As civil ised 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. lt 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
imolications for formal music education?

The ideal music curriculum

Educationally and socially there are what
El l iot t  cal ls 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 oractices. But unless or until students
come to know the essential nature of music works
as performances, composing should not be the
primary way of developing musicianship. Instead
(and time permitting), I 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
necessity, 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 thebest Brit ish classrooms
- and not are all good of course -

composing is  a h ighly  de-veloped
musical  process,  though where i t
amounts to no more than p lay ing
around with sounds it is hard to justify.
Pe r fo rm ing  too  can  be  a  m ixed
educational blessing. Work in large
groups can often stif le individual con-
t r i bu t i ons  and  the  reoe t i t i on  o f

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  ident i f y  and so lve  per fo rmance
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Droblems for themselves.

Even so, both composing and perform-
ance as single educational activit ies l imit us to
what we can ourselves play or sing. lf formal
music educat ion is  to  help us in to 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
t imes  and  p laces ,  reco rded  and  i n  l i ve
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 ult imately 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. I can only hint at them here.
A music'class'should be a place where the major
act iv i t ies of  composing- l is tening,  per forming-
listening and audience-listening all take place in
relatron to music over a cultural range. Smaller
groups than whole class or whole band or whole
chorus are essent ia l  for  s tudent  in teract ion,
musical decision-making and individual choice.
Information technology opens up the possibil i ty
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 activit ies
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 activit ies are also 'authentic'.

They act as a corrective against the perpetuation
of the sub-cultures of school music.

Inc luded in any future agenda is  the
actualisation of these ideals and a recognition that
school and college is only one agent of music
educat ion.  l ts  ro le needs carefu l  def in i t ion.  I
conclude with one more quotation from my own
writing which I think encapsulates my praxis of
music education and suggests where we might
look in working out the role of formal education.

(The )  f i r s t  and  un ique  a im  o f  mus i c
education in schools and colleoes is to raise to

consciousness and purposefu l ly  and cr i t ica l ly
exp lo re  a  number  o f  mus i ca l  p rocedu res ,
experienced directly through the reality of various
inter-cul tura l  encounters.  A second a im 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 r ich var iety  of  musical  possib i l i t ies in  our
society.

ln these ways, we avoid transmitting a
restrictive view of music and of culture and may
help to keep prejudice at bay. Human culture is
no t  some th ing  to  be  mere l y  t r ansm i t t ed ,
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,
recreat ional ;  help ing us and our  cul tures to
become renewed ;  t r ans fo rmed  (Swanw ick ,
1988 :1  18 -1  19 ) .

l f  a  per formance or  any other  music
education programme picks up these qualit ies,
then it can indeed be justif ied.
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PenttiMddttdnen

Musiikkikasvatus: Onko
koulun ulkopuolella

eliimiiti?

Tiivistelmd Keith Swanwickin artikkelista

Mariut Laitinen

Swanwickin puheenvuoro on vastine
David Elliottin ajatuksiin, jotka on esitetty kirjassa
"Music Matters" (1 995).

Swanwickin tekstin laukaisee li ikkeelle
v i i te ,  et te i  musi ikk ikasvatus e i  o le n i ikyv i i
ongelma ennenkuin se virall istetaan ja institutio-
nalisoidaan, siis ennenkuin se i lmaantuu kouluihin
ja korkeakouluihin. Vasta sitten tarvitaan opetus-
suunnitelmien laati joita ja tydryhmiA. Vasta sitten
a l kava t  onge lma t .  A l kava t  ma te r i aa l i en  j a
ty6muotojen valinnan ongelmat - ja jopa ideolo-
giset taistelut tavoitteiden ti imoilta. Swanwickin
vditteiden sarja pddttyy toteamukseen, ettd erAille
o n  k e s k e i s e n  t a r k e a a  m u s i i k i n  s d i l y m i n e n
kouluissa tai korkeakouluissa, toisten mielestd tdl-
lainen asianti la voi olla jopa kielteisti i .

Musi ikk i  poikkeaa useimmista koulu-
a ineis ta ja  t iedonalo is ta s i in6,  et td se tar joaa
monia vaihtoehtoisia ldhestymistapo.ia. Nain tode-
tessaan  Swanw ick  v i i t t aa  t i e to tekn i i kkaan .
studiotydskente lyyn ja  populaareih in tyy le ih in
pe r i n te i sen  mus i i k i nope tuksen  k i l pa i l i j o i na .
Taitoihin ja kulttuureihin, jotka sysAtivrit opettajan
sivuraiteelle. Swanwick kArjistri i i  eroja koulu-
musiikin ja koulueldmiin ulkopuolisen harrasta-
misen v6li l l i i  vetden esimerkkejai musiikkikasva-
tuksen ldhihistoriasta sekd Euroooassa etti i  Yh-
dysvalloissa.

Toisessa pddkappaleessa Swanwick
kiistaa ja jyrkaisti krit ikoi Ell iott in vri itteit€i si ind
muodossa kuin tAmd on niitd esitt i inyt kirjassaan,
ja nii l td osin kuin Ell iott niputtaa ja leimaa "es-
teetikot" vastapuolekseen. Swanwick nostaa esiin
virheell isinA pitamiaan tulkintoja ja puuttell isina
pitaimiiiiin perusteita.
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Mitd hyvi issi i  opetussuunnitelmassa
tulisi sitten olla? Swanwick toteaa, ettA Elliott
korostaa m usi i ki n esittdm isen (perfor mance), mu-
sisoinnin merkitystd. Swanwicki n mielestd Elliottin
niikemys pohjaa vallitsevaan amerikkalaiseen
koulumusiikin kulttuuriin, jolle vahvan leimansa
antavat kuorot ja ennenkaikkea pelikenttien soit-
tokunnat. Esittrimisen lisdksi olisi jo alunpitrien
tiirkedd ooettaa luovia musiikin tekemisen muo-
toja (composing)ja niihin li ittyvid yleisid luovuuden
valmiuksia. Niiiden molempien puitteissa musii-
kill inen liikkuma-ala voi kuitenkin olla vain sitA,
mitA oppilas osaa tehdii. Musiikkikasvatuksen
pitdisi siis tarjota vield muutakin. Swanwick tdy-
dentAii tydmuotojen luetteloa kuuntelulla (au-
dience-listening). Sen avulla syntyy vuorovaiku-
tus laajemmalle musiikkiin ja kulttuureihin.

Art ikkel i  huipentuu kir jo i t tajan oman
teoksen (Mus ic ,  M ind  and Educat ion  1988)
ajatuksiin musiikista kulttuurisen prosessin elin-
voimaisena osana. Tdssd orosessissa musiikki
parhaimmillaan on uudelleenluovaa; se auttaa
meit i i  ja kul t tuurejamme muuttumaan ja uu-
distumaan.

Keith Swanwick toimii professorina Lontoon
yliopiston kasvatustieteen tiedekunnan musiikin
Iaitoksella.

Pragma
David l

Musi ikk i ,  v i in i  ja
ja huojentavat huolia, tc
kehittdd ajattelukykyd, n
viinisti i  ja unesta. Musiikl
totuttamalla ihmiset i loit
i lmeisesti siksi etta sie
rytmien sukula inen.

Aristoteleen jal
neet muitakin kdsityksid
oiemuksesta. Schell ingi
boloi substanssin Puhde
ovat ikuisten olioiden fer
Schopenhauer on sam(
siikin olevan metafYYsis
tontd objektivoitum ista.

Darwin puolesl
tavan juurensa Primiti iv
ta r i iuste l la  par i t te lukt
k i ima i ses t i  u l i s t en .  K i
nostattavasta voi m asti
muuttunut nykyisessd t
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istuen - l i ikkumatta, ry

Kirjoittaji l la nir
kastella musiikkia osant
omaansa tai aikakaudt
varsin luonnoll ista. Davit
m  us i  i  k k i  kds i t ykse  n  s i
kontekst i insa,  koulutu l
es i t tAmisen ja kuunte
histor ia l l iseen konteks
vaihtoehto eri laisil le eli

Ell iott kutsuu k
musi ikk ikasvatuksen
praksis kiisitteen m u kai
toiminnan eli Praksiks
Elliott 1995, 69). Praks
ja  t i l annes idonna i s ta
pelkri l le tehtavan oike€
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PenttiMddttdnen

Pragmatistista musiikin filoso fiaa
David J. Elliott musiikista ja musiikkikasvatuksesta

Musiikki, vi ini ja uni tuottavat mielihyvdd
ja huojentavat huolia, totesi Aristoteles. Musiikki
kehittdd ajattelukykya, mitei ei ehkii parane sanoa
viinistd ja unesta. Musiikki my6s muovaa luonnetta
totuttamalla ihmiset i loitsemaan oikealla tavalla.
i lmeisesti siksi etta sielumme on siivellaiien ia
rytmien sukula inen.

Aristoteleen jdlkeen filosofit ovat esittii-
neet muitakin kdsityksid musiikin perimmAisestd
oiemuksesta. Schell ingin mukaan musiikki sym-
boloi substanssin puhdasta ykseyttii, sdvellykset
ovat ikuisten olioiden fenomenaalisia i lmentymiai.
Schopenhauer on samoilla l injoil la vaittaen mu-
siikin olevan metafyysisen Tahdon kuva ja vdli-
t6nta objektivoitumista.

Darwin puolestaan oletti musiikin juon-
tavan juurensa primiti ivisten esi-isiemme tavas-
ta r i iuste l la  par i t te lukumppania er i  vokaale ja
k i ima ises t i  u l i s t en .  K i i s i t ys  mus i i k i n  t un te i t a
nostattavasta voimasta on kylld jonkin verran
muuttunut nykyisessd estetismissd, jossa eliry-
dytddn siivellysten muotokieleen konserttisalissa
istuen - liikkumatta, rykimaittd ja rapistelematta.

Kirjoittaji l la ndyttdd olevan tapana tar-
kastella musiikkia osana yleisempd:i niikemys-td,
omaansa tai aikakaudelleen tyypil l ist: i, mikd on
varsin luonnollista. David J. Elliott suhteuttaa paitsi
m u s i i k k i k d s i t y k s e n s d ,  m y d s  i t s e  m u s i i k i n
konteksti insa, koulutuksen ja harjoittelemisen,
esi t tdmisen ja kuunte lemisen sosiaal iseen ja
his tor ia l l iseen kontekst i in .  Tdmd on tervetu l lu t
vaihtoehto eri laisil le elit istisi l le estetismeille.

Elliott kutsuu kiisitystddn praksiaaliseksi
musi ikk ikasvatuksen f i losof iaks i  Ar is tote leen
praksr.s-kisitteen mukaan. Elliott erottaa toisistaan
toiminnan eli praksiksen ja taidon (tekhne, ks.
Elliott 1995, 69). Praksis on valistunutta, kriittistii
ja  t i lannesidonnaista to imintaa vastakohtana
pelkdlle teht6vdn oikealle suorittamiselle. Jostain

syystd El l io t t  ja t taa main i tsematta erot te lun
praksiksen ja poiesiksen eli tuottamisen vdlillai.
Erottelu perustu u tekemisen tavoitteeseen ( felos).
Toiminnan tavoitteena on toiminta itse, kun taas
tuottamisen tavoitteena on itse tuottamisesta
eril l inen asia, tuote.Taito, osaaminen (tekhne) on
tuottamiseen li i ttyvd asia.

Musi ik in ymmdrtdminen praksiksena
poiesiksen vastakohtana johtaa tarkastelemaan
musiikin luonnetta toimintana, jonka tavoiteena ei
o l e  e r i l l i s e n  m u s i i k k i k a p p a l e - n i m i s e n  o l i o n
tuot taminen kapel l imestar in k i i t i lo imAnd kuin
gallerian sein6lle ikdiin konserttiyleison esteet-
t isen arv io innin kohteeksi .  Tdmmdinen kdsi tys
musi ik is ta perustuu sadan vuoden takaiseen
metafys i ikkaan,  jossa postu lo i t i in  mi l lo in min-
kdkinlaisia abstrakteja absoluutteja arvoisien
nerojen kontemploitavaksi. Ell iott in ndkokulmas-
ta musiikki on pikemminkin esittdmisen ja kuun-
telemisen vuorovaikutusta, toimintaa jonka ta-
voitteet ovat sidoksissa itse toimintaan.

Musi ik in prakt inen luonne sopi i  hyv in
yhteen myos sen kanssa, mitri Ell iott pit i i i i  musi-
soinnin arvoina:  henkinen kasvu (sel f -growth) ,
i tsetunnon kehi t taminen (sel f -knowledge) ja
e l i i y t ym inen  ( f l ow) .  Mus i i kk i  e i  s i i s  o l e  i t se -
tarkoitus. Soittaminen, laulaminen ja kuuntele-
minen ovat osa eldmdd, musiikin arvot ja tavoit-
teet l i i ttyvdt elAmdn yleisiin arvoihin.

fermi praksiaalinen ei ole kovin yleinen.
Sita kayttaa vain muutama pohjoisamerikkalainen
musi ikk ikasvat ta ja.  Tavoi t teena on i lmeisest i
joukosta erottautuminen ja omien nrikemysten
markkinointi. Yhti i hyvin voisi puhua pragma-
fisfisesta musiikin filosofiasta, etenkin kun Elliott
kAytttiii hyvdksi myos John Deweyn ajatuksia.

Dewey  ve r tas i  f i l oso fo in t i a  ka r tan
tekemiseen,  jossa o leel l is ta e i  o le kar tan ja
todell isuuden vastaavuus, vaan se ettd kartta
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Darwin puolestaan oletti musiikin juontavan juurensa primitiivisten esi-isiemme tavasta
riiustella parittelukumppania eri vokaaleia kiimaisesti ulisten.

auttaa toi m i maan, loytdmdiin p€iitmddrdn, ratkai -

semaan ongelman.  Eksyksissd o leva haluais i
kernaasti l6ytiri i  koti in ja yritt i i€i muodostaa
kiisityksen todell isen sijai nti nsa ja miidriinpidnsd
vii l isestd suhteesta tavoittena vain yksi asia:Mihin
suuntaan liihteii? Hyvii kartta auttaa loytamaan
kotioven, mahdoll istaa halutun toiminnan.

Ell iott kuvaa musiikin kuuntelua samaan
tapaan (s.  141) .  Kokenut  kuul i ja  t ie t i iA miss i i
menniidn, mistd on tultu ja mihin ollaan menossa.
Hiin osaa ennakoida, kuvitella, ylldttyA ja arvioida
perinteen yllApiti imien ja muovaamien kriteerien
a v u l l a .  N o v i i s i  o u o l e s t a a n  o n  i k d d n  k u i n
eksyksissd e ikd osaa hahmottaa ja  j isent t id
kuulemaansa yhtir hyvin.

M i ten  tu l l aan  hyvdks i  kuun te l i j aks i?
E l l i o t t i n  vas taus  on  sama ku in  Deweynk in :
tekemdl ld oppi i .  Kuunte leminen ja es i t tdminen
li ittyviit ldheisesti toisiinsa, eikEi kyse ole vain siit i i ,
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etta soittotuntien myotei tutustuu moniin musiikkiin
li i ttyviin asioihin, jotka muutoin saattaisivat j iddd
vdhemmii l le .  Havai tseminen ja to iminta muo-
dostavat  kogni t i iv isen kokonaisuuden,  jonka
kehittyminen ja eriytyminen edellytt i i€i kumman-
kin puolen harjaannuttamista.

Esittdmisessd ei ole kyse vain sdvelten
tuottamisesta vaan liikkeestii, motoriikasta. Tanssi
on siis tdrked osa musiikkikasvatusta, ja onpa sitd
korostettu myos ihmisen lajikehityksen kannalta
(ks. Donald 1991). Ehkei Darwin ollutkaan aivan
viidrdssd...

Musiikki on siis ennen muuta toimintaa.
E l l i o t t  ko ros taa ,  e t t i i  mus i i k i l l i nen  t i e to  on
olemassa itse toiminnassa. Musiiki l l inen ajattelu
on kontekstuaalista, ei-verbaalista ja ruumiil l ista
ajat te lua,  joka toteutuu l i ikkeen ja havainnon
ykseytenii. T?imd ei t ietenkaan tarkoita, etta
musiikkia kuunnellessa pitAisi aina hytkyii. Kyse
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jossa korostetaan tietoisuu-
den ruumiill ista ja kontekstuaalista aspektia.

Aivot ovat ajattelun elin, mutta eivat
aivot ajattele, vaan ihminen ajattelee aivoilla.
Jalat ovat juoksemisen elin, mutta jalat eivdt
juokse. Kylld siihen tarvitaan koko rakkine.
Tietoisuus on tdstd n6kokulmasta pikem-
minkin ihmisen ja ympi ir ist6n vuorovaiku-
tuksen ominaisuus, ei aivojen ominaisuus (ks.
ldhemmin esim. Maiittdnen 1995.5. luku).

