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Preface 

 
The Third Intercultural Conference in Arts and Skills Education was held on 
October 8, 2010 at the University of Helsinki. The Conference was organised 
by the Department of Teacher Education, Research Group for Education, 
Cultures and the Arts (ECA) at the University of Helsinki. The theme of the 
Conference was Arts and Skills—Source of Well-being. The main areas of 
discussion under the theme were: arts, skills, education and culture as sources 
of well-being and creativity in basic- and teacher education; children’s cul-
ture, play and informal learning.  

The theme of the conference promotes the Finnish and European educa-
tional theme of arts and culture as a source of well-being. The Art and Cul-
ture for Well-being programme has been launched by the Ministry of Educa-
tion for 2010–2014. The aim of this programme is to promote well-being and 
health by means of art and culture and to enhance the inclusion of arts and 
culture at the individual, community and societal levels. The three priority 
areas are: 1) culture in promoting social inclusion, capacity building, net-
working and participation in daily life and living environments, 2) art and 
culture as part of social welfare and health promotion, and 3) art and culture 
in support of well-being and health at work. From the standpoint of individu-
als, arts and skills, cultural consumption and cultural pursuits in which people 
are involved as audience have a positive effect on health. Arts and skills 
hobbies create a sense of community and help them develop networks that 
support people in life management. Participants in the conference were edu-
cational researchers and practitioners who were active in promoting their 
ideas in arts education and especially in the teacher educational field. 

The keynote speakers were Professor David Hargreaves from Roehamp-
ton University, London on the topic of musical imagination and children’s 
well-being; multi-media artist Patries Wichers from the International Yehudi 
Menuhin Foundation, Arts at School Programme on the topic of “What do 
Dancing Trees dream of? MUS-E: arts in primary school education”; Direc-
tor of Resonaari Music School, Markku Kaikkonen on the topic,“Special 
Music Education as a Cultural Revolution”, and Professor Lauri Laakso from 
Jyväskylä University on the topic “Activity and experiences as common 
elements in arts and sports education”. 

The theme groups for researchers were: Arts, Skills, Education and Cul-
ture –Sources of well-being in basic education and teacher education; Phys-
ical education and Dance education as sources of well-being; Creativity, 
children’s culture and play as sources of well-being, and Aspects of art and 
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media education in developing human well-being. The theme groups were 
also open forums for discussions among teachers, students and researchers. 
Discussions about new visions, ideas, thoughts and plans for intercultural arts 
education about the topic of the conference and the presentations of the 
theme groups were actively held. 

In this post-conference book, 17 peer reviewed and accepted presentations 
are categorised under the three titles according to the combined themes of the 
conference. In the peer-ratings of the articles we have received assistance 
from our colleagues from Finland, Estonia and Lithuania: Eeva Anttila (The-
atre Academy Helsinki); Ossi Autio (University of Helsinki); Jelena Davi-
dova (University of Daugavpils); Maija Fredriksson (University of Oulu); 
Ulla Härkönen (University of Eastern Finland); Antti Juvonen (University of 
Eastern Finland); Seija Karppinen (University of Helsinki); Kristi Kiilu (Tal-
linn Music Academy); Kimmo Lehtonen (University of Turku); Raili Lehto-
lainen ( University of Helsinki); Martina Paatela-Nieminen (University of 
Eastern Finland); Heimo Nupponen ( University of Turku); Sinikka Rusanen 
(University of Helsinki); Tiina Selke (Tallinn University); Leida Talts (Uni-
versity of Tallinn);Therese Quinn (Art Institute of Chicago); Rytis Urniežius 
(Šiauliai University), and Susan Young (University of Exeter). We thank 
them for their valuable comments. We express our gratitude to the revisor, 
Marlene Broemer for her work correcting articles in English. Thanks also to 
Liisa Antikainen and especially to amanuensis Kari Perenius for their help in 
corrections and layout of this book. We hope you will enjoy refreshing and 
artistic moments with this post-conference book. 
 
 
 
 
Editors 
 
 
Heikki Ruismäki and Inkeri Ruokonen 



	  

 
 
 
 
 
 
 
 
 
 
 

So the tree rustles in the evening, when we stand uneasy before 

our own childish thoughts. Trees have long thoughts, long 

breathing and restful, just as they have longer lives than ours. 

They are wiser than we are, as long as we do not listen to them. 

But when we have learned how to listen to trees, then the bre-

vity and the quickness and the childlike hastiness of our 

thoughts achieve an incomparable joy. Whoever has learned 

how to listen to trees no longer wants to be a tree. He wants to 

be nothing except what he is. That is home. That is happiness. 

Herman Hesse, Wandering (1918–1972) 
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Creativity, musical identity, and 

well-being in children 
David J. Hargreaves 

 
 
 
Abstract 
 
The promotion of children’s creativity is seen as a vital goal of education in most countries, 
and is still largely associated with arts subjects, even though scientific creativity is equally 
important. In this chapter I focus on the relationship between creativity and children’s well-
being, with a special emphasis on music, on which most of my own research has been car-
ried out. I start by looking at the ways in which creativity has been investigated in psychol-
ogy, and briefly consider one particular psychological theory of creativity—self-determina-
tion theory—which can help us to understand the relationship between creativity and well-
being. My own work suggests that developments in children’s self-concepts in relation to the 
arts–their artistic and musical identities–are an important part of their creativity, learning, 
and well-being. I consider this question in relation to the school curriculum, and then briefly 
describe a research study on children’s musical self-concepts, concluding that the promotion 
of positive musical identities is a vital concern for music education.  
 
Keywords: children’s creativity, musical identity  
 
 
 

Explaining creativity 

Creativity is often associated with the arts in many peoples’ minds: we think 
of artistic geniuses like Mozart, Dylan Thomas, or Van Gogh as epitomising 
creativity. All three of these famous creators were well known for their troub-
led personal lives, and this helps to fuel the popular image of the tortured 
creative artist whose insecurity and unhappiness is expressed in and resolved 
through his or her art. This image is wrong in two respects: first, scientists, 
historians, or politicians can be just as creative as artists can, and second, 
creativity does not have to exist at high levels of achievement in the chosen 
field; everyone can and does display creativity at lower levels in everyday 
life. I use the term ‘everyday creativity’ to describe this (Hargreaves 1999), 
and others have suggested similar ideas.  
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The research literature on creativity can be divided into four main areas: 
different studies have focused on aspects of the person, the product, the pro-
cess, or the environment. Studies of the creative person have largely con-
cerned either peoples’ cognitive styles, or their personality characteristics. 
The cognitive dimension, which predominated in the upsurge of studies on 
‘creativity testing’ in the 1960s and 1970s, was that of convergent and diver-
gent thinking. The former involves the ability to come up with the one correct 
answer to a problem such as ‘what is the next number in the sequence 2, 4, 7, 
11 …’, which involves logical, deductive thinking, whereas the latter is con-
cerned with the generation of many different solutions to an open-ended 
problem, such as ‘how many uses can you think of for a melon?’ In the early 
literature (e.g., Getzels & Jackson 1962), creativity was associated with di-
vergent thinking and convergent thinking with intelligence, but that was soon 
seen to be a mistaken notion, as real-life creativity involves both convergent 
and divergent abilities. 

Several different personality factors have also been proposed as being 
characteristic of creative thinkers, in particular independence, non-conformity 
and confidence, and studies have been carried out to relate people’s scores on 
these factors to those on ‘creativity tests’. Research using the psychometric 
approach eventually began to decline in popularity with the increasing reali-
sation that creativity is not a stable characteristic of individuals that can be 
measured in a test; in fact, it can only really be identified in relation to spe-
cific situations and contexts. 

The second main area of research focuses on creative products within 
specific situations: in studying children’s creativity in the classroom; for 
example, one might consider different individual responses to actual tasks in 
writing, drawing, or music (see e.g., Hargreaves, Galton and Robinson 1996). 
Amabile (1996) recommends this approach in what she calls a ‘consensual 
assessment technique’: products are judged as creative or not based on the 
extent to which experts in that area (e.g., teachers in the classroom) regard 
them as such.  

The third approach is to look at the process of creativity: one well-known 
model was first proposed by Graham Wallas (1926), who suggested that the 
four main stages of the creative process were: preparation for the problem 
area by immersing oneself in the problem area; incubation, the mysterious 
process in which no conscious work is done, but in which different connec-
tions and reflections develop unconsciously; illumination, the ‘eureka’ mo-
ment at which the realisation of the creative solution suddenly dawns on the 
creator, and verification, in which the creative solution is worked out in prac-
tical terms. More recently, research in cognitive psychology has investigated 
the task strategies that people use in specific situations; studies have been 
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carried out, for example, on the strategies that musicians adopt in improvisa-
tion (see e.g., Hargreaves, Cork and Setton 1992). Finally, studies have been 
undertaken of the particular contexts and environments in which creativity 
takes place, and there are two quite distinct ways of looking at this, which 
rely on the distinction between what has been called ‘small c’ and ‘big C’ 
creativity (see e.g., Gardner 1993). The former is what we referred to earlier 
as ‘everyday creativity’, which we all experience in our daily lives, whereas 
the latter refers to the kinds of breakthrough which only occur in great think-
ers such as Einstein, Debussy or Picasso. 

Numerous theories of creativity have been put forward in the psychologi-
cal literature (see Kozbelt, Beghetto and Runco (2010) for a recent review), 
and I will mention just one of these, since it brings together creativity and 
well-being. Ryan and Deci’s (2000) self-determination theory holds that 
when the basic psychological needs of relatedness, competence and au-
tonomy are satisfied, motivation and well-being are enhanced. Relatedness 
refers to a person’s activities taking place within a social network; compe-
tence refers to the cognitive aspects of engagement in creative activities, to 
the mastery of the basic skills and concepts of that domain of activity. Au-
tonomy, which is encapsulated in the term ‘self-determination’, means that 
creative activities are likely to be most highly motivated when they are gen-
erated by internally, rather than externally by the demands of other people. 

It is easy to see that children’s musical activities can readily fulfil all three 
of these basic needs, such that their self-determination, intrinsic motivation, 
and subjective well-being are enhanced. This provides a vital link between 
the social, cognitive and motivational dimensions of creativity, which jointly 
produce positive emotional outcomes (i.e., subjective well-being). 

 

Creativity, the arts, and well-being in children  

Creativity is high on the agenda in education as well as in psychological 
research. In the UK, the National Advisory Committee on Creative and Cul-
tural Education (NACCCE) was established in 1998 by the Secretary of State 
for Education and Employment to review ‘the creative and cultural develop-
ment of young people through formal and informal education’, and this led to 
All our Futures: Creativity, Culture and Education (DfEE/DCMS 1999), a 
government report which strongly emphasised the importance of creative and 
cultural development of young people through formal and informal educa-
tion. This report made numerous detailed recommendations about the ways in 
which creative and cultural education should be used to promote the personal, 
intellectual, social and economic development of young people, and thereby 
improve their future leisure and work opportunities. 
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As I suggested earlier, there is a strong tendency to associate creativity 
with the arts, in spite of the recognition that it should cut right across the 
curriculum, and should be fostered in non-arts subjects like maths or science. 
This tendency is recognised in the Cambridge Primary Review—a recent, 
major review of the primary curriculum in the UK which was funded and 
conducted independently of the government, and directed by Robin Alexan-
der (Alexander 2010, 267). In this, ‘Arts and creativity’ is seen as one of the 
eight essential ‘domains of knowledge, skill, disposition and enquiry’ in the 
primary curriculum: ‘This domain includes the arts, creativity, and the imagi-
nation, with particular reference to art, music, drama and dance … Creativity, 
of course, is not confined to the arts … we have also stressed that both cre-
ativity and imaginative activity can and must inform teaching and learning 
across the wider curriculum’. 

Alongside the cognitive benefits of participation in the arts, there is also a 
growing interest in the emotional and affective benefits of participation. This 
can be seen most clearly in the rapid and recent growth in the field of positive 
psychology, which was launched in 1998 when Martin Seligman chose it as 
the theme for his presidential address to the American Psychological Associa-
tion (see Seligman & Csikszentmihalyi 2000). One of the main ideas in this 
field is the importance of promoting people’s sense of well-being: subjective 
well-being is seen as having two main aspects. The first is the ‘hedonic’ as-
pect, which involves happiness, positive moods and emotions. However, 
simply being happy is in not in itself sufficient to induce subjective well-
being, as people also need the second, ‘eudaimonic’ aspect: this involves 
feelings of self-worth, purpose, and fulfilment. 

It is easy to see how creativity could fulfil people’s eudaimonic needs, 
and possibly some of their hedonic ones. Creativity is frequently seen as 
being strongly associated with self-esteem and well-being: a creative individ-
ual engages in creative activities for their own sake, and for the feelings of 
self-development and worthiness that they engender. A recent study of cre-
ative musicians (composers and improvisers) by Chapman (2006), for exam-
ple, showed that financial rewards were hardly ever mentioned as a motiva-
tion for the work they do; their satisfaction and sense of purpose arises as an 
intrinsic part of the activities themselves. There is no reason why the same 
principles should not equally apply to developing creativity in children. 

 

Children’s musical creativity and self-concepts  

O’Neill (2002) describes the process by which children’s musical self-
perceptions can determine their levels of motivation to succeed in music, and 
thence their actual development and achievement. She does so by drawing in 
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particular on Dweck's (1986) social-cognitive model of achievement motiva-
tion, and on Dweck’s (1999) view of ‘self-theories’. Dweck proposes that 
people have differing views about their own abilities: some believe that their 
abilities are innate and relatively fixed, such that there is little that can be 
done to change them: one either is or is not good at maths, for example, so 
that completing homework and engaging in practice exercises will do little to 
help. Others, on the other hand believe that the work they do can influence 
their abilities. 

This means that whether or not children think they are any good at maths, 
languages, sport or indeed music may be just as, if not more, important than 
their actual level of ability. This may be particularly important for pupils who 
have the idea that they are ‘unmusical’, perhaps because of an unwitting 
remark by a teacher, parent, or another pupil: this perception could lead to a 
downward spiral of not trying, therefore becoming less able, therefore trying 
even less, and so on. In other words, children actively construct their own 
musical identities, and these can determine skill, confidence and achieve-
ment. 

Perhaps the single most important issue in music education across the 
globe today is the difference in the importance to pupils of ‘school music’ 
and music outside school. Pop music not only plays a central role in the life-
style of most teenagers, but also constitutes a ‘badge of identity’ for many of 
them (see e.g., Tarrant, North, & Hargreaves 2000). The distinction between 
‘home’ and ‘school’ music is undoubtedly important: and another influential 
idea is that of the ‘third environment’, which exists outside the school and the 
home. This refers to contexts in which musical learning takes place in the 
absence of parents or teachers (e.g., Heath 2001). These could be places such 
as garages, youth clubs, or public places: but they could also be one’s bed-
room, or even a school classroom, if no formal activity or adult supervision is 
involved. 

These contexts of music-making—school, home, or ‘third environment’—
may well determine its authenticity for young people, and a key factor which 
is closely associated with different contexts is the level of autonomy and 
control which they provide. School music tends to involve the teacher’s con-
trol of the curriculum, and of the direction of activity, whereas music out of 
school usually involves far more autonomy and ownership on the part of the 
learner. Boal-Palheiros and Hargreaves (2001) showed that 9-10 and 13-14 
year-old pupils in the UK and Portugal associated school music listening with 
motivation for learning, being active, and the content of particular lessons, 
and home music listening with enjoyment, emotional mood and social rela-
tionships. 
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Research study: Investigating musical self-concepts  

Along with my colleagues Alexandra Lamont, Mark Tarrant, and Nigel Mar-
shall, I carried out some research on English children’s perceptions of their 
own musical abilities in the context of similar questions about art and design, 
dance, and drama (see e.g., Hargreaves 2004). One part of this was a focus 
group study in which data were collected from 50 focus groups of pupils aged 
between 7 and 14 years, with approximately four pupils in each: from six 
primary and eight secondary teachers with responsibility for the arts; and 
from four focus groups of parents. 

Amongst other questions, we asked these groups of pupils, parents and 
teachers: ‘What is it to be good at music?’ We found that the pupils identified 
performing skills (‘playing instruments’, ‘playing properly’) as being most 
important, as well as a number of different aspects of musical knowledge. 
These included ‘knowing different rhythms and beats’, knowing about musi-
cal notation, knowing about instruments, and being able to listen and under-
stand, and to give answers to questions about music. Other aspects of being 
good at music included creativity, having talent, breadth of knowledge 
(‘know all the songs’, ‘play all the notes’), and the ability to teach others (‘to 
help others’, ‘to show people how to do it’). 

Perhaps unsurprisingly, teachers tended to emphasise skills and achieve-
ments specified in the National Curriculum. These included abilities such as 
keeping/clapping a rhythm, recognising differences in pitch, carrying a tune, 
having good listening skills, having good rhythm and pulse. The ‘basic skills 
of music’, being able to teach other pupils, and take the lead in a group were 
also mentioned as being important for different year groups. For secondary 
school pupils, teachers were likely to refer to comparison and progression: 
e.g., ‘high ability, more than the average’, ‘always reaching learning out-
comes and going beyond them’. ‘Working well in lessons’ and ‘initiating 
musical activities for themselves’ were activities also seen as important. The 
parents focused mainly on playing an instrument and having instrumental 
lessons as the most important aspects of being good at music, and secondary 
school parents emphasized passing exams. 

Overall, there was a strong tendency for all of our respondents to con-
ceive of musical ability and achievement in terms of specific performance 
skills, and musical knowledge. There were fewer references to general per-
sonal skills and attributes (e.g., creativity, motivation, expressivity), and still 
fewer references to social skills (e.g., teamwork, collaboration). 
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Conclusion 

This chapter has shown how social contexts can shape children’s musical 
self-perceptions, which can exert a powerful influence on their musical learn-
ing and creativity. If musical experiences are positive, they have the potential 
to promote well-being and positive self-esteem. Following self-determination 
theory, we can see that the cognitive and motivational dimensions of cre-
ativity, which are expressed in particular social contexts, jointly produce 
positive emotional outcomes (i.e., subjective well-being). The next stage for 
research in this field is to investigate the psychological mechanisms under-
lying these relationships. 
 
Note: This chapter draws on some material that appears in other publications by the author, who 
would like to acknowledge these sources as follows: Hargreaves, D.J., & Marshall, N.A. (2003). 
Developing identities in music education. Music Education Research, 5(3), 263–273; Har-
greaves, D.J. (in press, 2011). What do we mean by creativity and creative thinking? In H. 
Fumoto, S. Robson, S. Greenfield & D.J. Hargreaves, Creative thinking in young children. 
London: Sage. 
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Abstract 
 
The aim in this article is to examine Spanish primary school student teacher’s conceptions 
about their creativity. The students’ (N=44) responses to an open questionnaire have been 
analysed with these questions 1. How are you creative? 2. How was your creativity noticed 
at school? 3. How could you foster creativity in the future as a primary school teacher? The 
analysis was carried out phenomenographically (Marton 1986; Uljens 1989) and by classifi-
cations. Interpretation of the data is discussed in relation to Gardner’s theory of multiple in-
telligences (1983; 2006) and creativity conceptualizations. The results suggest that students’ 
creativity was little promoted at school (mostly within visual arts), which is reflected in stu-
dents’ current conceptions of their creativity, but not in their future ideas of how to foster it. 
The results are discussed especially in relation to primary music education that has been 
shown to have a contradictory relationship to creativity issues. The implications for teacher 
education are also considered. 
 
Keywords: Spain, primary education, music education, creativity, student teachers, concep-
tions of creativity, self-perception, beliefs 
 
 
 

Introduction  

Being creative is seen as a crucial 21st-century skill (Azzam 2009) essential 
for the economy (Florida 2002) and important on societal and personal levels 
in many ways (Sternberg & Lubart 1999, 3; Csikszentmihalyi, 1997a, 322). 
The topicality of creativity has been noticed in general level aims (e.g., EYCI 
2009, NACCCE 1999) as well as in primary school curricula (e.g., National 
Curricula of Spain 2006; Finland 2004; UK 1999). Thus, creativity is viewed 
as a ‘good thing’, worth reaching for and considered more than ever, as a 
fundamental value emphasising an underlying view of the environment’s 
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influence. According to Riaño (2006, 156): “Educating for creativity is to 
educate for change and to develop people rich in originality, flexibility, future 
vision, initiative, confidence, risk-loving and ready to face the obstacles and 
problems they have in their school life and daily, besides to offer tools for 
innovation.” 

The challenge then becomes to actualise these generally accepted ideals. 
Considering the nurturance of primary school pupils’ creative potential, the 
teachers are in a crucial position for their conceptions contribute to the ways 
they view students’ creative possibilities. Here the lens focuses on the teach-
ers and their values, beliefs, cognizance, and experiences of creativity, which 
are known to affect their acts. Thus, the importance of awareness of beliefs, 
conceptions and values is crucial because either being known or hidden they 
shall influence the realisation of practices. In Estelle Jorgensen’s view (2008, 
16): “All that we do as musician-teachers is driven by matters of value and 
the particular things that we prize”. Even if one values something—be it 
creativity or something else—it may be difficult to realise if one’s experi-
ences, current capability beliefs and future thoughts entail opposite values. 
Thus, the ways in which teachers organise their practices are primarily influ-
enced by what they have experienced, what they know and believe. There-
fore, research on prospective teachers’ conceptions of creativity is needed, as 
called for by Kampylis, Berki, and Saariluoma (2009); teachers’ conceptions 
of creativity should be taken into consideration in any educational pro-
gramme. Student teachers’ creativity conceptions and beliefs have been stud-
ied earlier by Diakidoy and Kanari, (1999); Kampylis et al. (2009); Seng, 
Keung, & Cheng (2008); Crow (2008), and Newton and Newton (2009); 
these studies suggest that it is possible to support creativity at schools. 

When it is agreed that creativity has to be enhanced in all students, it may 
show itself in multiple ways. One way to approach it is with Howard Gard-
ner's (1983; 1993; 1999; 2006) theory of multiple intelligences (MI) in which 
he conceptualises that people can be intelligent in a variety of ways. Gard-
ner’s (2006, 6–24) MIs were originally: 1) linguistic (e.g., writing a poem or 
a short story); 2) logical mathematical (e.g., solving a logical or mathematical 
proof); 3) spatial (e.g., getting the "lay of the land" in a new city); 4) bodily-
kinesthetic (e.g., athletics or dancing); 5) musical (e.g., composing or playing 
an instrument); 6) interpersonal (e.g., finding an effective way to understand 
or interrelate to others); 7) intrapersonal (e.g., achievement of a high level of 
self-understanding), and lately also 8) naturalist (e.g., awareness of complex 
patterns in the natural environment). These intelligences can be used in a 
variety of ways, including but not limited to creative ways (Sternberg & 
O'Hara 1999, 254). Considering creativity conceptions, it is also crucial 
whether creativity is connected to high-level efforts and achievements (C-
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creativity) or to everyday activities that are within everyone’s capabilities 
(e.g., Csikszentmihalyi 1997a; 1997b).  

In this article we examine student teachers’ creativity conceptions. Fur-
thermore, we shall address creativity conceptions through our special interest 
in primary school music education, in which the realisation of creativity is 
contradictory, education having been widely based on reproduction (e.g., 
reproducing the creative works of others) whereas creative approaches (e.g., 
including pupils’ own musical creation) are seen as time-consuming and 
challenging (Muhonen 2010a, b; Muukkonen 2010; Jorgensen 2008; Crow 
2008; Dogani 2004; Burnard & Younker 2002; Drummond 2001).  

Creative music activities are connected to and can be implemented in 
many different fields of music education, for instance when playing instru-
ments, singing, performing, and moving to music. Thus, creativity is possible 
in teaching and learning overall (Ruismäki and Tereska 2008). Ruismäki and 
Tereska (2006) accentuate the importance of early childhood musical experi-
ences, because even at an adult age they still significantly correlate with both 
the individual's musical progress and self-concept in music, and at the same 
time they are part of a person’s total personality. Emphasising the importance 
of early childhood musical development, Ruismäki et al. (2010, 128) also 
raises the question “whether musically-speaking it is not the most important 
period in an individual’s life”. The right to good music education is a right 
for every child: it is a responsibility of all teachers and teacher educators to 
offer this to their students, state Ruismäki and Ruokonen (2009) while exam-
ining the children’s rights declarations (CRC 1989) in relation to the rights of 
children in the field of music education. Huotilainen (2010), speaking from a 
neuroscientific perspective, also outlines some basic facts showing that pro-
tecting children’s right to music simultaneously protects children’s right to 
intellectual development and well-being.  

Thus, while examining student teachers’ general creativity conceptions, 
our specific questions in this article are whether music been taught creatively, 
and how it shall be taught in the future. Firstly, we will begin by explaining 
the status of music in the Spanish education system, and then present the 
results of students’ overall creativity perceptions. Immediately after, we con-
clude by examining the results, comparing musical creativity in relation to 
creativity in a wider range and considering the implications for teacher edu-
cation. 
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Creativity and Music in the Spanish primary school system 
The Spanish primary curriculum 

Spain has adopted a new Education Act (LOE, Ley Orgánica de Educación 
2006) which sets the core curriculum or the basic aspects of the curriculum 
for all educational stages. The focus in this article is on the primary education 
curriculum for children ages 6–12 comprising three two-year cycles organ-
ised into distinctly holistic and inclusive subject areas such as artistic educa-
tion, mathematics, foreign language, and physical education. The law estab-
lishes the minimum educational rules (National Core Curriculum of Spain 
2006), and each autonomous subject area develops this law to suit its own 
features and characteristics.  

In the LOE fostering creativity from an early age is emphasised, and the 
concept is present throughout the curriculum starting from the overall goals. 
One of the general objectives is: “to develop individual and team work habits, 
effort and responsibility in their studies as well as attitudes of self-confi-
dence, critical thinking, personal initiative, curiosity, interest and creativity in 
learning” (National Core Curriculum 2006, 43054).1 The so-called cultural 
and artistic competence includes bringing divergent and convergent thinking 
skills into action fostering “initiative, imagination and creativity . . . ” (ibid., 
43061). Similarly, this competence “implies an appraisal attitude of the cre-
ativity that is implicit in the expression of ideas, experiences and feelings 
through different art media, such as music, literature, visual and performing 
arts” (ibid., 43062).  

In addition, creativity is mentioned in the development of other skills such 
as personal autonomy and initiative related to “being able to imagine, engage, 
develop and assess individual and collective actions and projects with cre-
ativity, confidence, responsibility and critical sense” (ibid., 43063). Changes 
in teaching methods are proposed to promote the acquisition of knowledge 
and skills applicable for the integration of Spanish graduates in the European 
labour market. Changes in assessment systems are also proposed to improve 
the teaching quality.  

In the case of the Spanish primary school, music is a subject taught by 
specialists, who acquire their education at University as music subject teach-
ers in Primary Education. At school, children are given two hours per week 
of artistic education; only one hour is dedicated to music. The curriculum of 
primary education is divided into various areas. Musical language is inte-
grated with visual language, and is part of the Art Education Area. Both lan-
guages are articulated into perception, related to the development of sensory 

                                                             
1 Translations of the Spanish curriculum were made by the 2nd author of this article. 
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recognition capabilities including visual, auditory and physical, and expres-
sion, related to the expression of ideas and feelings through the knowledge 
and use of different codes and techniques. The contents of dance and theatre 
are also incorporated within this area.  

Therefore, an opportunity to organise interdisciplinary activities or pro-
jects is provided by the curriculum in Spain. Interdisciplinary projects open 
universes of discourse related to the areas of knowledge involved, not to 
mention other aspects that are an intrinsic part of the creative process: cogni-
tive, personal, social and curricular. Riaño (2009a; 2009b; 2010) highlights 
that interdisciplinary and creative experiences carried out within the school 
curriculum offer benefits for all the people involved because the creative 
process works in various directions: between teacher-student, student-teacher, 
student- group, group-group, etc.  

If only creation is present in the curriculum, Alsina, Díaz, Giráldez, and 
Ibarretxe (2009) highlight the gaps existing between curricula and the de-
mands of everyday life in the classroom, with new emerging realities, so 
creativity is also important to connect in everyday life. Immigration, media 
culture, the current European frame, the balance between genders, the inter-
disciplinary view, the use of information and communication technologies 
are some of the issues discussed by these authors. Speaking especially of 
music, Díaz (2007) stresses the importance of how teachers address the curri-
culum suggesting approaches: “that encourage the students to want to know 
the theory of music language and the instrumental technique, to know how to 
listen to themselves and others, to learn how to develop their critical thinking 
and creative capacity” (ibid., 22). Díaz further proposes that music should be 
primarily active, and that music teachers should encourage students to try to 
compose and to perform, promoting their development, and that the teacher 
should “try to prevent the student from being inhibited or losing interest” 
(ibid.). Since the curriculum emphasises creativity, and the teachers do not, 
what is it the situation with teacher education in Spain?  

 
The Spanish primary teacher education curriculum 

The programme of Primary School Teacher education in Spain comprises 
240 European Credits (ECTS) that are composed of compulsory subjects, 
elective subjects, a practicum and the graduate thesis. The programme has to 
include at least the modules of basic formation (60 ECTS), didactic discipline 
containing different blocs referred to the teaching and learning of experi-
mental sciences, social sciences, mathematics, languages, visual and music 
education, and physical education (100 ECTS), and a practicum (50 ECTS).  
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In this article, we focus on the specific case of Cantabria University, 
which has in its didactic discipline module, “Didactics of Music in Primary 
Education” (6 ECTS). It includes: theoretical class hours (39 hours); class-
room teaching practice (21 hours); tutorials (7 hours); assessment (8 hours); 
group work (30 hours), and individual work (75 hours). Student teachers 
learn to play Orff instruments, and they also engage in creative group produc-
tions, such as creating songs, rhythms or musical games. Student teachers 
also receive theoretical training about the didactic of music. Considering that 
the number of students is high (65 students in each classroom), perhaps the 
main inconvenience is that practical activities are very difficult to develop 
with everyone. Thus, many activities are organized in small groups (5 to 8 
members). 

The general competences in teacher education, according to the Decree of 
Official University Degrees of Primary Education Teacher (2007) concerning 
music, include: a) understanding the principles that contribute to the cultural, 
personal and social formation of the arts; b) knowing the school curriculum 
of artistic education, in visual, musical and audiovisual aspects; c) acquiring 
the resources to foster lifelong participation in musical and visual activities 
inside and outside school, and d) developing and assessing the contents of the 
curriculum by means of appropriate didactic resources and promoting the 
corresponding skills to the students (ibid.). Although creativity is not men-
tioned explicitly in the Decree, it is an underlying element of the general 
competences. Each Spanish university has elaborated its study plans corres-
ponding to the aforementioned Decree. Concerning the Didactic Discipline 
module, and concretely the Music and Visual Bloc, within the Spanish uni-
versities there is no unified criterion concerning the contents or the academic 
courses along which to teach; each university has a different number of 
ECTS credits, and the courses may have different contents. 

 

Research design: methods and analysis 

The aim in this article is to examine Spanish primary school student teachers’ 
conceptions about their creativity. What were their early school experiences 
like, and was their creativity nurtured? What are the student teachers’ current 
conceptions of their creativity? What are the student teachers’ conceptions of 
possible ways to nurture pupils’ creativity? For data collection, a question-
naire of three open questions was completed by 44 of 62 (18 students were 
away) third-year, primary school student teachers (70.9%) enrolled in music 
studies at the University of Cantabria, Spain in October 2009. The questions 
were:  
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1. How are you creative? (students’ conceptions of creativity, both in the 
manner and degree).  

2. How was your creativity noticed at school? (the degree and the ways 
in which their creativity appeared)  

3. As a primary school teacher, how could you foster creativity in your 
future pupils? (the potential or capacity to develop creativity in chil-
dren)  

 
Through these questions we also seek answers to more general questions: 
Does the number and quality of creative experiences during their time at 
school have a relationship to a) the creative self-perception in adulthood 
(creativity degree) and b) the future projection as a promoter of creative ac-
tions and situations in the educational context?  

In the data analysis, the first classifications were formulated from the stu-
dents’ (N=44) answers without trying to force them into already existing 
classifications. This is the interpretative stance adopted in the method of 
analysis in the framework of phenomenography (Marton 1981; 1982; 1986; 
Marton & Pang 1999; Uljens 1989; 1992) where other persons’ different 
conceptions, mental meanings through utterances (words, text, talk, etc.), are 
the focus of interest. The aim of the analysis was to present the qualitative 
variation of how 44 student teachers described their relation to creativity 
issues. Therefore, each person’s answer could include several different con-
ceptions about the topic (the ways they perceive), and they were documented 
in different categories. Phenomenography can be a suitable tool when the aim 
is to capture the student’s point of view and determine the different ways in 
which the students conceptualised their perceived creativity and their creative 
experiences during school. Finally, from their conceptions, we hoped to learn 
how they feel they could support pupils’ creativity as future teachers. We also 
used a classification in which one person belongs to one category only (e.g., 
in question no. 1 when doing an analysis of the degree of perceived creativity 
from ‘not creative to highly creative’).  

Following the lines of phenomenographic research, we did not use pre-
conceived classifications (Larsson 1986, 23). Instead, we can speak of the-
ory-bonded data-origination where we began from the data-originated search 
and at the final stage of the analysis when building the main categories from 
the data we have conscientiously searched for support from theories. We 
were particularly interested in the conceptualisations on Howard Gardner's 
theory of multiple intelligences (1983; 1993; 1999; 2006) which provided 
one possible way to reflect teacher students’ creativity perceptions. Creativity 
conceptualisations and previous research were also important tools when 
forming the more general level results. Thus, the aim in the analysis has not 
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been to build statements of reality, but to describe and analyse conceptions of 
reality; in the first phase there were students’ concrete experiences, in the 
second phase their written conceptualizations of their experiences (e.g., of 
their ways of being creative), and in the third phase the researcher's interpre-
tation of those conceptualisations. While classifying the data, two different 
classifiers arrived at parallel classifications; this agreement enhances trust-
worthiness.  

 

Results and discussion 

In this section, we present and discuss the results concerning our three re-
search questions answered by 44 Spanish primary school student teachers. 
The students’ answers to both the first (How are you creative?) and second 
question (How was your creativity noticed at school?) had two parts: first a 
general description, then an explanation, which are presented in the follow-
ing. The third question (How could you foster creativity in your future stu-
dents as a primary school teacher?) inspired a variety of responses.  

 
Question number 1: How are you creative?  
In response to this question, the students described the creative abilities they 
perceive they possess; hence, their answers also reflect their conceptions of 
creativity in general. Almost all of the students started their descriptions by 
describing themselves in a general way such as: I’m not very creative (e.g., 
students 7 & 14), and I’m sometimes creative (e.g., students 19 & 27). Only 
then, did they continue to describe the ways and situations in which their 
creativity showed up more specifically.  

When the students perceived themselves being creative, the results co-
incided with Csikszentmihalyi’s (1997a) conceptualisation of small-c cre-
ativity (creativity possible for all), and no capital C mentions referring to 
high-level creativity, related to a person who has produced significant cre-
ative products accepted within the society were found. The students’ views of 
creativity were more pragmatic, and connected to everyday life situations 
than to high levels or to the mystical views of creativity. 

From Spanish students answers to the question of How are you creative? 
two main categories were constructed where A. Everyday creativity (60.3%) 
and B. Artistic creativity (39.7%) were differentiated. See (Figure 1).  
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Figure 1. Main categories of student teachers’ responses to the question: How are you 
creative?  

 
The main category A. Everyday creativity could be classified to contain sub-
categories A1) interpersonal, A2) intrapersonal and A3) naturalist dimensions 
(Figure 2).  

 

 
 
Figure 2. Everyday creativity.  
 
Subcategory A1) Interpersonal creativity, related to social relations was pres-
ent in 86.3% of he answers (Figure 2). Gardner (2006, 15) clarifies that 
“interpersonal intelligence builds on a core capacity to notice distinctions 
among others–in particular, contrasts in their moods, temperaments, motiva-
tions, and intentions”. The students’ descriptions of the ways that their inter-
personal creativity occurred were related 1) to activities with children 
(55.3%), e.g., “When I prepare activities to do with children.” (student 13), 
2) to general relationships (26.3%), e.g., “When I’m with my group of 
friends.” (student 1), 3) to teamwork (18.4%), e.g., “As a student when I do 
work for different subjects and I contribute in a work group”(student 13). 
That interpersonal creativity was strongly presented in students’ conceptuali-
sations seems natural, for a teacher’s work is largely based on interactive 
skills. Moreover, Spanish student teachers are engaged in their training pro-
cess in many other group activities. 
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Subcategory A2) Intrapersonal creativity conceptions, referring to achiev-
ing a high level of self-understanding (Gardner 2006, 16), were found in 
11.4% of the answers, e.g., “I feel creative when I convert memories into 
feelings. I take an old picture, and although it is months or years before, I 
can express how I felt in that moment.” (student 28). Intrapersonal ways of 
viewing creativity were not strongly present perhaps because the students 
either did not feel this way, or it was not a natural way for them to relate to 
creativity.  

Subcategory A3) Naturalist creativity, as in seeing complex patterns in 
the natural environment (Gardner 2006, 19), was found only faintly in two of 
the answers, and even then was related to other areas. This was described as: 
“I consider myself a creative person because I embrace some areas, music, 
painting, outdoor activities …” (student 21) and “I’m usually creative in 
areas such as visual, knowledge of the environment and language …” (stu-
dent 44). It seems, as it was the case in the intrapersonal creativity category, 
that also in the naturalist creativity category the students either did not feel 
themselves creative or did not connect creativity to this area. 

The main category B. Artistic creativity was strongly present in students’ 
answers and is also often linked to creativity issues in everyday thinking. 
This category consisted of four subcategories, namely visual, musical, lin-
guistic and kinesthetic creativity (see Figure 3).  

 

 
 
Figure 3. Artistic creativity.  
 
In subcategory B1) Visual creativity was clearly most presented, in 41.5% of 
the answers, e.g., “I am a good painter” (student 31). Although visual cre-
ativity is not directly one of Gardner’s intelligences–but includes utilisation 
of spatial (visualising an object from different angles), and kinesthetic intelli-
gence (producing new products)–it was so clearly present in the data that it 
was chosen to be a separate subcategory. Subcategory B2) Musical creativity 
was referred in 24.1% of the students’ answers, and was noted in expressions 
such as: “I compose my own songs” (student 4), and “When I play musical 
instruments” (student 21). Subcategory B3) linguistic creativity was pre-
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sented in 24.1% of the descriptions having the same percentage as musical 
creativity. It was presented as: “All my creativity is expressed through po-
etry” (student 7). Finally, subcategory B4) kinesthetic creativity e.g., “When I 
express myself through body movement” (student 39) was mentioned in 
10.3% of the answers. Thus, comparing the results to Gardner’s (2006) 
multiple intelligences, all forms of creativity except logical-mathematical 
were found in students’ responses concerning their creative self-perceptions. 
Some of them (e.g., interpersonal and musical) were clearly occurring, 
whereas some categories included two (or more) features of Gardner’s classi-
fication.       

Although the answers to the first question How are you creative? referred 
to the ways in which students’ creativity was expressed, it was also possible 
to formulate the degree of the self-perceived creativity. Thus, five categories 
have emerged on a scale of 1–5 from not creative at all to very creative. As 
Figure 4 shows, teacher students’ perceptions of their creativity slightly 
leaned towards the ‘not creative’ side as the students often had a lower esti-
mation of their creative capabilities.  

 

 
 
Figure 4. Self-perceived degree of creativity. 
 
Most commonly the students stated that their creativity occurred occasionally 
(38.6%), depending on the situation. Of all the students, 4.6% did not con-
sider themselves creative at all, and 34.1% considered themselves to be very 
little creative. At the other extreme 18.1% of the students considered them-
selves to be fairly creative and 4.6% saw themselves as very creative. These 
answers correspond closely to a normal distribution curve even though the 
data is relatively small. When stating themselves as not being creative, the 
students referred to their overall being “I am totally pragmatic” (student 
34),” I don’t have the skill for it” (student 15),” or even “I am fairly shy” 
(student 20), a statement which reflects the belief that creativity seems to be 
related to creative expression and the fear of showing it. There were also 
references to the demands of student life: “In everyday life I don’t need to be 
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creative” (student 23). Some of the answers referred to the students’ learning 
environments: “We don’t have opportunities to be creative” (student 23) or 
“I don’t have opportunities to show it” (student 16); these comments suggest 
possible needs for developing practices in teacher education. 

 
Question number 2: How was your creativity noticed at school? 
Students’ answers to this question reflected personal school experiences 
interconnected to students’ conceptions of creativity. It is remarkable, that 
77.2% of the Spanish students stated that their creativity was never (41.2%), 
or hardly ever (36.0%) noticed at school as illustrated in Figure 5. Lack of 
creative school experiences has also been reported in Kampylis et al. (2009, 
23) where Greek prospective (75.8%) and in-service teachers (74.3%) shared 
the view that the primary school does not offer many opportunities for stu-
dents to manifest their creativity. Diakidoy and Kanari (1999) also reported 
that 89.8% of the Cypriot student teachers saw that there are few opportuni-
ties in schools for students to exhibit their creativity. However, 22.8% of the 
Spanish students saw that their creativity was very often noticed at school.  

 

 
 
Figure 5. Degree of creativity noticed at school. 
 
When the students stated that their creativity was noticed at school, it was 
connected to artistic subjects–in Gardner’s MI referred to as musical, spatial, 
and linguistic areas–whereas logical mathematical and interpersonal areas 
were not mentioned (Figure 6). In our finding teacher students reported that 
their creativity was most noticed in the arts; this result was also found in the 
following research: in Diakidoy and Kanari (1999), where creativity was 
more likely to be manifested through artistic and literary endeavours;in Da-
vies et al. (2004), where trainee teachers saw Arts and Design subjects as the 
most creative school subjects ;in Kampylis et al. (2009, 24) where“artistic” 
school subjects (Theatre Education, Arts Education, and Music Education) 
were in the top positions. This seems understandable, for the majority of the 
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general population connects creativity primarily with the arts (Sawyer 2006). 
However, creativity is not restricted to a few subjects; the whole curriculum 
offers opportunities for its development (e.g., Craft 2006).  

