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Abstract. The character of this article is theoretical and practice oriented, therefore
offering educational implications for music educators and music psychologists. Its
main objective is to give an overview of the most important musical and develop-
mental changes of musically talented children and youth, at different stages of the
three-level specialized music education. The theoretical background of the article
refers to stage theories of development of gifted with the intention to point out cor-
respondence between stages of development and the specificity of music education
stages. Theoretical conceptions are used as a framework to synthesize and to inter-
pret empirical data and practice-related professional experiences of psychologists
in music schools in Poland and Serbia. Both countries, though culturally distinct in
nature and in the character of traditional music, are characterized by a very similar
system of specialized/professional music education. Further on, the article presents a
review of the wide range of benefits/outcomes experienced by music school students,
as a result of the highly simulative, systematic and supportive environment of music
learning. The article begins with an introduction to the context of the specialized
music education system in Poland and Serbia and then presents how a particular sys-
tem of education for the gifted contributes to the development in the field of acquir-
ing musical knowledge and skills, as well as to benefits/outcomes of the education
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system for the personal, social and professional development of the musically gifted,
indicating a wide range of positive experiences.
Keywords: specialized music education, music development, music education benefits.

INTRODUCTION

The contemporary world offers children and youth many activities the aim of
which is to develop their potential, their innate abilities and aptitudes. Spe-
cialized music education, next to the linguistic, sports or arts education, is
one of the most important areas in which children are engaged from an early
age. Simultaneously, learning music, especially learning in professional mu-
sic schools, is an activity that requires not only a high level of musical abili-
ties, but also an unusual level of motivation and commitment to daily work.
Therefore, for the authors it is very important to indicate what kind of benefits
children and youth experience thanks to learning music, and to present the
broad context of their musical and psychosocial functioning. The basis of this
analysis is the system of music education in Poland and Serbia, which belong
to the few European countries with state-financed public specialized music
education. Specialized music school systems in both countries are based on
the idea that music education should be accessible to all children with a cer-
tain, adequate level of music aptitude and interest in music, which is evalu-
ated in the entrance examinations at the beginning of each of three phases of
education (Bogunovi¢, 2010a). The aims of music education refer to distinct
influences on aesthetic education as well as to the development of the artis-
tic (reproductive and creative) personality (Bogunovi¢ & Krnjai¢, 2013). The
main concentrations of the curriculum are vocal-instrumental performance
and music theory. What is valuable in the system is early, systematic and
strong stimulation and support within the educational background over the
long term that is crucial for enhancing talent and transferring potentials into
knowledge, skills and finally expertise. Specialized music education itself
has three levels: elementary, secondary (music high school), and the music
academy/faculty of music. Elementary music school starts at the age of 5 to
7 and consists of music kindergarten, preschool and school (4 to 6 years of
schooling). Children play different instruments (individual lessons, 2 times
per week) and have regular small-group classes in music theory. In the last
years of schooling, subjects such as music theory, orchestra and choir are
introduced. In Poland, apart from the lower level music schools, pupils also
take general education courses (Sekowski & Pludowska, 2012). During their
schooling days, they participate in several kinds of performance activities:
public performances, competitions and concerts. Moreover, in Polish music
schools since 2014, an innovation has been introduced — it is obligatory for
all the students to play in different ensembles. Music high school represents a
professional choice and after their graduation, students have the chance to ap-
ply to the Music Academy/Faculty of Music or to Faculties of Social Sciences
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or Humanities. In Serbia, the Faculty of Music requires four years (in Poland
three years) of study for obtaining a bachelor’s degree (B.A.) and one year (in
Poland two years) for obtaining a master’s degree (M.A.). There is also the
possibility to earn a doctoral degree in arts and science. The duration of music
education in both countries lasts for 12 years in total, even more if one is to
pursue an M.A. (17 years) and/or Ph.D. degree (21 years).

These data confirm that the development of musical talent requires many
sacrifices, not only in devoting time to it, but also in the level of involvement.
Both the number of hours spent on practicing an instrument and learning
theoretical subjects and the concentration and intellectual commitment to the
implementation of all music tasks entail positive changes in the development
of musical ability and have general developmental benefits. Therefore, in the
following text we shall present details of the specialized music education stu-
dent’s profile at different stages of education and development with an indica-
tion of the specific psychosocial changes.

The theoretical background refers to stage theories of development of the
gifted with the intent to point out the correspondence between the stages of
development and the specificity of music education stages. Theoretical con-
ceptions are used as a framework for interpretation of empirical data and
practice-related professional experiences of psychologists in music schools
in Poland and Serbia. The theoretical models which we refer to (Bloom,
1985; Jarvin & Subotnik, 2010; Jaslar-Walicka, 1999; Sosniak, 1988, 1990;
Subotnik & Jarvin, 2005) are the concepts which leave a permanent trace
in our understanding of the development of giftedness and talent in various
domains. We shall exhibit the relevant empirical findings obtained in research
environments of both countries as well as the educational, psychological and
professional outcomes referring to the three-stage development of the musi-
cally gifted.

