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ABSTRACT

Honkonen, Jyrki

Variations on the Idea of Learning - Benchmarking the Interface Between
Finnish Comprehensive School and Waldorf School Music Education
Jyvéaskyld: University of Jyvaskyld, 2021, 48 p.

(JYU Dissertations

ISSN 2489-9003; 422)

ISBN 978-951-39-8807-4

In this dissertation, the focus is on the interface of music education in Finnish
basic education and Waldorf education. The study explores the possible benefits
of Waldorf education, and its methods and premises to comprehensive education.
Particular emphasis is placed on teachers” and students” experiences of the crea-
tive and collaborative working methods that are characteristic to Waldorf educa-
tion. The dissertation consists of three sub-studies, which have been conducted
in the context of the Waldorf School curriculum and the comprehensive school
curriculum, supplemented by data with adult students in a Waldorf School
teacher training institution. Data were collected through interviews, observa-
tions, and questionnaires and analyzed with primarily qualitative approaches.
The triangulation of the studies offers the possibility to draw conclusions on how
students and teachers perceive and appreciate various working methods. The re-
sults emphasize the relevance of the functional activity of music-creating and in-
dicate a relatively strong increase in the interest in social collaboration among the
participating students.

Results and findings of the current dissertation serve as a premise for de-
veloping practice and further research in music education. In recent years, both
scientific and social developmenthave taken steps into multifaceted directions.
Learning is not solely defined as a simple cognitive process. The concept of learn-
ing is widening and providing new perspectives for holistic and experiential ed-
ucation. Waldorf education presents an educational system that is based on the
holistic, comprehensive understanding of the development, and growth of stu-
dents. The social working methods in Waldorf education have developed
through the years based on ongoing research. This dissertation suggests revising
the structure and methods of the curriculum in Finnish comprehensive education
turther in a holisticand comprehensive direction that Waldorf education exem-
plifies. Finally, this dissertation emphasizes the importance of promoting a col-
lective experience and discourse culture between diverse education systems to
develop music education towards learner-centered approach.

Keywords: Waldorf education, basic education, learner-centered approach, cur-
ricula, workshop, improvisation, social working methods, holistic education.
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Tamén vditoskirjan tutkimuskohteena on suomalaisen peruskoulun ja steiner-
koulun rajapintojen tarkasteleminen. Viitoskirja tutkii ndiden koulutusjarjestel-
mien opetussuunnitelmienrakenteitaja kdytantoja mahdollisia yhtymékohtia et-
sien. Lisdksi tutkimus pyrkii selvittdimédn steinerkoulun musiikinopetuksessa
kaytettdivien menetelmien soveltuvuutta perusopetuksen keinovalikoimaan.
Viitoskirjan artikkelit muodostavat kolmen tutkimuksen kokonaisuuden, jotka
on toteutettu perusopetuksen opetussuunitelman perusteiden 2014 tapahtuneen
uudistuksen molemmin puolin kolmessa steinerkoulussa, perusopetusta tarjoa-
vassa yhtendiskoulussa ja steinerkoulun opettajankoulutuslaitoksessa. Tutki-
muksen erityinen painopiste on suunnattu opettajienja opiskelijoiden, steiner-
koululle tyypillisten yhteisollisten ja luovien tyoskentelymetodien kokemuksien
tarkasteluun. Tutkimuksessa kdytetyn monimenetelmdllisenldhestymistavan tu-
lokset korostavat musiikin toiminnallisen tuottamisen merkitystd ja osoittavat
opiskelijoiden kokevan tarpeelliseksi tyoskentelyn yhteisollisen musiikin teke-
misen parissa. Aineisto kerdttiin haastattelujen, tarkastelun ja kyselyjen avulla ja
analysoitiin padsadntoisesti kvalitatiivista ldhestymistapaa kdyttden. Tutkimuk-
sen triangulaatio mahdollistaajohtopdatosten teon siitd, miten opiskelijatja opet-
tajat hahmottavat ja vastaanottavat erityyppiset tyoskentelytavat. Tulokset pai-
nottavat toiminnallisen aktiviteetin merkitystd musiikin luomisessa ja osoittavat
kasvavaa kiinnostusta sosiaaliseen yhteistoimintaan ja ryhmétyoskentelyyn.

Viitoskirjan tulokset toimivat ldhtokohtana koulun musiikin opetuksen
kaytantojen kehittdmisessd ja jatkotutkimuksessa. Viime vuosina sekd tieteelli-
nen ettd yhteisollinen kehitys ovat tuoneet esiin ndkemyksid, joissa oppimista ei
maddritelld yksinomaan kognitiivisena prosessina. Kéasitys oppimisprosessista
laajenee ja tarjoaa uusia ndkokulmia kokonaisvaltaiseen ja kokemukselliseen
koulutukseen. Steinerpedagogiikka edustaa koulutusjdrjestelmés, joka perustuu
kokonaisvaltaiseenymmarrykseenja ikdkausiajatteluunsuhteessa opiskelijoiden
kehitykseenja kasvuun. Steinerkoulun yhteisolliset tyskentelymenetelmit ovat
kehittyneet vuosien varrella osana yhd jatkuvaa soveltammista ja tutkimusta.
Tdssd vditoskirjassa ehdotetaan suomalaisen perusopetuksen opetussuunnitel-
man rakenteen ja opetusmenetelmien tarkistamista kokonaisvaltaisemmaksi ja
yhteisollisemmaksi toiminnaksi, jota steinerpedagogiikka on tdssd yhteydessd
edustaa. Samalla véitoskirjassa painotetaan yhteisen kokemus- ja keskustelukult-
tuurin edistdmisen tarkeyttd eri koulutusmuotojen viélilld musiikin opetuksen
kehittamiseksi oppijakeskeiseen suuntaan.



PREFACE

My intention was not to become a researcher in the first place. The professional
path of my life has proceeded through various assignments as a musician and
later as a music teacher. My life cycle resembles that of improvisationin music,
where different crossings lead forward to new visions with the help of intuitive
decisions. Familiarization with Waldorf education in Helsinki Steiner school led
forwards to music teaching in Waldorf schools, first in Lahti and via Jyvaskyla to
Tampere. My pupils and students have taught me a tremendous amount about
teaching and learning in music. In this dissertation, I try to capture few of the
essential themes in musical learning processes and musical development, with
the help of the experience and knowledge accumulated during 27 years as a Wal-
dorf school music teacher. My path led me further to primary school, which of-
fered me the opportunity to observe and compare deeper the background and
angle of approach in music education between these educational systems.

I am extremely grateful to many people who have been supporting my
work during this working period. They have given me courage, strength and
faith to meet this challenge and get the ‘book of my life’ done. First of all, I want
to give warm thanks my supervisors Suvi Saarikallio and Jaakko Erkkild of in-
defatigable supportand encouragement with this dissertation. Their guidance
and advices have been indispensable. Ialso want to thank Signe and Ane Gyllen-
berg Foundation and Faculty of Humanities and Social Sciences in University
of Jyvéaskyla for financial support of this dissertation. Further,  want to give a
warm hug to my dearly beloved wife Tuijaandall our family mem-
bers, heartly thanks for everything! Very special thanks, I want to address to Eric
Kaufmann for interesting, illuminating discussions and for linguistic mainte-
nance. Iwant also address my compliments to Arkkimandriitta Sergei for
the opportunity to work in peace and quiet several times in Valamo Monas-
tery. Further, my special thanks I want to address to all my former students,
without you this dissertation would never have seen the light of the day. Finally,
I want to thank warmly all my friends and colleagues for their encouraging and
trusting support during this journey.

Jyvéaskyld 4.9.2021

Jyrki Honkonen
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The right introduction into the musical element is fundamental to a human being's over-
coming all hindrances that impede a sound and courage-filled development of the will in
later life.

Rudolf Steiner



1 INTRODUCTION

Art and music education are highly respected throughout the entire educational
system in Finland. The educational network of music institutes offers numerous
possibilities to practice musical skills from beginner to professional level. This
dissertation, however, focuses on general music education, aiming to observe the
presumed interfaces between Finnish basic education and Waldorf education.

General education in Finnish schools is based on a core curriculum, which
delineates the framework, norms, and standards for acts, forms, objectives, val-
ues, and education assessment. According to New National Core Curriculum for
Basic Education, it provides a common direction and basis for renewing school
educationand instruction. The main features in the brochure are active involve-
ment, the joy of learning, the uniqueness of the pupils, integration, and dialogue
between subjects (Finnish National Agency for Education 2016). Although the
Finnish education system and Waldorf education, which is based on the interna-
tional educational system, can be assumed to share common general values, they
differ in educational substance, development, and philosophy. The foundation
of basic educationis juridically regulated, whereas Waldorf education represents
social collaboration and private interest in education. The difference between
these two educational systems can be described, for example, as follows: the
frame of basic education is based on construction, where the contents of the sub-
ject determine the sequence in the curriculum. Waldorf education is based on the
educational philosophy of Rudolf Steiner (1861-1925), striving to develop intel-
lectual, artistic, and practical skills in an integrated, holistic manner. The theory
of childhood development determines the curriculum sequence in Waldorf edu-
cation in three different developmental stages.

Before the curriculum reform in 2014, the premise of music education was
highly divergent between basic education and Waldorf education. In basic edu-
cation, the syllabus of musicwas structured as one weekly lessonyearly in grades
one to seven, supplemented by one optional weekly lesson in grades eight and
nine. In Waldorf education, the volume of subject music was 1 lesson every 2,5
weeks not including the possible optional lessons. For me, as a Waldorf school
music teacher, the lesser amount of music supply in basic education was



bewildering. It gave an impulse gradually to survey the signification of music
education - first from the angle of the students in the three largest Waldorf
schools in Finland (study 1) and later, after the curriculum reform 2014, among
the students in ordinary comprehensive school (study 3). Recent research sup-
ports the idea that school music can be beneficial for young people. Curriculum
reform 2014 allows an extended amount of music education to a comprehensive
school and directs the lessons’ contents towards addressing students' agency and
participatory action in the classroom. Furthermore, curriculum reform 2014
brings the aims and working methods of music education in Finnish comprehen-
sive school remarkably closer to the practices of Wald orf education.

The theoretical framework of this dissertation is based on related research
and literature on the Waldorf School music education. However, such research is
relatively scarce, so the academic background of the dissertationis supplemented
by broader perspectives drawn from music education and music research. In ad-
dition, my experience and foreknowledge on the issue provided supportin form-
ing the basis for the three studies of this dissertation. The essence of Waldorf ed-
ucation is not primarily located in the curriculum, but the emphasis is on how in
education. Therefore, social working methods form an essential tool in Waldorf
schoolsand are vital for this dissertation. Learning in Waldorf schoolsis also fun-
damentally grounded in a learner-centered understanding of the learning pro-
cess. The conclusions of study 1, the importance of social (participatory) working
methods such as improvisation and composition in music education, led further
in study 2 to closer observation of such practices, integrated with working in
groups.

Furthermore, although one of the key features in this dissertation is the con-
cept of alearner-centered student, itis clear that the instructor/teacher must have
personal experience and know-how in using social working methods. Therefore,
the participants of study 2 were selected to be a group of graduating Waldorf
schoolteachers who already had experienced social working methods in their
studies. In study 2, the social working methods were studied further by focusing
on the musical experience of the participants. The research focused on the self-
perceived effects and consequences of improvisation on a learner's personal mu-
sical development resulting from a series of workshops.

The three studies in this dissertation form a triangulation of data and meth-
ods, following the principles of mixed-method research. The focus of the study
is on the learner's angle and experience. Study 1 illuminates the purpose and
meaning of music from the Waldorf school students' perspective. Data pro-
cessing, analysis, and interpretation of the first study follow the basic tenets of
Grounded Theory. Study 2 observes the social working method in music, as ex-
perienced by the graduating Waldorf schoolteachers. Data were based on narra-
tive writings; data processing and interpretation of the results follow the princi-
ples of phenomenographic analysis. Study 3 addresses students” experiences of
the increased amount of music lessons (one additional weekly class to 8th grade)
and increased emphasis on the learner-centered methodsin a Finnish uppercom-
prehensive school. Data for study 3 were compiled with a self-administrated
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questionnaire. The research represents a survey study, which enables the use of
both categorical and numerical data. Data were analyzed using statistical meth-
ods. Detailed descriptions of the used methods are provided in the studies.

Further, participationin data collecting was not preceded by testing or de-
manded foreknowledge. Altogether, the anonymity and confidentiality of the
participants were carefully protected during the process. Participation in the in-
quiry was voluntary, and the process could be interrupted at any moment. Only
the author of this dissertation had access to the identifying information.

The three studies in this dissertation observe the purpose, meaning, and ef-
fect of music. Furthermore, the focus is on the practice of social working methods
among learner-centered youth and adult students. This dissertation aims to con-
ceive possible interfaces between music education in Waldorf and comprehen-
sive school, particularly from the perspective of the social working method. Fi-
nally, this dissertation focuses on the presumable benefits of the methods and
premises of the Waldorf education music curriculum to comprehensive educa-
tion.

11



2 REMARKS ON THE FRAMEWORK OF BASIC
AND WALDORF EDUCATION

21 Curriculum Frameworks

A curriculum that provides a structural basis for the education provider, the
school, and the teacher, is the foundation for school music education. A curricu-
lum can be seen as a metaphor for a tree: the trunk forms the core and the aims,
while the branches cover the contents and evaluation. Without a curriculum, a
structure, and normative guidance, educational content could vary, for example,
according to personal qualities and expertise. Therefore, it could also create a
great challenge for evaluating the results and generating the aims and contents
in an educational process. According to Training Tools for Curriculum. A Re-
source Pack (Module 3, 2019), curriculum frameworks can be divided into five
dimensions: the intended, the implemented, the experienced, the hidden, and the
null curriculum. The intended curriculum focuses on the 'aims and content of
what is to be taught.' The implemented curriculum relates to 'what is putin place
for students in schools, representing local interpretations of what is required in
formal curriculum documents.' The experienced curriculum refers to 'formal
learning.' In contrast, the hidden curriculum refers to 'student experiences of
school beyond the formal structure.' Finally, the null curriculum refers to 'all
those areas and dimensions of human experience which the curriculum does not
specity.'

In addition, the training tools introduce eight components of a curriculum
framework: current context; educational policy statements; statement of broad
learning objectives and outcomes/standards for each level/cycle; structure of the
education system, structure of curriculum content, learning areas and subjects; stand-
ards of resources required for implementation; teaching methodology; assessment of
student achievement. In this research, the focus is on sections four, five, seven, and
eight, which may form the foundation for describing, analyzing, and evaluating

12



the impact of the core curriculum on the esteem of music education from the
learner-centered angle in Finnish basic education and Waldorf education (Mod-
ule 3, 2019.)

A core curriculum offers the norms and frames for education, whereas the
education provider delineates the resources for a school. However, the core cur-
riculum presents the educational contents only at the standard level. Therefore,
education providers generally create the materials for the schools independently
while still relying on the instructions of the core curriculum (see Vitikka et al.,
2012). Therefore pedagogical freedom and independence in teaching aids and
means are essential in evaluating the educational processes and outcomes from

equality.

2.2 The Position of Waldorf Education

Finnish basic education’s educational and methodical history has undergone
many phases and changes (Vitikkaetal., 2012). In contrast, throughout its history,
the Waldorf School movement leans on the directions and curriculum structure
created by Rudolf Steiner (1861-1925). Moreover, the Finnish school system has
a normative design for its curriculum. It uses scientific, educational research to
develop the curriculum (FNCCBE 2004, 2014; Laes 2006, 18-20). Waldorf School
movement has an educationalideology based on the developmentviaage phases
and continuous artistic function among the subjects throughout the entire curric-
ulum (see Stockmeyer 2001, 3-6; Rawson & Richter 2004, 23-26).

It is exciting and illustrative to compare the curricula, curriculum skills, and
standards to one another. In the current study, the focus is on the interface of the
music curricula in Finnish basic education and Waldorf education. Instead of
merely comparing the curricula, the research assesses the interface by charting
the substance common to both, exploring the manifestations of these in music
educational practice, and contemplating how to use this knowledge for further
curriculum development.