 

 
 
Figure 6. Areas where creativity was noticed at school.  
 
Looking more closely at the differences between art forms, it was notable, 
that during Spanish teacher students’ own schooling creativity was most 
often said to have been noticed within visual arts (37.3%), e.g., “I don’t re-
member a lot of moments at school when my creativity was developed unless 
in my artistic visual lessons” (student 1). Linguistic creativity was referred to 
the next most often (11.7%), e.g., “Where we could more express our cre-
ativity was during the language class, when we were asked to make up tales 
and … poems …” (student 8). Musical creativity was mentioned in 9.8% of 
the answers, e.g., “It may be that creativity showed up in some group activi-
ties, such as dressing up, painting a mural or creating a song” (student 36). 
Visual creativity (37.3%) was thus noticed nearly four times more often than 
musical creativity (9.8%). This seems to confirm that Spain has a stronger 
teaching tradition in visual arts than music, the latter being mainly based on 
reproduction. Very similar results were found among Spanish primary school 
pupils by Díaz (2009).  

 
Question number 3: How could you foster creativity in the future as a pri-
mary school teacher?  
Despite the lack of creative experiences (77.2% of the students stated that 
their creativity was noticed hardly ever, little, or not at all) during their years 
at school, Spanish teacher students mercifully all found ways of supporting 
their future pupils’ creative abilities; the students saw that fostering creativity 
is involved in their future work as teachers. The same result was found in 
reports from Greek prospective and in-service teachers where there was a 
nearly total agreement that their role as teachers involves the facilitation of 
students’ creativity (Kampylis et al. 2009, 25).  
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Spanish student teachers thus clearly saw the multiple possibilities and 
believed that creativity can be promoted at school. At the same time, they 
implicitly agreed with student teachers in Cyprus (Diakidoy and Kanari 
1999) that creativity can be developed, and thus connected creativity as a 
general ability that can be promoted, taught and learnt in primary school. As 
the subjects in Crow’s (2008) study, the Spanish students’ responses concern-
ing how to foster creativity in future pupils at school were also related to 
planning, teaching practices, and motivation. In both studies there appeared 
to be “a lot of potential good practice in view” (Crow 2008, 378). It seems 
that the Spanish students’ lack of previous creative school experiences had 
not influenced them in negative ways, at least on the theoretical and concep-
tual levels, in their future capability as creativity promoters. These results are 
also in line with those of Diakidoy and Phtiaka (2001) who reported that 
98.0% of the Cypriot teachers believed that it is within teachers’ capability to 
facilitate students’ creativity. Our findings seemed to be quite constant. 
Whereas in Kampylis et al. (2009) teachers and teacher students’ creativity 
conceptions were more contradictory; on the one hand, the vast majority of 
the participants believed that creativity can be developed in everyone, but, on 
the other hand, half of them still believed that only a few charismatic students 
have the “gift” of creativity (ibid., 25). Although, this was not directly asked 
in our Spanish research questions, a belief in the individual’s creative poten-
tial could be implicitly understood from the students’ responses. 

From Spanish students’ variety of ideas of how to foster creativity in chil-
dren, three main categories, each including several subcategories, were 
formed: fostering creativity A. through subject issues, B. through practical 
pedagogical issues, and C. through humanistic relationship. Most of the 
suggested ideas of how to foster creativity in their future pupils belonged to 
the last category.  

In the main category, A. fostering creativity through subject issues, five 
areas of Gardner’s MI could be distinguished: musical, visual, bodily kines-
thetic, linguistic and naturalist. Both spatial and bodily kinesthetic intelligen-
ces have an important role in the visual arts; the latter was chosen for the 
name of this subcategory because it was the term the students used in their 
responses. In contrast, in 13.5% of the responses, students declared that they 
will foster creativity through all the subject areas. It is very interesting to 
remark that in this question music appears in the first place (35.1%), being 
mentioned almost twice as often as visual art (18.9%). Compared to students’ 
own school experiences in these subjects as presented in question number 2 
(visual creativity was mentioned to have been noticed at school in 37.3% and 
musical in 9.8% of the responses), the situation now appeared to have been 
reversed, which is encouraging from a music teaching and learning perspec-
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tive, unless students were saying what they thought was the “right thing to 
say” in the questionnaire responded to in the music classroom. 
 

 
 
Figure 7. Fostering creativity through subject issues.  
 
The main category, B .fostering creativity through practical pedagogical 
issues (see Figure 8), included the following pedagogical and methodological 
subcategories: B1) Fostering creativity through games (in 36.6% of the men-
tions); B2) Meaningful ways of learning (24.4%) including mentions like fun 
ways of learning, significant learning, learning through holistic and small 
projects; B3) No assessment of pupils’ productions (17.1%), e.g., “… com-
parisons shouldn’t be made, no one is better than anyone else …” (student 
10); B4) Increasing motivation (14.6%) e.g., “The first thing to achieve is 
that they are motivated and they participate in every moment …” (student 
38), and B5) Learning without books (7.3%).  
 

 
 
Figure 8. Practical pedagogical issues. 
 
Finally, the last and most-mentioned main category was entitled, C. fostering 
creativity through humanistic relationship (see Figure 9) which in many parts 
interconnects to Gardner’s interpersonal intelligence area and relates to social 
relationships. This category contains these subcategories: C1) Pupil as an 
active agent (33%), e.g., “that they take an active role in the activity …” 
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(student 23); C2) More freedom in learning (34%), e.g., “The most important 
to me is to give them freedom” (student 23); C3) Group activities (17%), e.g., 
“The best thing would be that they work a lot in groups, where everyone 
could contribute with an idea and everyone could say something original” 
(student 28); C4) Teacher respect and confidence (14%), e.g., “Each pupil is 
unique, and for this reason each pupil’s ideas and productions should be 
respected … (student 10), and C5) Classroom climate (2%). Most of the re-
sponses contained one of or more of the subcategories of the first three sub-
categories of C1) Pupil as an active agent, C2) More freedom in learning, and 
C3) Group activities. 

 

 
 
Figure 9. Humanistic relationship. 
 
It is notable that students’ ideas on fostering creativity include neither logi-
cal-mathematical nor intrapersonal areas. Interpersonal creative skills were 
not noticed in students’ former school recollections, but were stated in stu-
dent teachers’ future visions; for example, group activities were often em-
phasised which implies that students have interpersonal skills and cognizance 
of others. However, the students did not mention intrapersonal creativity in 
any aspect. Yet, it may be argued, that both inter- and intrapersonal areas are 
essential skills in education as students must know themselves and be con-
siderate of others. 

Our more general question, Did the number and quality of creative ex-
periences during students’ times at school have a relationship with a) cre-
ative self-perception in adulthood (creativity degree) and b) the future pro-
jection as a promoter of creative actions and situations in the educational 
context?, can be answered as follows: an increase in the creative self-
perception in adulthood has been seen in relation to the creativity noticed at 
school (grade/amount), while the perception of creativity (the quality) has 
remained quite similar. There were also an increasing number of responses as 
to how to foster creativity in the future when compared to the students’ past 
experiences and present creativity perception. The change in quality was also 
notable; most students responded that they are going to foster creativity 
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through music though it was little noticed during their times as schoolchil-
dren: even if visual creativity was the most noticed area where their creativity 
had been noticed during their school experiences, learning or playing music 
was clearly the most stated way to foster creativity in their future jobs. 

 

Conclusion  

Students’ responses have several implications for teacher education. How-
ever, the results leave many open questions, for the data was relatively small 
(N=44) and generalisations are not to be made to other situations directly. 
However, the results give some lines for further research that may also be 
seen in other contexts. More research on student teachers’ creativity concep-
tions is needed.  

Firstly, seen from a wider perspective the results raise the question of how 
to help students recognise their own multiple creative abilities. As a student 
describes, the ways creativity is addressed matter: “… when someone orders 
or forces me to be creative, I can’t do it so well” (student 40). The statement 
underlines the meaning of reflection in teacher education and its practices. 
While Spanish teacher ‘ self-perceptions of their creativity differed–some did 
not consider themselves to be not creative at all–it can be argued, that every 
individual is capable of some creative action, when seen as a ‘basic human 
function’ as Vygotsky (1998, 15) suggests. According to this view, creativity 
straddles all life forms despite how ‘insignificant’ that would be compared to 
the creations of a genius (ibid.). This conception is crucial also in ‘little c’ 
creativity (e.g., Csikszentmihalyi 1997a). Although individual students may 
claim that they are not creative, or do not possess any creative capabilities, it 
can be argued that everyone has a position on a continuum between being a 
non-creative and highly creative person. If concepts of creativity are related 
only to high-level achievements, as in Csizentmihalyi’s big letter C-
creativity, one is less likely to perceive oneself as among those highly cre-
ative people. That addresses the need to inquire and deal more closely with 
what is meant by creativity, especially within education; as Sternberg and 
Lubart (1999, 7) suggest: “the definition and criteria of creativity are a matter 
of ongoing debate”. A person’s self-perception of his/her creative abilities is 
a continuing process. It is noteworthy, that many students saw themselves as 
having creative capabilities related to their actions outside the classroom, but 
saw that they had had only a few opportunities to utilise them in the school 
context and within their studies. This suggests that there is a growing need to 
offer opportunities for the students to show and foster their creativity during 
their studies. 
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Secondly, the results underline the meaning of supporting student teach-
ers’ creative capability beliefs–when first recognised–raising the question of 
how to utilise, and foster students’ varied and different creative abilities. The 
data highlighted the need to support students’ musical, logical-mathematical, 
inter- and intrapersonal creativity which were little or only slightly referred to 
in the data and had been least fostered during their times at school. As Span-
ish students had positive beliefs and ideas on how to implement creative 
music education despite their lack of creative musical experiences at school, 
in order to fulfil their ideals as creativity promoters in music, future teachers’ 
own musical skills need to be scaffolded since the teacher is often an active 
part of the activities and needs strong musical skills to overcome low levels 
of confidence (see, Mills 1989). The new Study Plan in Spain provides a 
great opportunity to offer a better education to the students, the future teach-
ers in primary education even if there are differences in the structure and 
contents given in the different universities. Although improvements could be 
foreseen for the future, the current gap exists between text and the reality in 
fostering creativity in Spain. More musical tools must be given to future 
primary school teachers if creativity is required in curricula and in the soci-
ety, and fostering creativity is set as an aim for music education both in Spain 
and elsewhere.  

Thirdly, our results raise the question of how to prepare future teachers to 
notice, utilise, and foster their future pupils’ different creative abilities and to 
prepare future teachers to educate creatively. This issue seems to be crucial 
especially in music as presented earlier in the text. In the Spanish curriculum 
of primary education, creativity is targetted in various ways. However, the 
current state of affairs in music education is of concern. The students’ re-
sponses indicated that their school music education contained few occasions 
for musical creativity. Yet, primary school teachers may find manifold occa-
sions for learning creatively together with their pupils and interlace subject 
matter. Thus, educating creatively, at all levels of education–in music or 
other subjects–needs constant attention and reflection on habits and practices.  

Hence, repeating the slogan of creativity and writing demands alone will 
not change the practices, particularly not without some concrete ‘input’, too 
(e.g., Muhonen 2010a). The practical realisation of fostering creativity rests 
on the shoulders of the teachers. What are the tools–in music and other sub-
jects–opened up to them in teacher education to implement creativity requests 
becomes crucial as well as the supportive resources in their future jobs. Pro-
moting creativity also requires that educators reflect on noticing, utilising and 
fostering their own ways of being creative. The future teachers are ready to 
take on the challenge: the students were sure that creativity must be present in 
their professional future and the vast majority believed that it can be fostered 
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in variety of ways. In one student’s words: “I think that all of us are creative 
in some aspect, since our future career needs us to be so; we must explore 
our creativity for them, for the pupils” (student 7).  
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Peculiarities of the development of interest in 

creative activity 
Maris Čačka and Aleksandra Slahova 

 
 
 
Abstract 
 
Everything, that interests a person and that is the subject of his/her interest, exists in the ob-
jective world. A person scoops a source of his/her interests from the surrounding world. In-
terest plays a great role in the development of every individual. Interest as a psychological 
phenomenon has been viewed and analysed frequently, and different viewpoints on its inter-
pretation exist. However, not enough investigations have been conducted into the formation 
of interests within creative activity in the pedagogical process. This article reflects the es-
sence of interest, the characteristics of cognitive interest, the definition of creative interest 
and features of the development of students’ interest; they are the future teachers of visual 
art, of artistic—creative activity. 
 
Keywords: visual art teacher, creative personality, interpretations of interest, creative ac-
tivity, creative interest. 
 
 
 

Introduction 

The changes and new processes in all areas of culture at the beginning of the 
new millennium oriented to national and general human values as well as the 
revival of the spiritual potential and art traditions in Latvia set requirements 
to educate a creative personality who will be an active participant in social 
and cultural changes in contemporary European society. The appearance of 
new technologies in art resulted in the growth of a number of art specialities, 
their prestige increased and the acquisition of these specialities became more 
complicated. Therefore, the main objective of higher teacher education today 
is the development of a harmonious, socially active and creative personality 
in the teachers of visual art, who have acquired comprehensive knowledge 
and the ability to contribute to self-development and self-education. 

Theoretical research proves that scientists consider interest one of the 
principal ways of increasing the effectiveness of any activity. Their works 
and monographs deal with the theoretical issues of the problem as well as 
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with identifying pedagogical conditions necessary for the successful devel-
opment of interest. 

Pedagogical practice testifies to the fact that interest contributes not only 
to obtaining better results, but also to changing the whole character of both 
study and creative activity; the latter, then, becomes active, independent, 
diverse, deeper and joyful. However, the research does not give sufficient 
heed to the conditions necessary for the development of interest in a creative 
activity. This absence has determined the aim of this research: to determine 
the peculiarities of the development of students’—the future teachers of 
visual art—interest in a creative activity. 

 
The research object: the development of personality’s interest. 
The research subject: the peculiarities of the development of students’, the 
future teachers of visual art, interest in a creative activity.  
 
To achieve the set objectives an aggregate of theoretical and empirical meth-
ods has been employed: the analysis of the theoretical research and question-
naire surveys of art students and art teachers. 

 

Characterization of Interest in Psychological and Pedagogic 
Research 

Human interest is as multiform as the surrounding world is, but out of this 
diversity of objects and phenomena only those which are important for the 
personality , which pertain to the development of individuality, are reflected 
in the interest of this personality. Most often interest relates to one’s profes-
sion or hobby. Interest can also be aroused by something that is liked or 
seems important. If anything is of interest, one is not indifferent, and, on the 
contrary, if one is indifferent to anything, one is not interested in it at all. If 
nothing is indifferent, this means that the object or its content is exciting, 
internally stimulating, evokes pleasant feelings and attracts attention (Peter-
sons, 1931, 16). Therefore, it is vital to find the job one really wants to do, at 
which a personality can develop and feel proud of the work done. However, 
this takes some time (Rubinstein, 1999, 525–526). Interest in certain content 
can be different; the content determines its social values. For instance, some 
people may have an interest in art, i.e., creativity, or may wish to create 
works of art, while some others may also show an interest in art, but actually 
only be interested in collecting pieces of art. These are not equal levels of 
interest. 
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The quality, content and sphere of application of interest are different. 
However, there is one common feature for all kinds of interest—this is the 
personality’s activity directed towards satisfying its own interest. The keener 
the interest is, the more active the personality’s activities will be. A positive 
result obtained from one’s activity (especially in a creative process) is a fur-
ther stimulus for the development of more intense interest. The creative fac-
tor develops a personality’s interest in a creative process, and contributes to 
the personality’s self-actualization. While developing, the personality chan-
ges and changes the surrounding world as well (Maslow, 1999, 22). 

Interest involves all mental processes—learning, memory, and thinking. 
By directing these processes through definite channels, interest, thus, stimu-
lates the personality’s activity. When a person is interested in work, he or she 
copes with it easier and performs more productively (Rubinstein, 1999, 526). 

Interest in something, e.g., in studies, art, music, technologies, sport etc., 
stimulates a person to engage in a particular activity. Interest should be de-
veloped purposefully (Krisko, 1999, 164). The different kinds of interest 
distinguished in the sphere of a personality’s activity are cognitive, artistic, 
musical, technical, sport, etc. Within the context of the research issue, we will 
be concerned with a more detailed characterization of cognitive and artistic 
interest.Cognitive interest is an interest in art and pertains to a creative ac-
tivity that cannot develop without having special knowledge of art and cre-
ative skills. 

The development of interest in both cognitive activity and creative ac-
tivity begins when we become aware of a social need for knowledge, when 
the desire for self-affirmation appears. When there is interest, any activity, 
especially a creative one, stimulates mental processes, gives an emotional 
uplift and provides intellectual satisfaction. Just the presence of interest is the 
central constituent of a creative activity (Izard, 2000, 136). In this respect, 
interest can be treated as an emotional phenomenon (Rubinstein, 1999, 526), 
because just the way art affects feelings, in the same way it can only be cre-
ated through feelings (Kandinsky, 1989, 34). 

Therefore, training for visual art specialities should be organized to main-
tain students’ interest in a creative activity, to develop their desire to study, 
their interest in a creative process and wish to constantly perfect themselves. 
According to C.R. Rogers (1994, 412) the principal creativity-stimulating 
motive is a person’s aspiration for self-realisation, for an opportunity to dem-
onstrate his or her abilities. 

Education has always been greatly concerned with the problem of inter-
est. Both in theory and practice an extensive experience in developing inter-
est has been accumulated; interest has become a special topic of investiga-
tion.The concepts “interest” and “cognitive interest” have been treated in 
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many different ways; however we did not find any research done on the con-
cepts of creative interest and interest in creativity. An analysis of the scien-
tific findings of different authors shows that the characterizations of interest 
quite often differ in very essential respects. 

The obtained information allows us to assert that in the research of vari-
ous scientists (Petersons, 1931,17; Schukina, 1971, 13; Morozova, 1979,11; 
Vygotsky, 1984, 19; Chaplin, 1985, 236; Markova, 1986, 29; Slahova, 1987, 
22; Karpova, 1994, 109; Students, 1998, 151; Rubinshtein, 1999, 525–526; 
Izard, 2000, 105) interest has been characterized as: 

• a personality’s disposition; 
• a sense of value; 
• an attitude to the object; 
• a tendency; 
• an emotional attraction and joy; 
• a form of expression, and 
• a motive or motivating state. 

 
The collected information concerning the definition of interest shows that 
there are different approaches to understanding interest. This research does 
not set itself the task to provide a comprehensive analysis of the concept 
“interest”. However, the pedagogical aspect, which the development of visual 
art speciality students’ interest in creative activity involves, requires a more 
solid base on which to rely while investigating this problem. 

According to several authors, interest, first, directly relates to needs and 
indeed, the interconnectedness between needs and interest is very compli-
cated. There exists the subtlest interdependency between interest and needs, 
but it does not mean that we can put the sign of equality between them. The 
notion “need” is wider than the notion “interest”. “Need” is a form of com-
munication with the external world, a source of the personality’s activity. 
“Need” appears as a want of a body for something that is outside it and is 
necessary for its vital functions. Need stimulates a personality to be active 
and develops his or her will power (Garleja, 2001: 56). Therefore, the place 
of needs and interests in a person’s life, must be considered in their intercon-
nectedness, the succession in which they appear: first needs and then interest. 
After needs have been satisfied, they are exhausted and disappear, while 
interest constantly develops and grows. When interest is satisfied it does not 
disappear, but arouses new interest, which corresponds to a higher level of 
activity, e.g., cognitive and creative (Grekulova, 2003: 108). 

Furthermore, needs give rise to a desire to possess the object, while inter-
est leads toan aspiration to acquaint oneself with it (Rubinshtein, 1999, 525). 



Peculiarities	  of	  the	  development	  of	  interest	  in	  creative	  activity	   35	  

Psychologists also emphasise the different emotional colouring that needs 
and interests possess, and which are manifested in the fact that without satis-
fying one’s needs life is difficult, while to live without interest is boring. 

However, the results of G. Schukina’s research may provide a more com-
plete characterization of the two concepts. She considers that interest, which 
derives from needs, manifests itself in the form of a need only when it is at 
the highest level of its development, when a person is in a state of constant 
search, when he or she feels anxious because the desire to know and be able 
to act is not satisfied. But this cannot be achieved by any person, be it a stu-
dent or an adult. Therefore, an attempt to reduce interests to needs is not very 
logical. 

Defining “tendency” in relation to the concept of “interest” does not pro-
vide a full characterization of “interest” either. Tendency is any positive, 
internally motivated attitude to some activity (Students, 1998, 164). Interest 
in anything—science, art, music, sport–induces to a corresponding activity. 
By this, interest evokes a tendency or turns into it. However, as the object 
towards which the activity is directed and the activity directed towards this 
object are closely interconnected and turn into each other, interest and ten-
dency are also interconnected, and this is why it is difficult to draw a line 
between them. 

From the multitude of opinions concerning the treatment of the concept 
“interest”, educators and psychologists give preference to two positions. The 
first group of authors defines interest as personality’s selective purposeful-
ness, the other group as the attitude. Personality’s purposefulness exerts an 
impact on a person’s life, activities and deeds. A person’s life is a constant 
activity determined by a system of deeds (Meiksane, 1998, 30, 87). Any 
personality’s deed is initiated by a definite aim, but a life deed, on the whole, 
is established by a system of current aims determining personal consistency 
of aim and purposefulness. A personality’s purposefulness arises from needs 
that serve as a basis for the motives for activity, i.e., they are a force inducing 
a person to set an aim and achieve it. One of such motives is interest. 

A leading motive of, for instance, a student would-be specialist in art, is, 
first and foremost, professional interest–a fixed, positive conscious attitude to 
the profession of an artist, which then develops into the purposefulness of 
personality directed to satisfying a desire to become a visual art specialist. 
Therefore, in our opinion, “attitude”, if used to define interest, will express 
the essence of interest most precisely (Morozova, 1979, 3; Slahova, 1987, 
22). The analysis of the research of literature on psychology and pedagogy 
shows that the definition of the essence of interest in a creative activity of 
visual art students should reflect: 
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• objective—subjective quality; 
• personality’s positive emotional attitude; 
• students’ creative activity, and 
• active acquisition of knowledge in art and the development of profes-

sional skills. 
 
Summing up the research material on defining the essence of cognitive inter-
est, and correlating the obtained information concerning the characterization 
of interest with a creative activity, we conclude that: “the visual art students 
interest in a creative activity should be defined as a positive emotional atti-
tude to an active acquisition of theoretical knowledge and professional visual 
art skills for practical implementation of creative tasks, which then develops 
into personality’s purposefulness directed towards mastering his profession” 
(Šļahova, Čačka & Volonte, 2005, 93). 

 

Peculiarities of the Development of Students’ Interest in a 
Creative Activity 

The characterisation of students’, future teachers of visual art, interest in a 
creative activity will not be comprehensive, if the basic peculiarities which 
contribute to the development of interest in it are not mentioned. Several 
scientists (Klarin, 1994, 100; Lubart & Georgsdottir, 2004, 32; Tan, 2004, 
288; Rostan, 2006, 248; Van Tassei-Baska, 2006, 300) state that at developing 
students’ creative activity, in a study process, a lecturer should search for 
contributing pedagogical conditions. Pedagogical conditions are a totality of 
pedagogical factors. In pedagogy, the notion “factor” is characterised by 
Spona as being an essential, indispensable condition that influences and de-
termines a process or phenomenon (Spona, 2001, 107). 

The analysis of scientific literature and pedagogical experience gained 
while working with students in the professional higher education Bachelor’s 
of Art study programmes “Visual Art Teacher”, allowed us to allocate the 
following pedagogical factors in raising interest in a creative activity:  

a) the theoretical and practical level of classes, 
b) novelty of the material, 
c) deepening theoretical knowledge and developing practical skills for 

carrying, out creative assignments, 
d) logical structure of the designed study programmes and study courses, 
e) professional-practical line in studies which results from the choice of 

art specialization, 
f) lecturer’s individual approach to students, 
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g) stimulation of an independent creative activity, 
h) application of theoretical knowledge in a creative practice, 
i) participation in various art projects and art workshops, attending mu-

seums, exhibition halls and galleries, 
j) methodological literature, literature on art and design, including not 

only books but also periodicals, 
k) a fund of objects for still life groups, 
l) technical means for study-work organization, 
m) the use of computer technologies with the respective programmes, 
n) employment of various techniques at fulfilling tasks in art, 
o) exhibition premises (halls, galleries), 
p) high-quality instruments and materials, 
q) methodological and artistic skilfulness of a lecturer, lecturer as an ar-

tist’s personality, 
r) creating an emotional creative environment (praise, creating situations 

stimulating to achieve a positive outcome; supporting the first creative 
initiatives), 

s) assessment of works of art by using criteria that correspond to each 
study creative assignment, and  

t) stimulating students’ creative study activity. 
 
By carrying out the diagnosis of the research, analysing the experience 
gained at the Daugavpils University, and conducting opinion surveys among 
lecturers and students, we determined the pedagogical factors that most con-
tributed to the development of student’s interest in a creative activity. There 
were 165 people involved in this survey: 43 teachers of art and 124 visual art 
speciality students who were asked to choose from 20 factors only five of 
which most effectively develop a student’s interest in creative activity:  

1. Stimulation of an independent creative activity (72%); 
2. Creating an emotional creative environment (67%); 
3. Professional-practical line in studies which results from the choice of 

art specialisation (66%); 
4. Lecturer’s individual approach to students (56%); 
5. Employment of various techniques at fulfilling tasks in art (51%); 
6. Participation in various art projects and art workshops, attending mu-

seums, exhibition halls and galleries (51%); 
7. Logical structure of the designed study programmes and study courses 

(48%);  
8. Methodological and artistic skilfulness of a lecturer, lecturer as an ar-

tist’s personality (47%). 
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The text does not include all the analysed pedagogical factors. It covers only 
those that, as the research revealed had the most impact on the development 
of the visual art students’ interest in a creative activity. Following is a further 
analysis of the importance of the selected factors for the development of 
visual art speciality students’ interest in a creative activity. 

The development of visual art students’ interest in a creative activity lays 
down quite demanding requirements for education, because on the basis of 
the existing students’ interest, new interests, which are more adequate to 
student’s individual possibilities and abilities, should be formed and devel-
oped. 

The individual approach is a flexible use of various teaching and educat-
ing methods and forms on the part of a lecturer to achieve optimal results in 
the study process. It is just the individualization of teaching that is directed 
towards overcoming discrepancies between the level of a study activity de-
termined by programmes and the real abilities of each student (Maslo, 1995, 
70; Grekulova, 2003, 104-105). Therefore, visual art students’ training should 
be oriented to applying the individual approach. Out of 75 respondents, 54 
consider that complicated assignments lead to a gradual loss of interest. And 
33 out of 52 1st and 2nd year students pointed out that students’ previous edu-
cation and individual abilities should be taken into account. 

A negative attitude develops, in case the problem does not correspond to 
the system of real motives topical for the students just at that moment 
(Маrkova, 1986, 185). Therefore, the process of making academic tasks and 
assignments more complicated and that of developing and perfecting stu-
dents’ professional and artistic skills should take place simultaneously.  

Pedagogical practice testifies to the fact that the acquisition of profes-
sional-artistic knowledge and skills necessary to carry out tasks in art in prac-
tice is only possible when all art study courses are taught according to a defi-
nite system which relies on academic principles of creative work, when the 
study material is taught sequentially, in a strict logical order. As D. Albrehta 
(2001, 150) points out, a purposefully organized study process arouses stu-
dents’ greatest interest. 

The lecturer’s personality and the quality of teaching play a crucial role in 
arousing and developing interest in a creative activity. Effective teaching 
cannot be achieved without such lecturer’s pedagogical skills as erudition, 
love for the taught subject, ability to make the subject interesting to students, 
ability to intelligibly explain the material that creates difficulties for students 
(Kersensteiners, 1923, 69; Кlarin, 1994, 100; Hibnere, 1998, 5; Zogla, 2001, 
153; Anspaks, 2006, 177–183). 

Within the content of visual art speciality students’ creative activity, the 
activities of a lecturer working in the capacity of an artist who constantly 
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participates in art projects, exhibitions, art workshops should not be over-
looked either. The importance of this aspect has been underlined by the re-
spondents in the survey, where 60 out of 75 students admitted that lecturer-
artist’s creative activity stimulates their own interest in creative work. 

A purposeful increase in the level of students’ independence and creative 
activity is also an important feature of the development of interest in a cre-
ative activity. Purposefulness, orienting towards good results achievable in a 
short period of time, concentration, effort of will are properties that, to a full 
extent, can be attributed to independent studies; however during the cognitive 
process of studies these properties are often reduced or absent, if a student is 
not motivated or poorly motivated to study (Zogla, 2001, 162, 168). 

The students’ desire to do creative work independently shapes profes-
sional and artistic skills needed for a creative activity, and the latter, even to a 
greater extent, contribute to the development of interest in a creative process. 
However, as practice shows, it is not enough to only feel a desire, it is neces-
sary to develop and make it stronger. In this case, then, it is vital for the stu-
dent to receive emotional satisfaction from his or her own work, from the 
success achieved while carrying out the tasks. The research shows that suc-
cess in organising independent work can be achieved by applying various 
interactive methods. This is especially effective if rather than isolated meth-
ods, a complex unit of them is applied. 

Interactive study methods are a wide spectrum activity where the partici-
pants (a student and a lecturer, a student and a student) cooperate with each 
other to acquire new knowledge and skills. The principal features that distin-
guish interactive methods from the traditional ones are: the cooperation be-
tween a student and a lecturer to acquire knowledge and skills is ensured in 
the study process; a student’s independent activity is being facilitated (Ru-
bana, 2000, 45). 

Interactive study methods exert a pedagogical impact on all aspects of 
student’s creative activity. For instance, to raise the level of students’ inde-
pendence at carrying out creative assignments, the DU Faculty of Music and 
Arts organized joint exhibitions of postcards designed by them, issued publi-
cations of catalogues of the best art works recognised not only at DU, but 
also at other international events. Such an approach stimulates students’ in-
terest in independent creative work. 

Although only seven students participated in the exhibition organised in 
1998, every following exhibition attracted a greater number of participants. It 
should also be mentioned that at the joint exhibition of students’ and lectur-
ers’ works at Daugavpils University and the Latvian Art Academy, organised 
in an art gallery in Vitebsk (Belarus), and at Vitebsk State University in May 
2007, 75 students’ works and 50 lecturers’ art works were exhibited.  
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Interest in a creative activity also increases if meetings with well-known 
artists are systematically organised during the study process, if master classes 
are given by these experts and the attendance at museums is organised as a 
study practice. As the analysis shows, the students become more active par-
ticipants in exhibitions after the above-mentioned activities have taken place. 

Creative interest also involves laying down requirements for improving 
the quality of the material and technical support. One of the principal ways of 
developing positive and stable cognitive and creative interest is students’ full 
understanding the importance of the studied material. This involves ensuring 
specialized art literature, high-quality study and methodological aids as well 
as up-to-date equipment in workshops. 

Study aids, which both a student and a lecturer employ during the study 
process, are a comprehensive didactic notion. They incorporate study content, 
methods and forms of organisation and include those devices, which help to 
diversify the study content and can make it easier for both students and lec-
turers to perceive it and acquire it. Literature (books and periodicals), audio-
visual and information-projecting technologies, and other specific equipment 
that works as a mediator between a student and a lecturer can be used to share 
the learning experience (Zogla, 2001, 126). 

The analysis of scientific literature and pedagogical experience testifies to 
the fact that, on the whole, the presence of visual art students’ interest in a 
creative activity can be judged by: 

• intellectual activity which manifests itself in students’ concentration 
and attention in all classes, a tendency to widen and deepen their 
knowledge, a desire to acquire skills in various techniques of creative 
work and abilities to use different art materials, in an efficient applica-
tion of academic knowledge, in finding original ways of implementing 
artistic ideas, in the use of additional literature, in attending consulta-
tions, in the results of a creative activity, in systematic attendance at 
exhibitions, plein air and other workshops, in preparing and imple-
menting an art project; 

• volitional activities which are characterised by the degree of inde-
pendence shown in practical classes, the perseverance at carrying out 
tasks and assignments, the stamina to overcome failures; by regular at-
tendance at lectures and practical classes, timely, fulfilled art study 
tasks, by producing a large number of sketches, the timely fulfilment 
of independent assignments in drawing and painting, by regular work 
in the library, participation in exhibitions, projects, master-classes and 
plein air workships; 
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• emotional feelings which manifest themselves in attempts to expres-
sopinions at lectures and practical classes, exhibitions, in projects and 
during art workshops; as well as in the degree of satisfaction or dis-
satisfaction with the creative work done, in the emotionality of speech, 
empathy and the ability to experience surprise, and in participation in 
the discussions on creative work. 

 
The more manifestations of interest can be shown, the more stable a student’s 
interest in the studied subject is, the better he or she studies this subject and 
does independent work on this subject. 

 

Conclusion 

Theoretical and empiric research reveals that visual art student’s interest in a 
creative activity is a positive emotional attitude to the active acquisition of 
theoretical knowledge and professional skills of practical implementation of 
creative assignments, which gradually develops into the personality’s disposi-
tion to acquire an artistic profession. The presence of students’ interest can be 
identified by the manifestations of intellectual activity, volitional activities 
and emotions. These peculiarities of interest are the reason why great import-
ance has been attached to it, because interest is one of the most effective 
means of mobilizing students’ cognitive and creative abilities, developing 
their creative potential during a creative activity, which is so vital for the 
training of a teacher of visual art. 

The practical value of the research. On the basis of the results obtained in 
the research, higher education art study programmes implemented at the 
Faculty of Music and Arts in Daugavpils University were restructured and 
supplemented, thus shifting the emphasis from education bachelor studies to 
art bachelor studies, which are oriented towards the development of students’ 
creative activity and increasing their interest in creative study activity, thus 
stimulating the development of art studies in the region (Čačka 2009: 22). In 
the professional higher education art bachelor study programmes, the stress is 
laid on a professional and practical trend in students’ education by applying 
an individual approach during the process of teaching a concrete op-
tional art bachelor course (specialisation), which allows the students to 
be constantly creative in the work by employing various techniques, up-to-
date equipment and art materials, and ensures access to theoretical and practi-
cal information.  
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Arts education as a strong tool to create well-being 

through identity development 
Tom Ollieuz 

 
 
 
Abstract 
 
How can a professional approach to arts education stimulate the well-being of children on a 
much deeper level and in a more powerful way than has been done traditionally? How can 
in-service training for school teams be made effective? What is the focus of innovative in-
service training in the field of arts education?Answers to these questions were sought 
through a programme in which primary and secondary school teachers? were coached in im-
proving the quality of arts education. This approach led to recommendations for in-service 
teacher training on arts education specifically, but also for in-service teacher training in gen-
eral. Two separate descriptions of the programmes are presented in this article (part 1 and 2), 
along withan analysis of how the key elements in the learning process of arts education are 
related to each other. This framework proved to be a valuable focus for innovative arts edu-
cation. The aim of this article is to open the debate about approaches to in-service teacher 
training and contemporary arts education, and to inspire educators in arts education. 
 
Keywords: in-service training, arts education, cultural education, innovation  
 
 
 

Introduction 

Arts education has a long tradition of crafts and drawing in which well-being 
plays a role. Feeling at ease and being strongly motivated are direct effects on 
children when they are given time to exercise these disciplines in class. Arts 
education also has a positive, satisfying effect on the parents, because the 
children bring home their crafted products, the natural results of their work. 
Traditionally, the focus of arts education has been on functional products. 
The traditional example of the 1970s is an ashtray made of clay for Dad or 
some hook on which Mom can hang her house key. Such an approach makes 
teachers happy because the children work nicely, because there are products 
that serve as a proof for the parents of their children’s work. In this tradition, 
arts education seldom focuses on creativity, and has a one-dimensional focus 
on well-being. This approach is still very much alive in Flanders. Bamford 
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reported that the role of the arts in promoting creative and innovative think-
ing is not fully recognised. Creativity is not the focus of the arts either in 
school or after school. Notions of experience (in school) and skill (outside of 
school) tend to be much stronger motives for the arts (Bamford 2007, 29). 

A small-scale survey from Schasfoort (1999, 89) reveals that this positive 
atmosphere, which seems to come naturally when children create crafts or 
draw, covers up a number of problems. First, surveying teachers reveals that 
they often do not know how to deal with arts education. A lack of knowledge 
of the artistic development of their pupils makes them incapable of setting 
expectations for the students. Thus, no artistic goals can be set or adjusted to 
the development of the child. Secondly, there is a problem when teachers 
lack experience, knowledge and competence in the arts themselves. In the 
classrooms, ‘do as you like’ situations appear, and models are copied rather 
than engaging in real creative activities. 

In the curricula, there were some major changes over the years to improve 
arts education. In Flanders, the primary school subjects, Crafts and Drawing, 
were replaced by Expressive Education (highly comparable to arts educa-
tion). The school networks worked out new guidelines (VVKBaO, 1999) and 
training sessions. However, did anyone really know how to make the content 
of this arts education in schools more efficient and professional? These chan-
ges, together with the pioneering work of Anne Bamford (2006), resulted in 
the need for governmental assignments for ‘quality checks’ of arts education 
in Flanders and all over Europe. 

As a result of the Bamford research on the quality and consistency of arts 
education in Flanders (Bamford 2007), the WHICH government funded a 
professionalisation program, in which five coaching trajectories for primary 
and secondary education were organized in the form of separate projects. One 
of these was the project ‘School Met Aandacht voor Cultuur en Kunst‘, i.e., 
‘Our school is attentive to arts and culture’, in which 30 Flemish schools of 
various educational levels were coached for one scholastic year. This project 
was abbreviated in Dutch, as the acronym ‘S.M.A.C.K.’ 

 

Materials and methods 

The S.M.A.C.K. project consisted of in-service training and coaching of the 
teachers and headmasters in 30 schools in Flanders, and was organised by 
University College Arteveldehogeschool in Ghent, Belgium. Fifteen schools 
were primary schools (pupils of 2,5–12 years) and the other 15 were secon-
dary schools (pupils of 12–18 years). One school of special education was 
involved. Since the government funded this project, participation was free for 
the schools. The programme comprised seven coaching sessions with as-
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signments during the course of one year; schools signed in voluntarily using 
the Ministry of Education website. 

Tools were developed to stimulate the learning process in participating 
schools. A card game was designed to stimulate profound reflection on arts 
education in the teams and to help them find 10 strong points and 10 im-
provement points in their school. Thus, they created a baseline? for analysis. 
A database was also developed to help the schools list their artistic and cul-
tural networks. The S.M.A.C.K. project team also worked with the partici-
pants, involving the cultural department of the Ministry of Education, to 
construct knowledge on terminology. The school teams were invited to speci-
fy and give examples of what the terminology means to their school and how 
it is valued in their practice. 

The project leaders reported every three months to a committee of volun-
tary experts, who critically discussed and advised. Amongst the experts were 
people from the professional field of the arts, pedagogical counsellors, 
teacher trainers, a heritage expert, and a representative of the cultural depart-
ment of the Ministry of Education.  

The results presented below are experiences of the project coaches, de-
rived from their reports to the government. These reports were substantiated 
with the advice of the committee of voluntary experts and with studied litera-
ture. The results describe a possible contemporary method for in-service 
training of school teams in arts education, and a framework for the learning 
process in arts education itself. This method and framework were developed 
for and through the S.M.A.C.K. project. 

 

Results and discussion 
In-servise teacher training 
From practice to policy 
In each in-service training session, the coach should manage to truly enter the 
world and the minds of the teachers. To achieve real change in the behaviour 
of teachers, it is necessary to make them experience how their pupils will 
benefit from this change. A general conclusion of the S.M.A.C.K. project was 
that this is basically the only way to train teachers, and this basic rule also 
counts in pre-service training. Therefore, the S.M.A.C.K. project took the 
teams of the participating schools from practice to policy in order to succeed. 
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Practice 

1. Let teachers playfully reflect on their own methods 
2. Let teachers and management experience good practices  
3. Let them apply basic rules in their own practice 

 
Policy 

1. Help the schools draw their own vision out of their practice.  
2. Help them from vision to learning pathway  
3. Help them implement practices in their Policy plan: structure for a 

new practice 
 

Structural levels 
The goal set by the trainer is to create a sustainable context for qualitative 
education in schools. As the S.M.A.C.K. project revealed, this process re-
quires interventions in the fields of structure, communication, and applied 
methods in the schools. 

In educational settings, three structural levels are distinguished. On each 
of these levels, reflections and decisions are being made. First, there are 
situations in which pupils are being brought to learning, and their perceptual 
and cognitive functioning typically is at an intense level. This level was being 
called ‘reflection-in-action’ (Schön 1983, 68; Korthagen et al. 2002, 79). 
Not only the pupils, but also the teachers constantly reflect and make deci-
sions in their everyday work with children, for instance in the following way: 
‘How do I react to this behaviour?’ ‘How long do I wait before giving the 
next instruction?’. 

The next structural level was called ‘reflection-on-action’ (Hatton & 
Smith 1995, 45; Mena Marcos & Tillema 2006, 124). In the teacher’s room, 
colleagues tell each other stories about what happened in their classes; they 
get to hear different opinions and feedback; they confer; they reflect by con-
necting to their peers. They decide how to solve problems, how to react to 
certain behaviour, and what they think about professional topics and issues. 
They reflecti on the action in their classes, but they are not teaching at the 
time of reflection. Another example of this level can be the board of pupils. 
The schools which value participation will stimulate their pupils to reflect on 
the action of the learning situations and give them the means and the mandate 
to contribute to decisions. Teachers meet parents on this level. As a final 
example, when the teachers are in a training session themselves, they also act 
on the structural level of ‘reflection-on-action’. 
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The third structural level is ‘management’. This level is the organizing 
body of the institution. It is the administrative responsible level, where fi-
nance, space, time, policy and strategy are managed. The learning situation 
does not take place on this level, but it is enabled. 

