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ABSTRACT 

The musical dictation represents the auditive recognition of and the ability to write 
down by hearing the musical elements acquired previously in a conscious manner. It is 
deemed to be a way to practice that generates musical writing-reading skills with 
melodic, rhythmic, rhythmic-melodic, harmonic and polyphonic valences. The given 
elements have to be perceived by the way of the senses, acquired consciously and 
repeated for several times until the development of the skills of accurate recognition 
in order for that recognition to be effective. Recognition is complementary to 
knowledge and together they form an integrated whole. Consequently, the musical 
dictation exercises are necessary from the very beginning of learning music as they are 
the most effective activities for the development of the mental processes that are 
involved in the dictation activity, thus, stimulating the musical representation, memory 
and thinking. “In the process of reproduction the entire superior nervous complex must 
be engaged, starting with the sensory audition stage, passing to perception, that is 
accomplished through acts of comparison and association, in which cognition and 
imagination are equally involved. Therefore, in order to recognize a musical element it 
is not enough that it is heard and repeated mechanically so that it is imposed upon the 
memory, but it is also necessary for it to be recognized, by constantly appealing to the 
subjects' thinking to make comparisons and associations up to its complete 
acquisition.”(Silaghi I, 1973, p. 27). Teaching music notation represents a way by which 
the student receives the possibility to operate with music sounds and to establish a 
relation from the music sound to the note it represents. 

 

Keywords: musical dictation; sensations and perceptinos; musical representations; 
musical memory and imagination; musical intelligence and thinking 

 

Introduction 

86

mailto:ana_cioca@yahoo.com


The particular relevance of the musical dictation in ear training materializes in the fact 
that it develops the musical memory, thinking and the inner hearing, it develops the 
representational and imaginative ability up to the level where at least a modest scale 
dictation can be noted.  The musical dictation exercises are necessary from the very 
beginning of learning music as they are the most effective activities for the 
development of the mental processes that are involved in the dictation activity. 
 
 

Musical dictation, an essential activity musical training 

The musical dictation may be classified depending on the elements that represent the 
object of the activity (Șerfezi I, 1973, pag. 94): 

- The melodic dictation, aims the horizontal training of the melodic elements. Solely the 
pitch of the sounds is noted and their transcription with the corresponding signs. Using 
this type of dictation is recommended in all the cases where musical issues are studied 
that are connected to the pitch of sounds. One of the purposes of the melodic dictation 
would be to develop the response time for the notation of solely the pitches of a 
melody, “represented by melodic units (and not a string of disjointed sounds), hence, 
motivic cells, motives, progressive sequences, sequences on arpeggiated chords, 
repeats, sequences, cadences, etc. In order to form the skill of spontaneous hearing, 
the training shall be done on functionally well structured melodies und in a medium 
tempo.” (Rîpă C & Nedelcuț N, 2002, p. 7). 

- The rhythmic dictation implies the recognition of the duration of sounds, accents and 
measure, that shall be then written with corresponding note values. Its purpose is the 
development and consolidation of the rhythmic skills and accuracy, it develops the 
binary and ternary movement of the durations and subdivisions as well as the specific 
rhythmic formulas (anapaest, dactyl, triolet, the Siciliana rhythm, etc.). The 
representation of the rhythm, the training of the rhythm skills through awareness , 
should be a constant focus for teachers as well as the intonation representation of the 
melodic line. The rhythmic skills are fully formed when the students master very well 
the rhythmic formulas and values they work with. “The practice for rhythmic skills can 
also be performed through rhythmic reading and percussion rendering (with sound or 
noise), but mostly through the conscious detachment of rhythm from intonation 
whithin the melody. The latter is the most difficult exercise, but also the most useful to 
the musical thinking (analytical), as the melodic composition is structured on melodic 
– rhythmic (or rhythmic – melodic) units (formulas), that have specific patterns in each 
style (or musical culture).” (Rîpă C & Nedelcuț N, 2002, p. 9). 

- The rhythmic-melodic dictation represents the combination of the rhythmic dictation 
with the melodic one and it focuses on the notation of the pitch of the notes as well as 
their duration. As training for writing this type of dictation, exercises for the recognition 
of the pitch and duration of sounds, that shall be heard subsequently in themes for the 
rhythmic-melodic dictation, can be performed previously and separately. It is 
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recommended that this type of dictation be included in the consolidation lessons, 
where separate rhythmic and melodic dictations have been done previously. 
- The dictation can also focus on aspects regarding the musical memory and thinking, 
musical measures, intervals, chords and transpositions. 
 