Then, the Waldorf School Core Curriculum (WSCC) was chosen for bench-
marking with the Finnish National Core Curriculum for Basic Education
(FNCCBE) for the following reasons. According to Statistic Finland, 560,500 stu-
dents were in Finnish comprehensive schools in 2018 (Official Statistic Finland,
2019). The number of students in Waldorf schools, however, is difficult to con-
firm. Nevertheless, there are 24 schools in Finland (Steinerkasvatuksen Liitto,
2019). Furthermore, 1,092 Waldorf schools exist worldwide in 64 countries
(Freunde der Erziehungskunst Rudolf Steiners, 2019), making Waldorf School
the largest worldwide independent school movement' (Woods, Ashley & Woods
2005, 15). Both education providers, Finnish comprehensive school and Waldorf
school worldwide, form an organization about the same scale in number.

Moreover, Finnish comprehensive school directs the core curriculum stand-
ard for all educationprovidersin basiceducation. The Waldorf School movement
applies the pedagogical foundation globally with the same content, based on

13



development in specific age periods, as a core structure for its curriculum
(Honkonen, 2018; Rawson, 2020). In addition, the education providers in both
organizations permit the creation of curricula for their school units as long as
they comply with the directions of the core curriculum (see Vitikka, Krokfors &
Hurmerinta, 2012). After the FNCCBE came into effect in 2004, it also formed the
normative foundation for the Finnish Waldorf School Core Curriculum (FWSCC).

2.3 Educational Interplay

Indeed, the increasing approval of every man's (person’s) right to music and the
freedom to roam has led to innovative new ways to approach music education
by developingsuitable tools (Partti & Westerlund, 2013). A possibility mightthus
exist to structure an apposite interface between the FNCCBE and the WSCC.
Teamwork and social interaction are the points at which the development of mu-
sical activity and togetherness cross paths with the tools, which do not neces-
sarily demand special preparation or prior ability (Heimonen & Westerlund,
2008). On the contrary, guided improvisationand compositioncan awaken a new
interest in music creating or at least help to resume the past (see, for example,
Burgess, 2013, 84-86). Furthermore, improvisationand composing ina group can
evolve the activity to create music and help to encourage throwing oneself into
new ways of working (Azzara & Snell, 2016).

Although improvisation was highlighted already in the FNCCBE 2004, it
became a transparent substance, together with composition, in music education
first in the FNCCBE 2014. The curriculum also took a new step towards expand-
ing music education to sequential grades by resourcing one more music lessonto
the educational framework for the eighth to ninth grades. It increased the possi-
bility of music slightly to be part of education almost through the entire Finnish
comprehensive school. Therefore, the third study on this dissertation concen-
trates on students” sentiment concerning the extended syllabus in music and ex-
pands on the increased possibility to act and perform inlessons, mainly through
improvisation and composing. The herewith-enclosed original publications fo-
cus on the conception of learning and the educational contents of both organiza-
tions. According to recent research, the significance and necessity of music are
indisputable (Hairo-Lax & Muukkonen, 2013; Macdonald, Kreutz & Mitchell,
2012; Saarikallio & Erkkild, 2007; Saarikallio, 2007). However, a large amount of
the research observes the importance of music through the reception, where the
subjectreceives the central part of the audio passively (see, for example, Greasley
& Lamont, 2009; Laiho, 2009; Elliot, 2010; Schifer, Sedlmeier, Stadtler, & Huron,
2013). In Finland, studying an instrument, singing, or music, in general, can be
done mainly in music institutions and specialized schools, which emphasize the
subject of music (Suomen Musiikkioppilaitosten Liitto, 2019). Relatively little re-
search has been conducted on the impact of music education on students who do
not have an active musical background, use music as a distraction, or are illus-
trated to be unmusical. However, some researchers, such as Antti Juvonen,

14



Kimmo Lehtonen and Heikki Ruismdki (see, for example, Juvonen, Lehtonen,
Ruismadki, 2008; Lehtonen, Juvonen & Ruismdki, 2016; Anttila & Juvonen, 2002,
67-69) have published critical views about the definition and use of musicality
and unmusicality, underlining students' right to receive equal music education
in comprehensive school.

15



3 GROUNDING PRINCIPLES OF CURRICULA
FRAMEWORKS

3.1 Aboutthe Core Curriculum in Basic Education

According to the Finnish National Agency for Education, the main tasks of edu-
cation are early childhood educationand lifelong learning (Opetushallitus, 2019).
The core curriculum is a structured framework containing, among other things,
the core contents, and it includes the mission and values of education (Vitikka et
al., 2012). According to FNCCBE, the fundamental values of basic education are
the student's uniqueness, the right to good education, humanity, equality, cul-
tural diversity, and the necessity of a sustainable way of life (FCCBE 2014, 12-15).
It offers instructions for developing the learning environment and outlines the
working methods' culture in schools. Furthermore, an essential task of the core
curriculum is to define a common concept of learning for education providers to
execute the local curriculum. McKernan (2008, 7-13) states that the content of a
subject-based curriculum stems from the discipline and the controlling of the spe-
cific subject. The core curricula of 2004 and 2014 strive to transform a subject-
based curriculum into a competency-based curriculum. It compares with the idea
of a school-based curriculum where the process is determined concerning the
project (McKernan 2008, 6-7). According to Vitikka et al. (2012), the contents of a
competence-based curriculum are delineated by social demands, and the curric-
ulum focuses on training skills and abilities. However, the education system is
changing slowly, and teacher training should thus be acknowledged. Heikkild
and Sahlsted (2014) argue that future teachers will encounter challenges and need
flexibility in their working habits and action. Furthermore, Heikkild and Sahlsted
remark on the influence of the hidden curriculum, which is creating an extensive
distance between the written and materialized curriculum. Individual education
providers decide on the contents of the local curriculum. Nevertheless, the

16



teachers have ample latitude under cover of pedagogical freedom when they ex-
ecute the curriculum by prioritizing it from their perspective and order of im-
portance.

3.2 Aboutthe Core Curriculum in Waldorf Education

The WSCC is structured periodically, on a seven-year cycle, where the phase of
age forms the essential element of teachers' educational practice. The periods are
comprised of steps from one to seven, 7 to 14 and 14 to 21 years. In Waldorf edu-
cation, the curriculumis further divided into three development phases consist-
ing of school classes from first to third grades, the stage of early education; fourth
to sixth grades, shaping childhood; and seventh to the ninth grades, the stage of
adolescence (Rawson & Richter 2004, 23-26; Stockmeyer 2001, 169-174; Wiinsch
1995,13, 42, 53 61, 76, 85-98). This subdivisionis also supported by psychological
research (e.g., Riccio, 2000, 62). According to Vitikka etal. (2012), the learner-cen-
tered curriculum responds to the desiderata of different age groups and individ-
ual students. Moreover, the Waldorf School curriculum may be described as
learner-centered: the content and aims are planned from the premise of individ-
ual learners observing the phase of age and development in cognitive as well as
in communal and social pitch (Bransby & Rawson, 2021; Rawson & Richter, 2004,
49-67 Stockmeyer, 2001, 3-6).

A Waldorf School core curriculum forms a specific unity, which integrates
visual, musical, and tactile arts in all subject areas (Easton 1997, 89). According
to Mansikka (2008), the comprehensiveness of the educational practice in Wal-
dorf education is related to the tradition of natural philosophy in the romantic
era, where religion, science, arts, and philosophy are reviewed as a different man-
ifestation of cognate oneness. Riccio (2000, 107-108) describes the philosophical
background of Waldorf education as being 'radically different than much of the
educational philosophy in populareducation.' The holistic approach, 'whole to
the parts' thinking, combined with the regular rhythmical repetition of subjects,
form a solid basis for education. The essence of Waldorf education is not primar-
ily located in the curriculum but in the way of thinking - the emphasis on how in
education (Riccio 2000, 96). Waldorf educationis based on the perception of the
diversity of knowledge and understanding. It endeavors to develop students' es-
tablishment process. Mansikka (2008) describes the interface between Waldorf
education and modern critical educational thinking as a teaching method, where
the teacher supports the theoretical process instead of subordinating the students
to accurate ideas. The substance of learning-centered education, social working
methods and holistic thinking forms the foundation for the realization and de-
velopment of the Waldorf School curriculum.
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3.3 The Framework of Music in Basic Education

The foundation and history of Finnish musiceducation lean mainly on the ideals,
theory, and aesthetic approach of Western music tradition (see, for example,
Kosonen 2009; Suomi 2009; Lehtonen & Juvonen, 2009; Anttila & Juvonen 2002,
24-26). The structure of the curricula focuses on knowledge, theory, and devel-
oping skills based on existent musicality. The concept and definition of musical-
ity are discussed later in this paper. According to FNCCBE (2004), musicis a com-
pulsory subject in grades 1-7; after that, it is optional in grades 8-9 in compre-
hensive school. Students will not learn about music if they do not select the sub-
ject after the seventh grade. In the Finnish education system, the responsibility
for teaching music in lower grades lies mainly with class teachers, followed by
music teachers, depending on the resources of the education provider and the
proficiency of the disposable teachers (Laitinen, Hilmola & Juntunen 2011, 29).

The FNCCBEs of 2004 and 2014 have emphasized the value of an individual
learner developing knowledge and skills through personal experience and ex-
pertise. These skills and progression should be encouraged through a positive,
perceiving, and accepting presence in music education. The role of the music
teacher relates to the idea of variable musicianship. (Partti 2016). Partti describes
variable musicianship as a situational and multidimensional form of practical
understanding, including musical and widely recognized social action. Further-
more, wide-ranging music education requires the teacher’s flexibility to act and
play within different artistic practices, styles, and ideas (see, for example,
Berghetto & Kaufman, 2011).

Then, what sort of descriptiondo the frames and aims of music education
have in comprehensive school? According to the FNCCBE 2014, 'the assignment
of music education is to create preconditions for diverse musical action and ac-
tive cultural involvement.' Moreover, 'the musical know-how of the students is
expanding, which creates a positive relation to music and lifelong activity'
(FNCCBE 2014, 422). The musical capability of students is developing further by
taking harmonizing themes and celebrations of the school, among other things,
into account. Thus, the core curriculum emphasizes the activity of an individual
student and instructs the teacher to act as a coach or supervisor. Partti (2016) re-
fers to the concept of 'creative producer' developing new ideas through different
actions, such as improvising, songwriting, arranging, editing, and composing,
Creative production can be seen as a means of self-expression, even connected to
open collaboration (Partti & Westerlund 2013). According to Partti (2016),
FNCCBE 2014 directs music education to proceed from existing products to-
wards creating new cultural content.

According to the Finnish National Agency for Education, music education
supports the development of kinesthetic and auditory perceptive skills and
healthy voice control, together with musical and artistic expression. The learning
in music is functional; students will develop creative and aesthetic thinking
through planning and realizing diverse musical or multicultural unities. They
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will also receive guidance in learning to develop musical skills (Opetushallitus,
2019.).

Furthermore, the Association of School Music Teachers (2019) sees the for-
mer core curriculum 2004 as subject-oriented, asking what should be taught. In
contrast, the core curriculum 2014 enquires about what and how should be pre-
pared and taught; it guides teachers to instruct the students' learning process. It
positions musical skills at the center and indicates that music education promotes
musical skills and collaboration with others.

34 The Framework of Music in Waldorf Education

The framework of Waldorf School's approach to music education is based on the
development structure in the survey of the music syllabus presented in Rudolf
Steiner's curriculum for Waldorf schools (Stockmeyer 2001, 174). It is essential to
notice that the instructions and indications form a recapitulation from Steiner's
lectures and writings, representing an edited entirety of the music curriculum.
Steiner has not authorized the curriculum but has given precise descriptions of
the music education content in Waldorf School and instructed the progress con-
sidering the development phases (Stocmeyer 2001, 162-174). Later the develop-
ment work with the detailed contents in music educationhas broadened with the
constructions and instructions of various authorities in Waldorf education (see,
for example, Wiinsch, 1995; Kalwa, 1997, 2004; Ronner, 2000; Rawson & Richter,
2004; Rawson, 2020).

In Waldorf schools, music teaching follows the methods of periodical teach-
ing based on Rudolf Steiner's (1861-1925) division of children's developmentin
three phases (Riccio 2000, 60-66; see also Rawson and Richter 2004, 23-27). The
WSCC leans on the Western tradition of Middle-European classical music, thus
being similarto the FNCCBE. The similarity can be seen both in the structure and
in the content of the curriculum (Kalwa, 1997; Rawson & Richter 2004, 218-228;
Stockmeyer, 2001, 174). All pupils learn to play flute, lyre, other instruments and
sing in a choir; schools create the class and school orchestras in which all pupils
are involved. The music curriculum forms stages whose origin can be found in
general and Western music history. According to Steiner (1984), the evolution of
music contains a metamorphosis of music intervals in descending order from
ninth to first. This evolution can be observed build-in the music curriculum,
where the interval of fifth forms the basis for musical experience in grades one to
three. From grade four onwards, the interval third approaches the experience of
intervals second and first later in the curriculum. However, the musical experi-
ence in this context must be understood in a broader concept related to Steiner's
spiritual science (Steiner 1984, 2013). The musical elements, singing, music theory,
and instrumental development follow chronological order over unison to poly-
phonic voicing and epochs in music (Steiner 1984; Stockmeyer 162-174). How-
ever, detailed processing of the themes mentioned above is not possible in the
context of this dissertation.
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Music teaching and musical acting form an intensive unity based on social
cooperation (Kalwa 1997, 110-113, 118-119; stOPS, 2016). Waldorf pedagogy em-
phasizes each teacher's artistic, creative potential as a foundation for being an
educator. Improvisation and workshop-type working methods encourage crea-
tive, dialogical action, requiring deep involvement and personal input from each
participant. It may be argued that this kind of work is useful for fostering learn-
er's musicianship. However, the research that has been done in this context is
exiguous.

The differences in approach to music education between the FNCCBE and
the WSCC are, in principle, structural and in understanding the concept of learn-
ing. A clear structural difference in the curriculum concerns the presence and
availability of music from grades seven to nine. Before the FNCCBE 2014, music
was a mandatory subject for all students to the seventh grade in basic education
and an optional subject in grades eight and nine, whereas, in the WSCC, music s
a mandatory subject for all until the 12th grade. According to Rudolf Steiner,
every child has the right to participate in music education, regardless of musical
ability, which can be awakened and strengthened by a proficient teacher (Honko-
nen, 2018; see also Stockmeyer, 2001, 162-170). Similarly, 'the sleeping musicality
can be awakened by offering substitutive learning experiences to the pupils
(Lehtonen etal., 2016, 31). Furthermore, Rawson and Richter (2004, 217) state that
the main goals of Waldorf School music education are 'applying actively to the
substance of music, approaching the nature of music through practice, waking
up to the principles of music progressively step by step and finally, a direct mu-
sical experience.' Ronner (2000, 17) argues that the focus on music educationis to
offer content for life instead of content for learning.

Moreover, according to Ronner (2000, 19-20), the curriculum represents an
internal plan for the phases in life and development. Indeed, music integrates
into various subjects in Waldorf education through multiple dramas and several
performances for the entire duration of the school. Music is also an integral part
of the morning exercises, which collectively commence the schoolwork for all
classes. The aims of Waldorf music education are quality consciousness, evalua-
tion ability, and individual contact with musical expression. According to stOPS
(2016), the main objective of music education is to enable students to hear and
listen. It also relates to the impact on the social development of music. Waldorf
music education is functional by nature, and it approaches the basis of musical
expression primarily by observing each student's abilities.
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4 REMARKS ON THE CONVENTIONS OF
LEARNING MUSIC IN BASIC EDUCATION
AND WALDORF EDUCATION

41 The Role of Improvisation in Waldorf School

The holistic perception of human substance enables a creative approach to many
educational occasions and permits alternative solutions. Waldorf pedagogy ap-
proaches conceptual thinking and the definition of a subject via games, plays,
and exercising, wherein improvisation forms an essential component (Stene,
2018). Improvisation has central importance in age-based teaching in Waldorf
schools (Rawson & Richter, 2004, 23-26; Wiinsch, 1995, 84-97; Kalwa, 2004;
Honkonen, 2018; see also Association for Waldorf Music Education, 2019.). How-
ever, the improvisation concept in Waldorf education comprises more compre-
hensive content than ordinary musical improvisation, for example, in jazz music.
Improvisation represents an intuitive way of combining and experiencing con-
sciousness, knowledge, social behavior, and emotional development. The prac-
tice of improvisation at various activity levels provides social working tools in
the school community (Ahlbom, 2012).