Juur i  td t i i  kon teks tuaa l is ta  ja
ruumii l l ista ndkokulmaa El l iot t  korostaa
ki is i tyksissi i t in musi ik ista. Si tAkin
6llistyttdvdmpaa on, etta tietoisuuden yleistd
luonnetta tarkastel lessaan Elliott viittaa vai n
k i r ja l l i su  u teen,  jossa  t ie to isu  us
ymmdrretdiin reduktionistisen materialis-
min mukaisesti vain aivotoiminnaksi. Tiit:i
voi  pi t56 jonkinasteisena r ist i r i i tana,
joskaan ei  kor jaamattomana. Vahal la
vaivalla loytdd Elliottin musiikkikAsityk-
seen paremmin sopivaa kir ja l l isuutta
ihmismielen luonteesta.

hrg
Asian voi kyl l i i  esi t tdi i

positiivisemminkin. Elliott on musiikin ja
mus i ikk ikasvatuksen luonnet ta
pohtiessaan pdtitynyt ndkemykseen,

nousemassa esiin myOs yleisemmdlldjoka on
tasolla.Kdsitys musiikin tunteita nostattavasta

voimasta on kylli jonkin verran muuttunut
nykyisessi estetismissd, jossa eldydytddin
sdvellysten muotokieleen konserttisalissa

istuen - liikkumatta, rykimdttti ja
rapistelematta.

on havaitsemisen eli musiikill isen erittelemisen
kyvyn kehittdmisestd harjoittelem isen, esittdmisen
ia kuuntelemisen kontekstissa.

Elliotti n kdsitys m usii ki llisesta ajattelusta
kdy varsin hyvin yksiin kognitiivisen psykologian
ja kognit iot ieteen 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 yhii vahvemmin esiin. Pitkdt
ajat valtavirtauksena ollut reduktionismi, jossa
t ietoisuus redusoidaan el i  Dalautetaan aivo-

Filosofian alalla on liikkeen ja konteks-
tuaal isuuden merki tystd korostettu ainakin
Spinozasta lZihtien, jonka vastikiiin suomen nettu
pddteos Etiikka sisziltiiii aiheen klassisen mutta
varsin abstraktin ja vaikeatajuisen kdsittelyn.
Perusajatus on, etta ihmisen ja ympdristdn
t iedo l l inen  suhde perus tuu  l i i kkeeseen,  ja
havaitseminen on vasta toisella sijalla, olkoonkin
ettd introsoektio kertoo toista.

Toinen tirkeii kirjoittaja on Charles S.
Peirce, jonka pragmatistiset ideat sopivat Elliottin
mus i ikk indkemyksen f i loso f iseks i  taus taks i
vahintaan yhtii hyvin kuin Deweynkin ajatukset.
Itse asiassa Peirce oli johtohahmo Metafyysisessd
klubissa, jonka suljetussa piirissd pragmatismin
pZlaperiaatteet ensimmiiistd kertaa muotoilti in
viime vuosisadan ouolella.

49 FJME Vol. r No r 1996



Peircen mukaan uskomukset (mielentilat)
ovat viime kddessd vakiintuneita toiminnan tapoja.
Toiminnan tavat ja taidot ovat siis paitsi t iedon
ilmenemisen myos tiedon olemassaolon muotoja.
Peirce myos mddritteli t ietoisuuden yksilon ja
ymp:iriston vuorovaikutuksen ominaisuudeksi.

Musi ikk i in  sovel le t tuna tdst i i  saa jok-
seenkin mutkat tomast i  E l l io t t in  oerusteesin:
Musi ik in tekeminen on e i -verbaal is ta,  t i lanne-
sidonnaista ja ruumiil l ista (embodied) ajattelua.

Tdll€r ei tietenk6dn tahdota kiistiiA teo-
reet t isen ja  havaintot iedon o lemassaoloa ja
merkitystd. Kyse on pikemminkin usein kokonaan
sivuutetun ndkokulman voimakkaasta koros-
tamisesta. Tuloksena on musiikkindkemys, johon
mahtuvat kaikki musiikin lajityypit, joka suhteuttaa
musiikin historiall iseen ja sosiaaliseen konteksti in,
perinteeseen, ja on kiinnostava myds fi losofian
ja kognitiotieteen ndkokulmasta.
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David J. Elliot and
pragmatic musical

philosophy
Summary

D. J. Ell iot l inks music to its social and
historical context and to traditions of oractice and
performance. Standing behind his ideas is the
Ar is tote lean d is t inct ion between praxis  and
poesis. Pragmatism finds a place in his thinking
through John Dewey, but Charles S. Pierce would
be equally admissible. Ell iot '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 Mddttdnen

FT Pentti Miitittiinen toi mi i tutkijan a
Helsingin yliopiston filosofian
laitoksella.





Musffktnopettajan l0yt6retkt
mus en fflosofiaan

Suomalaisissa kouluissa on tdlld hetkellA
esil lai kaksi teirkeAri sanaa :kilpailu ja laatu . Ne
nr ihdr i : in  erot tamattomina.  Ki lpai lu  parantaa
laatua, ja laatu parantaa kilpailukykyd. Oppiai-
ne iden  j a  kou lu jen  vd l i nen  k i l pa i l u  nos taa
opetuksen tasoa. Matematiikan ja kielten opis-
ke lun  va l i nna i sa ine ina  ka tso taan  an tavan
paremmat mahdoll isuudet kilpail la opiskelu- ja
tyOpaikoista. Parempi matemaattinen osaaminen
j a  m o n i p u o l i s e m p i  k i e l i t a i t o  l i s d d  S u o m e n
kansainvdl is td k i lpa lukykyd.  Ajan henki  on
ki lpai lu .

Miten tassa tilanteessa on kdynyt musii-
kil le? Jokainen musiikinopettaja tietaa vastauk-
sen: valinnaisuuden lisddmisen varjolla musiikin
tuntimddrd on laskettu ylAasteella minimiin. Tdlld
hetkelld musiikkia ei koeta tdrkedksi oppiaineeksi.
Tilanteeseen on varmasti monta syyta, joista
erditd ovat asiatiedon arvostaminen ja kilpailun
lisddntyminen.

Uuden tunti jaon astuttua voimaan huo-
masin, ettd minun tdytyi osata perustella musiikin
asemaa oppiaineena omassa koulussani. Edes
mus i i kk i l uokk ien  o lemassao lo  e i  o l l u t  enaa
itsestiidnselvyys. Tdl l6 hetkellai mi nu n on osattava
ker toa oppi la iden vanhemmil le ,  miks i  heidein
lastensa kannattaa valita musiikkia valinnais-
ai neeksi. Om aa ajattel ua terAvdittiiiikseni ptliiti n
tu t k i a ,  m i t t i  mus i i k i nope tukses ta  sano taan
musiikkikasvatuksen fi losofiaa kdsittelevdssA
kirjallisuudessa. Havaitsin pian, ettii ensimm6inen
selvitettdvd kysymys oli, miti i  musiikki on.

Kysymys  mus i i k i n  o lemukses ta  on
iAisyyskysymys. SitA ovat pohtineet jo anti ikin
Kreikan filosofit. Musiikinopettajan tyOn kannalta
kysymys on kuitenkin niin oleell inen, ettd sitd
kannat taa miet t iA.  Mi td i tseasiassa a jat te len
musiikista? Se on koko opetusty6ni perusta. Myos
mus i i kk i kasva tuksen  f i l oso f i n  ens immAinen
tehti ivi l on mddritelld, miti i  musiikki on. Musiikkia
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Eija Kauppinen

miidrittelemdttii ei voi muodostaa uskottavaa
teoriaa musiikkikasvatuksesta.

Ldytdretkeni ensimmiiseksi kohteeksi
valitsin Bennett Reimerin vuonna 1970 julkaise-
man teoksen A Philosophy of Music Education.
Se on esteettisen musiikkikasvatuksen perusteos,
jonka uusintapainos i lmestyi  1989. Reimerin
jdlkeen britti ldinen 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 ilmestynyt
Music Matters: A New Philosophy of Music Edu-
cation.

Teoksessaan Bennett Reimer ei anna
selvdd mddritelmAA musiikista. HAn hahmottaa
kuvaa musiikista selvittimdl16 taiteen olemusta
yleisesti. Reimerin (1989, 27) teorian yhtenii
lirhtOkohtana on taidekasitys, jonka mukaan taide-
teoksen arvo ja merkitys ovat sisdisiii; ne ovat
taiteellisten kvaliteettien toimintaa. Saadakseen
sen, mitd taideteos voi antaa, pitaa paneutua sen
sisiiltoon.

Reimerin toisena ldhtdkohtana on ajatus,
jonka mukaan henki16kohtainen vastaanot-
tavaisuus vaikuttaa kaikkeen inhimmil l iseen
kokemiseen. Tunteminen (feel ing) vaikuttaa
si ihen, mitd olemme ja mitd teemme. (Reimer
1989, 46.) Reimerin mukaan musiikilla on kyky
tuoda i lmi t i lmdin tuntemisen olemus. Hi inen
ta i teen mi i i i r i te lmdns i i  kuu luu :  ta ide  on
ilmaisevaksi jiirjestettyd materiaalia. Hdn jatkaa
to teamal la ,  e t tA  on  hyvA huomata ,  e t te i
mt iAr i te lmi i  sano mi tddn ta i teen laadus ta .
Taideteos voi olla hyvd tai huono, ja se on siitii
h u o l i m a t t a  t a i d e t t a .  ( R e i m e r  1 9 8 9 , 9 4 - 9 5 . )
A ika isemmin  k i r jassaan Re imer  (1989,  51)
kuitenkin toteaa, ettri jokainen hyvd taideteos on
hyvA, koska sen tai teel l iset kval i teet i t  ovat
onnistuneet vangitsemaan tunteen inhimillisestii
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tun temises ta  (a  sense o f  human fee l ing) .
Pohtiessaan esteettista kokemusta Reimer toteaa
vieliA: Art works are expressive forms in which the
vital conditions of livingness have been c ap -
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 kiiyttiiii kvaliteetti-sanaa monin
tavoin. Ht in puhuu sisAisistd, musi ik i l l is ista,
taiteellisista, ilmaisullisista, esteettisista, taiteen
o lenna is is ta  sekd inh imi l l i sen  kokemuksen
kvaliteeteista. Timd moninaisuus vaikeuttaa
Reimer in  a ja tus ten  tu lk in taa .  Teoksensa
esipuheessa hdn kuitenkin ilmoittaa, ettd sisAiset,
taiteelliset, musiikill iset ja esteettiset kvaliteetit
tarkoittavat useimmiten samaa asiaa. Musiikissa
nditii kvaliteetteja ovat melodia, rytmi, harmonia
jne. (Reimer 1989, 16). Reimerin mukaan musiikin
merki tys on si is ni iden musi ik in elementt ien
toimintaa, jossa saa ilmauksensa rytminen ja
orgaaninen olemassaolo. Musiikkiteos on ilmai-
seva muoto, jonka elinvoimaisuutta ilmaisevien
kvaliteettien havainnointi ja vastaanottaminen
tar joavat esteett isen kokemuksen (Reimer
1989,1 02).

Keith Swanwick kehittdd teoksessaan A
Basis for Music Education (1979) teoriaansa
musi ik in olemuksesta poht ien seki i  musi ik in
merki tystd ett i i  musi ik in ja tunteiden vi i l ista
suhdetta. HAn kiteyttiiA pohdintansa neljdrksi
vaittamaksi, jotka ovat samansuuntaisia Reimerin
ndkemysten kanssa. Swanwickin
mukaan mus i ikk i l la  on  merk i tys ,
koska se saa liikkeen keinoin esiin
tunnekokemusten malleja, skeemoja.
Esteettinen kokemus syntyy ndiden
skeemojen uudel leen jdr jestdmi-
sesta. (Swanwick 1979, 37-38.)

Reimer ja Swanwick eivdt
ole ajatuksineen yksin. Useimmat
meistd musii ki nopettaj ista ajattelevat
samoin , sill i i Reimer ja Swanwick
edustavat per inteistd ldnsimaista
musiikkikdsitystii: musiikki on taidetta , musiikki
on teoksia, siiveltiijd s6veltdd musiikkia, esittdjri
tulkitsee sdveltdjdn teoksen,vastaanottaminen on
esteettista kokem ista. Heiddn ajattelu nsa i I mentdii
s i td henkei i ,  jossa meiddt on kasvatettu ja
koulutettu. Me olemme perehtyneet ensisijaisesti

l i insimaisen musiikin teoksiin soittaen ja laulaen
sekd muotonalyysia, historiaa ja musiikin teoriaa
opiskellen. Meiddn musiikil l inen osaamisemme on
pitkri l le hioutunutta, ja arvostamme yli kaiken
kauniisti soivia esityksid. Meil le monil le musiikki
on teoksia ja niiden tulkintaa.

Teoksessaan Music Matters (1995) David
J. Ell iott asettaa kyseenalaiseksi sekd Reimerin,
Swanwickin ettd kaikkien muiden esteettisen
musi ikk ikasvatuksen edusta j ien nAkemykset .
Hiinen ajatuksenaan on, ettei musiikki ole vain
kokoelma er i la is ia teoksia,  vaan jota in,  mi td
ih m iset tekevAt. I lm an tarkoituksell ista i n h i m i ll istei
toimintaa ei ole musiiki l l isia i i ini i i  eikd teoksia.
(Ell iott 1995, 39.)

Jos musi ikk i  on inhimi l l isen to iminnan
muoto,  edel ly t tdd sen o lemassaolo El l io t t in
(1995,39) mukaan tekijAii, tuotetta ja toimintaa.
Tdmd ei kuitenkaan vieki ri i td, sil ld tekijA toimii
aina tietyissd olosuhteissa, kontekstissa. Ell iott
(1995,40) toteaa musiikin olevan nelidimensio-
naalinen kdsite, jossa ovat mukana musisoija
(musicer), musisointi (musicing), musiikki sekai
kon teks t i ,  j ossa  tekeminen  tapah tuu .  Hdn
t a r k e n t a a  k A y t t e i v d n s d  s a n a a ' m u s i c i n g '
yhteisnimityksend, joka kdsitt i i i i  kaikki musiikin
tekemisen  v i i s i  muo toa  e l i  es i t tAm isen ,
improvisoinnin,  sdvel tdmisen,  sovi t tamisen ia
johtamisen.

Kaikkeen musi ik in tekemi-seen l i i t tyy
lisi iksi ryhmd ihmisid kuunteli joina, jotka toimivat

vuorova iku tuksessa mus iso i j ien
kanssa. (Emt., 41.) Siitd muodostuu
toinen nelidimensionaalinen kiisite,
musiikin kuuntelu, jossa ovat mukana
kuuntelija (listener), kuuntelu (listen-
ing), kuultavissa oleva (listenable)
sek i i  kon teks t i ,  jossa  kuunte lu
tapahtuu. El l iot t  (1995, 42) ki teyt-
td6k in  kAs i tyksensd mus i ik is ta
monidimensionaalisena inhimillisenii
ilmiond, jossa musiikin tekeminen ja
mus i ik in  kuunte lu  ky tkey tyvd t
toisiinsa. TAtd musiikin tekemisen ia

kuuntelun monimuotoista suhdetta hdn kutsuu
n i m e l l d  ' a  m u s i c a l  p r a c t i c e ' ,  m u s i i k i l l i n e n
kdytdnto. El l iot t  (1995,43) muotoi lee musi ik in
miidritelmdnsd seuraavasti:music is a diverse hu-
man prac t ice .  Hdn koros taa  v ie lA ,  e t t i
maai lmanlaajuisest i  on olemassa monia mu-
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siikill isia kaytantdja.

oleellista Elliottin ajattelussa on se, ettd
hdn painottaa musisoinnin merkitystii. Hinen
mukaansa sana 'musicing' on tdrkeS, koska se
muis tu t taa  mei l le ,  e t tA  jo  pa l jon  ennen
minkd i i n l a i s i a  sdve l l yks iA  o l i
o l emassa  mus i i k i l l i s t a  t o im in taa
(1995,  49) .  Tdmd ndkdkulma saa
El l io t t in  mukaan a ikaan sen,  et td
voidakseen vastata kysymykseen,
miti musiikki on, pitAii selvittdd, mitd
musisointi on ja mitii musiikin tekijana
t o i m i m i n e n  m e r k i t s e e .  H d n
selvittddkin kirjassaan niita ajattelun
ja tietdmisen muotoja, jotka liittyvdt
musiikin tekemiseen ja kuunteluun.

Reimer, Swanwick ja Elliott
ajattelevat musiikista hyvin eritavoin. On selvdd,
e t ta  ndkemykset  mus i ikk ikasvatuksen
pidmddrirstii eroavat myos toisistaan. Rei meri n
(1989,  153)  mukaan mus i ikk ikasvatuksen
pddmddi rA  on  keh i t tdA joka isen opp i laan
es tee t t i s tA  herkkyy t t i i  mus i i kk ia  kohtaan.
Swanwick (1979, 65) sanoo saman asian toisin
sanoin. Hiin asettaa pddmdirdksi esteettisen
vastaanottokyvyn kehittamisen. Elliottin (1 995,
259) mielestd musiikkikasvatuksen keskeisind
arvoina ja pAAmZiiiriini ovat minin kasvu, tiedon
lisdiminen omasta itsestA sekii siitti syntyvd ilo.