When coaching schools in arts education, it is necessary to monitor and 
intervene on all three structural levels. The changes set in the goals of the 
training program, must take place on all three levels. If one of the three levels 
would be ill-informed, or simply fail to participate in the training program, 
failures are likely to occur on all levels. If the teacher doesn’t feel supported 
by the management level to achieve changes for the benefit of the pupils, he 
or she will be highly frustrated, and vice versa. In the S.M.A.C.K. project, 
school teams who were frustrated because they had to face too many ‘top-
down decisions’, got in touch with others who were unhappy because of 
working with too many ‘bottom up’ decisions. These are two directions that 
exist in an organisation’s hierarchy, anddeas and concepts for change must 
work in this hierarchy. A good balance between ‘top down’ and ‘bottom up’ 
therefore is vital to the survival of the concepts and ideas for change. There-
fore, training teachers and headmasters should focus on the structural levels 
of the organization. 

 
Communication 
The S.M.A.C.K. sessions revealed that ideas and concepts for the required 
change not only circulate on the structural levels, but also between them. If 
one structural level of a school or another educational setting blocks an idea 
or a concept for change, there will be no change at all. In the S.M.A.C.K. 
project, participants were invited to present to their peers one good and one 
bad working channel of communication, between or on certain structural 
levels. This provoked interesting discussions and insights with the partici-
pants on such topics as how the content of a message can make a good work-
ing communication channel bad or vice versa. The project’s approach to 
communication training in the schools also involved open discussions on this 
topic in the schools themselves. These were held with teachers and manage-
ment, and critical, but sensitive trainers. This was done in the last phases of 
the trajectory. It could have been an advantage to do this earlier, because 
better communication could have stimulated more awareness of the partici-
pants’ learning processes on all structural levels. However, the bond that had 
grown between participants and trainers at this later stage created a safe envi-
ronment for this kind of sensitive work. 
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In service teacher training in arts education 

Arts education 
Before making this described general framework of approach and structural 
levels more specific by focusing on how the key elements of arts education 
are related to each other, some terminology must be clarified. The relation-
ship between arts and culture and, respectively, arts and cultural education, is 
a hotly contested debate. Arts and culture are as dynamic as society itself, 
which means that this field is constantly redefining itself. Various definitions 
and constructions of meaning are in use. For example, according to van 
Aerts, Hendriks, van de Lavoir et al. (2007), cultural education consists of 
heritage education, arts education, media education and literature education. 

The curriculum of the largest Flemish school network (Catholic Educa-
tion (VSKO)) states that media education is a part of expressive education, 
just like visual arts education, musical education, drama, expressive language 
and expressive body language (VVKBaO, 1999). Literature education can 
also be seen as arts (or even expressive) education since works with literary 
relevance are doubtless works of art. 

Gedeeld Verbeeld, an important governmental report, separately defines 
arts education, heritage education, media education, and cultural education as 
well as arts, heritage, media and culture itself. It focuses on the distinction 
between the use of these educational fields as means to achieve goals in other 
fields of knowledge, or as a goal itself. (De commissie Onderwijs en Cultuur 
2008, 23–27.) During the course of the S.M.A.C.K. project, Barend van 
Heusden and his team researched the concept of arts education, and found 
more reflective and philosophical concepts in ‘Cultuur in de spiegel’ i.e., 
‘Culture in the Mirror’ (van Heusden 2010). In general these two reports 
formed the backbone of the whole range of used terminology and concepts: 

 
Culture: 

• Heritage (material and intangible cultural heritage historical and ac-
tual or potential heritage): preserving cultural traditions, practices and 
material constructions  

• Media: communicating information 
• Arts: stimulating critical reflection on culture and society. 
 

Cultural education: 

• Heritage education: working with cultural traditions, practices and 
material constructions. Stimulating awareness of one’s role in the pro-
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cess of deciding what will be kept from the past and how to value it in 
the present. 

• Media education: finding one’s way in a society that is highly influ-
enced by media, learning to interpret media as a receptor and reflect 
on media as a transmitter. 

• Arts education: learning to express oneself using artistic disciplines, 
and reflecting on works of art. 

 
Bamford (2007, 18) reports that there is a mismatch between the broad defi-
nitions of the arts within Flemish society and the narrow definitions of the 
arts within education. Since in the S.M.A.C.K. project, the use of artistic 
disciplines by the pupils was required in every participating school’s practice, 
and for the best international understanding, this article uses the word ‘arts 
education’ for the practices that initiated general innovative processes. ‘Arts 
education’ is used in the broad sense, actually meaning ‘arts and cultural 
education.’ 

 
Method: basic rules for good practice in arts education 
Working on structural levels and communication is very important when 
training school teams. In the perception of the teachers, coaching explicitly 
includes coaching in their applied didactical methods. This is pre-eminently 
where teachers expect to hear new ideas, and where a balance should be 
found between respecting their applied methods, critical analysis of their 
teaching practice and innovative interventions. 

In the S.M.A.C.K. project’s approach from practice to policy, the follow-
ing criteria for good practice were actively experienced by the teams, and 
then applied in their own schools: 

• Active involvement of the pupils: they are being stimulated to think 
and act creatively 

• The (learning) process is more important than the product  
 
Integrative, domain-general learning (Psychomotor-, cognitive-, affective-, 
social-, meta-cognitive learning) 

• Participation of external cultural partners 
• The team’s improvement points (result of playful but profound reflec-

tion) are involved in the project 
• An artistic medium is being used in the project 
• Various media (multimedia) are being used, including contemporary 

media. 
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You should have some concluding comments here about the list. It is not 
acceptable to end a pargraph or section with a list without some commentary, 
if possible. 

 
Well-being through identity development 

Well-being 
In this article, well-being focuses on emotional well-being. Laevers and Hey-
len (2003, 14) report that this is measured by the degree to which children: 

• feel at ease 
• act spontaneously 
• show vitality 
• show self confidence. 

 
These actionsindicate that their emotional well-being is optimum and that 
their physical needs, the need for tenderness and affection, the need for safety 
and clarity, the need for social recognition, the need to feel competent and the 
need for meaning in life and moral value are satisfied (Laevers & Heylen 
2003, 14). Good, see, here you have some comments after the bulleted list so 
the reader is sure of your point in presenting the list. Do not assume that the 
reader knows what you mean—everything must be spelled out. 

 
Deep-level learning 
‘Deep-level learning’ is a concept of experiential education that expresses a 
concern for a critical approach to educational evaluation. It is the contrary of 
superficial learning, i.e., learning that does not affect the basic competences 
of the children. In experiential education, emotional well-being is one of the 
two criteria to assess deep-level learning. Together with involvement, it can 
be used to assess the quality of any educational setting. According to Levers 
and Heylen (2003, 14), their research has shown that: 

The basic insight within the EXE-theory is that the most economic and 
conclusive way to assess the quality of an educational setting (from the pre-
school level to adult education) is to focus on two dimensions: the degree of 
‘emotional well-being’ and the level of ‘involvement’. 

The point of this article is that arts (and cultural) education is pre-
eminently the field of knowledge which can activate this deep-level learning. 
Therefore a more professional and actual approach is needed, while, in the 
traditional view, arts education is only being used to create a positive atmos-
phere, and cover up a variety of underlying problems as explained above 
(Schasfoort 1999, 89). 



Arts	  education	  as	  a	  strong	  tool	  to	  create	  well-‐being	  through	  identity	  development	   53	  

Exploring the possibilities of arts education can stimulate general innova-
tive processes towards deep-level learning. Something more here about what 
the following Figure 1. 

 

 
 
Figure 1. Context – Process – Outcomes scheme (Laevers & Heylen 2003, 14). 
Identity development 
 
The S.M.A.C.K. project resulted in new insights on how the key elements of 
the learning process of arts education are related to each other. This new 
framework (see figure 2) can be a starting point for the coaching of school 
teams, but also for teachers to set up learning situations. Identity development 
takes an important role in this framework because it implies that the learning 
is not superficial (since it affects the relationship to oneself). Secondly, 
stimulating emotional well-being through true recognition of identity is much 
more powerful than stimulating well-being through arts education in the 
described traditional way. 

Arts education is education. It is learning and not just ‘doing something’ 
or ‘making something’. Our identity is not just a cognitive identity, so the 
learning should cover all domains of development (psychomotor-, cognitive-, 
affective-, social-, and meta-cognitive learning). Like any other learning 
situation, arts education consists of a complex learning context, a learning 
process and a learning product. The main reason why arts education is so 
well suited to stimulate deep-level learning and identity development is the 
key element of creativity. Stimulating creativity in learning processes means 
setting up creative approaches to a learning context, coaching creative pro-
cesses and provoking creative learning products. 

Creativity is sometimes perceived as a vague term, a goal hard to assess in 
learning situations. Yet there is a keyword to ‘reading’ signals of creativity. 
In any context, creative thinking will lead to diversity. If a teacher is going to 
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teach more creatively, he or she will have to individualise learning more and 
notice the difference between pupils and make connections between what 
they teach and what they want the children to learn (Bamford 2007, 43). The 
context can lead both the children and the teacher to question something. 
Questioning opens up the context towards a more diverse approach than just 
instruction or assignment. For example: ‘What is a gnome?’ is a richer start-
ing point than ‘Now we will all make a gnome’. It will lead to diverse an-
swers and learning processes and so it is likely to stimulate creativity. These 
diverse processes should be coached closely. Creative pupils will also ques-
tion their educational setting and sometimes they will be seen as hard to 
handle. The role of the teacher is to find a balance between keeping them 
focused by helping them select options in their process, and keeping them in 
their creative flow. A learning process can be seen as a chain of decisions. 
The children have to be coached in narrowing their options, without narrow-
ing their creativity. Example: making a gnome implies making decisions on 
the height of the figure, on the materials and techniques, colours, appearance, 
and so on. Creative decisions will lead to unexpected and diverse combina-
tions. 

The learning product in arts education does not necessary have to mean 
a tangible work of art. The session of the S.M.A.C.K. project in which school 
teams experienced a good practice themselves, was a visual arts activity with 
cardboard. It ended without actual material products. The participants experi-
enced how the learning product was a chain of new artistic, cultural and di-
dactic insights and ideas for their practice. 

Of course, tangible artistic products can enrich the learning situation. 
They are a good starting point for the discussion of visual aspects, personal 
expression, diversity in processes and products (mental and material pro-
ducts). They even can introduce new contexts to new learning situations. 
Encountering other identities leads to one’s own identity development. Cre-
ative approaches will lead to diverse and thus more individual decisions, 
offering significant chances for identity development, which will be a very 
strong tool for stimulating well-being (see Figure 2). 
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Figure 2. Arts education: identity development through creativity (S.M.A.C.K. coach, 
Eef Thoen). 

 

Conclusion 

In-service teacher training can be effective if it involves training for the three 
structural levels in educational settings: ‘reflection-in-action’, ‘reflection-on-
action’ and ‘management’. The teachers’ didactical methods should be stimu-
lated and communication training can improve implementation and structural 
innovation. The school team in general should be guided from practice to 
policy, with a strong focus on the interests of the pupils. 

Arts education offers opportunities for several levels of emotional well-
being. It is a strong tool for integrative, domain-general learning. It balances 
the activity of the mind and the body in schools. This is, in the traditional 
view, a source of happiness and emotional well-being. 

A goal of arts education is to enable young people to become more cre-
ative (Bamford 2007, 29). Creativity is typical of arts education. True cre-
ativity and diversity in learning processes stimulate deep-level learning be-
cause high involvement and concentration are required to achieve it. With 
deep-level learning, well-being will come on a second level. Emotional well-
being is a also dimension of deep-level learning. 

Third, the combination of diverse approaches, creative stimuli, the per-
sonal and reflective character of the arts and deep-level learning leads to 
identity development--the conscious or unconscious—experience of one’s 
own identity in bloom is an important and powerful tool to help achieve emo-
tional well-being. 
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Early musical experiences as inspiration 

for early interaction 
Kaarina Marjanen 

 
 
 
Abstract 
 
Successful communication underpins the success of all human endeavours. In this study, 
early interaction with music in its many forms and connections was observed. Music, in the 
current investigation, was considered as a way of communication, constructed of musical 
elements, which was the reason for investigating the connections of music education and 
mother-child -interaction. The musical-emotional communication in the groups of (pregnant) 
mothers and (fetus) babies was compared in the investigation: 1) the group for both pre- and 
postnatal musical sessions, 2) the group only for postnatal musical sessions, and 3) the group 
for no musical sessions at all. The study method was triangulation, with systematic video 
observation as the main method. The prenatal musical experiences were found to be es-
peciallysignificant for the mother-infant bonding, based on vocal, visual, bodily and emotio-
nal evidence: early interaction can be musically supported.  

 
Keywords: foetuses, infants, mothers, music education 
 
 
 

Interaction: background 

Meaningful communication underpins the success of most human endeav-
ours. The seeds of communication skills are planted prenatally, as emotional 
and mental patterns are formed during a foetus’ development (Chamberlain 
1996). Emotional dimensions are regarded as salient in both music and inter-
action. Foetuses have been found to express and experience feelings, as ob-
served through the foetus’ movement in the womb (Chamberlain 1988). The 
genesis of musical ability also occurs during this time (Huotilainen 2009). 
Dissanayake (2000) emphasized early interaction processes as an endogenous 
feature arising from natural human instincts, or a baby and mother’s need to 
connect. According to Dissanayake (2000) this need for attachment has even 
led to a musically-based interaction event between mother and child. Musi-
language Theory (Brown 2000) and Ethological Theory, combined with the 
Relationships Approaches as described by Hinde (1997), form a basis for the 
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study and interpretation of the development of the communicative behaviour 
of infants within the network of social relations, accompanied by Juslin’s 
Music-Emotions Theory (2001). 

Based on the analysis of phrase structure and phonological properties of 
musical and linguistic utterances, Brown (2000) posits that music and lan-
guage have evolved from a common past, a musilanguage stage. Language 
and music are seen as reciprocal specialisations of one another with music 
conveying musically meaningful, emotive meanings, and language communi-
cating propositional phrases and referential meanings. Both are observed as 
purely acoustic embodiments of a sound from which a verbal song is formed 
(Brown 2000). From this theory, interaction may be regarded as a form of 
mother-child communication with musical elements, at the earliest stages of 
life (Dissanayake 2000). The innate capabilities of children must explain the 
fact that only they, and not the young of any other species, can acquire lan-
guage (Patel 2008). Speech, as a mode of communication, contains prosody, 
or the intonation contour of speech, that can be dynamic, tonal, or temporal. 
The ability to use this system to communicate is referred to as communica-
tive competence (Hoff 2005). According to Papousek (1996), mother’s 
speech to babies (such as motherese and ID-speech) has unconscious, intui-
tive forms that Dissanayake (2000) has stated are found in different cultures. 
The baby and mother listen to each other’s sounds, and use them to create co-
operative vocalizations and patterns. Mother-child behaviour can generate a 
coherent communication system, which is constrained by matching emotional 
and rhythmic factors in both (Beebe, Stern & Jaffe 1979). According to Tre-
varthen:“Musicality is a communicative talent” (Trevarthen 1999/2000, 159). 

 
Musical communication and bonding 
Body language is a direct form of communication that begins long before 
formal language, occurs continually, and has universal meanings throughout 
a person’s life span (Chamberlain 1999). The communicative intentions of a 
baby can be observed at a very early stage through holistic observation and 
especially by looking at the eyes of the child (Stern 1977). Prenatally, there 
are three types of body language expressions that can be observed: self-
initiative or spontaneous movements, behaviour as a response to the envi-
ronment, and interactive, social behaviours. All of these are available to be 
used by a foetus in response to musical stimuli. Preferential orienting of new-
borns to voices previously heard in the womb has revealed that they are able 
to recognise the acoustic “fingerprints” of their mother’s speech (Trevarthen 
1999/2000).  
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Foetal musical exposure and development 
Development can be understood as a process of qualitative change, a set of 
transitions and transformations through life, in contrast to learning, which is 
a quantitative change. The relationship between development and learning 
has been a topic of study for decades. Combinations of biological/matura-
tional factors, environmental/learning factors, and interaction between these 
are major contributors to a child’s growth and development (Jordan-DeCarbo 
& Nelson 2002). In compliance with the Ethological Theory and the Rela-
tionships Approaches, the implications of the environment to the develop-
ment of a child are emphasised (Hinde 1997). Child development can thus be 
described in terms of simultaneous or overlapping parts of development, such 
as musical development, social-emotional development, cognitive develop-
ment, psychomotor development, and aesthetic development (Huotilainen 
2009). The prenatal period, the stage of life from conception to birth, is a 
formative one. The origins of a child’s musical skills may be found on this 
level (Parncutt 2006). The auditory system is completely functional 3 to 4 
months prior to birth as the foetus is surrounded and stimulated by envi-
ronmental sounds, such as the mother’s voice or musical sounds (Lecanuet 
1996). Foetal experiences are very holistic, based on a large scale of sensory 
experiences, and strongly affected by emotions (Huotilainen 2009). 

The foetus is exposed to music during the prenatal period, familiarizing 
itself with the internal sound patterns of its mother’s body, associating these 
patterns with her physical and emotional state. The foetal sound environment 
is composed of the mother’s voice, her heartbeat, her movements, her breath-
ing, and her digestion (Lecanuet 1996). Foetal sounds, like heartbeat and 
movement, are a less important part of the sound environment although they 
are often audible. All the sounds to which the foetus is exposed are muffled 
due to the in utero environment provided by the amniotic fluid (Parncutt 
1996). Musicality is also a part of an individual’s spiritual and physical be-
ing, and the emotional world of experiences (Jordan-Decarbo & Nelson 
2002.) Music impacts brain development and the holistic development of a 
foetus/child.  

 

Music education pre- and postnatally 

Gardner’s (1993, 1999) Theory of Multiple Intelligences (MI-theory) serves 
as the foundation for holistic, goal-oriented music education. In this theory, 
intelligences are described through the nine different means that humans have 
to learn about themselves and the world: linguistic, logical-mathematical, 
musical, bodily kinesthetic, spatial, interpersonal, intrapersonal, naturalistic 
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and existential intelligences. This theory is compatible with the thoughts of 
Wood (1982) who described music as the sun, the rays of which can touch all 
the areas of development. Chamberlain (1998) described the connections of 
MI-theory to foetal development as well. MI-theory creates a solid basis for 
both, the musical development of a child and for curriculum work. Therefore, 
in the current study, music education was comprehended as a holistic process 
in which musical features were observed during mother-infant communica-
tion and then analyzed to determine the musical effects of mother-foetus and 
mother-infant engaging in music activities (a) pre-and postnatally, (b) post-
natally, or (c) not at all. 
 

Research purpose 

The purpose of the present study was to explore the effect of pre- and post-
natal musical experiences on very early and early mother-child interactions, 
as evidenced by the observation of certain phenomena within these interac-
tions. Music functioned as an aspect of communication and as a component 
in general activity. The researcher hypothesized that emotion and interaction 
would be awakened and nourished by musical experiences, and sought out 
musical elements, emotions and ways of communication from interaction 
episodes.  

 

Method and measures 

The present study was a mixed-methods study (Brewer & Hunter 1989; Lay-
der 1998; Creswell & Plano 2007; Bryman 2008) that used both statistical 
and non-statistical analytical methods. Systematic video observation was the 
primary method for data collection. The interaction episodes took place every 
second week. Data were also collected through narrative methods, interviews 
and questionnaires, as a contribution to data triangulation. 

The research was comprised of: (a) a prenatal study of seven mothers be-
tween 23 to 39 weeks gestation; (b) a postnatal study with three groups of 
seven mothers with their babies (n=7+7+8) from 9 to 24 weeks of age, and 
completed with (c) a questionnaire, administered to the three groups of 
mothers (n=7+7+7) and their infants (n=7+7+8) from 12 to 19 months of age 
(m=16.2 months). The empirical study was performed in 2006-2007, with the 
preliminary study, and ended with the questionnaire at the time the infants 
were about 18 months of age. Three groups of mothers and babies partici-
pated in the study: E (Pre/Post), C1 (Post) and C2 (Control). The babies were 
born in the summer of 2006, 14 girls (including a pair of twins) and 8 boys. 
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At the beginning of the videotaped interaction episodes the babies were ap-
proximately 94 days old, and at the end their average age was 156 days.  

 

Prenatal study: the belly-button chord musical sessions 

Study group E (Pre/Post) participated in the prenatal study, during the spring 
of 2006. The prenatal period attendance was 80,57%. The prenatal study 
comprised musical activities and diaries. The musical sessions created a 
framework for the mothers’ descriptions of the music experienced with the 
infant in utero. They were described throughout prenatal diaries, with weekly 
entries. At the end of this prenatal period, 56 diaries were returned containing 
311 descriptions of musical phenomena. 

The prenatal musical sessions were planned in advance, on the basis of a 
certain theoretical framework, consisting of the constructivist learning ap-
proach, principles of early interaction and practices of early childhood music 
education (Marjanen 2009) and the Theory of Multiple Intelligences (Gardner 
1993, 1999) with the idea of music like a sun by Wood (1980). The musical 
material taught to the mothers during the musical sessions was experienced 
based on the scale of musical methods; vocal activities, music and movement, 
playing the body percussions or instruments, listening and integrating music 
to other teaching/arts (education) areas. Improvisations in various forms 
(playing, moving, vocal play) were emphasised in the activities.  

 

Postnatal study: the bin of chords sessions 

In the Bin of Chords sessions, group E and group C1 participated, following 
the same principles as in the Belly-Button Chord sessions before. The ten-
week postnatal study took place during the autumn of 2006, consisting of 
music sessions, a follow-up, systematic video analysis and interviews. One 
hundred-seventy follow-ups containing 1484 musical phenomena were re-
turned, and thus the response rate was 80,95%. Systematic video observation 
was used as the main method and all the mothers and babies (groups E, C1 
and C2) participated in the video episodes every second week. The task they 
were given was to spend time with the baby just as at home. In the video 
analysis, 139 songs in 184 sessions were sung, and 54 rhymes in 97 sessions 
were recited.  
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Questionnaire 

The questionnaire was sent to the mothers around the babies’ first birthday. It 
included questions on background information, eating, sleeping, speech de-
velopment, psychomotor development, musical development, musical behav-
iour and activities (present situation), interaction, music, and the mother and 
child. Answering the questions by choosing alternatives, estimating devel-
opment/behaviour or writing answers to the open questions, was very indi-
vidually implemented, which made the analysis somewhat challenging. As a 
part of the triangulation methodology, the questionnaire was, however, an 
important part of the data collected. The percentage of the 18 questionnaires 
returned was 76,43%. 

 

Data Analysis 

In this study, the data from the systematic video analysis were compared 
against the other data sets and results (data triangulation). The video analysis 
therefore acted as only one part, though an important one, among other study 
methods (methodological triangulation). The advance classification for this 
analysis was determined on the basis of several theories (theory triangula-
tion). Five-hundred and fifty minutes of data, altogether, were obtained. The 
participation rate in the interaction episodes was 95,44%. Information about 
the emotions, types of presence and reactions about the ways of the mothers 
and the babies communicated was gathered, as well as information about 
musical features, voice types, and density of communication. 

 

Results 
The preliminary and prenatal studies  

Musical attitudes, based on the narrative methods of the preliminary study, in 
all the groups were very positive from the beginning. Dreams of the future 
were positive and connected to being a mother, having a family, and even 
having music as a part of one’s life. Because of the prenatal study, informa-
tion about the mothers’ experiences was gathered. Individual differences 
were easy to observe: whereas one mother enjoyed rhythms, another simulta-
neously enjoyed great harmonies. Melody of all components gained the high-
est values (27.6%) and duration the lowest ones. 

Musical phenomena were experienced at the Belly-Button group musical 
sessions (58%), and at home or elsewhere (42%). The range of observations 
was ascending when getting nearer to the time of the birth of the baby. On the 
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basis of their answers in the diaries, the mothers had, connected to music: 
experiences of joy (175 observations), various moods (91 observations) and 
feelings of relaxation (73 observations). They also enjoyed challenges, con-
centrating experiences, and being able to do some new things, often related to 
playing an instrument or a more demanding vocal task. The mothers were 
also dreaming, and having some negative experiences (13 observations, the 
second lowest range of all). The lowest number of observations was just 
“some observation” (2 observations). During the prenatal period, mothers 
were asked to describe the experiences of musical methods, or “music mak-
ing ways”. Using one’s voice gained the majority of observations (49%), 
constructing of singing, saying rhymes and using one’s voice playfully or 
creatively. Listening to music (16%), playing (17%) and moving to music 
(13%) were the next classes to come, and a minor number of observations 
was gained at integrating music (3%) or “some” musical activity (2%).  

Most of the descriptions (n=56) about the foetus’ reactions were observa-
tions about the baby moving in the belly (39.2% of the total number 245). 
There were also observations about the baby responding (28.2%), the baby 
being still (13.5%), the baby calming down (13.1%), the baby enjoying 
(3.3%), and the baby listening (2.8%). Signs of bonding and attachment could 
be observed, perhaps partly because of knowingly being asked to observe the 
belly-baby. 

 
The postnatal study 

In the musical sessions of the postnatal study, two groups (E and C1) partici-
pated. Group C2 only attended the study procedures. On the basis of the all-
around observation of all the video material, the communication activities 
were most developed in group E which had attended both the pre- and post-
natal musical activities. In all the groups though, the most common features 
used in communication, based on observations and the results of analysis, 
were bodily and vocal communication. The musical experiences seemed to 
have connections most of all to the mothers’ attitudes (childbirth experiences, 
nurturing the baby) and the emotional and musical features of interaction. 

In Figure 1 (n=18), mothers’ emotions are shown as more positive out-
comes in group E (Pre/post) when compared to the outcomes of the other two 
groups. This was also the case in the class “some other feeling”, which, be-
sides the positive descriptions, included more musically emphasized phe-
nomena as well. The number of neutral feelings is lowest in group E.  
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Figure 1. Mothers’ emotions (n=18).  
 
Emotional features are presented as a combination of tenderness, happiness, 
some other feeling and neutral feelings. No feelings of anger or sadness were 
observed in mothers’ behaviour. 

In Figure 2 (n=18), babies’ emotional outcomes are described based on 
two analysts interpretations. The class of “some other feeling” includes the 
highest number of responsese, which, of course can be considered a sign of 
the basics for this classification perhaps yearning for a different solution. 
Those other feelings were clearly most positive in group E. Neutral feelings 
were highest in group C2 (Control), and the rates of tenderness and happiness 
are undeniably highest in group E (Pre/Post). A phenomenon of sadness is 
surprisingly shown connected to group C1 (Post). 
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Figure 2. Infants’ emotions (n=18). 
 
Infant-related emotions consisted of tenderness, happiness, anger, sadness, 
some other unspecified feelings and neutral feelings. 

Based on the video analysis, differences in the levels of the mothers’ 
presence, in Figure 3 (n=18), in interaction were found. The values for pres-
ence were similar in groups C1 (Post) and C2 (Control). When summarizing 
the numbers of presence and strong presence, we found that the numbers 
were: 1712.16 (E); 1667.65 (C1) and 1748.77 (C2). The difference, when 
comparing the groups of mothers, can be seen in the class for strong pres-
ence. 
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Figure 3. Mothers’ presence in interaction (n=18).  
 
Mothers’ presence in interaction was divided into the classes of absence, 
presence and strong presence. Clear differences in the levels of presence were 
found between Group E and the control groups, which were at approximately 
the same levels.  

When observing Figure 4 (n=18), the numbers associated with the infants’ 
presence were higher and the numbers of absence feelings reported were 
lower in group E (Pre/Post) than in the other two groups. Absence feelings 
were clearly fewer in group E (Pre/Post) than in the other two groups. After 
summarizing the numbers (1656.53 in E; 1461.39 in C1, and 1472.75 in C2) 
it can be stated that prenatal musical experiences seem to have more effects 
on the early abilities of being present than postnatal musical experiences: 
there might be a delay in those experiences affecting behaviour or becoming 
noticeable enough to document. See Figure 4. 
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Figure 4. Infants’ presence in interaction (n=18).  
 
Infants’ presence was found to be affected by prenatal musical experiences. 

 

Discussion 

In this study (Marjanen 2009), some new doors were opened in the special 
field of early childhood music education, which is an area of neither strong 
research traditions nor many previous studies. The current study, focusing on 
interaction and music, however, lies at the crossroads of several related bod-
ies of research, such as developmental psychology of music, music therapy, 
emotions and music, and even music and medicine. A multidisciplinary ap-
proach can be seen typical of studies on early childhood music education.  

The present article points out a few details of a large dissertation study 
(Marjanen 2009). The details in this article were chosen because they em-
phasise new dimensions connected with early interaction. Because of music 
education, details connected to holistic behaviour, development and growth 
were observed. The implications according to the use of one’s voice, using 
one’s voice as a part of musical development, with many other important and 
central factors, can be studied further in (Marjanen 2009). In the light of the 
previous investigations, musical impacts on us are undeniable, including 
impacts on attachment (see e.g., Ukkola et al. 2009), in which close interac-
tion is tightly connected This research is supported by those findings,. Inter-
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action skills are fundamental, and they do support people in surviving, even 
finding happiness in life.  

The Ethological theory and the Relationships approaches (Hinde 1997) 
together with the Musilanguage theory (Brown 2000) are closely connected 
to the theories of early interaction (e.g., Beebe et al. 1979; Papousek 1996; 
Dissanayake 2000; Trevarthen 1999/2000) and the emotional features within 
music (Juslin 2001), as a foundation for mothers’ musical and emotional 
communication with their babies, manifested in facial-bodily expression. 
Vocalizing is a central feature in this process, and in the current investigation. 
It was stated that holistic music education practices do serve as a supportive 
element for it. It was also found, that mother-infant interaction itself, as a 
central feature of this investigation, can be very clearly supported with music 
education.  
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Arts education in Finnish early 
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Abstract 
 
We examined how the content areas of arts education–crafts, dance, music, visual arts and 
drama–are presented in a new guidebook published by the Finnish National Institute for 
Health and Welfare in 2009. The areas were analysed within the framework of research 
questions, which focused on views concerning the following: 1) aesthetic issues; 2) creative 
issues; 3) cultural issues; 4) the child and children’s culture; 5) arts pedagogy, and 6) the 
identity of the early childhood educator. The research method was qualitative content analy-
sis. We interpreted the results in relation to the current theoretical discussion concerning arts 
education. The guide emphasizes the responsibility of educators as arts educators in all con-
tent areas. In addition, it maintained that one of the most important roles of the educator is to 
create an environment and framework for aesthetic, creative and cultural activities in co-
operational interaction with children, parents and cultural organizations. 
 
Keywords:arts: pedagogy, early childhood education curriculum, creativity, children’s cul-
ture 
 
 

 

Introduction 

In the present article, we focus on arts education in Finnish early childhood 
education. The Finnish National Institute for Health and Welfare published a 
new guidebook for arts education in 2009. The guide, ‘Arts education for 
early childhood education’ (Ruokonen, Rusanen & Välimäki 2009), aims to 
develop practices and deepen ideas concerning arts education presented in the 
National Curriculum Guidelines on Early Childhood Education and Care 
(NCGECEC 2005). The main reason for publishing the guide was to support 
educators as arts educators. 

Every daycare centre in Finland must produce its unit-specific curriculum 
based on the national curriculum. The NCGECEC introduces arts education 
and artistic activities as part of aesthetic orientation, the goals of which are 
presented holistically. At the same time, they are broad and loose: no norma-
tive regulations govern the content of subjects to be taught or the develop-
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ment of the child. Educators are allowed to decide on the quality and amount 
of arts education they choose to offer. In addition, educators working in Fin-
nish early childhood education are generalists, not arts education specialists. 
They understand the fundamental importance of arts education in daycare 
centres, but are faced with the challenge of how to implement it. Research 
has shown that in arts education a lack of professional skills, confidence, and 
teachers’ channels for expressing themselves as well as curricula demands 
and meagre resources pose a real challenge to the implementation of arts 
education in early childhood settings (Rusanen 2007; Ruokonen 2009). 

 

The study design 

The study examines how the content areas of arts education–crafts, dance, 
music, visual arts and drama–are presented in the above-mentioned guide 
(Ruokonen et al. 2009). The research material consists of six pedagogical 
articles published in this guide. The content area drama was introduced in 
two articles; one concerned drama pedagogy in general and the other puppet 
theatre and both were included in the analysis. The writers are well-known 
and experienced arts educators and researchers; the research material thus 
features many current ideas in Finnish arts education. 

The content areas in the guide are analysed within the framework of re-
search questions which focus on how views in different content areas are 
presented concerning the following: 1) aesthetic matters; 2) creative matters; 
3) cultural matters; 4) the child and children’s culture; 5) arts pedagogy, and 
6) the identity of the educator. The methodological orientation of the study is 
towards a naturalistic paradigm (Cuba & Lincoln 1998), and the research 
method is qualitative content analysis. In the data-based analysis wider 
themes were sought from the established units in each question area in order 
to determine the significant traits of arts education in early childhood educa-
tion. 

As editors of the studied publication we had a special role as researchers. 
The analysis brought our subjective and personal values into play and the 
validity in our qualitative research can be seen as “tied up with a particular 
knower” (Reason & Rowan 1981, 250). We performed the content analysis 
separately and independently from the same material for better reliability. 
When interpreting the results we reflected and contextualized them in relation 
to the current theoretical discussion concerning arts education. 
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Results 
Views concerning aesthetic matters 

In the Finnish NCGECEC, aesthetic education is seen as a meta-level for arts 
education: it introduces artistic activities as part of aesthetic orientation. 
Similarly, in the guide, aesthetic education is seen as a meta-level for the 
content areas: in visual arts, aesthetics is connected to the aims of the content 
area; in crafts, it forms the basis for expression and in dance for values.  

In all of the guide’s content areas aesthetics was found to be connected to 
values and valuing. In dance, puppet theatre and music the values focus on 
‘goodness, badness and beauty’. In dance, the focus is also on ‘wisdom’ and 
‘non-instrumental values in life’. Aesthetics was found to have a broad scope 
concerning the experience and enjoyment of activities, perceptions and atti-
tudes, preferences and choices, skills and training as well as creative and 
even environmental aspects. In crafts, visual arts and puppet theatre the 
meaning of the senses in aesthetics is discussed. In addition, aims regarding 
training to improve sensitivity and perception are presented.  

The recommended aesthetic activities relate mostly to the experiences of 
children. Such experiences provide the basis for activities that educators 
should offer to children. For the most part the content areas do not discuss the 
nature of an experience: it is self-evident. In puppet theatre, experiences are 
briefly characterised as ‘lived, seen and heard’. In dance, aesthetics is em-
phasized as ‘the energy of life’, ‘making one freshly attentive and connected’, 
and in visual arts in terms of ‘perceiving life for the first time’, ‘openness, 
intense being, wonder and surprise’. These traits can be seen as connected to 
the pragmatist tradition in aesthetics. Aesthetic experience is an activity in 
which sense and perception play a significant role and art is an experience 
connected to life that can produce a strong feeling of vitality (Dewey 
1934/1980).  

 
Views concerning creative matters 

No significant differences were noted between the content areas concerning 
matters of creativity. Creativity as such is not defined except in the visual arts 
where the characteristics of creative activities are discussed. All content areas 
refer to the imagination which can be interpreted to be an essential part of 
creativity; for example, dance refers to ‘the ability of human beings to imag-
ine’ and drama to ‘imaginative reality’. That all artistic activities should in-
clude elements of play or playful exercises is also emphasized. 

All content areas discuss the challenges of the creative process. These in-
clude needing courage at the beginning to throw oneself into the process ‘on 
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new terrain’, as well as when facing threatening and unexpected situations. 
Humour, playful exercises and stories support the process, which can also 
involve short improvisation or longer periods for experiments, discovery and 
research. The individuality of the process is emphasized in dance and visual 
arts, group activities in drama and puppet theatre, and an inspiring envi-
ronment in crafts and music. 

These views parallel the perspectives which Lev Vygotsky (2004) has op-
ened. Vygotsky’s definition of creativity is based on the idea that the ele-
ments of past experiences are combined, creatively reworked and used to 
generate new propositions and new behaviour. Imagination is the basis for all 
creative activity. According to him, there is a strong analogy between art and 
play. Artistic activities as well as children’s play are not simply a reproduc-
tion of what a child has experienced, but a creative reworking of the impres-
sions she/he has acquired (Vygotsky 2004, 7-15). 

 
Views concerning cultural matters 

The guide offers several interpretations and dimensions of culture. This no-
tion is concordant with arts education research that refers to the difficulties of 
arriving at a simple operational definition of ‘culture’ due to the complexity 
of its meanings and interpretations (Smith 2009, 267-268).  

A multicultural view is distinguishable in all content areas: arts are con-
sidered as tools for constructing bridges across borders of whether of eth-
nicity, age or gender. According to Tarja Pääjoki (2004), multicultural issues 
are one of the main themes in current arts education. The arts can be under-
stood as a place for cultural encounters. The main concept describing this 
encounter is that of a ‘third space’; it allows for the transgressing of cultural 
borders. The arts can be seen as an open space for challenging preconceptions 
and prejudices. Artistic practices construct a playful means for questioning 
the way social practices are constructed.  

The aim in all content areas is to create an artistic culture in the daycare 
context. An educator should be able to cooperate with art and culture spe-
cialists as well as cultural organizations and projects. There also appears to be 
a desire for practices from the domain of art to be adopted in daycare sur-
roundings: an educator should even be able to play the role of a choreogra-
pher, a theatre director or an exhibition curator. Cultural connections between 
art, design and the social world are emphasised in visual arts, and in music it 
is pointed out that cultural policy promotes arts as a hobby. Here culture is 
understood to include aspects of ‘high culture’ that is often understood as 
representing a society’s highest aesthetic achievements (Smith 2009, 267-
268). Mostly the arts are seen as a part of everyday culture. Dance, music, 
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visual arts and crafts emphasize arts as a natural component of daily life. 
Current features of culture are discussed particularly in crafts, and local, 
national and international aspects of culture are also given attention. ‘The 
praxis of a ood human life’ is seen as shaping the meta-level basis for crafts 
as a content area concerning everyday activities and the technological envi-
ronment. Crafts are considered as part of non-commercial culture which has 
an opportunity to shape an alternative to our efficiency-centred, disposable 
ethos. 

The social perspective emphasizes cultural aspects in arts education. Kari 
Kurkela (2006) suggests a significant role for arts education as cultural edu-
cation that aims to raise citizens who are active, cooperative and responsible 
in a lively, pluralistic and humanistic society. Such an education develops the 
overall personality and brings fresh points of view as well as new skills and 
expertise to the cultural discourse. Fostering a creative attitude is important 
for the mental and emotional wellbeing of the whole of society, not only in 
the fields of arts and sciences. Vygotsky (2004, 7–17) has also underlined the 
importance of artistic experiences as social experiences: creative activities 
orient human beings towards the future, towards creating the future and thus 
altering their own present. 

 
Views concerning arts pedagogy 

Common features in arts pedagogy in all content areas comprise holistic 
aims, process orientation and activities based on experiences. All content 
areas except drama and puppet theatre present themselves in a way similar 
to languages.  

The content areas differ from each other. Crafts are characterised by an 
ethical, everyday orientation where manual skills are essential in making and 
remaking usable products. Dance is characterised by a community-based 
creative improvisation process involving the elements of movement–time, 
space, power and flow–where greater consciousness and physical well-being 
are created. Drama is defined as a content area connecting play and education 
to theatre in groups without audiences, and is seen as an activity existing 
between reality and the imagination. Puppet theatre is characterised by activi-
ties featuring puppets as symbolic objects, which allow for individual and 
group activities. In music, basic musical elements create a musical learning 
environment conducive to musical language and thinking. Visual arts em-
phasizes links to the preschool and school curriculum and presents visual arts 
activities connected to perception, expression, the aesthetic and cultural envi-
ronments as well as media culture.  
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Not only one proposal was given for arts pedagogy, but two poles were 
proposed, along with variations between them (see Figure 1).  

 

 
 
Figure 1. The proposed two poles of arts pedagogy. 
 
The idea of the first pole, creative process orientation, is that the educator 
structures and frames creative activities and their processes. There is either a) 
improvisation or b) problem solving, exploration and research, according to 
the creative practices of the arts and sciences. The dialogic forms are stressed. 
This pole can be seen as a combination of expressionistic and reconstruction-
ist ideas in arts education (see Efland 1990). Its background can also be seen 
in socio-constructionist views of education, as described in the Reggio Emilia 
pedagogy (see e.g., Vecchi 2010). The second pole consists of a social, learn-
ing-based orientation where the model of an adult is emphasised according to 
the practices and traditions of a special content area. This pole follows the 
ideas of social learning (see e.g., Bandura 1977; Vygotsky 1978). 

 
Views concerning the child and children’s culture 

Promoting children’s identity as active agents is the focus in all content 
areas. This is supported by paying attention to holistic development. The 
sources and objectives of the activities should be constructed by attending to 
the individuality of the child as well as her/his motivation, individual solu-
tions, comments, initiatives and interests. The activities should encompass 
active participation, expression and sharing. The immediate surroundings 
should also be taken into account and the activities and issues should be ac-
cessible to the children. In addition, adults should understand and interpret 
the challenges as well as physical and mental borders of being a child. Indi-
vidual as well as group activities are recommended and the importance of 
peer groups is emphasized. These views run parallel to the child-centred 
views which have been common in Finnish early childhood education since 
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the 1970s and which have focused on the objective of a competent child 
(Onnismaa 2010, 48-51). 

