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ABSTRACT

�e aim of this thesis is to contribute to a better understanding of
musical interpretation in teaching and learning Western classical
music from both a teacher’s and student’s perspective within the
context of pianomain instrument teaching in highermusic education
in Sweden.�e following research questions were formulated to ful�l
this aim: �rst, how do teachers and students understand musical
interpretation as educational content?; second, how do teachers and
students understand teaching and learning ofmusical interpretation?;
third and �nally, how could verbal and musical dialogues be used
for improving teaching and learning of musical interpretation?
�e thesis employs an overarching hermeneutical framework and

consists of three movements. Multiple forms of empirical material
were created and collected to understand the complex phenomenon:
semi-structured interviews (with and without stimulus) with teach-
ers, students, and master class teacher; video and audio recordings
of master class lessons and workshops; annotated scores; audio-
recorded student performances and written instructions, written
responses, and re�ective one-minute papers.�e empirical material
was hermeneutically analysed and presented using poetical condens-
ations, haiku formed poems, (auto)ethnodrama, and collaboratively
negotiated student narratives.
�e results outline that musical interpretation is neither verbalised

nor negotiated. Furthermore, the students are held responsible for
developing or already having the skills and capacities required for
autonomy and a personal, authentic artistic voice, described as the
desired learning outcome.�at the students �nd their education
backwards-looking and not preparing for a professional career in
music could at least partly be due to the instrumental lessons being
mainly devoted to demonstration and imitation without argument-
ative support. Moreover, as the teachers’ capacity to verbalise and
engage in dialogical practices seems to be situationally bound and
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requiring questions, the possibilities to, on an organisational level,
empower students to initiate and enter such dialogues should be
further studied.
�e created dialogical pedagogical situations, opening for musical

and verbal collaboration, helped establish a shared understanding
of musical interpretation and highlighted the di�erence between
students’ intentions and performances.�ese situations o�ered col-
laborative explorations of what musical interpretation is, might be,
and could be. I suggest that musical interpretation, including its
philosophical and ethical aspects, is li�ed as a general subject at
a programme level, thus securing that it is dealt with adequately,
not merely relying on individual teachers. Finally, methodological
considerations and suggestions for further research are put forward.

Keywords: Musical interpretation, highermusic education,Western
classical music, teaching and learning, one-to-one tuition, hermen-
eutics, poetry
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PREFACE

One tuesday afternoon in March 2018, a colleague asked if
I had thought about how I spent ‘the prime of my life’.i In

answering, I said that I had found the right balance and direction,
working half-time as a PhD student and spending the rest on parental
leave with my family. It was almost an accurate description of what I
was doing at the time.
Later, when having considered the question more in-depth, I re-

called the potentially bold Popperian statement uttered by Annette
Mars to my partner Karolina Kowalska during the celebration dinner
a�er a successful disputation: ‘You will get him back in four years!’ii
At the time, having gotten accepted to the PhD position a mere
couple of days earlier, I took the utterance at face value and viewed
it as descriptive, indicating that I had not yet given the philosoph-
ical aspects of personal identity any proper attention. However, my
partner seemed to understand the utterance more like a worrying
threat.
In composing yet another thesis preface, the navigational skills

needed to avoid a too detailed account of the distress and delight
regarding issues ranging from the practical to personal-emotional
experiences of having had the great fortune to pursue his PhD and
being obstinate is like steering between Scylla and Charybdis.
I want to express my gratitude to those who have contributed to

the total sum of insu�cient but necessary parts of the condition, in
itself unnecessary but su�cient,iii to complete this thesis. To avoid
the problem of demarcation, I most willingly would present the task
to the reader; those who contributed already know who they are and
in what capacity they gave critique, guidance, and support. How-
ever, in choosing the lesser of the evils mentioned above, it would be

i My translation of Swedish ‘mina bästa år’. ii My translation of Swedish ‘Du får
tillbaka honom om fyra år!’ iii See John LeslieMackie, ‘Causes and Conditions’,
American Philosophical Quarterly, 2/4 (Oct. 1965), pp. 245–264.
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unthinkable to circumvent including the names of Cecilia Ferm Alm-
qvist (principal supervisor), Live Weider Ellefsen (co-supervisor),
and the extended research family at the Luleå University of Tech-
nology consisting of expatriate Anna-Karin Gullberg, always richly
nuanced Sverker Jullander, Stefan Östersjö, Helen Julia Minors (es-
pecially for the perfect Christmas present in the form of non-minor
language revisions), and Åsa Unander-Scharin. Ewa Engström, I am
grateful that you oriented me towards pianistic autonomy and en-
couraged an analytical approach to instrumental teaching.�anks to
Anna Sigvardsson for the supportive and poetically oriented Swedish
distance co�ee. Lars Östling, I have appreciated your listening and
support. Per Björck, now’s the time for two doctors, four hands!
�anks to Johannes Liedbergius, fellow LATEXnician, interpreter, and
Bildungsmeister, for help with the thesis’s book cover, and everything
in between— perhaps the closest to a distant predoctoral fellow I had.
Lastly, I appreciate that my parents introduced me to peregrinatio,
Plato, and piano playing.
Moreover, I hereby present my sincere gratitude to all participants,

who freely, willingly, and graciously contributed invaluably, with
their time, e�ort, and knowledge, to the three movements constitut-
ing this thesis.�eir sharing of thoughts and experiences enabled
us through the fusion of horizons to create brief and beckoning
mikrokozmoszokiv of understandings of higher music education of
Western classical music in Sweden.�ank you.
As an only child, having been the sole PhD student in the research

subject of music education for the lion’s share of my studies, allowed
and forced me to metaphorically sit at the adults’ table and dine with
the senior researchers more or less since the beginning. Although
I am credited as the sole author of the four articles, the conference
paper, and this thesis itself, I hereby acknowledge the importance
of both my supervisors, 50%-seminar opponent Jon Helge Sætre,
associate professor at the Norwegian Academy of Music, and the
�nal seminar opponent Heidi Westerlund, full professor at the Si-

iv See Béla Bartók,Mikrokosmos: 153 Progressive Piano Pieces (London: Boosey &
Hawkes, 1987) (originally pub. 1926–1939).
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belius Academy, University of the Arts Helsinki, Finland, and the
reviewers and editors involved in the publishing of the articles and
the conference paper. Furthermore, internal, semi-internal (i.e., ‘�e
Stockholm Group’ [Swedish: Stockholmsgruppen]), and external
seminars and formal as well as informal discussions during confer-
ences have been invaluable.�us, I express my appreciation for all
the advice and constructive suggestions that I strived to, but not
always succeeded, in following.
Unfortunately, I have to disappointmy partner Karolina and falsify

the above-mentioned utterance byMars asmy partner will not getme
back as I was when she, at least in some way, lost me. More pungently
expressed in the words of Dag Hammarskjöld and the translations
thereof:v

||: Du återvänder aldrig.
En annan man
finner en annan stad.

You will never return.
Another man
Will find another homestead.

Du kehrst niemals zurück.
Ein anderer Mann
findet eine andere Stadt.

Ty nigdy nie wrócisz.
Inny już człowiek
inne znajdzie miasto. :||

Karolina, I could not have produced this thesis without your love and
faith in me! I hope that you have not found my change exclusively
for the worse.

Carl Holmgren,

on the 29th of December, 2021, in Piteå

v DagHammarskjöld, Vägmärken (Albert Bonniers förlag, 2017) (originally pub.
1963), p. 111; Dag Hammarskjöld, Markings (Vägmärken), translated by Leif
Sjöberg and W. H. Auden (New York: Ballantine, 1983), p. 158; Dag Ham-
marskjöld, Zeichen am Weg: Das spirituelle Tagebuch des UN-Generalsekretärs
(Vägmärken), ed. Manuel Fröhlich, translated by Anton Graf Knyphausen
(revised, Stuttgart: Urachhaus, 2011), p. 193; DagHammarskjöld, Drogowskazy
(Vägmärken), translated by Jan Zieja (2nd edn., Kraków: Znak, 1981), p. 139.
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1INTRODUCT ION

the researchers’ trust1
in ars photographica2
and grappling with GAS3

F 8 f

In line with a Gadamerian philosophical hermeneutical perspect-
ive and following the ethnographic dictum that ‘our readers have

a right to know about us’,4 I will tell you some things about me.
�ese things include the professional and personal investments that
prompted my interest in this thesis’s topic, some glimpses of my per-
sonhood and prejudices, and the intended readership. Regarding
the latter, nothing would bring me more joy than if this thesis was
read and found valuable, not only by fellow researchers but also by
instrumental teachers, students, and musicians.

1 In this compilation thesis, each chapter is introduced by a haiku formed poem,
expressing an aestheticised and condensed version of my position.