 
The mental processes involved in musical activities 
 
Sensations and perceptions are basic cognitive mental processes by means of which 
the individual receives information about the outside world and about their own body. 
(Lupşa E & Bratu V, p. 14, 2005). It is solely due to the sensory organs, that are able to 
receive messages, that the individual becomes aware of the outside and inside world 
of their own body. These operate through the sensory receptor cells, that receive 
different forms of energy from outside in the form of blows, vibrations or light. They 
convert  them into nervous impulses and transmit them to the brain so that they can 
be interpreted. (Neculau A, Iacob L, Sălăvăstru D, Havârneanu C, Boncu Ș, Lungu O, 
2005, p. 17). 
 
From the perspective of psychologists there is a clear distinction between sensations 
and perceptions. Nevertheless, the two processes overlap and there is no clear point 
where sensation ends and perception starts. Sensations detect a certain type of 
stimulus (sound),  registering then the surrounding information. Perception refers to 
the way in which the  information received by means of sensations are interpreted. In 
contrast to sensations, perceptions represent “a qualitatively superior level of 
processing and integration of information about the outside world and about our own 
self. Similar to sensations, perceptions are a reflection of the objects and phenomena 
that operate directly on our sensory organs.”(Lupşa E & Bratu V, 2005, p. 17). However, 
the difference lies in the fact that perceptions do not depict isolated attributes of 
objects and phenomena one comes into contact with, instead, these are reflected in 
their entirety. “Although sensations provide the basis of perception, we usually do not 
hear isolated sounds, we do not see colours separated from objects, instead, we 
perceive objects and phenomena in their entirety” (Lupșa E & Bratu V, 2005, p. 17). 
There are several types of sensations, classified depending on different criteria, the 
most important being illustrated by the type of specialized organ for reception. 
According to this criterion, there are two types of sensations: visual, by means of which 
we receive information about things, also generating effects on the nervous system 
(Crețu T, 2005, p. 29) and auditory, generated by the vibrations of objects, determined 
by the action of the sound waves on the ear.   
There are different sensations involved in any perception as any object or phenomenon 
has various attributes, that operate on the analyzers, producing different sensations. 
However, under normal circumstances we do not see isolated objects, but objects that 
have certain attributes, meaning that a perception of the objects in the entirety of their 
attributes is formed (i.e. the sound of a musical instrument). Perception appears as a 
result of the action of a complex stimulus, that operates normally on several analyzers 
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simultaneously as it is closely connected to the other mental processes, which induce 
different attitudes and affective states. It is an active process, a part of a whole as the 
human knows the world in the process of their activity, then the act of perception is 
accompanied by the effort put into the achievement of an “optimal perception”(Roşca 
A, 1975, p. 238). 
Perception is a synthesis, a fusion of separate sensations, wherein “the integrating 
constituents receive another meaning, a superior one as compared to their ordinary 
mechanical sum. It is known that the whole is more (meaning that in terms of quality it 
is something else) than the sum of its components. Thus, a melody is more than a 
simple sequence of sounds – it is a new and inseparable entity in terms of meaning, 
although it does not exist in any other way than in form of a sequence of 
sounds.”(Gagim I, 2003, p. 157-158). The musical message, that is coded in sounds after 
certain principles by the composer, is deciphered by the listener. Consequently, to 
perceive a music means “to hear it, feel it, live it, understand it, receive it inside the self 
(as a process), to assign it a meaning, a content.”(Roșca A, 1975, p. 238).   
The mental processes, even those that refer to music, are not isolated, but they enter 
interactions, operate simultaneously and compose a system. Representations could 
not be developed in the absence sensations and perceptions. 
  
  
Musical representations 

Representations constitute the intermediate level, for the transition from sensations 
and perceptions to concepts. They are involved in any act of learning or creation and 
are based upon sensations and perceptions, they start from them, but in their final form 
they outweigh them as they are independent of the direct action of external 
objects.(Herţeg E & Pârvu N, 1972, p. 12). 

Representations designate the first structuring level of the mental activity, having the 
information offered by sensations and perceptions as a source, due to the fact that the 
image of the perceived object continues to persist in the memory even after it ceasing 
to operate on the analyzer. In the memory the information shall be submitted to some 
investigation, onfrontation and selection processes, thus obtaining a new mental 
image, named representation. (Tarnovschi A, Racu J, Potâng A, 2017, p. 44). 