The children’s own culture is also emphasised. In dance, the child is seen 
as ‘a creator of culture and his/her own culture’ and as ‘a cultural innovator 
and transformer’. In visual arts ‘significant experiences’ which belong to ‘the 
inner world of a child’ are stressed. These views can be seen as connected to 
the rights of children to create their own culture, not only to be receivers of a 
culture created for them. Martin Woodhead (2006) stresses that children 
should have a right to express their views and feelings and that this right 
should be anchored in the child’s daily life at home and within the early 
childhood education facilities. A social and cultural perspective draws atten-
tion to the respects in which early childhood is a constructed status and to the 
diversity of ways it is understood and practised, for, with and by children. A 
human rights perspective is also needed in order to reframe approaches that 
fully respect young children’s dignity and their capacities to contribute to 
their own development and to the development of services in early childhood 
education (Woodhead 2007, 4). 

 
Views concerning the identity of an educator 

The first dimension of an educator’s identity as an arts educator is being a 
human being: an adult and educator who has the responsibility for arts educa-
tion in early childhood education. The second dimension is to be an inspirer, 
a creative agent whose task is to be a facilitator for the child. The third di-
mension highlights the role as an arts pedagogue who provides a structure 
and framework for the activities and the environment in which they take 
place. This role can be that of a model and demonstrator or a builder of dia-
logue between children, parents and cultural specialists. The fourth dimen-
sion concerns being a reflective practitioner who is interested in updating 
professional skills. 

Paying attention to the children’s own culture is demanding for educators 
in early childhood education. They must create a proper environment for 
children’s growth, development and learning where the character of the 
child–adult relationship is as important as the activities themselves. An edu-
cator should be able to interpret a child’s world with respect and attentive-
ness. She/he should recognize, evaluate and interpret what is beneficial for 
children and what is not. Shaping limits and defining borders is necessary 
when taking into account requirements concerning ethical and moral issues as 
well as children’s physical well-being and safety. 

In Liisa Holkeri-Rinkinen’s study (2009) on everyday life and adult-child 
interaction in Finnish daycare centres, the challenge concerning children in 
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interactive situations seemed to be to make them heard and noticed, one way 
or the other. A demanding challenge for the adults was to manage several, 
and often simultaneous, activities while keeping chaos at bay. Choices that on 
the surface seemed unimportant often proved to be very significant for main-
taining the activities, the interaction and the atmosphere. Typically, the adult 
was a partner who developed and controlled the interaction. Playing, how-
ever, turned out to be an activity where the child was in control. She or he 
had understood how things should evolve in play. In these situations, the 
adult was mainly supporting the child. However, the adult, by his or her own 
actions, also kept the play alive and brought new ingredients to it. When 
playing together, children and adults created shared meanings and a collec-
tive social reality (Holkeri-Rinkinen, 2009). 

 

Discussion 

The roots of arts education, recommended in the guide, can be seen in the 
traditions of pragmatism (see Dewey 1934/2005; Efland 1990). Socio-
constructivist views on learning through arts and play can also be seen (Vy-
gotsky 2004). The responsibility of an educator as an arts educator is emphas-
ised. The educator creates the environment as well as a framework for activi-
ties in which the developmental stages of the children should be taken into 
account and where holistic development, growth and learning can be facili-
tated. Joy and enjoyment play important roles in artistic processes, and a 
secure, congenial atmosphere is needed when children’s own experiences are 
the starting point for the creative work. Further, one of the most important 
aims is to allow room for the children’s own culture. 

Arts education can be considered as a tool to be used in the social and cul-
tural construction of society. According to Jyrki Reunamo’s study (2010), 
Finnish children need to find their own artistic processes in four ways: by 
coming in contact with the existing artistic culture; by practising their artistic 
skills; by learning to create their own artefacts, and by joining together in 
shared cultural development. Several cultural projects (see, Arts Education 
and Cultural Education in Finland 2010) have shown that cultural activities 
have the potential to prevent children’s marginalization. Cultural activities 
answer children’s desire to have art and culture as a hobby and a means of 
self-expression. The greatest demand for arts education exists in sparsely 
populated areas, and the guide is especially important for this reason: it can 
facilitate local arts education services from the viewpoint of giving children, 
in different parts of the country equal opportunities to participate in arts edu-
cation under the guidance of a more competent arts educator. 
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The MUS-E® programme creates new forms of arts 

education at schools 
Patries Wichers & Marianne Poncelet 

 
 
 
The following text was written by artist and artistic coordinator MUS-E Belgium, Patries 
Wichers, who also works as an expert for the International Yehudi Menuhin Foundation 
(IYMF). She wrote this text in 2006 for artists beginning in the MUS-E® network. The de-
scription of the International Yehudi Menuhin Foundation has been written by Marianne 
Poncelet, Executive Vice-President of the IYMF.  
 
 
 

The International Yehudi Menuhin Foundation 

Violinist and humanist Yehudi Menuhin (1916-1999) founded, together with 
Marianne Poncelet, the International Yehudi Menuhin Foundation (IYMF) in 
1991 with its main office in Brussels, Belgium. His vision was to give life to 
long-term projects, with the aim of giving a voice to the voiceless through 
artistic expressions under all its forms. The International Foundation is at the 
centre and coordinates a network of associations which act as the national 
operators of its programmes, such as MUS-E®. 

The task the International Yehudi Menuhin Foundation undertakes is to 
remind the political, cultural and educational institutions of the central place 
of art and creativity in all the processes of personal and societal development. 
Finding its sources in the humanistic work of Yehudi Menuhin, it initiates 
artistic projects that give a voice to the cultures present in Europe. 

This endeavour is realised in several fields of action, supported by differ-
ent programmes:  

• art at school: the MUS-E® programme introduces art in primary 
schools to develop children’s creative powers and release their cre-
ative potential, thus preventing violence and racism through fostering 
harmony and a sense of aesthetics from the earliest age. Implemented 
in 11 countries, MUS-E® now involves around 55,000 children from 
550 primary schools and 3500 teachers, thanks to the support from the 
European Union and many national and regional governmental auth-
orities and partners. Over 1000 artists take part in the programme. Ye-
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hudi Menuhin’s wish was that all children could sing and dance at 
school every morning.  

• art and intercultural dialogue: gives a voice to non-represented cul-
tural groups by creating a platform through which these groups can 
express themselves on a European level. 

 
Over thirty groups have joined this project in Europe, including the Roma, 
Armenians, Lapps, Csangos, Pomacks, and other emerging minorities. Today 
new partnerships are established with cultural experts, minority advocacy 
groups, artists, diverse associations or institutions in their field of action 
(education, social, and environment) which combine their activities and gen-
erate a thorough reflection in the platform created around the Assembly of 
Cultures. Yehudi Menuhin’s wish was that all cultural groups could have real 
access to the European authorities and that European institutions could give 
all cultural groups the practical opportunity to express themselves. 

• art on stage: thematic multicultural concerts unite the voices of sev-
eral cultures through music, song or dance. Alongside Stéphane Grap-
pelli, Ravi Shankar, Marcel Marceau or Miriam Makeba, to mention 
but a few, Yehudi Menuhin used to introduce the audience to the soul 
of a range of cultures through their musical expression. He knew how 
to find the words of the heart, creat a magic space within which we 
were all united. It is this spirit that the International Foundation strives 
to perpetuate today by organising an annual concert or artistic event il-
lustrating intercultural dialogue on stage. These multicultural events of 
the IYMF carry a strong message based on tolerance and understand-
ing, which is also anchored in a wider reflection on intercultural dia-
logue.  

 

The MUS-E® programme 

One of the pillars of the IYMF is the insertion of the MUS-E® programme in 
primary schools to give art a broader place in society and to allow artists to 
be in contact with as many children as possible. These visual artists, actors, 
dancers, puppeteers, filmmakers and musicians bring with them their own 
artistic universe and provide qualitative interactive art in education. Each 
MUS-E® country works with its own coordinators and seeks local financial 
support to implement the MUS-E programme in education. http://www.men 
uhin-foundation.com 

The MUS-E programme: each of the 1000 artists works with one class of 
children and its teacher on an art project on a weekly base for a period of one 
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full school year. Children’s experiences are centred on active and playful 
learning about and through visual art, theatre, dance, puppetry, music, film or 
a combination of these various art disciplines. These long term collaborations 
evoke creative and group dynamic processes with openness and respect for 
oneself and others and form a platform for intercultural dialogue. The advan-
tage of being part of an international network is the fact that bridges can be 
built between artists and classes from various schools, cities and countries. 

 

MUS-E® Art at school: do you feel good? 
Me and my body? 

I eat, I see, I move, I shit, I talk: these are all activities that ‘I decide that my 
body will do’. We assume we have total control over our bodies. We never 
say: I make my blood circulate, I make my hair grow, my body is thinking, 
my body is dreaming. The ‘I’ is not only located in the head but also every-
where in the body. And this body is very important in interacting with and 
creating its environment and feeling good and connected with it. 

The idea of ‘Me and my body’ was emphasized in the philosophy of René 
Descartes (1596-1650). Descartes (1961) divided the world in two substa-
tions: the mind/the thinking and the physical/material world. I think, there-
fore I am, he said and with that expression he stated that ‘true’ knowledge 
can only be obtained by thinking, by the power of reason. What we perceive 
(with our body) can be a delusion which takes us further from ‘the truth’ 
Descartes (1961) wrote. In other words: one should not trust the body. But 
why should the body not be trusted? It is shared with all human beings. This 
denial or set-back of the sensory perceptions determined for centuries the 
way school education was given, emphasizing rational thinking in order to 
obtain knowledge of the outside-world. 

 

What about the totality of body-mind? 

We constantly perceive ‘the world’ by sensory perception (1). We constantly 
process (2) what we perceive through our imagination (3); we give this 
form(3) and react through communication(3) with others.     
 Through this interaction between perceiving, processing and reacting, we 
shape and express (3) our inner world/outside world. 
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1. Sensory perception 

Vision/Sight 
Audition/Hearing 
Gustation/Taste 
Olfaction/Smell 
Tactition/Touch 
Thermoception/Sense of Heath 
Nociception/Sense of Pain (which intertwines with all other senses) 
Equilibrioception/Sense of Balance 
Proprioception/Kinesthetic sense or Body awareness  
Magnetoception/Sense of detecting fluctuations in magnetic fields 
Electroception/Sense of detecting electric fields 
Echolocation/Sense of orientation to other objects by interpretation of re-
flected sound.  

• There is not enough space and time reserved for the development of 
the senses, an awareness of the body, care for and expression of the 
inner world of thoughts, dreams and reflections in school education. 
MUS-E® creates and offers this to schools with its long term art pro-
gramme. 

 
2. Processing perceptions: many intelligences 
In school education, only one or two kinds of intelligence are considered. I.Q. 
tests, examinations focus on these intelligences, which are still based on ‘ra-
tional thinking in order to obtain knowledge of the outside world’. Children 
who fail the tests are, from this point of view, not intelligent (enough). 

Psychologist Howard Gardner (1983) formulated the idea of multiple in-
telligences. There are different kinds of intelligences, which are very much 
connected to our bodies, to the sensory senses mentioned above. 

Linguistic intelligence involves sensitivity to spoken and written lan-
guage, the ability to learn languages, and the capacity to use language to 
accomplish certain goals. This intelligence includes the ability to effectively 
use language to express oneself rhetorically or poetically and to use language 
as a means to remember information. Writers, poets, lawyers and speakers 
are among those that Howard Gardner (1983) sees as having high linguistic 
intelligence. 

Logical-mathematical intelligence consists of the capacity to analyse 
problems logically, carry out mathematical operations, and investigate issues 
scientifically. In Howard Gardner's (1983) words, it entails the ability to 
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detect patterns, reason deductively and think logically. This intelligence is 
most often associated with scientific and mathematical thinking. Musical 
intelligence involves skill in the performance, composition, and appreciation 
of musical patterns. It encompasses the capacity to recognize and compose 
musical pitches, tones, and rhythms. According to Howard Gardner (1983), 
musical intelligence runs in an almost structural parallel to linguistic intelli-
gence. 

Bodily-kinesthetic intelligence entails the potential use of one's whole 
body or parts of the body to solve problems. It is the ability to use mental 
abilities to coordinate bodily movements. Howard Gardner (1983) sees men-
tal and physical activity as related. 

Spatial intelligence involves the potential to recognize and use the pat-
terns of wide space and more confined areas, while interpersonal intelligence 
is concerned with the capacity to understand the intentions, motivations and 
desires of other people. It allows people to work effectively with others. Edu-
cators, salespeople, religious and political leaders and counsellors all need a 
well-developed interpersonal intelligence. 

Intrapersonal intelligence entails the capacity to understand oneself, to 
appreciate one's feelings, fears and motivations. In Howard Gardner's (1983) 
view, it involves having an effective working model of oneself and being able 
to use such information to regulate one’s life. 

• In education, the emphasis is often put on the first two forms of intelli-
gence. School programmes stress the taking in of information and be-
ing good at language and mathematics to become an efficient worker 
in society. Given answers at examinations are right or wrong. But 
what about the humanity-aspect and creativity? MUS-E art activities 
cover the above-mentioned different areas of intelligence and give 
children different possibilities in creative learning. This means respect 
for each other without one’s creations being judged as right or wrong 
but recognized as valuable expressions in a safe environment where 
children can feel good about learning.  

 
3. The role of art in school education 
The various art disciplines deal consciously with the body and sensory per-
ception, with expressing and communicating the inner world. Art, in its di-
versity, is a form of communication whereby the artist consciously deals with 
understanding and transforming symbols/representations and their meaning. 
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• Art calls upon our imagination and this imagination makes our sen-
sory experiences meaningful. It makes our sensory perceptions more 
than just a physical stimulation of our organs. It produces mental im-
ages and it makes it possible to recall memories from the past, to re-
flect on possibilities for the future, weigh alternatives against each 
other and empathize with other people.  

 
MUS-E® artists take the immediate world of the child—the school, home, 
playground, games, experiences, feelings and dreams, cultural background—
as starting points and inspirations for their sessions. The children’s’ percep-
tions of their environment is full of ‘symbols’ and meaning. The presence of 
the artist invokes a process of shaping and understanding this content be-
tween the children, the teacher and themselves. With this kind of social semi-
otic approach a gesture, a garment, a spoken word, a sound, a movement or 
an image can be interpreted and its meaning can be expressed. Herein lies the 
importance of working with artists from diverse disciplines such as theatre, 
sound/music, dance, martial arts, film, visual arts, fashion, literature because 
ouch, perception, feeling, sense of smell, thinking and thoughts, memory, 
sense of hearing, speech, dreaming, sight—all all human bodily ‘functions’—
connect us as human beings, form the basis for all art forms. 

Through the different art forms in the MUS-E® programme a different 
way of learning takes place where children interact more with each other and 
their environment whereby sometimes hidden talents or aspects of children 
become visible. Knowledge is shared and adults learn from children and 
children from each other. In this playful and active atmosphere, children’s 
well-being and creativity can blossom. 

 

References 
Descartes, R. (1961). Compendium to Music. Rome: American Institute of Musicol-

ogy. Studies and Documents 8. 
Gardner, H. (1983). Frames of mind: the theory of multiple intelligences. New York: 

Basic Books. 
Yehudi Menuhin Foundation. http://www.menuhin-foundation.com (read 20.3.2011) 

 



Arts	  and	  Skills—Source	  of	  Well-‐being	   89	  

 
Arts education and increased 

well-being in schools 
Ulla Salomäki & Inkeri Ruokonen  

 
 
 

”Tell me and I forget, teach me and I remember, involve me and I learn.” 

(Benjamin Franklin) 
 
 
 
Abstract 
 
Annantalo is an arts centre for children and young people in the centre of Helsinki that offers 
arts education, exhibitions, dance performances and theatre productions. In addition, Annan-
talo works together closely with schools. In the daytime the centre is filled with primary 
school children who attend arts classes. Several times a year family event days are also held 
at Annantalo. Due to a renovation of the ventilation system, Annantalo moved its activities 
to Töölö for the year 2010. The change provided an opportunity for its artists to try new 
working methods. About half of the artists joined a programme in which artists work in day-
care centres and schools for a certain period. Through this programme, 27 artists worked in 
21 daycare centres and 6 primary schools. In this article, we present the evaluation results 
from the projects organized during the spring of 2010 in schools. 
 
Keywords: artists in schools and daycare centres, socio-cultural inspiration, arts pedagogy  
 
 
 

Introduction 

Annantalo is an arts centre for children and young people in the centre of 
Helsinki that offers arts education, exhibitions, dance performances and the-
atre productions. The Arts centre also works together with schools. In the 
daytime, the centre is filled with primary school children who attend arts 
classes. Several times a year, family event days are held at the arts centre. 
Annantalo’s aim to is to provide a favourable atmosphere and the right condi-
tions for children and young people to experience art and culture in Helsinki. 
The themes of the arts courses that are offered are connected with Annan-
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talo’s cultural and thematic exhibitions, the themes of which are explored in 
public lectures, guided tours and arts workshops. In particular, word arts have 
proven to be a very effective companion to the exhibitions. The educational 
programme of Annantalo’s exhibitions includes training for professionals 
working with pupils. Interactive arts tours and drama workshops are arranged 
for schools in connection with the exhibitions and learning materials based on 
the exhibitions are produced to support the teaching activities. The themes 
and questions raised by the exhibitions are discussed in Annantalo’s arts 
lessons. The themes can also serve as the basis for long-term project work 
within arts groups. 

While the arts struggle for a place in Finnish mainstream education and 
the school curriculum, they are numerous arts educational programmes pro-
vided by arts centres such as Annantalo in Helsinki. In examining what 
schools can learn from the example of arts centres, this paper identifies some 
obstacles to prioritizing the arts in schools and daycare centres through co-
operative activity with the arts educational community. The article describes 
the co-operation between artists and schools in the field of arts education. 

In 2010 the Annantalo building was under renovation, and the building 
could not be used, so most of the artists moved their work to schools and 
daycare centres. The change provided an opportunity for the artists to try new 
working methods during this year. About half of the artists joined a pro-
gramme in which artists work in daycare centres and schools for a certain 
period of time. Through this programme, 27 artists worked in 21 daycare 
centres and 6 primary schools. In this article, we present the evaluation re-
sults from the projects organised during the spring of 2010 in the schools.  

 

Theoretical basis for the study 

According to Dewey (1958), children want to be active participants in the 
cultural life of their environment. Through cultural experiences, they build 
their identification with that cultural life. Cultural and artistic experiences 
help young people find their own way of experiencing and expressing art. 

Eisner (1991) suggests that children can use art to question and reflect on 
the multisensory information in their daily lives, and from this reflection 
develop insight awareness and critical thinking skills. For Eisner (1991), 
artistic activity is a form of inquiry that depends on qualitative forms of intel-
ligence. 

In this article, we speak about social animation to describe the act of en-
couraging, motivating, involving, empowering and engaging real human 
beings. The word derives from the Greek/Latin “anima”, which means “life” 



Arts	  education	  and	  increased	  well-‐being	  in	  schools	   91	  

or “soul” and thus stands literally for the act of giving life or spirit to some-
one or something, or the state of being alive. 

According to Kurki (2000), there are three dimensions of socio-cultural 
animation. Firstly, there is the educational goal that refers to personal devel-
opment. The second dimension is the social goals of reinforcing the group 
and the community and increasing people’s participation. Thirdly, there is the 
cultural dimension, which aims to develop creativity and multifaceted ex-
pression. 

In the socio-cultural animation process, the role of the animator is essen-
tial in the beginning of the process, since his or her responsibility is to do the 
groundwork, and the organization to raise the people’s interest, sensitivity 
and motivation. The animation process is based on people’s own actions, so 
the responsibility to maintain the animation is not only on the shoulders of 
the animator, but also on the actor (Kurki, 2000). 

Karppinen’s (2005) study examined the basic arts education system in 
Finland. Because of her study, a concept model (see Figure 1) was created. 
The socio-cultural animation in arts education indicates the actions of the arts 
integration project. The core element of animation, instead of only setting 
people in action, is an enticement to action, which shows that individuals are 
linked to the human world through acting among other people. It means acti-
vating children and youngsters as well as adults to actions that enable indi-
viduals to search for meaningfulness in the ongoing action and later on in 
their lives. Education for arts integration encourages social interaction that 
intends to bring something forth from the self (appearance) through words or 
the action of making art, performances and artefacts. A meaningful life in-
cludes a feeling of freedom from the past and present; it consists of courage 
and the ability to start new processes and a willingness to improve the quality 
of one’s own actions (initiative). One of the aims of arts integration is to 
achieve such a change in an individual’s mind and action that he/she would 
be able to empower him/herself and to exist in this world by making art. 
Consequently, arts education has meaning for individual welfare and human 
growth through activation (Karppinen & Ruokonen, 2007). 

In Karppinen’s (2005) model, inspiration, initiative and appearance are 
the core components of the craft-art concept model. According to Karppinen 
(2005), inspiration is the power that sets in motion and begins a willingness 
to create. It is not enough to appear to create, but human initiative and inten-
tion are needed to make the process meaningful. Karppinen (2005) stresses 
that craft-art means not only producing items, but also bringing something 
forth from the self. That means the artistic process must be visible so that 
other people can see and assess it. According to Csikszentmihalyi (1997), an 
animator is a catalyst, a mediator and facilitator who seeks to raise self-
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awareness and has the motivation to engage community members and en-
courage them to participate in self-reflection and action. The animator must 
have global visions, responsibility, the ability to analyse him/herself, an ana-
lytical and creative spirit and the discipline to fulfil his/her promises. 

 

 
 
Figure 1. Socio-cultural animation in arts education (Karppinen 2005). 
 
Some previous studies have been done on artists in schools. Herne, Burgess-
Macey and Rogers (2008) analysed interviews of students and teachers in 
carnival project schools, exploring issues and themes such as student in-
volvement, creativity, artists-in-schools and cross-curricular learning, and 
concluded that having a carnival in the curriculum provides an opportunity 
for agency within the regulated, official curriculum. 

Heilig, Cole and Aguilar’s (2010) historical narrative tracks the evolution 
and devolution of visual arts education from Dewey's progressive era of 
pedagogy and the theory of the arts as experience to the modern accounta-
bility movement in which the arts are fundamental equalizers, but not when 
their study is systematically denied. Policymakers, educators and other stake-
holders need to understand the intrinsic value of the arts and how they allow 
students to view the world in a new way, open up perspectives through alter-
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native ways of expression, engage the senses and provide access to know-
ledge through an appreciation of aesthetic experiences. 

Ruokonen (2009) studied Annantalo’s 5x2 arts courses, which were of-
fered to primary schools in Helsinki and provide two hours of arts education 
a week for five weeks. Children and young people were able to experience 
arts and artistic work under the guidance of a professional artist or arts 
teacher. These arts courses support the schools’ own arts education pro-
grammes. The goal is for each and every primary school student in Helsinki 
to participate in the 5x2 arts courses in Annantalo at least once. Annantalo’s 
arts courses allow children and young people in Helsinki to immerse them-
selves in studying the arts under the guidance of professional artists and arts 
teachers. The teaching reflects each teacher’s personal and professional rela-
tionship to the arts. 

According to Ruokonen (2009), the 5x2 arts courses are regarded as an 
extremely positive means of fostering pupils’ personal artistic activity and 
creativity. Both teachers and pupils feel that the arts courses enrich the 
everyday work and well-being at school. The teachers and pupils also had a 
wealth of new ideas and theme suggestions for future 5x2 arts courses, such 
as cultural themes and new technology in arts pedagogy. There were three 
important factors behind their enthusiasm: firstly, the active learning by 
doing and expressing the arts; secondly, the new learning environment out-
side the school, and thirdly, the stimulated creative thinking that was part of 
the work.  

Hoffman Davis (2010) examined in her study what schools can learn from 
community, and identified three objections to prioritizing the arts in schools 
(value, measurement and autonomy) and found responses to each in com-
munity arts education. According to Hoffman Davis (2010), arts learning 
makes invaluable contributions to pupils’ sense of individual potential and 
social responsibility. Secondly, arts-based assessments provide a model for 
general education rather than an excuse for marginalizing the arts, and 
thirdly, a reliance on the community instead of schools for arts education 
deprives too many children of the benefits of arts learning. These self-
designed arts centres have been of considerable interest to arts educational 
researchers in the United States and, according to Hoffman Davis (2010), 
they demonstrate artful alternatives to mainstream education, offering cre-
ative visions of teaching, learning and assessment. However, in the opinions 
of some schools’ arts specialists, these supplementary options can seem 
threatening. Administrators have regarded the cooperation with outside artists 
and arts centres as a sufficient substitute for a school-based arts education. 

Arts education is also integrated into other school subjects or educational 
themes of school curricula in Annantalo’s arts educational co-operation in 
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arts education. According to Song (2010), the arts heighten cognitive experi-
ence through the use of natural materials and sites and through engagement 
with the natural world. Through nature and new environmental settings, the 
arts expose viewers to new ways of seeing, feeling and thinking about nature 
and life. This can lead to greater awareness about nature. Arts-based learning 
experiences encourage contemplative and reflective thought, which can ex-
tend environmental awareness and understanding. Greene (1992) also posits 
that the arts provide a reflective type of learning in which pupils learn new 
multisensory ways of hearing, seeing, feeling and moving. This expressive-
ness develops from the creativity in arts and its ability to motivate pupils to 
learn to learn. 

Smithrim and Upitis (2005) researched the effects on student achievement 
and attitudes of a Canadian school-wide, arts education approach called 
Learning through the Arts (LTTA). Their sample included over 6000 students 
and their parents, teachers and principals. They gathered data, both at the 
outset and after three years of involvement in LTTA, on student achievement, 
student attitudes towards the arts and schooling, and out-of-school activities. 
They found no baseline differences in achievement or in socioeconomic sta-
tus in the LTTA and control schools. At the end of three years, the grade 6 
LTTA students scored significantly higher on tests of computation than the 
students in the control schools. 

 

The study 

The study problem was to evaluate this new co-operative situation of artists 
in schools and daycare centres through the opinions of the teachers, pupils 
and artists. The research is a case study of six schools. The research method 
used was a survey carried out through the Internet directed at the teachers, 
pupils and artists. The research material consised of the experiences of 107 
pupils, 6 artists and 6 teachers. The evaluation of the projects was made with 
an Internet-based Webropol questionnaire. 

The artists who joined the projects outside of Annantalo represented sev-
eral fields of art: comic strips, dance, literature, music, textile art, theatre and 
visual art. The length of the projects was a minimum of 10 hours in a 5-week 
period. In most cases, the artists worked for a longer period. The projects 
were followed by the documentary team, which consisted of a photographer 
and video- and animation artists. 
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Results 

According to the answers of the pupils, the art projects put them in a good 
mood (70%) and they evoked mostly the feelings of animation (38.2%), de-
light (16.7%) and happiness (13.7%). The art also gave channels for the ex-
pression of emotions (64%). For example, in the comic strip project it was 
easy to study and express emotions (see Figure 2). The pupils experienced the 
art projects as a positive communal activity, and the contents of the projects 
were discussed enthusiastically in the classrooms. In the projects time passed 
quickly, and the pupils experienced success. The results show the importance 
of socio-cultural animation in action. Pupils became animated through the 
artistic experiences. 

 

 
 
Figure 2. Expressions of emotions in comic strips (an example of a pupil’s drawing). 

 
The teachers participated actively in the projects, and in their opinion, the 
projects fit into the curriculum activities in school very well. The teachers 
also recognised a positive change in the pupils during the process. 

“When the pupils progressed in the process, many of them who were in 
the beginning slightly pessimistic did the work enthusiastically.” 
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“The pupils were inspired, which was shown in their behaviour; they 
concentrated on the task, the atmosphere was relaxed, and they were able 
to achieve the aims.” 

 
According to the teachers’ responses (expressed in means derived from a 1-5 
Likert-based evaluation form), the co-operation with an artist gave new 
stimulus to everyday teaching in an excellent way (4.6/5). The projects were 
categorised as follows: inspiring (4.2/5); creative (4.4/5); informative (4.2/5); 
integrative (3.5/5); a support to teaching (4.2/5); artistic (4/5), and student 
centred (4.4/5). They made the following statements about the best aspects of 
the arts activities: 

“Those pupils who perform weakly in theoretical subjects may perform 
very well in art sessions. Creativity is always fascinating.” 

“For the pupils, the best was the possibility to experience something that 
I could not offer and to concentrate on the same task for a longer time 
than we could in making a single piece of artwork and to go through the 
entire process.” 

“The best was the joy and enthusiasm in learning a new thing or an old 
thing in a new way.” 

“The best was the professional artist who gets along well with the pupils 
and the artwork, which we could not have experienced and learned to do 
without this project. Magnificent results; the pupils produced greater and 
greater graphic works one after another.” 
 

The teachers observed that the pupils were able to and dared to express 
themselves creatively (3.6/5), and the discussion connected to the project was 
quite animated (3/5). During the project, the group forming was positive 
(3.2/5), and it created a positive change in the group atmosphere. The art 
projects connected knowledge and concrete art activity well (4.2/5) and con-
nected knowledge and the expression of emotions quite well (3/5). According 
to the teachers, the project did not simulate communal creativity very much 
(2.4/5), but refreshed everyday school life in a superb way and created posi-
tive school satisfaction (4.8/5). 

 



Arts	  education	  and	  increased	  well-‐being	  in	  schools	   97	  

 
 
Figure 3. Students concentrate on graphics. 

 

 
 
Figure 4. Graphic work by a pupil. 

 
Most of the artists had not had previous experience with working in school 
or in daycare centres. Annantalo itself offers great working ateliers and ma-
terials for art sessions, so the change to working outside of Annantalo was an 
effort that demanded eagerness and a readiness to experience something new 
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and accept the challenges. The artists (6) who worked in the schools first 
attended planning meetings with the school staff. Some of them had a draft 
plan ready, and the rest planned the project from the beginning with the staff. 
Most of the projects were not connected to any other theme in the schools 
(4/6). 

According to the artists (expressed in means based on the frequencies of 
the answers), the starting level of the school groups was quite good (3.3/6). 
The most negative feedback was received about the level of the working 
space in schools (2.6/6) and the material available (3.1/6). The interaction 
skills were at the beginning quite poor (2.5/6). There was not much name-
calling, bullying or harassment, but on the other hand, nor was there much 
positive feedback or encouragement. The group dynamics were developed 
positively during the art process (5/6).  

“The development of the group dynamics grew better day by day. My own 
feeling and experience in the teaching situation and the contact with the 
pupils developed during the process in very positive ways. I had four 
classes altogether and there was variation between the classes. The co-
operation with the teacher was quite good: I got the help and support that 
I asked for and needed. On the other hand, I was able to implement the 
project in the way I wished.” (graphic artist) 

“Some slightly shy, some isolated and wild children developed in the 
group a good cooperating team. Especially working in small groups was 
good.” (theatre instructor) 

“The project connected children with new friends. The enthusiasm in-
creased after some initial prejudice. The coooperation with different 
teachers became deeper. Towards the end of the process, it was a joy to 
meet them. I think I will miss them.” (dance teacher) 
 

All the artists also faced a few other obstacles and difficulties: 

• The busy timetable in the schools 
• The shipment of the material and other items 
• Inadequate working areas for the art project 
• A withdrawn atmosphere in the classroom 
• Too large groups, too few adults in each group, too little knowledge 

about the groups before the project, too many tired teachers 
• Insufficient information sharing between the headmaster and teachers 
 

By planning ahead in conjunction with the schools, many problems could 
have been avoided. Surprises happen in any case, but in the feedback many 
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more reasons for joy than problems were mentioned.The best moments in the 
art projects according to the artists, were seeing the children’s joy, noticing 
that their methods are effective, seeing, the children become inspired and 
excited, and finding that the problematic groups were participating actively.  

The Annantalo artists’ work in the schools continues in 2011 in the Artist 
in Schools programme. The Ministry of Education and Culture granted funds 
to five Magic Lamp Network institutions to hire young artists to work in 
schools. Annantalo is co-ordinating the project in Helsinki, and some of the 
artists who worked in the previous project will work as mentors for the new, 
young artists. 

 

Discussion 

In this study, the schools that were chosen for the project were those which 
had not recently been involved in cultural programmes and had children with 
immigrant backgrounds. These schools and even areas are very often defined 
as problematic, which might increase problems in communities and with the 
children’s self-images. Disadvantaged communities often become consumers 
of services with no incentive to be producers. According to the results, a 
genuine animation happened in pupils’ minds and actions. Socio-cultural 
animation can be key to regarding community members as social beings and 
creative content producers. School communities can become active agents of 
change. 

Integration between schools and arts centres also requires co-operation 
between classroom teachers, between schools and within the whole cultural 
environment. The aim of this project is also to discuss the new educational 
challenges of our time, which are met in the new Finnish curriculum, espe-
cially in the area of arts education. The findings were surprisingly positive 
and showed that the teachers’ and pupils’ were excited and interested in the 
arts. According to the teachers, learning through the arts is most effective 
with those pupils who do not score well in theoretical subjects. When the arts 
are integrated into theoretical subjects such as history or mathematics, every-
one has the opportunity to experience success. According to the pupils’ ex-
perience, there were positive changes in the group cohesion and envi-
ronmental atmosphere. The importance of the arts as preschool and school 
subjects to which all are entitled should in fact be stressed throughout basic 
education, above all because of their significance to pupils’ creative and 
affective growth. Many pupils do not come into contact with arts education in 
any way unless it is a part of the school curriculum. 

The results show that co-operation between artists and schools enriches 
the curriculum and creates new teaching methods. The artists reported their 
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evolving experience and saw themselves as a provocation and reference point 
in the development of co-operation, a way of engaging in dialogue that starts 
from a strong and rich vision of the child. This creative new way of organiz-
ing arts education inside the schools has worked well and needs to be devel-
oped and researched. If professional artists were to work in schools perma-
nently, it would be essential to pay attention to the working areas and materi-
als because these were the weakest points in this study. The improvement of 
learning environmental settings also needs the financial recognition on the 
policy level and by stakeholders. 
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About the arts, culture and well-being 

Mikko Ketovuori 
 
 
 
Abstract 
 
In his theory of structuration, Anthony Giddens suggests that social life is more than the in-
dividual choices we make. Still, at the same time, we are not merely determined by social 
forces around us. According to Giddens (1984), human agency and social structures are in 
close relationship with each other, while the repetition of the acts of individual agents repro-
duces the structure that reflects the culture. Culture—traditions, institutions, codes—and es-
tablished ways of doing things are still not permanent, but can be changed when people ig-
nore, replace, or reinvent them. In other words, the practice matters and moulds the struc-
tures and the culture in which we live. In contemporary society arts education is expected to 
have more and more to do with social values like well-being. To meet new conditions arts 
education has adapted new methods and procedures while at the same time research on the 
ideas is evolving. The new discourse of arts sounds both convincing and acceptable. How-
ever, from the critical point of view, the ideas and the concepts related to well-being are not 
always clearly defined. It is important to be aware of the premises and ideas that affect the 
culture and structures we have. That brings us back to Plato and Aristotle and the idea that 
well-being is connected somehow “to the activity of soul with accordance of virtue”. 
 
Keywords: “Giddensian” processes, arts education, well-being 
 
 
 

Introduction 

It is obvious that the arts (with their obscure substance) are often neglected as 
a source of decent information suitable for foreseeable educational outcomes. 
Plato warns about poets and musicians and recommends against taking the 
“wrong modes of music” to the ideal republic. According to him, the arts are 
potentially dangerous because they are based on mimesis and sensual pleas-
ure; they are deceptive in their nature and can lead to immorality. Just the 
opposite Aristotle, emphasising the significance of experience, is more posi-
tive about the possibilities of arts in education. The potential of music and 
poetry to reflect proper emotional development (as distinct from mere emo-
tional control) could, indeed, affect the practical wisdom of virtue and thus 
healthy moral reflection (Carr 2010, 2). From the Aristotelian point of view, 
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education based on senses is a natural way of learning that emerges from 
bodily movements, the development and sharpening of the senses to 
strengthen the mind. The ultimate goal of education could be described as an 
“activity of soul in accordance with virtue” eudaemon (eu=well being; dae-
mon=spirit) that can also be translated as “happiness” (Vanier 2001, 19–21). 

The ancient distinction between Plato and Aristotle’s philosophy has the 
utmost importance even today–the ideas of both philosophers reflect the 
legitimation process of the goals and values in education. Plato can be seen as 
a formalistic father of artistic censorship, whereas Aristotle has become a 
father of arts education and arts appreciation (Allen 2002, 27). In the field of 
music the long-lasting controversy between aesthetic and praxial music edu-
cation reflects this division (see, Regelsky 2005). However, a more profound 
structural change is occurring in the whole field of arts: the concept of well 
being has emerged at the core of the discussion. 

 

Well-being in the Aristotelian way 

While discussing the two distinctive areas arts education and well-being the 
obscenity of arts is stirred up a little bit further. The perennial question 
whether arts are useful for educational purpose is similar to the question of 
how arts may contribute to the well-being in society. To comprehend how the 
latter might be connected to the former, it is worthwhile to consult ancient 
philosophy on these matters. The most common use of the term “well-being” 
usually relates to human health. However, philosophically the meaning of the 
term is much broader, related to the notion of how well a person's life is 
going generally. Aristotle believed that a state exists for the sake of a good or 
happy life, so that the best form of government will be the one that promotes 
the well-being of all of its citizens (Politics). He wanted to investigate what it 
is that enables a human being to reach his or her full potential to become fully 
human (Ethics). In the Aristotelian way of thinking, well-being is thus di-
rectly linked to the relationship between humans and their citizenship and life 
with others. The ethical virtues he talks about such as justice, courage, and 
temperance are complex rational, emotional and social skills. What we need, 
in order to live well, is a proper appreciation of the way in which those skills 
are practised, that is, how such values as friendship, pleasure, virtue, honour 
and wealth are fit together as a whole and acquired. Rejecting the Platonic 
idea that training in the sciences would be the only way to fully understand 
our good, Aristotle claimed that goodness is recognisable on all occasions 
and on all levels of human experience. Through upbringing and habits, we 
are able to see which course of action is proper in a particular situation. This 
practical wisdom cannot be acquired solely by learning general rules, but is 
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acquired deliberately through time and effort. This point of view gives us a 
quite reasonable starting point for arts education: The art as praxis requires 
time and effort as well as open-mindedness and tolerance of the unknown. 
Additionally, when we teach arts, rational, emotional and social skills have to 
be taken into account. Following these principles Aristotelian eudaemon is 
possible to pursue. Still there is something more that we need—an envi-
ronment that supports our endeavour. 

The general understanding of particular cases—a definition that can be 
given to all arts—is usually acquired only through culture. Whether or not the 
culture is supportive of arts education defines eventually, how seriously to 
consider it. The matter of choice is, of course, free. However, deriving from 
the theory and the spirit of Aristotle, one can assume that the arts offer valu-
able enhancement and enrichment for human life. Why is this not self-
evident? In the competitive environment of postmodern societies, many 
things can be claimed to be beneficial and important. The arts are just one of 
those, and the hegemony between different lobbies and fields of life is prob-
ably more intense than ever before in society. Finding justification for arts 
education brings us to the process of signification that Giddens (1984) men-
tions. 

 

Structures—the frame in which change can take place 

In learning as well as in well-being, education and culture have an equally 
important role to play. In sociological terms, education is a structure that 
reflects a certain culture, its values, norms and ways of doings. According to 
Anthony Giddens, human activities demand familiarity with the forms of life 
expressed in certain activities that produce and reproduce structure. In its 
purest form education takes care of this by introducing general ideas and 
concepts to future generations. The cultural context, in its turn, is generated 
through the interplay of action and structure. Social structures can either 
support or constrain individuals, communities and societies, a phenomenon 
that is called “duality of structure” (Ibid., 16). On the one hand, such institu-
tions On the other hand, the human being is always a purposful agent who 
has both reasons for his or her activities and the ability to elaborate discur-
sively upon them, or lie about them (Ibid., 3). According to Giddens, there 
are three types of structures in social systems that influence the culture in 
which we live, signification, domination and legitimation and they are de-
picted as follows: 
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Figure 1. Three structures according to Giddens (1984, 29). 
 
The signification is produced by interpretive schemes that can be semantic 
codes, discursive practices or communication through language. After the 
signification follows domination that is de facto exercising power through 
controlling resources and facilities. The domination is guaranteed by legiti-
mation that produces a moral order via naturalization of societal norms, 
values and standards. Signification, domination and legitimation are, at the 
same time, both mediums but also outcomes of social action. The human 
interaction with structure is reflective in its nature; thus humans can always 
try to consciously alter their relation in the social system. The same goes with 
groups since social knowledge (like self-knowledge) is always potentially 
emancipatory. 

The use of the word well-being with the arts is a good example of this. 
When we merge new meanings to arts education we are discussing both the 
hegemony within the field, but we also negotiate and reassure others that new 
interpretation is meaningful and significant. However, there is one problem: 
how to avoid the fallacies of unfalsifiability, vested interest and wishful 
thinking. To avoid these pitfalls, art educators have to be careful not to join 
the advocacy movement, which, having two branches called “creativity” and 
“health” are in fact just a means of gaining competitive advantage in “re-
sponse to political demand of economic rationalization” (Madden, Bloom 
2004, 147). In other words, honesty about the limits of knowledge and careful 
choices must be made in the argumentation of well-being and arts. The arts 
and well-being are issues that are just too important issues to be advocated 
with false premises. 