DEVELOPMENTAL STAGES
OF THE MUSICALLY GIFTED

Preschool period: Potentials and/or abilities

It is worth taking into account that the first stage of musical stimulation hap-
pens much before the formal initiation into music learning. This is due to
the natural ability of infants and young children to draw authentic joy from
their musical experiences (Gluska, 2012). In this period, musical activities are
primarily characterized by spontaneous involvement and early music stim-
ulation introduced by parents (Bogunovi¢, 2005). Preschool stimulation of
musical development during the “critical period* enhances natural capacities
(Rados, 2010), early intrinsic motivation and interest in the field of music
(Rados, Kovacevi¢, Bogunovi¢, Ignjatovi¢ & Acic¢, 2003).
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The core of each theoretical conception of musical talent development
lies in musical abilities as an inborn potential. The concept of giftedness as
great performance defined by Subotnik and Jarvin (2005) combines initial
abilities with interactive genetic and environmental components which in-
clude intrinsic motivation, charisma and musicality that are not teachable.
However, they are malleable and need to be cultivated by mediating variables
which enable abilities to develop into expertise; in other words, abilities can
be stimulated (Jarvin & Subotnik, 2010), at first in the family environment
and then subsequently in the framework of music education.

We are of the opinion that the “zero”, i.e. preschool stage is important for
its informal and spontaneous musical development as preparation for the mu-
sic or/and instrumental tuition that would follow. The other important issue is
the identification of talent, which also mainly takes place in the family circle.
Thus, the quality of stimulation and sensitivity to the first signs of giftedness
are the key events in this “zero” stage and the lack of these could let talent go
unnoticed.

Elementary music school:
Romance or from abilities to competencies

In terms of psychophysical development, a child at the age of 6 or 7 is char-
acterized by a natural need to explore the world and to derive joy from ac-
quired knowledge (Brzezinska, 2005a, 2005b). At the same time, successfully
responding to challenges at this stage of development will create a unique
opportunity for satisfactory artistic development. In this period, in relation
to music, a fundamental change occurs to children who were exposed to mu-
sical stimulation during their early school years. Music ceases to be just an
element of fun but becomes a subject of interest that induces intellectual and
emotional challenges (Manturzewska & Kaminska, 1990). In the first stage
of formal education, after being selected in the elementary music school en-
trance examination, the condition for successful musical and general educa-
tion is a certain level of maturity of a child and readiness to attend school, i.e.
an appropriate level of development within the physical, psychomotor, cog-
nitive, social and emotional-motivational areas, which enables learning and
functioning at school (Bee, 2004; Janiszewska, 2008; Kotodziejczyk, 2011).
In the literature, the first period of musical education is called the
phase of romance with music when the playfulness of experiences is notable
(Bloom, 1985; Jaslar-Walicka, 1999; Sosniak, 1990, 1988). More specifically,
this phase is also referred to as from abilities to competencies (Subotnik &
Jarvin, 2005). This could take into account both musical experiences from the
prenatal period and infancy, as well as the first attempts to learn how to play
an instrument in the pre-school period. However, it primarily focuses on the
first years of formal music tuition — up to the age of 10 or 12 (Bloom, 1985),
which in the systems of music education in Poland and Serbia, precede the
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level of elementary music school. It is based on environmental and psychoso-
cial influences on the development of the given abilities in order to achieve
the first steps of mastering musical/instrumental competencies. The effec-
tiveness of transferring abilities into competencies is mediated by the speed
of learning, technical proficiency a child can attain, a child’s “teachability”,
parental support or pressure, quality of the pupil-teacher experience, external
rewards such as praise and recognition and persistence in both good and bad
times (Subotnik & Jarvin, 2005).

Parents and teacher

The first, early stage is characterized by joy and excitement caused by the
discovery of talent and involvement with music , in which parents search for
appropriate tuition and a dedicated and passionate teacher (Bloom, 1985). To
allow the student to experience complete satisfaction within the educational
and aesthetic dimension during the phase of romance with music, the thing
which is still needed is “merely” a supportive school environment, i.e. the
first instrumental teacher (Bogunovi¢, 2003) and a supportive family. The
responsibility of adults is to ensure that the child’s first contact with music
becomes a source of strong but positive experiences, which with the art of
music and the acquisition of musical knowledge and skills takes place in a
pleasant and inspiring atmosphere (Jaslar-Walicka, 1999; Gliniecka-R¢kawik,
2007; Hallam, 2008).

For musically gifted children, at this stage, the “important others” — their
parents, extended family members, first instrumental teacher — those who
have an understanding of their musical interests, acceptance for their ability
and artistic sensitivity and who support the implementation of all the obli-
gations related to the studying of music are an invaluable resource (Bloom,
1985; Creech, 2009; Jasinska, 2009; Konkol, 1999; Sierszenska-Leraczyk,
2011; Sroczynska, 1999). Their musical achievements and success in this pe-
riod of schooling are primarily determined by parental support and involve-
ment and their importance is so strong that the lack of it can cause the dropout
of students (Bogunovi¢, 2010b).