Suomalaiselle musiikinopettajalle nAmti
musiikin olemusta kdsittelevit oohdinnat tuntuvat
tu tu i l ta .  Peruskou lun  oDetussuunn i te lman
perusteiden (1994) musiikin osuudesta loytA6
yhtymdkoht ia Reimerin ja Swanwickin edus-
tamaan ndkemykseen: musi ikki  tunne-el6mdn
kehittdjdnd, musiikki esteettisen kasvatuksen
alueena, teoksen havainnointi ja vastaanotta-
minen. Ala-asteen musiikinopetuksen liihtokoh-
daksi mainitaan kuuntelukasvatus, jonka avulla
harjoitetaan keskittymistd ja rentoutumista sekd
ohjataan ddniympdiriston havainnointiin ja kuun-
neltavan musiikin omaan valintaan sekd arvointiin
(emt.98). Elliottin painottama musisointi on myds
meil le tut tua. Mei lk i  musi ikkia on opiskeltu jo
kauan laulaen ja soittaen.

Musiikkikasvatuksen filosofiat auttavat
tarkentamaan ajattelua. Niiden kanssa kannattaa
kdydd vuoropuhelua, mutta se ty6 on jokaisen
tehtiivii itse. Musiikinopetus on alue, jolla on
vaikea sanoa, miki on oikein. Jokainen ndkdkanta
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kannattaa kyseenalaistaa, ja siten etsiti omaa
ndkemystd. Ndiden asioiden pohdinta on talla
hetkella erityisen tdrketid ala-asteen musiikin
opet ta j i l l e ,  s i l l i i  suur in  osa  peruskou lun
musiikinopetuksesta annetaan juuri ala-asteella.
Siel l i i  luodaan myos asenteet.  Esteett inen

taidendkemys on tehnyt musiikista
mysteer in  -  s i i r tdny t  mus i ik in
ta i tee l l i seen korkeuteen,  po is
arkieldmdstd. Se on tuotava takaisin
jokaisen ulottuville. Monet oppilaat tai
a inak in  he iddn vanhempansa
ajattelevat edelleen, ettd musiikin
oppiminen ja musiikista nauttiminen
vaativat erityislah-jakku utta.

Elliott asettaa musiikinooe-
tuksen tavoitteeksi miniin kasvun. Se
o n  h y v d  m u i s t u t u s  m e i l l e

musiikinopettajil le siitd, etta emme ainoastaan
opeta musiikkia, vaan olemme myos kasvattajia.
Kasvaakseen ihminen tarvi tsee haastei ta,  ja
oppilaat myds kaipaavat niita. Haaste voi olla
va lmi in  teoksen es i t tAminen.  onn is tunut
improvisaatio tai oman sdvellyksen, muodon,
kokonaisuuden luominen musi ik in elementtejA
kdyttAen. Jokainen opettaja voi asettaa haasteet
oman musiikkikdsityksensA mukaisesti.Tdrkeintd
kuitenkin on, et t i i  osaamme asettaa nama
m usiikil liset haasteet oppilaiden tasoa vastaaviksi.
llman haasteita oppilaat eivat koe mitAdn opetusta
mielekkddksi. Toisaalta mielekkyys edellyttAd
onnistumisen kokemuksia. Onnistumisen koke-
mus ilman minkddnlaista kilpailua on tiirkein eld-
mys, jonka musiikinopettajina voimme kaikille
oppilaille antaa.
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Elliott, D.J. 1995. Music Matters. A New Philo-
sophy of Music Education. New York:
Oxford University Press.
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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 I decided to make
a personal voyage of discovery into the philoso-
phy of music education, my chosen destinations
be ing  the  v iews o f  Bennet t  Re imer ,  Ke i th
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 ol
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. lt 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
Tap io I an / easE el I a Espoossa.



Kontekstuadtnen pluraltsnd
(hilun yltopkton mus a-
tuksen optskellfotden musllkkl-

kesfryksf$sii
1. Musiikkikasvatuksen kontekstuaalinen

paradigma

Kontekstuaal isuudel la vi i tataan tdssA
artikkelissa didaktiseen ndkokulmaan, joka huo-
m ioi opetettavien maai lman- ja eltimiinyhteyden
seki oppimisprosessin yhteiskunnallisen ja kult-
tuurisen viitekehyksen (Kallioniemi 1992, 59-61 ).
Musi ikkikasvatuksen kontekstuaal inen para-
digma korostaa musi ik i l l isten kdytdntojen so-
siaalista, aika- ja kulttuurisidonnaisuutta.

Dav id  J .  E l l io t t in  (1995,  11-13 ,39-45)
mukaan sosiokulttuuriset kdsitykset musiikin ole-
muksesta suuntaavat yhteison kdsityksii musiik-
ki kasvatuksesta. Musiikki kasvatuksen f i losof ia
koostuu yhteiskunnallisista tavoitteista ja niiden
taustalla vaikuttavista uskomuksista ja kEisityk-
sist i .  Musi ikkikasvatuksen f i losof ian merki tys
piilee siin6, kuinka johdonmukaisessa suhtees-
sa se on musiikkikasvatuksen kiiytdnt66n; kaikki
musi ik i l l inen toiminta tapahtuu musi ik i l l isten
kAytdntdjen sosiokulttuurisessa kontekstissa.

Musiikkikasvatuksen ajattelu- ja l6hesty-
mistavat heijastavat kulloinkin vallitsevien kult-
tuur i-  ja taidekasityksien muutosdynamiikkaa;
erilaiset tavat iasentad musiikill ista havainto-
todell isu utta oh jaavat m usi ikki i n liittyviA k6ytdnt6-
jd. Kuhnin (1962) mukaan vallitsevat paradigmat
ovat al t t i ina muutoksi l le kohdatessaan uusia
kysymyksiii (anomalioita), joihin niiden puitteissa
ei endd loydy vastauksia. Musiikkikasvatuksessa
uutta ajattelua ruokkivana anomaliana voidaan
pitii i i vuosisatamme laajentuneita kulttuurikdsi-
tyksiii, joiden myotd ldnsimaisen ihmisen musii-
kill inen maailmankuva on muuttunut radikaalisti
(vrt .  Sarath 1995, 31) 1'
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Sarath (emt. ,  32)  erot taa to is is taan
vall itsevan konventionaalisen, formaalis-analyyt-
tistA otetta korostavan ja uuden, laaja-alaista
luovaa to imintaa painot tavan musi ikk ikasva-
tuksen ajattelumallin. Konventionaalinen musiik-
k ikasvatuksen mal l i  keski t tyy er iko is tuneis i in ,
musi ik i l l is ia  objekte ja formaal isest i  tu tk iv i in  ja
arvottaviin tieto- ja taitosisriltdihin. Sarath liittaa
konven t i onaa l i sen  ma l l i i n  i ns t i t u t i onaa l i sen
musiikkikasvatuksen traditioon ja toivoo musii-
k inopetukseen laaja-a la isempaa oppi laskes-
keistd prosessiajattelua.

Musiikkikasvatuksen aatteellisen pohjan
voidaan ndhdd hei jastavan my6s opet ta jan-
koulutuksen vall itsevaa paradigmaa. Zeichnerin
(1983,  3-9)  mukaan behavior is t inen,  persoo-
nall isuuteen orientoitunut, ammatil l inen .ja tiedon
hankintaan orientoitunut paradigma ovat esiin-
tyneet eri tavoin painottuneina opettajankoulu-
tuksessa.  Vi ime vuosikymmenind korostunut
persoonall iseen kasvuun orientoitunut ajattelu on
saanut  keskeis immdt vaikut teensa fenome-
nologiasta,  humanist isesta ja  kogni t i iv isesta
psykologiasta. Sil le on olennaista yksildn per-
soonal l isuuden kasvun ja psykologisen kehi t -
tymisen painottaminen. Oppilaskeskeinen kon-
tekstuaalinen paradigma palautuu Deweyn prog-
ressi iv iseen kasvatusalat te luun,  jossa to imin-
nall isuus ja jatkuva muutokseen sopeutuminen
ovat keskeisid (vrt. Joyce et al 198.1). (Aho 1994,
77-80.)

Robertsin (1994, 24-28) mukaan mu-
s i ikk ikasvatuksen tutk imus on kdrs inyt  v i ime
vuosikymmenind "situationaalisesta sokeudes-
ta", kiiyti innostd eristyneen positivistisen para-
digman ylivallasta. Musiikinopettajien vieraantu-
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minen tutkimuksesta johtuu paljolti siita, etta
kaytannon kasvatustodellisuuden ongelmat ovat
jidneet vaille tutkimuksen tarjoamia ratkaisuja.
Musi ikkikasvatusDrosessi s is i l t€ iA Robertsin
mukaan jo i tsessi idn tutkimuksen aineksia:
opettajat yhdessti oppilaiden ja muun kasvatus-
henkilost6n kanssa luovat sosiaalisen todelli-
suuden, jonka puit teissa kasvatus tapahtuu.
Niinpd opettajat ovat itse keskeisessa asemassa
kasvatustutkimuksen suuntaamisessa prag-
maattisemmaksi ja paremmin kasvatustodel-
lisuutta vastaavaksi. Esim. toimintatutkimuksen
avulla omaa tydtAdn reflektoivalle opettajalle
avautuu mahdol lisuus keh ittiiA am mattitaitoaan ja
tarkastel la kasvatustyossd organisoi tavien
tietojen ja prosessien problematiikkaa (vrt. Lah-
des 1994, 116-119).  Er i  yhteisOissi i  to iminta-
tutkimus on erddnlainen kollektiivinen itsereflek-
toiva tutkimus, jota suori t tavat sosiaal is issa
tilanteissa mukana olevat osallistujat itse.

Musi ikkikasvatuksen ajankohtainen
paradigmamuutos i lmenee si is s i i r tymisenA
rigidist?i formaalisesta yhden musiikkikiytdnnon
ja -tradition arvoa korostavasta pitkdlle erikois-
tuneesta mallista musiikin laaja-alaista tuotta-
mista ja kuuntelemista musiikillisten kdytdnt6jen
kontekstissa korostavaan persoonalliseen mal-
liin. Opettajalle tama merkitsee usein omien mu-
siikkia ja musiikkikasvatusta koskevien kdsitys-
ten ja preferenssien jatkuvaa reflektointia sekei
sitoutumista oman tyon kriittiseen kehittdvdin
arviointiin. Kehityksen voi n?ihdii syklisenii ker-
rostumisena, jossa esteettinen paradigma aset-
tuu osaksi kulttuurisensitiivistd ja
musiikillista kiiytrint6A korostavaa
kontekstuaalista ajattelutapaa. Nii n
kaikki musiikill iset toimintamuodot
asettuvat omiin vi i tekehyksi insEi
osana globaalia musiikill ista maail-
mankuvaa.

2. Moniarvoistuva
musi ikinopettajakou lutus

S u o m a l a i n e n  m u s i i k i n -
opettajakoulutus on kokenut viime
vuosikymmenind tuntuvia muutok-
sia ni in rakenteel l isest i  kuin sis i i l l6 l l isest ik in.
Sibelius-Akatemian musiikkikasvatuksen osasto
sai 1980-luvulla rinnalleen Jyviiskyldn musiikki-
kasvatuksen koulutusohjelman seki i  laajast i
toteutetun poikkeus- ja pritevoitymiskoulutuksen.
Oulun yliopiston musiikkikasvatuksen tutkimus- ja

koulutusyksikko aloitti toimintansa syksyl16 1 993.
Musiikkikasvatuksen koulutusohjelmille on ollut
viime vuosien aikana ominaista sisdltojen laaja-
a la is tuminen ja  p ro f i lo i tuminen omi l le  vah-
vuusalueilleen - esim. Oulun yliopiston musiikki-
kasvatuksen koulutuksen opetussisdlloissti pai-
nottuvat teilki hetkelld vapaa sdestys, aikamme
musiikki sekd musiikki- ja viestinteiteknologia.
Opettajakoulutuksen uudet tutkintovaatimukset
mahdollistavat myos musiikkikasvatuksen sivu-
aineopiskelun, jolloin opettajil le avautuu entista
joustavampia mahdollisuuksia koota patevyy-
tensii erilaisista opintokokonaisuuksista.

Sisdll6llinen laaja-alaistuminen on tuonut
mukanaan myos ongelmia. Kaikkien musiikill isten
kulttuu ri kiiytiintdjen periaatteell inen hyvdksym i-
nen ja sen heijastama musiikkikAsityksen avar-
tuminen ovat paisuttanut musiikkikasvatuksen
koulutusohjelmia. 1 990-luvun musiikinopettajalta
edellytettii in paitsi tietoa keskeisistd musiikki-
traditioista ja -kiytAnnoistd, myds taitoa musisoida
ja ohjata oppilaita vaihtelevien musiikkityylien
pu i t te issa .  Laa ja -a la isuus  ja  luovuus  ovat
m usi ik inopettajakou lutuksen avai nkdsit tei td
vuosituhannen loppua ldhestyttAessii; musiikin-
opettajilta edellytetiiiin myds muiden opettajien
tapaan muutoskykya ja -halukkuutta. Lisaksi
opet ta jan  on  pysy t tavA mukana mus i ikk i -
teknologisessa kehityksessd ja seurattava jatku-
vasti eldv6d aikamme musiikkiteollisuuden kent-
tii i i. Omaksuttavat valmiudet edellytt6vdt yhA
enemmdn itseohjautuvaa tdydennyskoulutusta;
opettajankoulutus ndhdAAn vasta ldhtdkohtana

opettajan kehityksen el i imdnkaa-
ressa. (vrt .  Lai t inen 1989, 41-44;
Ruismdki 1991 ,  19-20.)

Opettajankoulutuksen ke-
hi t tamistoimikunnan miet into vuo-
d e l t a  1 9 8 9  ( K o m .  1 9 8 9 ,  2 5 - 2 6 )
koros taa  opet ta jankou lu tusyks i -
koiden kehittamista pedagogisiksi
kehittdmiskeskuksiksi, jotka pyrkivAt
yhteistydhon ympairoivdn yhteiskun-
nan ja elinkeinoelAmdn kanssa sekd
jatkuvaan kestiivdin kehitykseen
koke i lu -  ja  keh i t tdmis to iminnan

avul la.  Ti imi i  edel lyt tdd joustavaa, ref lekt io-
kykyistii ja oppivaa organisaatiokulttuuria. Oppi-
val le organisaat iol le on tyypi l l ista vis ioperus-
tainen johtamiskulttuuri, jossa koko yhteiso osal-
listuu piiZitoksentekoon ja toiminnan arviointiin
(Heikki la 1994, 263-269).  Tiht isen (1994, 1)
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mukaan opettajankoulutuslaitosten kehittdmi nen
ja dynaamisuus oppivaksi organisaatioksi kohtaa
helpost i  ongelmia, jotka juontuvat lai toksi l le
tyyp i l l i ses tA s taa t t i suudesta  ja  konser -
vatiivisuudesta.

Musi ik inopettajakoulutuk-
sessa visiopohjainen ajattelu hakee
Derustaansa muuttuneesta musiikil-
l isesta todel l isuudesta, musi ikki in
I iittyvdstd kdsitteenmuodostuksesta
ja tavoista j i isentAA muuttuvaa
mus i ik i l l i s ta  maa i lmaa.  Mus i ik in -
opettajien koulutuksen on tarjottava
v6lineet kohdata musiikin erilaisia
i lmenemismuotoja sosiokult tuur i-
sessa kehyksessiii in. Tdmdn pdi-
vdn musiikinopettajan on hyvdksyt-
tdvd ja hallittava erilaisia musiikil-
lisia kaytantojd; keskeistd musiikin-
opettajan kompetenssille on kaytann6n intentio-
naaliseen toimintaan sidottu ja siind ilmenevii
tietotaito. Musiikinopettajakoulutuksen haasteek-
si jdd luoda asenteelliset, taidolliset ja tiedolliset
puit teet,  jo ista musi ik inopettaja kykenee hal-
litsemaan omaa tydtaan ja seuraamaan oman
alansa kehitystA sekA toimimaan tarvittaessa
musi ikkikasvatuksen muutosteki jan6 omassa
tyoyhteis6ssddn. Timdn paiivdn elSvd pluralisti-
nen musiikkitodellisuus vaatii tutkimushaluisia,
omat sosiokulttuuriset rajansa vaivatta ylittilviii
musiikkikasvattajia, jotka kykenevdt ohjaamaan
oppilaittensa muusikkouden kehittymistir opti-
maa l is ten  mus i ik i l l i s ten  onge lmanra tka isu-
teht iv ien puit teissa yhteyksissi i  jotka ovat
mielekkiiitd oppilaan oman musiikill isen maail-
mankuvan muovautumisen kannalta.

3. Tutkimusasetelma

Taissei artikkelissa tarkastellaan musiik-
kikasvatuksen opiskelijoiden kdsityksid musiikista
ja musiikkikasvatuksesta sekd hyvdn muusikon
ja musiikinopettajan ominaisuuksista. KAsitysten
oletetaan ilmaisevan niiden taustalla vaikuttavaa
ajattelua, erilaisia tapoja jiisentdii musiikkiin ja
musiikkikasvatukseen liittyvAd sosiokulttuurista
todel I isuutta sekii su u ntautua si ihen. Tarkastelua
formuloiva teoreettinen viitekehys koostuu edellS
kuvatu sta kdytAn noll is-kontekstuaal isesta mu-
siikkif i losof iasta kuhnilaisen paradigmateorian ja
jAljempeinai tarkasteltavan m usi ikil I isen maailman-
kuvan kontekstissa. Metodologisena kehikkona
toimi i  tapaustutkimuksel l isest i  kaytetty feno-
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m e n o g r a f i n e n  t u t k i m u s o t e ,  j o s s a  p i e n e n
tutkimusjoukon avul la pyr i tddn tulk i tsemaan
mahdo l l i s imman syvd l l i ses t i  ta rkas te l tavaa
i lmi6td. (Ks. esim. Grdhn 1989, 7-13; Ruismdki
1 9 9 1 , 8 8 ) .