 

Well-being, arts education and culture 

What is known about arts and well-being? The subject is complicated and 
contradictory opinions about it can be stated. In recent years some interesting 
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openings have yet taken place: In his book, The well-being of nations, Robert 
Prescott-Allen (2001) proposes that culture including adornment, architec-
ture, art and crafts as well as music, literature, and storytelling ought to be 
included into real metrics for measuring sustainability and quality of life 
among the ordinary Gross Domestic Production or the Index of Leading Eco-
nomic Indicators. In his book the author combines 39 indicators of health, 
wealth, education, communication, freedom, peace, crime, and equity into a 
Human Well-being Index and 39 indicators of environmental sustainability 
into an Ecosystem Well-being Index that are measured in 180 countries. In 
Well-being Assessment human well-being is defined as “a condition in which 
all members of society are able to determine and meet their needs and have a 
large range of choices to meet their potential” (2001, 5); that sounds almost 
Aristotelian. Another branch of development has occurred in the health care 
sector: in Britain the department of Health and Arts Council of England has 
recommended that the arts should be clearly recognized as integral to health 
and health services (2007, 5). Substantial concrete action has already taken 
place. The promising ideas can certainly change the ordinary and normative 
ways of doings and practices within the health care system. 

From another point of view, in United States “an industry of arts educa-
tion advocacy” has long produced reports that support the impacts of arts in 
several areas in education and social well-being. The proposed benefits of art 
are listed in huge compendiums covering all aspects of society: from eco-
nomic advantage, creativity and tolerance, health to conflict resolution and 
character building to improvement in learning, motivation and engagement. 
The demand that arts education should be beneficial and contribute to the 
other areas of learning such as mathematics, English skills or SAT scores is 
linked to the word of accountability incorporated as agenda by the law of the 
No Child Behind Act of 2001 (Purnell 2004, 155). Following these princi-
ples, for example, The Arts Education Partnership (AEP 2002) has tried to 
prove transfer in several cognitive areas of learning, such as: spatial reason-
ing, quality and prolixity of writing, reasoning about scientific images, math-
ematics proficiency, self-efficacy, and problem solving. However, the results 
of the research cannot always pass the critical analyses (Ketovuori, 2010). 
What is then wrong with the advocates’ argumentation? Firstly, art is too 
broad a concept to find a single accurate definition. Secondly, art is always 
context-specific; what is art for one person can be trash for another. Thirdly, 
a measurement of the impacts of the arts can be found as correlation, but that 
does not explain causality. Fourthly, too often the research of the arts with 
positive results is directly linked to the funding of certain area of arts. The 
negative effects are thus seldom reported. Even if well-being sounds like a 
promising idea and a reasonable goal to be supported, the problem is that 
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well-meaning efforts to promote arts do not necessarily meet the criteria of 
scientific accuracy. 

How to solve this problem? One suggestion is Aristotelian–even, referring 
to the Platonic idea: “finding the pleasure in right things”. Art educators can 
promote well-being in several ways by offering alternatives to individuals to 
meet and fulfil their potential. That happens through praxis that contains both 
the process and the products of doing things with quality and joy. At the same 
time the social aspect of sharing those processes cannot be underestimated. 
Art educators should find the ways of doing things together instead of carry-
ing on with the traditional individual approach of working alone. That is not 
always easy, for several reasons: competition for resources; fear of losing 
one’s independence and status; fear of revealing the weakest areas of exper-
tise, and unwillingness to collarborate. In short: it is much easier to work with 
the limited area than try to build the connections between different areas of 
learning, and thus try to find new ways of doing things. The educators may 
rightly ask why they would be expected to do such things. The answer is 
connected to the concept of well-being. 

As discussed, Aristotelian virtue is never tied to one certain thing but 
more to the quality and the way things are done. Virtue is tied to the relation 
that we have to others. This is the crucial concept that art educators have to 
advocate, not the usual one that one’s own subject is indispensable, but more 
the new idea that the subject is crucial as one form of understanding with the 
whole. “The whole” is the body of knowledge, containing the areas of emo-
tion, cognition, social skills that can be called virtue that leads to well-being 
(eudaemon). If this idea is not accepted, there is a danger of being limited to 
traditional techne. Anatomistic approach bypasses individual virtue and 
social connectivity in order to live in one’s own limited sphere and com-
municate only with like-minded colleagues–a moe that is well-suited to the 
Platonic Utopian state. 

The “Giddensian” processes of signification, domination and legitimation 
always take time, and change does not occur overnight. However, during the 
change process it is always worthwhile to ask four value-rational questions: 
where are we going? who gains, who loses, and by which mechanisms of 
power? Is this development desirable? What should we do about it? (see: 
Flyvberg 2001). By carefully answering these questions (including philo-
sophical and sociological points of view) we will be able to draw a map of 
the terrain where the actions of arts educators take place. The type of well-
being suggested in this article refers to the idea that ethics has to be linked to 
the politics of a good life and thus to arts education. From the Finnish point 
of view, this is nothing new, because such an ethos has deep roots in folk 
schools and enlightenment movements in our country. This “ethos” is an 
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essential part of Finnish culture and through it many teaching methods can be 
explained. For Finns integrating the arts has been always an internal part of 
education (Ketovuori 2007, 142). Such an interpretative scheme also will 
enable us in the future to find new applications for arts in society and to sig-
nify them in a normative system of social structure. 
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Well-being in the documents governing morning 

and afternoon activities and after-school clubs for 
schoolchildren 

Kristiina Eskelinen and Satu Lehto 
 
 
 
Abstract 
 
We have learned to regard childhood as the early period of life, when the child moves to-
wards a future target, adulthood, safeguarded by family, day care and school. A good child-
hood consists of a set of norms. We know what children need and when or from whom they 
need it. Children are subjected to a multitude of concerns and measures for protection, up-
bringing and control. One of the means of promoting child well-being is the provision of 
regulatory guided morning and afternoon activities to the 1st and 2nd year pupils and to the 
special-needs pupils in the 3rd–9th year. The last few years have also witnessed the revival 
of the school clubs nearly terminated by the economic depression of the 1990s. These activi-
ties involve a great number of children. About 45 000 children attend the morning and after-
noon activities for schoolchildren and over 200 000 children engage in a hobby in the after-
school clubs annually. This article focuses on well-being and welfare as presented in the of-
ficial and semi-official documents regarding the morning and afternoon activities for 
schoolchildren and the after-school clubs.  
 
Keywords: Finnish after-school programmes, document analyses, well-being of schoolchil-
dren 
 
 
 

Documents as research material 

In this paper, we study which official and semi-official documents govern the 
morning and afternoon activities for schoolchildren and school clubs (Table 
1.) and what has been said about well-being and welfare in these documents 
and in what way. The promotion of well-being, balanced growth and social 
skills and the prevention of marginalization of children are reported as objec-
tives of school clubs and both morning and afternoon activities for school-
children. Both education and leisure of children are covered by the Basic 
Education Act (1998). The morning and afternoon activities consist of super-
vised, chargeable extracurricular activities for all pupils in grades 1–2 and for 
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special-needs pupils in grades 3–9. Local authorities may decide whether or 
not to organize such activities (Basic Education Act 1136/2003). The after-
school clubs have been designed for schoolchildren as target-oriented en-
gagement in a hobby. These extracurricular activities are provided by the 
school administration or by the municipality and specified more closely in the 
national core curriculum. They are free of charge. (The National Core Curri-
culum for Basic Education 2004; see also, Kentälä & Kesler 2009.)  

The morning and afternoon activities for schoolchildren are said to have 
their roots in the school clubs whose origin extends as far back as the 19th 
century (Iivonen 2009). The decrease in the number of school clubs and in 
the volume of the afternoon care for schoolchildren arranged in day care 
centres gave special impetus to a public debate on the afternoon activities of 
children. It was marked by strong arguments on the harmful consequences of 
leaving children alone (Strandell & Forsberg 2005, 610–611). In 1996, Mrs 
Eeva Ahtisaari, wife of the then-President of Finland, Mr Martti Ahtisaari, 
brought the topic of the solitary afternoons of children into public discussion 
after a seminar, “On the state of the family”. The concern for the afternoons 
of children originated from the argument of Lea Pulkkinen, an academy pro-
fessor, that according to longitudinal research outcomes, children suffering 
from loneliness are at a higher risk of becoming anti-social (Eeva Ahtisaari, 
interviews and speeches).  

“Several analyses have linked significant changes in the everyday lives of 
children with periods of transition in working lives and in families” (Harri-
kari 2008, 21; Donzelot 1980; Lee 2001). After studying changes in the par-
liamentary initiatives (1970–2006) regarding children, youth and families 
with children, Timo Harrikari (2008, 57) called the post-recession period 
(1995–2006) a period of growing concern [about what?] and disciplinary 
policy. Because of insecurity created by the recession and the emergence of 
inequality among families with children, changes in the welfare of children 
have become the focus of research and and have appeared on the agenda of 
policy-makers. The public debate of the late 1990s and early 2000s has been 
characterised by concern for children and young people as well as for meas-
ures targeted at families with children (Harrikari 2008; Strandell & Forsberg 
2005).  

We have limited our study to documents starting from 1995, a year, ac-
cording to Harrikari (2008, 35), that marked the beginning of a revival of 
interest by the Parliament in the conditions of children. Most of the docu-
ments in our study date to the 2000s, but the decisions of the time were influ-
enced by the recession of the 1990s.  
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Child well-being—what does it mean? 

Well-being is often identified with living conditions including elements such 
as health, social relationships, self-perceived well-being and self-esteem. In 
everyday speech, well-being increasingly refers to various experiences or 
emotions producing well-being marketed by commercial wellness companies. 
(Karvonen, Moisio & Simpura 2009, 21.) On one hand, the concept of wel-
fare is linked with individual well-being experiences, and on the other hand, 
with elements of social and physical environment which either produce or 
diminish well-being. Thus, both subjective (individual ideas and experiences) 
and objective (dimensions which can be measured and evaluated from out-
side) criteria are simultaneously connected with well-being. The objective 
criteria for child well-being can be seen as a number of concrete indicators on 
such aspects as the time spent alone, close social networks, safety, health, and 
risks. The subjective criteria, in turn, consist of emotions experienced by the 
child such as affection, loneliness, threats and fears, lack of appreciation, and 
self-perceived health, as well as the feeling of social interaction and belong-
ing (Bardy 2010, 27; Kiili 1998; cf. Allardt 1976). Allardt (1976) divides 
well-being into three dimensions: having–living standard (living conditions, 
common material needs); loving–relationship with others (the need to interact 
with other people and to build social identities), and being–realisation of 
one’s potential (personal growth, integration into the society, living in har-
mony with nature). The living standard element (having) is essential, since a 
certain minimum level of material resources is a prerequisite for life in gen-
eral. Attainment of the living standard objective alone does not, by any 
means, satisfy the need to be loved (loving) and to realise one’s potential 
(being). Interaction with others is considered an important resource that helps 
an individual attain the other dimensions of well-being. 

It is essential to properly define childhood and the dimensions of well-
being that are emphasised when interpreting well-being from children’s 
standpoint. Is the child seen as someone to be protected, a participant, an 
actor, a consumer or, perhaps, a future tax payer (Vornanen 2001, 39; cf. 
James & Prout 2001)? It is a fairly common conception that the child is either 
in danger or somehow dangerous to him/herself, and does not fit into the 
normal childhood framework (Kiili 2006, 25). As active actors, children 
themselves are thought to influence the definition of childhood right in the 
community in which they live and act. Being in a socially marginal position, 
children are often, however, considered to be in need of special attention 
from adults (Strandell 2010, 92; Thomson 2007, 211; Vuorisalo 2009, 156). 
There is an additional challenge in an attempt to understand the well-being of 
children because there are very few opportunities or arenas in which they can 
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express their opinions about their own welfare or living and social conditions. 
The transparency of the child’s standpoint is further blurred by the separation 
of childhood arenas from the rest of the society and the control and power 
exercised by adults in these public arenas (Häikiö 2009, 20).  

Studies of child welfare often derive from the three main articles of the 
UN Convention for the Rights of the Child: securing the share of children and 
young people from the society’s resources, ensuring the right of children for 
protection and care, and the right of children to participate in the decision-
making concerning themselves and the society as appropriate to their age and 
level of maturity (Lammi-Taskula, Karvonen & Ahlström 2009, 11; Niemelä 
2007, 4). Finnish legislation sets standards for child welfare, too. The Child 
Welfare Act (417/2007), for instance, stipulates the provision of secure living 
conditions and environment for children, and requires intervention when their 
health and development is threatened. Child welfare is regarded as the right 
of every child for welfare and protection (Rousu 2008). Safety, participation, 
creativity and appreciation are named as the core of child (under 18 years of 
age) and youth (18-20 years of age) well-being (Rousu 2009, Stenvall 2009).  

Child and youth welfare has taken its place in the forefront of public in-
terest in Finland, especially in the 2000s. There are a vast number of pro-
grammes and projects concerning matters of children, young people and 
families. Several seminars on child welfare have also been organised in re-
cent years (i.e., Paavola 2008; Ministry of Education 2008, 2009a and b; 
Taskinen 2006; National Institute for Health and Welfare 2010, Statistics 
Finland 2007; Ministry of Education and Culture 2010:3). National indicators 
for monitoring child welfare were introduced at the end of 2010 Rimpelä 
2009a). For the first time in Finland, the development of the welfare of the 
child and youth population across the country is studied in research specially 
designed for this purpose. Surveys on health and well-being and criminal 
behaviour targetting young people and schoolchildren are, however, men-
tioned as established indicators of changes in ”well-being” and the “lack of 
well-being” (Harrikari 2008, 21; Rimpelä, Luopa, Räsänen & Jokela 2006, 
58). 

 

Review of documents  

Next, our article focuses on the development of the morning and afternoon 
activities for schoolchildren and the school clubs from the middle of the 
1990s until today. First we will study official and semi-official documents 
pertaining to the morning and afternoon activities for schoolchildren and the 
school clubs. Later we will review the contexts in which the words well-being 
andwelfare appear in these documents.  
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The public sector plays an essential role in funding, producing and organ-
ising welfare services in Finland. We started our study by searching for in-
formation on the subjects of morning and afternoon activities for schoolchil-
dren and/or school clubs. If none was found, but the document had been re-
ferred to in another document and was considered important for the under-
standing of the entity, we searched possible links with the morning and after-
noon activities and the school clubs through subjects like leisure, hobbies or 
schools. The documentation compiled by this method is presented in a chron-
ological order in Table 1. The documentation contains acts and decrees, 
memorandums and reports compiled in preparation of acts, initiatives of the 
members of parliament, government bills, government resolutions, policy, 
action and development programmes, child policy outlines and reports.  

 
Table 1. Index of documents pertaining to the morning and afternoon activities for 
schoolchildren and the school clubs. 
 

YEAR DOCUMENTS RESOURCE 
1995  Youth Work Act (235/1995). Nuoriso-

työlaki 
http://www.finlex.fi/fi/laki/alkup/1995
/19950235 

1997 
 

Government Bill HE 86/1997  
Government proposal to parliament for 
legislation concerning education.  
Hallituksen esitys eduskunnalle Kou-
lutusta koskevaksi lainsäädännöksi  

http://www.finlex.fi/fi/esitykset/he/19
97/19970086 

1998  Ministry of Education (1998:3). Report 
of the School Clubs 

[Report of the School Clubs Commit-
tee 1998:3. Ministry of Education]. 
Kerhotyöryhmän muistio. 
Opetusministeriön työryhmien 
muistioita 1998: 3.  

 Basic Education Act (628/1998) Peru-
sopetuslaki.  

http://www.finlex.fi/fi/laki/ajantasa/19
98/19980628 

 Act on the Financing of Education and 
Culture (635/1998). Laki Opetuksen- ja 
kulttuuritoimen rahoituksesta  

http://www.finlex.fi/fi/laki/ajantasa/ku
motut/1998/19980635 

 Decree on Development Programme for 
Education and University Research 
(987/1998). Asetus koulutuksen ja 
ylipistoissa harjoitetun tutkimuksen 
kehittämissuunnitelmasta. 

http://www.finlex.fi/fi/laki/alkup/1998
/19980987 

 Sports Act (1054/1998). Liikuntalaki http://www.finlex.fi/fi/laki/ajantasa/19
98/19981054 

1999 
 

Government programme of the 2nd 
government of Paavo Lipponen. Päämin-
isteri Paavo Lipposen II hallituksen 
ohjelma. 

http://www.valtioneuvosto.fi/tietoa-
valtioneuvostosta/hallitukset/ hallituso 
hjelmat/vanhat/lipponenII/fi.jsp 
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YEAR DOCUMENTS RESOURCE 
 Ministry of Social Affairs and Health 

(1999:4). Memorandum of the Commit-
tee on Early Childhood education. 
Varhaiskasvatuksen työryhmän muistio. 

http://pre20031103.stm.fi/suomi/pao/v
arhais1/kasvatusv.pdf 

 Ministry of Social Affairs and Health 
(1999:16). Target and action plan of 
Social Welfare and Health Care. 
Sosiaali- ja terveydenhuollon tavoite ja 
toimintaohjelma vuosiksi 2000–2003 
(STM).  

http://pre20031103.stm.fi/suomi/pao/j
ulkaisut/tato/tato0-3.htm 
 

 Ministry of Education (1999). Education 
and research 1999-2004 Development 
plan. Koulutuksen ja tutkimuksen kehit-
tämis-suunnitelma vuosiksi 1999–2004 
(OPM). 

http://www.minedu.fi/OPM/Julkaisut/
2000/liitteet/KESU2004/suomi/ 
KESUsis.html?lang=In English: 
http://www.minedu.fi/OPM/Julkaisut/
2000/liitteet/KESU2004/eng/eng 
KESUsis.html?lang 

2000  OECD (2000). Country Note: Early 
Childhood Education and Care Policy in 
Finland. 

http://www.oecd.org/dataoecd/48/55/2
476019.pdf 
 

 Association of Finnish Local and Re-
gional Authorities (2000). Long live 
children. Focus of child policy in 2015 
programme. Eläköön lapset. Lapsipoliti-
ikan suunta 2015 ohjelma (Kuntaliitto). 

http://www.kunnat.net/fi/asiantuntijap
alvelut/soster/sosiaalipalvelut/lapset/ 
lapsipolitiikka/Documents/Eläköön% 
20lapset.pdf 

 Parliament members’ initiative (LA 
21/2000 vp). Government bill to parlia-
ment: Act amending the Act of Basic 
Education Lakialoite eduskunnalle: Laki 
perusopetuslain muuttamisesta 

http://www.eduskunta.fi/triphome/bin/
vexhaku.sh?lyh=ALOITE 
 

2001  Parliament members’ initiative (LA 
66/2001 vp). Government bill to parlia-
ment: Act on morning and afternoon 
care.  
Lakialoite eduskunnalle: Laki koululais-
ten aamu- ja iltapäivähoidosta. 

http://www.eduskunta.fi/triphome/bin/
vexhaku.sh?lyh=ALOITE 
 

2002 
 

Ministry of Social Affairs and Health 
(2002:9). Decision in Principle of the 
Council of State Concerning the Na-
tional Policy Definition on Early Child-
hood Education and Care. Valtioneuvos-
ton periaatepäätös varhaiskasvatuksen 
valtakunnallisista linjauksista (STM). 

http://pre20031103.stm.fi/suomi/pao/v
arhais2/kasvatus.pdf 

 Ministry of Social Affairs and Health 
(2002:12). The government report on 
child and youth welfare. Valtioneuvos-
ton selonteko lasten ja nuorten hyvin-
voinnista. 

http://pre20031103.stm.fi/suomi/pao/j
ulkaisut/paosisallys147.htm 
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YEAR DOCUMENTS RESOURCE 
 Proposal by the Committee of the Minis-

try of Education and Culture (2002:29) 
Provision of the morning and afternoon 
activities for schoolchildren. Koululais-
ten aamu- ja iltapäivätoiminnan jär-
jestäminen. Opetusministeriön 
työryhmien muistioita.  

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2002/liitteet/opm_
476_29_02koulul_toiminta.pdf?lang=
fi 

2003 
 

Ministry of Social Affairs and Health 
(2003:20). Target and Action Plan for 
Social Welfare and Health Care 2004–
2007.  
Sosiaali- ja terveydenhuollon tavoite ja 
toimintaohjelma vuosiksi 2004–2007 
(STM).  

http://www.stm.fi/c/document_library
/get_file?folderId=28707&name=DLF
E-3698.pdf&title=Sosiaali__ja_tervey 
denhuollon_tavoite__ja_toimintaoh 
jelma_2004_2007_fi.pdf 

 Parliament members’ initiative (LA 
14/2003 vp). Act on morning and after-
noon care. Lakialoite eduskunnalle. Laki 
koululaisten aamu- ja iltapäivähoidosta. 

http://www.eduskunta.fi/triphome/bin/
vexhaku.sh?lyh=ALOITE 
 

 The Government Programme of the 
government of Matti Vanhanen (2003–
2007).  
 
Pääministeri Vanhasen hallitusohjelma 
strategia-asiakirjat 2003–2007. 

http://www.hallitus.fi/tiedostot/julkine
n/vn/hallitus/vanhasen-hallitusohjel 
ma-2003/fi.pdf 
In English: http://www.hallitus.fi/ 
tiedostot/julkinen/vn/hallitus/van 
hasen-hallitusohjelma-2003/en.pdf 

 Government Bill (HE 57/2003). Gov-
ernment Bill for the amendment of the 
Act on the Financing of Education and 
Culture and the Act on Checking the 
Criminal Background of Persons Work-
ing with Children. Hallituksen esitys 
eduskunnalle perusopetuslain, opetus- ja 
kulttuuritoimen rahoituksesta sekä lasten 
kanssa työskentelevien rikostaustan sel-
vittämisestä annetun lain muuttamisesta.  

http://217.71.145.20/TRIPviewer/sho
w.asp?tunniste=HE+57/2003&base 
=erhe&palvelin=www.eduskunta.fi&f
=WORD 
 

 Ministry of Education (2003:23). Gov-
ernment decision-in-principle on arts 
and artist policy. 
Valtioneuvoston periaatepäätös taide- ja 
taiteilijapolitiikasta (OPM). 

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2003/liitteet/opm_
166_opm20.pdf?lang=fi  
In English: http://www.minedu.fi/ 
export/sites/default/OPM/Julkaisut/ 
2003/liitteet/opm_166_opm23.pdf?lan
g=fi 

 Act amending the Basic Education Act 
(477/2003). Laki perusopetuslain mu-
uttamisesta. 

http://www.finlex.fi/fi/laki/alkup/2003
/20030477 
 

 Basic Education Act (1136/2003). Morn-
ing and afternoon activities for school-
children. Laki perusopetuslain mu-
uttamisesta; 8a luku Aamu- ja il-

http://www.finlex.fi/fi/laki/alkup/2003
/20031136 
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YEAR DOCUMENTS RESOURCE 
tapäivätoiminta. 

 Financing of education and culture 
(1137/2003). Opetus ja kulttuuritoimen 
rahoitus.  

http://www.finlex.fi/fi/laki/alkup/2003
/20031137 
 

 Act on checking the criminal backround 
of persons working with children 
(1138/2003). Lasten kanssa työskentele-
vien rikostaustan selvittäminen.  

http://www.finlex.fi/fi/laki/alkup/2003
/20031138 

2004 Ministry of Education (2004:6) Educa-
tion and Reseach 2003–2008. Develop-
ment Plan. Koulutuksen ja tutkimuksen 
kehittämissuunnitelma.  

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2004/liitteet/opm_
190_opm06.pdf?lang=fi 
In English: http://www.minedu.fi/ exp 
ort/sites/default/OPM/Julkaisut/ 2004/ 
liitteet/opm_190_opm08.pdf?lang=fi 

 National Core Curriculum for Basic 
Education. Perusopetuksen opetussuun-
nitelman perusteet 2004.  

www.oph.fi/ops/perusopetus/pops_we
b.pdf 
 

 The National Core Curriculum for 
Before- and After-school Activities for 
Schoolchildren. 
Koululaisten aamu- ja iltapäivätoimin-
nan perusteet (OPH 2004).  

www.oph.fi/ops/apip/apip_perusteet.p
df 

 Qualifications of the morning and after-
noon activity instructors (115/2004). 
Aamu- ja iltapäiväohjaajien kelpoisuus.  

http://www.finlex.fi/fi/laki/alkup/2004
/20040115 

2005 
 

A Finland Fit for Children 2005. The 
National Finnish Plan of Action called 
for by the Special Session on Children of 
the UN General Assembly.  
Lapsille sopiva Suomi 2005. YK:n 
yleiskokouksen lasten erityisistunnon 
2002 edellyttämä Suomen kansallinen 
toimintasuunnitelma (Sosiaali- ja 
terveysministeriön asettama lapsiasiain-
toimikunta). 

http://www.stm.fi/c/document_library
/get_file?folderId=28707&name=DLF
E-3795.pdf&title=Lapsille_sopiva_ 
Suomi__YK_n_yleiskokouksen_laste
n_erityisistunnon_edellyttama_ 
Suomen_kansallinen_toimintasuunnit
elma_fi.pdf 
 
 

 Ministry of Social Affairs and Health 
(2005:1). Government Action Plan for 
Gender Equality 2004–2007. Hallituksen 
tasa-arvo ohjelma 2004–2007 (STM). 

http://pre20090115.stm.fi/hu1113290
103627/passthru.pdf 
 

2006 
 

Reports of the Ministry of Education 
2006. Adequacy of legislation governing 
the provision of morning and afternoon 
activities for schoolchildren, the quality 
of provision and development needs.  
Selvitys eduskunnan sivistysvaliokunnal-
le aamu- ja iltapäivätoiminnan laajuu-
den, laadun sekä palvelutarjonnan 

http://www.minedu.fi/export/sites/def
ault/OPM/Koulutus/yleissivistaevae_k
oulutus/aamu-_ja_iltapaeivaetoiminta/ 
tiivistelmae_aamu-_ja_iltapaeivaetoi 
minnasta_liiteet/apipSelvitys2305 
06.pdf 
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YEAR DOCUMENTS RESOURCE 
monipuolisuuden kehittymisestä sekä 
lain vaikutuksista palvelun rahoitukseen 
ja hintaan. 

 Youth Act (L 72/2006). Nuorisolaki. http://www.finlex.fi/fi/laki/ajantasa/20
06/20060072 

2007 
 

The Government Strategy Document of 
the 2nd Government of Prime Minister 
Vanhanen. Pääministeri Matti Vanhasen 
II hallituksen strategia-asiakirja 
2007.(VNK 18/2007).  

http://www.vnk.fi/julkaisukansio/200
7/j18-j19-hallituksen-strategia-asia 
kirja/pdf/fi.pdf 

 Policy Programme for Health Promo-
tion, 2007. Hallituksen terveyden 
edistämisen politiikkaohjelma, 2007. 
(Matti Vanhasen II hallitus, Mari Kivi-
niemen hallitus). 

http://www.vn.fi/toiminta/politiikkaoh
jelmat/terveys/ohjelman-sisaeltoe/ 
fi.pdf 
In Enlish: http://www.vn.fi/toiminta/ 
politiikkaohjelmat/terveys/ohjelman-
sisaeltoe/en.pdf 

 Policy Programme for the Well-being of 
Children, Youth and Families, 2007. 
Lasten, nuorten ja perheiden hyvin-
voinnin politiikkaohjelma 2007. 
(The 2nd Government of Prime Minister 
Vanhanen, The Government of Prime 
Minister Kiviniemi 2010). 

http://www.valtioneuvosto.fi/toiminta/
politiikkaohjelmat/lapset/ohjelman-
sisaeltoe/HPO_Lapset_HSA2007.pdf 
In English: http://www.vn.fi/toimi 
nta/politiikkaohjelmat/lapset/ohjelman
-sisaeltoe/en.pdf 

 Ministry of Education 2007:41. Devel-
opment Programme for Child and Youth 
Policy 2007–2011. Lapsi- ja 
nuorisopolitiikan kehittämisohjelma 
(2007–2011) (OPM). 

http://www.minedu.fi/export/sites/def
ault/OPM/Nuoriso/nuorisopolitiikka/k
ehittaemisohjelma/liitteet/ 
lapsi_ja_nuorisopolitiikan_kehittamis
ohjelma.pdf 

 Child Welfare Act (417/2007). Lasten-
suojelulaki. 

http://www.finlex.fi/fi/laki/alkup/2007
/20070417 

2008 
 

Ministry of Education (2008:9). Educa-
tion and research 2007–2012. Develop-
ment Plan. Koulutus ja tutkimus vuosina 
2007–2012 kehittämissuunnitelma 
(OPM). 
 

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2008/liitteet/opm0
9.pdf?lang=fi 
In English: http://www.minedu.fi/ 
export/sites/default/OPM/Julkaisut/ 
2008/liitteet/opm11.pdf?lang=fi 

 Ministry of Social Affairs and Health, 
(2008:16). National Action Plan to 
Reduce Health Inequalities 2008–2011. 
Kansallinen terveyserojen kaventamisen 
toimintaohjelma 2008–2011 (STM).  
  

http://www.stm.fi/c/document_library
/get_file?folderId=28707&name=DLF
E-3702.pdf&title=Kansallinen_tervey 
serojen_kaventamisen_toimitaohjelma 
_2008__8211_2011_fi.pdf 

2009 
 

Ministry of Education (2009:8). Adequa-
cy of legislation governing the provision 
of morning and afternoon activities for 
schoolchildren, the quality of provision 
and development needs. Selvitys koulu-

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2009/liitteet/tr08.
pdf?lang=fi 
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YEAR DOCUMENTS RESOURCE 
laisten aamu- ja iltapäivätoiminnasta 
(OPM). 

 Ministry of Education (2009:19) Quality 
Criteria for Basic Education. Peru-
sopetuksen laatukriteerit. (OPM) 

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2009/liitteet/opm1
9.pdf?lang=fi 

2010 
 

Ministry of Education and Culture 
2010:3. Coordination of child, youth and 
family policies. A committee report on 
growth and well-being of children and 
young people. Lapsi-, nuoriso- ja perhe-
politiikan koordinaatio. Lasten ja 
nuorten kasvun ja hyvinvoinnin selvitys-
ryhmän muistio. (OKM) 

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2010/liitteet/okmt
r3.pdf?lang=fi 
 

 Ministry of Social Affairs and Health 
2010:26. Promotion of child and youth 
well-being. Proposals for action by the 
Advisory Board on the health and well-
being of children and young people. 
(STM reports) Lapset ja nuoret hyvin-
voiviksi. Lasten ja nuorten terveyden ja 
hyvinvoinnin neuvottelukunnan toimen-
pide-ehdotukset.(STM selvityksiä. 
Ensipainos.) 

http://www.stm.fi/c/document_library
/get_file?folderId=39502&name=DLF
E-13108.pdf 
 

 Youth Act (693/2010) amendments to the 
act. Nuorisolaki, muutossäädökset  

http://www.finlex.fi/fi/laki/ajantasa/20
06/20060072 

 The Basic Education Act (642/2010, 48 b 
§). Act amending the Basic Education 
Act 
Scope of the morning and afternoon 
activities for schoolchildren. 
Laki perusopetuslain muuttamisesta.  
Aamu- ja iltapäivätoiminnan laajuus. 

http://www.finlex.fi/fi/laki/alkup/2010
/20100642 

2011 Finnish National Board of Education 
2011:1. The National Core Curriculum 
for Before- and After-school Activities 
for Schoolchildren 
Regulations and instructions. 
Perusopetuksen aamu- ja il-
tapäivätoiminnan perusteet 2011. (OPH) 
Määräykset ja ohjeet 2011:1.  

http://www.oph.fi/download/131412_
po_aamu_ja_iltapaivatoiminnan_peru
steet_2011.pdf 
 

 Committee memorandums and reports of 
the Ministry of Education and Culture 
(2011:3) Department for Cultural, Sport 
and Youth Policy. The national child 
welfare indicators. Knowledge-based 
governance of child policies as the 
objective. Lasten hyvinvoinnin kansal-
liset indikaattorit. Tavoitteena tietoon 

http://www.minedu.fi/export/sites/def
ault/OPM/Julkaisut/2011/liitteet/OK
Mtr3.pdf?lang=fi 
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YEAR DOCUMENTS RESOURCE 
perustuva lapsipolitiikan johtaminen. 
(OKM) Opetus- ja kulttuuriministeriön 
(2011:3) työryhmämuistioita ja selvityk-
siä. Kulttuuri-, liikunta- ja nuorisopoliti-
ikan osasto. 

 
The first period of documentation (1995–1998) concerns the establishment 
of the foundations for both the morning and afternoon activities for school-
children and for the school clubs, and for the well-being of children and 
youth on a more general level. Growing inequality in the post-recession soci-
ety and concern for the welfare of children and young people brought the 
extracurricular activities into the focus of debate and public investment. The 
Basic Education Act (628/1998), Act on the Financing of Education and 
Culture (635/1998) and a Decree on Development Programme for Education 
and University Research (Ministry of Education 987/1998) ensured the inte-
gration of school clubs into the school activities covered in the framework 
curriculum for comprehensive education. Allocation of separate funds for 
school club activities, which was still a normal practice in the 1980s, was 
revoked in the 1990s. At that time of redistribution of power from the central 
authorities to local ones, legislation, distribution of lessons or core curricula 
did not contain a provision concerning the obligation to organize club activi-
ties in schools (Ministry of Education 1998:3). The aforementioned acts and 
development programmes thus aimed at promoting the position of the clubs.  

The turn of the century (years 1999–2000) was a period when several 
programmes targeted children and young people. Children and youth were 
also included in the government programme. The morning and afternoon 
activities became, indeed, an important item on the agenda for the promotion 
of family policy in the government programme of the 2nd government of 
Paavo Lipponen. The provision of the morning and afternoon activities for 
schoolchildren in Finland was pointed out as a major challenge in its country 
report, Early Childhood Education and Care Policy in Finland (2000) by the 
Organization of Economic Cooperation and Development OECD. According 
to the Association of Finnish Local and Regional Authorities (2000), the 
main objective of the child policy is to provide all children with a safe envi-
ronment for growth and equal opportunities for care and education. 

The years 2001–2004 marked the preparation and enactment of legisla-
tion on the morning and afternoon activities for schoolchildren. The gov-
ernment programme of the government of Matti Vanhanen (24 June 2003) 
obligates the government to prepare the legislation on the morning and after-
noon activities for schoolchildren becoming effective from the autumn of 
2004. Thus, the public debate at the turn of the 21st century quickly resulted 
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in the passing of an Act on the morning and afternoon activities for school-
children (L1136–1138/2003). The provisions for the morning and afternoon 
activities are included in separate regulations of the Basic Education Act 
(L1136/2003, 8 a section) issued by the Finnish National Board of Education 
(2004).  

The years 2005–2006 were years for monitoring the progress of statutory 
morning and afternoon activities for schoolchildren and attempts at their 
expansion. According to a report by the Ministry of Education (2006), the 
morning and afternoon activities for schoolchildren present a natural exten-
sion of the pre-primary and primary education, which are based on the gen-
eral educational objectives of basic education. This report recommends ex-
pansion of the morning and afternoon activities to cover even elder school-
children and the provision of the activities to all younger schoolchildren who 
need them. The Government Action Plan for Gender Equality 2004-2007 
(Ministry of Social Affairs and Health 2005:1) concludes that the provision 
of morning and afternoon activities for schoolchildren promotes equality by 
reducing the time spent alone by children without the presence of a safe 
grown-up and by facilitating the consolidation of work or studies with family 
life.  

The years 2007–2008 form a period of great importance in the affairs of 
children and young people as it was a time when several political decisions 
were made, including some concerning the morning and afternoon activities 
for schoolchildren and school clubs. The Government Strategy Document 
(2007) contains three policy programmes, of which the Policy Programme 
for Health Promotion (2007) and Policy Programme for the Well-being of 
Children, Youth and Families (2007) are closely connected with the morning 
and afternoon activities for schoolchildren and the school clubs. Extracurricu-
lar activities were classified as a significant factor in improving the welfare 
of children and young people.  

A policy programme means the preparation of an entire collection of 
broad-based subjects involving several ministries. The goal of the Policy 
Programme for Health Promotion (2007) is to promote the welfare of chil-
dren, to improve their health and to significantly reduce the symptoms and 
ailments resulting from child insecurity. The National Action Plan to Reduce 
Health Inequalities 2008–2011 outlining the practical guidelines to reduce 
socioeconomic health inequalities in Finland is closely linked to it. The ac-
tion plan also contains a number of measures to reduce health inequalities, 
which are included in other programmes and which need to be stressed. The 
set of measures introduced by the Ministry of Education to promote school 
well-being, to prevent exclusion and to turn the school into a community 
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promoting child and youth welfare is one of them (Ministry of Social Affairs 
and Health 2008:16). 

The objective of the Policy Programme for the Well-being of Children, 
Youth and Families (2007) is to promote the well-being of children, young 
people and families, to reduce exclusion and to increase opportunities of 
children and young people to participate and to be heard, and to improve the 
provision of information on the rights of the child. The aim of the policy 
programme is to reduce long-term expenses linked with the lack of well-
being by reinforcing Finland as a friendly place for children.  

Finland’s first Development Programme for Child and Youth Policy 
2007–2011 (Ministry of Education 2007:41) introduced at the end of 2007 as 
provided in the Youth Act (72/2006). It contains the government’s child and 
youth policy objectives and practical measures to improve the well-being of 
children and young people in the 0–29 age group. The goal of the develop-
ment programme is to provide everyone of comprehensive school age with 
inspiring and beneficial activities. To reach this goal schools are effectively 
utilized and provide pupils in the 3rd-10th grades with an opportunity to attend 
the school club at least once a week. The Education and Research Develop-
ment Plan 2007–2010 (Ministry of Education 2008:9) also aims at reinforc-
ing the school as an environment for children’s activities by developing the 
morning and afternoon activities there. The objective is to provide all small 
pupils (1st-2nd grades) with the opportunity to receive a place in the morning 
and afternoon activities of the school. An additional objective is to diversify 
the school club activities to promote the well-being of children and young 
people. 

The years 2009–2011. The amendment to the Basic Education Act 
(642/2010) regarding the scope of the morning and afternoon activities for 
schoolchildren will come into force in August 2011. The local authorities are 
empowered to decide on the organization or purchase of the “statutory morn-
ing and afternoon activities” for pupils in the 1st and 2nd years and for special-
needs pupils in the 3rd–9th years of comprehensive education “to the extent 
deemed fit by the local authorities”, which might, in practice, lead to a reduc-
tion in the morning and afternoon activities for schoolchildren. This conflicts 
with the recommendation of the report (Ministry of Education 2009:8) com-
piled in preparation of the act that local authorities be obligated to arrange the 
morning and afternoon activities for schoolchildren in compliance with the 
demand in the municipality.The after-school activity, in turn, is one of the 
quality criteria for basic education as a tool for enhancing inclusion and in-
fluence of the pupils (Ministry of Education 2009:19).  
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Conclusion  

It can be stated that the last few years have witnessed the adoption of several 
new acts and decrees with the aim of promoting child and youth well-being. 
Legislation has been complemented to ensure adequate and fair services. 
With the help of legislation and development programmes welfare services 
for children, young people and families are going through “a cultural reform 
with the new focus on participation, early support and multisectoral cooper-
ation”. (Ministry of Social Affairs and Health 2010:26, see Table 1) It is 
highly probable, though, that the current economic depression will compli-
cate the attainment of many of the goals (Ministry of Social Affairs and 
Health 2010). In addition, the National Audit Office of Finland (2010) states 
in its report that government policy programmes do not seem to have the 
desired impact and that they have not gained importance in the government 
work. Likewise, their effect on the allocation of funds has been minor. The 
programmes consist of several individual measures with incoherent practical 
implementation often carried out within a number of separate parallel pro-
grammes or projects. The programmes and projects may also consist of iden-
tical or similar actions and contents, such as the promotion of well-being of 
children, young people and families especially. In practice, however, organi-
zations consider it important to have the subjects they represent included in 
the government programme because it gives them a better chance to promote 
their programmes and have their issues approved (Teemu Japisson, Finnish 
Sports Federation General Secretary/YLE Radio Suomi 13 January 2011). 

Even though many reports and programmes of the 2000s addressed the 
importance of school clubs and the significance of expanding the morning 
and afternoon activities for schoolchildren, the organization of school club 
activities practically hit rock bottom in 2008, when the number of school 
clubs had been reduced to a mere 2000, approximately (Rajala 2010). The 
aforementioned Act on the Morning and Afternoon Activities for Schoolchil-
dren (Basic Education Act 1136/2003) adopted in 2004 may have played a 
role in the trend of continuous decrease. With the introduction of statutory 
morning and afternoon activities for schoolchildren resources were directed 
to the organization of afternoon activities for younger pupils. However, the 
number of children attending morning and afternoon activities did not in-
crease much from the level of previous years either (Rajala 2010). 

 

Language about well-being in the documents 

The following is an analysis of the documents forming the material of our 
study (Table 1) on the morning and afternoon activities for schoolchildren 
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and school clubs and a review of the contexts in which the words well-
being/welfare appear. The morning and afternoon activities and the school 
clubs are considered to promote the overall well-being and health of the child 
and to create a foundation for healthy growth. The act governing the morning 
and afternoon activities for schoolchildren (Basic Education Act 1136/2003, 
section 8 a) specifies the goal of the morning and afternoon activities as the 
promotion of welfare and societal equality of children, prevention of exclu-
sion and enhancement of participation. The objective set for the school clubs 
is the promotion of the overall well-being ofchildren and youth. The school 
clubs are also regarded as a part of the municipal youth and leisure service 
system and, on a larger scale, as one of the methods of and actors in the pre-
ventive child welfare (National core Curriculum 2004.) 

