JYVASKYLAN YLIOPISTO
H UNIVERSITY OF JYVASKYLA

This is a self-archived version of an original article. This version
may differ from the original in pagination and typographic details.

Author(s): Honkonen, Jyrki

Title: Improvisation Workshops and Development of Musicianship : A study in a Finnish
" Waldorf Teacher Training College

Year: 2021

Version: pyblished version

Copyright: © 2021 Taideyliopisto

Rights: |, Copyright

Rights url: http://rightsstatements.org/page/InC/1.0/?language=en

Please cite the original version:

Honkonen, J. (2021). Improvisation Workshops and Development of Musicianship : A study in a
Finnish Waldorf Teacher Training College. Finnish Journal of Music Education, 24(1), 43-56.
https://urn.fi/URN:NBN:fi-fe2022041128051



47

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,
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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:

Musiikkikasvatus 01 2021 Vol. 24




52

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).

References

Ahlbom, P.2012. Lernen wie die Kinder. Erziehungskunst.
https://www.erziehungskunst.de/artikel/lernen-wie-die-kinder/

Chauhan, Y. 2012. Improvisation - music. In Y. Chauhan (Ed.) The Editors of Encyclopaedia Britannica.
https://www.britannica.com/art/improvisation-music

Dove, D. 2016.The Music Is the Pedagogy. In A. Heble & M. Laver (Eds.) Improvisation and Music Education:
Beyond the Classroom. London: Routledge, 183—197. https://ebookcentral.proquest.com/lib/jyvaskyla-
ebooks/detail.action?doclD=4415659

Erkkild, J. 1998. Musiikkikasvatuksen ja musiikkiterapian yhteisia rajapintoja. The Finnish
Journal of Music Education 3, 3, 7-23.

The Finnish Innovation Fund Sitra. 2019. https://www.sitra.fi/en/topics/lifelong-learning.

Finnish National Board of Education. 2004. Perusopetuksen opetussuunnitelman perusteet 2004
[National Core Curriculum of Basic Education 2004]. http://www.oph.fi/download/139848_pops_web.pdf

Finnish National Board of Education. 2014. Perusopetuksen opetussuunnitelman perusteet
2014 [National Core Curriculum of Basic Education 2014]. http://www.oph.fi/download/163777 _
perusopetuksen_opetussuunnitelman_perusteet_2014.pdf

Freunde der Erziehungskunst Rudolf Steiner. 2019. https://www.freunde-waldorf.de/
Galey, D.T. 2015. Improvisation: The History of Unplanned Notes in Structured Music. The Research and
Scholarship Symposium. 25. http://digitalcommons.cedarville.edu/research_scholarship_symposium/2016/

podium_presentations/25

Green, L. 2017. Music, Informal Learning and the School: a New Classroom Pedagogy. London: Routledge.
https://ebookcentral.proquest.com/lib/jyvaskylaebooks/detail.action?dociD=446440

Hargreaves, D. J. & North, A. C. 1999.The Functions of Music in Everyday Life: Redefining the Social in Music
Psychology. Psychology of Music 27, 71-83.

Honkonen, J. 1995. Musiikissa yksild luo sosiaalisuutta. In Y. Maenpad & M. Taskinen (Eds.) Kasvatuksen
taide. Helsinki: Steinerpedagogiikan seura ry, 18-19.

Honkonen, J. 2018.Not Experts - But Music. Musiikki 1, 31-44.

Musiikkikasvatus 01 2021 Vol. 24



58

Johansen, G. G., Holdhus, K., Larsson, C. & MacGlone, U. 2019. Expanding the Space for Improvisation
Pedagogy in Music. In G.G. Johansen, K. Holdhus, C.Larsson & U. MacGlone (Eds.) Expanding the Space for
Improvisation Pedagogy in Music: a Transdisciplinary Approach. London: Routledge, 1-14.

Juvonen, A., Lehtonen, K. & Ruismaki, H. 2016. Musiikkirajoitteisuus sukupolvien vélisend siirtotaakkana.
The Finnish Journal of Music Education 19, 29-42.

Jarvinen, P. & Jérvinen, A. 2004. Tutkimustyon metodeista. Tampere: Opinpajan kirja, 83— 88.

Kairavuori, S., Karppinen, S., Poutiainen, A. & Rusanen, L. 2016. ImproStory - Sosiaalinen improvisointi ja
tarinallisuus taito- ja taideaineissa. Synnyt: taidekasvatuksen tiedonala 1, 1-20. https://wiki.aalto.fi/download/
attachments/115749417/Nimill%C3%A4%20ImproStory%20%20Sosiaalinen%20improvisointi%20ja%20
tarinallisuus.pdf?version=3&modificationDate=14740344045308&api=v2

Kalwa, M. 1997. Begegnung mit Musik - Ein Uberblick iiber den Lehrplan des Musikunterrichts an der
Waldorfschule. Stuttgart: Verlag Freies Geistesleben.