There is a great diversity of representations, their classification being made depending 
on several criteria (Tarnovschi et al., 2017, p. 51). Considering the distinctive analyzer 
for delivering the information, there are: 

1. Visual representations, well structured and occuring frequently. They focus on 
reproducing the form, volume and size of objects. “Due to their structurality and their 
poignancy, these representations constitute the integrative nucleus of all the other 
means – auditory, kinesthetic. Visualizing becomes thus an attribute of the entire 
representational system.”(Tarnovschi et al., 2017,  p. 51-52). 
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2. Kinesthetic representations associate on a mental level the own movements. In other 
words, we can represent the schemes and dynamic of all types of movements, starting 
with those that are in the structure of walking and ending with objectual and 
instrumental motion. 
3. Auditory representations are those which allow a remembrance, on a mental level, 
of the sounds in the environment as well as of the musical arrangements, of human 
voices. The particular importance of auditory representations is distinguished in 
learning a foreign language as well as in the musical activity of composers and 
conductors. The development level of representations, their abundance and diversity 
facilitate an optimal performance of the intellect. 
 Within the musical training, the representation becomes the image of the sounds 
perceived once in the past, image that must equate the initial accuracy of the sensation. 
Psychology demonstrates that representations do not have as much colour as 
sensations and perceptions. The represented image is as vivid as the perceived one only 
on rare occasions. In music, the ideal is constituted by the sound representation that 
does not falsify the initial perception. Musical representations are, first of all, 
representations of the correlation of sounds depending on pitch and duration, not just 
mere representations of sounds, the melody being determined by the pitch of the 
sounds and their rhythmic correlations. In musical training an extremely important role 
is taken by the continuous musical activity. “The vivaciousness as well as the accuracy 
of the representations increase under the influence or practice as vivid, practical and 
accurate representations do not appear automatically, but they develop within the 
process of a continuous musical activity.” (Herţeg E & Pârvu N, 1972, pag. 259). 
Referring to this quote, the authors give the following practical example: if the students 
were asked to compare two sounds, that follow one after the other at an interval of 20-
30 seconds, from a particular point of view, the problem would seem to them as 
irresolvable. However, gradually, owing to practice, the images of the two sounds 
attach with accuracy, they become more vivid, more stable and thus the comparison 
can become valid. In other words, vivid, practical and accurate representations do not 
appear automatically, they develop solely within the process of repeated musical 
activity. 
In the work Importanța reprezentărilor în educația muzicală (Herțeg E & Pârvu N, 1966, 
p. 260), the authors have proposed several useful techniques for the consolidation of 
musical representations in the dictation activity: the students should memorize the 
themes written during the musical dictation, that they are to reproduce without notes, 
alternatively, with intonation and in writing. During the time when this examnation of 
the memorization is done, the teacher may intervene, and, at their direction the 
students should write from their memory, for example, the first four measures, intone 
the following three, then write the next two. These steps may alternate by turns until 
the end of the melody. Within the context of the preparation of the harmonic dictation, 
the teacher plays several harmonic intervals on the piano, that were previously written 
on the blackboard so that the students can see them. Each interval dictated, shall be 
reproduced afterwards by the students with the designation of the notes, in a rhythm 
with equal values. 
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For the optimization of the fixation and consolidation process of the musical elements, 
the variety of perception and representation methods must be considered, as they can 
be performed through the association of the visual, auditory and motional. This is due 
to the fact that connecting several representation methods is more effective that using 
a single one. It is necessary to set strong associative connections between visual, 
auditory and motional sensations involved in the musical activity as they shall lead to 
the shaping of dynamic stereotypes, based on which, each constituent is reinforced and 
updated by the other. 
The auditory representation skill of the musical material is one of the musical 
constituents of the melodic and harmonic hearing. This refers to the basis of the 
reproduction of the melody with the voice or on an instrument, as it is also an critical 
requirement for the harmonic and polyphonic perception. Actually, even the normal 
course of development of the musical hearing implies the simultaneous development 
of its external side (the perception and sensation of the musical material) as well as its 
internal one (musical auditory representations). The musical auditory representations 
are, first of all, representations of the relation between the pitch and the rhythm of 
sounds, as precisely these sides of the musical canvas are the carriers of the meaning 
in music. 
Musical representations do not have to be solely auditory and not include visual, 
motional moments or of any other nature ones. Scientists claim that they are, probably, 
hardly ever solely auditory. An exceptionally close connection between auditory 
representations and those of any other nature is often noted. The connection is so close 
that the auditory representation cannot even constitute without the suitable auxiliary 
material. 