The promotion, improvement and support of welfare are some of the most 
common terms in the documents. The emphasis on securing and promoting 
child and youth well-being lies in the elimination of problems in advance and 
early intervention (Ministry of Education 2007:41, Ministry of Social Affairs 
and Health 2002:9, Vanhanen’s government programme 2003). It is recom-
mended that well-being be promoted by supporting the welfare services that 
target children and youth, such as school health (Ministry of Social Affairs 
and Health 2002:9), student welfare (Ministry of Education 2007:41) and the 
morning and afternoon activities for schoolchildren (Basic Education Act 
1136/2003 ; Child Welfare Act 417/2007; Government Bill HE 57/2003; 
Ministry of Education 2009:8; Reports of the Ministry of Education 2006). 
To secure participation is seen as the principal component in the promotion 
of the well-being of families and children and in the prevention of social 
exclusion (Basic Education Act 628/98; Government Bill HE 57/2003; Min-
istry of Education 2009:8; Ministry of Social Affairs and Health 1999:4; 
Policy Programme for Health Promotion 2007; Reports of the Ministry of 
Education 2006). (See Table 1.)  

Economic equality and economic welfare dominate the language of the 
documents of the 2000s. In Finland, the economy and health are generally 
regarded as significant elements of well-being. For child welfare, the situa-
tion of the family as well as the impact of economic conditions on well-being 
are considered very important. The risk of the population being divided into 
those who do well and those who are excluded is still considered real. Pre-
vention of inequality and promotion of the welfare and relative conditions of 
the more disadvantageous population groups have been recorded in both the 
Policy Programme for Health Promotion (2007) and the Development Pro-
gramme for the Child and Youth Policy (Ministry of Education 2007:41). The 
Policy Programme for the Well-being of Children Youth and Families (2007) 
emphasizes the importance of keeping the municipal service charges low to 
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enable participation in the morning and afternoon activities by all schoolchil-
dren. (See Table 1.)  

The essential outcome of a recent report, Finnish Welfare 2010, is that the 
positive development of health and welfare of the Finns continues. At the 
same time, however, there is an increase in the socioeconomic health and 
welfare inequalities (Vaarama, Moisio & Karvonen 2010, 279.) The morning 
and afternoon activities for schoolchildren as well as the school clubs are 
considered to contribute especially to a successful reconciliation of work with 
family life, economic equality and participation, and as a result, to the pre-
vention of exclusion (Häikiö 2009, 24). 

That child and youth welfare appear regularly as topics in the documents 
is natural. What is especially interesting is the argument that securing the 
well-being of children and youth is a must for the Finnish society. The re-
sponsibility for welfare is a shared one (Ministry of Education 2007:41 and 
2008:9; Ministry of Social Affairs and Health 2002:9). Family has featured 
increasingly in the child and youth welfare debate since the turn of the cen-
tury. Child and youth welfare is linked first and foremost with family and the 
local environment (Ministry of Education 2002:29 and 2007:41; Ministry of 
Social Affairs and Health 1999:4). It is interconnected with the well-being of 
adults and with the societal change of values (Ministry of Social Affairs and 
Health 2002:9). Furthermore, both support of parenting and multiprofessional 
cooperation are regarded as important measures to promote the well-being of 
children, young people and families (Ministry of Education 2007:41; Minis-
try of Social Affairs and Health 2002:9). (See Table 1.) 

The primary Finnish welfare services are considered adequate to secure 
the welfare of children, youth and families (Ministry of Social Affairs and 
Health (2002:9 and 2008:16). Maintaining the Nordic welfare system forms 
the core of the social policy programme of the 2nd Lipponen government 
(1999). The welfare state of the 2000s mentioned in The government pro-
gramme of Vanhanen (2003) emphasizes knowledge, encourages self-
employment and work and social as well as regional equity. The Develop-
ment Programme for Child and Youth Policy 2007–2011, in turn, points out 
the accumulating hidden lack of well-being in the welfare state (Ministry of 
Education 2007:41). The documents also deal with the welfare policy includ-
ing welfare strategies, plans, projects and programmes (Ministry of Education 
2007:41; Ministry of Social Affairs and Health 1999:16, 2003:20 and 
2008:16; Youth Act 693/1020). (See Table 1.) 

The better the provision of Welfare services in support of families with 
children already at the pre-school age is, the better the impact they can be 
expected to have on children and young people of school age (Ministry of 
Social Affairs and Health 2002:9). The documents emphasize both cooper-
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ation between parents and authorities (Ministry of Education 2007:41) and 
the cross-sector cooperation of authorities (Basic Education Act 642/2010; 
Youth Act 693/2010). The provision of welfare services in remote areas is 
also the focus of attention (Ministry of Social Affairs and Health 1999:16). 
The morning and afternoon activities for schoolchildren and the school clubs 
are regarded as a part of the legislation concerning welfare services (Basic 
Education Act 1136/2003; Child Welfare Act 417/2007; Youth Act 693/ 
1020). Most Finnish local authorities arrange morning and afternoon activi-
ties for schoolchildren either in accordance with the separate core programme 
for the activities (Finnish National Board of Education 2004) or as a part of 
the primary education (Ministry of Social Affairs and Health 2002:9). The 
objective of the school clubs is to provide all schoolchildren with the oppor-
tunity to engage in a hobby. (See Table 1.) 

The new Child Welfare Act (417/2007) adopted in 2008 laid down the 
provisions of secure childhood living conditions and environment for growth 
and the conditions of intervention when the health and growth of children are 
threatened. Preventive child welfare is used to promote and safeguard the 
growth, development and welfare of children and to support parenting as 
stipulated in the Child Welfare Act (3 §, subsection 3). As a form of early 
support, the morning and afternoon activities for schoolchildren as well as the 
school clubs are defined as such measures of preventive child welfare. Par-
ticipation in the morning and afternoon activities may also be recorded in the 
client plan of a child in the open care of the child welfare system as one of 
the measures of support (Ministry of Education 2009:8). (See Table 1.) 

The term welfare indicator begins to appear regularly in the documents 
especially after 2005 when the need to collect and monitor welfare data in-
creased. The Development Programme for the Child and Youth Policy 2007–
2011, for instance, emphasizes the establishment and control of a research 
policy regarding the welfare of children, youth and families, and the identifi-
cation of the need for research and information (Ministry of Social Affairs 
and Health 2007:41). Several of the documents actually contain various pro-
posals for the monitoring and monitoring systems of welfare. The Promotion 
of Child and Youth Well-being (Ministry of Social Affairs and Health 
2010:26) report contains a comprehensive list of the sources of information 
on child and youth welfare and a recommendation for a future method of 
gathering it. Extensive and functioning monitoring systems are considered a 
prerequisite for a targeted and systematic promotion of health and well-being 
and for the improvement of services. One of the proposed indicators for the 
well-being of children is the monitoring of growth in the number of school-
children participating in the after-school clubs and in the morning and after-
noon activities for schoolchildren. That would provide additional information 
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on the development of measures promoting the growth of children in schools 
(Ministry of Education 2011:3). (See Table 1.) 

 

Conclusion  

During this century, children and young people have become the focus of 
special attention by the way of programmes and projects targeted at them. 
Surprisingly, a great number of them fail to express what is understood by 
well-being or how to define it. Among the topics of the documents are the 
promotion, support or increase of well-being and the welfare of children, 
young people and families. Practices enhancing well-being, welfare planning, 
monitoring, evaluation, research and cooperation are also mentioned. There 
are a few definitions of well-being in the documents, too (see below), but 
mostly the word well-being appears as a general, unspecified concept, whose 
meaning has probably been shared by the members of the committees pro-
ducing the various documents.  

The National Action Plan for Narrowing Health Inequalities (Ministry of 
Social Affairs and Health 2008:16) names health as one of the principal di-
mensions and elements of well-being. Other elements of well-being include 
education, employment, housing, living environment, family relationships, 
social interaction, and economic and political resources. According to the 
Guidelines of the Subcommittee for Early Childhood Education (Ministry of 
Social Affairs and Health 1999:4) the opportunity to maintain one’s own 
culture by, for instance producing music, stories, pictorial art and play alone 
and together with other children is also an element of well-being. The report 
of the Monitoring Committee on Coordination of child, youth and family 
policies (Ministry of Education and Culture 2010:3) concludes that promo-
tion should be the dominant orientation towards well-being; that is, there 
should be an approach that is empowering, proactive and preventive, instead 
of a problem-focused approach (See Table 1.). 

The documents also refer to the child well-being criteria regarded as ob-
jective, the prevention of loneliness and risks, and to the significance of close 
social networks and environment of growth for safety and health. The deci-
sions and reports on the morning and afternoon activities for schoolchildren 
and school clubs are largely based on the idea that, as shown by the reviews 
of child well-being, a child faces a risk of exclusion if left alone too often 
without meaningful activities. Children and families with children at the 
greatest risk of marginalization also seem to require financial support and 
psychosocial services. The establishment of a foundation for good health and 
security is calculated to reduce the need for corrective special services. On a 
more general level, the goal is defined as an environment promoting child 
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and youth welfare. Especially the afternoon activities for schoolchildren are 
regarded as an element promoting equal conditions of living and growth. 
Quantitative targets, such as the extent of the activities and attendance, are 
also set for the morning and afternoon activities for schoolchildren and for 
the school clubs.  

The subjective criteria linked with well-being such as loneliness, threats, 
fears, lack of appreciation, self-perceived health, social interaction and the 
feeling of belonging appear in the documents mostly indirectly in connection 
with the goals. Special attention is focused on the prevention of bullying to 
enable the child to experience the joy and happiness of participation in the 
morning and afternoon activities and the school clubs. Concrete measures 
mentioned in the documents are programmes like the programme of School 
Peace (Koulurauha) and the national anti-bullying programme (KiVa Koulu) 
with the aim of promoting class congeniality and reducing exclusion and 
bullying.  

Of all the well-being elements, it is the “doing” which is considered an 
important indicator of well-being in the Nordic countries, as activities such as 
different hobbies prevent social exclusion. (Allardt 1973, 48). As places for 
activity and participation, the morning and afternoon activities for school-
children and the school clubs are therefore often mentioned among the factors 
promoting well-being.  

This article combines the interests of two studies (Kristiina Eskelinen: 
Constructing childhoods at the morning and afternoons activities for school-
children and Satu Lehto: After-school sports clubs in promoting well-being 
and health) to explore the documentation governing the extracurricular activi-
ties of the school and to understand how child well-being is treated in them.  

The search for documents covering the morning and afternoon activities 
for schoolchildren and after-school clubs proved to be challenging and time-
consuming. In addition to the fact that the child welfare responsibility is di-
vided among several sectors, the information available is also fragmented. As 
stated in the report of the Monitoring Committee on Coordination of child, 
youth and family policies (2010:3, see Table 1.), the diversity of programmes 
and projects concerning children, young people and families is overwhelm-
ing. This argument is supported by the findings of the Development Pro-
gramme for Child and Youth Policy 2007–2011 (2007, see Table 1.) that the 
overall picture of the welfare of children, youth and families often remains 
incoherent. The National Audit Office of Finland (2010, 132) argues that the 
great number of programmes and projects may blur the lines of responsibility 
between each of them. The Monitoring Committee of the Ministry of Educa-
tion and Culture (2010:3, see Table 1.) also concludes that its resources were 
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not adequate to perform a full analysis of the entire field. This helps under-
stand the challenge the authors faced in the search for documents.  

We have tried for our part to find the documents with the most essential 
coverage of the morning and afternoon activities for schoolchildren and 
school clubs and to determine the connection between the documents, and to 
monitor the progress of various acts and programmes. During the preparation 
of this article, new programmes, reports and committee memorandums to-
gether with an extensive report on the welfare of Finns were published. The 
index of documents linked with the morning and afternoon activities of 
schoolchildren and school clubs was therefore complemented throughout the 
writing period and the amount of material to be reviewed grew enormously.  

The review process helps us see our study in a broader social and devel-
opmental context. It gives us a better understanding of the culture, history 
and political background of the organization of the morning and afternoon 
activities for schoolchildren and school clubs. Especially rewarding was the 
observation of how closely the history and the present-day of the morning 
and afternoon activities for schoolchildren and the after-school clubs are 
entwined.  
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Students’ research activities in music pedagogy at 
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Abstract 
 
Consequently, in the music teachers’ educational process the research approach is an 
important source for obtaining new information in the field of music pedagogy and music 
psychology. The development of music pedagogy as a science today is unthinkable without 
the presence of a teacher who participates in this process. Besides, we have to observe that 
the new information starts to be mainly used, approbated, developed and created by a 
teacher. The aim of the research: to characterize research activities of students studying in 
educational programmes of various levels in the field of music pedagogy at Daugavpils 
University. This article will dwell upon the Daugavpils University students’ research 
activities carried out in different education programmes at several levels. On analysing 
students’ research activities at Daugapils University according to the defined parameters 
(research aim, kind of research, research methods, presentation of the research results), most 
typical problems of students’ research activity have been identified. 
 
Keywords: university students’ research activities, music pedagogy, problems of research 
activities 
 
 
 

Introduction 

Today the basic knowledge gained during the studies at a higher education 
institution is no longer enough for a professional activity. Researchers point 
out that the social and professional qualifications of teachers (of music teach-
ers as well) who are trained at today’s higher education establishments does 
not always meet demands of the time dictated by the contemporary socio-
cultural situation (Elliott 1989; Holly 1993; Zehm & Kottler 1993; Har-
greaves 1996; Hallam 2001; Raven 2002; Lisle et al. 2006). 

The strong need for teachers-professionals aroused great interest among 
scientists interest who wanted to explore the structure and regularities of the 
development of professional self-awareness (Davidova & Znutinsh 2001; 
Mitina 2004; Мaralov 2004; Briška et al. 2006), the development of profes-
sionally significant and professionally necessary qualities of a personality 
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(Žogla 2001a; Rean et al. 2008). The researchers hold the view that a teacher 
is supposed to have a whole complex of the qualities without which the im-
plementation of the above-mentioned aims will become practically impos-
sible. 

In the process of training prospective teachers, documents and resolutions 
drafted and adopted in Latvia and Europe that focus on the necessity to train-
professional teachers and emphasize the skills and competences they need to 
acquire, are mandatory so that the quality of their education at the highest 
level will be assured (Law on Higher Education Establishments, 1995; Lis-
bon Convention, 1997; Bologna Declaration, 1999; European Commission, 
2005). 

On the basis of the analysis of documents adopted by the European 
Commission and findings of several researchers, I. Žogla asserts that under 
contemporary conditions the restructuring of specialists’ professional quali-
ties is unavoidable, and it should be done by emphasizing the following:  

• the ability to adapt to a changeable environment; 
• continuity in academic and professional-practical education; 
• ability to compete on the basis of both professional competence and 

individual-national and general human values; 
• readiness to defend oneself in a civilized way against being ousted or 

expelled on the basis of one’s professional and personal culture; 
• a spirit of enterprise and readiness to risk in situations when technolo-

gies rapidly change (Žogla 2001a). 
 

In order to acquire these qualities teachers should be oriented towards self-
education and self-development. To develop teachers’ need for being in-
volved in reflection-based research activities is of vital importance in this 
process. 

The aim of this paper is to characterize the research activities of students 
studying in educational programmes on various levels in the field of music 
pedagogy at Daugavpils University in Latvia. 

 

Focusing on the prospective music teachers’ research 
activities 

By analysing the situation in education in the world, the researchers em-
phasize that the citizens of a competitive state should have the following: 

• high average level of functional knowledge; 
• basic knowledge in scientific methodology; 
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• ability to observe processes, to analyse them, to integrate the results 
and act in compliance with them; 

• knowledge about the world; 
• ability to work in a collective; 
• ability to take responsibility; 
• ability to learn all the time and adapt oneself to changes.  
 

Consequently, higher education institutions and music pedagogy science are 
setting new objectives pertaining to the changes in understanding science, 
culture and people viewed from the position of an informative paradigm that 
emphasizes the following activities: 

• participation of prospective music teachers and university lecturers in 
scientific research, thus acquiring scientific methodology and develop-
ing a scientific style of thinking;  

• acquisition of information science and culture as a reliable system for 
collecting, processing, storing and circulating scientific information; 

• development of an integrated”two-pole” world view (rational and 
spiritual-imaginary) built by integrating (i.e., mutually supplementing) 
the exact and the humanitarian, by integrating technocratic and eco-
logical approaches to the system of general human values; 

• understanding of the role of a teacher-scientist’s reflection in science 
and pedagogical practice.  

 
When focusing on the research aspect in higher education, G. Mota points out 
the close link between the education process and research:  

The understanding that the process of learning and processing knowledge 
is profoundly interconnected with researching, is perhaps one of the most 
significant changes that must be brought about in institutions of higher 
education. If we believe that research is a powerful tool to understand the 
world, generate new ideas, change life, then in higher education it is the 
more relevant to make sense out of knowledge, and practice (Mota 2007, 
13).  

 
The author especially emphasises the unity between theory and practice in the 
music teacher’s research process:  

I would like to start by highlighting again the importance of connecting 
the initial training of music educators with research as a vehicle to con-
nect theory and practice. What I have in mind is both the need to answer 
such important issues as promoting musical quality in view of the emer-
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gence of technology, and the capacity to transfer knowledge between dif-
ferent musical achievements. Therefore, to educate future music teachers 
as researchers seems to be the most valid commitment to ensure that 
higher education programmes do not end at the moment students get their 
diploma, but may be projected in a life-long process of high quality en-
gagement with music (Mota, 2007, 14). 

 
Consequently, in the educational process the research approach is an import-
ant source for obtaining new information in the field of music pedagogy and 
music psychology. The development of music pedagogy as a science today is 
unthinkable without the presence of a teacher who participates in this pro-
cess. Besides, we have to observe that new information starts to be mainly 
used, approbated, developed and created by a teacher.  

 

Students’ research activity at various levels  

This paper will dwell upon the Daugavpils University students’ research 
activities carried out in different education programmes at several levels. 
Daugavpils University offers two Bachelor’s degree programmes providing a 
spectrum of general and professional education, two Master’s degree pro-
grammes for obtaining an academic and professional Master’s degree and 
one doctoral programme in pedagogy with a sub-branch in music pedagogy. 

 
Table 1. Study Programmes in Music Pedagogy at Daugavpils University. 
 

Bachelor studies Master studies Doctoral studies 
Professional higher educa-
tion bachelor programme 
Music Teacher; 
Professional higher educa-
tion bachelor programme 
Music Teacher of Profes-
sional Education. 

Academic master programme 
Pedagogy (music pedagogy 
sub-branch); 
 
Professional higher education 
master programme Music 
Teacher of Professional 
Education. 

Doctoral programme Peda-
gogy (music pedagogy sub-
branch); 

 
In evaluating a long-term experience in training music teachers at Daugavpils 
University within the context of a research aspect, we have to mention the 
fact that the pedagogical research has become greatly diversified, and the 
approbation of research materials has been carried out on a much wider scale 
at both conferences of various levels and during pedagogical practice. This 
refers to the topicality of the research as well as to the content, structure and 
research methods, and to the integrated approach to solving scientific prob-
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lems as well. This tendency is of vital importance, because treating the 
understanding of the processes that take place within any research process 
from the position of “the subject” is senseless. Only a complex treatment of 
this knowledge makes it possible to obtain objective research results. There-
fore, the skill to research an object in its entirety, integrating all subjects, is 
the decisive factor in the research on music pedagogy. For instance, within 
the framework of one research, knowledge acquired in such courses as meth-
odology of teaching music, physiology, music psychology, philosophy, 
theory of music, choir studies and in other study courses becomes integrated. 

When developing the methodological basis of the research, it is especially 
vital for a researcher to use a concrete pedagogical paradigm and approach to 
exploring the process of music studies. Besides, it is important to ensure that 
integration does not exclude but rather requires the implementation of a sys-
temic approach, a complex and wholeness approach as a methodological 
principle in a contemporary pedagogical research.  To compare the levels 
of students’ research activity we have set the following parameters:  

• research aim; 
• kind of research; 
• research methods; 
• presentation of research results. 
 

Research skills develop gradually; therefore, we speak of the evolution of the 
idea of the student as a researcher, which first is manifested in the declared 
research aim. At the level of a study paper it is important to find and raise a 
topical issue which is to be addressed in theoretical or historical research. At 
the Bachelor’s level we simultaneously focus on the improvement of theo-
retical substantiation and the acquisition and development of research skills, 
which can manifest itself as an occasional, descriptive or cross-section re-
search. Work on the Master’s thesis emphasizes developing the methodologi-
cal substantiation (which approach, paradigm, conception the research is 
based on) on which the new problem solution is based. The basis of the Doc-
toral thesis is already being developed as an independent, original research 
providing new findings in music pedagogy. The validity of the research and 
publication of the research results in internationally recognized publications 
is are of extreme importance. 
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Table 2. Difference in aims of students’ research of various levels. 
 

Parameter Study paper Bachelor’s thesis Master’s thesis Doctoral thesis 
Aim To teah to 

undertake 
theoretical 
research on a 
topical prob-
lem in the 
music educa-
tion process  

To develop an 
understanding of 
research activity 
and to promote the 
development of 
research skills 

To conduct 
independent 
research that 
includes novel 
elements 

To carry out 
original, inde-
pendent research 
and present new 
findings in music 
pedagogy 

 
Study papers are mainly theoretical or historical research works in which data 
and facts are summarised in order to answer questions about the past, to in-
crease understanding of today’s educational institutions, practice and tenden-
cies. The Bachelor thesis primarily deals with the description of the current 
situation, relations and events in music pedagogy; the application of teaching 
methods and techniques in pedagogical work is investigated and changes in 
pupils’ achievements are explored. The research for the Master’s thesis is 
directed towards the improvement and development of some aspect of the 
educational process under concrete conditions. The interconnectedness be-
tween different phenomena and causes of phenomena are researched. Doc-
toral theses are long-term and often experimental works. 

 
Table 3. Students’ research on various levels. 
 

Parameter Study paper Bachelor’s thesis Master’s thesis Doctoral thesis 
Kind of 
research 

Theoretical 
research; 
Historical 
research 

Occasional re-
search; 
Descriptive re-
search; 
Cross-section 
research and others 

Cross-section 
research; 
Activity re-
search; 
Causal relation-
ship research; 
Correlation 
research and 
others 

Causal relation-
ship research; 
Correlation 
research; 
Longitudinal 
research; 
Assessment 
research and 
others 

 
The principal difference between the various levels of research is manifested 
in the use of methods. If in a study paper theoretical research methods are 
mainly used, then in a doctoral thesis a wide spectrum of methods and their 
combinations are applied. In contemporary music pedagogy the development 
of qualitative methodology is obvious. This is a logical outcome, because 
musical, creative activity has a distinctive phenomenological character. 
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Table 4. Different research methods in students’ research on various levels. 
 

Parameter Study paper Bachelor’s thesis Master’s thesis Doctoral thesis 
Research 
methods 

Analysis of 
literature; 
Analysis of 
documents 

Analysis of litera-
ture; 
Analysis of docu-
ments; 
Observation; 
Questionnaire 
method 

Analysis of 
literature; 
Analysis of 
documents; 
Observation; 
Questionnaire 
method; 
Biographical 
method; 
Correlation; 
Interpretation of 
causal relation-
ships, influen-
ces; 
Pedagogical 
experiment 

Analysis of 
literature; 
Analysis of 
documents; 
Content analysis;  
Observation; 
Questionnaire 
method; 
Testing; 
Biographical 
method; 
Correlation; 
Interpretation of 
causal relation-
ships, influences; 
Pedagogical 
experiment; 
Analysis of 
factors; 
Interpretation of 
regularities etc 

 
An important component of research activity is the approbation of research 
results. At the initial level, the skills of presentation are mostly developed 
during discussions. Students in the bachelor programmes participate in con-
ferences, including those for young scientists. In April of the current year, the 
52nd Young Scientists’ Conference was held at Daugavpils University, and 
more than 600 young scientists from seven countries took part in it. 

The results produced by master theses are initially presented at Master 
Students’ Readings. Such readings at Daugavpils University have been or-
ganised for the past seven years, and they gradually have become internation-
ally recognized. For the last two years, Master’s students from Klaipeda and 
Tallinn universities have also participated in them. The students are given the 
opportunity to present their works at the international scientific conference 
“Problems of Music Pedagogy,” organized by the DU Faculty of Music and 
Arts, which will be held for the seventh time in September 2011. 

The best Master’s and doctoral students have an opportunity to publish 
their papers in the DU international scientific journal, Problems in Music 
Pedagogy, which is included in the EBSCO database. Papers submitted for 
publication are assessed by such internationally recognized experts as Silvya 
Malbran from Argentina, Margareth Grahn from Sweden, Rose Omolo On-
gati from Kenya, Michael Shaughnessy from Mexico, Lorna Wanzel from 
Canada,and Graca Mota from Portugal. 
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Table 5. Presentation of the research results on various levels. 
 

Parameter Study paper Bachelor’s thesis Master’s thesis Doctoral thesis 
Presentation 
of research 
results 

Round table 
discussions; 
Study paper 
presentation 

Round table 
discussions; 
Young scientists’ 
Conferences 
Defence of Bach-
elor’s thesis 

Master’s Stu-
dents’ Read-
ings; 
National and 
international 
conferences; 
Defence of 
Master’s thesis; 
Publication of 
methodological 
materials 

Academic dis-
cussions, 
International 
conferences; 
Publications in 
reviewed Jour-
nals and collec-
tions of articles; 
Publication of 
methodological 
materials and 
monographs 

 
It is essential to underline that DU Master’s and doctoral students are in-
volved in various type of projects: 

• 2005–2008–LSC (Latvian Science Council) financed scientific Project 
Nr 05. 1427 “Determination of Pupils’ Music Perception Level as a 
Component of a Music Teacher’s Diagnostic Activity” (leader–Prof. J. 
Davidova); 

• 2006—LSC financed scientific project Nr. 06.2010 “The Develop-
ment of Giftedness in Latvia: Reality and perspectives” (leader–
Assoc. Prof. I. Kokina); 

• 2003–2004–LSC financed scientific project Nr 03. 1019 “The As-
sessment of Individual Musical Performance within the Context of the 
Development of Pupil’s Personality” (leader–Prof. J. Davidova). 

 
These projects allow the researchers to broaden their scientific experience 
and assess their own research skills. 

 

Typical problems in students’ research activity 

When analysing the basic tendencies of the research activities at Daugavpils 
University, special attention should be given to difficulties the students face 
during their research: 

1. Determining and precisely formulating their research in terms of topi-
cality, object, aim, subject, objectives, hypothesis, methods, and a re-
search base helps the researcher purposefully and consecutively tackle 
the research tasks, deliberately employ the selected research methods 
and contribute to optimizing the research process. It is necessary to 
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note that the scientific adviser of the thesis has an essential role in the 
process of developing the scientific apparatus of the research.  

2 In selecting and using research methods which ensure research va-
lidity students often have some of the following challenges:  
• they experience difficulties in comparing and summarizing various 

findings, conceptions and approaches offered by scientific literatu-
re; 

• they understand and use the observation method too primitively, 
and they do not always correctly reflect their observations in jour-
nals, which, as a result, sharply reduces the level of research vali-
dity; 

• they encounter difficulties when they have to mathematically pro-
cess scientific data obtained from interviews, tests, questionnaires 
and other research materials; 

• they incorrectly describe and analyze experiments, which signifi-
cantly reduces the value of the research. 

3. If students’ work lacks a definite plan, if it is disorganised, it will not 
end in reliable results. An ill-considered attitude to the research struc-
ture and to stages of its implementation results in a faulty distribution 
of the allotted time; this, in its turn, often leads a student to drawing 
superficial conclusions which are not concerned with the research and, 
consequently, negatively influence the scientific reliability of the con-
crete research.  

4. The analysis and summary of the results, drawing and formulation of 
conclusions from the research may create serious difficulties for inex-
perienced students. It depends on several essential circumstances: on a 
complex and systemic perception of the research, on the degree of 
concreteness of initially defined tasks, and on the researcher’s experi-
ence. The conclusions from the research should fully and precisely re-
flect the answers to the questions asked in the aims and objectives set 
at the inital stage of the research, and they should confirm or reject the 
proposed hypothesis.  

 

Scientific adviser as a student’s partner in the research 
process 

In characterising the above-mentioned difficulties that the students are faced 
with during the pedagogical research, we have to mention the role of a scien-
tific adviser who is largely responsible for the results of students’ research. 
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At Daugavpils University, this role is very important. In the course of recent 
years, the emphasis laid on the functions of the scientific adviser has con-
siderably shifted away from the function of a controller and assessor to that 
of an assistant and partner, which now more common. 

We will mention here several aspects that seem to be compulsory for the 
scientific adviser of the research:  

• respect for a young researcher’s personality and his or her concep-
tions: within this context it involves the adviser’s pedagogical style, 
indulgence and tolerance;  

• extensive knowledge of scientific problems and solutions in contem-
porary pedagogical science, existing both in Latvia and abroad: the 
adviser points out some basic positions in the field of the research 
problem, helps the student formulate his or her own conception by 
means of an analysis of the already existing conceptions; 

• freedom to undertake a creative search for ways to tackle the problem: 
the adviser must not impose upon the student his or her own opinion 
as the only correct one, must not put any pressure on the students; he 
or she must not reject the student’s conceptions. On the contrary, the 
adviser has numerous ways in which to stimulate motivation and in-
terest in creative research, to contribute to achieving the set aims by 
analysing different ways of solving scientific tasks, and to create prob-
lem situations to stimulate creative research; 

• a broad view that orients students towards more extensive research 
integrating various scientific positions rather than towards a narrow 
investigation of some object of methodology of the subject.  

 
The cooperation between the adviser and the student, their mutual trust and 
tolerance, common creative and systemic research processes are the key as-
pects for real achievements in the research process.  

 

Conclusion  

Bringing into focus the research element in the contemporary higher educa-
tion bears on the shift in teacher’s functions within the context of the new 
education paradigm and sustainable development. Therefore, the following 
basic elements of music teacher’s activity are in the foreground: 

• personal position in selecting a pedagogical paradigm; 
• cooperation between a music teacher and pupils, which is reflected 

in all elements of the music educational process (setting the aim, 
choosing the content, selecting the educational means and met-
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hods), is based on the principle of creating a positive emotional 
background and develops qualitatively new relationships between 
the partners of educational process; 

• A music teacher’s innovative activity (generation of new ideas, 
their approbation and introduction into pedagogical practice) 
brings a teacher’s research position into focus. 

1. In analysing students’ research activities at Daugapils University ac-
cording to the defined parameters (research aim, kind of research, re-
search methods, presentation of the research results), most typical 
problems of students’ research activity have been identified as:  
• formulation of a scientific apparatus; 
• development of the research design; 
• choice of methods to ensure research validity; 
• analysis and interpretation of the research results. 

2. At Daugavpils University, within the range of the implemented educa-
tional programmes of various levels, a puroseful development of 
music teachers’ research skills takes place. It is based on systemic, 
complex and holistic approaches as an implementation of method-
ological principles in contemporary pedagogical research.  
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Technological Competence—from Adolescence to 

Career Success 
Ossi Autio 

 
 
 
Abstract 
 
Technical abilities are fundamental to human existence. At each stage within the cycle of 
life, humans continuously strive to acquire new skills or to refine existing ones in the hope 
that productivity and quality of life are enhanced. This article builds on earlier research that 
defined and assessed technical abilities among adolescents. The aim of the study was to 
examine determinants of technological competence and try to predict student potential for 
career success. It tracks the students whose technical abilities were assessed in a study 
fifteen years ago. The follow-up study was carried out as a qualitative case study. Although, 
we must be cautious about final conclusions because of the limited number of research 
subjects, the study shows that, in terms of technological competence, it is possible to predict 
student potential for career success in the technical professions.  
 
Keywords: technology education; motivation; technological talent 
 
 
 

Introduction 

Despite the fact that skilled behaviour underlines nearly every human 
activity, our understanding of the factors that contribute to the attainment of 
expertise in technology education is far from complete. In spite of all the 
problems there are some attempts to define technological competence. Based 
on Dyrenfurth (1990) and Layton (1994), work by Autio and Hansen (2002) 
defined technical abilities as a complex interrelationship between psychomo-
tor, cognitive, and affective areas. 

Defining and measuring technical thinking as a construct was achieved by 
extending the work of Dyrenfurth (1990) and Layton (1994). They identified 
three components that correspond with what the authors considered the di-
mensions of technological competence. The first is technological knowledge. 
This “knowing” is often referred to in the educational sciences literature as 
the cognitive domain. The second dimension of technological competence is 
skill. These skills are often labeled by psychologists as “psychomotor” skills 
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and are an important component of technological competence. The third 
dimension is technological will or “being active and enterprising”. This is the 
affective or emotional aspect of technological competence. Technological 
competence, in short, involves a balance of knowledge, skill, and emotional 
engagement. In its fullest sense, it is the act of using human ingenuity or, 
being ingenious. 

In this study technological competence was defined as the sum of the 
three mentioned measurements—knowledge, skill, and emotional engage-
ment. This definition has been criticized, because it seems to be too simple a 
method in order to define the complex interrelationship between the psycho-
motor, cognitive, and affective areas. It is also true that in every psychomotor 
action there is certain amount of cognitive thinking and emotional engage-
ment involved; furthermore, in every cognitive action there is always an 
affective element present. 

This article builds on earlier research that defined and assessed technical 
thinking among adolescents. It tracks the students who took part in a 
measurement of technical abilities study fifteen years ago and who are now 
professionals in the field of technology. The follow-up study was carried out 
as a qualitative case study. Data from interviews with three participants were 
tape-recorded and translated. The research data were then analysed using 
content analysis. The analysis was carried out by assessing which of the 
essential elements in the participants’ technological competence contributed 
to success in their chosen technological careers.  

 

Empirical research 

The aim of this research was to examine and determine the elements account-
ing for test participants’ technological competence. The study was carried out 
as a qualitative case study and the collection of the data was performed using 
individual theme interviews that generated text. The interviews were first 
tape recorded and transcribed. Later the research data were analysed using a 
content analysis methodology (Anttila, 1996; Baker, 1994). The analysis was 
carried out by assessing which of the essential elements in the participants’ 
technological competence contributed to success in their chosen technolo-
gical careers and the elements were classified according to the basic need 
theory (BNT). Deci and Ryan (2002) assume that according to basic needs 
theory, there are three main intrinsic needs involved in self-determination: 
need for competence, need for autonomy and the need for relatedness. These 
needs are seen as universal necessities that are innate not learned and seen in 
humanity across time, gender and culture (Chirkov, Ryan, Kim, & Kaplan, 
2003).  
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The study group consisted of three students whosetechnical abilities were 
tested 15 years ago. These test participants are now 28 to 29-year-old. These 
three test participants were chosen to be tracked because they had the best 
results overall in the measurement of technical abilities. In this case a sum of 
the three mentioned measurements–cognitive, psychomotor, and affective 
area. We had no previous idea what these three test subjects were doing to 
make a living nowadays. With the help of the teachers and internet sites, it 
took about three weeks to find them all. Since the background of each test 
subject was somewhat different, we named or characterised them as follows:  

Subject 1: academic technology researcher 
Subject 2: academic multi talent  
Subject 3: non academic technology talent 
 

Results 

In the following section, the elements accounting for their career success are 
described in tables, which show the elements that had the greatest effect 
(identified by bold and underlined text) as well as elements that had less 
meaning for the participants’ motivation (shown in bold or normal text). The 
significance of the factors is based on the participants’ direct comments, 
which were documented during the interviews. 

 
Subject 1— an academic technology researcher 

The first test subject was a 28-year-old man who spent all his school years in 
a small village of about 4500 inhabitants named Sysmä. He finished school in 
2000 with good grades (average of all school subjects 9.2/10.00). After fin-
ishing comprehensive school, he began his studies at the University of Tech-
nology department of computer science in Helsinki. In 2005, he graduated 
with a Master of Science in technology and continued to doctoral studies in a 
degree programme of computer science and engineering. He finished his 
doctoral thesis in January 2010.  
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Table 1. Main elements behind the career success of an academic technology re-
searcher. 
 

Need for autonomy Competence Relatedness/social 
relations 

Environment 

Intellectual chal-
lenge 
Internal feedback 
 

Talent 
Hobbies (Legos, 
electronics, com-
puters) 
 
 

Teacher 
Father 
Atmosphere in tech-
nology education 
lessons 
Teacher feedback  

Machines and tools  
Home environment  
 

 
Subject 2—academic multi-talent 

The second participant was a 29-year-old man who was born in Helsinki. His 
first school years were spent in a normal primary school, but during secon-
dary and upper-secondary levels, he studied in Helsinki University training 
school, which is one of the highest ranked upper-secondary schools in Fin-
land. He finished comprehensive school with good grades (average of all 
school subjects 9.4/10.00) in 1999 and he was planning studies in medicine. 
However, after he finished his compulsory military service in 2001, he de-
cided to begin studies in the University of Technology department of automa-
tion technology in Helsinki. In 2007, he graduated with a Master of Science 
in technology and began work at an international company—General Elec-
tric—which manufactures automation devices for hospitals.  

 
Table 2. Main elements behind the career success of academic multi talent. 
 

Need for autonomy Competence Relatedness/social 
relations 

Environment 

Curiosity 
Freedom of choice 
Process (planning, 
investigation,  
implementation,  
evaluation) 
 

Talent  
Hobbies (Legos, RC, 
Computers) 
Interest 
 

Teacher 
Technically oriented 
and supportive family 
Friends with common 
interest 
Teacher feedback  

Machines and tools 
Inspiring and tech-
nically open envi-
ronment (school, 
academic studies, 
work) 
Home environment 

 
Subject 3—non-academic technology talent 

The third test subject was a 28-year-old man who spent all his school years in 
the same village as test subject 1. He finished secondary school in 1997. His 
grades were not especially good (average of all school subjects 7.3/10.00) 
and instead of choosing an academic career and upper-secondary school, he 
started to study computers and automation technology in vocational school. 
After that, he began his studies in automation technology in polytechnic 
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schools. In 2005, he graduated as an engineer and began work in an engineer-
ing office as an electrical wiring designer. His current post is in an interna-
tional company–Sandvik Mining and Construction. 
 
Table 3. Main elements behind the career success of non-academic technology talent. 
 

Need for autonomy Competence Relatedness/social relations Environment 
Product 
Freedom of choice 
Internal feedback 
Working process  
 

Talent  
Interest 
Needs 
Hobbies 
(Legos, cars) 
 

Teacher 
Atmosphere in technology 
education lessons 
Parents and brothers 
Challenging and inspiring 
working atmosphere 

Home environment  
Machines and tools 
Inspiring envi-
ronment (further 
studies, work) 
Technical facilities in 
military service 

 
Conclusion 

Curiosity and intellectual challenge seemed to be the main elements in later 
career success among all test participants. According to Deci and Ryan 
(1985), one way to achieve intrinsic motivation is to expand the feeling of 
autonomy among students. That is what happens when there is freedom of 
choice in materials, techniques, and in products to be made. In terms of the 
need for competence, we can see that talent, students’ own needs, interests, 
and technology-related hobbies were definitely important elements in the test 
participants’ later career successes. According to Byman (2002), students 
usually choose and prefer subjects and tasks in which they are good and can 
show their competence. 

In assessing the need for relatedness/social relations, we can see that the 
teacher, teacher–student interaction, classroom atmosphere, and parents were 
also found to be important elements. It seems that classroom atmosphere and 
teacher-student interaction were more important in making the whole envi-
ronment suitable than in directly influencing motivation. Reeve, Bolt, and Cai 
(1999) have shown that teachers who support students’ freedom of choice 
and autonomy in decisions create more intrinsic motivation than those who 
are willing to control their students. Autonomy support is evident when an 
authority figure respects and takes the subordinate’s perspective promotes 
choices and encourages decision-making (Ratelle, Larose, Guay, & Senecal, 
2005). 

Furthermore, the entire classroom environment with available tools and 
machines appeared to be important for all test participants. According to the 
test participants, the classroom in technology education should have enough 
space for everyone, enough materials, and tools in good working order. Deci 
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and Ryan (1985) argue that informal learning environments which offer op-
timal challenge, plenty of different stimuli, and a chance to feel autonomy 
achieve effective motivation. According to Stipek (1996), it is even more 
important to provide an optimal and suitable learning environment than to 
concentrate on students’ personal problems in terms of motivation. 

A suitable learning environment and atmosphere are seen to have a posi-
tive affect. The positive affect for its part facilitates flexible thinking and 
problem-solving, and enhances performance, even where the tasks to be done 
are complex, difficult and important (Isen and Reeve, 2005). Furthermore, 
Isen and Reeve (2005) indicate that positive affect does foster intrinsic moti-
vation, and enjoyment and performance of enjoyable tasks, but not at the 
expense of responsible work behaviour in neccesarry, but uninteresting tasks.
 Surprisingly, elements in technology education’s subject content were 
found to be less important than autonomy, competence and relatedness. The 
product and the artefact to be made are usually seen as the most important 
elements in students’ motivation (Autio, Hietanoro, & Ruismäki, 2009). In 
Autio’s (1997) factor analysis, the practical advantage gained from having 
the product was emphasised more than the process, which for its part would 
have emphasized the external motivation or situational interest. In this study, 
test participants valued more the working process and freedom of choice as 
elements that generated their later career success. 

 

Discussion  

In this study, we tracked three students who had the best results overall in the 
measurement of technical abilities fifteen years ago. We had no previous idea 
of the current occupations of these three test participants. We tried to deter-
mine if it is possible to predict student potential for career success in the 
technical professions with the instrument used in the measurements of 
technical abilities study fifteen years ago. Although, we must be careful with 
final conclusions as the research group was relatively small, the research 
shows that, with the instrument used fifteen years ago, it is possible to predict 
student potential for career success in the technical professions. 

In the measurement of technical abilities, all test participants proved to be 
technologically talented, but the background of each test subject was some-
what different. Two test participants had studied in the University of Tech-
nology. The first one was quite sure of his decision already after he finished 
school, but the second test participant was talented in several other areas as 
well. He could have chosen any other academic career, but in favourable 
circumstances, he chose the technological career. The third test subject was 
equally talented in technical areas, but he was not especially interested in 
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other school subjects during his comprehensive school life. He began to study 
computers and automation technology in vocational school instead of con-
tinuing in upper-secondary school and aiming at an academic career. 