According to Stene (2018), Steiner experiences the significance of music ed-
ucation in its social function. Intercourse and interaction express the supporting
role of musicin sociallife. Thisinterplay is evident in group work and workshops,
where activity and zeal take place. When improvisation includes a common con-
trol, structure, and individual freedom, it can lead both teachers and students to
experience the musical interaction emphasizing the importance of social collabo-
ration (see, for example, Berghetto & Kaufman, 2011; Barker & Borko, 2011). Stene
(2018, 54) describes this as follows: 'musical interplay allows music teachers and
pupils tolearn from each other and enhance each other's musical experience, both
separately and together.'
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Steiner does not refer to improvisationin his lectures about music and mu-
sic education. The use of improvisation in Waldorf education has evolved grad-
ually with curriculum development and further conceptualizing the idea of mu-
sic education. It also includes generating new ideas to realize the educational
methods and aims of the music curriculum. Therefore, the development of the
specially designed Choroi-instruments for Waldorf education has brought new
ideas, mainly regenerated in elementary school and in working with disabled
children (Eterman 1990, 123-124). The instruments are designed to complement
each other with tone quality and are especially suitable for improvisation with
respect to the playing technique. According to Eterman, Steiner stated that 'chil-
dren should sing what they play.' Therefore, the developers of Choroi-instru-
ments have been trying to integrate singing, playing, and moving into music-
making.

The endeavor towards holistic education has created new directions inside
Waldorf pedagogical communities, which exploitimprovisation and workshops
as a primary system for music educationand social working (Ahlbom, 2012). This
kind of progression is increasingly evident in recent music psychological re-
search. According to MacDonald & Wilson (2020, 1), improvisation is part of
daily life and development. MacDonald & Wilson argue improvisation as "a fun-
damental aspect of life"; interactive, not only in a musical sense but in social and
personality development. Moreover, improvisation offers the possibility to col-
laborate and work together using personal skills and abilities (MacDonald & Wil-
son, 2020, 12). Wall (2018) sees that students should investigate their abilities and
creativity instead of just reproducing music. According to Wall, group settings
in improvisation are essential because they assist in creating collaborative space.

4.2 The Shades of Musicality

The properties and definitions of musicality have been explicated contradictorily
in the field of research. Some researchers consider musicality to be a hereditary
characteristic, whereas others interpret musicality as a subject of experiment for
research in music psychology. Roiha (1965, 42-50) estimates musicality as a chal-
lenging property to define unambiguously. According to Lehtonen et al. (2016),
musicality is a complex entity where environment and personal properties play
a significant role. Jarveld and Leisi6 (2009) define musicality as 'the ability of
breed to conceive and enforce events related to rhythm and pitch together with
the intensity and color of the sound.' Oikkonen (2016) argues that musicality is
transmitted genetically, in which case, the following question then arises: if mu-
sicality is determined genetically, then why waste any effort on general music
education? Ojala (2009) answers that musical readiness and ability can be devel-
oped further with the help of trained guidance.

Furthermore, Ojala defines 'true' musicality simply as understanding music.
However, Eerola (2011) argues that even if it is generally noted that all people
can understand music and produce music at an individual level, only a minority
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of people are seriously unmusical. With this argument, Eerola refers to amusia, a
musical disorder. According to Eerola, serious unmusicality denotes absolute in-
capability to recognize the essential elements of music. However, Lehtonen et al.
(2016) term the kind of unmusicality encountered at the sub-heading as a musical
restriction that may have various reasons preventing a person from expressing
him or herself musically. Musically restricted people can develop musical skills

and express themselves with guidance, recognition and long-term help (Num-
minen, Erkkild, Huotilainen, & Lonka, 2009; Punkanen, 2011).

4.3 Musicality and Musical Skills in Music Education Practice in
Comprehensive School and Waldorf School

I have heard the phrase ' cannot do that. I am not musical at all!' many times
over the years. It represents a musical phenotype focusing on an individual with-
out observable artistic abilities. The idea of remarkable musical capability legiti-
mizing singing, playing, or engaging in other music activities has reflected the
picture of music educationthrough decadesin Finnish schools (Numminen, 2005,
19, 57-58, 67-69; Juvonen et al., 2008; Lehtonen et al.,2016; Kosonen, 2012). Indeed,
it seems to be relevant in schools even today (Honkonen, 2018, Kosonen, 2009).
For example, we can have a group of pupils in class playing instruments while
others are singing. The first group includes pupils who are musically capable or
talented at working with devices. The singing group is more heterogeneous, un-
shaped. It consists of pupils with different capacities expressing themselves us-
ing the voice as an instrument. Some of them have real difficulties with singing,
and a few in every group are unable to use their voice correctly due to a physical
restriction (Honkonen, 2018, Numminen et al., 2009). The FNCCBE 2014 requires
functional music education where 'the thinking and perception of the pupils are
developed by offering regular possibilities to work with the voice and music,
composing, and other creative productions. In general music education, the stu-
dents are studying music versatile, which will assist the development of their
articulacy' (FNCCBE, 2014, 141)

According to Numminen (2005, 41), the traditional view of musiceducation
leans on the aesthetic values of Western concert music. In school, this culminates
in celebrations around the year, where the task of music education is to prepare
presentations. The material for these performances generally contains ready-
made compositions that require students with adequate musical capability, thus
leaving a specific part of students out of the performance. Indeed, music educa-
tion practice still strives to create impressive performances instead of guiding
students to activities according to their capabilities, as the FNCCBEs of 2004 and
2014 instructs (cp. Partti 2016, 23; Lehtonen et al., 2016; Lehtonen & Juvonen,
2009).
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Although improvisation and composing provide possibilities for creating
new music, a band playing still has a firm footing in the comprehensive school
practice (Partti &

Westerlund, 2013; Partti, 2016; see also The Association of School Music
Teachers, 2019). However, in the context of music learning, a fundamental prob-
lem with band playing is that it does not engage students equally and demands
at least some formal musical ability. Despite the tendency towards taking indi-
vidual abilities and interests into account in the FNCCBE 2014, the band playing
and singalong still form most of the means in educational use. In Waldorf educa-
tion, this characteristic appears notably less, likely because of the cultural back-
ground resting on the tradition of Middle-European music education. Neverthe-
less, the equality in Waldorf music education remains incomplete because of the
'band playing' metamorphosis according to the ideals of Western classical music
within various groups containing traditional acoustic concert instruments such
as strings, winds and keyboards. Like in a band, these instruments demand prac-
tice and skills (Rawson & Richter, 2004, 219-228).

The FNCCBE 2014 offers several instructions and proposals for developing
music education towards musical activity outside the school and further in life.
The selection of implements is presented through the assignment of the subject
and defining the aims related to the learning environs and working methods. For
the present, school music education has held an institutionalized position with
an established practice in music producing like singing and later developed in-
strumental playing in groups and bands (see Kosonen, 2009: Kosonen, 2012).

Moreover, if we observe a local curriculum for music in a Finnish compre-
hensive school - as an example in study 3, The Curriculum of Basic Education of
Lempaéédld Municipality (2016) - itis evident that the curriculum contents are still
primarily aimed at students with cognitive musical abilities. The problem is in
the idea of being musical; music-making is still widely understood through
ready-made songs and compositions. The curriculum instructs to perform the
repertoire in front of an audience, making the performance an essential objective
of music education (Burgess 2013, 151; Ray, 2010). In Waldorf education, empha-
sis is on musical material created for the Waldorf Schools - self-created music for
the events, festivities, and theater performances form a significant activity of the
repertoire prepared in the classes. Nevertheless, playing music is only a small
component of music education containing various ways to approach musical ex-
perience and cognition.

44 Learner-Centered Approach

FNCCBE 2014 instructs firmly in the use of phenomenon-based learning with
multidisciplinary learning modules. For the first time, the schools must form at
least one module during the school year (Finnish National Agency for Education,
2016). This renewal guides the education process towards 'exploring holistically
authentic phenomena' (Symeonidis & Schwarz, 2016, 35). According to Sahlberg
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(2015), Finnish schools have been experimenting holistic approach to teaching
and learning since the 1980s. The learner-centered approach seems to have a cen-
tral role in education when we observe the values of FNCCBE. The learner-cen-
tered approach, however, has been essential to Waldorf education through the
existence of Waldorf schools. According to Schieren (2012, 72), 'Learning occurs
through interaction with reality; this interaction should be as comprehensive (ho-
listic), active and - above all - experiential as possible. It is not just an accumula-
tion of factual knowledge'. Bransby & Rawson (2021, 38) remark that education
in Waldorf School supports students' individual process of self-formation by
providing learning opportunities, experiences, content, and opportunities to
learn'.

Further, learning does not primarily represent competence of producing
measurable information but accomplishing to use knowledge meaningful to cre-
ate new knowledge and meanings towards social good and welfare (Bransby &
Rawson, 2021). The basis of Waldorf education leans on the phenomenological
tradition to observe the world and receive knowledge of the surrounding reality.
The phenomena will be surveyed widely in the context of perceived relations
forming the entirety. Phenomenological and phenomenon-based approaches
form a suitable application and working area for learner-centered education.
However, in the learner-centered approach, knowledge and experience are in a
longer perspective evident in Waldorf education.
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5 AIMS

General musiceducationrequires researchand development; therefore, the curric-
ulum, especially the core curriculum, plays a particular role in this process. This
matter is commonly well acknowledged. However, there is a need for a more com-
prehensive understanding of the possible interaction between curricula based on
divergent pedagogical approaches and philosophy. Furthermore, developing the
curricula structure through shared aims and educational methods is essential for
deepening the educational collaboration. A primus motor for this study has been
an ambition to expand the understanding of the benefits of the dialogue between
various educational directionsinmusic education. The expectations focused on the
possibility of the results and outcomes to indicate solutions, methods and means
in approaching the vision of learner-centered learning in music.

The present dissertation was an ongoing process consisting of three sub-
studies, which were contextualized across the instructions and directions of the
FNCCBE 2004 toward the reform of the FNCCBE 2014. The sub-studies include
the position of the Waldorf School curriculum in 2011 and the comprehensive
school curriculum in 2019, supplemented by data regarding adult students in a
Waldorf School teacher training institution in 2015. The interest in research on
the principles and methods of music education was present from the beginning
of the process. However, the subject matter soon expanded to reflecting these
issues also from the perspective of curriculum development. The research ques-
tions of the studies were specified during the process. The main research ques-
tions and their interactive conclusion are presented in Figure 1.

The present work aims to survey the overlap between the Finnish compre-
hensive school and Waldorf School curricula and understand the essential inter-
face between the methods used in both education systems. These elements are
approached and defined from the perspective of the personal experiences of the
individuals and their engagement with the music, realizing the musical activity
both alone and within a group. As a synthesis of the separate studies, the benefits
and methods of music education in the Waldorf School are placed in dialogue
with the corresponding elements in comprehensive school, and conclusions are
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STUDX 2
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practice

FIGURE1  The main research questions in the sub-studies and their interactive
conclusion

The first study, Not Experts — But Music! aimed to determine the core of the prem-
ises of music educationin the Waldorf School. The voice was given to the learners:
the study aimed to identify the possible benefits of musical participation and mu-
sical activity based on the reflection and experience of the students. When col-
lecting the data, the Waldorf and comprehensive school curricula had discrepan-
cies, particularly in the quantity of music education. The methods and working
habits also contained differences, with the main character being the sentiment on
learners® abilities within music-creating and the question of the role of musicality.
In the paper in question, the main interest was to understand how the adolescent
Waldorf-School students perceived the impact and relevance of live music-creat-
ing in terms of their broader development, wellbeing, and self-esteem.

The second study Improvisation Workshops and Developing Musicianship. A
Study in a Finnish Waldorf Teacher Training College focused on creating knowledge
on how a group improvisation workshop impacted future Waldorf School teach-
ers' social and musical development. Improvisation has gradually developed as
one of the essential working methods in Waldorf pedagogy. The sample of the
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teachers' experiences provided a chance to observe the influence of improvisation
in a group of adults with different school frames; the participants had back-
grounds both in publicand in Waldorf schools. At the time of the inquiry, the
FNCCBE 2014 was about to be completed. The essential directions of music edu-
cation focused on the increasing amount of improvisation and composition as
main educational methods. Since the workshop participants had various back-
grounds concerning music-making, it was necessary to chart the influence of and
reactions to music-making within a team from the angle of a learner's experience
of music and learning. The process aimed to describe and evaluate improvisation
in the sense of musical and social development. Finally, the study aimed to un-
derstand the impact of the collaborative music-making method on generating re-
assessed relations to musicin general.

The purpose of the third study More Music — The Extended Syllabus on Music
Education in Finnish Comprehensive School, was to concretize the possible effects of
recent modifications to the FNCCBE 2014, where one additional hour per week
was allocated for music for grades seven to nine. First, the survey aimed to un-
derstand the students’ experience and reaction to the increased quantity of music
education. Second, since the suggested tools, such as improvisationand compo-
sition, were given notable importance in the curriculum, the study focused on
mapping experiences of the expanding educational methods. These methods
mentioned above are familiar in Waldorf education, so they were an essential
research subjectalready in the first study in this dissertation. Some of the patterns
and methods of Waldorf education, for instance, improvisationand composition,
became a substantial part of the entirety of the FNCCBE 2014 during this disser-
tation project. Studies 1 and 3 share the element of addressing adolescent stu-
dents' music education experiences that implements these working methods.
Therefore, the comparison of the results of these studies allowed for a search for
similarities in students" experiences and, further, in the interface of music educa-
tion between Waldorf and the Finnish comprehensive school.
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6 STUDIES

In Waldorf schools, art education forms the basis for the school; in principle, it
permeates all educational subjects. The teacher is seen more as an artist whose
art manifests itself in education and teaching. In curriculum practice, this means
the inclusion of art subjects in other subjects. In the case of music education, mu-
sicis extensively subsumed under the contents of the curriculum. Therefore, mu-
sic has more substance in the Waldorf school curriculum than the distribution of
lesson hours in subject music allocate. However, the instructions of the FNCCBE
2014 raised methods that have been more in use in Waldorf schools, such as
workshops, improvisation and composing. Significantly, in the FNCCBE 2014,
the inclusion of the subjects strengthens in the form of interdisciplinary learning
modules, and the holistic perspective emerges by observing the students' indi-
vidual qualities.

The three sub-studies of the current research focused on the interface of
learning and the benefits of the used educational methods. The research followed
the principles of the mixed research method (MRM,; see, for example, Johnson &
Onwuegbuzie, 2004; Spratt, Walker & Robinson, 2004). The MRM forms a com-
bination or synthesis of qualitative and quantitative methods. Both quantitative
and qualitative methods were used to construct more precise and understanda-
ble results in the studies in question. The research methods in the studies varied
from grounded theory and phenomenographic analysis to survey research. Each
study enabled the collection of the specific data for its purpose and proper anal-
ysis. Triangulation of methods and data sources contributed to the project's over-
all validity and allowed a comprehensive understanding of the topic. Overall, the
project was qualitative, aiming to create new insight on nature and the perceived
relevance of such working methods that bridge the different pedagogical tradi-
tions. Since the topic was relatively unstudied in terms of prior literature, the
emphasis was placed on data-driven qualitative approaches to knowledge crea-
tion. The detailed research process of the studies is presented in the original pa-
pers. The aims, methods, and results of the sub-studies are summarized below.
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6.1 Study1:Waldorf School Students™ Assessment of Music
Education in Upper Comprehensive School

The current research process started when the effect of and respect for school
music education, especially in adolescence, became interesting for two reasons:
the educational methods employed and the quantity of musiceducation. The dif-
ferences between the Finnish comprehensive school and the Waldorf School were
noticeable. As a Waldorf School music teacher, I decided to begin the research
process in a familiar environment. The focus of the first study, Not Experts — But
Music!, was based on interest in the students™ attitudes, expectations, and music
educationassessment. It focused on the necessity and benefits of musiceducation
from the students™ perspective. A particular starting point for this study was to
understand the musical experience of the students who have not shown proven
musicality, musical talent, or music as a specific interest.