An invaluable outcome of a cognitive and socio-emotional mindset in
a music student’s family is their parents’ openness to participation in their
child’s music lessons. Parents are main collaborators of teachers and at home,
their role is to maintain logistical support, supervise practicing and enhance
inner motivation of a young musician (Bogunovi¢, Rados§ & Toskovic, 2006).
In many schools in Poland, one can hear about non-musician-parents so heav-
ily involved in their child’s musical education that they reach a phase of build-
ing up their own performance competencies (on a basic level). The result of
such an involvement is performance of a piece of music in a duet with their
child (e.g. during school programs). Apart from the obvious satisfaction that
the parents derive from overcoming their own limitations, this attitude and
commitment lead to a number of other psychologically positive consequenc-
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es, confirmed by empirical and practice-related data (cf. Sroczynska, 1999),
concerning:

(1) Parent — child relationship
building up a close parent — child relationship, in the area of artistic
development;

e guaranteeing the child a high level of reassurance, understanding
and support in the context of challenges and difficulties connected
with learning music;

e and most importantly, providing the child with emotional closeness
and displaying genuine joy from the common music-making activi-
ties which help stimulate the passion for music and shape correct
habits related to daily practice.

(2) Parent — teacher relationship — learning environment

* increasing the parent’s awareness of the specifics of learning how to
play a musical instrument;

*  establishing close and regular contact with the instrument teacher;

e achieving a greater understanding of the teacher’s requirements and
ensuring conscious monitoring of the progress in learning how to play
through daily practice at home, especially in terms of overcoming
hardships which lead to ‘perfection’ in playing an instrument and
improving technical aspects of performance.

The presence of a parent(s) in the process of musical education is priceless in
this, first period of talent development, also because of the support needed
for the natural mental and physical development of the child. Experiences
during the first years of schooling influence the formation of self-esteem and
development of a sense of personal competency. Namely, up to three to four
years of schooling they are significantly supported by parental involvement in
everyday logistics and instrument practice (Rados ef al., 2003), but then their
intrinsic motivation becomes stronger and decisive and has its important role
in reaching different levels of musical achievements (Bogunovic et al., 2006).
During this time, a child can be subjected to strong self-criticism as a con-
sequence of the competitive atmosphere of the music world and widespread
peer comparison. Parents, therefore, can ensure optimal conditions for musi-
cal development and acquisition of musical competences in an atmosphere of
safety, support, and admiration without negative comparison; they promote
formation of an accurate, realistic self-assessment, which is supported by the
child’s faith in his or her own abilities.
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Psychosocial outcomes

In addition, music tuition provides a basis for the most important contribu-
tions of the phase of romance with music to the development of musically
gifted children (Jaslar-Walicka, 1999; Gluska, 2011) and these are in the field
of general and artistic personal and social development:

(1) Sensitivity to arts (the use of music as a natural stimulator for
developing musical and non-musical competence; nurturing child’s
sensitivity to music and stimulation of the child’s interest in the world
of sounds).

(2) Ability stimulation (enhancement of auditory as well as technical and
performing abilities, resulting in the increased sensory sensitivity
and psychomotor competencies).

(3) Personal growth and stimulation of development (formation of
mature personality characteristics by inculcating systematic learning
and practicing an instrument, as well as building basic skills in time
management; building an increased psychological resilience and
competencies in coping with emotions during public performances,
based on a realistic self-assessment).

@) General and social development (promotion of conditions for the
comprehensive development of a child, involving the disciplines of general
as well as artistic knowledge; ensuring appropriate social development of
the child through contacts with peers who share similar interests, talents
and activities; widening the range of social competences of the child
through their interaction with adults within the music lessons, where a
student also learns about cooperation and subordination through their
relationships with the instrumental teacher and, in group interaction, with
their teachers of theoretical musical subjects, they often pass the stage of
emancipation from their parents faster).

Educational setting and implications

A measurable outcome of professional musical education is primarily the ac-
quisition of skills in the field of instrumental performance. It involves forma-
tion of habits and motion automatisms, the nature of which depends on the
specifics of the instrument studied (Sloboda, 2002; McPherson & Hallam,
2009). The choice of an instrument is one of the most important decisions at
the beginning of music education, and physical and motor abilities of the child
should be taken into account, as well as their aural preferences and personal
comfort within the ergonomics of playing. The motivation of 6- and 7-year-
olds for playing a particular instrument is often associated with their desire
to emulate a selected member of their family or their peers; it may be the
result of the external qualities of the instrument or their musical preferences
influenced by the music they have listened to (McPherson & Davidson, 2008).
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During this period of development, introducing regular music lessons parallel
to the general education lessons enables the child to acquire musical compe-
tences in the same natural way in which they acquire competencies in reading
or writing (Burnard, 2008; Manturzewska & Kaminska, 1990).

