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Viewpoints in music and questions of value in the philosophy of art
The aim of the article is to point out some essential concepts about music and also about the philosophy of art based on current literature and student viewpoints. 
Target group: Helsinki University Students n=46
Method: In this article we explore student concepts in the context of historic music and philosophical theories of music history and art education. The article demonstrates the many-sided, changing essence of art together with the required subjectivity in producing and experiencing it. Aesthetic and emotional values are emphasized in music and art education.
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Background

For some years in our lectures on the basics of art and music education given at the Universities of Oulu, Helsinki and Joensuu (since January 2010 part of the University of Eastern Finland), we have been exploring philosophical questions and problem areas in music and art. In this article we have collected our discoveries about the following questions:

1. What is art?

2. How is art manifested in music?

3. What constitutes good music?

4. What makes music so valuable that it should be taught to all children?

This article presents the responces to three questions given by university students in Finland (n=46) who were asked to send their answers by e-mail to the authors. The questions were based on recent literature in music education, art pedagogy and aesthetics (Elliott & Regelski 2003; Reimer 1989; Dickie 1990; Puurula & Väyrynen 1992; Langer 1976; Koroscik 1992; Aristoteles 1989, 1990a, (1926), 1990b) as well as on real life problems, which arose in course of the lectures and discussions about art and aesthetics. The students gave their answers independently, and anonymously interpolating general information about music and art education into their thoughts and spontaneous reactions. The student comments are interpretations and conceptions about real life and thus, are their individual, strongly personal and subjective thoughts about art and its values. We concentrate here on describing the students´ different points of view rather than systematically reporting them.  

In our report we point out some conceptions that lighten the substance of the matters described. Although each comment may be understood as an independent object of art in itself, in many cases general elements we used to describe a phenomenon. In addition we have reported the comments that offer something new for understanding the structure of real life.   

Reader have been given opportunity to interpret and form their own ideas them. We have used the stoic principal “the conception is good when it manifests wisdom”. (Tatarkiewicz 1970, 192-199). After all, the writings of the students have not been classified according to any special criteria. We have selected in order to emphasize their individuality; their interpretation and multi-level nature offer points of contact in the context of both science and art. We presume that the solution of using different fonts and styles will indicate the meaning of the message. 

1. The problem of defining art

Traditionally philosophy has been seen as a field of science that explores real life. For that reason the philosophy of art should reveal the essence of art generally. We might say that a human being must willingly or unwillingly straighten out his relationship with art.
Art may be approached in many ways. Ongoing research and many theories are built around art. Even if an individual had no theoretical or aesthetic knowledge about art, he could still manifest his point of view: “I don´t understand anything about art, yet I know what I like”. To adapt Kant´s viewpoint, beautiful is what pleases without preconceptions.  
Although the enjoyment of art based on knowledge may not be as genuine as enjoyment experientially and immediately experienced, knowledge may enrich our ability to enjoy art. On the other hand, it is well known for example, that knowing a composition thoroughly may sensitize the listener to hearing all the mistakes and in this way reduce our ability to enjoy music. Many craftspeople involved in art as well as artists are often impatient with theories about art. In art the most important thing is to produce it, not to theorize about what was done. We must remember that aesthetics is merely the philosophy of art; it is not an empirical science that could offer all the right answers. Aesthetics rather never gives final answers to questions, but moves in general fields that try to answer conceptual questions such as “What does interpretation mean?” 
The task of defining of art began during the seventeenth century. In those days different types artistic of skills were clearly distinguished; the aim was either beauty or purchase of aesthetic enjoyment. (Vuorinen 1993, 389; Vuorinen 2001.) The positive function of many different conceptions of art is that they focus on the essential elements of art. Many theorists, for example Kennick (1958) and Weitz (1956), see art as such a many-sided phenomenon that one definition alone will never suffice to explain it completely. There only are some identification marks that will transform from one art object to another. Art is an open conception, which makes it unnecessary to formulate a comprehensive theory of its essence. (Sepänmaa 1991, 142.) The following conceptions and discoveries show the students´ views about art. 
”Art is creativity expressing the emotions of the producer. It is also meant to arouse emotions in the observer of art.”