The related research was limited; therefore, the theoretical framework,
overall, was built on the literature and the curriculum of Steiner / the Waldorf
School music education together with the Finnish Core Curriculum for Basic Ed-
ucation 2004, the Finnish Core Curriculum for Basic Education 2014 and, where
applicable, the research on school music education in Finland. The questions
were formulated from the basis of music education as a part of the curriculum.
The data was collected via semi-structured and, later, structured interview meth-
ods based on the previously collected semi-structured data. However, the theo-
retical framework of the research subject was diffuse.

Almost no preceding research existed on the subject. The data processing,
analysisand interpretation of the results followed the principles of grounded the-
ory, which is primarily aimed at research areas with limited or no previous stud-
ies (Charmaz, 2003). According to the chosen research method, the data were
coded and analyzed in three main categories representing students’ musical
identity, attitude to the musiclessons, and aspects of the necessity of music edu-
cation. The analysis followed the basic tenets of abductive analysis based on hy-
potheses that direct the study instead of expanding the research focus.

The field of school music education seems to be somewhat complicated in
Finland. The history of music educationindicates that instead of focusing on how
the educational method endeavors towards what in the education contents. While
this may not be extrapolated, the research seems to confirm the segmentation of
school music education into musical and musically restricted students. This seg-
mentation can result from the teacher’s attitude or even from the instructions of
the local curriculum.

The expectations for student’s progress may be ambitious, perhaps with an
objective of a talented performance such as a school musical. Students are pri-
marily assessed on their musical skills and abilities (see Numminen et al., 2009).
The challenge, especially for comprehensive school music education, is to find
ways and methods to engage all students during music lessons to benefit indi-
vidually (Ray, 2010). Nevertheless, the aims of the FNCCBEs of 2004 and 2014
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have not been achieved. However, the methods and understanding of the neces-
sity of the changes in music education have attracted more extensive attention.

The results demonstrate that music is needed and an essential subject in the
Waldorf School. For music education, a clear advantage is that music is an ongo-
ing subject in the Waldorf School curriculum throughout the school years. It
seems to provide confidence and stability in developing musically. According to
Rudolf Steiner, every child must be able to take part in music lessons. When all
students have equal guidance and, at the same time, their capabilities receive at-
tention, their motivation will likely increase and lead to acquitting oneself well.
One of the essential findings in the study was that musically restricted students
could benefit from alternative working methods, for example, improvisationand
composing, which are the essential working contents in Waldorf education.
Therefore, the study indicates that the application of social working methods,
such as improvisation and composition, may prove to be the central themes for
future music educationin general.

The study results indicate that producing music frequently generates a joy-
tul and positive mood, which supports the desire for everyone to have an oppor-
tunity to be involved in music-making (see, for example, Cunha & Lorenzino,
2012). Practical music education in adolescence is essential for general develop-
ment (Hairo-Lax and Muukkonen, 2013, 40-42). In summary, it seems that pro-
ducing music frequently generates positive moods. This study suggests strongly
that school music education is remarkably vital for musically restricted students.

6.2 Study 2:Social Working Methodsand Developing Musical
Growth

The second study Improvisation Workshops and Developing Musicianship. A Study in
a Finnish Waldorf Teacher Training College focused on the impact of improvisation
on learners' musical experience. The research aimed to determine the quality of
the social and emotional experiences, which may assistin finding the relationship
to the musical acts in the process of improvisation. Furthermore, the study fo-
cused on understanding the influence of collective music-making on developing
either a new or a reassessed relationship to music. Playing games and instru-
ments, singing, improvising, and creating small-scale compositions, are essential
educational methods in Waldorf education (see, for example, Stene, 2018).
Among other artistic activities, teaching music and acting with music are based
on social collaboration. The study endeavored to create a broader understanding
of the experience of social-collective music production and its impact on the mu-
sical progress of an individual.

The inquiry was conducted as a workshop at a Finnish Waldorf School
teacher training college during 2014-2015 as part of the students' specializing in
music, aiming to develop musical activity and skills through improvisation and
composition. Furthermore, the inquiry was executed in an unstructured form
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using notes and memos. The participants were from various musical back-
grounds and were instructed sufficiently to proceed with the assignments of dif-
ferent types and variable working teams. The data were processed and analyzed
in principles based on phenomenographic analysis aiming to focus on the partic-
ipants' central experiences and thoughts. In addition, the data was encoded in
three main categories, containing a classification of experience, consequences,
and tools, and further into 12 subcategories.

Social working methods have a built-in possibility to descend into a far-too-
complex mesh if the instructions and structure of the exercise do not have a com-
petent direction and guidance. In the study, the results indicate a partly reserved
attitude to the workshop; however, a closer analysis reveals participants' insecu-
rity in the situation as a primary cause of the probably inconvenient state. The
study suggests that using a workshop as an essential tool in developing music
educationand positioning it at the center of music teachers’ training may repre-
sent the required actions in future music education.

However, regardless of participants' noteworthy interest in becoming ac-
quainted with various instruments, the study indicates noticeable insecurity
among participants with only a remote musical background. According to the
data, this originates mainly in the former expectations at school, in the sentiment
of the music teacher towards musically restricted students (Numminen et al.,
2009). The FNCCBE 2014 instructs music teaching to consider the needs of an
individual learner and employ the social working methods of improvisation and
composition (see Berghetto & Kaufman, 2011; Erkkild, 1999; see also Ray, 2010).

Music-creating changes slowly, and developing digitalization offers a wide
variety of tools, which means changes in actual work and a reassessment of the
attitude to the means of musical expression (Partti & Westerlund, 2013). In the
study, the outcome of the participants with remote musical experience was ex-
plicit: the social working method encouraged them to approach music with a re-
modeled sentiment (see, for example, Cunha & Lorenzo, 2012). Furthermore, the
study exhibits that improvisation may pave the way for developing lifelong
learning interests in music. The study results indicate that social working meth-
ods, such as a workshop, may represent a valuable instrument in rediscovering
and bringing to the surface repressed musical action.

6.3 Study 3: Extended Syllabus - Students™ Attitude
and Assessmentto Music Education in Upper
Comprehensive School

The purpose of the third study More Music -The Extended Syllabus on Music Edu-
cation in Finnish Comprehensive School, was to find out the experiences of the ex-
tended syllabus among a group of eighth-grade students in comprehensive
school. According to the education provider's decision, the curriculum reform in
2014 offered an extra weekly hour of music for grades seven to nine. In the study
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in question, the extra hour was allocated to grade eight. In the first study in this
dissertation, the questionnaire was performed with a secondary school-aged
group of students from three Finnish Waldorf schools and who already had mu-
siclessons in grades seven to nine. Therefore, the extension of the syllabus in the
FNCCBE 2014 offered an opportunity to conduct the inquiry ina comprehensive
school with students in roughly the same age group as in the comparison mate-
rial. The focus of the study was similar to the first study, striving to chart stu-
dents” attitudes and understand their assessment and demands of music educa-
tion.

The inquiry was executed in a comprehensive school in spring 2019, where
music became a compulsory subject for the first time for eighth-grade students,
extending the curriculum to a total of eight weekly hours. The inquiry was con-
ducted as survey research, including a self-administrated questionnaire. Data
collection using the method mentioned enables the use of both categorical and
numerical data. The data was collected from 113 students, with an almost even
splitbetween male and female students. The questionnaire had three themes con-
taining 25 categorized questions, and the interpretation exploited the use of sta-
tistical data by way of quantitative and qualitative analysis conflated with the-
matic analysis. Figures and charts illustrated the numerical data, and the inter-
pretation of the results was based on the descriptive statistics of the quantitative
data and explication of the qualitative analysis.

The FNCCBE 2014 guides students to take more responsibility, and its in-
structions for teachers to teach at a more individual level were accepted by 96%
of the students. A personal exploration of musical elements and encouragement
to trust in one's abilities stimulates students to participate more actively and cou-
rageously in the lessons. Music has a positive impact on the students, and the
vast majority of them experience the music education necessary for the school
(cp. Eerola & Eerola 2014). According to the study results, students who seem to
have a musical restriction or incapability may benefit most from the curriculum
reform. The research indicates that these students are motivated when participat-
ing in musical activities and have a positive attitude toward learning.

The study results illustrate the significance of music education in the Finn-
ish comprehensive school (see Eerola & Eerola, 2014). Although the number of
respondents was limited, the sample was substantial and explicit enough to con-
clude the importance of and need for music. Eighty-seven percent of the students
experience music education as increasing their musical activity. However, the re-
sults conflict with the study of McPherson & O'Neill (2010), where the signifi-
cance of music in the school was estimated to be fundamentally lower. Despite
the outcome, the differences between the current study and McPherson & O'Neill
can be explained by the distinct nature of the educational system and structure.

The study's primary outcome is the position of music educationin general;
musicis a widely accepted subject, and its positive impact is apparent in schools.
Furthermore, the possibility to work with greater independence according to
one's abilities received extensive assent. The third study confirms the first study
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results, which argues for the significance of music education for all students, re-
gardless of their abilities or proved musicality.
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7 DISCUSSION

The educational content of the core curricula of Finnish basic educationand Wal-

dorf education seems to have a congruent foundation when observing the struc-
ture and frame. Although the pedagogical approach of basic education differs
from that of Waldorf educationin educational material, music instruments, and
the understanding of the phases of age and trajectory of development, the effect
of Western music history and development can be perceived in the content of
both curricula. This understanding may not be dependentonly on the regulations
of the FNCCBE 2014, which leaves the outlining of the details and educational
content to the education provider. It seems reasonable and probable to presume
that the development of Western European music has a definite impact on the
structure and base of the curricula. In fact, in Waldorf education, the connection
to the development of Western music can be found in the syllabus for music that
Steiner indicated for teachers (Stockmeyer, 2001, 174). However, in general, the
focus of music education is not only on learning musical skills but also on the
social development of the students. This particular aim, human growth com-
bined with social intercourse, forms an important content of music education.
The current work summarizes the background and means for mutual develop-
ment possibilities and benefits between Finnish basic education and Waldorf ed-
ucation. The general findings, limitations, and implications of the current project
are discussed below.

71 Summary of the Results

The present work consists of three sub-studies: the first and third examine stu-
dents® sentiment to music education at the secondary school level. The second
focuses on the experiences of an improvisation workshop in a group of graduat-
ing Waldorf school teachers. The findings of the studies foreground the im-
portance of subjective musical experience in the process of musical action. Ap-
proaching various musical elements through participants™ personal experience
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was found very important and necessary. Music (listening, acting, playing, sing-
ing) was experienced as a vital element among the participants. Moreover, social
working methods as free improvisation and composing have a particular signif-
icance for the students with limited or not at all musical experience. The exercises
of free improvisation included in this dissertation did not demand a predeter-
mined ability to create sounds or handling an instrument. According to data, the
participants experienced improvisation and compositionexercise expressive me-
diums for getting acquainted with music. Furthermore, finding a personal ap-
proach to music-making was accepted as positive and empowering.

The first and third studies were conducted before and after the FNCCBE
2004 and 2014 curriculum reforms. The first study represented when the Waldorf
School curriculum contained music for all grades, contrary to comprehensive
school, where music was an optional subject not until seventh grade. Therefore,
it raises a question about the relevance of the comparison material with the third
study. However, the inquiry of the third study occurs in similar circumstances,
where music has expanded as a common subject to eighth grade. It may be seen
as contradictory that the Waldorf School students were aware of the continuity
of music lessons in later school years. However, according to the purpose of the
current study, this fact should appear as an annotation at most. Both studies in-
dicate a positive approach to music education and, de rigueur, music in school in
general.

Music educationis an essential part of the curricula. The studies on this dis-
sertation underline the significance of personal guidance and training for all stu-
dents, regardless of their musical background. Furthermore, the appreciation for
music education did not seem to depend on musical practice or the presence of
music in daily life. In the current paper, the results emphasize the relevance of
the functional activity of music creating and indicate increasing interest in social
collaborationamong the participating students. The data of the third study raised
similar perplexity among the students when the question concerned the absence
of and need for music in general, as it did in the first Waldorf School study. In
both studies, it was apparent that music education has an essential position in
the curriculum. The inclination toward music education is incontestable when
the results of the studies are compared.

It is noteworthy that the study results focus on functional music creating,
such as improvisation, playing and composing, and social working activities. The
second study in this dissertation underlines the possibility of a novice becoming
acquainted with music-making if the circumstances are framed and designed for
a simple action. Recent research has been praiseworthy of several studies con-
cerning the impact of music on mood, health, and the various manifestations of
psychophysical existence. The findings indicate the experience of acquitting one-
self well, regardless of one's initial insecurity or uncertainty. The data suggests
that the music-making experience can encourage an effort for music creating and
even for ongoing learning. The social working tool, a workshop, was an accepted
instrument for the proceeding exercises, although it also provoked some incon-
sistency in the groups. However, this did not result from the musical capability
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or ability to express oneself through music. The triangulation of the studies offers
the possibility to present the results and findings as a premise for further research
and evaluation of the aims and methods of future music education in general.

7.2 Limitations

The three studies in this dissertation form a body of research that encountered a
change in circumstances because of curriculum reform in 2014. While the changes
in the curriculum in music education were not fundamental, they still impacted
the educational surroundings and contents. The first and third studies were car-
ried out under different curricula. The first study was performed under a core
curriculum, where music was a compulsory subject until seventh grade in com-
pulsory school. In Waldorf school, however, music was compulsory at eighth
grade, which was the defined age group for the research. The third study was
performed under FNCCBE 2014, which raised the number of weekly music les-
sons to eighth grade in Finnish comprehensive school. This development made
the observing and comparing of the Finnish comprehensive school eighth grad-
ers' position to Waldorf education possible. Both studies have extensive data to
explicate the results and findings complementary to each other and illuminate a
new understanding of the research subject.

The second study contains the perspective of workshops and improvisation
from Waldorf School practice. Improvisation and workshop do have a long his-
tory in Waldorf pedagogy. Therefore, the collected experience of the working
methods is worth researching when exploring the themes more profound. How-
ever, when the questionnaire is in a free diary form, a narrative, it is challenging
to obtain reliable information to exclude the influence of changing moods and
sentiments of the participants. Problems may also occur about the subjectivity of
the findings, even though every attempt was made to eliminate impreciseness in
analyzing and interpreting the data. Open questions also remain in the compara-
bility of the data collecting methods, for example, a free description versus a
structured interview. Nonetheless, narratives can enable the gathering of raw in-
formation and data, perhaps representing the genuine and recent expression of
the subject.

Data of the different research groups (students in Waldorf school, students
in comprehensive school, students in Waldorf teacher training college) is col-
lected using different methods (unstructured questionnaire, narrative, structured
questionnaire). Therefore, the entirety is not suitable for comparing the experi-
ences of different actors to the best possible way. However, the themes of differ-
ent actors do have mutual interfaces and produce an understanding of the im-
portance of creative music-making and interactive participation in music educa-
tion, each from one's perspective.

The efficacy of the new themes and implementations of the FNCCBE 2014
for comprehensive school needs more comparative research concerning Waldorf
education to gain a deeper understanding of the framework of and the interface
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between the curricula. Itis alsoimportant to note that this research does not cover
the practical methods and instructions in improvisation and workshop training
for classrooms in more depth. These require more specific research, cooperation,
detailed schooling and understanding of the issue.

7.3 Implications

Alternative pedagogical systems, like Waldorf education, may be observed as
humanistic and philosophical educational constructions, which have developed
as an antagonism, a reaction to a unilateral conception of cognition and learning
processes. A holisticand comprehensive approach to a learning process can open
an advance to discover the benefits of a holistic view for a pedagogical approach
to Finnish comprehensive education (see, for example, Wright, 1996; Dillon, 2007;
Modell, DeMiero & Rose, 2009).