2 On the topic of ars photographica and its relation to social science, see, e.g., Roland
Barthes,Camera Lucida: Re�ections on Photography (La chambre claire), translated
by Richard Howard (New York: Hill and Wang, 1981) (originally pub. 1980);
Howard Saul Becker, ‘Do Photographs Tell the Truth?’, in Doing�ings Together:
Selected Papers (Evanston: Northwestern University Press, 1986), chap. 14, pp. 273–
292.

3 GAS (gear acquisition syndrome) an uncountable noun that refers to the tendency to
purchase more equipment than justi�ed by usage and or price. See, e.g., Jan-Peter
Herbst and JonasMenze,Gear Acquisition Syndrome: Consumption of Instruments
and Technology in Popular Music (Hudders�eld: University of Hudders�eld Press,
2021).

4 Harry F. Wolcott, Ethnography Lessons: A Primer (Walnut Creek: Le� Coast
Press, 2010), p. 36.
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2 introduction

1.1 prologue : eine wanderer-fantasie

I. Allegro con fuoco ma non troppo5

retold history
trapped in Kodacolor gold
birth at/through sixty-four6

forecast: tomorrow
on the pianist’s birch
ornithologist in cage

the operator
with pocket calculator
‘Little Professor’

II. Adagio

Christmas keyboarding
waiting for Halley’s Comet
Feynman plays bongos

jumping through puddles
in the air for you and me
dust from Chernobyl

my piano playing
infertile knowledge transfer

in the decay chain

5 �is Étude-Tableau, consisting of haiku formed poems intended as Kinderszenen
in the form of inverse Lieder ohne Worte, freely outlines my odyssey, if such at all,
from the young classical pianist’s search for personal expression, experiences of
apprenticeship, to starting, carrying though, and �nally completing his PhD studies.

6 In this haiku poem, alternative expressions are presented typographically separated
by ‘/’ to emphasise the openness and �exibility of interpretation.
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III. Presto

Jan Łukasiewicz
Benoit B.Mandelbrot
Frédéric Chopin

travelling outside
Shannonian galaxies
without leaving home

Columbus’ egging
puts me in the middle of
Gynt’s peeled onion

IV. Allegro

the Kennedy way
an aspiring hermenaut
puttin’ on the writs

F 8 f

�e title of this thesis alludes to the epic poem Paradise Lost by John
Milton (1608–1674) that tells the biblical story of the fall of man
and sets out to rede�ne classical heroism in Christian terms.7 It has
been stated that Milton’s knowledge of and usage of his forerunners’

7 Later, in 1674, Milton revised Paradise Lost and rearranged it from ten to twelve
chapters, adhering to the structural disposition of Virgil’s Aeneid. In 1671, Milton
wrote the brief(er) epic Paradise Regained that centres on the temptation of Christ,
connected by name and theological themeswith the formerwork. LikeMilton, Virgil
o�en alludes to his favourite authors.�eAeneid is sometimes casually content-wise
described as combining the central themes in the Homeric epics the Iliad (warfare)
and theOdyssey (wandering). For an argument supporting the position that the case
is more complicated than commonly assumed see, Joseph Farrell, ‘�e Virgilian
Intertext’, in Charles Martindale (ed.),�e Cambridge Companion to Virgil
(Cambridge: Cambridge University Press, 1997), chap. 15, pp. 222–238.



4 introduction

worksmanifests on all pages of Paradise Lost, in phrases and episodes
borrowed from them.8�rough structural and content-wise allusion,
such a practice inscribes a text in one ormultiple traditions and invite
readers into a dialogue that goes beyond the individual text’s limits.9
�us, instead of merely re-creating old(er) texts, they are used to
create new original ones that are ‘similar to, yet di�erent from, its
relevant ancestors’.10
�e tension between creating and re-creating a text has famously

been explored in Borge’s11 �ctional short story about how the author
Pierre Menard strives to immerse himself so thoroughly in Miguel
de Cervantes’ mind that he would be able to ‘re-create’ Don Quixote
line by line, in the original 17th century Spanish, without having read
it.12
Studying the predecessors’ works and interpretations thereof, de-

veloping individual understandings of them, however, trying to avoid

8 See, e.g., Cecil Maurice Bowra, From Virgil to Milton, ed. reprint (London:
Macmillan, 1962) (originally pub. 1945), pp. 195–196.

9 Farrell, ‘�e Virgilian Intertext’, p. 224.
10 David James Elliott and Marissa Silverman,Music Matters: A Philosophy of
Music Education (2nd edn., New York: Oxford University Press, 2015), p. 339.

11 Jorge Luis Borges, ‘Pierre Menard, Author of the Quixote’ (Pierre Menard, autor
del Quijote), in Collected Fictions (New York: Penguin, 1998) (originally pub. 1941),
pp. 88–95.

12 Borges—himself a master of clever allusions, jokes, and intertextuality—describes
how Menard’s re-created paragraphs of Cervante’s original are met with marvel
from literary critics.�e critics �nd allusions to later works and historical episodes
from Cervante’s day to the present, contrary to the original that only relates to early
17th century Spain.�e point is that neither reality nor texts are conceived and
perceived consistently through history, emphasising experients’ role in �nding and
creating meaning, see FloydMerrell, ‘Science and Mathematics in a Literary
Mode’, in EdwinWilliamson (ed.),�e Cambridge Companion to Jorge Luis Borges
(Cambridge: Cambridge University Press, 2013), chap. 2, pp. 16–28 at p. 18.
Borges, thus, continues to explore the path outlined in Cervantes’ Don Quixote

regarding the ambivalence regarding its author. In the preface, Cervantes writes
that ‘though I seem to be the father, being really but the step-father’, implying
that the real author is the �ctitious Arabian historiographer Cid Hamet Benengeli.
Although he is �rst mentioned by name in chapter 9 of part one (one of the sections
that Menard completes, thus emphasising this aspect present in both stories), he
is alluded to as the inventor of Don Quixote already in chapter 2, see Miguel de
Cervantes Saavedra, Don Quixote de la Mancha, ed. E. C. Riley, translated by
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the negative consequences of theMenardian project outlined above,13
should allow students to learn what an art form has been, is, and
could be. However, if students accept and continue what they un-
derstand as their master’s or masters’ tradition(s), the tradition(s)
itself might escape profound scrutiny, thus potentially risking to set
unnecessary limits for present and future creativity.14 �is line of
thought also applies to researchers’ development within a research
subject and the wider community.

F 8 f

In the autumn of 2015, when I beganmy doctoral studies, I had taught
a relatively wide range of subjects in higher music education dur-
ing the last twelve years as a quasi-Johannes Factotum.�e subjects
included classical piano, piano methodology, chord piano, music the-
ory, music history, and supervision of artistic bachelor theses. I had
also worked as a piano teacher at Framnäs folkhögskola15 and played
for approximately 1,500 ballet lessons at the upper secondary school
Strömbackaskolan as well as at the university’s dance teacher educa-
tion. However, it was only later that I realised that playing for ballet
lessons taught me a lot about which freedom of musical interpreta-
tion was possible, appropriate, or necessary in certain pedagogical
and artistic situations.

Charles Jarvis (Oxford University Press, 2008) (originally pub. 1605, 1615, 1742,
1992), pp. 15 & 68. In the end, the Borgesian narrator concludes that Menard’s
technique ‘encourages us to read the Odyssey as though it came a�er theÆneid’, see
Borges, ‘Pierre Menard, Author of the Quixote’, p. 95.

13 Cf. the Menardian project described in Susan Tomes, Beyond the Notes: Journeys
with Chamber Music (Woodbridge: Boydell Press, 2004), p. 153.

14 See, e.g., Hans-Georg Gadamer, Truth and Method (Wahrheit und Methode),
translated by Joel. Weinsheimer and Donald G. Marshall (1960, 1975, 1989,
2004; 2nd edn., London: Bloomsbury Academic, 2013), p. 314; Paul Feyerabend,
Against Method: Outline of an Anarchistic�eory of Knowledge (3rd edn., London:
Verso, 1993), pp. 225–229; Daniel Leech-Wilkinson, Challenging Performance:
Classical Music Performance Norms and How to Escape�em, Version 2.04 (30.iv.21),
2021, https://challengingperformance.com/the-book/, accessed 4 Apr. 2021, p. 110.