Op iske l i jo iden k? is i tyks id
kartoitettiin avoimella kyselyllii, joka
on osa laajempaa myohemmin ra-
oortoitavaa koulutuksen kehittdmis-
tutkimusta. Kyselyllii haluttiin selven-
tAA vastaajien musiikillista taustaa ja
jasentaa heidAn musiikkiin li ittyvdn
ajattelunsa suuntavi ivoja. TAssd
yhteydessd ki is i tel l6dn opiskel i -
joiden kdsityksid muusikon ja musii-
kinopettajan ammateista. Opiskeli-
jo i l le annett i in myds mahdol l isuus
reflektoida musiikkiin li ittyvdA ajat-
teluaan vastaamalla avoimeen kysy-

mykseen, jossa heitd pyydettiin kirjoittamaan
vapaamuotoinen kirjoitelma aiheesta "musiikki
eldmAssdni". Vastauksista haettiin jdsennyksii
erilaisista tavoista ajatella musiikista ja musiikki-
kasvatuksesta ilmi6ind ja professiona. Alasuu-
tarin (1992, 84) mukaan kulttuuristen jdsennysten
analyysi tahtaa tekstin sisiltdmien erottelujen ja
luoki t telujen lOytdmiseen i lmauksena tavoisa
jiisentdd maailmaa. Musiikkik6sitysten tutkimuk-
sen kannalta on merkittiivdd se, kuinka yksilo
kuvaa ilmi6td tietoisuudessaan hallussaan ole-
villa kiisitteillti - tutkijan haasteeksi jriii kiisitteis-
tdn ja sen kiiyton analyysi.

Musi ikkikdsi tykset jd isentyvdt osaksi
ymmdrrystd, joka yksi lolk i  on musi ik in i lmi6n
rakenteista sekd ilmi6istii kokonaisuutena ja jonka
perus tee l la  yks i16  to imi i  sos ioku l t tuur isessa
kontekst issa. Musi ikkiki is i tyksi in kohdistuvan
tutkimuksen tulee huomioida sekA yksilolliset ettd
sosiokulttuuriset kdsitykset, yksi16llinen ja yhtei-
s6llinen musiikill inen maailmankuva (vrt. Karttu-
nen 1 990, 20-21 )2. Omaksutu n liihestymistavan
valinta selittyy tutkimuskohteen laadullisuudella,
yksilollisten musiikkikrisitysten ja yhteisollisten
musiikin jdsennystapojen mittaamattomuudella.

Musiikinopettajaksi opiskelevien kEisi-
tyksi i i  tu lk i t t i in si is i lmauksina jdsentyneestd
musiikill isesta maailmankuvasta, joka kdsitetddn
dynaamiseksi,  muuttuvaksi ja adaptoi tuvaksi
keinoksi  or ientoi tua musi ik i l l iseen maai lmaan.
Keskeiseni tutkimusintressinii on musiikinooet-
tajakoulutuksen kehit taminen. Opiskel i jo iden

muovautuvat  nAket
musiikinopetuksesta m
ionka pu i t te issa  he
kykeneviksi musiikill isil
tehtavana on tarjota
musiikinopettajan Perst
taiselle todellistumisell

4. Tulokset

4.1. HyvA muusikko la

Opiske l i jo id<
muus ikon omina isuu
puolisuus ja laaja-ale
my6s tyylitajua:

" I aaj a-al ai nen... om aa
kuin siltit omimmalta r
"soittaa mahdollisimm
v €tlttdv iisti... e r i m usi ik'

Monipuolisuuden ohe
niikemyksissii muusik

'oman instrumentin hi
.kaytannon muusikon
vista, joustavuus, nol
kyky; "klaaraa tilantet
.musikaalisuus ("luonl
.rakkaus musiikkiin
'yhteistyokykY
'pitkAjtinteisyys
.realistisuus ja noYrYY
tasaisen hyviin suori
vaan antaa soiton/lat
puolestaan")
.ilmeikkyys, tunneher
soita/laula kuin Patsi
. luovuus
.luotettavuus, vakuutl
rehellisyys.

Hyv6il musiikinoPettu
niiin:

"monipuolinen kYvYilt
tiedoiltaan."
"tuntee musiikin tYYlt
"osaa kaikkea, edes

M u s i i k i n o P
musiikill isiksi taidoksi
RuismAki 1991, 159-
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muovautuvat ndkemykset musi ik ista ja
musi iki nopetuksesta muodostavat viitekehyksen,
jonka puit teissa he kehit tyvdt muutokseen
kykeneviksi musi iki I lisi ksi toi m ijoiksi. Koul utuksen
tehtdvdnd on tar jota opt imaal iset olosuhteet
musiikinopettajan persoonallisuuden kokonaisval-
taiselle todellistumiselle.

4. Tulokset

4.1. Hyvd muusikko ja musiikinopettaja

Opiskel i jo iden ndkemyksissA hyvt in
muusikon ominaisuuksista korostuivat moni-
puolisuus ja laaja-alaisuus. Tirkedni pidettiin
myos tyylitajua:

"laaja- al ai ne n... o m aa n 6koku I m i a mu u altaki n
kuin siltd omimmalta musiikin alueelta"
"soiftaa mahdollisi mman montaa soiti nta
v dlttiiv disti... e r i m u s i i kki I aj i e n tyy I itaj u h al I ittava."

Monipuolisuuden ohella opiskelijoiden
ndkemyksissti muusikon tydstii korostuivat

.oman instrumentin hallinta
'kdytdnnon muusikon taidot (mm. prima
vista, joustavuus, nopea omaksumis-
kyky; "klaaraa tilanteen kuin tilanteen")
.musikaalisuus ("luontaista lahjakkuutta")
'rakkaus musiikkiin
.yhteistyokyky
'pitkAjinteisyys
.realistisuus ja n6yryys ("n6yrd mutta
tasaisen hyviin suorituksiin pystyv6"; "ei ylpeile
vaan antaa soiton/laulun puhua
puolestaan")
.il mei kkyys, tu n neherkkyys ("osaa eliiytyii ei kii
soita/laula kuin patsas")
.luovuus
.luotettavuus, vakuuttavuus, aitous ja
rehellisyys.

Hyvid musiikinopettajaa luonnehdittiin mm.
niiin:

"monipuolinen kyvyiltdtin, taidoiltaan,
tiedoiltaan."
"tuntee musiikin tyylejii monipuolisesti ;'
"osaa kaikkea, edes vdhtisen".

Mus i ik inopet ta ja l le  keske is immiks i
musiikillisiksi taidoksi mirdiriteltiin siiestystaito (vrt.
Ruismdki 1991 , 159-163; 166-171). Musiikinopet-

tajan taitojen painottuminen vapaan sdestyksen
suuntaan heijastaa osaltaan vallitsevaa musiikki-
kulttuurin muutosta:
"pianon tai kitaran seeslstaito hyve"
" hyv d vap aas tie sttij ti".

Opiskelijat olivat varsin yksimielisiA siitii,
millainen suhde musiikinopettajalla tulee olla
musiikkiin:

"...aidosti innostunut musiiki n il miotii kohtaan"
" ...on omistautunut eliimdstii1n aikaa

musiikille...tietdd, mitd se on"

Hyvdn musiikinopettajan ominaisuuksiksi
katsottiin musiikill isen monipuolisuuden ja laaja-
alaisuuden lisdksi
'sosiaaliset taidot: mm. yst€ivdillisyys,
ihmistuntemus, kannustavuus,
suvaitsevaisuus, sosiaalisuus,
yhteistyokykyisyys

'organisaatiotaidot
'oikeudenmukaisuus ja tasapuolisuus
'kdirsivdill isyys ja sitkeys
'positiiviset asenteet tyotd kohtaan
'muut positiiviseksi koetut opettajan
luonteenpiirteet: mm. mukaansatem-
paavuus, luovuus, karismaattisuus,
rehellisyys, huumorintaju, herkkyys,
joustavuus

Em. kuvaukset asettavat musiikinooet-
tajan tyol le monipuol is ia vaat imuksia: hyvdn
musi ik inopettajan ominaisuuksiksi  miel let t i in
laajemminkin hyviin opettajan tai ihmisen piir-
teitd. Opiskelijoiden vastaukset heijastivat Ruis-
mtien (1991, 21 1 ) tutkimustuloksia, joissa musii-
kinopettajiksi opiskelevien kdsitykset tulevan
ammati n vaati m uksista sijoittuivat ammatil I isten,
persoonallisten ja didaktisten ulottuvuuksien
kenttddn. Ammatilliset valmiudet koostuivat ins-
trumentin ja musiikin hallintaan liittyvista kyvyistd,
persoonalliset valmiudet erilaisista opettajalle
eduksi katsotuista luonteenpiirteista. Didaktinen
ulottuvuus korostuu kasvattajan ja opettajan
ammatill isessa kompetenssissa.

Musiikinopettajuus sijoittuu usean opis-
kelijan vastauksessa muusikon ja kasvattajan
roolien v6limaastoon. Musiikinopettajan mddri-
telmissA pohdittiinkin sitd, miten paljon hyvin
musiikinopettajuuden katsotaan edellyttAvAn
muusikkoutta, miten paljon didaktista orientaa-
tiota.
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"...ei tarvitse olla muusikko ollakseen hyvA
m u s i i ki no pettaj a -..tarv itsee ku ite n ki n tarv ittavat
musiikilliset valmiudet opettaa musiikkia.
Kuitenkaan ei saa unohtaa ettd koulussa
tarvitaan opettaj aa, kasvattajaa, ei taitei lij aa."

Opiskel i joiden ndkemykset
h y v : i s t d  m u u s i k o s t a  j a  m u s i i -
ki nopettajasta heijastanevat heid:in
kokemuksiaan ja odotuksiaan tule-
vasta ammat is taan.  Osa vastan-
neista oli jo ty6skennellyt tai ty6s-
kenteli oarhail laan erilaisissa muu-
sikon ja musiikkikasvatuksen tehtd-
v iss6:  ndi l16 opiskel i jo i l la  i lmenik in
varsin realistisia kdsityksid musiik-
k ikasvat ta jan tehtdv is td.  Kaiken-
kaikkiaan opiskeli joiden ndkemyk-
se t  muus i kkoudes ta  j a  mus i i k i n -
opet ta juudesta i lmentdvdt  vars in
suo raan  Ou lun  mus i i k i nope t ta jakou lu tuksen
keskeisiri f i losofisia ldhtokohtia: kdyteinn6ll isyyttd,
joustavuutta, laaja-alaisuutta, monipuolisuutta,
m o n i a r v o i s u u t t a  s e k d  o p p i m i s -  j a  o p p i -
laskeskeisyyttd. (vrt. Ruismdki 1 994.)

4.2. "Musiikki eldmdssdni"

Opiskeli joiden musiikkiin l i i ttyviit kAsityk-
se t  i lmen i vd t  muus i kon  j a  mus i i k i nope t ta jan
ideaa l i kuvauks i ssa  pa l j o l t i  l aa ja -a la i suuden ,
monipuolisuuden ja kriytrinnoll isyyden korosta-
misessa.  Opiskel i jo iden kdsi tyks issa es i in ty i
monin oaikoin kontekstuaaliseen musiikkikasva-
tusfi losofiaan viittaavia jeisennyksid. Konventio-
naalista musiikkikasvatusniikemystii tai musiikin
es tee t t i s i d  a rvo ja  ko ros tav ia  v i i t t auks ia  e i
a ineis tossa es i in tynyt :  sen s i jaan k: is i tykset
musi ik in keskeisestd tunnehei iastus luonteesta
olivat varsin tavall isia:

"(hyvd muusikko on )...ilmeikds, tunteikas,
hallitsee soittimensa ja pystyy luomaan
tunnelmaa. Tietty herkkyys omaa vahvan
Iuonteen..."
" ( hyv d m u si i ki n o pettaj a)... (o n ) tu n n e kasvattaj a"
"(hyvd musiikinopettaja) osaa ja pystyy
sytyttdmiidn rakkauden kipinditd musiikkia
kohtaan oppilaissa!"

Opiskel ijoiden laatimat esseet korostivat
entisestddn tata nakdkulmaa: ne opiskeli jat, jotka
re f l ek to i va t  mus i i k i n  merk i t ys td  omassa
el6mdssddn v i i t tas ivat  monin oaikoin musi ik in
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emotionaalis-terapeuttiseen luonteeseen3 :

"Musiikki on minulle keino kdsitellti ajatuksiani
ja tunteitani. Puran usein voimakkaita tunteitani
soittamalla ja joskus kuuntelemalla musiikkia.
Viha, epdtoivo, ahdistus, pettymys ja toisaalta

ilo, ihastus, hyva mieli, helpotus:
kaikkia niiitit kiisittelen mielelldni
musiikilla."

"ltseluottamus, psykologia, filosofia,
intohimo, terapia. Musiikki on niitii
kaikkia ja paljon enemmdn."

Kdsitys musiikin terapeutti-
sesta ja  vdl ineel l isestd luonteesta
ilmeni selvdsti niiden opiskeli joiden
kirjoituksissa, jotka kytkivdt musiikin
kiinteasti osaksi uskonnoll ista maa-
ilmankatsomustaan:

"musiikki eliimdssdni on Jumalan lahjaa. Sen
avulla, sanoin ja siivelin, voin jakaa ihmisille

Jeesuksen rakkaudesta. On kiva myos
musisoida yhdessd toisten kanssa, kokea
yhteyfte, yhteistd iloa. Musiikin avulla saa
purkaa sisintd".

Osa opiskeli joista l i i tt i  musiikin kiinteaksi
osaksi omaa identiteettiaan. Musiikki koettiin myos
kokonaisvaltaiseksi eldmdd hall itsevaksi ia vdrit-
tdvAksi voimavaraksi:

"Musiikki on jotain, mitd ilman en
yksinkertaisesti tulisi toimeen. Se on minulle
sekd hyvin abstrakti ette konkreettinen kdsite.
Se on ldsnd, vaikkei kukaan sitd ndkisi. Se on
osa minua ja sitii ei kukaan voi minulta riistiiii.
Se on kuin luonteenpiirre, jota ei voi muuttaa.
Vaikka musiikki ei soisi missdiin kirjaimellisesti,
niin kuulen sit?) kuitenkin joka paikassa.
Musiikki soi alitajuisesti mielessiini. Kuulen
musiikkia luonnossa, kaiken hiljaisuuden
keskelld (hiljaisuuskin voi olla musiikkia),
kaupungin melskeessd. En velftemette pide
kaikesta, mutta se kuuluu asiaan".

"Musiikki kuuluu jokaiseen pdivdiin. Se on kuin
ruokaa mitt) ilman olisi vaikea eltiii. Se tuo
sisdltdit eldmddn. Musiikki on lahja eldmdssdni."

Jotkut kirjoittajista kokivat jopa musiikin
niin tdrkeriksija hall itsevaksi osaksi eldmdd, ettd
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se tuntui vievdn suurimman osan ajasta ja ener-
giasta.

"Tdlld hetkella iloitsen musiikista. Ldyditn siitd
joka pdivti uutta, ja haluan my6s koko ajan
oppia lisdd. Ainut ongelma tuntuu olevan ajan
puute. Tuntuu ettti pdiv?tn pitdisi olla puolet
pitempi. Kerkitiisi oppia, harjoitella, omaksua
kaiken sen, mitd tarjolla on."

"Vaikea kuvitella eldvdnsd ilman musiikkia tai
soittoharrastusta."

Ki r jo i tuks issa i lmeni  myos professio-
naal isempaa suhtautumista musi ikk i in .  Ndi l le
kirjoittaji l le musiiki l la oli merkitystd ldhinnd oman
ammat t i t a i don  keh i t t dm isen  j a  y l lAp i t dm isen
kannal ta -  musi ikk i  e i  o l lu t  ndi l le  opiskel i jo i l le
useinkaan tdrkein asia maailmassa:

"Musiikki on tdll€t hetkelldt se jota osaan tehdd
parhaiten. Kun olen saavuttanut parhaan tasoni
musiikin saralla on aika kokeilla muuta. Jos
huvittaa. Perheessiini kaikki musikaalisia jollain
tavalla ja toivottavasti musiikki pysyy jatkossakin
tulevien sukupolvien harrastuksena tai
ammattina"

Osa opiskel i jo is ta tyyty i  kuvai lemaan
tekstissAin omaa musiikil l ista kehitystriAn; neiis-
s i i  p i en imuo to i s i ssa  mus i i k i l l i s i ssa  e ldmdn-
tarinoissa toistui usein musiikin laisneiolo kirjoit-
tajan elaimdssd lapsuuden ympdristdstti alkaen.
Musiikki ndhtiin ndissd teksteissa luonnoll isena
osana e l i imi id  ja  omaa ammatt i - ident i teet t id ;
musiikkikasvatuksen opinnot nahtiin
yh ten€ i  keh i t ysva iheena  oman
muusikon/musiikinopettajan identi-
t ee t i n  muodos tum isessa .  Omaa
musiikil l ista lahjakkuutta ja muusik-
kou t ta  e i  j uu r i kaan  re f  l ek to i t u ;
keskeistA kirjoituksissa oli oman mu-
siikinopettajan opintotielle johtaneen
uran kuvaaminen ilman pohdintoja
valintojen motiiveista ja tulevaisuu-
desta.