Young musicians begin to manifest an active and creative approach to
music by constantly expanding their attention and auditory sensitivity, by in-
creasing the rate of performance skills acquisition and the accuracy of intona-
tion and by mastering artistic skills (Astachowa, 1991). Their pitch hearing is
shaped and rhythm perception is growing more precise, along with the knowl-
edge of basic metrical and rhythmical concepts. Subsequently, harmonic hear-
ing and the sense of form are developing (Manturzewska & Kaminska, 1990),
followed by vocal skills performance improvement (Kaminska, 1997).

Educational strategies used in specific circumstances of elementary mu-
sic school, through the common and combined influence of main instrumen-
tal or solfeggio teachers and parents, cover the following (Appelt, 2005):

» identification of strengths and weaknesses of acquired competences

and skills (including the musical ones),

e making an appropriate assessment of the child’s capabilities,

» achild takes on tasks which are possible to achieve or are on a slight-

ly higher level of difficulty.

These strategies, used by parents, guardians and teachers, create possibilities
to use lessons in the frame of specialized musical education to support both,
the child’s psychomotor and musical development.

Furthermore, educational outcomes should be brought in by highlighting
the purposefulness of specific tasks and their usefulness to the child — this is
particularly important in the process of learning music subjects and how to play
an instrument, since during daily practice, the child may not notice that they
have obtained a new competence or have improved slightly (e.g. placing their
hand on an instrument or experiencing an authentic difficulty, which requires
a longer period of work). In this situation it is worth explaining the reasons for
the implementation of specific exercises, tasks and instrumental drills in order
to prevent early discouragement or fatigue (Chaffin & Lemieux, 2004). Support
in planning activities and drawing real targets (Jargensen, 2009) could also be
a part of efficient teaching. As to psychosocial incentives for building up musi-
cal/instrumental competencies and self-assurance, it is important to show joy
on the occasion of the child’s successes but also to help and ensure emotional
support in a situation characterized by failures, provide a child with a feedback
on achievements, skills and abilities and ensure that the use of the system of
rewards and consequences is aligned with the child’s behavior.

Lessons in playing an instrument should be based primarily on the diver-
sity of the musical output, using the sound spectrum of the instrument, and
in the area of theoretical music classes; it is worth introducing as many active
methods of listening, processing, feeling, expressing, reasoning and analyz-
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ing music as possible. The important component of primarily individual in-
strumental lessons is a rather close, friendly, warm and motivating relation-
ship between a pupil and a teacher, which along with an efficient parental
involvement make the keystone of musical success in the first years of music
elementary school (Bogunovic, 2006, 2010b).

Taking into account not only the sphere of general mental and physical
development in the process of educational influences and upbringing, but also
passion for music, in line with the phase of romance with music, the child, full
of positive emotions and pleasurable experiences of playing an instrument,
will be ready to enter the next stage of development and musical education.

Music high school:
Precision or from competence to expertise

Development in the psychophysical sphere, which takes place between the age
of 10 or 12 to 20 (Oleszkowicz & Senejko, 2011) coincides with the phase of
precision (Sosniak, 1988, 1990) or perfectionism in musical education (Jaslar-
Walicka, 1999). This phase creates opportunities for instruction with empha-
sis on gaining skills even above the level of technical proficiency (Jarvin &
Subotnik, 2010). In line with the perspective of developmental psychology,
this period of life can be identified as a time of transition, sometimes full of
variation, in which the child is becoming physically, mentally and emotionally
an adult (Bardziejewska, 2005). In the field of musical talent, this is a special
period because it is characterized by the highest absorption and the fastest
development of technical and performance skills and abilities with regard to
learning how to play an instrument (Manturzewska & Kaminska, 1990). At
the same time, this shifts to an increase in demands and expectations in the
context of music education (Jaslar-Walicka, 1999; Howe & Davidson, 2003).
During the second phase, teaching and learning become more focused on the
systematic acquisition of knowledge and development of skills. Long-term
commitment is already established and young musicians begin to identify
themselves in terms of their area of interest and growing experience (Sosniak,
1988, 1990). In the system of specialized music schools, this stage is equiva-
lent to the level of music high school.

“Important others”

It should be emphasized that in music education, social support is of particu-
lar importance as it provides a sense of acceptance, understanding, stability
and assurance, as opposed to instability and emotional dilemmas that plague
adolescents, regardless of the age of the child (Ossowski & Gluska, 2011). For
the psychosocial and musical development of music high school students, it
is valuable when parents exhibit selected patterns of support through their
attitudes (Grolnick, after: Creech, 2009); although, in this stage of develop-
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ment, parents play a less direct role. Their influence now comes from the
background, in a form of the cultural atmosphere in the family, the promotion
of artistic, cognitive, educational and professional achievements and support-
ing individual autonomy (Bogunovi¢, 2010b).