15 Framnäs folkhögskola o�ers a one to three-year music course. Folkhögskola is an
optional, pre-academic adult educational school, most closely corresponding to the

https://challengingperformance.com/the-book/


6 introduction

During my studies and latterly as a teacher, I was o�en struck by
what I perceived as a lack of systematic attention to the articulation
of and re�ection on the nature of musical interpretation, what it was,
might be, and could be, and how it could be taught and learned.�ese
subjects seemed to contain a lot of local non-verbalised truths and
practices transferred through the master–apprentice model, at the
time o�en verbally declared as obsolete and post-Bologna no longer
compatible with higher education. For example, the tension between
faithfulness to composers’ texts and the extent, aesthetical value, and
philosophical nature of personal artistic freedomwas latent but never
directly addressed. I occasionally experienced that it was frowned
upon when students or professional musicians were seen as over-
stepping their boundaries, as it indicated a lack of re�nement or
taste. Given that these frames were not visible drawn in chalk, they
only materialised when crossed, not seldom by way of subjective
and value-laden criticism. Eventually, I internalised a comprehensive
set of rules and frames of reference and began exercising similarly
subjective and value-laden criticism.�rough making such judge-
ments, I could also positionmyself as one who knew how things were
supposed to be, engaging in an economy where one of the currencies
was reciprocal prestige-lending.16
Revisiting my earliest expressed position regarding musical in-

terpretation, I reluctantly notice that I was a participant of what
Leech-Wilkinson17 labels policing and self-policing of Western
classical music.18 I clearly subscribed to a reproductive view, placing
the imaginary musical work in the centre of attention, thus limiting
the creativity of musicians and favouring the supposed �delity to
composers’ intentions.19 Such a position adheres to the core char-

American community college.
16 See Henry Kingsbury,Music, Talent, and Performance: A Conservatory Cultural
System (Philadelphia: Temple University Press, 1988), p. 41.

17 See Leech-Wilkinson, Challenging Performance, e.g., pp. 166–167.
18 See the re�ective, poetic postlude, especially the lines ‘interrogation: / as a student I
obsessed / abuse of freedom’ in CarlHolmgren, ‘�e Conditions for Learning
Musical Interpretation in One-to-one Piano Tuition in Higher Music Education’,
Nordic Research inMusic Education, 1/1 (2020), pp. 103–131 (henceforth TCF) at p. 125.

19 CarlHolmgren, ‘Beethovens pianosonat nr 32 i c-moll, op. 111, sats I: En analys
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acteristics of the master–apprentice tradition frequently found in
Western classical music emphasising recreation and submission over
creativity and freedom, regulated by supposedly binding contracts
inherited through a lineage of masters consisting of composers, per-
formers, and teachers.20 On the one hand, as I composed and played
in di�erent genres, retrospectively, I �nd it slightly disturbing that I
could not incorporate more of the freedom from jazz into classical
music. On the other hand, I vividly remember the time when my
jazz piano teacher commented upon my improvisation on a jazz
standard, declaring that ‘Herbie Hancock would not have played
like that.’ Although I believe that the teacher was correct, that is be-
side the point. Why should my improvisation on Dolphin Dance be
compared to Herbie’s (and found inferior), and which learning was
intended in this pedagogical situation?�e example also emphasises
the importance of communication in pedagogical situations.

(. . . Dialogue lost?)

Gradually, I realised that there were multiple, if not unlimited, valid
and productive positions regarding musical interpretation.�us,
having experienced that such shi�s of view are possible, I also under-
stand what they can entail, profoundly a�ecting one’s personhood
on an existential level.21 Finally, I also began to understand that I had
been a part of the problem. However, it was not clear why I had been

i interpretationens tjänst [Beethoven’s Piano Sonata No. 32 in C minor, Op. 111,
movement I: An Analysis in the Service of Interpretation]’, Bachelor thesis (2007),
Luleå tekniska universitet [Luleå University of Technology], https://ltu.diva-portal.or
g/smash/get/diva2:1020680/FULLTEXT01.pdf, accessed 4 Feb. 2016, pp. 10–11.

20 See, e.g., Anna Bull, Class, Control, and Classical Music (New York: Oxford Univer-
sity Press, 2019); Leech-Wilkinson, Challenging Performance; LisaMcCormick,
Performing Civility: International Competitions in Classical Music (Cambridge: Cam-
bridge University Press, 2015); Bruno Nettl, Heartland Excursions: Ethnomusico-
logical Re�ections on Schools of Music (Urbana: University of Illinois Press, 1995);
Kingsbury,Music, Talent, and Performance.

21 See CarlHolmgren, ‘Agogiska aspekter i Beethovens pianosonat nr 31 i Ass-dur,
op. 110, sats I: Egen interpretation samt analys av fonogram [Agogic Aspects in
Beethoven’s Piano Sonata no 31 in A-�at Major, op. 110/I: Own Interpretation and
Analysis of Recordings]’, Master’s thesis (2015), Luleå tekniska universitet [Luleå

https://ltu.diva-portal.org/smash/get/diva2:1020680/FULLTEXT01.pdf
https://ltu.diva-portal.org/smash/get/diva2:1020680/FULLTEXT01.pdf
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an accomplice of these misguided and restrictive beliefs. Nor what I
could do to participate in challenging and changing the practices in
higher music education. Applying the Arendtian understanding of
the ‘banality of evil’,22 I believe that evil—perhaps in the lesser sense
of the word—can occur in pedagogical situations, as I most surely
had contributed to,mea culpa, without those causing it realising what
they are doing. Bull23 succinctly calls music conservatories within
this ecology ‘behemoths’.24
For me, a process that had begun during my regular piano studies

culminated, and a turning point occurred during an international
master class in 2002 when the master vigorously, at the start of a les-
son, asked me, ‘Haben Sie eine klare Vorstellung?’ (English: ‘Do you
have a clear idea?’)�e point of departure was that I was supposed
to have a clear conception about the piece—and how I artistically
wanted to shape it—already before the �rst lesson started.
�e master’s question and demand did not di�er in species from

my regular piano lessons. Nonetheless, something happened during
that course that, at least from the perspective of looking back and
rationalising, later made me understand that no dialogue is any
freer than it is allowed to be by the participant controlling it. By
controlling in this context, I refer to the power and authority to make
axiomatical truth claims and decide which arguments and positions
are valid.�is tension is identi�ed already in the Socratic dialogues
by Plato, not seldom taken as an ideal to aspire to, and has spurred
an extensive and still ongoing philosophical discussion (see section

University of Technology], https://www.diva-portal.org/smash/get/diva2:1019727/FULLTEXT02
.pdf, accessed 1 Mar. 2016, pp. 2–3 & 57.

22 HannahArendt, Eichmann in Jerusalem: A Report on the Banality of Evil, introduc-
tion by Amos Elon (New York: Penguin Books, 2006) (originally pub. 1963), p. 287.

23 Bull, Class, Control, and Classical Music, pp. 29–30, & 33.
24 A behemoth is a mythological beast from the Book of Job described as a primeval
chaos-monster created by god at the beginning of creation.Metaphorically, the name
is sometimes also used in describing extremely powerful or large organisations.
See JohnMilton, Paradise Lost, ed. Philip Pullman (Oxford: Oxford University
Press, 2005) (originally pub. 1667/1674), 212, Book VII:469–474; Brennan Breed,
‘Behemoth’, in Hans-Josef Klauck et al. (eds.), Encyclopedia of the Bible and Its
Reception: Athena–Birkat ha-Minim, iii, 19 vols. (Berlin: Walter de Gruyter, 2010)

https://www.diva-portal.org/smash/get/diva2:1019727/FULLTEXT02.pdf
https://www.diva-portal.org/smash/get/diva2:1019727/FULLTEXT02.pdf
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4.2 on page 100). On the one hand, I applied to the course with the
master as I was intrigued by him and wanted to access his knowledge.
On the other hand, I wanted to develop my own understanding of
what musical interpretation was, might be, or could be. Since then,
teaching and learning of musical interpretation and how the �eld of
in�nite possibilities for such authentic ‘klare Vorstellungen’ can be
achieved has been at the centre of my interest and what became the
focus of the research presented in this PhD thesis.

F 8 f

My background as a student and teacher in higher music educa-
tion in Sweden provides a deep pre-understanding of both its activ-
ities and actors.�ese experiences directly a�ected the selection
of the studied phenomenon, aim and research questions, research
process, selection of participants, and methods for analysing and
presenting the results.25 However, contrary to the Mertonian norm
of disinterestedness,26 I believe that researchers’ very interests and
past experiences are important in driving them and their research
forwards.27 Although personal interests might negatively a�ect the
validity of the research, they do not necessarily have to do it.28�e
core issue centres on researchers’ self-re�exivity and transparency,
urging them to be aware of who they are and their intentions with the
research conducted. Furthermore, researchers should ideally com-
municate information about all relevant choices in a fully public text,
enabling readers to evaluate the research.29 Continuously addressing

25 See, e.g., Birgitta Forsman, Vetenskap och moral [Science and Morality] (Nora:
Nya Doxa, 2002), p. 178.

26 See, e.g., Robert K. Merton, ‘�e Normative Structure of Science’, in Norman
W. Storer (ed.),�e Sociology of Science:�eoretical and Empirical Investigations,
with an introduction by Norman W. Storer (Chicago: University of Chicago Press,
1973) (originally pub. 1942), chap. 13, pp. 267–278 at pp. 275–277.