5. Pohdintaa

Opiskeli joiden kirjoituksissa heijastuivat
ndkemykse t  mus i i k i s ta  e ldmdnkdy tdn toon
olennaisesti l i i t tyviinei toimintana. Musiikin merki-
tysti i haetti in monessa kirjoituksessa sen funktio-
naalisuudesta. Musiiki n tehtavAksi koetti in tuntei-
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den herdttAminen, kdsittely ja purkaminen musii-
kil l isen toiminnan kautta. Musiiki l la ndhtiin myOs
olevan persoonallisuutta eheyttdvdd vaikutusta.
Toisaalta musiikki koetti in t i imdnhetkisend tai
tu levaisuuden ammatt ina,  joka vaat i i  ahkeraa
syventymisti i harjoitteluun. Musiikin- tai luokan-
opettajina tyoskennelleet kokivat odotetusti musii-
kil l isen toiminnan vdlineeksi oman ammattitaidon
kehittAmiseksi.

Monissa vastauksissa korostu i  oman
musi ikk i in  l i i t tyvAn a jat te lun ja  kdsi t teenmuo-
dostuksen ref lektoinnin vaikeus. Osa opiskelijoita
jiitti esseen kokonaan ki rjoittamatta ; tdmd saattaa
heijastaa aiheen vaikeaselkoisuutta. Toisaalta
teks t i en  ana l yy t t i sen  j a  k i e l e l l i sen  tason
heterogeenisyys voi kielid eri laisista val miuksista
kdisitelld musiikkia ja musiikkiin l i i ttyvaa ajattelua
metakognition tasolla4. On myos mahdollista, ettei
vahvast i  to iminnal l inen ja k i iy td intodn s idot tu
musiikkindkemys rohkaise pohtimaan "itsestaan
selvyyksid". Ell iott in (1995, 9-10) mukaan mu-
si i kkikasvattajal le on ku iten ki n tdrkeiiii sisiiisteiei
ja tunnistaa ne periaatteet, jotka ohjaavat hdnen
musiikkiin ja musiikkikasvatukseen li i ttyvid kdsi-
t yks iddn  ( ks .  myos  Re imer  1989 /1970 ,  3 -7 ;
Swanwick 1988,6-9) .

Tiedostettuna tai t iedostamattomana,
musiikil l ista toimintaa ohjaavat tdssd artikkelissa
omaksutun viitekehyksen mukaan ne sisdistetyt
uskomukset, kdsitykset ja neikemykset, jotka
muodostuvat  yks i lon e l i imdnkaaressa sosio-
kulttuurisessa kontekstissa. Ndmd maailmanku-
vien elementit manifestoituvat intersubiekti ivisella

(Heiskala

tasol la  aat te issa,  ideologio issa ja
ajattelutavoissa. Musiikkikasvatuk-
sen opiskelijoiden tekstit heijastavat
osaksi heiddn sisdistdmidiin maail-
mankuval l is ia  j i isennyksia i ,  osaksi
niitd erotteluja jotka i lmenevdt eri lai-
s issa sosiaal is issa kdytdnnoissA.
NaiissA ktiytdnnoissd i lmenevdt dis-
kursiivisten ehtojen sddtelemiit tul-
kintamallit mAArittelevdt esim. sen,
mi td p idete i i in  sosiokul t tuur isessa
kontekst issa musi ikk ina,  mikd on
musi ikk ikasvatuksen merk i tys jne.

1990 ,19 -20 ) .

Kulttuuriset jdsennykset ilmenevdt opis-
kel i jo iden tekst ien merki tysrakenteissa jdsen-
tyvinA erotteluina - esim. oma muusikkous mdd-
rittyi monessa kirjoituksessa musiikin ylikoros-

tu neena kokonaisvaltats
mdssd. HYvdi musiikkikt
omistautuvana, luontee
ta ipumuksi l taan monlPt
musi ik i l l isena to imi jana
opiskel i jo iden ndkemY
am matti laisesta; essels
v i i t tauksia Plura l is t isee
Kuvauksissa omasta
korostu i  Yhdistdvdnd
kasvaminen muusikkol
musi ikk i  ndht i in  moni
tomasti haasteita tarjo
vaatii jatkuvaa sitoutun
musi ikk ikdsi tYs i lmeni
suuntautuneiden oPisk

OP iske l i j o i de
sub jek t i i v i sen  mus i i l
l uonnehd inna t  j a  hY
opettajan miidrittelYist
suudet (laaia-alaisuus
va t  mon i taso i s i a  mu
vuuksia. Tulevan ammi
timukset t iedostetaan'
sisii istetd oman muus
masta. Tdmd korostu

.joiden luonnehdinnoisl
sd  mus i i k i n  j a  mus i i l
Oman muusikkoident
esi in ty i  ldh innd io mu
den  oP iske l i j o i den  k
muksen  m ie lenk i i n to
opettajan laaja-alaise
suuden  1a  oman  mu
sovittamisen analYYsi

Human is t i se
myksen mukainen kt
t ode l l i s t um inen  ope
edellyttad mindn eheY
ympdristoon ; musiikint
kautta kokemuksell is
suudeksi  monista r i
maai lmankuvista ja

k i l l i s t a  t ode l l i suu t ta
p lu ra l i s t i sen  j a  t o i r
t ietoisen humanistise
ominaisPi i r re.

62



tuneena kokonaisvaltaisena roolina omassa eld-
mdssd. Hyvii musiikkikasvattaja ndhtiin tyolleen
omistautuvana, luonteenpiirteiltdein ja didaktisilta
taipumuksiltaan monipuolisena ja laaja-alaisena
musiikil l isena toimijana. Moniarvoisuus korostui
opiskel i jo iden ndkemyksissz i  hyv; is t t i  musi ik in
ammatti laisesta; esseissii ei juurikaan esiintynyt
v i i t tauksia p lura l is t iseen musi ikk indkemykseen.
Kuvauksissa omasta musi ik i l l isesta taustasta
korostu i  yhdist i iv€ in i i  tek i jana ennen kaikkea
kasvaminen muusikkouteen e ldmdnasenteena:
musi ikk i  ndht i in  monissa k i r jo i tuks issa loput-
tomastr haasteita tarjoavana arvoituksena, joka
vaatii jatkuvaa sitoutumista. Tdmd "romanttinen"
musi ikk ik i is i tys i lmeni  se lv immin sol is t isemmin
suuntautuneiden opiskeli joiden kirjoituksissa.

Opiskel i jo iden esseissd es i in  tu levat
s u b j e k t i i v i s e n  m u s i i k i l l i s e n  m a a i l m a n k u v a n
luonnehd inna t  j a  hyvan  muus i kon /mus i i k i n -
opettajan maarittelyissa kuvatut ihanneominai-
suudet (laaja-alaisuus, opettajuus jne) maalaa-
va t  mon i taso i s i a  mus i i k i l l i s i a  merk i t ysu lo t t u -
vuuksia. Tulevan ammatin professionaaliset vaa-
timukset t iedostetaan, mutta niitd ei v:i l tt i imrittzi
sisdisteti i oman muusikko-identiteetin neikokul-
masta.  Tdmd korostu i  etenkin n i iden opiskel i -
joiden luonnehdinnoissa, jotka identif ioivat itsen-
sd  mus i i k i n  j a  mus i i k i l l i sen  to im innan  kau t ta .
Oman muusikkoident i teet in  y l i t t i iv id  kuvauksia
esiintyi ldhinnd jo musiikkikasvattajina toiminei-
den  op i ske l i j o i den  keskuudessa .  Ja t ko tu t k i -
muksen mielenki in to iseksi  haasteeksi  je i r ik in
opettajan laaja-alaisen kontekstuaalisen tietoi-
suuden ja oman musi ikk i - ident i teet in  yhteen-
sovittamisen analyysi.

H u manist isen opet ta jakasvatusni ike-
myksen mukainen kokonaispersoonal l isuuden
todel l is tuminen opet ta juuteen kasvamisessa
edellyttdd mindn eheytym ist6 suhteessa toiminta-
ympdrist66n ; musiikinopettajalle mahdoll istuu tdtd
kautta kokemuksell isuuden jalostaminen tietoi-
suudeks i  mon is ta  r i nnakka i s tode l l i suuks i s ta .
maai lmankuvista ja  tavoista hahmottaa musi i -
k i l l i s t a  t ode l l i suu t ta .  TdmA on  l aa ja -a la i sen ,
p lu ra l i s t i sen  j a  t o im innas taan  kon teks t i ssa
tietoisen humanistisen musiikinopettaian tdrkein
ominaisoi i r re.
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1. Greene (1981, 5) korostaa aatehistoriall isessa viitekehyksessa
polentiaalisten uusien paradigmojen rinnakkaisuutta vall itsevien ajai-
te lu tapo jen  kanssa;  parad igman muutos t i lan leessa on  use in  kyse
kontekstuaalisten (mahdollisesti tiedediskurssin ulkopuolella) kehittyneiden
ajallelutapojen ja konventionaalisen paradigman valisesta kompromissista.
Kyseessa on enemmankin paradigmojen muovaantuminen ja kerros-
luminen kuin akkivaihdos. (vrt. Valkama 1 991 , 1 0-1 1 .)

2. Musiiki l l isella maailmankuvalla viitataan lassa yksilon ja yhteis6n
maailmankuvan osarakenteeseen, ioka koostuu musiikkiin l i i t lyvasta
liedosta, aruostuksista ja elamyksista ja ohjaa musiikil l isla ajanelua ja
toimintaa. Musiiki l l inen maailmankuva on valine, subjekti ivinen ja
intersubjekti ivinen merkilys-kokonaisuus, jonka avulla yksi16 ja yhteiso

Jasentevet musiiki l l ista ja musiikkiin l i i ttyvae inlormaatiota seka
orientoituvat musiiki l l iseen maailmaan. (vrt. Karttunen 1990, 19: Heini6
1994, 42-48, Raikkonen 1995, 36-39.)

3.Vrt. Sloboda (1987, 28): henkilokohtainen suhde musiikkiin valit lyy
mielipileisiin ja arvostuksiin l i i t lyvdne lunnelason kokemuksena.

4. Swanwickin (1988,79-80) mukaan on mahdoll ista, ettei kaikkien
opiskeli joiden musiikil l inen aiattelu kehily symboliselle la
syslemaattiselle metakognition tasolle asli; tema edellytlaa kri it l ista ja
ref lekloimaan rohkaisevaa musiikkikasvatusta.
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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 qualit ies of a good musi_
cian and a good music teacher. lt i i  assumeo
that the utterings of these conceptions reflect the
underlying ways of understanding the social ano
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 sef of sub_
jects. The conceptions were mapped through an
open questionaire. The replies indicate, that the
demands set by the contextual paradigm are
ampty recognized in conceptual level. However.
from the viewpoint of student,s own identitv as a
musician, the professional requirements drafted
by the contextual paradigm are not necessarilv
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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oillisii. Ndmd kokemu
kitysten muodostumis
vdt ensimmdisenti ikii
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mahdollistamaksi sYn

Yksiltinkehityksen varhaisvai -

heet musiikin kokemisen perus-

Mus i i k i l l i nen  kuun te lu  a l kaa  yks i l on -
kehityksessd hyvin varhain. Jo sikidvaiheessa
laosi kuulee ddnid sekd eiidin elimistdsta etta
ulkomaailmasta. Aanet eivdt ole lapselle merki-
tyksetonta kaaosta. Lapsi kykenee erottelemaan
ii irnit i ja muistamaan niitd. Tdtd osoittavat ne
selvAt tuttuuskokemukset, joita esimerkiksi l i i ttyy
todistettavasti vain sikiOaikana kuultuun musiik-
kiin. Myos puheen ymmdrtdminen tapahtuu tdssd
aiheessa sen musiikil l isten elementtien rytmin,
soinnin, melodialinjan tai intensiteetin perusteel-
la (ks. Sandback 1 990, 337). Vastasyntynyt reagoi
Aid in ddnen musi ik i l l is i in  aspekte ih in,  sanojen
merkitysten ymmiirtdminen kehittyy paljon my6-
hemmin. Gardner toteaa, etti i  musiiki l l inen lah-
jakkuus i lmenee hyvin varhain ja ensimmdisenA
kaikista muista lahjakkuuden lajeista
(1983, 99). Edelld sanotun perusteel-
la ainakin musiiki l l isen lahjakkuuden
perusedellytys, musiiki l l inen kuunte-
lu, kehittyy aikaisin.

VauvaikAisten tapaa ja kykya
hahmottaa musiikil l isia elementtejd,
l i ihinnd melodisia hahmoja, on tutkittu
mus i i kk ipsyko log ian  p i i r i s sd  suh -
teell isen runsaasti (ks. esim. Chang &
Trehub 1977; Trehub, Bull & Thorpe
1984; Lynch, Eilers & Bornstein 1992).
Ndmii tutkimukset ovat pitaytyneet tdysin musii-
k in formaal isel le tasol le.  Jos halutaan pi idstd
kdsiksi musiikill iseen kokemukseen, ei havait-
semiseen ja hahmottamiseen kohdistuva psyko-
loginen tutkimus riit6.
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Psykoanalyyt t isessd v i i tekehyksessA
musiikil l isen kokemiskyvyn kehittyminen ndhddiin
yhteydessii minuuden muodostumisen prosessiin,
joka alkaa heti syntymdn jdlkeen. Pieni lapsi kokee
asiat kokonaisvaltaisesti. Stern (1985) on tutkinut
tiimdn kokonaisvaltaisuuden luonnetta ja perustaa
esikielell isessA vaiheessa olevil la laosil la. Pienen
lapsen ympdriston kokemistapaa selitamAAn hdn
kdyttdii amodaalisen aistimisen kiisitettti. Amo-
daalinen aistiminen tarkoittaa lapsen kykyd v6lit-
tomdsti yhdistdd eri aistien kautta samasta koh-
teesta saamiaan a is t imuksia (emt.  47) .  Stern
referoi kokeita, joissa tutkittiin lapsen kykyii tun-
nistaa visuaalisesti havaitun ajallisen tapahtu-man
yhteys auditi ivisesti havaittuun. Nama kokeet
osoittivat, ettd lapsi kykenee kestoon ja rytmiin

l i i t tyv ien e lement t ien s i i r tdmiseen
a i s t i a l uee l t a  t o i se l l e .  Koke i ssa
kdytetti in puhetta sekd visuaalisena
et t i i  audi t i iv isena informaat iona.
Visuaalinen informaatio tarkoittaa
t6ll6in huulten l i ikkeiti i . Lapsi kuuli
puhetta ja nAki kahdet kasvot, joista
toisen huulet l i ikkuivat kuultavissa
olevan puheen mukaan, toiset eri
t ava l l a .  N i i i s sd  koke i ssa  l aps i
kohdisti katseensa kasvoihin, jonka
huulten l i ikkeet olivat synkroonissa
kuullun informaation kanssa. Tutki-

muksen avulla on todettu myos muiden aisti-
alueiden viil isiii siirtoja. Esimerkiksi lapsi tiettiei
vdlittomdsti, etta se minkti hdn juuri nyt niikee on
sama, mitd h:in hetked aikaisemmin kosketti (emt.
48).



Koska amodaalinen havaitseminen on
lapselle tyypillistti jo ensimmdisind viikkoina, Stern
(emt. 51) pit i i i i  kykyii synnynndisend ja yleisend.
Stern pohtii myos selitysmalleja ti i l le kyvylle.
Mahdo l l i ses t i  onk in  kysymys  j onk in la i ses ta
supramodaalisesta - yksittiiisten aistimistapojen
yldpuolella olevasta - aistimistavasta eikii eri
a is t inmodal i teet t ien vdl is is td s i i r ro is ta.  Ehka
informaation koodauksessa tapahtuukin, niinkuin
Stern asian i lmaisee, mysteerinen amodaalinen
representaatio, joka voidaan tunnistaa minkd
tahansa aistialueen kautta. llmeisesti tdstA johtuu,
ettd lapsi havaitsee kohteen globaalisen laadun
eli havainnoi muotoja, intensiteettejii tai ajallisia
rakente i ta e ikA n i ink i idn i i i in id .  ndkvmiA ta i
kosketusaistimuksia.