It appears to be the case that some students do not place a value on either 
the craft or vocational education in the field of technology education in Fin-
nish schools. In their opinions, the university is absolutely a better and more 
respected study place than vocational education. Usually, these views of 
technology education reflect values and attitudes that come from home, and 
these attitudes are adopted already at an early age (Autio et al., 2009). An 
academic career is usually more valued than practical work, but we can sug-
gest that there should be a better balance between practical and academic 
subjects, at least in the lower grades and even at the high school level. 
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Positive changes in learning environment as a result 

of students’ integrative collaboration 
Nataja van Gejeka 

 
 
 
 
Abstract 
 
The aim of this paper is to introduce the problems in the learning environment of Latvian se-
condary professional technical school to interested readers such as scientists and practising 
teachers and to get a response about the possible effectiveness of the study for improving the 
situation in the context of students’ sustainable development. An earlierpart of the study 
clearly stated the necessity of a particular organization of a creative learning environment. 
The main study problem is to find out if re-organization of the learning environment in class 
while using a particular form of students’ integrative collaboration can result in higher stu-
dent academic performance and achievement. The practical meaning of the research results 
is that the method of integrative students’ collaboration was introduced into the instructional 
process of technical disciplines and results of the current study showed a significant growth 
in the number of students who perceived the learning environment in class as creative. Be-
sides, some observations were made about the positive influence of musical background dur-
ing the students’ practice. 
 
Keywords: learning environment; technical secondary school; integrative collaboration; 
musical background. 
 
 
 

Study methods  

Part of the learning environment study in a Latvian secondary professional 
technical school clearly stated the necessity of a particular organization of the 
creative learning environment in the academic group. The aim of this study is 
to define the impact of learning environment reorganization on students’ 
creativity in juvenile groups while teaching profile technical subjects in se-
condary professional school by introducing a particular form of learners’ 
integrative collaboration (a team project) which should assist sustainable 
development in class. 

The study refers to school pedagogy, so some changes in the transition 
from teenagerto young adult will be taken in account as well as their pecu-
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liarities: the youth are searching for answers to the most tortuous questions of 
a sense of life, safety in the future and individual uniqueness. Of special in-
terest might be a conclusion resulting from a micro sociological study carried 
out by author in 2007 on the high level of aggressiveness among the students 
in the lessons of building construction which became a destructive element in 
the learning environment. Micro sociology is understood here as a detailed 
analysis of the ways in which learners express their fancies or passions, how 
they learn to interact with each other and sort out conflict situations; a class 
of learners is in our study a sum of individuals as a whole, who act under 
special conditions. The object of the research is creative interaction of juven-
ile learners of a professional technical school in the process of solving a prac-
tical task of a team project. The subject of the research is shaping up the 
learning environment to improve learners’ readiness for an integrative learn-
ing activity in the context of sustainable development. According to the prob-
lem, the object, subject and aim of the research, it has been decided to under-
take the following actions: 

• to analyse the state of the learning environment in some professional 
schools in Latvia and elicit any peculiarities;  

• to define the main trends for designing a new approach in teaching 
technical subjects in a group of juvenile learners in order to ready 
them for integrative learning–a cognitive learners’ activity; 

• to organize an experiment on the basis of learners’ integrative col-
laboration in class;  

• to analyse the experiment’s results in the context of changing the 
learning environment in the lesson. 

 
Our hypothesis is: Learners’ performance, measured in terms of creativeness, 
should increase as a result of the reorganization of the learning environment 
by introducing some integrative forms of learners’ collaboration while work-
ing on a team project, which encourages sustainable development. 

 

Methodology of the first phase of the Study 

Qualitative methods of research were used—an interview and open-ended 
questionnaire—for learning environment study in professional secondary 
school.  Learners in a professional technical school in Latvia underline that 
what is most important is first the necessity of sustainable development, sus-
tainable existence, although they do not see this being achieved through pro-
fessional growth and put that subject in the 4th and 5th positions in their 
evaluationsafter such indicators as authority in their juvenile group, money, a 
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hobby or environmental quality. Secondly, students do not realise the true 
value of professional knowledge and do not possess the proper basic know-
ledge or cannot use technical professional information while solving practical 
learning tasks. 

Four technical Latvian schools have been chosen as a research area with 
about 200 participants, with students aged 17-19 years.  The schools are situ-
ated in Rezekne (Rezekne high school’s programme, “Construction”, year 1); 
in Daugavpils (Daugavpils construction professional technical school, year 2-
3) and in Riga (Riga construction professional technical school Riga con-
struction college’s school, year 2–3). 

 

Methodology of the second phase of the study 

There are two areas that will be explored during this phase of the research: a) 
learning environment creativity and b) students’ individual reactive anxiety. 
In the second phase of the study, quantitative methods of research (vector 
modeling and reactive anxiety level measuring) revealed the prevailing types 
of learning environments in the technical schools and learners’ reactive an-
xiety level in technical subjects’ lessons. The method of learning envi-
ronment’s analysis is vector modelling as used by B.А. Ясвин (2001), having 
been adapted earlier by the author (van Gejeka 2008), and the scale for evalu-
ating the levels of reactive anxiety developed by Charles D. Spielberg. First, 
a microanalysis of the learning environment was carried out on the basis of 
the students’ responses to six simple questions. The three first questions aim 
at identifying the availability of opportunities for students’ free development 
in the learning environment and the other three questions are thought of as a 
tool to elicit particular opportunities for developing students’ personal ac-
tivity. The method supposes the build- up of a coordinate system, which 
consists of two axes: “activity-passivity” and “independence-dependence” 
which make four areas (see fig.1) and 12 sub-areas (see fig.3). An answer for 
each question gets a point on the corresponding vector. Therefore, the indica-
tors of states in the learning environment are inner or subjective awareness or 
state of the learners during the lesson, which is reflected in their answers to 
the questionnaire items. 
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Figure 1. Spectrum of possible vector models of education environment. 
 
The evaluation scale of reactive anxiety has been developed by Charles D. 
Spielberg and adapted by N. van-Gejeka for Latvian use. The test based on 
this scale is a trustworthy and informative method for the evaluation of stu-
dent’s anxiety level at a particular moment in time. Reactive anxiety is char-
acterised by some tension, uneasiness and nervousness, and can be assessed 
as low, moderate and high. A very high reactive anxiety may cause different 
attention disturbances. However, anxiety in itself is not a negative phenom-
enon. Each personality has its own “useful individually optimal anxiety” 
level. 

 

Results of the second phase of the study 

A general view of the learning environment in Latvian professional technical 
schools is shown in the pie chart (see figure 2). A dominant sector of the 
learning environment in Latvian technical schools appears as dogmatic and 
career oriented, whereas a creative sector occupies only 7% and 26% of the 
students who behave as nonchalant.  
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dogmatic 34%
career 33%
creative 7%
nonchalant 26%
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Figure 2. Learning environment in Latvian professional school. 
 
b) The results of the investigation into the anxiety level of the learners show: 

• 50,52 % of them possessed a low level of reactive anxiety (which 
might be a witness to their insufficient involvement in the learning 
process during the lesson); 

• 7,81% of the learners demonstrated a high anxiety level (which might 
be linked to an increased nervousness or discomfort as a result of their 
poor coping skills for necessary activities during the lesson).  

 
Discussion 

A lack of coping skills may explain the rise in conflict situations among the 
learners in the process of communicating during practical classes and result 
ine aggressiveness among them Sucha destructive element in the lessons can 
prevent the learners from sustainable development. The results of research 
undoubtedly point to a necessity for reorganisation of the learning envi-
ronment in technical schools, which logically led to designing a practice 
scenario as the third phase of the research in order to prove the effectiveness 
of an integrative approach in teaching the technical subject, Building 
Construction, at Riga Construction College’s school, using team-work in the 
lesson. Therefore, the author suggests using a team project method (learning 
environment reorganization model) in the lessons of the technical discipline 
Building construction at Riga Construction College’s school based on stu-
dents’ integrative collaboration. 
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Methodology of the third phase of the study 

A quantitative method of research was used—pedagogical experiment—
based on the learners’ integrative collaboration (learning environment reor-
ganisation model) in practical lessons of the technical discipline, Building 
Construction. Two third-year students’ groups studying building manage-
ment at the basic level at Riga Construction college school have been chosen 
as a research area. The number of respondents is 28 (23 boys and 4 girls) and 
27 (22 boys and 5 girls) in the experimental (Gr.1) and control (Gr.2 ) 
academic groups respectively. The age of participants is 17-18. In the course 
of the experiment, it was foreseen to put the students into the frames where it 
was necessary to organize their work in class sharing the whole amount of the 
work among the members of the group, to concentrate upon a successful 
performance of the task completing and formulating their solutions in a 
communicative process. In our case the teacher in the class and the author of 
the experiment (researcher) are the same person.  

The following aspects of learning environment were reorganised in order 
to improve the effectiveness of the environment in class: 

• physical (the students of the experimental class were organized in sub 
groups with 4-5 people in each; the seats for the students of each team 
were locally arranged in the auditorium in a circle; the following 
handouts or back-up references were available on the desks: regulating 
instructions on Building Materials, Building design, Climatology, and 
Building Construction;  

• psychological (for encouraging the students psychologically method-
ologies and arrangements were used as follows: warm-up, motivation, 
reflection, performance assessment and musical background); 

• socio-cultural (as an element of the classroom’s culture, changes in the 
distribution of social roles and interpersonal activities among peers 
became a leading activity;, the place of the personality in the structure 
of the class, school and other groups appeared as the focus of attention 
for both the students and their teachers). 

 
The methodological aspects of learning environment organization in the con-
text of sustainable development in juvenile groups in Latvian secondary 
technical school will be presented in an article in Journal of Teaching Educa-
tion for Sustainability, 13. 

 
 
 



Positive	  changes	  in	  learning	  environment	  as	  a	  result	  of	  students’	  integrative	  collaboration	   163	  

Results of the third phase of the study 

At the end of the third pahse of the study, we found the following results: on 
the one hand: 

• the number of students’ participating (GR.1—experimental group) in 
the creative learning environment increased up to 30%;  

• the control group Gr.2—was without statistically significant changes 
(see fig. 3); 

• the number of students participating (GR.1) in the dogmatic learning 
environment decreased from 22% to 7%, which might be regarded as 
positive. 

 
On the other hand: 

• the number of passive students increased to 7% (maybe this word 
should be ‘indifferent’ learning environment in the experimental 
group); 

• the number of career-oriented students (Gr.1) is relatively large (56%) 
which is related (according to psychologists Berkowiz, 1983; 2001; 
Coie & Dodge 1998; Бандура, 1999; Бреслав 2004; Платонова, 
2004; Реан, 1996; Регуш, 2005) to a need for self-presentation in 
early youth.  

 
In figure 3 in the segment on creative learning environment (33% --exp 9 
experimental group students–Gr.1) only one third (2 students) is featured as 
creative free activity and the other two-thirds— typically creative (7 experi-
mental group students–Gr.1). However, the creative environment of active 
independence, which is to be aimed at, is not available at all as before the 
experiment, as after it in Gr. 1 and Gr. 2.  
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Figure 3. Statistic studies of learning environment (collected February 2010). 

 

Discussion 

In the late 20th century, different researchers defined the term integration as a 
deep mutual involvement and unification of different knowledge areas in 
unified learning material (Браже 1996; Дик 2008; Зверев 1991; Лыскова 
1997). According to Kemp (2006), integration can be defined as a holistic 
approach in the design and optimization of different processes which exploits 
interactions between different units in order to employ resources effec-
tively.An anthropocentric integration principle was formulated by J. Dewey, 
the founder of interdisciplinary integration, at the turn of the 19th and 20th 
centuries. He wrote that the time approached when exactly the learner was 
becoming a centre to concentrate around both the teaching staff and learning 
aids (Дьюи 2000). In our research, integrative collaboration can be defined as 
a process of building some ties between the individuals in a team who are 
acting concerted and interdependently as a whole and united system, where 
everyone is responsible for his or her own part of the work in order to achieve 
the general aim of the lesson or solve a practical problem situation suggested 
by the teacher of a technical subject.  

Current changes in the experimental part are the following: 

1. The results of the 1st and 2nd experiments at Riga Construction Col-
lege’s school (2008, 2009, January) on behalf of a designed and exe-
cuted scenario for teaching the technical subject Building Construc-
tion while using team-work methods did not show a significant in-
crease in students’ creativity in the experimental group (0%, 15% ac-
cordingly), but revealed some weak points in the lesson’s scenario. A 
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negative result could be evidence of the approach to the student as to 
an “affected object” who was subdued by “collective work” in the 
team, and thus it is hardly possible to implant some particular features 
that have been planned before. Such a passive position of an affected 
object in no way contributes to building up of creative personality fea-
tures that should have been a projected educative result. The research 
has been carried out while the interactions of the student and the 
teacher were regarded as a “closed system” with an abstract theoreti-
cal assumption that the teacher’s exerted influence would play a main 
role in creating the features of personality of a student. 

2. Taking into account the conclusions drawn after the first and second 
experiments, the third experiment was prepared and carried out in 
January 2010 when one more principle based on the modern teaching 
theory–organizational learning and involving—was introduced in the 
organisation of the lessons in order to influence the level of learning 
environment creativity. A methodological aspect of teaching theory–
organizational learning and involvement–is presented in the proceed-
ings of the International Scientific Conference in Rezekne (Latvia) 
from February 19-20, 2009 (van Gejeka 2009). 

3. An additional point to emphasise is the physical, emotional, and psy-
chological influence of musical background upon tuning the learning 
environment in the classroom (Jensen 2000; Allen 2002). Present-day 
scientists point out a positive influence of a musical background in 
building a social learning or work environment (Savan 1999; Jensen 
2000; Hallam, Price & Katsarou 2002; Weinberger 2004; Lesink 
2005; Kopacz 2005; Forgas 2008). Since there is already noise, stu-
dents in their teams are invited to interact (Allen, 2002). In our case, 
with several teams holding conversations in the same classroom, there 
is a chance that that volume level of the conversation from one team 
may affect the conversation of another team. It has been shown by sci-
entists that music played quietly in the background can lessen a sense 
of interference as a non-verbal messaging tool atmosphere-maker. 
Allen emphasizes one other direct benefit to having music playing, 
which was used during students’ integrative collaboration organization 
in class. When it is time to begin the presentation, the music is simply 
turned off. The loss of the music will cause the students to pay atten-
tion and realise that the presentation of the project will officially be-
gin. Music is a powerful tool that can be added to the development of 
a powerful learning environment (Weinberger, 1998, 2004). In this re-
gard, classical music has been quoted in particular if the lesson plan 
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calls for a quieter, contemplative session (Savan 1998, 1999) as it is 
during the practical lesson of building construction designing and cal-
culating in our experiment. Therefore, some fragments of Mozart’s 
42nd symphony were used while arranging the learning environment in 
the experimental group. Kopacz (2005) argues that people react dif-
ferently to musical stimulation due to individual arousal level depend-
ing on their personality profile, but the positive influence of musical 
background in the classroom was acknowledged by the students of the 
experimental group 1 in their interview responses after the experi-
ment. 

 

Conclusion 

1. The innovation of the research results in its determinant, i. e., the 
method of integrative students’ collaboration that was introduced into 
instructional process of technical disciplines affects the final results. 
In the sample course Building construction, basic content elements of 
the approach of students’ integrative collaboration were defined, 
which develop and shape the following skills: 
• acquiring knowledge and methods for designing strong and stable 

building constructions according to the requirements of European 
standards, currently in force; 

• acquiring operating skills with normative documents; 
• developing critical thinking and research skills in the search for an 

appropriate solution, 
• acquiring team collaboration skills necessary for a potential specia-

list. 

2. A second innovation consists in the introduction of the principle of 
organizational learning and involvement into the research, which pos-
sibly significantly raises the creativity of the learning environment and 
improves students’ achievements because of their integrative collabor-
ation while working on a team project thanks to the following: 
2.1. The final understanding by the learners that solving a given task 

individually and during a very limited time (one lesson) is im-
possible without achieving a sustainable balance coordinated on 
the basis of the distribution of social roles within the team.  

2.2. The synergetic suggested effect of social roles stimulates stu-
dents’ creativity and develops creative thinking which is necessa-
ry to solve a learning problem. The synergetic effect closely 
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combined with sustainable development of the society can thus, 
humanizie the learning process. 

2.3. Humanizing of the learning process puts a particular stress upon 
the students’ ability to find and realise solutions that are safe for 
humans and nature in modern circumstances. 

3. The author’s colleagues, lecturers on technical subjects at Riga Con-
struction College’s school, revealed their particular interest in the ex-
periment and further examination of the method is foreseen in the 
course of the subject Architecture Building Materials to exclude some 
mis-interpreting of the suggested interactive method while implement-
ing it in instructional practice in technical professional school. In the 
future, it is intended to widen the frame of the experiment upon the 
whole discipline course Building Construction. 
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Some structural components of the improvisation 
process at a secondary music school 

Jevgenijs Ustinskovs 
 
 
 
Abstract 
 
The paper is concerned with the research on the acquisition of improvisation at a profes-
sional education establishment, and its aim is to elucidate the possible structural components 
of a didactic model of the acquisition of improvisation art. Research methods were the data 
obtaining method – partially structured interview and the data analysis method – qualitative 
content analysis. During the research conducted in Daugavpils music school, students ac-
quiring improvisation skills were interviewed. All the interviewees are third year students: 
four of them are prospective choir conductors, but one is a student of a string instrument de-
partment. After interpreting and analyzing the results yielded by interviews, the following 
possible structural components of improvisation process were elucidated: knowledge, abili-
ties, skills, technique, psychological conviction, inspiration, emotionality and creativity. 
 
Keywords: interview, acquisition of improvisation, didactic model, structural components. 
 
 
 

Introduction 

Improvisation plays an important role in the practice of music making. Music 
schools in Latvia train professional musicians: instrumentalists, vocalists, 
music theoreticians and choir conductors. Prospective musicians have to be 
able to improvise, because this is what the contemporary situation requires. 
The principal objective of education is the development of a pupil’s person-
ality (Valbis 2005). According to Blauzde, the society needs creative people 
with a non-standard way of thinking (Blauzde 2001). The German philoso-
pher and educator, J. Herbart, pointed out that the task of education is to 
develop human’s individuality and prepare him for life in the society (Herbart 
1887). Latvian educator A. Dauge emphasized that school and family should 
arouse and develop creative energy (Dauge 1925). Creative activity is defined 
as one of the strategic principles for sustainable development of Latvia, be-
cause intellectual and creative potential also benefits the economy in terms of 
innovation and eco-effectiveness (Strategy for the sustainable development of 
Latvia, 2009).  Both psychology and pedagogy consider creative activity 
the best way for the development and perfection of an all-round personality 
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(Poikāne 2004). Many psychologists and educators have also recognized the 
important role of music making in the development of human intellectual and 
emotional capabilities (Асафьев 1965; Выготский 1982; Gardner 1993; 
Campbell 1997; Overy 2000; Морозова 2002; Birzkops 2008). In J. Birz-
kops’ opinion, the 21st century will be the century of the development of 
individual abilities, and he also emphasizes the essential role of musical de-
velopment for the development of personality (Birzkops 2008). The author 
argues that creative activity is one of the best means for the development of 
intellect and underlines the great importance that musical improvisation has 
in the process of developing a creative personality. Other researchers, too, 
stress the numerous roles of musical improvisation in this process:  

• Improvisation helps to develop a free and creative personality (Башич 
1975);  

• Improvisation enhances creative attitude and provides special oppor-
tunities for the manifestation of the talnt of both a composer and a per-
former (Torgāns 1983);  

• Musicians who are able to improvise display initiative, and they have 
a well developed sense of style and good memory (Сапонов 1982). 

 
The place of improvisation in artistic practice has been described in numer-
ous works and by the above-mentioned authors as well as in the works and 
writings of the following: E.D.Wagner (Wagner 1869); A. Kreutz (Kreutz 
1952); R. Donington (Donington 1963); M. Hood (Hood 1964); V. Apel 
(Apel 1967); S. Jeans (Jeans 1967); M. Cyr (Cyr 1971); I. Bril (Бриль 1976); 
H. Muhe (Mühe 1984); J. Tchugunov (Чугунов 1988); S. Malcev (Мальцева 
1991), and J. Spigin (Спигин 2008). In music pedagogy, too, the role of 
improvisation in the educational process has been pointed out. It has been 
mentioned by the following authors: C. Orff (Orff 1950); E. Jacques Dalcroze 
(Jacques- Dalcroze 1924); F. Jöde (Jöde 1917); Z. Kodaly (Kodaly 1937); D. 
Zarins (Zariņš 1981); O. Blauzde (Blauzde 2001); I. Direktorenko (Direk-
torenko 2001); J. Birzkops (Birzkops 2008), and R. Petrauskis (Petrauskis 
2010). 

Though there are definite achievements in the practical use of improvisa-
tion, mainly in musical activity, the theoretical basics and methodological 
techniques of the acquisition of skills in improvisation at secondary music 
schools remain still to be worked out.This research is concerned with defin-
ing some structural components of the improvisation process as well as with 
their interaction and impact on the process of improvisation.  
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Research aim: To determine the possible structural components of the 
didactic model for the acquisition of improvisational skills at secondary 
music schools.  

 

Improvisation at intuitive and intellectual levels 

To develop a didactic model for the acquisition of improvisational skills at 
secondary music schools it is necessary to determine the structural compo-
nents of the model and their impact on the process of improvisation. For this 
purpose we consider it important to collect information about the improvisa-
tion process and about possible structural components from those pupils of 
music secondary school who do improvisation. Improvisation is possible at 
both the intuitive and the intellectual level; however, there might be an inter-
mediate variant, too. 

Intuition is defined as knowledge obtained without reasoning or learned 
skills, and which normally is based on the experience obtained by practical or 
mental activity (Карпенко 1998). In improvising at an intuitive level, know-
ledge and awareness about improvisation skills are not involved. Intuitive 
improvisation may be based on the experience gained by practical activity 
(skills of instrument playing or singing) or without it (spontaneous improvi-
sation of small children). 

Intellect is defined as a system characterized by a strategic problem-
solving or effective individual approach, by the activity of cognition and 
cognitive style (Карпенко 1998). To improvise at the intellectual level means 
to use the respective skills and knowledge consciously. Intellectual improvi-
sation is based on the complex of special knowledge, skills and abilities. 

Secondary music school pupils who have studied “Improvisation” at 
Daugavpils music school were selected to participate in this research. They 
improvise at the intellectual level rather than the intuitive one because they 
do it consciously by using special knowledge, skills and abilities. We think 
that these pupils are able to provide us with more objective and complete 
information about their feelings while improvising. 

 

Methodology of the research and validation of the topic 

During the research empirical material was collected and analysed: informa-
tion about the structural components of the improvisation process was gath-
ered from people who are involved in using it–pupils of the secondary music 
school. A partially structured interview method was applied to collect the 
needed information.     
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The interview method was applied in order to obtain reliable new facts, 
correlations, and more detailed answers to the questions we were interested 
in, more detailed information about the research problem that would either 
confirm or reject the research hypothesis. This method enables the researcher 
to assess the situation by asking additional and precise questions and reduces 
the risk of being misunderstood (Špona, Čehlova 2004; Geske, Grīnfelds 
2006). At partially structured interviews we can expect free and informal 
answers, and they do not encourage the respondents to give ready-made an-
swers (Geske, Grīnfelds 2006). Such interviews contribute to a better under-
standing of the sense of the respondent’s behaviour and describe various 
realities (Seidman 1998). The advantage of such interview is that it produces 
previously structured information that is easier to analyse such information 
(Kristapsone 2008). 

After conducting and recording the interview, the researchers processed 
the obtained information by applying the content analysis method to reveal 
the sense of the content and draw conclusions (Geske, Grīnfelds 2006). In 
this way new problems and issues can be identified. The division of the text 
into fragments increases the reliability and internal validity of the analysis 
(Kroplijs Raščevska 2004).  

The reliability of the research is manifested in such parametres as: 

• General results and conclusions of interviews are stable and similar; 
• Upon repeating the research, it is possible to obtain similar results; 
• The descriptive data of the research–respondents’ interviews and their 

content analysis–ensure highly favourable external validity.  
 

The objectives of the interview were as follows:  

• To elucidate pupils’ attitude to improvisation; 
• To determine the place of improvisation (in the opinion of those under 

the research) in society’s life; 
• To identify some possible structural components of the didactic model 

for the acquisition of improvisation skills. 
 

The basic questions were formulated before the interview. The possibility 
that new and more precise questions might appear during the interview was 
also recognised. Each respondent was asked similar basic questions so that 
the answers could be compared and general conclusions drawn as precisely as 
possible. 
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The interview questions to secondary music school pupils: 

• Is it necessary for a musician to be able to improvise? Offer arguments 
in support of your opinion. 

• What abilities are needed to be able to improvise? 
• What did you personally gain from improvisation classes? 
 

Research basis 

Five students of Daugavpils secondary music school (four girls and one boy) 
who have acquired the course on “Improvisation” participated in the research. 
They are students of the same academic group who have had equivalent theo-
retical and practical training in their musical classes. This approach contri-
butes to revealing differences in the development of students’independent 
professional activity experience which is based on individual peculiarities of 
personality. Four of the students study at the choir department and one at the 
string instrument department. The number of respondents is small: the num-
ber of secondary music school students who have had a course on “Improvi-
sation” is normally not that large, because it is an elective subject which is 
not taught at all schools and not studied by all students of secondary music 
schools. Consequently, qualitative research methodology is the most ad-
equate for this research. The advantages of the qualitative approach are trans-
parency and interaction with the participants involved in the research (Miles, 
Huberman 1994; Kroplijs, Raščevska 2004). 

The participants were selected according to the following criteria: 

• Similar age: the age gap smaller than two years, the age of the pupils 
18-19 years. 

• Education programme: all are 3rd-year students of Daugavpils secon-
dary music school; four of them follow the “Choir conducting” pro-
gramme, one of them the programme of “String instruments”. 

• Similar status: all students have learnt “Improvisation” for a year at 
Daugavpils secondary music school. All of them have attended the 
same number of lessons. All pupils have the same preliminary know-
ledge–they all attended Children’s music school.  

• Similar motivation: the course on improvisation is an elective course 
at Daugavpils secondary music school. All the participants have selec-
ted this course themselves.  

• The researcher himself worked with all students for a year. 
 

During the research, students’ opinions concerning the necessary structural 
components of the improvisation process were analysed because it is essen-
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tial to find out the opinions of the participants, the way they “explain the 
world”, their assessment of events and their subjective viewpoints (Gudjons 
2007).  

 

The research process and results 

The interview was carried out at the end of the course (during the final les-
son) in June 2010. All the participants were personally informed about the 
research and readily took part in it. The interview was conducted during a 
regular lesson and in the regular classroom. Interviews were held individu-
ally; each participant came at his or her appointed time and was not informed 
about the responses of the other participants. Each respondent was informed 
about the interview beforehand. Their anonymity was guaranteed; they were 
promised that:  

a) the interview would be stopped if they felt uncomfortable;  
b) any undesirable questions would be removed from the recordings;  
c) at their request the final copy of the report would be given to them.  
 

The students had been told that their answers would in no way influence the 
final assessment of their knowledge in the subject they had been studying. 
Every interview lasted for 6-7 minutes and there was enough time to obtain 
all the necessary data.  

Interview recordings were made by using a SONY dictophone, and the 
students were informed about it. Unfortunately, the quality of recordings was 
not good enough and therefore it was not always easy to understand and 
make the recorded interview transcriptions.  

The participants of the interview were coded as follows: A1, A2, A3, A4, 
and A5. In order that language problems would not become an obstacle to the 
expression of opinions, the interview was conducted in the native tongue of 
each participant. Participants A1, A2, A3 and A4 were in good spirits and 
answered the questions without thinking long; therefore the interview could 
be conducted at a good tempo. Participant A5 was relatively reserved and 
formulated his opinions with great difficulty;, the answers were confused, 
incoherent and even contradictory. Respondent A5 alternatively used both 
Russian (native) and Latvian languages. Despite a relative failure in the 
interview held with respondent A5, the interview in general provided con-
siderable interesting information that may be useful in further research.  

After the transcription of the interviews the obtained material was sum-
marized and clarified using content analysis, because the speech of the young 
people was full of reiterations, faltering, redundancy, corrections, reformulat-
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ing, slang and other specific features which needed transformation into a 
standard speech.  

The content analysis of interviews produced the following results:  
 

Respondent A1 considers that improvisation is very important for musicians; 
his arguments in support of this opinion are: there is not always sheet music 
at hand, in the circle of friends it is better to play something from pop music 
rather than from academic music, and the ability to improvise is an advantage 
and provides the opportunity to be distinguished. Respondent A1also points 
out that the inability to implement the idea and psychological complexes are 
factors that pose obstacles to improvisation. However, the respondent also 
stresses that after studying the course the situation has changed: he can 
improvise, does not pay much attention to errors but continues playing, 
knowledge in music has become broader, positive changes can be observed in 
his playing the piano, and following the score This implies that there is pro-
gress in other subjects as well. The following components of improvisation 
are important for Respondent A1: knowledge, skills and abilities, imagina-
tion, and psychological freedom.  

 
Respondent A2 considers that musicians need improvisation very much and 
they must be able to play music in different situations. His arguments in fa-
vour of this assumption are the fact that improvisation gives the opportunity 
to be free in self-expression. Respondent A2 remarks that by acquiring 
improvisation he has received theoretical confirmation for his empiric know-
ledge, has obtained new knowledge and now is able to improvise. The fol-
lowing components of improvisation are important for Respondent A2: skills 
and abilities, technique, imagination, emotionality, self-confidence, and cre-
ativity. The student thinks that musical education is not vital for a musician 
and considers that one of the necessary components of improvisation is abili-
ties (only those who are able should improvise). However, our pedagogical 
experience rejects this assertion. 

 
Respondent A3 emphasizes that it is essential for the musicians to play the 
piano well and this is also necessary for him personally. Respondent A3 con-
siders that improvisation is necessary for musicians. He substantiates this by 
saying that improvisation contributes to the development of a musician, adds 
to his knowledge, broadens the technical arsenal of piano-playing and im-
proves piano-playing skills. Respondent A3 thinks that improvisation is a 
musician’s self-affirmation and musicians should also be able to improvise in 
informal situations. The following components of improvisation are con-
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sidered as important: knowledge, skills, abilities, technique, psychological 
freedom and inspiration. 

 
Respondent A4 wants to improvise. Respondent A4 considers that profes-
sional musicians need improvisation. He asserts that improvisation contri-
butes to professional activity. He mentions the following components of 
improvisation as being important for him: knowledge, skills, abilities, tech-
nique, psychological confidence and freedom. 

 
Respondent A5 thinks that improvisation is necessary for musicians. He 
supports his opinion by saying that improvisation is necessary for profes-
sional activity and it is a good means of self- manifestation. Respondent A5 
states that while improvising he feels uncertain and experiences fear. Re-
spondent A5 found the following components of improvisation important: 
knowledge, skills, abilities, and psychological freedom. 

 
The results show that all five respondents noted the need for knowledge, 
abilities and skills, as well as psychological freedom and confidence. Three 
respondents noted the need for technique of instrument playing, but two re-
spondents noted the element of fantasy,nce known as creativity, inspiration 
and emotion. 

 

Conclusions 

• The interpretation of interviews proves the important role that impro-
visation plays in the professional activity of prospective musicians. 
All respondents stress the necessity to learn improvisation for both 
professional activity and every-day activities. The interpretation of 
interviews elucidates and proves the role of the components of impro-
visation for the improvisation acquisition process.  

• By applying analytical induction to the interpretation of interviews the 
research has identified the following possible structural components 
for the acquisition of improvisation:  
• knowledge  
• skills  
• abilities  
• technique of instrument playing 
• psychological confidence  
• inspiration  
• emotionality  
• creativity 
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The most important structural components of improvisation—knowledge, 
skills, abilities, and psychological confidence have been noted by all re-
spondents. Thus, in the process of learning to improvise especially develop-
ing these structural components of the improvisation process. This research 
shows the direction which further research might take. 
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Abstract 
 
One of the main problems of training musicians is the development of musical hearing at a 
professional level. Professional musical hearing is an essential instrument of any musical ac-
tivity. It includes both an immediate reaction to individual elements of the language of 
music and ability to creatively process the sound information contained by artistic content. 
Success achievable in musical activity largely depends on the presence of musical hearing 
and the level of the development of professional musical hearing. The paper is concerned 
with a theoretical aspect of professional musical hearing. It also outlines qualities of inner 
musical hearing and analyses a phonological method applied to the development of musical 
hearing, which has been developed by the Latvian composer and theoretician Ernests 
Vigners (1936). The principles of professional musical hearing offered by B. Asafyev (1971) 
and Latvian music theoretician J. Joffe (1991) are also compared in the paper. The author of 
the paper has attempted to present her own conception of professional musical hearing de-
rived from her teaching experience.  
 
Keywords: phonological method, musical activity, musical hearing, sound information 
 
 
 

Introduction 

Today the development of personality’s creative abilities has a special role in 
musical education. Musical activity by its nature is a very specific activity, 
and various musical abilities, emotions and perception are required to reveal 
it. First of all, the effectiveness of musical activity depends on the develop-
ment of musical hearing, therefore music psychology and music pedagogy 
pay such a great attention to just this issue in Latvia and in other countries 
(Kārkliņš 1956; Joffe 1991; Масленкова 2003; Кирнарская 2004; Stadlere 
Elmere 2005; Карасева 2009). Within traditional research, musical hearing is 
treated as one of the principal human abilities (Теплов 1947; Seashore 1960). 
The problems of the origin of musical hearing (Vigners 1936; Stadlere El-
mere 2005), its manifestations and types (Петрушин 1997) have been widely 
investigated. A multitude of music skill tests has been developed for research 
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purposes (Seashore et al. 1960; Chalmers 1978; Thompson 1987; Swanwick 
1999). J. Joffe (Joffe 1991) and М. Karaseva (Карасева 2009) have also 
touched upon the problems of musical hearing. 
 
Research aim: to determine the theoretical basis of professional musical 
hearing. 
 
Research method: the analysis of some theoretical conceptions within the 
context of the given research. 

 

Theorethical basis and conceptions of musical hearing 

When addressing the issues of musical hearing, the outstanding Latvian 
musicologist, music researcher Jēkabs Vītoliņš emphasizes that with a few 
exceptions musical hearing is given by nature to all human beings, and by 
education, it can be developed to a state of wonderful perfection (Vītoliņš 
1947). Within traditional research, musical hearing is treated as one of the 
principal human abilities (Теплов 1947; Seashore 1967). I. Deliege and J. 
Sloboda have proved that in reality all people have average skills or even 
above- average (Deliege & Sloboda 1996). Musical hearing is a human abili-
ty to perceive the artistic image of a composition, to precisely intone musical 
sounds and hear the regularities of the development of music (Kārkliņš 
1990). 

L. Maslenkova has offered a different and more contemporary definition 
of musical hearing—it is the apparatus for receiving, acquiring, processing 
and storing musical-sound information that has artistic content (Maslenkova 
2003, 12). Normally by musical hearing we understand a peculiar human 
ability which is different than that of biological hearing, and it develops by 
obtaining knowledge, skills, and experience. We can say that it is a very 
complex phenomenon that involves many sides of the intellect. Musical hear-
ing has various forms, ways and endless individual properties. J. Sloboda lists 
several conditions that contribute to the development of a professional musi-
cian. In his research, he has come to the conclusion that an important role is 
played by: the opportunity to encounter various forms of music at an early 
age, the opportunity to freely experiment with them for a long time, as well 
as the resources necessary for music lessons (instruments, time, financial and 
social support) (Sloboda 1990). In a musician’s activity auditory sensations 
are essential. They are many-sided and serve as the basis for the development 
of specific auditory skills. Music psychologist V. Petrushins has distin-
guished different kinds of hearing as: 
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•  tonal hearing 
• melodic hearing 
• harmonic hearing 
• polyphonic hearing  
• timbral-dynamic hearing 
• texture hearing 
• internal hearing (Petrushin 1997). 

 
The peculiarity of tonal hearing is its tonal character. The fineness of tonal 
hearing is tested by the ability to identify the difference between two sounds 
of a different pitch. 

Melodic hearing is musical hearing that ensures the perception of melody 
as a whole rather than a composition of separate sounds. Owing to melodic 
hearing, we are able to recognise melody no matter in what way it may be 
performed. Melodic hearing helps to create a definite mood and to shape a 
musical and artistic image of a composition. Harmonic hearing is the ability 
to hear complexes of a various pitch when they sound simultaneously. Har-
monic hearing is responsible for the skill to hear sounds in a vertical plane. 
This hearing is important for all musicians because the regularities of musical 
thinking are mainly based on laws of harmonic degrees of a scale. Harmonic 
hearing develops on the basis of tonal hearing; it allows the listener to iden-
tify in chords the qualitative features of every sound. 

Polyphonic hearing is the skill that enables us to identify in music two or 
more voices simultaneously. This kind of hearing is necessary for musicians 
who play in an orchestra, because it enables them to hear their own part and 
organically combine it with parts played by other musicians. Likewise, it is 
necessary for pianists, because it enables them to hear bass sounds and lines 
of accompanying music alongside the leitmotif, as well as to hear unwanted 
noises. These skills are especially important for the performers of polyphonic 
compositions. 

Timbral-dynamic hearing is oriented towards the perception of timbral 
differences of sounds. The development of timbral-dynamic hearing is pro-
moted by playing in an orchestra, because orchestra members constantly hear 
around them sounds played by various instruments in various registers, and in 
this way they may gain extensive experience. Therefore, teachers-
practitioners use music played by symphonic orchestras (or their audio re-
cordings) to develop auditory concepts about various timbres. Internal hear-
ing develops because many conceptions are being accumulated and stored in 
human consciousness, and the ability to identify musical sounds without any 
reference to external standard is developed. 
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Musical hearing functions in two ways: it may be absolute and relative. S. 
Stadler Elmer, music psychologist from Switzerland, speaks of four theories 
that try to explain the emergence of absolute hearing: 

• it is an innate ability 
• it is obtained during the training process 
• it is initially possessed by everyone, but in the course of time it van-

ishes 
• it becomes fixed in memory, owing to the accumulated auditory ex-

perience in the early period of a lifetime.  
 
The researcher stresses the fact that the first and the second of these theories 
are the most topical (Stadler 2000, 83). 

Absolute hearing is characterised by the ability to independently identify, 
sing and play an isolated sound in its absolute pitch without comparing it 
with higher or lower sounds. A person having relative musical hearing can 
identify a sound only on the basis of the sound known before, for instance, 
after listening to “do” or “la” in the first octave. 

Teplov distinguishes two types of absolute hearing: passive and active 
(Teplov 1947). A person having active absolute hearing can independently 
reproduce by his voice or on some instrument any given sound; a person 
having passive absolute hearing can only identify the sound heard. Absolute 
hearing enables a person to determine the pitch of sounds heard in birds’ 
songs, in wind’s howling, in car horns, and all this takes place naturally and 
does not involve internal singing. Relative hearing is as pseudo absolute—a 
person keeps in mind the highest or the lowest sound of his voice or of a 
tuning-fork and determines other sounds he has to produce guided by the 
former. Absolute hearing gives musicians certain advantages, because it helps 
them to intone melody more clearly and to develop harmonic hearing much 
better; in this way it contributes to achieving a higher professional level. 

Latvian composer and teacher, P. Tchaikovsky’s pupil, Vīgneru Ernests 
(1850-1933) investigated the issues of absolute hearing in Riga Phonological 
Institute. The institute worked from 1920 to 1940. Vīgneru Ernests called his 
system a phonological method. The principle that underlies this method is the 
principle of regular repetition of the acquired material. He has explained the 
essence of the phonological method in his book, Vocal-Instrumental Phonetic 
Method at a Primary School (1936). Its basis is repetition of isolated sounds 
and their reinforcement in memory during a longer period of training (accord-
ing to the composer, the duration of studies was six years). During the first 
four lessons three sounds–do, re, mi—were to be learnt. The next eight les-
sons envisaged the acquisition of four (do, re, mi, fa) or five (do, re, mi, fa, 
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sol) sounds. In the next four lessons six sounds already (do, re, mi, fa, sol, la) 
were at the pupils’ disposal (Vīgners 1936). The whole gradually-covered 
material constantly recurred. The evidence provided by the former students of 
the institute shows that the outcome of these regular drills was actually 
trained absolute hearing. However, musicologist J. Nazaikinsky asserts that 
absolute hearing is not musical hearing because the art of music is based on 
correlations between sounds and harmonies. Therefore, in his opinion, abso-
lute hearing is only a part of relative hearing (Nazaikinsky 1972). 

A. Ostrovsky treats musical hearing as the ability to perceive, imagine 
and reflect on musical conceptions. Developed and organised musical hearing 
is a complicated ability that is oriented towards a comprehensive perception, 
intoning of a composition, towards the comprehension of the ideological- 
imaginative content of a composition. He distinguishes several types and sub-
types of musical hearing. The diferences between them cannot be always 
precisely defined. Depending on the perception of music, the author distin-
guishes relative and absolute musical hearing. Like other authors, he acknow-
ledges that absolute hearing is the ability to quickly recognize and remember 
the sound pitch without the support in interval relations, without singing 
internally (Оstrovsky 1970). 

Latvian music theoretician J. Joffe uses the concept musical hearing to 
denote the human ability to perceive music to its full extent. According to 
him, it is a complex of various and specific properties. First, this implies a 
very pronounced emotional response to music that sounds. Secondly, it 
means to have innate or learned and acquired abilities to perceive, understand 
and remember musical information which later is reproduced and creatively 
transformed (Joffe 1991).  