For a proper development of musical abilities during the period of iden-
tity formation which coincides with musical education in the phase of preci-
sion or perfectionism, support received from instrumental teachers also plays
a significant role. In this phase, the relationship with the teacher is character-
ized by the increased directivity, requirements and expectations on the part of
the teacher with regard to the implementation of tasks of a technical and per-
forming nature (Jaslar-Walicka, 1999). Children and adolescents emphasize
that informative support received from their instrumental teachers, which is a
kind of a set of instructions within the arcane art of music, provides them with
the highest value in the process of musical education, and gives them a sense
of competence, understanding and willingness to undertake high educational
goals (Gluska, 2011). The personal bond between a teacher and a pupil shifts
from the one of love to the one of respect, at this stage (Sosniak, 1990).

During adolescence and in the process of identity formation, peer groups
become especially important, serving as a substitute for the family, stabi-
lizing the identity and personality, shaping the development of self-esteem
and determining behavioral standards and social competences (Obuchowska,
2000). Among children and adolescents engaged in musical education at a
professional level, a peer group represents a supporting environment in a nat-
ural way, because every student may experience similar musical difficulties
associated with preparation for music lessons, programs, concerts and recit-
als. On one hand, music school students have opportunities to form sincere
and close friendships with their schoolmates because they establish frequent
social interactions. On the other hand, classmates can also serve as a source
of competition, especially in the field of instrumental performance. Motivat-
ing and supporting functions of the peer environment, not competition, are
much more conducive to musical accomplishments (Austin, after: Lehmann
et al., 2007). In addition, it can be noted that closer friendships based on a
supportive relationship are made among people playing different instruments
(Crozier, 2009). In school practice, friendships often develop among students
who, for example, belong to the same chamber ensemble in which each stu-
dent plays a different instrument and works with their peers towards achiev-
ing a single goal.

Cooperation between peers in the field of musical arts (cultivating music
together in chamber ensembles, orchestras, choirs), the opportunity to de-
velop musical interests and exchange experiences and ideas with peers and
professionals is a sign of a genuine commitment to music. Thanks to these
experiences and genuine joy derived from musical activities, adolescent mu-
sic students begin to experience a fuller development of their musical identity
(Lamont, 2002).
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Musical and psychosocial development

Psychophysiological and physical changes in adolescence may have a signifi-
cant impact on the learning process and can make it difficult for a peaceful
and harmonious development to occur. However, one can observe that among
musically gifted youth this is a period of a special stabilization of musical
abilities and musical interests (Manturzewska & Kaminska, 1990). Among
other aspects, it represents a period of intensive development of melodic and
rhythmic memory (Lewandowska, 1978) and other hearing competencies.
Furthermore, adolescents’ skills associated with musical sensitivity and emo-
tional understanding and expression of music increase (Schubert & McPher-
son, 2008). Within the sphere of musical interests, music starts to perform
a particularly important role — it allows young people to relieve emotions,
establish friendship with groups that identify themselves with a particular
kind of music and experience a variety of feelings and emotions. Personal-
ity features of the most successful adolescents are those which are important
as a basis for a continuous progress: emotional stability, consciousness and
emotional and behavioral control (Bogunovi¢, 2010b). Research findings con-
cerning value orientations of adolescent musicians point out a preference for
primarily introverted life style. They have tendencies towards self-actualiza-
tion, esthetic experiences and acquiring new knowledge, as well as restrain-
ing from activities which include a group, society, or display of social power.
In these orientations they significantly differ from their non-musician peers
(Bogunovi¢, Dubljevi¢, Dubljevi¢ & Mirovié, 2012). Adolescence is also a
period of a search for new experiences in every sphere of life, and these expe-
riences are a necessary step in the process of identity formation (Bardziejew-
ska, 2005). Identity may develop primarily on the basis of individual human
willingness to explore the world and fulfill personal needs and interests, and
on the basis of social interactions, including received support. At this stage,
new mediating variables, which strongly emphasize individual growth, can
be detected: knowing strengths and weaknesses; self-promotion; learning
how to play a game; social skills and restoring self-confidence (Subotnik &
Jarvin, 2005).

Music education outcomes

The middle stage of the model is characterized by the teacher’s focus on a stu-
dent’s adoption of technique, skills and learning the rules of the field. A gifted
child is dedicated to the activity and invests time and effort in the highly
valued practice (Bloom, 1985). Having analyzed the developmental achieve-
ments of the adolescence and the requirements of the precision/perfectionism
phase, we are of the opinion that most important outcomes of the second stage
of music education are:
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(1) Knowledge and skills enhancing (broadening the horizons of knowl-
edge within music theory, history and literature; adapting to new and
increased pedagogical demands).

(2) Performance skills and experience (increasing the technical and
performance competencies in the field of playing the instrument;
extending artistic and stage competencies; developing a sense of re-
sponsibility for making decisions in the field of musical education).

(3) Strong motivational attitudes (strengthening the passion for music
as a form of art; psychophysical readiness to work hard and invest
intellectual effort and increased attentiveness; increasing the readi-
ness to play an instrument or deciding to change).

(4) Professional and social network (expanding social competences
through an extensive network of interpersonal relationships).

(5) General development (deepening the beneficial impact of musical
stimulation on non-musical areas of functioning, including the de-
velopment of cognitive processes and attention which directly shifts
into neuroanatomical changes, expanding the plasticity of selected
functions of the brain; transitioning in a smoother way through the
adolescence period in the psychophysical sphere with the stability
and predictability of experiences resulting from musical education).