On luultavaa, vaikkakaan ei kokeellisesti
todistettua, ettd tunnetilat eli affektit ovat jollakin
tasolla mukana amodaalisissa havainnoissa.
Stern (emt. 53-60) tuo tiissii yhteydessd kuvaan
mukaan uuden lajin tunteita, vitaaliaffektit, jotka
poikkeavat perinteisesti kategoraalisiksi kutsu-
tuista affekteista. Kategoraalisia affekteja ovat
esimerkiksi suru, i lo, viha, inho jne. Vitaaliaffek-
teja on vaikea kuvata. Helpoimmin se kiiy kiiyt-
taen sanastoa, joka tavallisesti liitetaan dynaami-
siin ja kineettisi in i lmioihin kuten kuohuva, hti ipy-
vd, pakeneva, rdjdhtdvi, voimistuva, hiljenevd jne.
eli termeillt i , joil la - niin kuin Rechardt (1991, 23)
huomauttaa - kuvataan usein musiikin ominai-
suuksia. Kun kategoraalisille affekteille on omi-
naista, ettii ne syttyvtit ja sammuvat ja ovat viililki
pitkidkin aikoja poissa, niin vitaaliaffektit ovat
iatkuvasti ldsnti. Vitaaliaffektit heriiAviit lapsen
ollessa kosketuksissa toisiin ihmi-
si in esimerkiksi  ?i id in nostaessa
lasta, hdnen ettiiintyessiian tai la-
hetessddn, harjatessa hiuksia jne.,
oikeastaan lapsi on jatkuvasti vitaa-
l iaf fekteja herdttdvien i lmioiden
ymptirdim€inti.

Amodaalinen havaitsemi-
nen ja vitaaliaffektit ovat Sternin mu-
kaan tiirkeimpii minuuden ilmesty-
miseen liittyvii i lmioitir lapsen en-
simmiisten elinkuukausien aikana,
jolloin globaalit ja yhdistyneet kokemukset ovat tyy-
oillisid. NAmd kokemukset ovat tdrked oerusta mer-
kitysten muodostumisen prosesseille, jotka kehitty-
vdt ensimmiilsend ikdvuonna nonverbaalisella tasol-
la ja muuntuvat toisella vuodella verbaalisen kehityksen
mahdollistamaksi symbolikyvyksi.

Rechardt (1991) on etsinyt edelld kuvat-
tujen i lmioiden yhteyksiA taiteell iseen ja musiiki l-
l iseen kokemiseen. Amodaaliselle kokemiselle on
tyypil l istd kokonaisvaltaisuus ja eheys. Esimer-
kiksi lapsi kokee seindll i i  olevan auringonvalo-
ldikdn intensiteetin, lAmmon, kirkkauden ja sen
aiheuttaman mielihyvdn; aikuinen toteaa, etti i
onpas keltainen auringonvalo ja samalla sdrkee
eldmyksen kokonaisvaltaisuuden (Stern 1985,
176). Sanojen avulla suoritetaan analyysi, joka
kiinnittdii i  huomion yksityiskohtiin. Kokemuk-sen
kokonaisval ta isuuden tavoi t taminen sanojen
kautta onkin i lmeisesti mahdotonta. Toisaalta
Rechard (1991, 30) toteaa, ettd kieli myos yhdis-
tdd. Sen avulla voidaan jakaa tunteita ja koke-
muksia sekii ylittiiir todellisuus.

Luultavasti ihmisell i i  on sis6ll i idn muisto
eli imdnsd varhaisvaiheiden kokonaisvaltaisen
aistimisen ja kokemisen ajoista ja tuo muisto on
ilmeisesti hyvin miellyttiivii ainakin jos ajatellaan
niit i i  nimityksii i , joil la tuota ti laa luonnehditaan.
Ehkii jotain tuosta varhaisesta kokemuksesta on
si i r tynyt  myohempi in musi ik i l l is i in  e l imyksi in .
Rechardt kiiyttAti nimitystti kokonaisvaltaisen
kokemuksen paratiisi ja ntikee taiteet mahdolli-
suutena palata sinne (emt. 30). Kurkela (1993,
52)  puhuu lumoustodel l isuudesta tarkoi t taen
musi ik in herdt tdmi i i  mie l ikuv ia vastakohtana
musiikin ddnien ja muotojen arkitodell isuudelle.
Gabrielsson on kartoittanut niita tekijoit i i , jotka
musiikin kuuntelun yhteydessd herdttdvdt tuntei-
ta ja affekteja. lhmisiri pyydettiin vapaasti kuvaile-
maan voimakkainta koskaan kokemaansa mu-
siikkieldmystri. (Gabrielsson 1991, 24.) Kuvauk-

sissa sellaiset ilmaukset kuin "ajan ja
paikan hdvidminen" ta i  "musi ikk i in
sulautuminen" voisivat l i i ttyd koke-
mukseen, johon on siirtynyt piirteita
amodaalisen kauden kokonaisvaltai-
sesta kokemistavasta. Mahdoll isesti
myds tapa ja tarve soittaa rockmusiik-
kia hyvin voimakkaasti ja pohjarytmiii
korostaen, perustuvat haluun maksi-
moida musi ikk i in  uppoamisen mah-
dol l isuus.

Olen vtiitoskirjatutkimukses-
sani (Hyvonen 1995) rakentanut musiikin merki-
tyksiin pohjautuvan musiikin l?ihestymistapojen
jaottelun, jonka kolmessa kategoriassa, formaa-
lisessa, kineettisekspressiivisessd ja referen-
tiaalisessa, olen pyrkinyt tavoittamaan mahdolli-
s imman tdyde l l i ses t i  mus i i k in  kuunte lemis -
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kokemuksessa esiintyvAt merkitykset. Formaa-
liset merkitykset ovat niit i i , joita musiikki sinAnsd
tuottaa. Kuunteli ja havaitsee esimerkiksi melo-
d ian suunnan,  sointufunkt io i ta ,  so i t inkokoon-
panoja tai musiikin rakenteita. Kineettis-ekspres-
s i iv iset  merk i tykset  l i i t tyvdt  musi ik in kykyyn
hereittriri kuuntelijassa tunteita ja affekteja. Refe-
rentiaalisista merkityksistd puhutaan sil loin, kun
musiikki herrittdd mielikuvia, jotka viittaavat mu-
s i i k i n  u l kopuo l i sen  maa i lman  tapah tum i i n  j a
i lmio ih in.

MikA on ldhestymistapojen yhteys ylld
kuvattuun yksildnkehityksen varhaiseen vaihee-
seen, jolle ominaista ovat amodaalinen havaitse-
minen ja vitaaliaffektien ldsndolo. Formaalinen
l6hestyminen on kaik is ta ldhestymistavoista
helooimmin verbaalisesti i lmaistavissa. Tdmd on
toisaalta paradoksaalista, koska juuri formaalisen
merkityskategorian kohdalla ollaan tekemisiss6
mus i i k i n  k i e l en  kanssa ,  j onka  kddn tdm isen
kokonaan toiselle eli verbaaliselle kielelle luulisi
olevan hyvin vaikeata. Helppouden selittdd se,
ettd kyse ei olekaan kddntdmisestd siind mie-
less i  ku in es imerk iks i  k i r ja l l isuuden kddntd-
misessi i  k ie le l t i i  to ise l le .  Kysymys on enem-
mAnkin musi ik i l l is ten ominaisuuksien verbaal i -
sesta selitt6misest:i. Tdmd vaatii tietysti kielellis-
td valmiutta, joka kehittyy vasta toisella ikdvuodel-
la. Jo amodaalisessa vaiheessa lapsi kuitenkin
h avaitsee musi ikil lisia elementtejd ym pririst6 nsai
aanista; tosin, kuten edelld on huomattu, tAmd
havaitseminen on globaalista, ei yksityiskohtiin
kohdistuvaa. Samoihin tuloksiin on piiddytty my6s
musiikkipsykologisissa tutkimuksissa. My6hem-
min tdstd havaitsemisen alkumuo-
dos ta  keh i t t yy  kyky  hahmot taa
musiikillisten tapahtumien hierarkiaa,
m ikd  on  mus i i k i n  ymmdr tdm isen
kokemuksen perusta. Kuten Lerdahl
ja Jackendoff (1985) toteavat tama
kyky kehi t tyy in tu i t i iv isest i  akkul -
turaatioorosessissa. Koulutuksen
avulla intuit i ivinen tieto voidaan tehdi
t i e to i seks i  . j a  sama l l a  omaksua
adekvaat t i  kas i t te is t6 musi ik is ta
ouhumisen vdlineeksi.

Musiikin kyky sisdltdd tunnemerkityksiii
on yleisesti hyvdksytty. Vitaaliaffektien kdsite on
hyodyllinen lisd kineettis-ekspressiiviselld alu-
eella. ltse asiassa olen ty6ni empiirisessS osas-
sa merkitysilmauksia analysoidessani loytdnyt
vitaaliaffektien ilmauksia ja piidtynyt luokittele-
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maan ne omaksi ryhmdkseen tuntematta Sternin
teorioita Analyysissdni kiiytin tuosta ryhmdstii
n imitystd tuntemukset.  Tuntemuksi in sisdl lyt in
viittaukset li ike-, paino- tai tuntoaistimuksiin sekd
nikomiel ikuvi in.  Tdl lais ia i lmauksia ol ivat esi-
merkiksi pehmed, kova, riehakas, heikko jne.

Referentiaalisen ldhestymisen kdsittely
on ollut milteipii kielletty alue musiikkiestetiikan
piirissei ja musiikkipsykologiakin on suunnannut
vain vAhdn huomiota t6lle alueelle. Sen olemas-
saolo on kuitenkin arkikokemuksen mukaan mitd
ilmeisintA. Keskeistii referentiaalisten merkitys-
ten muodostumisessa on jonkin nikeminen jo-
nakin muuna kuin mitd se todellisuudessa on.
Tarkkaan ottaen myos tunnemerkitysten muo-
dostumisessa on kyse samanlaisesta merkitys-
siirtymdstd, mutta referentiaalisten merkitysten
kohdal la tama tapahtuu konkreett isemmalla
alueella.

Metaforat ovat yksi referentiaalisen mer-
kitsemisen laji. Vauvaiiin amodaalisen havaitse-
misen kyky muodostaa Rechardtin (1984, 22)
mukaan perustan metaforan ymmdrtdmiselle.
Metafor inen ymmdrtdminen taas muodostaa
symbolikyvyn keskeisen alueen. Musiikin referen-
tiaalisten merkitysten muodostuminen eroaa kie-
lellisestd metaforisesta ymmdrtdmisestd. Kielel-
liset metaforat ymmArretdiin yleisesti suurin piir-
tein samal la taval la.  Musi ik in kuuntel i ja taas
muodostaa omat henkilOkohtaiset metaforansa,
jotka eivat useinkaan ole jaettavissa muiden
kanssa.

Kognit i iv isen musi ikkipsy-
kologian pi i r issd tehty tutkimus on
tuonut tavattomasti lisdvalaistusta
musiikin kuuntelemisen orosesseihin
nimenomaan formaalisella alueella.
Tutkimusta on tehty paljon ja se on
o l lu t  merk i t tAvd i i  oa i ts i  mus i i k in
kannalta my6s koko kognitiotieteen
kanna l ta .  Mus i i k in  tu tk imus on
laajentanut kognitiotieteen aiemmin
yksipuol isest i  loogis-matemaatt i -
seen ja kielel l iseen lahjakkuuteen
perustuvaa paradigmaa. Musi ik in

kokemuksellinen alue, joka ilmenee kineettis-
ekspressiivisissi ja referentiaalisissa merkityk-
sissA, j i i6 kui tenkin kognit i iv isen tutkimuksen
ulkopuolelle. Psykoanalyyttinen ldhestymistapa
voi tarjota yhden mahdollisuuden niiiden alueiden
tutkimiseen ja syvdlliseen ymmartamiseen.
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Mus i i k i n  kuun te lukasva tuksen ,  j onka
teoreettisen taustan kehittelyyn pyrin vditoskir-
jassani, tehtdviind on paljastaa oppilail le musiik-
ki ajall isesti, alueell isesti ja sosiaalisesti muut-
tuvana taidemuotona, avata oppilaiden korvat mu-
siiki l le. Opettajan tulisi pystyei tukemaan oppilaan
ominta tapaa ldhestyii musiikkia, mutta myOs
laajentaa hAnen kuunteluakti i ivisuuttaan muiden
l i i hes t ym is tapo jen  a luee l l e .  Fo rmaa l i sen
kuuntelun ohjaaminen lienee kaikkein helpointa,
va i kka  vaa t i i k i n  ope t ta ja l t a  en i t en  mus i i -
kinteoreettisia ja -historiall isia tietoja. Kokemuk-
sel l ise l la  puole l la  k ineet t is-ekspressi iv isen ja
referentiaalisen l i ihestymistavan kdynnistdmi-
seen vaikut taa ratkaisevast i  opet ta jan oma
musiikin kuunteluh istoria. Voidaankin kysyd onko
yl ipddt66n mahdol l is ta aut taa oppi la i ta  syv i in
musi ikk ikokemuksi in  i lman omaa vahvaa e ld-
myksell istd suhdetta musiikkiin ja toisaalta mitkii
ovat opettajankoulutuksen mahdoll isuudet tdss6
suhteessa.
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Jukka Louhivuo

Summary

Research on the early stages of devel-
opment of music l istening can roughly be divided
in two categories. In music psychology there has
been intensive research on the develooment of
perception of musical phenomina whereas in the
psychoanalytical frame of reference research has
been focussed on the development of the abil ity
for musical experience. This article concentrates
on the latter. The way of perception of babies is
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
ex i s tence  o f  v i t a l  a f f ec t s .  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. lf 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 associations),
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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Jukka Louhivuori

Ala-asteen oppilas musiikin
kuuntelijana.

Arvio KK Leena Hyvdsen vaitoskiiasta

Alla oleva arvio perustuu vs. prof. Jukka
Louhivuoren lausuntoon Leena Hyvosen
veibskirjasta, joka tarkastettiin Sibelius-
akatemiassa 1 4.1 0.1 995.

Yleistd

KK Leena Hyvdnen val i ts i  tutkimus-
kohteekseen ala-asteen oppilaan musiikin kuun-
telijana. Tutkimusaihe on ajankohtainen ja tdr-
ked. Musiikkikulttuurimme kehityksen kannalta on
tdrkedi,  et td musi ikkia kuuntelevi l le nuori l le
tarjotaan yhii paremmat edellytykset hahmottaa
ja ymmArtAA musiikkia sen koko rikkaudessa.
Vieraitten musiikkikulttuurien tai oman kulttuurim-
me tuotteiden - esimerkiksi nykymusiikin - ym-
mdrtiiminen edellyttAA kuuntelutaitoja. Ndiden
taitoien opettamisessa musiikinopettajilla on suuri
vastuu. Musiikkikasvatuksen didaktiikaa keh ittd-
mdlld annetaan musiikinopettajil le yhti paremmat
mahdollisuudet onnistua vaativassa tehtiivAs-
siiin. Leena Hyv6sen tutkimuksessaan esittele-
md laaja ja monipuol inen teoreett inen tausta
antaa hyviit edellytykset musiikin
kuuntelun didakt isen mal l in kehit-
tdmiselle.

Aiheen valinta ja tutkimuksen
tarkoitus

Opinnaytteen teoreettinen
tausta on rakennettu semiotiikan,
musiikin estetiikan ja kognitiivisen
psykologian varaan. Semiotiikka ja
musiikin estetiikka on pohjana mu-
si ik in merki tyksiA koskevassa pohdinnassa.
Kognit i iv isen lahestymistavan avul la Leena
Hyvonen on pyrkinyt hahmottamaan merkitys-
ka tegor io iden syn tymisen taus ta l la  o lev ia
psyykkisid prosesseja.

Oman lukunsa tu tk imuksen a lussa
muodostaa suomalaisten ja britti laisten opetus-
suunnitelmien vertai lu,  joka osoit taa kuinka
monella tavalla musiikin kuuntelu voidaan hah-
mottaa. Juuri  br i t t i lAisen opetussuunnitelman
ottaminen vertailukohteeksi on musiikin kuunte-
lun ndkokulmasta mielekdstd, s i l ld br i t t i lAinen
opetussuunnitelma antaa musi ik in kuuntelul le
yksiselitteisemmiin ja vakaamman aseman kuin
suomalainen, kuten Leena Hyvonen toteaa.

Opinnaytteessi kiiytetty lAhdeaineisto
osoittaa, ettd Leena Hyvdnen on tutustunut huo-
lellisesti tutkimuksen kannalta relevantteihin ldh-
teisiin. OpinnAytteen tekijd on kiinnittdnyt run-
saasti huomiota Lerdahlin ja Jackendoffin laati-
maan generatiiviseen musiikinteoriaan. Teoria on
selitetty tyossa yksityiskohtaisesti. Tyon koko-
naisuuden kannalta teoria ei kuitenkaan osoit-
taudu n i in  hede lmdl l i seks i  ku in  es imerk iks i
Meyerin implikaatioteoria. Leena Hyvonen toteaa
ettii "Lerdahlja Jackendoff ovat kehitelleet ehka
tAydellisimmin musiikin kuuntelijan mentaalisia
prosesseja kuvaavan mal l in".  Voidaan hyvin

perustein kysyii, mikA on Lerdahlin
ja  Jackendof f in  genera t i i v isen
mus i ik in teor ian  ja  mentaa l i s ten
orosessien vdlinen suhde. Gene-
ra t i i v inen teor ia  on  onn is tunut
er i t y isen  huonost i  ma l l in tamaan
nimenomaan mentaal is ia ia muita
dynaamisia prosesse,ja.