“Art aims to awaken sensations/experiences, which it does not necessarily do.

”Art appeals or it should appeal (to be genuine) to a human being´s emotions in some way, either charming 

or antagonizing, that is, art affects 

the emotional part of an individual. 

Making art is strictly in connection with creativity, 

a need to produce and create something. 

If an art object appeals to the emotions of even one person, there it has attained the criteria required of being art.”

“My opinion is that everything a human being has shaped, produced, experienced, felt in his thoughts or brought for others to see and observe is art.

It may be a composition, a painting, a sculpture etc.

It may be produced by hands, teeth, toes, with machinery or with other tools.”
“Is art hiding in the observer´s eyes, or more, generally in his senses?

 Do the concepts or the words “art” and “skill” somehow belong together?

The so-called art object is meant to be admired, explored, observed.

On the other hand, everyday objects 

may also be art objects.

Should an item be beautiful to be an art object or should it be skillfully made?
Beauty is also in the eyes of the beholder.

Which of them, or both?

A gracelessly made or a skillfully made object?”
“ANYTHING, 


THAT 



AN ARTIST  




WANTS  





TO BE ART IS ART,

AND EVERYTHING AROUND ME IS ART IF ONLY I
 





EXPERIENCE IT THAT WAY.”
“Art is everything that is thoroughly created by someone. What someone experiences as art is not necessarily art for another person. “
“I personally connect art to something ”positively loaded” It is very closely connected tomy experiences, what I feel, see or hear and what brings me good feelings! A performance, a picture, etc., which does not bring a positive value is often questioned: ”could that be art?” This is a point of view as rising from experiencing things.

Another way of thinking is to be the one where one imagines oneself making art.
I think that anything which is produced through the ”agony of creation” can be art.

It is in the senses of the receiver

how he experiences it. “
“Art is an expression of a state of mind. It is a part of the creator´s inside,
which no one is able to see othe than through experiencing his art.”
In the students´ comments we see clearly the open and ambiguous nature of art. They easily mix the concepts of beauty and aesthetics with one another.  It is the vision of the artist that becomes concrete through creativity as an art object. In making art as well as experiencing it, there is always a strong emotional component both in the artist´s side as well as on the receiver´s. Art lifts the subjectivity of a human being to its own level. Producing different sensations and pleasure is more concentrated in art than is the concept of beauty or the experience of beauty on which, in previous centuries aesthetics mainly focused.  

The field of art is continuously widening; it is constantly seeking and creating something new, and ongoing through perpetual transformation in the context of changing cultures, which makes its essence impossible to define unambiguously.  

It is also interesting to note that Plato´s imitation theory (later taken up by his student Aristotle) does not exist as such in the students´ comments. They are more involved in imitating their own subjective experiences and underlining the intention of the artist. Plato´s view of art as imitation was widely adapted and the dominant view as late as nineteenth century. Plato´s imitation theory mainly concentrates on the objective qualities of the art object. (Dickie 1990, 34; Kuisma 1991.) On the other hand, Plato supported the emotional theory about the origins of art and its effects. According to his way of thinking, time imitates eternity. Among other things, Plato explored the problems of making art and of imitation and inspiration as well as the relationship between an artist and the society. (Kuisma 1991, 2.) Plato also saw music as the skill of imitating. Music imitates human nature or, more precisely, human characteristics. (Kuisma 1991, 36.) 

Plato´s thoughts on art are quite negative. The students´ comments did not resemble Plato´s ideas about the insignificant role of art and music in society. Plato also enforced his ideas about the nature of art by presuming that art somehow belongs in value degrading distance of reality. (Kuisma 1991, 3.) Artists enchant the souls of art friends (observers) by using shadows of the silhouettes. Plato viewed art as a kind of perversion, a substitute, a distorted achievement engaged in by those who cannot themselves be the thing that they imitate. Inspiration as an explanation for the starting point of art has a negative value. According to Plato, inspiration has a dark side that invokes insanity and injudiciousness. Plato saw value in activity that could be thoroughly explained and rationalized. He thought for example, that in their inspired state of mind, poets worked just like madmen.  