27 See discussion in Forsman, Vetenskap och moral [Science and Morality], pp. 174 &
175.

28 Ibid., p. 174.
29 See, e.g., The Swedish Research Council, Good Research Practice, translated by
Judith Rinker Öhman (Stockholm:�e Swedish Research Council, 2011), p. 77.
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this aspect, I have strived to accept and embrace that researchers,
like all human beings, always act according to some articulated or
un-articulated agenda.
�e introductory chapter will now present the thesis’s aim and

research questions.�erea�er, an overview of the thesis is presented,
and lastly, some comments on the text are given.

1.2 aim and research questions

�e aim of this thesis is to contribute to a better understanding of
musical interpretation in teaching and learning Western classical
music from both a teacher’s and student’s perspective within the
context of pianomain instrument teaching in highermusic education
in Sweden.�e following three research questions were formulated
to ful�l this aim:

1. How do teachers and students understandmusical interpretati-
on as educational content?

2. How do teachers and students understand teaching and learn-
ing of musical interpretation?

3. How could verbal andmusical dialogues be used for improving
teaching and learning of musical interpretation?

1.3 overview of the thesis

�e relation between research questions, publications, and this com-
pilation thesis, including titles, foci, and time frames, is presented in
table 1.1 on page 11.
�is thesis consists of eight chapters, where the second one con-

textualises the study within the �eld of higher music education.
First, a short outline of the conservatoire tradition inside higher
music education, including an account of some perspectives on the
master–apprentice model and such teachers’ dual position, is presen-
ted. Second, a brief overview of the legislation, steering documents,
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RQ Publication Focus Methods Time

I & II APP (published) Development of
theoretical and
methodological
foundation; piano
students and teach-
ers; explore and
externalise my pre-
understanding

Autoethnography, qualitat-
ive interview, poetry

SS16–
AS18

I & II TCF (published) Piano students and
teachers; get verb-
alised information
about the �eld

Qualitative interviews SS16–
SS19

I & II TSA (published) Piano students,
teacher, and master
class teacher

Observation, video and au-
dio recording, qualitative
interview, VSI, document
analysis

SS17–
AS19

III, I, & II RGW (pub-
lished)

Piano students and
researcher

Participatory action re-
search; video and audio re-
corded workshops; re�ect-
ive one-minute papers;
students’ scanned scores,
written instructions, re-
corded performances, and
response; the researcher’s
ethnographical and re�ect-
ive annotations

AS18–
SS20

III, I, & II EPS (under
revision)

Piano students and
researcher

See RGW and collaborat-
ively negotiated narratives

SS18–
AS21

I, II, & III Thesis Synthesise the res-
ults, answer the
aim and research
questions, and dis-
cuss the �ndings
at a higher level of
abstraction

See publications AS15–
AS21

Table 1.1: Relation between research questions, publications, and thesis in-
cluding titles, foci, and time frames
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and types of instrumental tuition in higher education of Western
classical music in Sweden is given.
�e third chapter is a literature review on the understandings of

musical interpretation and how musical interpretation is taught and
learned. A�erwards, I summarise the current state of the art and
motivate this thesis.
�e fourth chapter outlines this thesis’s theoretical framework.

First, the ontological and epistemological basis in a philosophical
hermeneutic tradition is presented. Second, the dialogical learning
theory held in this thesis is presented, including an account of Hegel’s
master–slave dialectic.�ird, the view of musical interpretation is
given and related to the philosophical hermeneutical basis.
�e ��h chapter presents the research process employed in this

thesis and describes the methodological decisions made. First, the
overarching research process is outlined as consisting of three move-
ments. Second, the selection of participants is presented.�ird and
fourth, the rationales for and the implementation of the methods
used for producing and analysing the empirical material are de-
scribed. Fi�h, ethical considerations are elaborated on. Lastly, I re�ect
on and discuss some aspects of the research process andmethodology
that have impacted the follow-through and results.
�e sixth chapter summarises the four original articles and the

conference paper, which I have written as the sole author.
�e seventh chapter synthesises the results presented in the four

articles and the conference paper thematically organised to answer
the three research questions, thus ful�lling this thesis’s aim.
�e eighth chapter �rst discusses the results of this thesis.�en,

strengths, limitations, and suggestions for further research are given.
Finally, an epilogue concludes this thesis.

1.4 comments on the text

�e personal pronounused in the third person singular is consistently
‘he’ in APP and TCF, whereas ‘she’ is used in TSA.�is decision is

30 In addition, the use is also related to the goddess, who was the supposed origin of
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pragmatical, based on the wish to protect the participants’ identity
and indicate awareness of language use.30
British spelling is consistently adhered to, and the Oxford comma

is used to avoid ambiguities.
Quotations are presented in English in the body text and longer

translated ones in their original language in the footnotes. When no
published translations were available, I have translated the quotations
as indicated. Similarly, for all emphases, it is indicated whether they
are original or added.
To di�erentiate between who says something about whom, the

authors of the sources referred to in the text are printed in small
caps analogously to the reference system.
�e use of footnotes strives to establish transparency and clarity,

contributing to knowledge building through ‘a narrative extension,
in many forms and styles’31 of the decisions taken during the whole
research process.32 I also believe that footnotes are profoundly more
friendly to readers and writers compared to endnotes, which really
are footnotes without text.33 Furthermore, viewing such footnotes
as o�ering a new perspective on something already expressed, they
could be thought of ‘like a variation on a theme’.34

the secret knowledge that Lucian’s Philopseudes centres on, extensively referred to
in TSA.

31 Francis A. Burkle-Young and SaundraMaley,�e Art of the Footnote:�e
Intelligent Student’s Guide to the Art and Science of Annotating Texts (Lanham:
University Press of America, 1996), p. 139.

32 See also Hume’s famous regret in a letter to Walpole in 1758 for not using footnotes
to present his sources, as he ‘was seduc’d by the example of all the best historians
even among the moderns’, in DavidHume,�e Letters of David Hume, ed. J. Y. T.
Greig (Oxford: Oxford University Press, 1932), pp. 284–285.

33 See, e.g., Michael V. Fox, ‘From the Editor: On Footnotes’, Hebrew Studies, 28
(1987), pp. 6–8, https://www.jstor.org/stable/27909019 at p. 6; GlenWarren Bowersock,
‘�e Art of the Footnote’, American Scholar, 53/1 (1983), pp. 54–62, https://www.jstor.o
rg/stable/41211579 at p. 55.

34 Ibid.

https://www.jstor.org/stable/27909019
https://www.jstor.org/stable/41211579
https://www.jstor.org/stable/41211579




2BACKGROUND AND CONTEXT

this is not a frame35
das Bächlein tückisch trübe
with our Eyes wide shut

F 8 f

In this chapter, the background and context for the present com-
pilation thesis will be presented. It consists of two parts: �rst,

a short outline of the conservatoire tradition inside higher music
education, including an account of some perspectives on the master–
apprentice model and such teachers’ dual position; second, a brief
overview of the legislation, steering documents, and types of instru-
mental tuition in higher education of Western classical music in
Sweden.

2.1 the conservatoire tradition inside higher music
education

�e institutional pedagogy of the conservatory tradition is o�en
traced to the Paris Conservatoire founded in 1795, admitting its �rst
students in the autumn of 1796.�e Paris Conservatoire sought to in-
troduce common standards and conserve current traditions.36 Later,
during the 19th century, the competitive elements in such conservat-
ories increased further.37 �us, with its roots in the conservatory

35 Outside of the Magrittean reference, see also Jacques Derrida, �e Truth in
Painting (LaVérité en peinture), translated byGeoffBennington and IanMcLeod
(Chicago: University of Chicago Press, 1987) (originally pub. 1978), p. 81.

36 WilliamWeber et al., ‘Conservatories’, Grove Music Online (2001), Oxford Univer-
sity Press, https://doi.org/10.1093/gmo/9781561592630.article.41225, accessed 17 Oct. 2021.

37 Elizabeth Haddon and John Potter, ‘Creativity and the Institutional Mindset’,

15

https://doi.org/10.1093/gmo/9781561592630.article.41225
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tradition,38 there is an inherent tension in higher music education as
it is a formally structured education that still commonly is described
as adhering to a master–apprentice tuition model.39 It has been sug-
gested that ‘true creativity would seem to be incompatible with the
stated aims of many institutions’.40 However, such institutions for
higher music education have recently normatively been described as

by necessity conservative and tend to have a focus on
transmission of cra�smanship and preservation of cul-
ture rather than on transformation.41

However, a�er the implementation of the Bologna declaration from
1999,42 such conservatoires were supposed to turn into research-

in Ioulia Papageorgi and Graham F. Welch (eds.), Advanced Musical Perform-
ance: Investigations in Higher Education Learning (Farnham: Ashgate, 2014), chap. 9,
pp. 129–141 at p. 130.