J. Joffe considers professional musical hearing to be: “the result of the 
synthesis of knowledge, skills, experience, as a coordination of a great num-
ber of elements which underlie the language of music. It is formed from ex-
plicit abilities to perceive, imagine, reproduce and creatively change the em-
erging artistic-musical impressions” (Joffe 1981, 61). M. Karaseva treats 
professional musical hearing as a mechanism for a flexible switching over to 
various intonational-rhythmic languages. To the author’s mind, this mecha-
nism allows an individual to pre-hear intonation, to operate with the rich 
system of standards of performing, internally live through every consonance 
and every rhythmic pattern (Karaseva 2009). 

Two factors are especially important when professional musical hearing is 
being developed: the musical environment in which a person is brought up 
and lives, and practical skills of music-making which a person learns while 
acquiring the skills to play a musical instrument or sing. Professional musical 
hearing is a necessary tool in any kind of musician’s activity. It comprises 
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both the immediate response to individual elements of musical language and 
the ability to creatively process musical information that has artistic content. 
The outstanding Russian music theoretician, B. Asafyev considers that pro-
fessional musical hearing is:  

• inquisitive 
• evaluative 
• selective 
• generalized 
• processed 
• guided by intellect 

(Asafyev 1971). 
 
Inquisitiveness implies, first, interest, a search for the novel, an intrinsic, 
motivation. As we know, motivation is the basis of a successful performance 
of any activity initiated by interest and awareness of its importance. 

Evaluative and selecting hearing implies an active attitude, an ability to 
choose and determine priorities, as a result of which artistic (musical) taste is 
developed. Processing hearing is a creative stage, and, together with intellect, 
it is a product of a creative activity of musical consciousness. Professional 
musical hearing is a complex phenomenon that consists of many components. 
The most important elements of professional musical hearing are components 
of musical hearing (external and internal musical hearing), ways of function-
ing of musical hearing (relative and absolute hearing), and those components 
and factors of professional musical hearing that determine the developmental 
level of musical hearing. J. Joffe has divided the components of musical 
hearing into three groups: basic components, additional components and 
general components (Joffe 1991, 9).  
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Table 1.The structure of professional hearing. (J. Joffe) 
 

Components of professional musical hearing  Manifestations 

Basic components 

Monophony 
1. Component of a sound pitch 

Polyphony 
Time 
Metre 2. Component of time measure 

Rhythm 

Additional components 

Timbre 
1. Timbral-dynamic component  

Dynamics 
2. Texture (spatial) component Texture 

General components 

Syntax 
1. Architectonical component 

Form development 
Historical style 
Kind of style 2. Stylistic component  

Composer’s individual style 
Choir conductor’s hearing 
Vocal hearing 3. Specific component 

Pianist’s hearing  

 
This division is relative to a certain extent, therefore it requires explanation. 

Basic components are a stable and absolutely necessary foundation of the 
whole construction of musical hearing. These components are two: sound 
pitch and time measure (the latter includes time and metre-rhythm). 

Additional components include timbre-dynamic and texture-spatial com-
ponents of sound matter organisation forms. The term additional components 
implies that the perception of these elements actually becomes possible only 
after a definite level of perceiving basic components has been achieved. 

General components comprise the following components of professional 
musical hearing: architectonic, stylistic, specific. These components are com-
plex, and they develop as a result of interaction between basic and additional 
components. 

In acquiring the regularities of musical style, special attention should be 
paid to the harmonic-functional manifestations of a sound pitch component. 
When the peculiarities of musical style are being mastered, hearing should be 
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able to perceive those elements of the language of music which are most 
characteristic of a composer’s creative and individual style. 

Specific components require that teachers not miss the fact that the devel-
opment of the hearing of musicians of different specialities—choir conduc-
tors, vocalists, instrumentalists—occurs differently. To develop these com-
ponents of professional musical hearing means to set two tasks to students of 
a concrete speciality: to broaden specific auditory skills and to improve those 
skills that have been neglected during the initial period of training. Thus, to 
perfect violinists’ and brass band players’ hearing, the perception of po-
lyphony should be trained, while timbral hearing is important in the training 
of pianists. 

The development of professional musical hearing is the main objective of 
the education system of music. J. Joffe has emphasised the fact that the first 
skills that should be thoroughly acquired are all elements of the scale–its 
intonation vocabulary, or in other words, intonational hearing should be 
developed. 

The importance of intonational hearing has been stressed by D. Kirnar-
skaya whose research has revealed that intonational hearing, being a core of 
motivation, stimulates musical memory and promotes the development of 
internal hearing. Intonational hearing entails the perception of the emotional 
and notional aspects of music and is the first necessary component for the 
development of musical hearing in general (Kirnarskay 2004). 

Commonly two kinds of musical hearing are distinguished: The ability to 
hear actually sounding music, or external musical hearing, andinternal hear-
ing, the ability to perceive music, also called internal musical hearing or 
internal hearing conception. The division of hearing into external and internal 
is, to some extent, relative, because they are interrelated. 

S. Oskina and D. Parnes define internal hearing as being a part of the pro-
cess of memory. Internal hearing cannot exist without memorising and retain-
ing audio information (Oskina & Parnes 2002, 20). Internal hearing is based 
on the properties of memory; however, internal hearing and memory are 
different concepts. My pedagogical experience obtained at Daugavpils Uni-
versity allows me to assert that internal hearing has a decisive role in the 
development of professional musical hearing. Those are just internal hearing 
conceptions, the ability to hear internally, in reality emotionally experience 
inaudible music in one’s consciousness by merely visually reading sheet 
music that determine the principal qualities and differences between profes-
sional musical hearing and musical hearing in general. 

Moreover, an important peculiarity of professional musical hearing is its 
interrelation with logical thinking–musical thinking. This is a peculiar pro-
cess of the activity of consciousness which is oriented towards comprehend-
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ing form, structure, dramaturgy and composition of a piece of music and its 
qualitative characteristics: melody, harmony, rhythm, texture etc. Therefore, 
the peculiarities of professional musical hearing can be defined as a synthesis 
of the following components: activity of auditory consciousness (musical 
thinking), musical memory (process of memorising), and internal musical 
hearing (internal auditory conceptions). 

As we know, musical hearing develops in the process of performing, dur-
ing creative and listening activities. As L. Maslenkova sees it, the main task 
of the developmental process of professional musical hearing is the formation 
of organised musical hearing as a trained perception (Maslenkova 2003, 11). 
Regular musical classes, at which any instrument may be used, improve and 
develop professional musical hearing. Sol-fa classes facilitate an especially 
intensive development of hearing.  

 

Conclusion 

1. Musical hearing is a peculiar human ability that differs from biologi-
cal hearing; it develops by acquiring knowledge, skills and experience.  

2. According to J. Joffe, professional musical hearing can be divided into 
three groups: basic components (sound pitch and time measure com-
ponent), additional components (timbral-dynamic and texture compo-
nents) and general components (architectonic, stylistic and specific).  

3. For the development of professional musical hearing, two factors are 
especially important: musical environment and practical skills of 
music-making (instrument-playing, singing). 

4. Qualitative differences of professional musical thinking become mani-
fested in the interrelation between musical thinking, musical memory 
and internal musical hearing. 
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Style modelling as a basis for a didactic 

model of the development of musical 
improvisation skills 

Jurijs Spigins 
 
 
 
Abstract 
 
The didactics of music is the science and art of teaching music in terms of determining 
goals, contents and methods. The key to creativity lies in developing musicianship and 
creative strategies, beginning at the earliest stages of instruction. The style modelling during 
the process of musical improvisation, as mastered by students, has been considered. An 
analysis of regularities of the style modelling in the art of musical improvisation is of 
interest as a process—from the point of view of its prominent features. The phenomenon of 
modern musical improvisation as a process is integrated into the mechanisms of continuity 
of various social and psychological, historical types of music. Based on this research, it is 
possible to essentially increase the scientific level of music pedagogy and to strengthen its 
influence in practice. This article is an attempt to describe a theoretical model for teaching 
improvisation. 
 
Keywords: music improvisation, style modelling, didactic model, improvisation skills, 
creative thinking,methodological approaches, -music composition, pedagogical process. 
 
 
 

Introduction 

This paper will address problems of style modelling of improvisation within 
the framework of a didactic model by which students acquire fundamentals of 
musical improvisation. The author’s research has shown that style modelling 
should provide the basis for a didactic model. Style modelling is needed for 
distinguishing invariant structures among style idioms of the language of 
improvisation, and for the rationalisation and optimisation of the improviser’s 
activity as well (Спигин 2008).  

When modelling another style of improvisation, students, step by step, 
capture the essence of improvisation, learn its characteristic properties and 
features. The evolution of students’ musical thinking occurs by shifting from 
one historically established musical style to another in order to find their own 
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musical language, their own unique style (Martin 2005). This will be an 
absolutely different style but nevertheless an improvisational style, because it 
will contain spontaneity as a necessary element of improvisation alternating 
with analytical calculation. Today, one of the most topical issues is the 
problem of the application of a style approach to studying processes of how 
students acquire improvisation. The research conducted on the ways that 
students master modern improvisation, so varied and multi-form in its 
manifestations, seems to be the least studied sphere in music pedagogy. The 
analysis of the regularities of style modelling in musical improvisation art is 
of considerable interest from the point of view of studying the characteristic 
features of its process.  

Experiments made by the students in the field of rhythm, melody, 
harmony, form developing, and a technique of improvisation may result in 
the formation of new principles of musical matter organization. These 
experiments may involve gradual discarding of a number of traditions and 
norms obligatory for chrestomathy improvisation. Any obligatory norms do 
not only provide the basis for creativity, but, in one way or another, they 
restrict the creative freedom of improvisers (Сапонов 1982). For students 
this factor may become a reason for a radical change in their attitude to 
another established tradition in the art of improvisation. Therefore, during 
style modelling some elements of improvisation art may lose the feature of 
stability and will be identified as mobile ones.  

In the process of style modelling, while experimenting, students will 
arrive at poly-stylistics and style synthesis, i.e., at the aspects that determine 
the features of contemporary improvisation. The organising principles that 
manifest themselves in a successive development of traditions of West 
European improvisation art in jazz musical culture will, thus, also manifest 
themselves in modern improvisation (Спигин 2008). The style processes 
taking place in musical improvisation of the latter half of the 20th century are 
multi-form and not ordinary. Poly-stylistics and style synthesis in contempo-
rary improvisation have become the artistic reflection of the latter half of the 
20th and the beginning of the 21st centuries.  

The education systems of Europe and the USA are organised quite 
competently: a student can learn to improvise in the majority of professional 
educational institutions, from schools to higher music educational 
establishments. However, in Latvia, up to the present time no research has 
been done either on substantiating and developing a course in modern 
improvisation as a professionally significant component for training 
prospective teachers of music or on identifying pedagogical opportunities for 
contemporary improvisation for revealing the creative potential of teachers-
musicians. Thus, there exists a discrepancy between the need for a 
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contemporary school that can teach music teachers to improvise, on the one 
hand, and the lack of methodology for training such teachers, on the other. 
This allows us to formulate the existing problem for this research: to explore 
the lack of pedagogical forms, methods and means for training specialists 
who have acquired the basics of modern improvisation and the current trends 
in developing new forms. Among different approaches to understanding the 
content of the problem situation three trends can be identified. 

The first trend is concerned with research on possible ways of developing 
students’ creativity during the classes of music performance, composition and 
improvisation, and also with the research on the conditions necessary for the 
manifestation of creativity and specific features of correlation between the 
peculiarities of a creative personality and scope of his musical experience. 
This trend is represented by many researchers, such as the following: Green 
& Gallwey 1987; Burnard 2000; Burnard & Younker 2004; Thompson & 
Lehmann 2004; Barrett 2005; Koutsoupidou 2005; Webster 2005; Goncy & 
Waehler 2006; Hickey 2009. 

The second trend deals with the research on methods for optimising 
creative processes. This trend is also represented by many researchers of 
problems of pedagogy (e. g., Reimer 1989; Elliott 1995; Hamilton 2002; 
Martin 2005; Hallam, 2006; Spigin, 2008). 

The third trend is concerned with the research on possibilities of 
modelling and problems of structural analysis of creative processes. This 
trend is represented by such pedagogical problem researchers as: Pressing 
2000; Ward 2004; Kertz-Welzel 2004; Zariņš 2005; McPherson & 
McCormick 2006; Dairianathan & Stead 2010; Kingscott & Durrant 2010. 

The necessity to define the problem arises when we cannot find available 
means to meet vital needs. However, the analysis of descriptions of various 
problem situations in pedagogical activity showed that the search for 
additional information often leads a researcher to the understanding that the 
discrepancy underlying the described problem situation can be ignored 
because the necessary knowledge to satisfy this vital need already exists. In 
this case, problem situation analysis is usednot to define a problem but to set 
a task, despite the fact that their structures are similar 

The analysis of the descriptions of various problem situations indicates 
that knowledge about a problem situation obtained by information search is, 
as a rule, abundant in some respects and insufficient in others. In this 
situation the researcher cannot have an unequivocal conviction that it is just 
the task that has been set and not the problem. If the actual state of a problem 
situation is known, if there is a clear vision about the desirable final result, if 
procedures of transition from the actual state of things to that of the desirable 
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exist, then this implies that the researcher has to do not with the problem 
here, but with a task. 

The design and development of aids in the educational process of the 
content analysis of students’ activities for acquiring improvisation and 
defining and solving its problems is very topical. For instance, these scientific 
means are an essential starting point for the development of models of both 
the improviser’s activity and improvisation itself.  

 
Research aim: to develop a model of teaching contemporary improvisation 
at a higher education institution on the basis of style modelling.  
 
Research object: regularities of the process of style modelling of 
contemporary musical improvisation. 
 
Research methods:  

• Analysis of literature on philosophy, psychology and pedagogy; 
• Historical method; 
• Logical method; 
• Method of systemic analysis; 
• Modelling. 
 

The methodological basis of the research is provided by: philosophic, 
musical-theoretical, psychological, sociological and pedagogical research on 
the basis of which the development of the didactic model for teaching basics 
of contemporary improvisation at higher education institutions on the basis of 
style modelling can be scientifically substantiated. 

 

Didactic Model of the Acquisition of the Basics of 
Improvisation Art by Students 

In order to develop a didactic model the following important aspects of the 
model should be investigated: 

a) knowledge and skills necessary for the students to acquire 
improvisation; 

b) pedagogical conditions and psychological factors which contribute to 
acquiring improvisation; 

c) teacher’s functions during the process of acquiring the basics of 
improvisation by students within the frame of its style modelling;  

d) organization of the process of acquiring the basics of improvisation by 
students within the frame of its style modelling;  
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e) formation and development of students’ knowledge and skills of 
improvisation during the process of the acquisition of its basics, and  

f) quality criteria of acquiring the basics of improvisation by students. 
 

A. Knowledge and skills necessary for students to acquire improvisation 

All students can and must be involved in improvisation(Green & Gallwey 
1987). Even a seeming complete lack of improvisatorial experience is no 
obstacle to gaining it (Martin 2005). Practice has shown that prospective 
teachers already have musical experience of some style. This experience is 
quite diverse; it is determined by previous activity and is a total combination 
of exclusively individual knowledge and skills, different in their number and 
quality (Burnard & Younker 2004). Though this experience is poorly 
structured, to ignore it within the context of tasks defined for acquiring the 
basics of improvisation would not be rational. Usually students try to 
improvise in different styles of academic, folk and popular music. It seems 
reasonable to broaden just this kind of experience because it will be required 
in their future pedagogical work. 

For the present time, the bulk of literature on improvisation concerns jazz. 
However the existing teaching manuals and aids on jazz improvisation do not 
provide the integration of this experience into the educational process. They 
require a complete reformation of students’ musical conceptions, and by this 
they slow down the educational process. Tasks and aims, structure and 
functions of the educational process during which the basics of style 
modelling of contemporary improvisation are acquired are much broader and 
more varied than possibilities of jazz improvisation, and therefore to restrict 
the considerable potential of style modelling during the educational process 
would be wrong. But to ignore methodological novelties of manuals on jazz 
concerning the process of improvisation would be wrong as well. 

For more than a century jazz as the brightest manifestation of the 
contemporary improvisation art has been an integral part of the world of 
music. Many musicians, both practitioners and theoreticians, have published 
their recommendations concerning the acquisition of improvisation, including 
the following: Mehegan 1962; Asriel 1977; Taylor 1982; Coker 1987, 1989, 
1990; Молотков 1989; Crook 1991; Malcev 1991; Bril 1997; Axelrod 1999; 
Nisenson 2000; Nairn 2001; Wise 2002; Alldis 2003; Watson 2004; Cion 
2005; Klikovits 2005; Porter 2005; Baerman 2006; Brown 2006; Yamaguchi 
2006; Siron 2008; Markin 2008 and others. Lately several works have been 
published in which the authors make an attempt to go outside the framework 
of jazz improvisation, for instance: Chung & Thurmond 2007; Fox & 
Weissman 2007; Stefanuk 2008. 
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B. Pedagogical conditions and psychological factors that contribute to 
the acquisition of improvisational skills 

Pedagogical conditions most often are defined as factors, circumstances and a 
totality of measures on which the effectiveness of the functioning of a 
pedagogical system depends. In the given research the author will treat 
pedagogical conditions as a totality of the needed measures that contribute to 
the successful development of students’ creative independence in a higher 
education institution.  

It is necessary to give up the practice of mechanical cramming (Burnard 
2000; Hickey 2009). Providing conditions for the implementation of a 
creative approach will ensure strong student interest. The advantage of a 
creative approach to acquiring knowledge, to developing skills compared to 
mechanical cramming lies in differences between the ways of thinking. 
Reproduction has a bearing on a simple thinking activity. It is basically a 
reflective function. The acquisition of knowledge follows this pattern: a 
teacher demonstrated–a student copied it. Unlike creative cognition where 
thinking processes incorporate such mental operations as comparison, 
analysis, contrasting, conclusions, judgement and synthesis, reproduction 
involves automatic thinking. 

Independent creative work creates conditions under which specific 
psychological mechanisms begin to operate. They provide for the develop-
ment of a very important quality–students’ ability to perform transforma-
tional activities. 

Non-standard assignments, change of the established style of 
improvisation, involvement of students in activities that comply with their 
internal need for self-realization will develop creative abilities and will 
increase personal interest, and the desires and will of the students. Style 
modelling may become such an activity for students.  

 
C. Teacher’s functions during the process of the acquisition of the 

basics of improvisation by students within the framework of its style 
modelling 

The main function of a teacher is to organise the pedagogical process in such 
a way that it should be oriented towards creative and practical acquisition of 
improvisation (Reimer 1989; Elliott 1995; Hallam 2006). It can be 
manifested in various forms of work, such as: in the analysis of compositions 
of various genres, styles, periods; in modifying melodic, harmonic, rhythmic 
and texture material; in spontaneously composing musical pieces or their 
elements; in selecting examples of audio- or video recordings adequate to the 
taught style and genre, and finally, in joint improvisation based on the 
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acquired skills. Joint improvisation implements a practical trend of students’ 
activity and presupposes the formation and development of students’ 
knowledge and skills necessary for the prospective teachers of music. It 
should be emphasised that in order to implement creative and practical trend 
of improvisation all of the students’ activities should be carried out within the 
framework of style modelling and should be consistent. The teacher’s 
function does not lie in making all students improvisers, but in developing 
their creative abilities as much as possible.  

 
D. Organization of the process of acquisition of the basics of 

improvisation by students within the framework of its style 
modelling 

The process of style modelling of improvisation includes the following 
stages: 

• defining the aim of style modelling;  
• formulating and describing the tasks, and  
• analysis of the object or process to be modelled.  
 

The process of style modelling of improvisation comprises modelling of:  

• musical ideas;  
• logic of construction (order of exposition, development and 

interrelation of musical ideas required by the form of improvisation); 
• language plane (melody, harmony, rhythm, texture), and 
• principles of development (repetition, changed repetition, developing, 

derived contrast, contrast of correlation). 
 

The process of style modelling can be fixed in schemes which reflect the 
style peculiarities of melody, harmony, rhythm, texture and logic on which 
improvisation is constructed, and in various oral or written descriptions of 
syntactic, intonation-image and context-historical analyses to identify the 
conditions for the manifestation of improvisation style regularities (Pressing 
2000; Ward 2004). All theoretical descriptions undergo practical approbation 
in collective or solo improvisation already at the initial stage of style 
modelling. The constructed style model is constantly supplemented by the 
needed experimental alternations identified in the process of additional 
analytical and practical work. During this work it is necessary to apply the 
method of selecting variants and make their comparison, analysis and 
correlation. This in its turn will lead students to certain judgements and 
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conclusions concerning the process of style modelling. If needed, additional 
experimental changes are added (Dairianathan & Stead 2010). 

A joint discussion of the obtained results is effective at all stages of style 
modelling. During such discussions anyone may express his or her opinion 
and point out positive and negative aspects of the style models under 
analysis. This criticism should be constructive and benevolent. It should 
stimulate students’ creative impulses.  

 
E. Formation and development of students’ knowledge and skills of 

improvisation during the process of basic acquisition 

During the process of style modelling students form and develop knowledge 
and skills in such fields as: 

• independent implementation of the basic stages of style modelling 
process;  

• independent acquisition and systematisation of most characteristic and 
stable units of musical language (sound, interval, intonation, motif, 
phrase, etc.);  

• independence in selection and systematisation of most typical cliches 
for modelling improvisation style; 

• independent imitation and systematisation of characteristics of 
different style and genre; 

• ability to identify and systematise means of musical expressiveness 
(rhythm, metre, time, agogics, articulation, phrasing, nuances, bowing, 
and also timbre, dynamics, sound pitch intonation, vibrato, etc.), and 

• independent systematisation and operation with musical means to 
create the character of music, musical image and sense of intonation.  

 
F. Quality criteria in students’ acquisition of the basics of 

improvisation 

The principal criteria of acquiring the basics of improvisation by 
students are: 

a) imagery of improvisation at the level of texture; 
b) intonation of improvisation at the syntactic level, and 
c) employment of a stable and established musical-auditory style 

conceptions of a form in general at the compositional level 
(Назайкинский 1982). 

 
Concerning the perspectives of the research the author intends to carry out an 
empiric research in which the following research methods will be applied: 
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interviews with the students (to determine the effectiveness of the developed 
model) and method of experts’ assessment (aimed at evaluating this model). 

 

Conclusion 

Contemporary musical improvisation is an activity, but simultaneously it is a 
scientific problem as well. The conducted research showed that the principal 
discrepancy lies in the lack of methodological support in pedagogical 
knowledge for setting proper creative tasks and their solution. Students’ 
intuition, creativity, self-effectiveness, ability to generate musical ideas, 
make a structural analysis of musical compositions, to search for new 
creative strategies developed by teachers are only secondary. Students’ 
abilities to define for themselves and independently solve proper creative 
tasks is primary. In their independent life this knowledge, these skills and 
abilities will help them remove creative discrepancies by setting tasks and 
then solving them. The author of the paper proposes to implement the 
acquisition of improvisation within the framework of students’ activity 
according to style modelling of improvisation.  

It is of vital importance that students should adequately understand the 
content of their activity and should set their own tasks properly. To properly 
set and successfully solve especially complicated tasks a complete 
understanding of the conditions for them is necessary. Tasks that the students 
will have to set in their creative activity may have too abundant or 
insufficient conditions. The students solve various tasks during their 
cognitive activity, and therefore a teacher has to promote the development of 
students’ skills of analytical attitude to the given conditions. It is very 
important to promote the development of students’ ability to independently 
search for the needed information to address their creative tasks.  
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Methodological Analysis of National Piano 

Playing Schools Of Latvia 
Ineta Zīmele –Šteina 

 
 
 
Abstract 
 
The author of the paper analyses five Latvian national schools of piano playing for the be-
ginners. The aim of the paper is to make a methodological analysis of Latvian piano playing 
school for beginners in order to see what kind of recommendations should be taken into ac-
count when designing a new piano playing school. The books are analyzed by applying the 
principles for designing piano playing schools and collections defined by M. Sīle (2003) and 
by publishing house Zvaigzne ABC. 
 
Keywords: piano playing, the beginner in piano playing, teaching aid, text book on piano 
playing, principles for developing a collection. 
 
 
 

1. Introduction 

At present, when Latvia has been enjoying full rights as a member state of the 
European Union since 2004, it is essential to educate children by both 
employing the cultural heritage offered by Europe and at the same time not 
neglecting valuable things of Latvian music – Latvian folk songs.  

The aim of this research is to analyze Latvian piano playing schools for 
the beginners to get an insight into the problem of what recommendations 
should be taken into consideration at developing a new piano playing school 
for 5-7 year old children so that they could successfully and with interest 
acquire piano playing in Latvia and in the Latvian language, both 
independently and assissted by their teachers and parents. 

The contemporary national school of piano playing of Latvia began to 
develop at the beginning of the 20th century when Latvian young musicians 
went to study both to the East—to Moscow and Petersburg and to the West—
to Europe. The returning of young musicians from their studies abroad, the 
foundation of Latvian State Conservatoire and its first graduates were the 
factors that contributed to the flourishing of piano playing pedagogy in 
Latvia. During the period when Latvia enjoyed a free state status for the first 
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time, up to 1940, 10 piano schools and collections for the beginners by 
Latvian authors were published. However, from the five written original 
schools only three were published. (Sīle, 2003). 

To establish which text books are being employed in the educational 
process for teaching piano playing to the beginners in Latvia, the opinion 
survey was conducted in 2008. 9 teachers whose job experience is from 3 to 
35 years participated in the survey. The analysis of the obtained information 
shows that there are five national piano playing schools for the beginners in 
Latvia. (Zīmele, 2008). These text books will be analyzed here by applying 
the principles for designing piano playing schools and collections developed 
by M. Sīle (Sīle, 2003)—„Praktiski padomi mācību grāmatas struktūras 
izveidei” (Practical Recommendations for Developing the Structure of Text 
Books) (Zvaigzne ABC, 2009) and „Mācību grāmatu kvalitātes 
pamatprincipus” (The Basic Principles for the Quality of Text Books) 
(Zvaigzne ABC, 2009). 

 

2. Assessment Criteria of National Piano Playing Schools of 
Latvia 

The basic problem of the development of piano playing schools, both 
previously and at present, is „a creative approach to the interpretation, to the 
process of the implementation of author’s intentions and ideas”(Sīle, 2003, 
16). 

Though the repertoire for the piano playing acquisition at the earlier stage 
has been analyzed at the bachelor’s level at J. Vītols’ Music Academy, M. 
Sile is the first (and the only) person who has analyzed the early 20th century 
national piano playing schools of Latvia. She also proposes her own system 
of analysis, and thus makes a great contribution to the Latvian piano playing 
pedagogy.  

M. Sīle has selected seven assessment criteria: 1.Development of musical 
experience; 2.Acquisition of staff notation; 3.Sequence of developing skills 
of playing; 4. Playing in ensemble, searching for songs by ear; 5. Playing the 
accompaniment, finding it; 6.What has been acquired in the result; 7.Content, 
style, structure, format etc. (Sīle, 2003). 

In order to be informed about the criteria for the development of text 
books used by Latvian publishing houses I called those publishing houses 
that are involved in publishing text books, so that I could be informed about 
quality standards of their text books. It turned out that only one of them has 
precisely worked such criteria out. The rest of them just informed me that 
they rely on some specialist who possibly has got such criteria, others rely on 
some concrete author’s name which „automatically” assures the quality of the 
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text book, still others are guided by the priciple „just by eye”. At the present 
moment the existing text books and the text books to be published are 
properly assessed by the publishing house Zvaigzne ABC. These publishers 
have worked out the basic quality principles for the text books by summing 
up „Ieteikumi mācību literatūras veidotājiem un vērtētājiem” 
(Recommendations for the designers and Assessors of Educational 
Literature) worked out by the Centre of Education Content and Examination 
at the RL Ministry on Education and Science (Rīga, 1999), 
„Komplektizdevuma novērtēšanas kritērijus” (Assessment Criteria for the 
Encased Set) by the Ministry of Education and Science, EEPG (European 
Educational Publishers Group) criteria for quality standarts of books, EEPG 
Best Schoolbook Award international jury opinions, and methodological 
recommendations worked out by the Centre for Educational Studies and 
Consultancy (Utreht University) and the Centre for Publishing Studies 
(Stehrling University), as well as IARTEM (The International Association for 
Textbooks and Educational Media) publications. These criteria are as 
follows: 

I. The quality of the text book content (Content of the text book; Layout 
of the text book content; Text book – a set and additional materials; 
Cultural function of the text book content.) 

II. The content and pedagogical approach of the text book (Aims; 
Objectives; Monitoring of the educational process; Facilitating the 
understanding of the teaching/learning material. 

III. The design, artistic layout and format of a text book (Format and 
polygraphy of a text book; Font and display of the text; Visual 
design.) 

 
Practical recommendations for developing the structure of a text book 
(Zvaigzne ABC 2009). Threre are questions about the text book, the target 
group, the structure, the aims and objectives, the content, the visual material 
of the text book are discussed with the editor and the artist. 

 

3. The Analysis of Text Books 

V. Zosts, I. Zāne, I. Kalniņš „Klavieru spēles skola”(Piano Playing School) 
The author will analyze the collection published and revised in 1994. The 
first edition was published in 1953. The revised edition, to our regret, did not 
include the whole material – from 146 compositions only 96 compositions 
have remained, and respectively instead of 94 pages the book has only 70 
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pages. The recommendations for playing scales are also not included in the 
revised edition.  

Quality of the content of the text book. We have to point out that the 
content and themes selected by the authors of the text book comply with the 
educational aims. As it is seen from the concise theoretical commentaries, the 
collection is intended for the beginners in piano playing and the selected 
songs are simple Latvian folk songs within the range of five notes, with the 
tendency for the range to grow. The authors recommend to begin the 
acquisition of piano playing from the treble clef, and bass clef is offered only 
from Nr.38. The position of the authors is neutral, they do not emphasize 
advantages of any gender. The book begins from concrete themes (e.g. such 
as introduction to notes, playing non legato, legato, alteration), but further the 
compositions are arranged in a sequential order according to the degree of 
their difficulty. Though the terminology is not known to children, it is 
explained correctly without involving imaginative thinking. Commentaries 
are oriented to adult persons though it should be mentioned that the titles of 
copmositions are programmatic and this stimulates a child to link the title of a 
composition with his own life experience in his imagination. All facts 
incorporated in the book are precise. As this book has been revised in 1953 
all the compositons included in it were composed before the middle of the 
20th century. The exposition of the content does not presuppose theoretical 
assignments, there are only compositions which a pupil can play alone or in a 
duet with another pupil or a teacher. There is not much information, and it is 
all given at the beginning of the book. To achieve the aims of education, 
compositions of very high quality are provided – Latvian and Russian folk 
songs and compositions by such authors as J. S Bach, W.A. Motzart, P. 
Tschaikowsky, L. Garuta, A. Zilinskis and others. The book lacks the variety 
of teaching methods and techniques. The content of the text book does not 
stimulate pupils to widen their mental vision and their desire to be involved 
in activities themselves, because the book stimulates the pupils only to listen 
to what a teacher tells them.  

The content and pedagogical approach of the text book. The new 
information is gradually introduced to the pupils by a teacher. The selected 
compositions are aimed at reinforcing and perfercting pupils’ knowledge and 
skills. The authors point out that „if a pupil acquires the material quickly and 
successfully, then part of the material can be used for sight-reading” (Zosts 
et.al 1953, 3). The introduction of the book published in 1994 is addessed to 
the teacher, but not to the pupil. The book does not envisage that pupils 
should learn to acquire the skill of working with different additional 
materials. The positive side is the fact that the information about the tempo 
and the character of the composition is indicated in Latvian.  
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The design, artistic layout and format of the text book. The book is bound 
in soft covers. Covers are orange, bet the title of the book- black. The book 
has neither illustrations nor photographies. The size of notes is very good and 
corresponds to the pupils’ age (big notes). 

 
A.Žilinskis „Klavierspēles skola” (Piano Playing School) A. Žilinskis’ text 
book has been published five times (twice during the first free state period, 
twice – during the Soviet period and once in 1992.(?): the precise date is 
unknown). This is the most frequently re-published piano playing book for 
the beginners in Latvia.  

The quality of the text book content. The content and themes of the text 
book comply with the aims of education. The collection is intended for 
beginners of piano playing, because a concise course on the theory of music 
is provided on the first two pages of the book. The author of the book 
proposes to start learning the piano playing from the treble clef and learn 
notes immediately in the first and second octaves. The exercises are for the 
positon of five fingers and introduce pupils to all notes starting from a whole-
note and ending with a semiquaver. On page 7 there are already compositions 
that should be played with both hands in various rhythms. The author takes a 
neutral position, he does not underline advantages of any gender. All 
compositions are arranged according to the degree of their difficulty. He 
explains the terminology in detail without involving imaginative thinking. 
The commentaries are intended for the adults because very small letters have 
been used. The titles of the compositions are programmatic, and this 
stimulates pupils’ imagination. All facts included in the book are precise. All 
compositions have been created is up to 1935. The book includes 
compositions, two ensembles and recommendations for playing scales and 
triads. To achieve the educational aims various, basically technical, 
compositions, Latvian folk songs, compositions by J. S. Bach, K. Cherny, 
Divernue, J. Graubiņa, as well as many of A. Žilinskis’ own etudes are 
included in the book. The choice of methodological techniques is poor. The 
content of the book does not encourage pupils to get involved in activities. 

The content and pedagogical approach of the text book. The new 
information is introduced to the pupils quite rapidly, because pupils are 
supposed to play with both hands and in two octaves simultaneously. The 
material is arranged according to the degree of its difficulty. Each further 
degree is reinforced by new exercises (e.g. for strengthening fingers, for bass 
clef, etc.). All terms concerning the tempo and character of playing the 
composition are given in Italian.” The prevailing tendencies of the acquisition 
of the piano playing at that time are reflected in the book – the priority is 
given to the technique of playing” (Sīle, 2003, 88). 
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The design, artistic layout and format of the text book. The book has 62 
pages, it is bound in soft covers, the covers are white with a light green title 
„Klavierspēles skola” (Piano Playing School) on it. The book has neither 
drawings nor photographies. The notes are too small for the beginners 
(children).  

 
A. Vītoliņš „Dziedāsim, rotāsim”(Let’s Sing And Dance) The piano playing 
ABC has been published twice - in 1964, in Stockholm and in 1991, in Riga. 
The book has 216 pages, two contents indices – one by pages, the second by 
songs.  

The quality of the text book content. The content and themes comply with 
the educational aims. The collection addresses the needs of the beginners in 
piano playing as it is clear from a sub-title „Klavieru spēles ābece” (The ABC 
of Piano Playing). The selected themes are based on pupils’ previous 
knowledge, and they deal with a familiar everyday environment (Latvian 
environment, Latvian folk songs). In the introduction to the book the author 
points out that „to make the matter simpler, all commentaries are given in the 
masculine gender. Teachers and parents of girls are kindly asked to cross out 
endings of the masculine gender and write in a feminine gender endings 
instead wherever it is needed” (Vītoliņš, 1999, 3). All the texts are precise, 
they are used in the Swedish manner—e.g. in Latvia „DO”, but in 
Sweden”C”. The book provides a sufficient number of examples, Latvian 
folk songs have a full text and Latvian folk games are given the descriptions 
of movements too. The author employs various teaching/learning methods. 
The author suggests that notes should be learnt in two clefs simultaneously – 
in the treble clef and in the bass clef, beginning with the first octave „DO’. 

The content and pedagogical approach of the text book. The new 
information is introduced to the pupils gradually, in a dialogue form. The 
author draws notes, a keyboard, and describes one and the same concept 
several times. Drawings are attractive, and the dialogue with the author 
encourages the pupils to turn the page over in order to see what follows 
further. At the end of each chapter a pupil can assess himself by getting the 
given points for a correct answer. The book does not include additional 
materials, but the author points out that „alongside the Latvian folk music we 
have to acquaint ourselves with both folk music of other countries and 
classical and modern music as well.” The author also states that „ adhering to 
one-sided national style hinders both musical and general growth” (Vītoliņš, 
1999, 4). In his dialogue with a pupil the author uses simple, short sentences.  

The design, layout and format of the text book. The book is bound in hard 
covers. Texts and notes are in a qualitative print and can be easily read and 
played. The notes in the text book are big, and staff lines are drawn so as to 
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make the understanding of the transition from the bass clef to the treble clef 
easier. The format of the book is appropriate for children – it is a small 
square book (23cm x 23cm). 

 
B.Ozoliņa, T. Rozenberga „Pirmie soļi klavierspēlē” (The First Steps in 
Piano Playing) The book published in 1999 has an A4 format and 
has 84 pages.  

The quality of the text book content. The content of the text book 
complies with the aims of education. The collection addresses the needs of 
the beginners in piano playing, however it looks more like a chrestomathy 
rather than a book for the beginners. The selected themes correspond to the 
arrangement of a chrestomathy—exercises, etudes, (non-legato)/composi-
tions, polyphonic compositions, sonatinas, variations, ensembles, scales. The 
text book has no introduction and no commentaries concerning the book itself 
and its content. There are printing errors in the compositions – pauses are 
missing, fingering is doubling (misspeling errors). The text book content 
gives the opportunities for both gradual work at some exercise or a folk song 
and for the use of some composition as an illustration. The book has six 
coloured drawings by means of which the chapters are separated. The number 
of examples is sufficient, but the folk songs lack the texts that might have 
contributed to the artistic performing of the composition. The authors of the 
book, do not use various teaching/learning methods. They suggest that 
children should begin learning notes from „DO” of the treble clef, the bass 
clef is included from page 14, beginning with the first octave „DO” when in 
the treble clef the notes from the second auxiliary line have been acquired, 
and up to the second octave „SOL”.  

The content and pedagogical approach of the text book. The new 
information is introduced gradually, but with a teacher’s assistance. The text 
book is intended for playing on the instrument only. The role of a teacher is 
great because he has to explain all the music theory and piano playing.  

The design, layout and format of the text book. The cover of the book is 
coloured. All titles and notes are printed qualitatively, and are easy to read 
and play. The notes in the text book are of the usual size (as notes for 
professionals). 

 
G. Melbārde, M. Sīle „Klavierspēles ābece”(Piano Playing ABC). The book 
published in 1997 has A4 format – horizontally - „the oblong format is not a 
matter of chance or a whim of fashion, the number of lines is considerably 
smaller” (Melbārde, 2007, 9). The book has 72 pages. 

The quality of the text book content. The content of the text book 
corresponds to the educational aims. The collection is intended for the 
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beginners in the piano playing as the selected themes show it (e.g. the lesson 
of getting acquinted, the mixed lesson, the lesson of questions and answers). 
The book offers themes both pertaining to everyday life and corresponding to 
pupils’ interests (the lesson of birds, the marching lesson). The terminology is 
easy for the children to understand and the material is expounded in the 
language adequite to pupils’ age (e.g. the letters of the language of music are 
notes). The structure of sentences is simple. Depending on pupils’ needs 
„each theme can be acquired within 1-3 lessons (Melbārde, 1997, 2). All 
texts included in the book are precise and easy to understand. There are no 
examples that could contribute to a deeper reinforcement of the taught 
material (one example of a whole note, one for practising the three crotchets 
etc.). The book comprises 28 compositions. The contens index of the book 
does not reflect the included compositions of 9 composers have been 
included in the book. The content of the text book stimulates the pupils’ 
interests and gives an opportunity to widen their mental vision. It also 
contributes to acquiring and pefrecting their skills.  

The content and pedagogical approach of the text book. According to G. 
Melbārde, the wholeness approach to the musical development of a child has 
determined the structure and composition of the book (Melbārde, 2007). The 
new material is introduced to the pupils quite gradually, and explanations are 
provided too. At the beginning of the book, the beginner (possibly he still 
cannot read) gradually acquaints himself with pictograms—drawings that 
denote listening to music, singing, practicing exercises, writing notes. It 
includes also home assignments and presupposes compiling the vocabulary of 
music terms (Italian-Latvian). To meet the requirements of different style 
learning, the authors employ „combined formal learning (exercises, scales, 
etudes, plyphony etc.)” (Melbārde, 2007, 11).The book incorporates self-
control assignments—crossword puzzles, comparison of drawings, 
independent filling in of alteration signs. Texts are few, the new terms ar 
supplemented by drawings that are appropriate for the children of 
elementary/primary school age. The drawings refer to both the compositions 
and to the set aims.  

The design, layout and format of the text book. The book is bound in soft 
covers and is „small, thin, light” (Melbārde, 2007, 9). Therefore there is only 
one composition on each page and the book has spiral binding, which 
diminishes the zone of perception. There are pictures and also blank spaces „ 
in which a child can make his notes, a teacher can write in some good piece 
of advice, thus both of them becoming co-authors” (Melbārde, 2007, 9). The 
text book can be used a book and as a pupil’s book. The methodological 
materials for teachers were published 10 years later, and this book is in the 
same colours as „Piano Playing ABC”. The texts of the book is easy to read, 



Methodological	  Analysis	  of	  National	  Piano	  Playing	  Schools	  Of	  Latvia	   211	  

the size of the letters and notes is adequite. Titles, sub-titles, home 
assignments are in the same font in the whole book.  

 

Conclusions 

1. The five piano playing schools for the beginners available at the 
present moment do not ensure a comprehensive, creative and 
qualitative acquisition of piano playing for the children of preschool 
and junior school age in Latvian if a constant participation of a teacher 
is not involved. 

2. Concerning the quality of the text book content, it should include 
classical compositions alongside the compositions and arrangements 
by contemporary composers; it is advisable that the content should be 
supplemented with listening materials (CD or internet addresses). 

3. The content and pedagogical approach of the text book should be 
supplemented with many-sided assignments and tasks that would 
enable the children to stretch their legs during a lesson or while doing 
their home work.  

 4. For 5-7 year old children the design, artistic layout and format of the 
text book are essential. It must be printed on paper of adequite quality, 
and should have interesting and children-friendly visual design. 
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