Medieval culture (400-1400) was homogenous by nature. Religion and morals were essential. Beauty was seen as an instrument for executing these intentions. Art was not separated from other skills or beauty from other values. All values were basically one: everything was seen in the context of the hereafter, God and the way to heaven. The enjoyment of music was seen as a foretaste of heaven´s euphoria. (Vuorinen 1993, 100-109; Vuorinen 2001.) Augustinus (around 400 AD) explored the problem of beauty: Are objects beautiful because they attract us, or do they attract us because they are beautiful? Why are the objects beautiful, if not because their parts are suitable to each other and because they have suitably been joined together and form a perfect entity in harmony with each other? Augustinus was trying to form some kind of concept for defining the origins of beauty. In the beginning of the eighteenth century Francis Hutcheson wrote:”The word beauty means the ideas of beauty growing inside us, and by the expression ´sense of beauty´ we mean our ability to receive these ideas.” John Locke saw beauty as an idea inside the mind; the target of the senses, thoughts and understanding.
Since the eighteenth century the diversity of beauty has been widely emphasized: artistic works are impressive and aesthetically valuable in their own way. Here we should remember that not only romantic comedy, for example, may be aesthetically valuable, but also a tragedy may be just as valuable.  The development of expression theory in nineteenth century can be seen as part of the emotional theories (those explaining the origins of art) changing to a general theory of art. After the expression theories, the focus turned from artistic work to the artist himself. Plato´s imitation theory was object-centered while the expression theories were artist centered. 
We must emphasize that hearing, seeing and sensing overall always includes interpretation. Psychologically-oriented art research is especially interested for how the sensitivity to artistic structures and qualitative qualities develops.  (Saarnivaara 1993, 4.) According to that, perception is a part of cognitive activity, and an aesthetic reaction is seen in much same way. In the background is Goodman´s idea of art as a system of symbols. Art may also be seen as a form of communication in which the composer, the music, the listener and the performer form an entity dependent on each member. (Compare: Reimer 1989, 58; Regelski 1996a, 1996b, 1998; Swanwick 1992a, 21, 1992b; Elliott 1991a, 1991b, 1993, 1994, 1995, 1996a, 1996b, 1997a, 1997b). The way the interpretation is done depends on our objectives and expectations. An object or an achievement is used as an artistic work only when it is seen as a symbol and is being interpreted. 

2. The occurrence of art in music

Beardsley underlines an aesthetic view of art. (Lammenranta 1987, 14-34; Haapala 1990, 54.) The stronger the aesthetic experience, the better the art work at hand. An aesthetic object is not dependent on the receiver´s qualities. The essential elements in aesthetic experience are consistency, polymorphism and intensity. When we deal with education, aesthetic qualities especially need to be practiced in order to be noticed.   

Although aesthetic experiences may be found in nature, sports, science and elsewhere according to Beardsley art objects especially are made for this kind of experience. They may also be valuable for other reasons, for information, morally, or educationally, but their value as an art object depends only on their aesthetic value. This is why the aesthetic experience is excuse enough to justify the existence of art. Art has its place among the finest things in human life. (Beardsley 1958, 8; Vuorinen 1993, 380; Vuorinen 2001.) 
Many of the arguments in the aesthetics discussion were already pointed out in the classical period, but the basic borderlines were drawn later. The essential definition of beauty was done already in medieval times and art was separated from other types of achievement in eighteenth century. (Vuorinen 1993, 387; Vuorinen 2001.) 

Beauty is often seen as a synonym for aesthetics. Aesthetics and beauty are always equipped with a positive value, an idea that could be seen in some of the students´ statements. We may say that if an art object does not bring the receiver any kind of enjoyment, then it is aesthetically worthless, ugly. Beauty is often defined also as harmony, symmetry, harmoniousness, abstinence, control or regular form. In many of the student´s comments they underlined the significance of the interpretation when writing about artistic experience in the field of music. Also experiential and enjoyable experiences in connection with the artist´s personal joy in producing and creating art were emphasized in the early definitions of art. 