 
 

Musical memory and imagination 

Memory is defined as being “the ability to store and preserve in the brain and 
reproduce the representations of human life and activity. That is to say that memory is 
a mental storage and destorage process of information, a process of accumulation and 
application of  prior experience. As regards musical memory, of auditory 
experience”(Gagim I, 2003, p. 155). 
As Ion Gagim summarises, there are several types of memory: 
- imaginative (visual, auditory, motional); 
- verbal – logical; 
- affective (or the memory of emotions). 
It is known that the emotional attitude of the person who wants to memorize towards 
the thing that needs to be memorized has a strong influence on the memory. On the 
other hand, memory is considered to be a skill with a complex structure. Thus, it 
reunites several types of memory in an organic whole: auditory, imagistic (the memory 
of images), affective, logical-formative and movement. However, in music the auditory 
component dominates as music is the art of sound impressions (Gagim I, 2003, p. 155). 
The results of scientists acknowledged a direct lin between the quality of the musical 
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memory and the evolution level of the musical hearing and the musical sense of 
rhythm. The mechanism of musical memory operates better if the hearing and the 
sense of rhythm are more evolved. The act of memorization becomes more effective 
not merely in the context of the active emotional factor, but also under the 
circumstances of an active intellectual – artistic mindset. 
A vital parameter (a term acquired from Ulubeanu S, 2012, p. 64, online magazine) of 
the process of composing, interpreting and reception, the memory helps us understand 
music in its entirety. Any intellectual activity needs memory, consequently, any musical 
activity cannot dispense with it. As it is a process that is intrinsic to life memory is 
ubiquitous at this level. Memory asserts its influence on the affective life as well, as 
updating and preserving intervals, chords, tonal meaning, melodic atmosphere, shall 
constitute what the psychology of music designates as melodic memory. 

General (actual) musical memory is a memory of sound. It is characterized by the ability 
to preserve, recognize and reproduce musical sounds. The memory of sound is essential 
in the musical dictation activity as it conditions the shaping of the internal sound image 
and it stimulates the development and refinement of the inner hearing. It is expressed 
as the ability to preserve and update the primary qualities of the musical sound: 
intensity, pitch, duration and timbre. The pitches of sound and the tonal functions are 
recognized and reproduced by means of memory of sound. 
Memory of rhythm has a physiologic feature as it is connected to a certain extent on 
the muscle stereotypes of the body; an affective feature, as rhythm expresses not only 
body and mental movements but emotions, feelings and passions as well; an 
intellectual  feature as it can intervene in the formation and the development of the 
sense of rhythm and that of measure. 
Memory of melodic movement, where the conductor or the metronome have the role 
to maintain the movements, that easily elude memory, in the interpretative act. 
Melodic memory is typical for the realtive hearing. It refers to the ability to set the 
relations of sound, the melodic intervals, the melodic lines and the scales. It constitutes 
the primary condition for the formation of the sense of phrase or melodic line. 
Harmonic memory is of an affective nature as well as of an intellectual – cognitive one 
as it requires setting the relations and tonal functions. The ability to reproduce 
harmonic intervals, chords or polyphonic lines materializes by means of the harmonic 
memory. 
Pursuant to the criterion of quality and effectiveness of the reproducing activity 
memory can be systematized in: 
- Long-term memory – involves retaining a long musical phrase by means of imprinting 
a main part and afterwards of the secondary one. 
- Short-term memory – that occurs for most people. Within this type of memory it can 
be observed that after a first audition only a few (three or four) measures can be 
retained, those that are easier to retain. 
Musical tonal memory is the result of an exceptional endowment and it is considered 
to be the one that meets different aspects of the musical memory in a complex manner. 
This feature is seen in great conductors, who can perform a concert without a score 
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and in performers, who can reproduce faithfully a musical work even after a single 
audition, as well. “There is no doubt regarding the tremendous role that memory plays 
in the complex experience of the musical phenomenon, as it is involved in all musical 
activities, conditioning their smooth operation. Musical memory is undeniably a matter 
of endowment, talent, but mostly of practice, training in order to develop it.”(Ulubeanu 
S, 2012,  p. 164). 
The involvement of memory in the musical dictation is connected to the moment of the 
first exposure of the dictation. The teacher has to act towards captivating the attention 
and targeting the memorization process.  This is obtained by stimulating 
sensation and perception, drawing attention to some few significant details related to 
the melody, rhythm, measure, elements of structure. The teacher's perseverence on 
memorizing the tonal functions, the motives and the phrases is advisable. The 
memorization does not have to be mechanical, but based on the conscious analysis of 
all the elements that constitute the particular piece (the musical motives, phrases, 
repetitions, melodic alterations and possibly the climax existing in the dictation). 
Musical memory can be tained by means of the so-called memory dictations. In this 
type of dictation the students shall not write during the emission, but solely after the 
consecutive singing, by the teacher, for three or four times of the particular musical 
piece. 
 