Higher music education:
Integration or from expertise to artistry

Successful experiences and accomplishments in the above-mentioned periods
of development may result in entry into the next phase of musical education.
Late adolescence overlaps with the beginning of the last stage of musical edu-
cation, i.e. conservatory or faculty of music. This stage is characterized by
integration, which should be the culmination of dynamic interaction of musi-
cal, personal, social and environmental outcomes of the previous educational
stages. It also opens the path for few ones to reach the stage of elite artistry
or scholarly productivity in music which can bring creative novelty in the do-
main of music. The most important outcome of this period is known to be the
conscious and deliberate choice of musical art as a professional activity and
life passion since it is impossible to undergo development in the field of music
without treating it as a genuine, personal passion.

Late adolescence (about 16—17 years of age) in the field of musical educa-
tion coincides with the beginning period of artistic personality development,
forming one’s own ideas on musical interpretation and consolidation of mu-
sical identity (Jaslar-Walicka, 1999). The integration phase can last for the
whole period of secondary music school and higher music education. A young
person adept at the art of music usually achieves the highest level of their mu-
sical performance (Wronski, 1996), that is, expertise in their particular field.
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Psychosocial and emotional outcomes

In the course of transition from a novice to an expert and beyond, factors of
personality, ability and skill become increasingly or decreasingly important
(Subotnik Jarvin, Moga & Sternberg, 2003). We would like to emphasize that
psychosocial and emotional outputs arising from musical education at the
threshold of adulthood primarily include:

(1) Personal/psychological (formation of a mature identity in an envi-
ronment that provides a sense of security and understanding of indi-
vidual abilities and musical sensitivity; a formed personality in the
scope of features necessary for taking up life tasks actively, includ-
ing those tasks related to musical development; an autonomously
formed motivation for the tasks important for the artistic and per-
sonal development; awareness of difficulties and pleasure associated
with the selected professional activity).

(2) Social (social growth based on an extensive and intensive relation-
ship with the instrumental teacher and relationships with other indi-
viduals sensitive to the art of music; sense of identity and belonging
to a particular social group of the musically gifted; growth in a mu-
sical environment, which gives one a sense of mental and physical
assurance).

(3) Emotional (emotional stability and a sense of understanding the chal-
lenges of the artistic environment; psychological resilience gained
from facing difficult situations arising from the frequent require-
ment of public exposure, which transfers itself to other areas of life;
awareness of comprehensive competences in different areas of the
art of music).

Moreover, literature analysis (Kemp, 1996; Davidson, Howe & Sloboda, 2009)
and observation of music school students can confirm that the personal ben-
efits of music education also include: a higher level of sensitivity to all sen-
sory experiences — not only in arts; a higher level of responsibility; tendency
to introversion; higher levels of perfectionism; greater resistance to stressful
situations; a higher level of perseverance and the ability to focus their at-
tention for a long period of time on tasks which require intellectual effort; a
higher level of creativity and plasticity of cognitive processes — resulting from
a prolonged and comprehensive musical stimulation.

Educational/professional setting and implications

In the third stage, the gifted learners concentrate on acquiring an individual
style and autonomy and strive for higher levels of expertise, guided by a high-
ly competent teacher to whom they are emotionally bonded. In this phase, the
gifted young person is eager to demonstrate his/her special knowledge and
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skills and is looking for recognition and position among the performers in the
field (Bloom, 1985). At the beginning of the phase of integration or artistry,
the relationship between the students and their instrumental teacher assumes
a special importance. Teachers are often changed, as students seek their mas-
ters —mature artists/educators with invaluable musical experiences. With their
help, students often acquire a holistic understanding of a piece of music; they
integrate their existing theoretical musical knowledge as well as technical and
performance skills in their musical interpretations. It is very important that
the educator, who is guiding the student at the end of their formal education,
has a sense of responsibility, not only towards their specific musical educa-
tion but also for the modeling of their artistic personality (Konaszkiewicz,
1998). With regard to the relationship with parents, the most important thing
in this period is the experience of becoming independent without losing the
emotional bond (Bardziejewska, 2005).

This is the period of entering into an environment of professional mu-
sicians and taking up professional cooperation. Through gaining a certain
level of expertise, young artists have an opportunity for socialization into the
field of music profession and networking guided by master teachers, agents,
and other gatekeepers (Jarvin & Subotnik, 2010). For a very few, there is a
chance to reach the highest level of elite talent. Crucial mediating factors of
the last stage of music talent development are summarized in the model of
Subotnik and Jarvin (2005, 2010), and they are related to the professional
status of young experts (recognition, opportunity to perform and financial in-
dependence, promotion through an agent), but they are also those which have
to do with crucial capacities built up through many years of music tuition and
experience (perseverance in good and bad times, intrinsic motivation, per-
sonal strengths, exuding self-confidence). Thus, there is a consensus among
relevant authors in the field according to which persistence, inner motivation
and resiliency remain crucial, as outstanding success and recognition may
elicit jealousy and ungrounded and excessive criticism. Additional character-
istics that this stage of artistry includes are creative risk taking and charisma
which according to the opinion of gatekeepers (agents, critics, administrators)
draw people to the artists because their presence is larger than life (Subotnik,
2004).