38 For an overview, see Harald Jørgensen, ‘Western Classical Music Studies in
Universities and Conservatoires’, in Ioulia Papageorgi and Graham F. Welch
(eds.), Advanced Musical Performance: Investigations in Higher Education Learning
(Farnham: Ashgate, 2014), chap. 1, pp. 3–20; See also the common-sense description
of conservatoires as ‘preservative institutions, both by etymology and by ideology’
in Richard Taruskin,�e Oxford History of Western Music, iii:�e Nineteenth
Century, 5 vols. (Oxford: Oxford University Press, 2005), p. 286.

39 See, e.g., Klaus Nielsen, ‘Musikalisk mästarlära: Deltagarbanor påmusikkonser-
vatoriet [Musical Master Learning: Participant Trajectories at the Music Conservat-
ory]’ [Swed. trans. ofMesterlære: Læring som social praxis], in Klaus Nielsen and
Steinar Kvale (eds.),Mästarlära: Lärande som social praxis [�e Master Teacher:
Learning as Social Practice] (Lund: Studentlitteratur, 2000) (originally pub. 1999),
chap. 7, pp. 139–153 at p. 140; Per-HenrikHolgersson, ‘Musikalisk kunskapsutveck-
ling i högre musikutbildning: En kulturpsykologisk studie av musikerstudenters
förhållningssätt i enskild instrumentalundervisning [Musical Learning and Devel-
opment in Higher Music Education: A Cultural-Psychological Study of Perform-
ance Students’ Ways of Relating to One-to-one Tuition]’, PhD thesis (Stockholms
universitet [Stockholm University], 2011), http://kmh.diva-portal.org/smash/get/diva2:4071
36/FULLTEXT01.pdf, accessed 19 Oct. 2015, p. 3.

40 Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 129.
41 Karin Johansson, ‘Musical Creativity and Learning Across the Individual and
Collective’, in Annalisa Sannino and Viv Ellis (eds.), Learning and Collective
Creativity: Activity-theoretical and Sociocultural Studies (NewYork: Routledge, 2014),
chap. 1, pp. 23–39 at p. 28.

42 Bologna Process Committee 1999, ‘�e Bologna Declaration of 19 June 1999’,

http://kmh.diva-portal.org/smash/get/diva2:407136/FULLTEXT01.pdf
http://kmh.diva-portal.org/smash/get/diva2:407136/FULLTEXT01.pdf
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based institutions, adapting its curricula and practices to develop stu-
dent autonomy, their capacity to autonomously identify their needs
for further knowledge and competencies, emphasising a lifelong per-
spective on learning. Two other substantial changes were the intro-
duction of the concept of constructive alignment and the supposed
shi� from teacher-driven provision toward ‘student-centred higher
education’.43�e former, constructive alignment, implies that instead
of planning education from the beginning to the end, it should be
planned in reverse, thus beginning with the educational goals for a
programme, how they should be examined and lastly, developing the
individual courses.44�e latter, student-centred higher education,
refers to education that should take students’ current thinking, prior
knowledge, motivation, and attitudes as a starting point to aid their
transformation.45�us, such education should include students in

https://www.ehea.info/media.ehea.info/file/Ministerial_conferences/02/8/1999_Bologna_Declarati

on_English_553028.pdf, accessed 17 Feb. 2021.
43 The European Higher Education Area, ‘London Communiqué: Towards
the European Higher Education Area: Responding to Changes in a Globalised
World’ (May 2007), http :// www . ehea . info / Upload / document / ministerial _ declarations / 2

007 _ London _ Communique _ English _ 588697 . pdf, accessed 18 Feb. 2021, p. 2; See also
Högskoleverket [Swedish National Agency forHigher Education], Kval-
itetsutveckling för lärande: Högskoleverkets förslag till nya kvalitetsutvärderingar för
högskoleutbildningar [Quality Development for Learning:�e National Agency for
Higher Education’s Proposal for new Quality Evaluations of Higher Education] (Hög-
skoleverkets rapportserie [Reports from Swedish National Agency for Higher Edu-
cation], 2009:25 R; Högskoleverket [Swedish National Agency for Higher Educa-
tion], 2009), https://www.uka.se/download/18.12f25798156a345894e2bb8/1487841903887/0925R.pdf,
accessed 18 Feb. 2021, p. 10.

44 John B. Biggs and Catherine So-Kum Tang, Teaching for Quality Learning at
University: What the Student Does (4th edn., Maidenhead: Open University Press,
2011); Högskoleverket [Swedish National Agency for Higher Education],
Kvalitetsutveckling för lärande [Quality Development for Learning], p. 10.

45 Carl R. Rogers, Freedom to Learn: A View of what Education Might Become
(Columbus: Merrill, 1969); Bruce Macfarlane, Freedom to Learn:�e�reat
to Student Academic Freedom and why it Needs to be Reclaimed (London: Rout-
ledge, 2017); Solbritt Schyberg, ‘Studentcentrering: Förutsättning för studenters
lärande [Student Centering: Prerequisite for Student Learning]’, in Martin Stig-
mar (ed.), Högskolepedagogik: Att vara professionell som lärare i högskolan [Higher
Education Pedagogy: To be a Professional Teacher in Higher Education] (Stockholm:
Liber, 2009), chap. 3, pp. 45–58 at p. 47.

https://www.ehea.info/media.ehea.info/file/Ministerial_conferences/02/8/1999_Bologna_Declaration_English_553028.pdf
https://www.ehea.info/media.ehea.info/file/Ministerial_conferences/02/8/1999_Bologna_Declaration_English_553028.pdf
http://www.ehea.info/Upload/document/ministerial_declarations/2007_London_Communique_English_588697.pdf
http://www.ehea.info/Upload/document/ministerial_declarations/2007_London_Communique_English_588697.pdf
https://www.uka.se/download/18.12f25798156a345894e2bb8/1487841903887/0925R.pdf
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selecting teachingmaterial, designing examinations, and scrutinising
its alignment with the learning objectives and contents. Broadly, this
can be understood as in line with the suggested shi� from an instruc-
tion paradigm to a learning paradigm.46 In the instruction paradigm,
institutions exist to provide instruction, and teachers are the active
agents delivering knowledge that the passive students should receive
for later recall during examination.47 In this paradigm, it is believed
that ‘any expert can teach’, as they know which pieces of knowledge
that is important and can control the learning activities.48 However,
in the learning paradigm, institutions exist to produce learning, and
‘empowering learning is [understood as] challenging and complex’.49
Although Barr and Tagg50 emphasise the term produce learning,
‘not provide, not support, not encourage’, they are clear that institu-
tions should not guarantee the outcome but take responsibility for
achieving it.
In implementing the Bologna declaration,�e Swedish National

Agency for Higher Education51 uses the term learning-centred teach-
ing planning.52�is term emphasises that education should be or-
ganised to foster learning centred on understanding, and the plan-
ning should focus on the educational goals and how they should be
examined.53 Regarding designing higher education focusing on stu-
dents’ learning, Biggs and Tang54 outline the pedagogical problem

46 Robert B. Barr and John Tagg, ‘From Teaching to Learning’, Change: �e
Magazine of Higher Learning, 27/6 (1995), pp. 13–23; See also John Tagg,�e Learn-
ing Paradigm College (Bolton: Anker Pub. Co., 2003); John Tagg,�e Instruction
Myth: Why Higher Education is Hard to Change, and How to Change it (New Brun-
swick: Rutgers University Press, 2019); See also the suggested change as argued for
in Alison King, ‘From Sage on the Stage to Guide on the Side’, College Teaching,
41/1 (1993), pp. 30–35, http://www.jstor.org/stable/27558571.

47 Barr and Tagg, ‘From Teaching to Learning’, pp. 13 & 21. 48 Ibid., p. 17.
49 Ibid., pp. 13 & 17. 50 Ibid., p. 15.
51 �e Swedish National Agency for Higher Education (Swedish: ‘Högskoleverket’)
is since 2013 superseded by the Swedish Higher Education Authority (Swedish:
‘Universitetskanslersämbetet’).

52 Swedish: ‘lärcentrerad undervisningsplanering’ in Högskoleverket [Swedish
National Agency forHigher Education], Kvalitetsutveckling för lärande [Qual-
ity Development for Learning], p. 11.

53 Ibid. 54 Biggs and Tang, Teaching for Quality Learning at University, p. 5.

http://www.jstor.org/stable/27558571
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when teachers, themselves academically and or artistically successful
and able to learn autonomously, teach based on their own learning
experiences. Findings frommusic education research have repeatedly
reported that instrumental teachers tend to teach the way they were
taught.55�is problem increases if current students do not have the
same basic skills and ambitions as the teachers’ had during their
studies. Moreover, generic professional development provided by
such institutions has been reported as inadequate for teachers in
higher music education.56
Instrumental teachers within higher music education appear to

mainly be recruited based on their professional skills as musicians
and tend to lack formal pedagogical training.57 Earlier research sup-
ports this view, for example, none of the 19 instrumental teachers
participating in the study by Burwell58 had any such formal ped-
agogical quali�cations.�ese results were mirrored in the study by
Gaunt,59 who interviewed 20 teachers of Western classical music in

55 E.g., Daniel L. Kohut,Musical Performance: Learning,�eory and Pedagogy (Engle-
wood Cli�s: Prentice-Hall, 1985), p. 104.