Imagination is closely connected to all the other mental processes, its particularities 
deriving exactly from this interaction. The Psychology Dictionary defines it as being an 
“ability to represent objects in their absence and to combine the images.”(Sillamy N, 
2000, p. 153) New images are produced by means of the imagination, images that have 
not existed in our experience in this form. This is closely connected to the affectivity, 
the memory, as it offers  the material to be processed, and to the thinking. When trying 
to reproduce, under the impulse of an emotion, a certain pleasure that generates the 
recollection of the past, certain parts of the experience occur and an  impression is 
produced in the listener similar to what happened back then. In this case the emotional 
reproduction is not a simple memory, but an act of the imagination. That is if it is taken 
into account that the imagination as well has a point of contact and intermingling with 
the memory, as the memory too reproduces past experiences and the image of the 
things registered in the psycho-physiological body returns in it. (Farcaş A, 1968, p. 138). 
It contributes to the enrichment of the emotional life and to the mental elaboration of 
the complex processes such as feelings and passions. As a process of the anticipated 
elaboration of human actions and of  the pursuit of higher purposes before they are 
set, it requires effort and the skill of willpower, and the quality of the imaginative 
product is strictly depending on the quality of the recombinations performed by the 
individual. The imagination requires intelectual versatility, flexibility, subtlety and 
authenticity (Ciurea R & Golu M, 1978, p. 61). 
Imagination is the essence of the perception that creates music, and musical 
imagination represents “the mental process by means of which new musical 
representations are created, starting from those learned previously and it develops by 
means of specific 
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activities.”(https://www.scribd.com/document/125246580/APTITUDINILE-MUZICALE, 
pag.2, accessed on 16.03.2021). This is one of the finest intellectual faculties, that 
occurs extremely rare, particularly observed in prestigious composers. Composers of 
good repute, besides possessing a complex of faculties and a rigurous musical training, 
mst be endowed with a vivid musical imagination. The confession of the great 
composer Wolfgang Amadeus Mozart, who said that after having composed a 
masterpiece, he contemplates it and “the imagination makes him hear it not 
sequentially, its parts in detail, but as a whole, in its entire ensemble”, is provable (Cotul 
G, 1944, p. 56). 
Auditory imagination is a complex superior cognitive process, that shapes original 
models based on several works of auditory representations, being situated on the 
superior level of the inner hearing and having a decisive role in the emission of the 
musical sound. Thus, it is also interrelated to the divergent thinking. The imagination 
requires the storage of older models, that are formed already, and that combine in new 
structures. As it was mentioned previously, imagination can be reproductive as well as 
creative, the latter being the most complex and valuable form of the voluntary and 
active imagination. 
 
Musical intelligence is one of the most important general skills applicable in the most 
varied fields of activity. Contemporary psychologists generally consider intelligence as 
being a faculty of  “intellective, rational, logical-analytical” nature. (Gagim I, 2003, p. 
252). 
However, there are some features in its structure, that allow the term to be used in 
music as well. There is a series of interesting features of intelligence. Ion Gagim claims 
that “not only does intelligence solve problems, but it also poses problems. It includes 
the ability to generalize, to find optimal solutions, to create and anticipate, to operate 
with symbols and schemes, to observe the absurdity, to react adequately to the direct 
figurative meaning. Intelligence incorporates creativitaty”(Gagim I, 2003, p. 252). 

Musical intelligence is defined by the same author as being “a distinct faculty of the 
individual that provides them with the ability to grasp what is essential in the music 
world, to discern the musical truth from the untruth, what is worth from what is 
worthless, to feel, experience and understand the hidden and cryptic message of music. 
Having musical intelligence means thinking classy in terms of music, it means having 
the ability to dive into the depths of the masterpiece and those of the own inner self in 
order to discover the hidden meanings, it means being able to grasp the emotion in a 
perpetual ascension – feeling with reflection – the meditation, going beyond the 
surface substratum of the perception of music (primary affectivity) and reaching 
oversensitive, spiritual states.”(Gagim I, 2003, pag. 253). 