In the history of art philosophy the problem of artistic taste was often brought up in the eighteenth century. Almost everyone has his own point of view in judging and evaluating art works. (Bourdieu 1984; Synteesi 1991). The question is, who has good artistic taste and who does not? What really is valuable in art? How could these questions be examined? We may, for example, explore things that have pleased people throughout history and around the world. On the other hand, we may discover what kinds of art have survived for centuries. Whom can we trust in matters of good taste? Or is taste as subjective as we often suppose?
To David Hume (1711-1776) beauty was not the quality of an object, such as roundness, which can be proved by measurement. Beauty is a matter of emotions and sentiments. In this way he approved the phrase “beauty hides in the eyes of the beholder” which also appeared in one of the students´ comments. Hume speculated whether it would be possible to find a standard for good taste, meaning a principle to separate good taste from bad. Hume´s idea of the standard was, that beauty is a matter of emotions and sentiments, but there are objects that are truly beautiful. These can be found by identifying people who are equipped with good artistic taste. (Vuorinen 1993, 167-169.) In this way, Hume transformed the problem and shifted the focus of the discussion from emotional and sentimental questions to the ability of the critic. The following phrases have been selected from the students´ comments about how art may occur in music:

“I believe that artistry may occur in any kind of music.  Art shows when the performer is doing it “by heart”, seriously concentrating on what he is doing. The performer puts his personality into the presentation and reaches for highest possible level.”  

“Art in music occurs in the co-operation of

the composer, the  performer and the instrument.”  

INTERPRETATION.
”Art music” is usually mentioned when we speak about classical music, 
and sometimes also in folk music: folk art, but much more sparsely when talking about entertainment music or popular music.

This could lead to the conclusion that art should be found in the differences between these music styles. What might they be?”
“An artistic composer can create something new by using old musical concepts or totally getting rid of them.”
“Music is art if the creator or listener experiences strong emotions, either predictable 

or not.”
“I began to think about the word ”art music”, which traditionally has referred to classical music. To some people it has meant “something I don´t understand at all” and to others ”the only right type of music” or maybe something in between these two concepts. This makes it a pretty personal experience as art always is.
“Interpretation is often the essential factor; even a modest piece of music may be a great source of artistic enjoyment if it is interpreted devotedly. If the composition is made seriously, it may become art as it is.”
“Music is not necessarily art as written on paper. It becomes art no earlier than when an artist puts himself in the game and tells something about himself and about his own thoughts about the music through his interpretation.

It seems that in all art, literature, music, drama and so on there is always the matter of a human being´s ability to wake up, to open his mind and process the stimuli encountered. Art offers experiences of emotions and feelings, not exact information about the feeling. In many of the students´ comments artistry was seen to occur in the interpretation of the music. The interpretation upraises the performer and interpreter as the essential elements in mediating music as art. The interpretation is also connected with the emotional life of the performer as a form of expression. Although art as a concept is broad, it seems to be connected to classical music more often than to popular music.  

Highlighting emotional aspects emerged in the expression theories of the nineteenth century and replaced the idea of art as imitation. When the philosophies of Romanticism were formulated in the world of art, new opinions arose about the artist´s task along with interest in artistic creation. The creative process was described as discharging emotions at the same time as it was connected to reaching for higher knowledge. First the expression theories tried to show that art can offer something important to human beings. Secondly, the expression theories tried to connect art more closely to people´s normal lives. Emotions can be experienced in some way, and their importance is quite obvious to everyone. Thirdly, the theories tried to explain emotional qualities in art by the way art interacts with emotions. Music had quite a remarkable position in the philosophers´ thinking during the Romantic era, which open the way to expression theory in music. (Dickie 1990, 39-40.)

Georg W. F. Hegel (1770-1831) expressed three central ideas about art, which he thought to be right and generally approved: First an art work is not a natural product, it is a man-made artifact. Secondly, art works are made for human beings and more specifically for their senses or from a material that cannot be sensed so well. Thirdly, an art object has a purpose in itself. (Hegel 1968, 136; Vuorinen 1993, 249; Vuorinen 2001.) 
The first two points separate an art object from natural objects: a work of art is man-made and has a significant function. Nature may be beautiful, but a work of art is made for other people. Finally, the third point separates art from other human achievements. Art is not just a means of teaching morals or something else; it clearly has its own aim: beauty.