56 AnnieMitchell, ‘A Professional Development Program to Facilitate GroupMusic
Performance Teaching’, in John Encarnacao and Diana Blom (eds.), Teaching
and Evaluating Music Performance at University: Beyond the Conservatory Model
(New York: Routledge, 2020), chap. 7, pp. 101–115 at p. 113.

57 See, e.g., Paul Williamson, Eugene Ball, and Emily Wilson, ‘Developing
One-to-One Contemporary Trumpet Teaching Strategies�rough Peer Observa-
tion and Collaborative Re�ection’, International Journal of Music Education (2019),
pp. 1–14 at p. 11; Kim Burwell, ‘�e Meaning of Interpretation: An Investigation
of an Area of Study in Instrumental Lessons in Higher Education’, Paper presen-
ted at the Palatine conference on Instrumental and Vocal Teaching, Canterbury
Christ Church University College, Canterbury (Aug. 2003), https://s3.eu-west-2
.amazonaws.com/assets.creode.advancehe-document-manager/documents/hea/private/investigating-in

strumental-tuition-interpretation_1568036817.pdf, accessed 12 Dec. 2021, p. 2; Glen Car-
ruthers, ‘Provocations for Change in Higher Music Education’, in John Encar-
nacao and Diana Blom (eds.), Teaching and Evaluating Music Performance at
University: Beyond the Conservatory Model (New York: Routledge, 2020), chap. 17,
pp. 239–248 at p. 242.

58 Kim Burwell, ‘A Degree of Independence: Teachers’ Approaches to Instrumental
Tuition in a University College’, British Journal of Music Education, 22/3 (2005),
pp. 199–215 at p. 199.

59 Helena Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instru-

https://s3.eu-west-2.amazonaws.com/assets.creode.advancehe-document-manager/documents/hea/private/investigating-instrumental-tuition-interpretation_1568036817.pdf
https://s3.eu-west-2.amazonaws.com/assets.creode.advancehe-document-manager/documents/hea/private/investigating-instrumental-tuition-interpretation_1568036817.pdf
https://s3.eu-west-2.amazonaws.com/assets.creode.advancehe-document-manager/documents/hea/private/investigating-instrumental-tuition-interpretation_1568036817.pdf
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higher music education and found that only one had participated in
a teacher training course, however, without completing it.�e non-
successful common-sense teaching teacher reported by Persson60
also lacked formal quali�cations. Gaunt61 poses the question of
whether there has been an implicit expectation that instrumental
teachers in higher education, by necessity, must be experts at teach-
ing as they are master musicians and thus not in need of research
to underpin their practice. McWhirter62 seems to support this
view as she states that ‘the best musicians make the best teachers’. In
reviewing the literature, Lehmann, Sloboda, and Woody63 sum-
marise that good instrumental teachers require more than ‘just being
a skilled performer’, that the profession needs to be chosen, and the
necessary skills developed.
In the parlance of Tagg,64 viewing teaching and research as ‘re-

ciprocal, complementary activities’ is labelled the myth of unity.65
�e empirical evidence for assuming a correlation between domain-
speci�c expertise and teaching quality is weak;66 instead, they seem
to be independent constructs.67�is point is pungently expressed by

mental and Vocal Teachers’, Psychology of Music, 36/2 (2008), pp. 215–245 at p. 220.
60 Roland S. Persson, ‘Brilliant Performers as Teachers: A Case Study of Common-
sense Teaching in a Conservatoire Setting’, International Journal of Music Education,
28/1 (1996), pp. 25–36.

61 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 216.

62 Jamila L. McWhirter, A Creative Duet: Mentoring Success for Emerging Music
Educators (New York: Oxford University Press, 2017), p. 26.

63 Andreas C. Lehmann, John A. Sloboda, and RobertH. Woody, Psychology for
Musicians: Understanding and Acquiring the Skills (New York: Oxford University
Press, 2006), p. 203.

64 See Tagg,�e Instruction Myth, especially pp. 118–126.
65 Ibid., p. 119.
66 See, e.g., David N. Figlio and Morton Schapiro, Brookings Evidence Speaks
Reports 6, vol. 2: Are Great Teachers Poor Scholars? (Washington:�e Brookings
Institution, 26 Jan. 2017), https://www.brookings.edu/wp-content/uploads/2017/01/es_20170126
_figlio_evidence_speaks.pdf, accessed 3 Nov. 2021, p. 5; HerbertW. Marsh and John
Hattie, ‘�e Relation between Research Productivity and Teaching E�ectiveness:
Complementary, Antagonistic, or Independent Constructs?’,�e Journal of Higher
Education, 73/5 (2002), pp. 603–641 at p. 635.

67 Ibid.

https://www.brookings.edu/wp-content/uploads/2017/01/es_20170126_figlio_evidence_speaks.pdf
https://www.brookings.edu/wp-content/uploads/2017/01/es_20170126_figlio_evidence_speaks.pdf


the conservatoire tradition inside hme 21

Stigler and Miller68 who emphasise that ‘[k]nowledge for teach-
ing is not the same as knowledge for some other purpose’. Further-
more, they argue that asmost people have acquired ‘pseudo-expertise’
through extensive school experiences, everyone thinks they already
know what an expert teacher is, ultimately biasing research of teach-
ing.69�is view of pseudo-expertise also resonates with the �ndings
by Persson70 on common-sense teaching, indicating that teaching
expertise does not by necessity follow from being a master performer.
Given that the current sta� hires their successors, institutions

tend to self-replicate themselves.71 Cox72 supports this view and
elaborates on the causes of institutional inertia regarding educational
content and mindset:73

�e conservatoire teaching tradition, based as it is upon
a kind of ‘apostolic succession’, whereby a set of musical
skills—but also attitudes—is transferred from teacher to
student and then from student-become-teacher to the
next generation of students, is actually highly resilient
against change.

68 JamesW. Stigler and Kevin F. Miller, ‘Expertise and Expert Performance in
Teaching’, in K. Anders Ericsson et al. (eds.),�e Cambridge Handbook of Ex-
pertise and Expert Performance (2nd edn., Cambridge: Cambridge University Press,
2018), chap. 24, pp. 431–452 at p. 441.

69 Ibid., p. 431.
70 Persson, ‘Brilliant Performers as Teachers’, p. 25.
71 John V. Lombardi, How Universities Work (Baltimore: Johns Hopkins University
Press, 2013), p. 4; See also Tagg,�e Instruction Myth, pp. 108–109.

72 Jeremy Cox, ‘Encouraging and Training Conservatoire Students at Undergraduate
and Taught-Postgraduate Level Towards Fluency in the�ought-Processes and
Methods of Artistic Research’, in Scott D. Harrison (ed.), Research and Research
Education in Music Performance and Pedagogy (Dordrecht: Springer Netherlands,
2014), chap. 4, pp. 45–64 at p. 47.

73 See Dawn Elizabeth Bennett, Understanding the Classical Music Profession:�e
Past, the Present and Strategies for the Future (Aldershot: Ashgate, 2008), p. 142; See
also Howard S. Becker, ‘�e Power of Inertia’, Qualitative Sociology, 18/3 (1995),
pp. 301–309; Paul Roberts, ‘Creating and Communicating: A Rationale for Piano
Studies in the Conservatory’, in George Odam and Nicholas Bannan (eds.),�e
Re�ective Conservatoire: Studies in Music Education (London: Guildhall School of
Music & Drama, 2005), chap. 7, pp. 185–203 at p. 193.
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Swedish legislation stipulates that both demonstrated artistic and
teaching expertise are necessary requirements for employment as
a professor and senior lecturer in the �elds of �ne, applied, or per-
forming arts.74�us instrumental teachers are obligated by law to
act as educators, ‘not just performing artists’.75
�e Bologna process implied a shi� on how the quality of the

education should be evaluated, as it can not only be based on the
individual teachers’ subject knowledge but also depends on the re-
search and educational cultures within institutions.76 In sum, the
process posed and still poses apparent challenges for educational pro-
grammeswith a long conservatory tradition,77 as legislation demands
that they let go of the aspects of the master–apprentice tradition not
compatible with higher education.
From a future-oriented career-focused perspective, higher music

education, still signi�cantly informed by the conservatory tradition,
has been critiqued for its too-narrow focus on instrumental skills
within a limited conception of Western classical music, thereby pre-
paring students for an almost non-existing career as soloists.78�us,

74 �e Higher Education Ordinance (1993:100), Contains amendments up to
(2021:929). [�e translation is not an o�cial translation.], §§ 3 & 4.