Intelligence is not a solitary skill, it encompasses several mental cognitive and affective 
processes: thinking, sensibility, feeling, intuition. Therefore, it exists in the case of 
professional musicians and of music amateurs as well. As sensibility or the particular 
understanding of music is not directly proportional to the sum of accumulated 
knowledge on music. Intelligence is of a qualitative nature and not a quantitative one, 
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being in a direct relation with musicality. Furthermore, musical intelligence literally 
influences the general intelligence of the individual. (Gagim I, 2003, p.253) 

Thinking is a superior cognitive process, by means of which we have access to the 
essential features of reality. (Tarnovschi A., Racu J., 2017). Sensations, perceptions and 
representations reflect objects and phenomena with their essential and non-essential 
features. These forms of reflection, with all their importance for the cognition, taken 
individually, are not enough to allow the cognition to the individual, generally speaking. 
A form of superior reflection of the reality is necessary for that, the reflection of general 
and essential features of objects and phenomena and of the realities between them, a 
reflection that is not possible but by means of the language. This form of reflection of 
the reality is represented by thinking. 

Artistic thinking is a particular form of manifestation of the ceative thinking, as the 
truths produced by it are artistic truths, created by means of the artist's conscience, 
that transforms and trasposes reality through symbols on an ideal level. It is the 
essential component of artistic cognition and creation as  this cognition is understood 
to be “the reflection, in form of a consistent system of intuitive-figural images, of 
significant sides of the reality, of the spiritual universe specific to the artist.”(Ciurea R 
& Golu M,  1978, p. 45). The phrase musical thinking, as the peak of the musical skills, 
encompasses the skills necessary to the musician in the process of interpreting the 
musical image. The phrase evolved on the conviction that music, similar to other 
activities of the conscience, bear the mark of human thinking in general. And if music 
represents emotion and thinking, then, certainly it is a specific, unique kind of thinking 
(Gagim I, 2003, p. 241). As Ion Golu claims, it seems that “the cognitive subsystem of 
the individual reaches the climax of its complexity, organization and effectiveness on 
the level of thinking.”(Golu M, 2007, p. 427). 

The elements of representation, musical memory and sensitivity are comprised in the 
musical thinking and they evolve by means of the skills of thinking and receiving music, 
but above all by means of developing the inner audition skills. “These have a role in the 
development of the auditory attention, an essential psychological condition for 
cultivating the music reception ablities.”                                                                                  ( 
htpps://www.scribd.com/document/125246580/APTITUDINILE- MUZICALE, p. 2). 
 Thinking is conditioned by speech: there is no thinking in the absence of speech and 
there is no speech in the absence of thinking. Music is what is heard, it is not what is 
written. “The text, likewise, constitutes the material setting of music, but the text 
system (notation) is a secondary phenomenon. Music is expressed in acoustic signs and 
not in graphical signs.  Therefore, musical thinking means thinking based on what 
sounds, it means thining in terms of sound.” (Gagim I, 2003, p. 243). 
 
Conclusions 
As with any activity where the acquisition of experience and the development of skills 
is performed by means of the mental processes, starting with the simplest ones – 
sensation and perception, up to the most complex ones – imagination, memory and 
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thinking, the musical dictation as well calls for all the mental processes, constituting an 
integral part in an active process. This shall be accomplished partially, succesively or 
simultaneously, in a complex manner, depending on the intellectual development level 
of the student. It is absolutely imperative to consider unravelling the natural 
predispositions of the children in order to be able to train their musical skills in a 
targeted manner. The role of the musical training is crucial for the development of the 
individual in the direction of their natural predispositions, by means of chanelling all 
the mental processes towards the development of the skills. The dictation, as an 
instructive process, must promote the stimulation of those mental processes that are 
the most necessary at the appropriate moment. Thus, musical sensation and 
perception should be subject to auditory stimulation in order to increase the sensitivity 
of the musical hearing. Musical representation should be trained towards the 
representations of the memory and of the imagination (inner hearing and musical 
imagination). This leads to the involvement of other mental processes such as memory, 
and ultimately, thinking, a superior mental process that controls and supports musical 
representations and imagination.   
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