Arthur Schopenhauer explored this problem in the early nineteenth century: “When we say something is beautiful, we simultaneously manifest that the object is being aesthetically observed”. The significance of a work of art brings its own addition to its structure. Beardsley was very strict about this. He thought that in instrumental music, there is almost no addition, because “music does not express anything nor does it mean anything.” (Beardsley 1958, 337; Vuorinen 1993, 369.) Music may include “local human qualities” such as gloominess, tranquility, determination, peacefulness, sensuality, insecurity, but we should not speak about significance or expression because it may draw the attention outside the art work itself, usually a composer´s psychic life or to the  listener´s associations. 

3. Good music

Art or artistry as a concept has often been used to classify, to separate or evaluate. We may speculate on whether an object is a work of art. Often a work of art means a good, high standard work of art. At the same time the concept of a work of art also means a positive evaluation of the object. This is why when we speak about art, we actually mean good art. The essentials of good music were described in the students´ comments as follow.
“ To be good music is not dependent on the music genre; it is how well the music is composed or performed. A good funk song may well be as good music as good as a Sarabande.”
“Good music causes the listener good feelings.”




”Good music brings pleasure to life.”

“Music is good when it makes you forget everyday thoughts.”
“Good music gives the performer and the listeners some experiences.”
“Every musical genre includes good music. Somebody likes only art music and someone else, only dance music as good music. It depends on who is doing the evaluation. As an educator, I see good music as such, which answers the educational needs at the time.”
“Good music gives a listener the emotions which he or she is expecting. Of course, sometimes there are surprises.”
“Music being good does not depend on the genre; there is good Baroque music as well as good rock music.”
“Good taste is always subjective, which means that there are many kinds of definitions for good music!

Good music relaxes, entertains, stimulates imagination …
The elements of music combined in a certain way serve the listener´s vision!”
“Good music depends on musical taste.
Every listener has his own vision of good music. 

Good music is natural, easy to listen to.
Music gets better or sometimes does not get into the ears of the listener.”
The students did not see any connection between the genre or musical style and the definition of good music. On the one hand good music is a question of taste; and on the other hand, it offers the listener experiences that are mostly pleasant and focus on positive enjoyment. Good music is expressive: a good composition as well as a performance share expressiveness. The comments underline the experience, though not the aesthetic experience about which philosophers of art speculate a great deal. The students´ conceptions shared the idea of ambiguousness in what is “good” in music. Experiences, enjoyment and positive emotions were central in the students´ comments as well as Leo Tolstoy’s (1828-1910) concept of expressiveness in the arts.  

Leo Tolstoy broadened the conception of art so that the aim of the art work changed from beauty to expression. Reimer (1989) too describes art as moving the emotions. Tolstoy saw the expression of emotions as an achievement in which the emotions were transferredto another person  or “infected” them. (Reimer 1989, 19; Vuorinen 1993, 297-305; see also Vuorinen 2001, Swanwick 1988, 1992a,1992b, 1996, 1998.) According to Tolstoy, a good work of art must be able to transfer the emotion to another person. Students too, brought up similar ideas. Tolstoy also added an ethical point of view by saying that the emotion the work of art is reflecting should be similar to the highest ideals of the era or at least should not oppose them. Tolstoy´s ideas were quite close to Hegel´s: both thought that good art reflects the highest aspects of humanity in an enchanting way. 