75 Marissa Silverman, ‘Musical Interpretation: Philosophical and Practical Issues’,
International Journal of Music Education, 25/2 (2007), pp. 101–117 at p. 111.

76 See, e.g., Siw GraabrækNielsen, ‘Forskningsbasert undervisning i høyere mu-
sikkutdanning: Begrunnelser, utfordringer og egenart [Research-based Teaching in
Higher Music Education: Justi�cations, Challenges, and Uniqueness]’, in Frede
V. Nielsen, Siw Graabræk Nielsen, and Sven-ErikHolgersen (eds.), Nordisk
musikkpedagogisk forskning. Årbok 10 [Nordic Research in Music Education. Year-
book Vol. 10] (Oslo: Norges musikkhøgskole, 2008), pp. 27–38 at p. 36; See also
Elin Angelo, Øivind Varkøy, and Eva Georgii-Hemming, ‘Notions of Man-
date, Knowledge and Research in Norwegian Classical Music Performance Studies’,
Journal for Research in Arts and Sports Education, 3/1 (2019), pp. 78–100.

77 Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbildning [Musical
Learning and Development in Higher Music Education]’, p. 6.

78 Bennett, Understanding the Classical Music Profession; Dawn Bennett (ed.), Life
in the Real World: How to Make Music Graduates Employable (Champaign: Com-
mon Ground Publishing, 2012); Judith Kogan, Nothing but the Best:�e Struggle
for Perfection at the Juilliard School (New York: Random House, 1987), p. 232; Cf.
Monika Nerland, ‘Instrumentalundervisning som kulturell praksis: En diskursor-
ientert studie av hovedinstrumentundervisning i høyere musikkutdanning [Instru-
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a description such as ‘Bachelor of Performance degrees’79 would �t
the actual content better. Furthermore, it has been indicated that in-
stitutions for higher music education form their programmes based
on their own perceptions of graduates’ needs than informed by the
actual alumni themselves.80�is tendency could be understood as a
result of the assumption that the skillset that generated current ca-
reer outcomes could (and should) generate future ones.81 Roberts82
outlines a view of higher music education as a circular system where

[t]he most realistic career for the considerable majority
[of our students] is a teaching post in an advanced in-
stitution like our own, where they will teach others the
arts of concert pianism, who themselves will not �nd
work as concert pianists and for whom themost realistic
career is a teaching post in an advanced institution.

From an Australian perspective, Bennett83 notes that providing full-
time positions in orchestras for graduates of orchestral instruments
would require that one-quarter of the employed musicians retire
every year, given that those positions are reserved for these applic-
ants. For pianists and guitarists, 75 new positions would be needed
yearly.84 She outlines two alternatives: either the non-preferred solu-
tion to educate fewer students and reduce the number of institutions,
or the preferred solution having the institutions accept and advocate
a broader conceptualisation of what an artistic education in music

mental Teaching as Cultural Practice: A Discourse-oriented Study of Principal In-
strument Teaching in Higher Music Education]’, PhD thesis (Norwegian Academy
of Music, Oslo, 2004), p. 15.

79 Bennett, Understanding the Classical Music Profession, p. 124.
80 Rineke Smilde, ‘Change and the Challenges of Lifelong Learning’, in Dawn Ben-

nett (ed.), Life in the RealWorld: How toMakeMusic Graduates Employable (Cham-
paign: Common Ground Publishing, 2012), chap. 7, pp. 99–123 at p. 108.

81 Glen Carruthers, ‘Musicians in Society: Making the Connection’, in Dawn
Bennett (ed.), Life in the Real World: How to Make Music Graduates Employable
(Champaign: Common Ground Publishing, 2012), chap. 6, pp. 79–97 at p. 80.

82 Roberts, ‘Creating and Communicating’, p. 193.
83 Bennett, Understanding the Classical Music Profession, p. 83.
84 Ibid.
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could be taking the current and future professional market into ac-
count.85�us, the concept of protean or portfolio careers is advocated
for. Such careers imply that multiple roles are undertaken, requiring
transferable and adaptive skills.86
In a study by Bennett,87 82% of the musicians surveyed answered

that they teach, whereas 70% perform. Teaching activities was also
what the musicians averagely spent the most time on.88�us the mu-
sicians devoted more time to teaching than any other professional
activity,89 and very few rely solely on performing.90 Consequently,
performance education should include teacher training of high qual-
ity, preparing and certifying students for such employment.91 Educa-
tion preparing for such careers needs to focus on transformative and
transferable learning and advocate a broad understanding of what
a musician is and could be.92 Furthermore, today’s performers are
most likely to be hired for future positions in higher music educa-
tion; thus, if such types of education do not su�ciently prepare its
students for teaching, history will repeat itself.93 In sum, Bennett94
suggests the following revision of the de�nition of the central term:

Musician n. a person who practises in the profession of
music within one or more specialist �elds.

2.1.1 Some perspectives on the master–apprentice model

�e most common way of understanding higher music education
from a practitioner and research perspective has been some concep-
tual variant of the master–apprentice model. Since the 1980s, the

85 Bennett, Understanding the Classical Music Profession, p. 138. 86 Ibid., p. 9.
87 Ibid., p. 103. 88 Ibid., p. 124. 89 Ibid. 90 Ibid., p. 101. 91 Ibid., p. 124.
92 Ibid.; Bennett, Life in the Real World.
93 Bennett, Understanding the Classical Music Profession, p. 142; See also Lombardi,
How Universities Work, p. 4; Tagg,�e Instruction Myth, pp. 108–109; Cox, ‘En-
couraging and Training Conservatoire Students at Undergraduate and Taught-Post-
graduate Level Towards Fluency in the�ought-Processes and Methods of Artistic
Research’, p. 47; Becker, ‘�e Power of Inertia’; Roberts, ‘Creating and Commu-
nicating’, p. 193.

94 Bennett, Understanding the Classical Music Profession, p. 102.
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model and its implications for higher music education has been a
recurring theme in music education research.95Within higher music
education of Western classical music, most instrumental teaching,
whether in one-to-one tuition, group lessons, or master classes, tend
to be informed by the master–apprentice model.96
�e overarching ideology of the master–apprentice model con-

ceives one-to-one instrumental teaching as the emblematic gold
standard.�is ideology seems to remain �rmly embedded in teach-
ers, students, and institutions.97�us, the centrality and value for
students to work one-to-one with a master in their �eld have of-
ten been stated from multiple perspectives, such as interviews with
current students,98 teachers,99 and successful former students.100
Although the master–apprentice system is o�en described as able to
produce technical pro�ciency, critique has been formulated against
its conservative tendency, leading to apprentices complying with

95 See, e.g., Kingsbury,Music, Talent, and Performance; Nettl,Heartland Excursions;
See also Klaus Nielsen and Steinar Kvale (eds.),Mästarlära: Lärande som social
praxis [�e Master Teacher: Learning as Social Practice] [Swed. trans. ofMesterlære:
Læring som social praxis], translated by Bengt Nilsson and Joachim Retzlaff
(Lund: Studentlitteratur, 2000) (originally pub. 1999).

96 See, e.g., Helena Gaunt and HeidiWesterlund, ‘Prelude:�e Case for Collabor-
ative Learning in Higher Music Education’, in Idem (eds.), Collaborative Learning
in Higher Music Education (Farnham: Ashgate, 2013), pp. 1–9 at p. 1.

97 Mitchell, ‘A Professional Development Program to Facilitate Group Music Per-
formance Teaching’, p. 110; Carruthers, ‘Provocations for Change in Higher Mu-
sic Education’, p. 241.

98 E.g., Carole Presland, ‘Conservatoire Student and Instrumental Professor:�e
Student Perspective on a Complex Relationship’, British Journal of Music Education,
22/3 (2005), pp. 237–248; KlausNielsen, ‘Apprenticeship at the Academy ofMusic’,
International Journal of Education and the Arts, 7/4 (2006), pp. 1–16, http://www.ij
ea.org/v7n4/v7n4.pdf; Helena Gaunt, ‘One-to-one Tuition in a Conservatoire:�e
Perceptions of Instrumental and Vocal Students’, Psychology of Music, 38/2 (2009),
pp. 178–208.