Observing the social working environment and intercourse is one of the pri-
mary emphases in the FNCCBE 2014. Social intercourse has been the fundamen-
tal element of Waldorf education since establishing the first Waldorf School in
Stuttgart in 1919. Therefore, the social working methods in Waldorf education
have developed over the years based on the ongoing research and development
work of the schools and the teachers.

Although improvisation has been an essential factor in the history of com-
position, it has not held a particular positionin music educationin either Western
Europe or Nordic countries until the latter half of the twentieth century. Never-
theless, improvisation and, with its help, instrument learning have been a sub-
stantial part of Waldorf education, particularly in early education, but also
through the entire school time. This tradition has led to the development of var-
ious methods and, especially for the Waldorf School, generated instruments.

The second study in this dissertation indicated the social working method
as a tool for future music education. Therefore, it is essential to move forward
with class teachers® and music teachers™ training to establish proper tools and
achieve proficiency for offering high-quality music education, which would re-
spond to future challenges. The FNCCBE 2014 demands collective and social ac-
tions for education to develop affinity and creativity in schools. The Waldorf
model for improvisation as a part of social play and further as a tool for creative
music-making offers a chance to develop and deepen social collaboration in ed-
ucation. Improvisation forms an instrument, a medium, which focuses on the
phenomenon itself, on how instead of what. Phenomenon-based learning is one of
the premises in the FNCCBE 2014. Therefore, the Waldorf model could form a
specific interface with comprehensive school curricula.

Furthermore, this research refers to music teachers' desire for compulsory
music educationthrough the entire comprehensive school. In Waldorf education,
the continuity, gradual growth, and understanding of age-phased development
build the learning structure frame. Students' positive attitude towards general
music educationis evident according to the results of the first and third studies.
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Following the principles of the FNCCBE 2014, the significance of musiceducation
is substantial, particularly for musically restricted students, as this paper pre-
sents. When evaluating the significance of music education, the question of the
impact of the teacher remains unanswered in this connection. However, it can be
presumed that proficiency and motivational presence may positively impact stu-
dents” activity and motivation.

The FNCCBE 2014 includes directions towards observing and encouraging
the personal and individual development potential of students. It suggestsa care-
ful approach to the learning process and especially the experiences and sensa-
tions of learners. Indeed, the contents of the subject music should be analyzed
concerning the expanding forms of expression and use of digital media (Partti &
Westerlund, 2013). The cognitive information processing approach needs to
broaden the concept of learning to scrutinize a holistic approach in music educa-
tion. The participants of all three studies in this dissertation highlight the mani-
fold and comprehensive experience of music. According to data, music and mu-
sic-making connects profoundly to the subjective experience of one's personality,
ability, and role as part of the group.

Both the FNCCBE and the WSCC strive to expand the perspective of music
curriculumto include the reappraisal of the idea of musiceducationin its entirety,
focusing on the expectations of the results and outcome of general school music
education. Suppose music education aims at the formal ability of students to act
with music. In that case, the pedagogical solutions according to a traditional cog-
nitive approach could be the answer. However, if music education aims to de-
velop versatile abilities and experiences of music, then the holistic approach and
comprehensive cognition research could further outline the direction of the edu-
cational content.

74 Conclusions

A comprehensive prospective of learner-centered education includes a percep-
tion of the capability of anindividual as a learner. According to Siirola (2009, 172),
the modern view and development no longer correlate with the attitude of a re-
stricted structural concept of learning. Social interplay and development of peo-
ple skills convert to act more complicated and multi-directional, where learning
is not just defined as a simple cognitive process. The concept of learning may
widen to concern the complete human being in his or her diversity. It may ex-
pand the possibilities of learner-centered teaching to grow into humanistic and
experiential learning (EXL) and holistic and experiential education (Westerlund,
2005).

Waldorf education presents an educational system based on a holistic, com-
prehensive understanding of the development and growth of students. In the
current dissertation, however, the results suggest that the FNCCBE is approach-
ing the aims and methods of the WSCC. The rapprochement is noticeable in the
social working area, where the FNCCBE strongly emphasizes the significance of
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social activity and collaboration, which are the essential features in Waldorf ed-
ucation. However, the FNCCBE also underlines the importance of guiding the
individual learner. At least for some Waldorf schools, it may still pose challenges,
which are still accustomed to executing learning process with principles based
on control over the group dynamic behavior and definitionof students™ activities,
guided by the doctrine of temperamental behavior. It, however, exemplifies more
the divergent interpretation of Steiner's perception and instructions which, at
least partly, disregards the idea of Waldorf education where a child is set in the
center of the learning process.

The realization of the educative aims of music classes differs in Waldorf
versus comprehensive school education. Finnish general school music education
leans still mostly on ready-made music. Traditional singalong and band combi-
nations are employed, excluding the ambitions of specialized comprehensive and
high school music classes. Also, music education in the Waldorf School leans
partly on ready-made music but predominantly on the tradition of Western con-
cert music and musical plays. Nevertheless, Waldorf schools have produced a
noticeable amount of new music based on the improvisation and composition of
the students and teachers, realized mainly by the acoustic instruments designed
for the purpose. Collaboration on this level would be exciting and valuable for
both educational organizations. According to Stene (2018, 45), Waldorf education
does not represent the concept of learner-centered education alone.

Further, Stene emphasizes Waldorf school music teachers to participate
more intensively in the general music education discourse. It could create a prof-
itable foundation for research and, further, develop musical interplay and music
teaching in Waldorf education. Expanding the methods and means could aid
Finnish comprehensive school to bring in social working experience and exper-
tise. As for Waldorf schools, the benefit could come from experience and
knowledgein electric and digital interface-based instruments and music technol-
ogy in education.

One of the main characteristics of Waldorf education is, as already men-
tioned, comprehensive social collaboration and a learner-centered approach to
the students. This definition also correlates with the built-in structure of Waldorf
education: 12-year comprehensive schooling. According to previous research
and the results of this presentation, the continuity of education seems to be a
sustainable and long-lasting route for pursuing the idea of learner-centered and
further lifelong learning. The continuity may be achieved in different ways. The
current dissertation suggests revising the structure and methods of the curricu-
lum in Finnish basic education further towards the holistic and comprehensive
direction that Waldorf education exemplifies. However, this requires substantial
additional research and collaboration on the subject. One open and critical ques-
tion in this liaison might concern the ideological and philosophical frame of ref-
erence in the history of Waldorf education. It may even form a subject for a more
comprehensive discourse: is an ideological foundation generally suitable, ac-
ceptable, or even necessary for furthering the variations in school music educa-
tion?
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Not Experts — But Music! Remarks on
Adolescents’ Music Education in Finnish
Waldorf Schools

Jyrki Honkonen

)
w. "Every human being is an artist” (Joseph Beuys)

Remarks on Finnish School Music Education

This article reports on a study of the effects of music on Finnish adolescents’
experiences and perceptions on their psycho-physical wellbeing and
development. Specifically, the research focuses on the impact of Finnish
schools” music education on the social and psycho-physical development of
Finnish young people during the vulnerable stage of adolescence.

When | started as a music teacher in a Finnish Waldorf school in the late
1980s, | did not give much thought to music teaching or its underlying principles.
The question first arose in the context of everyday practice, which | observed
when teaching upper secondary school pupils. The pupils were divided into
categories according to their musical abilities. This was not official practice but
was rather an accepted convention aimed at separating the more musically
capable or talented pupils, who would then receive more guidance, leaving
the less capable to find their own way with considerably less guidance. So
far, public recognition of this tacit convention has been limited; instead, it has
been asserted that music teachers encourage all pupils equally. This implies
that pupils may participate in the lessons just as they are, and that they are not
streamed according on their musical abilities (Muukkonen 2010, 33—-38).

However, critical voices have been raised, and music teaching and its effects
on pupils in Finnish schools have been the subject of many recent studies (see
for example Juvonen, Lehtonen and Ruismaki 2008; Lindstrom 2011, 11-13;
Numminen 2005, 8, 46—49, 57—58). Such research has mainly focused on the
acceptance of an individual’s musical ability. As Jaakko Erkkild (1998, 10) points
out: "So many teachers surely feel a certain temptation to sift out individuals
with musical ability, and to invest primarily in them while trying to manage with
the rest as best they can.”’ Listening to music, active involvement with music

' Niinpd monet opettajat varmasti tuntevat tiettya kiusausta seuloa oppilasainek-
sesta musikaalisesti lahjakkaat/harrastuneet yksil6t, panostaa etupddssa heihin
ja yrittaa selviytyd lopuista parhaaksi katsomillaan tavoilla. (English translation
by the author.)



and various forms of music therapy have been shown to have a clear association
with and impact on both adolescents’ psycho-physical and emotional growth
and development and their physical and mental wellbeing (Saarikallio 2007, 12,
15—18; Saarikallio 2011). The findings indicate that the criteria for participation
in music education in Finnish schools should be reassessed, not only with
respect to the Finnish national curriculum, but also in practice.

Naturally, this means increased investment in teacher training resources.
The basis and structure of Finnish music education are presented in the Finnish
National Core Curriculum for Basic Education 2014 (henceforth FNCCBE 2014),
which lays the foundation of music education in grades seven and eight, when
music is no longer a subject every pupil studies. This issue aside, one of the main
challenges for Finnish music education is engaging pupils whose musical ability
does not correspond to the results of musicality tests. These pupils are generally
not encouraged to study music further, nor are there possibilities for them to do
so (Juvonen, Lehtonen and Ruismaki 2008; Jarveld 2006; Ojala 2009).

In this article, | examine how Waldorf music education responds to these
challenges. The Waldorf curriculum covers 12 years of education (the 13th
year is the year of graduation). The pedagogical foundation of the curriculum
is identical across all Waldorf schools worldwide (Rawson and Richter 2004,
6). The main feature of music education is the presence of music and musical
activity from the first to the last grade for all pupils.? This offers music teachers a
valuable opportunity to observe and develop their own work and reflect on its
results throughout the primary and secondary stages of education (Stockmeyer
2001, 166-167). In the Finnish national school structure, this would not be
possible, whereas it is standard practice in Waldorf schools.?

In Waldorf schools, music teaching follows the methods of periodical
teaching, which is based on Rudolf Steiner’s (1861-1925) division of children’s
development into three different stages (i.e. age groups 0—7, 7-14 and 14-21)
(Riccio 2000, 60-66; see also Rawson and Richter 2004, 23-27). All pupils
learn to play flute and to sing in a choir, and schools create class and school
orchestras in which all pupils are involved. Music teaching and musical acting
form an intensive unity based on social cooperation (Kalwa 1997, 110-113,
118—119). For Steiner, the idea of music teaching is self-evident: Every child has
the right to participate in music education irrespective of musical tests, entrance
examinations or teachers’ evaluations. While all children may not immediately
show an obvious musical ability, a skilled teacher can awaken musicality in such
children (Stockmeyer 1976, 162—170; see also Wiinsch 1995, 14-20).

2 The position of Waldorf schools in the Finnish education system changed
after 1999, when the specific legislation governing Waldorf schools was re-
placed with the Basic Education Act. The abovementioned situation is based
on the National Core Curriculum for Basic Education 2004 and Basic Education
Act (628/1998).

3 | have worked as a music teacher in a Waldorf school from 1988 until 2015.
During this period, | have had a chance to compare the impact and outcomes
before and after the 1999 Act.
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Fducational Choice

| am interested in the phase of adolescent development during which the pupil is
offered a variety of subjects. In Finnish comprehensive schools, music education
is provided for all children in the early primary school level, and it becomes
an optional subject at the latest in the eighth grade.* At this point, pupils are
classified mainly based on their areas of interest and musical ability (Finnish
National Core Curriculum for Basic Education 2004; Kosonen 2009; Lehtonen
and Juvonen 2009; Lindstrom 2011, 16—18). The most common choice that a
pupil must make is between music and fine arts. To be able to choose properly
between these options presupposes that students possess enough information
about the target subject and the ability to evaluate its effect on one’s possible
future educational choices. This assessment depends on the one hand on one’s
decision and on the other on information provided by teachers. These two
factors form the field of inner and outer motivation.

As a music teacher, | noticed early that young people often decided
between optional subjects purely based on their existing social relations or
certain perceived requirements stemming from group dynamics. At this age,
rigid thinking in relation to the above issues can easily result in hasty decisions,
especially if a choice is combined with the aim of avoiding learning content
that, while uninteresting, might be necessary for later growth (Byman 2006,
115—126). This kind of decision does not seem to accord with the principles
underlying either the Finnish National Core Curriculum for Basic Education
2004 (henceforth FNCCBE 2004), which aimed at enabling a deepening of the
learning process, or the FNCCBE 2014.°

Indeed, it could be argued that there may be a hidden educational agenda of
reducing costs through the removal of certain subjects (e.g. fine arts and music)
from the curriculum in the name of optionality. The goals of versatile, lifelong
learning; the development of healthy self-esteem; general knowledge and the
transfer of the cultural heritage from one generation to the next (FNCCBE 2004,
8-12); or the development of wide-ranging knowledge in all seven categories
(NCCBE 2014, 19-24) do not seem to align with the level of resources available
for the subjects offered or with the content of the music curriculum. Instead, the
availability of resources has been underestimated in relation to the requirements
of the curriculum. It is likely that current practice reflects policy administrators’
lack of understanding of the reality of education.

*The Finnish National Core Curriculum for Basic Education 2014 has added one
obligatory lesson per week to the eighth grade, starting from August 1, 2017.

> | refer to FNCCBE 2014 when necessary. The changes introduced and their
impact on educational habits and practices need closer study of its own after
the 2014 curriculum has settled in.



A Child with Indiscriminate Musical Ability

The notion of a child with indiscriminate musical ability (originally in Finnish
musiikillisesti valikoitumaton lapsi) is used, inter alia, by Kimmo Lehtonen, Antti
Juvonen and Heikki Ruismaki in their essay in the national daily newspaper
Helsingin Sanomat (2008), in which they refer to the pupils who have not shown
proven musicality in tests or a strong relationship with music. In this essay, they
draw especially on research on the experience of (and inspiration produced by)
listening to ambient music, an area where the impact of music education on
mental and physical development in adolescence has been extensively studied
in recent years (see Saarikallio and Erkkila 2007; Tervaniemi 2009).

In the history of music education in Finland, research has identified a kind
of tragic legend that could be described as singing exhaustion; that is, singing
a song in front of one’s classmates as a test of musicality (Numminen 2005,
57-58). Informal discourse with various people and participants of my research
indicate that the effect of this practice continues to be common. There is a
clear need for further research on current music education practices and their
impact on the growth and development of identity in pupils with so-called
indiscriminate musical ability, especially among adolescents, who seem to
be neglected. According to Erja Kosonen (2009, 161), the division into pupils
who are active and inactive with music can already be observed in the fifth
grade. Pupils who are not familiar with music training will not choose music as a
subject in secondary school. This can be also a consequence of the mainstream
focus on classical music and its special skills in music teachers’ training. Other
elements of music, such as community, emotion and expression, have therefore
been more neglected (Lehtonen and Juvonen 2009, 97). Ava Numminen (2005,
260) suggests remedial teaching for pupils who have difficulties like staying in
tune while singing. In my opinion, the idea could be broadened to concern
other basic elements of music education, also.

Researchers have also found a link between the arts, especially music, and
the prevention and management of very serious behavioral and depressive
episodes (see, for example Punkanen 2011, 52). In practice, too often, only
musically talented or highly motivated pupils are given the opportunity to
strengthen their musical identity through active work under the guidance of a
specialist, according to Kosonen (2009, 157—161) and Lehtonen (2004, 18—19,
51-52). In music education, the focus seems to be young people who have a
musical background or who have practiced music before (Juvonen, Lehtonen
and Ruismaki 2016). Studies that have also involved children with indiscriminate
musical ability have tended to focus on young people’s consumption of music
(see for example Lehtonen 1996; Saarikallio 2011). Children with indiscriminate
musical ability should also be given the option to participate in music lessons
in the later primary and secondary school stages without being afraid of being
rejected in a musical sense. Ulla Hairo-Lax and Minna Muukkonen emphasize
the possibilities of school music education to support pupils’ wellbeing
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(2013, 42—43). AccordingJuvonen, Lehtonen and Ruismaki (2008), the challenge
in music education is pupils regarded as unmusical or those who do not have
a strong relationship with music. These notions have also been highlighted in
research on the growth of young people’s emotional and mental wellbeing (see
Lehtonen and Juvonen 2009, 100—101; Saarikallio and Erkkila 2007).