CONCLUSIONS

Relying on the stage theories of development, primarily that of Subotnik and
Jarvin (2005), as a framework for integration and interpretation of empirical
data gathered mainly in researches realized in specialized music education
and practical experiences of psychologists in music schools, we presented an
integrated overview of the most important outcomes of the particular and
rare model of three stage music education for those gifted in music. We may
say that there is a correspondence between main processes and features of



167 The Development of Giftedness Within the Three-Level System of Music Education

three level stage theories of development of the gifted and three stages music
education. Summarizing the outcomes of education and its benefits for musi-
cal, personal and professional growth that are built up through three stages
of development of musically gifted, we could state that long term, systematic,
intensive activity of working with music influence development of general
and specific personal, social and emotional dimensions. In addition, we may
say that dealing with music is rewarding regardless of what professional path
the musically gifted children and youngsters may later choose, namely for the
subsequent functioning in non-musical areas. Accordingly, the specifics of
musical education, as evidenced by its impact on the musical and non-musi-
cal spheres of life of children, adolescents and young adults/students have
been introduced in this article. The wide scope of theoretical, empirical and
practical data points out the benefits of specialized musical education for the
gifted, which enables early stimulation and preserves conditions for complete
development of future artists and professionals in a field of music. Indirectly,
it is shown that this kind of education gives strong support and promotes
acquiring of musical knowledge and skills and development of capacities to
competences which leads to high levels of expertise and artistry.
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Ana Anronnna Horaj u bnanka borynosuh
PA3BOJ JAPOBUTOCTHU Y OKBUPY TPOCTEITEHOI' CUCTEMA
MYVY3UUYKOI' OFPA3OBAKA VY [IOJbCKOJ 1 CPBUIU:
NCXOAN HA PA3JIMYUTUM CTYIIHHEBUMA
Pezume

UnaHak je TEOPHjCKH M MPAKTUIHO OPHjEHTHCAH U HyIH 00pa30BHE MMIUIHKALIH]jE
3a My3HUKe IeJIarore u rncuxoiiore mysuke. OCHOBHHU 1IMJb pajia jecTe Aa J1a periie
HajBKHUJUX MY3UYKUX U Pa3BOJHUX IMPOMEHA MY3HUKH TaJICHTOBAaHE JCLe M MJla-
JIUX, Ha Pa3IMYUTHM CTYHHEBUMA TPOCTEHCHOT CHELHjaTH30BaHOT MY3HUYKOT 00-
pa3oBama. Teopujcka OCHOBA YJIaHKA OCIIama Ce Ha TEOpHUje CTYIEEBUTOr Pa3Boja
TApOBUTHX ca HAMEPOM Ja yKake Ha yckiaheHocT m3mely cTymmeBa pa3Boja ma-
POBUTOCTH U CHeHUPUUHOCTH (Pa3a My3uUdKor 00pa3oBama. Teopujcke KOHLEMIIH]e
NPEeACTaBJbajy OKBHUP 32 CHHTE3Y M MHTEPIPETalujy eMIIMPUjCKUX TojaTaka u Ha
MpaKcH 3aCHOBAHOM MPO(PECHOHATHOM UCKYCTBY IICHXO0JIOTa y My3UYKHM IIKOJIaMa
y IMoseekoj n Cpbuju. Obe 3eMibe, HaKo Cy KyJITYPOJIOMIKH PA3JIMIUTE IO MPHPO-
I U KapaKkTepy TpaJAuLMOHaIHe My3HKe, HMajy BeoMa CIIMYaH CHCTEM CIIeLHjaiu-
30BaHOT/IIPO(eCHOHATHOT My3HUYKOT 0o0pa3oBama. CeM Tora, 4jaHaK MpeCTaBIba
Tperse] MUPOKOT OKBUpPa JOOPOOMTH, HCXO/la M UCKYCTaBa yUeHHKa MYy3UKe KOju
NpeCTaBbajy pe3yJsiTaTe BUCKO CTUMYJIATUBHE, CUCTEMATCKe U TopkaBajyhe cpe-
JMHE yuema My3uke. UslaHak Mounbe YBOJOM O CHCTEMY CHELHjaTH30BaHOT MY-
3u4Kor obpazoBama y [Tosbckoj u CpOuju 1 yKasyje Ha TO Kako crienu(uian CUCTEM
o0pa3oBame 3a JIapPOBUTE Y OBUM 3eMJbaMa JONPUHOCH Pa3BOjy Ha I0JbY CTHLAbA
MY3HUYKHX 3Hamka U BEIITHHA, KA0 U Ha UCXOIMMa 0Opa30BHOI CHCTEMa 3a JINYHH,
COLMjaJIHU ¥ MPO(ECHOHATHU Pa3B0Oj My3HUKH JAPOBUTHUX, IMajyhu y BUOY CIIEK-
Tap NMO3UTUBHUX UCKYCTaBa.