According to Hegel, entertainment and enjoyment are not essential to art; they are signs of an art insufficient which to fulfill all the qualities of great art. If a work of art has had significance in developing human self consciousness, it shows the possibilities for art that entertainment has left untapped. (Hegel; Vuorinen 1993, 254.) Tolstoy said that if art is to be really significant, then it has to be understandable to everyone. (Vuorinen 1993, 305-306.) A work of art may not be foggy or incoherent; otherwise, it only offers the recipient bad feelings. This means that if we wish to spread our own emotions widely, then we should make simple works of art. Tolstoy was convinced of the importance of such art. He believed and hoped that in the future the current value of beauty in art would vanish and be replaced with the good art he sketched. The art of the future will not be a continuation of current art; it will be based on totally different, new essentials that have no connection with the current art of the upper class today. (Tolstoi, 208; Vuorinen 1993, 311; Vuorinen 2001.) Tolstoy´s prophecies about beauty-based art changing or disappearing have mostly come true. It is easy to draw an analogy between Tolstoy´s ideas and popular art as well as media-arbitrated art. The aesthetics of beauty has changed into the experiential aesthetics experienced by the masses, including the subjective viewpoint of each individual. Perhaps that is one reason for the popularity of pop and rock music. Music also carries aesthetic values other than those based on beauty. The essence of art has even broadened, become an everyday achievement and changed into a cultural and artistic industry, which has its own rules and orders. 
Tolstoy´s concept of art was emotional and communicative. Through a work of art, the artist expresses his emotions, transferring them to the recipient, emotions such as humility, love, hatred and so on. By expressing emotions, an artist raises an emotion into consciousness.  
Although the concept of classical art survived the three first decades of modern times, it slowly stiffened into academicism and lost a certain part of its absoluteness. Along with beauty governed by rules, “unexplainable splendor” became important. Through different artistic styles it became obvious that there are many kinds of beauty; imitating nature may be beautiful as well as miracles performed by human beings.   

Highlighting artistic diversity replaced the traditional idea that certain numerical relations could be beautiful. More often recipient’s pleasure was now in the spotlight instead of the qualities of the artistic object, the idea being that there may be many valid rules and many good artists, all good in their own way. The opposites might also be good art. (Vuorinen 1993, 125-126).

Artists were required to show individuality, creativity, talent, imagination and intuition. In the seventeenths century beauty was considered a phenomenon of the emotions and imagination; it had no rules. According to Descartes, the same stimulant may be pleasant or irritating, beautiful or ugly, depending on what kind of experiences had been connected with the stimulant earlier. These points of view offer interesting ideas for modern educational research as well. 

Artists saw many purposes to art and various means of measuring values; exposing truth directly or indirectly, promoting virtues, arousing emotions or reaching for beauty or sweetness. (Vuorinen, 1993, 129.) With the side lining of the task of making art, the focus shifted to the aesthetic value, as quality is what makes the difference. 

The aesthetes of twentieth century were of the same opinion as Tolstoy, as they connected beauty closely to pleasantness, decorative environment, joy and enjoyments and they also connected “aesthetics” not only to beauty, but also to art, where the aesthetically valuable did not have to be beautiful. (Vuorinen 1993, 312-313)

4. The significance of music and values in education

All cultural experiences are valuable to education. “The starting point of education is art”, wrote Herman Read. Only through aesthetic education may a human being become free and morally creative. According to Puurula and Väyrynen (1992, 9) art education has a strong connection to aesthetic education because it offers both opportunities for self expression through art as well as skills and information about the field of art that is being taught. The main goal of art education has often been to teach certain values. Art education has never tried to promote self-congratulatory understanding of art. The following quotations show students´ viewpoints in what they see as so valuable in the art of music that it should be taught to all school pupils. 

”Through listening and practising musical exercises will enrichen children´s imagination.

 The children may get great experiences through music and everyone should have an opportunity to have these experiences through which they can grow as persons and human beings, and get to know themselves.”
“Many other things besides musical skills, for example, social skills, can be taught by using music. It is a something children like and find easy to learn.”
“At schoo,l international reasons make people learn foreign languages as well as their mother tongue in order to maintain their own cultural identity. The language of music is understood everyywhere. Still at the same time music expresses the basic identity of each nationality.

Music as all the other arts builds and strengthens the conception of self.”
*Music develops the abilities to listen and at the same time the whole personality.


*Music is important to young people (everyone listens to some kind of music).


*Music develops the emotional world (for example, heavy metal music offers a chance to feel hatred as well as love.)