Resea rch PFOCQSS

My research is based on interviews with pupils aged 12-14 categorized as having
indiscriminate musical ability in their relationship to music and music education.
The main research question focuses on pupils who are not actively involved in
music outside school. More precisely: 1) What effects does active participation
in a group producing music have on the development and wellbeing of pupils
with indiscriminate musical ability? 2) Does direct and intense engagement
with music contribute to strengthening a pupil’s positive self-esteem? 3) Does
this lead to an increase in creative activity? Here, engagement excludes any
expectations of performing ability or other similar pressures. My study explores
the hypothesis that active, practical participation in music education benefits
pupils” psycho-physical development.

Altogether, | interviewed 35 pupils from Waldorf schools in Lahti, Tampere
and Helsinki (Finland); 13 informants answered the questions orally and 22
answered on paper. Participation in the study was voluntary. My aim was to
recruit pupils with indiscriminate musical ability and exclude those who had
music as a hobby, for example in the form of private or institutional music
lessons. Previous musical activity was not an exclusion criterion, but none of
the participants was learning to play a musical instrument at the time of the
interview. None of the informants had practiced music since early childhood,
so their musical history did not affect their participation in the study. Their
musical activity had ended at a relatively early stage and had, in practice, barely
started. My questions intended to help the informants establish their relationship
to music and music education. The emphasis was on self-assessment of the
informants’ participation in music lessons and musical education as part of their
schoolwork.

| collected the data between September 2011 and April 2012 using
two different interview methods. First, in Lahti and Helsinki, | applied a
semi-structured interview design due to its flexibility (for a more detailed
description on this approach, see Saaranen-Kauppinen and Puusniekka,
2006). This interview method permits the expansion of responses and allows
for an element of chance in addressing the topic area. In Tampere, | used a
structured interview based on the data | had gathered in Lahti. My aim was
to collect data in a situation in which the interaction between the interviewer
and the interviewee did not guide the direction of the responses in the same
way as in mutual dialogue. The data was, naturally, collected anonymously.



However, when | discuss my data in the following, | apply abbreviations 11—135
to my 35 interviewees. English translations of originally Finnish quotations are
mine.

| sequenced the interviews based on the idea of obtaining first-flow
information in the form of open dialogue. With the help of the already collected
data, | was able not only to shape the questions more precisely but also to
compare the answers with each other to find out if and how oral versus written
questions provided similar or different information. | arranged the questions
in advance into three main categories: the interviewee’s musical identity,
functional relationship to music lessons in school and emotional relationship to
music lessons in school. A total of 16 questions were evenly distributed across
the categories. The questions were unambiguous and easy to grasp at first
hearing or reading.

In the first category, | observed the interviewees” musical identity and their
relationship to music in general. The questions aimed at eliciting the meaning
of music, possible previous musical activity and the pupil’s relationship to it. |
asked the interviewees to analyze how they express themselves through music
and to describe the importance of music for them personally and in general. In
the second category, | approached music teaching purely from a practical point
of view to find out what the interviewees wanted to learn in their school music
lessons. | intended to reveal their thoughts about the relevance and importance
of music teaching while also trying to discern what opportunities they perceived
for actively participating in music lessons. | included the questions on equal
classroom treatment in music lessons and possible choices of music subjects
in this section. In the third category, | focused on how music influences
emotion in both individual and social contexts with the aim of investigating
how individuals approach their emotional experience. The questions addressed
experiences of success and failure and the general impact of music education
in both the interviewees’ own lives and in their daily school work. By means
of the different categories behind the interview framework, | wanted to learn
about the informants’ relationship to music in general and to music education
in school and how they participate in it. | also wished to discover how the
interviewees experienced their ability with music and their willingness to work
with music. Furthermore, | was interested in their views on music education as
part of the curriculum.

| completed the interviews in April 2012 and began the analysis shortly
thereafter. My data processing, analysis and interpretation of the results
followed the basic tenets of Grounded Theory (for a detailed description of
this method, see Charmaz, 2003). The theoretical framework builds on related
research and the literature on Steiner and Waldorf School music education
(see Kalwa, 1997; Riccio, 2000; Stockmeyer, 2001; Wiinsch, 1995). Grounded
Theory was a natural choice, given that that earlier research on music teaching
in adolescence in Waldorf schools is quite limited. Inductive analysis encourages
the application of reasoning and conceptualization, through which the research
focus is frequently enhanced and expanded. However, my approach comes
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closer to abductive analysis, which is based on hypotheses that typically direct
the study (Paavola 2009).

During my work as a music teacher, through frequent discussions with my
pupils, | became aware of their desire and willingness to participate in music
lessons. This guided me to pedagogical applications where | gave all pupils
potentially more working space and instructions on how to proceed with
different elements in music than are common. The result was that, soon, all the
pupils were eager to work intensively in these lessons. Pupils who had more
experience in music began to share their knowledge and skills with others and
help them to progress. In discussions with my teacher colleagues, | confirmed
the advantages of my pedagogical applications (i.e. letting pupils work in a
free space, under my guidance but within less structured music sessions). For
me personally, one of the most valuable features of abductive reasoning is
that it provides a foundation on which to present, develop and test the tacit
knowledge | have acquired during my professional career.

The Elements of Music Teaching for Pupi|s with Indiscriminate Musical Abihty

This research suggests that school music education can be important for pupils
with less musical ability and for musically restricted pupils.® When analyzing
the interview data, | divided the responses to seven main categories (Picture 1):
1) Playing an instrument, 2) the meaning of the music lesson, 3) the influence
of music education on understanding music in everyday life, 4) the positive
effect of music on one’s life, 5) learning to sing, 6) the social context of music
and 7) the relation of music to one’s own musicality. These categories cover the
conventions, actions and affects the interviewees commonly employed when
they discussed music and music lessons and described their relation to them.
| excluded comments that were directly related to the technical learning of
an instrument and possible lessons in playing an instrument (e.g. lessons that
included more instructions in instrumental technique). Condensing the data
further yielded three categories: 1) Equality, 2) emotional affect and 3) the
importance of music. These finally led to the core category, the elements of
music teaching for pupils with indiscriminate musical ability.

In this context, equality refers both to pupils” chance to act freely in music
lessons, regardless of their individual capability, and to the teacher treating
everybody equally. According to my analysis, prior or present musical activity and
experience secures pupils an advantage in the music lesson; it typically results
in more active and successful participation. In my interviews, this manifested,
for example, as the following remarks: "Well, maybe at the moment, | think,
those who really can play will be picked -- they are given [more opportunities

¢ With the term musically restricted | refer to a Finnish term musiikkirajoitteinen
that has been applied by Juvonen, Lehtonen and Ruismaki (2016, 29). The trans-
lation of the term is my own.
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Picture 1: The seven categories of responses, according to data analysis.

in the music lessons], or -- not especially practice but can play”” (13), and,
"Well, for those who practice or really can play an instrument, they are told
that perhaps you would come to the front and show the others how this thing
goes”® (113).

An explicit negative association with equality was common among the
musically non-active group of pupils. The reason why they are less active was
clear. In the words of one informant (18), “[You cannot participate as much
as the others or you're nlot quite equal of course when you're not allowed
to try anything, since those who can already play anyway get the chance.”
Adolescent pupils are known to be sensitive to equality of treatment. Although
some responses indicated that informants had concerns about inequality in
teachers” methods, the atmosphere in the lessons was positive. However, the
data suggest that equality in the treatment of pupils could be improved in many
ways.

Pupils with indiscriminate musical ability typically only have the possibility
to express themselves musically through singing in school music lessons:
The majority of the informants reported that their music-making activity
in music lessons had been channeled into singing. Some added that singing

7No, ehka talla hetkelld mun mielestd ehka pikkuisen lilkaa otetaan noita -- niil-
le jotka oikeesti osaa soittaa, niille annetaan, tai sitte -- niin, tai ei varsinaisesti
harjoittele, mutta osaa soittaa.

8 No, ne ketka harrastaa tai niinku silleen ihan osaa soittaa, niille sanotaan, etta
jos te tulette vaikka nyt tahdn eteen ja ndytdtte, miten timd menee noille.

? Ei nyt ihan tdysipainoisesti tietenkddn, kun ei saa kokeilla tietenkaan silleen
mitddn, kun niille muille kuitenkin annetaan mahdollisuus, ketkd osaa jo sita.
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was perceived in the classroom to be inferior to playing an instrument. The
informants described this setting as follows: "Quite many are like, in our class
as well, that those who can play [an instrument] get a chance to play” (I5);
"Well, usually those who can [play] will play. Those who can’t play are rarely
given a chance”” (112), and, "It should be that those who do not know how to
play should then play, and those who can do better [should] just help or give
advice”? (124). It seems that pupils with indiscriminate musical ability are only
partially able to express themselves musically during music lessons, if at all: "It's
like if you can't play, then you start doing singing, and only those will be chosen
to play who can already play. They [who can play] are given notes, and the rest,
who can't play anything, sing”" (119).

Although listening to music plays is an important role in young people’s
relation to music, the data suggest that singing is the next most important
musical activity: "Well, we have just some like Finnish songs, and it’s like when
you've been singing, you have a nice and agreeable feeling. Feeling kind of a bit
chirpier that you have a possibility to join in, if you like it. I kind of like singing
very much; it makes me feel good”™ (132). However, it appears that, within
the data | collected, singing was not seen as an activity that signified a special
relation to music or that represented a particular musical skill.

Most of the informants mentioned the positive mood that music induces:
Music gives "a cheerful mood,” and it “brings joy.” It also "rids you of bad
feelings,” ”is an important [school] subject” and "has a positive effect on your
studies.” Some informants described the relation between music and emotions
in more detail: "Well, it is like some songs stay in my head, [they] continue to
ring -- those I'm singing then”" (14); "Well, it [music] cheers you up sometimes,
and it’s just something that’s nice to listen to. And sometimes one just can't
stand it at all,”"® (I15) and, "In short, it cheers you up”" (121).

0 Aika monet on silleen, meidankin luokasta silleen, ettid ne ketka osaa soittaa,
niin ne soittaa.

" No, kylld yleensd ne soittaa, jotka osaa soittaa sielld, etta harvemmin sielta
otetaan niitd, ketkd ei osaa soittaa.

12 Sen pitdisi olla silleen, ettd ne ketka ei osaa soittaa, niitten pitdisi sitten soittaa
ja ne ketka sitten osaa paremmin, niin ni sitten auttaa tai neuvois vaan.

3 No, joo se on sillai niinku, ettd ei osaa niin sitten sitd aletaan laulamaan ja
otetaan vaan ne, jotka soittaa, soittamaan sinne, niille katotaan nuotit ja loput
laulaa sitten, jotka ei osaa tehdd mitaan.

" No, meilld on just jotain niinku ihan tammosia suomalaisia lauluja ja niinku ja
se on silleen kun on laulanut sen niin ihan kiva ja reipas olo, semmoinen vdhan
pirtedmpi, ettd saa olla niinkun mukana, jos tykkaa. Kylla ma silleen ihan hyvin
tykkdaan laulaa tai talleen, etta kylla siitda mukava olo tulee.

> No, on se silleen, ettd jotkut laulut jda padhdn, soimaan padssa -- niitd ma
laulelen sitten.

'® No, se piristdd joskus ja se, se on vaan asia, jota on joskus mukava kuunnella
ja sitten joskus sitd ei jaksa ollenkaan

17 Se piristdd, lyhyesti sanottuna.



In summary, it seems that producing music frequently generates positive
moods. This supports the views that everyone should have an opportunity to
participate more actively and receive guidance in every possible way in music
lessons. When | asked my interviewees about the importance of music and
music lessons in general, their reactions were very positive. One of them saw
music as carrying global potential (17): ”If you think globally, there’s no denying
that music has an immense financial importance in the world -- people make
more money with music than by producing food or groceries, for example, you
see -- it just has an extraordinarily great importance. [...] One can do social
good and social harm, if you think about it in that way.”"® Another one was
more careful about generalizing (110): “I'm not sure, whether [music] connects
people in a different way and bring people more together.”"

Consequently, music education in schools was described as important and
essential: “[alnd | find music very nice -- and it’s like interesting, you want to
learn it -- well, especially some boys have [that], if they like, may not want to learn
math. But music is like, at least to the boys in our class, it’s more important, like for
me too, it is more important than math”* (117). Pupils also saw music education
as beneficial more generally: “Well, maybe just that it develops all capabilities,”*’
(134) remarked one shortly, while another took a wider perspective: "Well, it kind
of helps in all things and develops all skills. You kind of must, you kind of have to
be able think much better and concentrate on things”* (I11).

In the Waldorf schools, music education is provided throughout the pupil’s
school career. When | asked the informants if music as a subject could be left
out, if this was an option they would choose, this caused astonishment: "Why
would one do that, | surely would like to have it [music]”* (I5), and "I'd be
shocked -- music is really nice -- so, I'd be really stunned if | was told that there
was to be no music at all”?* (116).

'8 Jos nyt ajatellaan tdlleen globaalisti, niin onhan musiikilla valtava taloudellinen
merkitys maailmassa, niinku. -- Musiikillahan tienataan enemman rahaa kun
ruualla tai esimerkiksi elintarvikkeilla niin ettd -- Kylldhan se on hirveen suuri
merkitys [...] Silld voi saada aikaan kaikkea yhteiskunnallista hyvaa ja pahaakin
aikaan, jos nyt niikseen tulee.

19 En ma tieda yhdistadako se niinku ihmisia jotenkin eri tavalla ja saa niinku ihmi-
sid liittymddn yhteen enemman.

20 [jla musiikki on tosi kivaa -- Ja se vdhan niinku kiinnostavaa, sitda haluaa oppia
-- No, joillain pojilla varsinkin on, ellei ne haluu mitadan matikkaa niinko opetella.
Mutta musiikki on niinko ainakin pojilla, meidédn luokkalaisilla pojilla varsinkin, se
musiikki on tarkedampi, niinku mullakin se on paljon tarkedmpi niinko matikka.

21 No, ehka just se, ettd se kehittaa kaikkia kykyja.

22 No, se niinku tavallaan auttaa kaikissa asioissa ja kehittaa niinku kaikkii kyky-
ja, niinku pitaa, pystyy ajattelemaan paljon paremmin ja keskttymaan johonkin
asiaan.

2 No, miksi ihmeessa, kylld ma ainakin haluaisin ettd sita olisi.

2 Kylld ma varmaan vdhan shokissa olisi -- Ja musiikki on tosi kivaa -- ettd kylla
ma vahan oisin jarkyttyny, jos sanottais ettei oo musiikkia.
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The above comments suggest that music as a subject is experienced positively,
and that it clearly should be part of the school curriculum. When | asked my
interviewees to comment on the value of music, they frequently said that music
generates delight, a happy mood. Eight informants out of 29 (six informants did
not want to express their point of view) thought that music was not a necessary
subject in school or argued that music has no effect on them personally, or that
it could improve their school performance, for example. However, the majority
could not imagine having no music at all.