Kanellopoulos, P. & Wright, R. 2012. Improvisation as an Informal Music Learning Process: Implications for
Teacher Education. In S. Karlsen & L. Vakeva (Eds.) Future Prospects for Music Education. Corroborating Informal
Learning Pedagogy. Newcastle upon Tyne: Cambridge Scholars Publishing, 129-157.

Karlsen, S. 2011. Using Musical Agency as a Lens: Researching Music Education from the Angle of Experience.
Research Studies in Music Education 33,2, 107-121.

Kosonen, E. 2009. Musiikki koulussa ja koulun jalkeen. In J. Louhivuori, P. Paananen & L. Vakeva
(Eds.) Musiikkikasvatus: Nakokulmia kasvatukseen, opetukseen ja tutkimukseen. Helsinki: Suomen
Musiikkikasvatusseura, 157-170.

Kosonen, E. 2012. Kansakoulunopettajat kulttuurikasvattajina - Seminaarien musiikinopetus
kansakoulun laulunopetuksen esikuvana. In Suomen kouluhistoriallisen seuran vuosikirja 2012 - Opettaja
yhteiskunnallisena vaikuttajana. Helsinki: Suomen kouluhistoriallinen seura, 69-91.

Ladano, K. 2016. Free Improvisation and Performance Anxiety in Musicians. In A. Heble & M. Laver (Eds.)
Improvisation and Music Education: Beyond the Classroom. London: Routledge, 47-59.
https://ebookcentral.proquest.com/lib/jyvaskyla-ebooks/detail.action?doclD=4415659

Macdonald, R. & Wilson, G. 2014. Musical Improvisation and Health: a Review. Psychology of Well-Being:
Theory, Research and Practice 4:20. https://doi.org/10.1186/513612-014-0020-9

Macdonald, R., Kreutz, G. & Mitchell, L. 2012. What is Music, Health, and Wellbeing and Why is it
Important? Music, Health, and Wellbeing. https://doi.org/10.1093/acprof:050/9780199586974.003.0001

Marton, F. 1986. Phenomenography - A Research Approach to Investigating Different Understandings of
Reality. Journal of Thought 21, 3, 28-49. http://www.jstor.org/stable/42589189

Marton, F. 2001. Phenomenography: A Research Approach to Investigating Different Understandings of
Reality. In R.R. Sherman & R.B. Webb (Eds.) Qualitative Research in Education: Focus and Methods. London
and New York: Routledge Falmer, 140-160.

FJME 01 2021 Vol. 24




59

Partti, H. 2016. Muuttuva muusikkous koulun musiikinopetuksessa. The Finnish Journal of Music Education
19,8-28.

Punkanen, M. 2011. Improvisational Music Therapy and Perception of Emotions in Music by People with
Depression. Jyvaskyla: University of Jyvaskyla.

Rawson, M. & Richter, T. 2004. Steinerkoulun kansainvalinen opetussuunnitelma. Tampereen Yliopistopaino.
Tampere: Steinerpedagogiikan seura ry.

Saaranen-Kauppinen, A. & Puusniekka, A. 2006. KvaliMOTV-Menetelmaopetuksen tietovaranto.
Yhteiskuntatieteellinen tietoarkisto. http://www.fsd.uta.fi/menetelmaopetus/.

Saarikallio, S. & Erkkila, J. 2007. The Role of Music in Adolescents' Mood Regulation. Psychology of Music
35, 88-105.

Snellman-korkeakoulu. 2008. Opetussuunnitelma. Snellman-korkeakoulu.fi/opetussuunnitelma.

Stene, M. 2018.The Musical Risk of Education. A Qualitative Study of Music Teaching in a Waldorf School.
Research on Steiner Education 9, 1, 43-58.

Suomi, H. 2009. Musiikkikasvatus - nakdkulmia kasvatukseen, opetukseen ja tutkimukseen. In J. Louhivuori,
P.Paananen &L. Vakeva (Eds.), Musiikkikasvatus: Nakdkulmia kasvatukseen, opetukseen ja tutkimukseen.
Helsinki: Suomen Musiikkikasvatusseura, 67-89.

Vitikka E., Krokfors L. & Hurmerinta E. 2012.The Finnish National Core Curriculum. In H. Niemi, A. Toom &
A. Kallioniemi (Eds.) Miracle of Education. Rotterdam: Sense publishers, 83-96.
https://doi.org/10.1007/978-94-6091-811-7

Workshop - Definition of Workshop by Merriam.Webster. 2018.
https://www.merriam-webster.com/dictionary/workshop.

Musiikkikasvatus 01 2021 Vol. 24



60

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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