Musiikin kerronnallisuutta ja
erityisesti musiikin merkityksiai kdsit-
televissd jaksoissa pyritdAn luomaan
ja selkeyttamaEin kasitteistod. Leena

Hyvonen pAeityy jaottelemaan musiikin ldhesty-
mistapojen typologian kolmeen osaan: formaa-
liseen, kineettis-ekspressiiviseen ja referenti-
aaliseen. Jaottelu on hyvin perusteltu ja poikkeaa
joi l tain osin Meyerin esi t tamasta jaottelusta.
Leena Hyvdsen vAitoskirjaksi tarkoitetun opin-
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naytteen vahvana puolena on syvall inen musiikin
merk i tyks id koskeva pohdinta ja  kdsi t te iden
sisdl lon osuva ja musi ik in kuunte lun kannal ta
merk i tyksel l inen tarkentaminen.

Kognitiotieteessd tietokoneella on ollut
keskeinen asema ennen kaikkea nk. bottom up -
prosessien s imulo inneissa.  Er i ty isest i  v i imeai-
kainen suuntaus, jossa aivojen toimintoja pyri-
tddn mal l in tamaan nk.  ke inotekois i l la  hermo-
ve rko i l l a  on  tuonu t  m ie lenk i i n to i s i a  mahdo l l i -
suuksia mall intaa kogniti ivisia toimintoja. Leena
Hyvonen ver ta i lee top down -  ja  bot tom up -

ldhestymistapojen eroja ja erityisesti bottom up -

ldhestymistapaan li i ttyvii i  ongelmia. Krit i ikki on
pddasiassa oikeaan osuvaa, mutta tehokkaiden
tietokoneitten myotd bottom up -lt ihestymistavan

yksi raloituksista, kapea-alaisuus, on jossain -

es im. Marc Lemanin (1995.  Music and Schema
Theory. Cognitive Foundations of systematic mu-
s icology)  tutk imuksissa vdis tymdssd.  Super-
t i e tokone i l l a  on  ma l l i nne t tu  mm.  Das  Woh l -
temper ier te Klav ier  -kokoelman tonal i teet t ien
hahmottamista. Tietokonesim ulaatioiden avulla on
huomattu,  mik i  merk i tys musi ik in dynaamisel la
l uon tee l l a  on  mus i i k i n  h ie ra rkk i s ten  taso jen
havaitsemisen kannalta. Juuri t i imd seikka aset-
taa hierarkkisia rakenteita korostavien genera-
t i iv is ten mal l ien kt iy ton dynaamisten i lmiOiden
kuvamaisessa kyseenalaiseksi. Tdmdn ristir i idan
ja ongelman opinndytteen tekijd on huomannut
ja tuonut osuvasti esil le. Epdselvdei joka tapauk-
sessa on, kuinka pitkii l le bottom up -ldhestymis-

tavan avulla voidaan saada selvyyttd musiikin
kuunteluun I i i ttyvistEi kysymyksistd.

Musiikin ja tunteiden vdlinen
yhteys on askarrut tanut  musi ik in
tutkijoita kautta aikojen, mutta sa-
malla aihe on osoittautunut yhdeksi
vaikeimmista musi ikk ia koskevista
tutk imuskohte is ta.  Musi ik in tunne-
vaikutukset ovatkin altt i i ta monen-
laisil le spekulaatioil le. Emootioita ja
affekteja koskeva tutkimus on viime
vuosien a ikana saanut  lu jemman
poh jan  ennen  ka i kkea  kogn i t i o -
tieteell isen tutkimuksen vilkastumi-
sen myotd. Leena Hyvdnen kdsittelee huolell ises-
t i  a i heeseen  l i i t t y v i a  t u t k imuks ia .  E r i t y i sen
mie lenk i i n to inen  j a  n i i n  t eo ree t t i ses t i  ku in
metodologisest i  kauaskanto inen on opinndyt-
t e e s s d  e s i l l e  t u o t u  o l e t u s ,  e t t d  m u s i i k i n
aiheut tamat tunnevaikutukset  ovat  vks i  t ie ta i -
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misen muoto. Viimeisimmdt aivotutkimukset an-
tavat tukea tdlle oletukselle. Tunteet niiyttdvdt
jAt tdvt in  samanla is ia muist i j i i lk id  kuin muutk in
"tietdmisen" muodot. Tdlld havainnolla saattaa
olla tulevaisuudessa huomattava merkitys myds
mus i i k i n  d idak t i i kan  keh i t t dm isen  kanna l t a .
Muisti jdlkien kaltaisten emootiojdlkien l6ytdminen
voi  johtaa merk i t tdv i in  muutoksi in  emoot io iden
tutkimisen kannalta.

Empiirinen osa

Tutk imuksen empi i r inen osa perustuu
Oulussa vuonna 1988 jar jestet tyyn koulukon-
sertti in. Oooilaat saivat ennakkotietoa konsertin
sis:i l ldstei ja konsertin jdrlkeen heiddn tehtdvA-
niit in oli kuvail la kokemuksiaan. Emoiirisen osan
metodologisena ongelmana on, kuten opinn:iyt-
teen tekijii toteaa, ettei tutkija ole voinut itse vaikut-
taa kaikkiin empiirisen osan tutkimusasetelman
ratkaisuih in.  Kyseessdhdn o l i  normaal i  koulu-
konsert t i  e ike i  t iukast i  kontro l lo i tu  kokeel l inen
tutkimus. Koeasetelman etuna voidaan pitAd sitd,
e t t d  opp i l a i den  kokemukse t  ova t  syn tynee t
luonnoll isessa ympdristdssd. Tdm6n voi katsoa
parantavan tutki muksen validiteettia.

Tutkimusongelmien valinta on perusteltu
hyvin ja kuvattu selkeiisti. My6hemmin tosin k6y
ilmi, ettd opettajan persoonan vaikutus konsertti-
e l6mykseen o l is i  saat tanut  tuoda i lmi  mie len-
kii ntoisia tuloksia. Konserttikokemuksen li i ttym is-
td valmennustapaan on tutkimuksessa kAsitelty
vain - kuten Leena Hyvonen itsekin toteaa - pin-

nall isesti. Timd on s:iri l i , si l ld juuri
valmennustaoaa koskeva tieto olisi
a n t a n u t  h y v t i n  p o h j a n  m u s i i k i n -
kuuntelun didakti ikan kehittdmiselle.

Teoreet t isen osan kytke-
minen empiiriseen osaan pohjautuu
muu tamaan  avo imeen  kysymyk -
seen. Tulosten tulkinta osoittaa, etta
nii inkin suppealta vaikuttava empii-
rinen aineisto antaa hycidyll ista tietoa
teoreet t isessa pohdinnassa esi l le
tu l le is taongelmista.  Kyselyn sup-

peus on ymmdrretti ivi id, kun otetaan huomioon
olosuhteet, jossa kysely suoritetaan ja kohde-
ryhma. Tdstd huol imat ta tutk imusongelmien
selvittdmisen kannalta laajempi ja monipuolisempi
kyse l y  o l i s i  epA i l emd t td  va la i ssu t  t u t k imus -
ongelmia paremmin. Nii inkin toteutettuna tutki-

mus on tuonut runsaasti n
tdvddkin tietoa musiikin kut
esimerkiksi musiikkiluokilte
viittaavat siihen, ettd musiik
tode l l i s t a  merk i t ys td  n t
kokemisen  keh i t t ym ise r
tettavana oleva vditdskirj
pa tevaa  t i e toa  mus i i k rn
lisuuksista ja vaikutuksista,
vahvistavan musiikinopetul

Lopuksi

Leena Hyvdnen or
teell iseen ja koulujen musii
ta tdrkeddn kysymykseen.
tuksena e i  o le d idakt isen
vaan luoda pohja tdllaisen
osin ajan tasalla oleva ja r
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mus on tuonut runsaasti mielenkiintoista ja yllat-
tdvddkin tietoa musiikin kuuntelusta. Mai niitakoon
esimerkiksi musiikkiluokilta saadul tulokset, jotka
viittaavat siihen, ettei musiikkiluokkatoiminnalia on
tode l l i s ta  merk i tys tA  nuor ten  mus i ik i l l i sen
kokemisen kehit tymisen kannalta.  Tarkas_
tettavana oleva viiitdskirja antaa tieteellisesti
pdtevdd t ietoa musi ik inopetuksen mahdol_
lisuuksista ja vaikutuksista. Ttim?in tiedon toivoisi
vahvistavan musiikinopetuksen asemaa.

Lopuksi

Leena Hyvonen on kiiynyt kEisiksi haas-
teelliseen ja koulujen musiikinopetuksen kannal_
ta.tarkeaan kysymykseen. Opinnaytteen tarkoi-
tuksena ei ole didaktisen mallin iehittdminen.
vaan luoda pohja tdilaisen maililte. Laaja, paa_
osin ajan tasalla oleva ja monipuolinen ieoieet_
tinen pohja antaa epditemiittii hyvdt tdhtdkohdat
musi ik inkuuntelun didakt i ikan kehit t i imisel le.
TAmdi lisdksi uskon tyon antavan vankan pohjan
my6s mui l le samankaltaiseen teoreett iseen
taustaan tukeutuvi l le toivottavast i  runsai l le
tutkimuksille.
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Heikk iRu ismdk i

Musiikkia E
mediaa 8...

Tietoyhte iskunta e i  tu le -  me teemme
sen. Niiyttdii vahvasti siltdr, ettd Suomi vahvistaa
asemiaan kansainv6lisesti t ietotekniikan sovel-
luks issa kasvatuksen,  opetuksen ja kul t tuur in
ala l la .  Vuonna 1996 ooetusminis ter ion to imia lan
painopiste ind on Suomi t ie toyhte iskunnaksi  -

ohjelma, jonka tavoitteena on vuoteen 2000 men-
nessd vaikuttaa kansai nvdliseen kilpailukykyyn ja
tyoll isyyteen tietotekniikan tehokkaalla hyodyn-
te imisel lz i ,  koulutuksen ja tutk imuksen laadun
parantamisella sekd kirjasto- ja tietopalvelujen
kehi t tdmisel lA.  Hanke on ennenndkemdttomin
suuri ja kokonaisvaltainen li i ttyen varhaiskasva-
tuksesta tdydennyskoulutukseen ja elinik:i iseen
opprmrseen.

Virtuaalikoulu, avoimet ja joustavat oppi-
misympdristot, etd- ja monimuoto-opetus, t ieto-
koneet ja tietoverkot sekd niit i  tukevat oppimate-
riaalit ja opetusmenetelmdt ovat koulun tyovdli-
neit6. Opettajien tdydennyskoulutus edelldmai-
nittujen alueiden hyddyntaimisessd li i ttyy lAhitule-
vaisu udessa yhd useam man musl ikkikasvattajan
a rkeen .  Va i ku t t aa  s i l t d ,  e t t d  e ldmdn  y le i sen
muutosvauhdin airuena ndyttird yhteiskunnassa
olevan teknologian hyddyntdmiseen perustuvat
ratkaisut - inhimill isyytti i  ja humaanisuutta unoh-
tamatta.

Musiikkikasvatus -lehden eri numeroissa
tu len tarkaste lemaan edel ld  main i t tu ja a luei ta
sekd kirjoittamaan alalla tapahtuvasta kehitystoi-
minnasta. Katsausten l isdksi kuvataan alan oi-
lo t t ipro jekte ja ja  haastate l laan musi ikk ikasva-
tuksen ammatti laisia teknologian soveltajina ja
alansa keh ittdj i ndr omassa tydympiiristossiidn.
Mahdoll ista on, ettd myos Musiikkikasvatus -lehti
laa jenee verkkolehden suuntaan.  Si indpd suur i
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yhteinen hankkeemme.

Tdmii artikkeli fokusoituu etaopetuksen
kehittdmiseen ja visiointi in yliopistojen ja korkea-
koulu jen vdl isend yhte isend hankkeena.  Olen-
naista on kysyd, miksi tarvitsemme tai tarvitsi-
simme etdopetusta yliopistojen vdli l le? Mitkri sei-
kat puoltavat uudenlaisen opetusmuodon hy6-
dyntamista musiikkikasvatuksessa?

Keskeisi moind seikkoina voidaan mainita
mm. as iantunt i juuden hyodyntdmisen ja a jan-
kohta isen t ie teel l isen t iedon vdl i t tdmisen.  Esi -
merk iks i  S ibel ius-Akatemian Avoimen korkea-
koulun kevddlla 1996 jarjestama Studia generalia
-luentosarja voitaisiin ISDN tai ATM -teknologiaa
hyveiksi kayttrien vdlittdd yhteistyokumppaneil le
e r i  ouo l i l l e  va l t akun taa .  Kasva tus t i e teen  ta i
musiikkikasvatuksen vditosti laisuuksiin voitaisiin
o t t aa  osaa  myOs  muua l l a  ku in  va rs ina i se l l a
vdi tospaikkakunnal la .  Tekninen ongelma ei  o le
mydskddn  hu ippu luenno i t s i j o i den  es i t ykse t
eti iopetuksena eri puoli lta maailmaa. Uusi vii l ine
on jo l isdnnyt  kansainvdl isen kommunikoinnin
intensiivisyyttd.

Etdopetuksen merk i tyksen ymmArtdd
kun ndkee sen sovel luks ia p ieni l ld  maaseutu-
paikkakunni l la  kaukana koulutuskeskuksis ta.
Eti iopetuksen todell inen arvo realisoituu sielld.
Tiimdi ei tarkoita, etta me opettajankouluttajat 1a
taajamien musiikkikasvattajat olisimme vapau-
tet tu ja etdopetuksesta.  Suomik in on monesta
ntikokulmasta katsottuna periferia, etaopetus-
paikka tai esikaupunki - ainakin maantieteell isesti
- eurooppalaisil le musiikkikasvatuksen keskuk-
s i l le .
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Va l i nnan  ma
huomattavasti kun opi
ohje lmi insa er i  puol i l ta
le ihetet tAvid kurssej i
l uen tosa le ih in  j a  l u r
pelkAstzidn luokkahuo
sinne missd o lemme.
tulevaisu udessa rienni
me ajasta ja paikastr
massa  t i l assa .  Tod r
emme etddnny vaan li

E n s i m  m d i s t i
e tdopetuksen avul la
tuoda luokkahuone in
suoraan luentosal i in
teor ian ja  kdytdnnon
tusta. Etiiopetuksen a'
p iene l l e i  pa i kkakunn
ha rv ina i semp ia  k i e l i d
semp ien  ku rss ien  t z
Yliopistoverkoston yllai
j a  l a i t o k s i a ,  v a h v i s
kansainvdl is id yhteyk
tapauksessa opetukse
sekddn, ett: i yl iopisto
hyodynnetaan taloudell
alainen keiytto vaikutta
tojen virkarakenteeseer
ratkaisuihin. Tulevaisuur
yliopistossa.

Tulevaisu udes
seminaar i t  vo i ta is i in  jd
yhteisind seminaareina
ja Jyvdskyldn yliopistor
kanssa.  TAmd on mal
koska  seminaa r i t  vo
alueidensa mukaan. Ti
korkeakoulujen ja yliopi
Opiskeli jat voisivat nyk
juur i  haluamaansa a ihe

Yhd enemmdr
del l is ta oppimista tap€
teyksissai koulurakennu
merkit vi ittaavat siiher
kehittyminen on alkanu'
paikkoja myos koulutu
taan. USA:ssa arvioida
henkilon tyoskentelevdr
mdn lisddntyy eri laister
dyntdminen oppimisess
sittdvd ja hyddynnetti ir



Val innan mahdol l isuudet l isaantyvat
huomattavasti kun opiskelijat voivat ottaa opinto-
ohjelmiinsa eri puolilta Eurooppaa etdopetuksena
l i rhetettdvid kursseja. Maai lma si is kut istuu
luentosa le ih in  ja  luokkahuone is i imme.  E ikA
oelkastaan luokkahuoneisiin vaan koteihimme ia
sinne missii olemme. Nyt ja etenkin
tulevaisuudessa rienniimme ja opim-
me ajasta ja paikasta riippumatto-
massa t i lassa .  Tode l l i suudessa
emme etdAnny vaan liihennymme.

Ens immdis td  ker taa  on
etaooetuksen avulla mahdollisuus
tuoda luokkahuone interaktiivisena
suoraan luentosal i in ja yhdistdd
teorian ja kdytiinnon vuorovaiku-
tusta. Etdopetuksen avulla voidaan
p iene l ld  pa ikkakunna l la  opet taa
harvinaisempia kiel id,  mahdol l istaa harvinai-
sempien  kurss ien  ta i  so i t t im ien  op iske lua .
Yl iopistoverkoston ylliipito tukee pienid yksikditii
j a  la i toks ia ,  vahv is taa  yh te is tyo t6 ,  l i s id
kansainvAlisiii yhteyksiii, kohottaa parhaassa
tapauksessa opetuksen laatua. V6hdistd ei ole
sekddn, ettii yliopistojen yhteisii voimavaroja
hy6dynnetddn taloudellisesti. Etdopetuksen laaja-
alainen kiytto vaikuttaa todenndkdisesti yliopis-
tojen virkarakenteeseen ja hallinnollistaloudellisiin
ratkaisui hi n. Tulevaisu udessa opetam me Suomen
yliopistossa.