Equahty in Education

The challenge in primary and secondary school music education in Finland is
to strengthen pupils’ relationship to music, particularly among those who are
assumed not to have enough musical talent or a strong prior relationship with
music. Current music education in Finland tends to approach the pupil primarily
as a listener and receiver. Practical participation during lessons falls mostly to
pupils with pre-existing musical ability (Juvonen, Lehtonen and Ruisméaki 2016).
Joseph Beuys’s quotation in the beginning of this article can be extended to
include music and music education. A music teacher should guide all pupils
equally and grant them a chance to accomplish creative, inspiring and practical
work, regardless of their musical ability. The data | collected for this article
suggest that making music generates a joyful and positive mood in pupils. This
empirically supports the idea that everyone should have the opportunity to be
engaged in music production in music lessons, preferably under professional
guidance. This naturally requires some patience and long-term thinking from
a teacher. These results also recall Rudolf Steiner’s idea of children taking part
in music lessons (Stockmeyer 2001, 163). It seems obvious that if pupils are
given a chance to express themselves, if they feel motivated to use their own
abilities, and if they are encouraged and left free to develop their skills, music
education is more likely to be successful. This applies to both the teacher and
the pupil. Music education, and practical music education in particular, is an
important and necessary subject for the general development of all pupils
during adolescence (Hairo-Lax and Muukkonen 2013, 40-42).
Psycho-physical developmentin adolescence isa complex process. Educators
should therefore have a thorough knowledge of a young person’s inner growth,
both as an individual experience and as a set of socio-emotional processes. The
goal set for comprehensive school education in the Finnish school reform of the
early 1970s has not yet been achieved: It seems that both teaching methods and
content that draw from school practices common in the first half of the 20th
century continue to dominate. The lack of options within education may well
be a determining element for the development of a young person, especially as
he or she approaches adolescence, the most sensitive phase in a young person’s
emotional transition to early adulthood. This is precisely the phase in which



young people should be supported with the help of music teaching imbued
with an attitude of respect. This view is supported in research by Hairo-Lax
and Muukkonen (2013) and Saarikallio and Erkkild (2007). Typically, pupils at
this age are asked to make choices between school subjects without deeper
awareness of the consequences. This may lead to situations in which subjects
that are of crucial importance for psycho-physical growth (e.g. music) are
dropped (Juvonen, Lehtonen and Ruismaki 2016). The construction of the self
and establishment of a rich emotional life demand both mental and physical
support, and it is in this area that music can play a significant role (Hairo-Lax and
Muukkonen 2013). It would be ideal if the selection of optional school subjects
could be extended and granted to all schools and pupils in Finland. This would
most likely have many positive consequences since music, currently one of the
optional subjects, can respond well to young people’s psycho-physical needs.
This area merits further academic study.

One potential challenge in music education is teachers’ attitude towards
pupils. Highly educated professional teachers may achieve exceptional results
with pupils with indiscriminate musical abilities. Unfortunately, there may not
yet be enough such teachers available. One might ask if school is the right
place to educate pupils in musical skills, or whether school music education
should focus on all pupils and attempt to engage them in musical activities.
The standards set for pupils” progress in music in schools are currently rather
ambitious, and pupils are primarily assessed on their skills (see Hairo-Lax and
Muukkonen 2013). Erkkild (1998) suggests that the application of social working
methods, such as clinical improvisation, could potentially steer music education
in a more creative direction. Improvisation, such as combining improvisation
with composing, where the music acquires its structure and expression,
or emerges out of chaos, may be key solutions in present and future music
education, where there will be a strong need for music’s social and therapeutic
impact.
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Ei eksperttejd vaan musiikkial — Murrosikaisten musiikkikasvatus suomalaisissa

steinerkouluissa

Musiikin kuuntelemisella ja aktiivisella toiminnalla sen parissa seka musiikkite-
rapian eri muodoilla on osoitettu olevan selvd yhteys ja vaikutus murrosikdisen
nuoren kasvuun ja kehitykseen seka fyysiseen ja psyykkiseen hyvinvointiin. Tar-
kastelen artikkelissani steinerkoulun musiikkikasvatusta ja tavoitteita suhtees-
sa murrosikdisen oppilaan kehitykseen. Yhtendiskoulurakenteensa mukaisesti
(steinerkoulu on 12-vuotinen yhtendiskoulu) kaikille yhteinen musiikin opetus
jatkuu lapi perusopetus- ja lukiovaiheen. Tutkimukseni kohderyhman muodos-
tavat ylakouluikdiset, 13—15-vuotiaat nuoret, joiden kohdalla heitd ympdrdivan
musiikin ja sen tuottamien kokemusten ja elamysten, mutta myds musiikin ope-
tuksen vaikutusta murrosian psyykkiseen ja fyysiseen kehitykseen on tutkittu

paljon viime vuosina.

Perusopetuksessa musiikin opetus on yhteistd kaikille alakouluvaiheessa.
Taman jdlkeen musiikkia tarjotaan valinnaisena oppiaineena, johon oppilaat
valikoituvat yleensa harrastuneisuuden perusteella. Kuitenkin musiikkikasvatus,
erityisesti toiminnallinen musiikkikasvatus on nykyisen tutkimuksen valossa tar-
ked ja tarpeellinen kaikille ikdkauden oppilaille heiddn kokonaiskehityksensa
kannalta. Musiikkikasvatuksen uutena haasteena on siten musiikillisesti valikoi-
tumattomien oppilaiden musiikkisuhteen voimistaminen. Pyrin osoittamaan,
miten kaikille oppilaille yhteisen musiikkikasvatuksen kautta koettu elamyksel-
lisyys sekd sosiaalinen ja psyykkinen toiminta ovat ensiarvoisia tdmdn herkan
murrosidn kehitysvaiheen kannalta ja kuinka koulun musiikkikasvatuksen osal-
listumiskriteereita tulisi mahdollisesti arvioida uudelleen ndiden tavoitteiden

saavuttamiseksi.

Jyrki Honkonen (jjhonkonen@gmail.com) is a musician and music teacher. He
has worked in a Waldorf school since 1988. Since 2015 he has worked in a
primary school. This article is a part of his forthcoming doctoral dissertation at

the University of Jyvéskyld.
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Jyrki Honkonen

Improvisation Workshops and
Development of Musicianship.

A Study in a Finnish Waldorf Teacher
Training College

Introduction

Observing Waldorf School Music Curriculum

r I Yhis study focuses on the musical activity and learning processes of adult students in
a Waldorf teacher training college in Helsinki. The college in question provides the
only training opportunity in Finland to qualify as a Waldorf School' class teacher.

In addition to the class teacher qualification, the studies include a possibility to deepen the

skills in the craft and artistic subjects. The students are free to choose secondary subjects

depending on their interest without preceding tests.

Waldorf School” represents a 12-year comprehensive school. Comprehensive school in
Waldorf context denotes a coherent curriculum without specific division into primary, sec-
ondary and upper secondary schools. Even though this format changed in 1999, when the
specific legislation governing Waldorf schools was replaced with the Basic Education Act
that unified the Finnish education system’s levels, the pedagogical foundation of the curric-
ulum is still identical globally in all Waldorf schools.

The main feature of music education in Waldorf School is the presence of music and
musical activity throughout the entire school time. It offers music teachers an opportunity to
develop their work in cross-curricular sense and reflect on the impact of music on education’s
more general goals (Stockmeyer 2001, 166—167). According to the founder of Waldorf peda-
gogy, Rudolf Steiner (1861-1925), the essence of music education is founded on every child’s
right to participate in music education during the entire time of school education. According
to Steiner, the development of children’s musical ability does not follow a uniform pathways;
therefore, the teacher has an important task to help every child awaken their musicality
(Stockmeyer 1976, 162—170; see also Wiinsch 1995, 14-20). Steiner’s approach is echoed in
the words of Juvonen, Lehtonen, and Ruismaki (2016, 31), who state that ‘the sleeping musi-
cality can be awakened by offering substitutive learning experiences to the pupils’.

Partti (2016, 21) presents the idea of variable musicianship, arguing that teacher training
needs to develop those tools that would help students develop diverse and creative musi-
cianship. A certain idea of variable musicianship lies at the core of what it means to be a
Waldorf School music teacher. At the core of Waldorf teacher training lies a substantial
and versatile use of artistic practice, emphasising the development of sensitivity of percep-
tion (Snellman-korkeakoulu 2008, 8). In addition, the role of a teacher in Waldorf School
1s an image of the teacher as an artist whose personal creativity and artistic capacity is the
springboard for the development of a creative approach to teaching. The learning process
in adult education contains phases, which the teaching has to support: perceiving, inner ori-
entation to resolve, the analytical processing and finally, an individual and creative settling
of the issue (Snellman-korkeakoulu 2008, 7).
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Remarks on Music Improvisation in Finnish National Core Curriculum

According to Johansen, Holdhus, Larsson and MacGlone (2019) improvisation, in its var-
ious forms, has been an integral element of western music throughout its history, and, in
recent years, it has been increasingly incorporated in music education (see also Chauhan
2012). Learning to improvise deepens the understanding of musical elements and musicali-
ty among learners (Campbell 2009). In the context of Finnish music education, a reference
to music improvisation occurred, possibly for the first time, in the Finnish National Core
Curriculum for Basic Education (FNCCBE) in 1970, aiming ‘to offer students possibilities
for creative expression with the means of music’ (Suomi 2009, 75). However, both the pro-
ficiency of music teachers and teachers’ education were not yet ready to address this chal-
lenge (Erkkild 1998). Until 1970, when the first FINCCBE came into effect, music teaching
in Finnish schools focused mainly on singing. Notably, playing instruments was virtually
non-existent (Kosonen 2012; see also Suomi 2009, 74—78). FNCCBE, for the first time, in-
troduced music as a distinct subject in education.

The Finnish National Board of Education subsumed improvisation as part of music’s
educational content into the curriculum in 2004 (FNCCBE 2004, 233-234). Finally, in
FNCCBE 2014, creating music with the help of improvisation and composing became an
essential working method. However, the curriculum is merely a normative instrument that
guides teaching; it is essential that its spirit and orientation are translated into practical
classroom work (Vitikka, Krokfors & Hurmerinta 2012). Galey (2015, 3) argues that impro-
visation contains a structure as a composition does and indeed, improvisation and compos-
ing form a conceptual pair in FNCCBE 2014, as, often, compositions emerge from impro-
visations. However, the concept of improvisation in connection with music making remains
undefined in the FNCCBE 2014 and is not, either, subsumed into any specific genre,
structure, or form in music. Therefore, we must distinguish between the different qualities
of improvisation, the elements and contents of structured and unstructured improvisation.
Structured improvisation works are based on a variety of pre-set elements, a predesigned
form and connection to a specific style or genre. However, in free improvisation, intui-
tive musical intentions form the content of the common musical space (Kanellopoulos &
Wright 2012, 141-143).

Improvisation, playing, and social activities are essential working methods in Waldorf
School music education and therefore in Waldorf School teacher education as well. How-
ever, the concept of improvisation in Waldorf education is much broader and comprehen-
sive than that which underpins much music education. Improvisation in Waldorf education
lies closer to free improvisation and is an intuitive way of combining and experiencing
consciousness, knowledge, social behaviour and emotional development (see Wiinsch 1995,
84-97, 141-142; Honkonen 1995, 18-19; Honkonen 2018, 31-44; Rawson & Richter
2004, 217-223). Waldorf education approaches conceptual thinking and definition of
a subject via games, playing and exercising where improvisation forms an essential part
(Stene 2018). The practice of improvisation at various activity levels provides tools for so-
cial working in the school community (Ahlbom 2012). The endeavour towards holistic ed-
ucation has created new directions inside Waldorf pedagogical communities, which exploit
improvisation and workshops as a primary system for music education and social working

(Ahlbom 2012).

Workshop as a Creative Project

According to the Merriam-Webster dictionary, a workshop 1s ‘a usually brief intensive ed-
ucational program for a relatively small group of people that focuses mainly on techniques
and skills in a particular field” (Workshop, 2018). The workshop varies between and with
different contents, working spaces, combinations, aims, and tools. It can be goal-oriented,

FJME 01 2021 Vol. 24




49

differently shaped, or based on some other systematic approach. However, a workshop as

a working method in Finnish music education has not been actively encouraged until the
FNCCBE 2004 and further 2014. In the FINCCBE 2014, improvisation and composing as
a means for creative music making play a substantial role. Improvisation and creative music
making often rely on workshop-based working methods, in which pupils are divided into
sub-groups. This requires new types of skills and practices to be implemented into teacher
education (Honkonen 2018). Fortunately, the current music teacher’s education practice
takes social and people skills into consideration; after the FINCCBE 2014, the variabili-

ty of music teaching means seems to be widening (FNCCBE 2014, 142-143, 263-267,
422-425).

A workshop provides a variety of tools for teacher education. Collective learning and
social interaction form the framework of individual musical action and development. This
is closely related to music therapy working methods grounded on improvisational musical
dialogue (see, for example, Erkkila 1998 and Punkanen 2011; Dove 2016), although, of
course, without the clinical orientation that music therapy naturally has. However, it can
help participants to find their musical self.

Furthermore, it is necessary to distinguish between ordinary co-exercising and workshop
acts. Practising with existing compositions is comparable to a usual rehearsal process or
preparation for performance while creating new musical material belongs to the workshop
category of improvisation and composition (e.g., Partti 2016). Karlsen (2011) believes that
musical activity in a group can lead to collective identity experience. According to Karlsen,
the cultivation of artistic agency in a group can be one of the best ways to create a basis
for collaborative action. This applies well to the workshop. Awareness of the starting level
of participants is of the utmost importance when positioning a workshop’s objective. The
participating group can be coherent or vary according to musical ability. Creating a socially
balanced and equal working team demands discernment and proficient knowledge of so-
cial behaviour (Hargreaves & North 1999). According to Kairavuori, Karppinen, Poutiain-
en and Rusanen (2016), processual working strengthens learners’ experience and grows the
readiness to collaborate and learn from others. Therefore, in the study of artistic and prac-
tical subjects, there is a reason to emphasise the importance of the overall process instead
of outcome (Kairavuori, Karppinen, Poutiainen & Rusanen 2016, 18).

Aim of the Study

Waldorf pedagogy emphasises each teacher’s creative potential as an artist as the founda-
tion of being an educator. Improvisation and workshop-type working methods encourage
creative, dialogical action, requiring deep involvement and personal input from each partic-
ipant. It may be argued that this kind of work is useful for fostering learner’s musicianship.
However, there is little research that has been done in this direction.

The current study investigates the perceived effects and consequences of improvisation
on a learner’s personal musical development that result from her/his involvement in a
series of workshops. The study approaches the topic from a learner-oriented perspective,
understanding musical improvisation as a tool to improve and deepen one’s musicianship.
A workshop frames a particular communal and social learning environment, in which the
collaborative music-making and interaction are possible to execute. This study focuses on
observing the participants’ reactions and further, on understanding the potential conse-
quences of the emerging emotions. The research aims to illustrate how collective music cre-
ating transforms participants’ experiences of their musicality. This broader aim is further
sub-divided into the following research questions:
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1. How do the students perceive and experience music making and learning in the
workshops?

2. How does collective music-making influence individual learners’ musical activities as
a representation of their musicianship?

3. What is the relevance of the workshop as a working method for developing
musicianship?

Method

Data were collected from November 2014 to June 2015 during seven workshops at Waldorf
School teacher training college in Helsinki. The workshops were part of the student’s sec-
ondary subject in music, aiming to develop musical activity and skills through improvisation
and composition. The participants, two men and eight women, were 25—49 years old. The
workshop was offered to the participants as part of their music studies; participation was
voluntary, and the process could be interrupted at any moment. The priority of the ano-
nymity of the participants was highly protected; also, the specified comments of the partic-
ipants later in this paper were revised unidentifiable. The participation was not preceded by
testing or demanded foreknowledge. Participants had varied prior experience with music
making: two participants had not had any musical activity after upper secondary school, six
participants were partly engaged with music making in everyday life, and two participants
were studying music more systematically. The research coordinator, however, only knew
these remarks. Furthermore, only the relevant assessed information of the data was used
for the research.

The working groups formed freely without pre-estimating the students’ musical capabil-
ities. Participants were instructed to take notes about their experience, emotions, feelings,
and other music-making thoughts before, during, and after the workshops. In every session,
a specific issue, with instructions to prepare the performance, was introduced. The partic-
ipants were asked to associate different places and stories for the foundation of the impro-
visation. The working groups planned the soundscape, and the presentations varied from
structured pieces, similar to composition, to relatively free expression.