Kmwyune peyu: crieniujaqu30BaHO MY3UYKO 00pa30Bame, MY3HUKH Pa3BOj, UCXOMH
MY3HYKOI 00pa3oBamba.
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Anna Antonuna Horait u bnanka boryHnosuu
PA3BUTHUE OJTAPEHHOCTH B PAMKAX TPEXCTYIIEHYATOM
CUCTEMbBI MVY3bIKAJIBHOI'O OFPA3OBAHN A B ITOJIBIIE
W CEPBUU: PE3VJIBTATBI HA PA3JIMUYHBIX OTAITAX
Peziome

Cratbst oTiu4aeTcst pyHAaMeHTAIbHOM U PUKIIAIHON HAIPABICHHOCTBIO, a €€ CO-
ApKaHUEC UMECT 3HAUCHHUEC OJIsI MY3bIKAJIBHBIX IEAAroroB U ICHUXOJOTOB MY3bIKH.
OcHoBHas 11es1b paboTHI — JaTh 0030 BaKHEHIITNX MY3bIKAJIbHBIX U BO3PACTHBIX U3-
MCHEHUH TaJaHTJIMBBIX JIeTel U MOAPOCTKOB, HAa Pa3IMYHBIX dTaax TPeXcTyeHYa-
TOrO CHEIHATU3UPOBAHHOTO MY3bIKAJIBLHOTO 00pa3oBaHus. TeopeTHuecKas OCHOBA
CTAaThbU OMHUPACTCS HA TEOPUH CTYNEHYATOrO PA3BUTHS OJJapPEHHbBIX JETEH U MOApOC-
TKOB, IPHYEM MHTEHIMsI aBTOPOB — yKa3aTh HA COTJIACOBAHHOCTbh MEXKAY dTaraMu
pa3BUTHA OJAPCHHOCTU U CHCI_II/I(bI/I‘IeCKI/IMI/I OCO6CHHOCTHMI/I 3TaroB MY3bIKaJIbHO-
ro obpazoBanus. TeopeTnyeckue KOHIEIIUH MTPEICTABISACT cOOO0M paMKy JUIsl CHH-
TE€3a ¥ MHTEPIPETAllMHA SMIUPUYECKUX JaHHBIX, C OJTHOW CTOPOHBI, U TPAKTHYECKO-
ro MPOQEeCCHOHATBHOIO OMBITA ICHXOJIOrOB B MY3bIKAJIbHBIX yuriniax [1oiabiiu u
Cepbun, ¢ npyroii. O6e cTpaHbl, HECMOTPS Ha P KYJIBTYPOIOTHICCKUX Pa3TUIUI
B OTHOILICHUHU IIPUPOJIBI U KapaKkTepa TPaJAUIIUOHHON MY3bIKH, OTIMYAIOTCS BEChMa
CXOXMMH CHCTEMaMH CIIEIMaIN3UPOBAHHOT0/IPO()ECCHOHAIBHOTO MY3bIKaJILHOI'O
obpazoBanus. [lomumo 3TOrO, B CTaThe MpeJIaraeTcss 0030p MIMPOKOTrO CIEKTpa
MIPEUMYIIECTB, PE3YJIbTATOB U ONBITA YYALTUXCS MY3bIKaJIBHBIX LITKOJ, KOTOPBIC SB-
JISFOTCSI BBICOKOCTUMYJIUPYIOIIEH CpeIoi /Il CHCTEMAaTUYeCKOro 00y UeHHs My 3bl-
ke. Bo BBEJICHUU aBTOPBI 3HAKOMSIT YHTATENSI C CUCTEMOM CrelUaTIn3uPOBAHHOIO
MYy3bIKaJIbHOTO 00pa3oBanus B [lonbmie u CepOuu 1 ykas3pIBaeT Ha TO, KAKUM 00pa-
30M criequduueckas cucteMa 00pa3oBaHMsl OAPSHHBIX JIETEH U MOAPOCTKOB B JIBYX
CTpaHaXx BO3JICHCTBYET Pa3BUTHIO B chepe OBIIAACHHUSI MY3bIKaJIbHBIMHI 3HAHUSIMHU U
YMEHHUSMH, a TAaK)Ke KaK KOHEUHBIC eIl 00pa30BaTebHON CHCTEMBI OTPaXaroTcs
Ha JIMYHOM, COIIMAIILHOM H IPO(ECCHOHATEHOM Pa3BUTUU MY3bIKAIbHBIX TATAHTOB,
HMesl B BUJLY CIIEKTP MOJO0KUTEIBHBIX OIBITOB.

Kniouesvle cnosa: cnieninain3npoBaHHOE MY3bIKalIbHOE 00pa30BaHKe, MY3bIKaJIbHOE
pa3BUTHE, UTOTOBBIE 1IEJM MY3bIKAJIBHOIO 00pa30BaAHMSL.