“Through music children may express themselves, the inmost also by creating something. At best it gives good skills for life.”
“Music interrupts the everyday school work, stimulates and offers new experiences (performances, etc.)”
“It is difficult to cite anything else because already one point is enough to justify why music is WORTH teaching every pupil in school. Of course, GOOD music teaching is required to achieve these aims. It means an ability to open the secrets of the world and lead pupils to adventures in music.”
“Music – enjoyed the right way - makes life so much better that it would be wrong if everyone were not offered the opportunity to enjoy it.”
”Well done music education makes children start music as a hobby, not only as listeners, but also as music makers. And look: they are getting happier all the time.”
“Music is a connecting language, a power that is understood everywhere. On knowing this, a human being becomes a much more positive creature.“
“Music is the road to the fantasy world. Through music, we may live out our fantasies and dreams.
Music connects people.
Music includes positive energy.
According to Plato (Vuorinen 1993, 44-45), art also has negative effect on the human mind. Where the arts flourish in a society, enjoyment rules instead of law and order. Art is bad for young people when it imitates persons who cannot be held up as model examples. Plato said that only Dorian and Phrygian church modes imitate good qualities of mind, which makes them suitable for education. (Platon 1981, 399.) Plato viewed art as dangerous because it directly affects emotions, not the intelligence: it feeds the emotions, makes thinking dizzy, and that makes the arts an obstacle to those who aspire to wisdom.

The students´ comments show that they are quite far from Plato´s ideas. On the contrary, developing and widening emotional life, the common overarching significance of music while enriching imagination with the positive effects of communication can be seen in their comments. The meaning of music is to produce enjoyment; it is a refreshing element that makes mental activity possible and even initiates and fulfills it 

Aristotle supported the arts. He did not view the stimulation of emotions by the arts as a bad thing. He saw people coming from dramatic performances of tragedies not exited but calmer and more balanced. The drama raised emotions of pity and fear, but also quieted down these emotions. In same way the suggestive Aulos-music stimulates and excites the listener, but through stimulation, also balances. Aristotle answered Plato´s condemnation of art by emphasizing art that in connection with general truths and providing enjoyment through arousing emotions is not harmful, but healthy. (Vuorinen 1993, 64.) The students´ viewpoints strongly recall the Aristotelian view of art as an opportunity to influence emotions and feelings.

In the seventh book of The Politics Aristotle explored art as an element of education and gave several reasons why music should be taught to young people:“musical activities should not be done for only one reason, but for several, namely 1) for education (Greek: paideia); 2) catharsis  3) music may be used to pass the time (diagoge), to help in relaxing and refreshing oneself from exertion (anapausis). The ideas of Aristotle are still current. (Aristoteles 1991, 1341; Vuorinen 1993, 65.) According to Artistotle music is not only pleasant, but also a serious achievement and in this way, an essential part of a happy life.

Aristotle also speculated on why young people should be taught drawing and playing an instrument. On playing music Aristotle noted that most people do it “because it brings pleasure” and that playing should be practiced to the extent “that one is able to enjoy beautiful melodies and rhythms” (Aristoteles 1337-1341; Vuorinen 1993, 65-66.) These statements show how Aristotle jumped to broad, many-sided conclusions about music as a means of education. He accepted the use of music as a means to develop temperament and character, but also focused on catharsis, relaxation and refreshment together with beneficial ways to spend leisure time.

According to Beardsley, the aesthetic experience might help with psychic tensions, calm thoughts of self destruction and offer a harmless way of achieving excitement; it may solve internal contradictions and help clear the mind so that many external problems seem less fraught. 

Music ennobles the ability of sensing and power of resolution and in this way might help in human relationships; in the same way it also helps develop the imagination and break routines. These factors help in retaining mental health and connecting people through similar experiences. Finally, music  offers one virtue in human life. (Beardsley 1958 8; Vuorinen 1993, 380.)

From the viewpoint of education it is important that teachers and educators offer information as well as concepts about the world of art through the language. Following the research of Saarnivaara (1993, 101), there is a danger of looking at art from the elitist point of view or the art specialist´s, which might lead to a situation in which one´s own interpretation about an artistic experience would lose its significance. This can be avoided if students can be shown that specialist´ statements are only interpretations. Exploring together has provided the clues to understanding the art of different times and different traditions with artists and art specialists explaining art. Discussing the relationship between art and real life in order to understand the nature and significance of art might mean a new alliance between producing and understanding art, which would deepen both in connection to learning abilities, as well..   
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