Data were collected via the Google Docs platform in the form of an unstructured de-
sign, a private memo, aiming to achieve more personal and narrative writings (see, for
example, Saaranen-Kauppinen & Puusniekka 2006) and not to cause extra stress or harm.
The students were able to process the output and comment on their personal notes during
the whole process. The data processing was strictly confidential; only research coordinator
did have access to the information. In the text, abbreviations [I1-10] were applied to indi-
cate the participants’ sequence; not, however, in any specific order. English translation of
the Finnish quotations and transcription are by the author.

Data processing and interpretation of the results followed the principles of phenomeno-
graphic analysis (e.g,, Marton 1988, 140, 143—-151, 153-154; Jarvinen & Jarvinen 2004,
83-88). After collecting the data, these were studied carefully in order to achieve an overall
picture of it. After that, data were reviewed in more detail, to create the sections of differ-
ent words, phrases and sentences according to participants’ expression and researchers’ in-
terpretation of the transcription. The sections were summarised into fifteen categories and
further, to nine categories in order to analyse the qualitative variation of the ideas in data.
These nine categories formed the basis for the emergence of three upper-level description
categories, in this study called the main categories. According to Marton (1988, 146-147)
in phenomenographic analysis, the main categories, which derive from the earlier defined
subcategories, form the outcome of the study. Furthermore, Marton (1986, 35) suggests
that ‘the different forms of thought are usually described in terms of categories, categories
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and organised systems of categories are the most important component of phenomeno-
graphic research’. A phenomenographic research strategy focuses on people’s experiences,
thoughts, and ideas of the surrounding world; certain phenomena are conceptualised by
assigning them exact significance or meaning (Jarvinen & Jarvinen 2004, 83).

Findings

Being Thrown in: Negotiating Insecurity

The first main category, A Workshop and Developing Musicianship, is comprised of three
subcategories containing descriptions of experiencing the workshop, readiness for team-
work and concentration on group work (Fig. 1). In general, the stance towards the work-
shop was mainly positive and curiously expectant:

My learming experience s related to this teacher training issue, anyway. It has been a bit of a different
study than what I have ever gone through. From time to time, one feels uncomfortable and begins to ask
oneself about the sense of things. Still, something seems to be working. Something that one might not oth-
erwise be able to achieve [15].

Some comments even contained glowing feedback:

The improvisation on Saturday was absolutely brilliant. We had enough time to use [12]. The days in
February introduced me to the wonderful world of improvisation [11].

At the beginning of the course, the atmosphere was expectant, with a degree of doubt in
one’s abilities, as one of the participants later described:

Teamwork on Saturday was challenging, aggravating, but still an educational experience for me. Creating
new [music/ by taking a group into account and making things together s a challenge for an ordinary

person [I1].

After becoming acquainted with improvisation, the mood would likely change to en-
couraging and partly inspiring:

1 realised that my relation to music, listening in the furst place, has woken up _from a long hibernation. I
was mussing it: 1 was playing more, singing more. I was more gracious to myself. Somebody mentioned
that this way to learn s somehow so different, sometimes overwhelming I cannot find any words, only

Jeelings [16].

Everyone in the group was not familiar with collaborative music creating practices; some
of the participants made the acquaintance of their instruments for the first ime. Still, after
some basic instructions, the groups went bravely on and conducted their assignment suc-
cessfully. Teamwork was found to be useful, even fun and deemed creative, too:

The result was an achievement. All groups were so proficient in their way [13]. The team worked well
and had much_fun creating something new together and even_fooling around. Thank you! [14)].

Despite the team’s support and a warm and friendly atmosphere, the unfamiliar situa-
tion also brought to light critical points of view. Some of the participants found the work
challenging:
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In the beginning, 1t was frustrating; it was difficult [18]. If teamwork s not easy most of the time
anyway, composing is even more challenging. T hrough the difficulties we came, if not as winners, then at
least to the finishing line [15].

The response to the next assignments with more complex improvisation was slightly du-
bious:

More difficulties were faced when we moved towards composition. How could I express this constructie-

y? It was difficult. [12)]

The notes in the first main category demonstrate that the readiness for teamwork var-
ies widely. Insecurity and trust in one’s musical abilities were found in every note, even if
the participant had earlier music experience. As for future class teachers, while teamwork
might have been familiar for them, the working environment with instruments might not. It
required intense concentration both in their work and in dealing with others.

Insecurity and Trust in Musical abilities J

. ” The
Readiness for Teamwork J > .
—»  Developing
Musicianship

Concentration on Working in a Group J —

Figure 1. Negotiating Insecurity.

Delving into an Enlightened Musical Experience

The second main category, The Metamorphosis in a Workshop Process, collates the en-
lightened musical experience to music making and further, the modification of musical
activity (see figure 2). Its three subcategories are the following: ambition for ongoing work
with music, confidence in the working methods and essential inner experience. These sub-
categories form further two sequential subcategories: 1) change of attitude towards music
and 2) impact on personal action. The participants’ perception indicates that musical ac-
tion was evolving during the workshop, and excitement was diminishing. Increased belief in
one’s artistic capability, in general, created a positive mood and inspired an individual to go
forward or even to resume musical activity. As one of the participants stated:

My attitude to music has changed——uwider, more permissive, more curious, more expervmental—more
active [18].

Another participant had the following to say about the reducing of fear and excitement:

The fear to grab something [an instrument] has decreased although I do not find myself handy at all
[17].

The increased interest in studying an instrument or even taking up new ones is apparent:
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In the improvisation on Saturday, I tried the flute after a long time, and it felt lovely and inspiring [16].
Another participant relates further:
For the furst tume in my life, 1t seems possible that I could learn to play several instruments. Not virtuoso,

of course, hardly even that well, but it 1s possible that I could work such sounds out and could create
music [I1].

The workshop can offer the participants growing interest and wish to develop further:

Even of I have not been very active playing the instrument, I went for lessons in my free tume. I have
started to look also for other instruments. For the first time in my lfe, 1t feels possible that I could learn to
play several instruments [19].

It is noteworthy that none of the participants added any adverse or negative notes.
Furthermore, participants report that their interest in music in general (1.e., listening to
music and attending concerts) seems to have increased:

This study has raised my interest in music, and I pay more attention to the music I hear. I have taken
special notice of not only music_for violoncello but also older music. I even attended a concert with Re-
naissance music; it was quite magnificent [19].

The second category demonstrates growing confidence and trust in work based on per-
sonal abilities. Still, the second category’s primary outcome seems to be the positive and
activating impact on participants’ music making with the help of teamwork. It appears
reasonable to argue that the experience of creating music within a non-selected group in a
workshop can lead to a further desire to work actively with music because the musical back-
ground is not the determining factor (see Johansen, Holdhus, Larsson & MacGlone 2019,
3). It allows for the sensing of an affinity for creating music and hence an essential inner
experience.

The Ambition for Active Work with ji

The Change of Attitude to
; the Music
The Confidence in the Working J—’ /
— Impact on Personal
Action
The Essential Inner Experience Ji

The Metamorphosis in a
Workshop Process

Figure 2. Musical Experience and Workshop Process.
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Dealing with Creative Ambiguities

The third main category, The Multiformity of the Teamwork, presents the participants’
experiences and aspects in the workshop as a process (Fig. 3). The arguments, as well as the
descriptions of the workshop, form three subcategories in this category. If the first main
category in this study is labelled as ‘being thrown in: negotiating insecurity’ and the sec-
ond as ‘an enlightened musical experience’, the third main category ‘dealing with creative
ambiguities’ contains a partly contradictory summary of the workshop itself. Experiencing
creative musical processes does not correlate with means and structure, together with so-
cial collaboration or teamwork. The musical starting point can likely cause uncertainty or
insecurity. However, the data of this enquiry does not support that idea. The participants
expressed this openly:

The power is in the music; we all have the music and rhythm in our body, doing things together and
meeting all you people! What else can I say? I can hardly wait for the next time [19].

1 remember the group improvisation in the first place: In the beginning, it seemed to lead nowhere, but
luckily one of the team members said that it usually takes about half an hour before the group will find
the mutual tune [13].

Moreover; it happened that after about half an howy; something sprang up [12].

Altogether, the participants did not take a stand on to the musical abilities of the individual
participants. The dynamic and ambience of the teamwork seem to be determined instead.
One of the participants described the team process as follows:

Everyone had their ideas about how the word [tone?] should sound, and the listening was missing for
a long time i our team. However; then the time came to present our exercise, and we did work up some-

thing quate different, still functional. Wonderful [18].
She continued:
1 did learn a lot about myself and my relationship to social situations [18].

Besides, the team members noticed the dynamics in social behaviour and motivation.
One of the participants commented on the motivation as follows:

1tis a pity of part of the team has the feeling that there is not enough commutment to the study. One
needs, of course, humour afler a long working or studying week, but one must also have the right attitude

Jor the teamwork [14].
Another participant commented:
* feel extremely frustrated if the team does not have a collective commatment to the study [17].

The motivation was noticed quite strongly and seemed to be a significant observation of
the critical views. The teamwork dynamics seem to tolerate the different starting level and
musical abilities when the team member has a virile attitude to the work. From accom-
plished to a novice, the inner sentiment seems to carry out the work if the team’s balance is
correct and accepted.
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The Dynamics of theTeamwork J—

The Multiformity
Devoting to the Teamwork J—b of theTeamwork
—
Balance of the Team J
Fig. 3 The Multiformity of the Teamwork
The Dynamics of theTeamwork J—
The Multiformity

Devoting to the Teamwork J—b of theTeamwork
Balance of the Team Ji

Figure 3. The Multiformity of the Teamwork.

The participants’ notes indicate that during the workshop, musical activity was evolving
and excitement diminishing. According to the participants’ notes, at the beginning of the
workshop, the excitement was influenced by music making, partly even in a preventive
mode. After the circumstance became familiar, the participants were encouraged to work
more open and actively. Therefore, it seems that an increased belief in one’s artistic capa-
bility creates a positive mood and inspires one to move forward or even to resume musical
activity. The increased interest in studying an instrument or even starting a new one is no-
ticeable.

Furthermore, the interest in music in general (i.e., listening to music and attending con-
certs) seems to have increased. The data indicate that regardless of one’s starting level, a
learner-oriented individual can benefit from teamwork in a heterogeneous group. Still, the
primary outcome from all categories seems to be a positive and activating impact on partic-
ipants’ relation to music making with the help of teamwork. It appears reasonable to argue
that the experience of creating music within an indiscriminate team can lead to a further
desire to work actively with music.

Discussion

A changing world induces changes in the musical agency; therefore, music education re-
quires variability and wide-ranging flexibility, the ability to move between different musical
worlds and thoughts (Johansen, Holdhus, Larsson & MacGlone 2019, 5-7). Karlsen views
the one-sided concentration on musical outcomes as problematic and suggests revising the
old music education paradigm (Karlsen 2011). The relation to music and music creating is
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changing, not least because of intensive digitalisation, which enables various means for this
activity (Kosonen 2009). Endowment or aptitude is now involved in music production only
as a component in a myriad of different skills. It means changes both in music making and
creating in general and a reassessment of the sentiment regarding the approach to music
(see, for example, Green 2017, 61-66, Dove 2016; Kanellopoulos & Wright 2012, 146-147).

The results of this study provide insight into how an improvisation workshop can func-
tion as a process of developing one’s musicality, particularly in a group of participants
that do not necessarily enter the activity as holding an identity of a musician. The findings
bring out the potential of this working method in fostering sensitive negotiation of one’s
insecurity, the supporting role of being motivated to work together, and the shared experi-
ences’ capacity to renew individual perceptions on one’s musicality and creative potential.

The results of this study also highlight the complexity of workshops. Thus, developing
and improving the workshop’s substance as a working method seems necessary so that it
could be a more substantial part of music teacher training and further, could benefit music
education in schools. If we observe the guidelines of the FNCCBE 2014, which instruct
teachers to take a personal and individual music experience into account and guide the stu-
dents towards creativity in music, we must understand how improvisation and composing,
act in vital roles in this evolution (see Johansen, Holdhus, Larsson & MacGlone 2019, 2—4).
According to MacDonald and Wilson (2014), improvisation plays an increasingly essential
role in the development of musical agency; therefore, more in-depth reference to work on
improvisation in music education is needed (see also_Johansen, Holdhus, Larsson & Mac-
Glone, 2019, 3—4; Kanellopoulos & Wright 2012, 146-147). Furthermore, working within
a guided team can draw to the surface one’s hidden or even repressed musicality, as the
results in this paper indicate.

An important observation made during the study was the increased interest in instru-
ment handling among the participants and a readiness to start from the beginning or
renew the relationship with music. The capacity of a short workshop to be transformative
in terms of one’s fundamental attitude towards music suggests that strong, effective and
personal experiences during an improvisation workshop may lead to longer-lasting, even to
lifelong interests to music, music making and music creating. Improvisation and workshop
do naturally not form the only element of FNCCBE 2014, and essential elements include
aspects such as music listening, moving with the music and cross-cultural work. However,
both improvisation and workshop have, as a method, a long tradition and knowledge in
Waldorf education, particularly emphasising the potential of this type of action in support-
ing the students’ discovery of their creative potential. Elements of improvisation in Wal-
dorf education (experiencing consciousness, knowledge, social behaviour and emotional
development), as mentioned earlier, may represent working contents, which in the context
of free improvisation, could benefit the aims of creative music producing stated in FINC-
CBE 2014.

According to the Finnish Innovation Fund Sitra (2019), ‘Finland needs a lifelong learn-
ing policy where the development of skills and competencies is a long-term investment and
a source of wellbeing’. Although this statement refers primarily to developing resources in
working life, it also emphasises lifelong learning as a source of wellbeing. Recent research
has demonstrated that music can act as a vital resource for mood regulation, health and
wellbeing, and self-identity management (see, for example, Hargreaves & North 1999;
Macdonald, Kreutz & Mitchell 2012; Saarikallio & Erkkila 2007). This study suggests that
free improvisation as a workshop content can lead to an intense experience of making mu-
sic and further, to the development of a new or reassessed relation to music. Therefore, it is
necessary to create educational environments and prospects in which these properties can
develop further. ®
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Notes

[1] In this study, the designation of Waldorf School is used as a general term of Waldorf Schools worldwide.
The term is not pointing to any specific school.

[2] There are 24 Waldorf Schools in Finland and total 1092 schools in 64 countries (Freunde der
Erziehungskunst Rudolf Steiner, 2019).
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Abstrakti

Improvisation Workshops and Development of Musicianship.

A Study in a Finnish Waldorf Teacher Training College

rtikkelissa tutkitaan steinerkoulun luokanopettajiksi valmistuvien opiskelijoiden

nakemyksid ja kokemuksia improvisaatio- ja savellystyopajatoiminnasta musiikin

opetuksessa. Aineiston hankinta suoritettiin opiskelijoiden workshop-tyyppisella
kurssilla, jonka avulla saatiin materiaalia tyopajatyoskentelyn vaikutuksista ja sosiaalisesta
merkityksestd. Tutkimuksen keskiossa oli opiskelijoiden kokemus yhteisollisen musiikin luo-
misprosessin vaikutuksesta omaan musiikilliseen kehitykseen. Artikkelissa tarkastellaan va-
paan improvisaation ja musiikin omakohtaisen tuottamisen merkitysta musiikin kokemisen
ja uuden musiikkisuhteen kontekstissa. Tulosten perusteella voidaan todeta, ettda musiikin
parissa toimiminen tuottaa positiivista latausta mielialan sadntelyyn ja sosiaaliseen kans-
sakaymiseen. Kokemus mahdollisuudesta tuottaa musiikkia omaehtoisesti saattaa johtaa
edelleen musiikin kehittymiseen elinikdisen oppimisen tyovalineeksi. Tutkimuksen tulosten
perusteella on perusteltua ehdottaa, etta improvisaation, saveltimisen ja tyopajatyoskente-
lyn tulisi sisaltya keskeisind tyoskentelymuotoina yha vahvemmin seka opetussuunnitelman
perusteisiin etta paikallisten musiikin opetussuunnitelmien sisaltéon. M

Avaintermit: Steinerpedagogiikka, opetussuunnitelman perusteet, workshop, improvisaatio, elinikdinen
oppiminen
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