Tulevaisuudessa esim. jatkokoulutus-
seminaarit voitaisiin jarjestaa ainakin osaltaan
yhteisindi seminaareina esim. Sibelius-Akatemian
ja JyviiskylAn yliopiston musiikkitieteen laitoksen
kanssa. Timti on mahdollista ja kannattavaa,
koska seminaar i t  vo iva t  o rgan iso i tua  a ihe-
alueidensa mukaan. Tiimitutkielmat voisivat olla
korkeakoulujen ja yliopistojen yhteisid hankkeita.
Opiskelijat voisivat nykyistai enem miin keskittyd
juuri haluamaansa aiheenmukaiseen projektiin.

Yhd enemmdn ymmiirrdmme, etta to-
dellista oppimista tapahtuu informaaleissa yh-
teyksissd koulurakennuksen ulkopuolella. Monet
merkit viittaavat siihen, eila tietoyhteiskunnan
kehittyminen on alkanut muuttaa paitsi ansiotyo-
paikkoja myds koulutusta kotioppimisen suun-
taan. USA:ssa arvioidaan jo noin 30 miljoonan
henkilon tydskentelevdn kotoa kAsin.Yhd enem-
mirn lisiiintyy erilaisten opetusverkostojen hy6-
dyntiiminen oppimisessa. Oppijoiden on itse et-
sittdvd ja hyodynnettdvd ympiiril ldmme olevaa

valtaisaa informaation mitiriiii ja pystyttaivri vali-
koimaan olennaisin. Tieto ei menet6 merkitys-
tAdn, vaan sen luonne ja sovellettavuus muuttuu
yhi kiihtyviil l€i vauhdilla. Staattisuus on eilis-
pdivdd ja muuttuvuus tdtd pdivAA. Tulevaisuuden
kehittiijiA ovat sel laiset m usi i kkikasvattajat, jotka

kykenevdt soveltamaan ja hallitse-
maan (teknologian) muutoksen mu-
kanaan tuomaa todellisuutta.

T iedon va l i ko in t i in  ja  no-
peaan muuttumiseen tarvitaan opet-
tajia ohjaajina ja yhdessii oppijoina.
Epdi len, et tA oppimisen prosessit
eiviit muutu olennaisesti. Sen sijaan
oppimisympi ir ist6jen kasvu l isdd
valinnaisuutta. Meiddt tavoittaa - jos
niin haluamme - kontaktiopetuksen,
sAhkdpostin, faxin, kAnnykoiden ja

henki lokohtaisten desktop-videoneuvottelu-
laitteiden todellisuudessa -huomenna virtuaali-
todellisu udessa. Olem me siis tavoitettavissa, m ikii
nykyiitin tuntuu entista tdrkeiimmriltei.

Myds me musiikkikasvattajat olemme
teknologiasovellusten ja verkottuvan musiikki-
kasvatuksen luojina, kiiyttAjinri ja soveltajina
uudenlaista m usi ikkikul t tuur ia rakentamassa.
Uudessa tietoyhteiskunnassa yhteistyo ei ole
klisee, vaan laajojen hankkeiden toteuttaminen
perustuu yliopistojen, korkeakoulujen ja koulujen
viil iselle vdltttimiittomril I e yhteisty6 | le. Ttissri
suhteessa Sibelius-Akatemian, Oulun ja Jyvds-
kyliin yliopistojen yhteistyo avaa uusia uria tekno-
logiaan perustuvan musiikkikasvatuksen kehittd-
miselle.

FJME Vol. r No r 1996



palstoja

ISME:N
onk

iloi

Musi ikk i  on universaal i  k
ja kulttuuriin katsomatt:
poht imaan a lansa i lmio i
odotetaan osall istuvan
Konferenssin Paateema
ndkokulmasta: Musiikki t
kieli, musiikki on kaikkiet
kieli. Kaikista maanosis
ajan ympdri Amsterdar
konserttisalit, teatterit, I
Rekisteroityminen konfe
ovat maanantaiaamunz
Kullekin pii ivdlle on su
konferenssi jdtrjestetdd
ente i levdi in  af  r ikkala i l
Konferenssitarjonnan ol
musi ik i l l inen maai lmanl
PAiv ien runko to is tuu s i

professori Jukka Louhivuoren esittamd lausunto
v d i t d s k i r j a s t a  A l a - a s t e e n  o p p i l a s  m u s i i k i n
kuunteli jana. ltse vditdskirja on i lmestynyt Sibe-
li us-Akatemian julkaisusarjassa.

Ajankohta is ta-palsta l la  tu l laan ker to-
maan mm. asiantunti jatapaamisista, konferens-
seista tai muista huomattavista alan tapahtumis-
ta. Tail l: i  hetkell i suurimuotoisin lahitapahtuma on
heindkuussa 1 996 Amsterdamissa j i ir jestettdvd
ISME:n maai lmankonferenssi .  Yhteyksid kon-
ferenssi in  osal l is tumisen merkeissd ta i  konfe-
renssin julkaisujen hankkimisen tarkoituksessa voi
ottaa joko Suomen ISME:een, kansainvdliseen
ISME:een tai konferenssin j i ir jestdji in.

Ki r ja l l isuut ta-palsta l la  tu l laan es i t te le-
maan ja arvioimaan keskeistd kirjall isuutta sekii
t iedottamaan muista alan julkaisuista. Toimitus
odottaa palstalle lukijakunnaltakin kirjoituksia ja
ehdotuksia. Lehteen tullaan my6s vuosittain koko-
amaan luettelot alan opinndytteistai (perus- ja jat-
kotutk ie lmista)  maamme er i  korkeakoulu issa.
Ensimmaiset luettelot loytyveit lehden numerosta
2/1 996.

M u s i i k k i k a s v a t u s - l e h d e n  j u l k a i s i j a t
to ivovat  luk i jo i l taan akt i iv is ta yhteydenpi toa
toimituskuntaan; teksteja, aloitteita ja ehdotuksia
koskien kaikkia edelldmainittuja lehden osia sekd
lehden yleistd kehitt: im istzi.

Marjut Lait inen

8.30
9.30

1 0 . 4 5
1  1 . 1 5

13.30
14.00

t idnijump
luenno t , '
demonstt
kahvitaul
luennot ,
komiteati
lounas
luennol ,

Vi ikko vanhassa euro
am matil l  ista l isi ikoulutu
saat  l i i t tymal l i i  Suomt
Konferenssiin osall istu r
voit t i lata kongressikes

ISME 1996 Kongressin
N L G - 1 2 0 0 F m k , 1 5 / l
1 500 Fmk; opiskeli jat i

Amsterdam RAI-OBA
PO.Box 77777,1070
MS AMSTERDAM NE']

7b

Lehden teemoja ja toistuvia

M u s i i k k i k a s v a t u s - l e h d e n  l i n j a n a  o n
julkaista teemanumeroita alamme keskeisistd ky-
symyksistd ja  tutk imuksesta.  Kunkin numeron
a s i a n t u n t i j a - a r t i k k e l e i s s a  j a  t d r k e i m m i s s d
katsauksissa keski ty t r i : in  s i is  tarkaste lemaan
jotakin musiikkikasvatuksen erityisaluetta. Tiimiin
ensinumeron aihepiirind on musiikkikasvatuksen
f i losof ia. Syksyll: i  i l  mestyvdssd numerossa 2/' l  996
kdsitellddn toimintaoppimista, erityisesti luovaa
taiteell ista tyoskentely- ja oppimisprosessia.

Vuos ien  1997 -98  a i kana  i lmes tyv i i n
numeroih in to imi tuskunta on suunni te l lu t  mm. seu-
raavia teemoja. Niiden kdsittelyj; ir jestysti i ei vield
toistaiseksi ole pddtetty:

- musiikkikasvatuksen murros ja
ooetussuunnitelmat

- musiikki ja lddketiede, musiikkiterapia
- erityislahjakkuus: kasvatus ja koulutus
-  kansanmusi ikk i  ja  monikul t tuur inen

musiikkikasvatus
- varhaiskasvatuksen musiikki
-  musi ikk ipedagogien koulutus.

A r t i kke le iden  j a  ka t saus ten  l i sdks i
Musi ikk ikasvatus- lehden er i  numeroissa tu lee
olemaan my6s toistuvia aihekokonaisuuksia:

- kirjall isuutta
- opinnaytteita
- ajankohtaista
- vii i tdksii i  ja lectioita
- teknologiaa.

Professor i  Heikk i  Ruismdki  on laat inut
tdhdn numeroon esi t te lyn teknologiapalstasta.
V: i i toks id ja  lect io i ta  edustavat  syksyl ld  1995
musiikin tohtoriksi viitelleen Leena Hyvdsen lec-
tio praecursoria sekd vastavdittdjdnd toimineen
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ISME ztr 22. Maailmankonferenssi
on kesii[e, 2r.- 27.7. 1996,
iloisessa Amsterdamissa

Musiikkion universaali kieli, se kuuluu kaikille aikakausille ja jokaiselle ihmiselle ikddn, kansallisuuteen
ja kulttuuriin katsomatta. Tiimiin teeman ympdirille koko maailman musiikki-kasvattajat kokoontuvat
pohtimaan alansa ilmi6itti ja kehitysndkymid uuden vuosituhannen kynnykselld. Yli 1 500 osanottajan
odotetaan osallistuvan ISME-konferenssiin.
Konferenssin paateemaa -Musiikkikasvatus:Valmistautuminen 21 . vuosisadalle -tarkastellaan neljdstd
ndkdkulmasta:Musiikki on kaikkien sukupolvien universaali kieli, musiikkion kaikkien aikojen universaali
kieli, musiikki on kaikkien kulttuureiden universaali kieli, ja musiikkion kaikkien kansakuntien universaali
kieli. Kaikista maanosista tulevan yli 2 000 esiintyjan voimin toteutetut yli 200 esitystii kaikuvat viikon
ajan ympiiri Amsterdamia. Tapahtumapaikkoina ovat RA|-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 jiilkeen tyoskentely jatkuu neljdn tdysistunnon merkeissd.
Kullekin pAivdlle on suunniteltu maanosan mukaan tietty kulttuurinen ilme. Koska vuoden 1998
konferenssi jarjestetaan Pretoriassa Eteld-Afrikassa, piiiittyy Amsterdamin konferenssia jatkoa
enteilevaan afrikkalaiseen Zakanaka!-juhlaan - sana tarkoittaa -kaikkea hyvdd ja hauskaa+.
Konferenssitarjonnan ohella voi seikkailla historiallisessa Amsterdamissa, joka on myds moni-ilmeinen,
musiikill inen maailmankauounki.
PAivien runko toistuu samanlaisena. rinnakkais-ohielmista voi valita eri kohteita:
8.30
9.30

10.45
1 1 . 1 5

13.30
14.00

15.45

17.00
1 8 . 1 5

iiinijumppa
luennot, tyopajat,
demonstraatiot
kahvitauko
luennot, tyopajat,

15 .15  tauko

komiteataoaam iset demonstraatiot
lounas 20.15
luennot, tyopajat, demonstraatiot

22.30

luennot, tyopajat, demonstraatiot

vapaa foorumi,
piivdllinen

konsertti konferenssi-
keskuksessa tai kaupungilla
yokahvila

Viikko vanhassa eurooppalaisessa mutta samalla niin kansainvdlisessd Amsterdamissa lupaa
ammatillista lisAkoulutusta, kulttuurintuntemusta, mahtavia eldmyksiai ja uusia tuttavuuksia. Lisdtietoja
saat li ittymtilld Suomen ISME:en. Jiisenetuna sinulle tarjotaan yht€i pakettimatka-vaihtoehtoa.
Konferenssiin osallistuminen edellyttdd Kansainvdlisen ISME:n jiisenyyttii. llmottautumismateriaalin
voit tilata kongressikeskuksesta:

ISME 1996 Kongressimaksu :ennen 1515 440
NLG - 1 200 Fmk ,15/5 jiilkeen 540 NLG -
1 500 Fmk;opiskelijat 235 NLG - 635 Fmk.

Amsterdam RAI-OBA
PO.Box 77777,1070
MS AMSTERDAM NETHERLANDS

Suomen ISME :
Sihteeri Leena Aarimaa
Runebergink. 25 A 15, 00100 Helsinki p. 440694
Puh. joht. Marjut Haussila Laajalahdentie 4
00330 Helsinki p. 458 3459
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Ohj eita kirj o ittajille

Musiikkikasvatus julkaisee musiikkikasvatuksen
alaa koskevia tieteell isid ja kiiytdntoon li i ttyvid
a r t i kke le i t a ,  ka t sauks ia ,  puheenvuo ro ja ,
a jankohta is i in  tapahtumi in ja  as io ih in l i i t tyv id
kirjoituksia, kirjall isuusarviointeja ja vaitdslectioita.

Kdsikirjoitukset

Lehden toimitukselle voi ldhettdA edellAmainittuja,
kul lo isenkin lehden numeron teemaan l i i t tyv id
kirjoituksia joko suomeksi, ruotsiksi, englanniksi
tai saksaksi. Kirjoitusten tulee olla sellaisia, joita
ei ole toisaalla aikaisemmin julkaistu tai joita ei
ole lAhetetty muualla julkaistavaksi.

Suomenkielisi in teksteihin tulee l i i tt i id enintddn
2 0 0  s a n a n  e n g l a n n i n k i e l i n e n  t i i v i s t e l m d
(Summary tai Abstract), muunkielisi in vastaavan
mittainen suomenkielinen ti ivistelmd. Kdsikirjoi-
tukset arvioidaan lehden toimituskunnassa, joka
artikkeleiden ja katsausten arvioinnissa kdyttdd
tarvittaessa myos ulkopuolisia asiantunti joita.

Kr is ik i r jo i tukset  ldhetetddn to imi tuksel le  sekt i
levykkeel lA et t i i  ko lmena (3)  paper ikopiona.
Ldhdevi itteissii ja l i ihdeluettelossa kiiyteti idin
kasvatusalalla vakiintunutta merkintdtapaa.

Vuoden 1996 toisen numeron yleisteemana on
toimintaoppiminen, erityisesti luova taiteell inen
oppimisprosessi .  Numero i lmestyy syksyl ld
1996, ja siihen tarkoitettujen kAsikirjoitusten tulee
olla toimituksella syyskuun 1996 aikana.

Vuoden . l  997 teema-alueiden suunni te lma on
ndh tdv i ssd  tdmdn  numeron  A jankoh ta i s ta -
palstalla.Tarkempia tietoja aiheista ja aikatauluista
saa  l ehden  seu raavas ta  numeros ta  sekd
paatoimittajalta.
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Kirjoittajan yhteystiedot

Yhteydenpi toa sekd lehdessd ja in ternet issd
julkaistavaa kirjoittajaluetteloa varten kirjoittajia
pyydetddn i lmoi t tamaan oppiarvonsa,  v i rka-
asemansa,  osoi t teensa sekd puhel in-  ja  fax-
numeronsa ynnd e-mail-yhteystietonsa.

Muuta

Lehti ei maksa kirjoituspalkkioita. Artikkeleiden ja
katsausten kirjoittajat saavat kaksi kappaletta
kyseisen lehden numeroa.  Muiden osasto jen
kirjoittajille lahetetaan yksi kappale ko. lehted.
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oP(
Opus - Musii
on jokaisen n
musiikkikirja:
yleistietoutta
ndkokulmast.
laulamisen ja
iloa helppoje
ansiosta.
Opus - Suom,
musiikin maa
kirjassa tutust
puolisesti suo
musiikkiin ja
tuulahduksia

Eira Kasper, Raija La

Yhtei

OPPIKIRJA Opus
83,0(
Opus
maai,
83,0(

OPETTA]AN
MATERIAALI

Musi,
83,0(
Suon
Opet,

AANITTEET Musit
C D l
C D 2
C D 3
CD.h



OPUS
Opus - Musiikin tyopaja
on jokaisen nuoren
m u si i kki ki rj a : m us i i ki n
y I ei sti eto utta u u desta
ndkokulmasta sekd
lau I am isen j a soittamisen
iloa helppojen sovitusten
ansiosta.
Opus - Suomalaisena
musiikin maailmassa -
ki rj assa tutustutaan moni-
p uo I i sesti s u o m al ai seen
musiikkiin ja saadaan
tu u I a h d u ks i a Eu roop asta !

Eira Kasper, Raija Lampila

Yhteiset kurssit Syventdvdt kurssit

OPPIKIR]A Opus, musiikin ty6paja
83,00
Opus, Suomalaisena musiikin
maailmassa
83.00

Maai I m an m us i i ki sta popu I dd ri -
musiikkiin syksy -96
Musiikkia ndyttdm5lld syksy -96
Soitin- ja laulumusiikin helmid
syksy -96
Opus - Lukio laulaa syksy -96

OPETTA]AN
MATERIAALI

Musiikin tyopaja, Opettajan aineisto
83,00
Suomalaisena musi ikin maailmassa,
Opettajan aineisto 83,00

AANITTEET Musiikin tydpaja
CD 1 Rock-musiikin historia
CD 2 Klassiset sdvellykset
CD 3 Kuuntelutehtdvdt
CD-hinnat e 1U.00

Suomalaisena musiikin maai lmassa
CD 1 Taidemusiikkia eri aikakausilta
CD 2 Suomalaisia sdvellvksid
CD 3 kevdt -96
CD 4 kevdt -96
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