99 E.g., Idem, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’.

100 E.g., Benjamin S. Bloom (ed.), Developing Talent in Young People (New York:
Ballantine Books, 1985); LaurenA. Sosniak, ‘Retrospective Interviews in the Study
of Expertise and Expert Performance’, in K. Anders Ericsson et al. (eds.),�e
Cambridge Handbook of Expertise and Expert Performance (Cambridge: Cambridge
University Press, 2006), chap. 16, pp. 287–301.

http://www.ijea.org/v7n4/v7n4.pdf
http://www.ijea.org/v7n4/v7n4.pdf
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their masters’ understandings.101 In the program for a conference
in December 2021 on how UK conservatoires could develop, it was
stated that some topics were to be discussed in break-out groups a�er
the plenary session.�e topic of how such institutions could develop
‘individual lesson provision’ included the clarifying and normative
statement ‘(which is rightly seen as the essential core of conservatoire
training)’,102 which I view as indicating the belief ’s axiomatical status.
Atmultiple points in time, there has been a call for further research

on higher music education in general and, in particular, its primary
forms of tuition, i.e., one-to-one teaching, group lessons, and master
classes.103�ese areas and creative and collaborative learning have
been given more attention during the last decades.104
�e master–apprentice model is commonly either understood as

person-centred or decentred.�e person-centred understanding
is o�en based on the theories by authors such as Polanyi105 and

101 See, e.g., Haddon and Potter, ‘Creativity and the Institutional Mindset’, pp. 131–
132.

102 John Sloboda, ‘Strengthening Music in Society Conference: Webinar Access now
Available!’, [email], 22 Nov. 2021.

103 E.g., Gemma Marian Carey et al., ‘Characterising One-to-one Conservatoire
Teaching: Some Implications of a Quantitative Analysis’,Music Education Research,
15/3 (2013), pp. 357–368 at p. 364; AndreaCreech et al., ‘Conservatoire Students’ Per-
ceptions of Master Classes’, British Journal of Music Education, 26/3 (2009), pp. 315–
331 at p. 330; Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of
Instrumental and Vocal Students’, p. 204; Idem, ‘One-to-one Tuition in a Conser-
vatoire:�e Perceptions of Instrumental and Vocal Teachers’, p. 240; Angeliki
Triantafyllaki, ‘A Call for More Instrumental Music Teaching Research’,Music
Education Research, 7/3 (2005), pp. 383–387; Malcom C. Tait, ‘Teaching Strategies
and Styles’, in Richard Colwell (ed.), Handbook of Research on Music Teaching
and Learning (New York: Schirmer Books, 1992), chap. 35, pp. 525–534.

104 See, e.g., Helena Gaunt and HeidiWesterlund (eds.), Collaborative Learning in
Higher Music Education (Farnham: Ashgate, 2013); IngridMariaHanken (ed.),
Learning Together: Trialling Group Tuition as a Supplement to One-to-one Principal
Instrument Tuition (Oslo: NMH Publications, 2015), https://nmh.brage.unit.no/nmh-xmlui
/bitstream/handle/11250/2412469/Hanken_Learning_together.pdf?sequence=1&isAllowed=y, accessed
4 Mar. 2019; ElizabethHaddon and Pamela Burnard (eds.), Creative Teaching
for Creative Learning in Higher Music Education (Abingdon: Routledge, 2016); John
Encarnacao and Diana Blom (eds.), Teaching and Evaluating Music Performance
at University: Beyond the Conservatory Model (New York: Routledge, 2020).

105 Michael Polanyi, Personal Knowledge: Towards a Post-Critical Philosophy (Lon-

https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/2412469/Hanken_Learning_together.pdf?sequence=1&isAllowed=y
https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/2412469/Hanken_Learning_together.pdf?sequence=1&isAllowed=y
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Schön,106 whereas the decentred or community of practice perspect-
ive is represented by Lave and Wenger,107 in various combinations.
Nerland108 conceptualised a threefold typology, adding the type of
the sca�olding master drawing on the theory of the zone of proximal
development by Vygotsky.109
Regardless of the perspective adopted, the basic understanding is

that apprentices, through theirmaster’s actions and ownparticipation
in a �eld, learn the cra� of being a musician. From the position
held by Lave and Wenger,110 descriptions of how midwives, tailors,
butchers, and other traditional professions are learned in speci�c
cultural contexts are taken as a basis for understanding how music
students learn. It is relevant to bear in mind that on the one hand,
within these models, such students o�en are conceptualised as highly
skilled practitioners, possible to understand as journeymen.111 On
the other hand, the role of a teacher in such a conception is to ‘tell
of her experiences and to demonstrate her cra�’.112 In line with this

don: Routledge, 1998) (originally pub. 1958).
106 Donald A. Schön, Educating the Re�ective Practitioner: Toward a New Design for
Teaching and Learning in the Professions (San Francisco: Jossey-Bass Publishers,
1987).

107 Jean Lave and EtienneWenger, Situated Learning: Legitimate Peripheral Particip-
ation (Cambridge: Cambridge University Press, 1991).

108 For a suggestion of the tree types of person centred (Norwegian: ‘personsentrert
mesterlære’), decentred (Norwegian: ‘desentrert mesterlære’), and supervising
through an sca�olding master (Norwegian: ‘veiledning med en “Sca�olding mas-
ter” ’) see Nerland, ‘Instrumentalundervisning som kulturell praksis [Instrumental
Teaching as Cultural Practice]’, p. 262.

109 Lev Semyonovich Vygotsky,Mind in Society:�e Development of Higher Psycho-
logical Processes, ed. and trans. Michael Cole et al. (Cambridge: Harvard Univer-
sity Press, 1978).

110 Lave and Wenger, Situated Learning.
111 Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbildning [Musical
Learning and Development in Higher Music Education]’, p. 8; Harald Jørgensen,
Research into Higher Music Education: An Overview From a Quality Improvement
Perspective (Oslo: Novus Press, 2009), p. 187.

112 Anna Reid, ‘�e Meaning of Music and the Understanding of Teaching and Learn-
ing in the Instrumental Lesson’, in Proceedings of the�ird Triennial ESCOM con-
ference, 7–12 June 1997, ed. Alf Gabrielsson (Uppsala: European Society for the
Cognitive Sciences of Music, 1997), pp. 200–205 at p. 202.
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view, Nielsen113 believes that the lens of apprenticeship ‘o�ers a way
of understanding how people learn without being formally taught’.
Although a valid choice of the analytical framework in studying
how learning takes place, it should not necessarily follow that it
indicates that higher music education ought to be viewed as a context
where neither teachers teach, nor students are taught. Given that
instrumental teachers in higher music education are mainly hired
based on their quali�cations as musicians,114 uncritical acceptance of
such a position could risk contributing to maintaining institutional
inertia.
Within the Nordic context of music education research on higher

education of Western classical music, the institutions of Academy
of Music in Jutland, Denmark,115 the Norwegian Academy of Music
in Oslo,116 and the Royal College of Music in Stockholm, Sweden,117
have been studied, and not overly criticised, applying some version
of the theoretical perspectives on apprenticeship mentioned above.
From another perspective, Persson,118 in a series of studies of

highermusic education in the UK, identi�ed how instrumental teach-
ers’ lack of pedagogical education and expertise negatively a�ected

113 Nielsen, ‘Apprenticeship at the Academy of Music’, p. 2.
114 See, e.g., Williamson, Ball, andWilson, ‘Developing One-to-One Contemporary
Trumpet Teaching Strategies�rough Peer Observation and Collaborative Re�ec-
tion’, p. 11; Burwell,�e Meaning of Interpretation, p. 2; Carruthers, ‘Provoca-
tions for Change in Higher Music Education’, p. 242.

115 Klaus N. Nielsen, ‘Musical Apprenticeship’, PhD thesis (Psykologisk Institut
[Department of Psychology and Behavioural Sciences], Aarhus Universitet, 1999).

116 Nerland, ‘Instrumentalundervisning som kulturell praksis [Instrumental Teaching
as Cultural Practice]’.

117 However, it should be emphasised that Holgersson’s study focuses the areas of
Western classical music, and jazz and contemporary music. See, Holgersson,
‘Musikalisk kunskapsutveckling i högre musikutbildning [Musical Learning and
Development in Higher Music Education]’.

118 Roland S. Persson, ‘Concert Musicians as Teachers: On Good Intentions Falling
Short’, European Journal of High Ability, 5/1 (1994), pp. 79–91; Roland S. Persson,
‘Control Before Shape: On Mastering the Clarinet: A Case Study on Commonsense
Teaching’, British Journal ofMusic Education, 11/3 (1994), pp. 223–238; Idem, ‘Brilliant
Performers as Teachers’; Roland S. Persson, ‘Studying With a Musical Maestro:
A Case Study of Commonsense Teaching in Artistic Training’, Creativity Research
Journal, 9/1 (1996), pp. 33–46; Roland S. Persson, ‘�e Maestro Music Teacher and
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the students’ learning.�ese results have been dismissed by certain
parts of the �eld of music education research as they supposedly are
based on a too-narrow de�nition of what a dialogue consists of,119
i.e., of disregarding the teachers’ and students’ playing as possible
to understand as such.120 Both Nielsen121 and Nerland122 argue
that the results presented by Persson123 are misleading due to being
overly informed by the applied theoretical framework. However, the
same critique could be applied to the contradictory results presented
by Nielsen124 and Nerland.125 From the perspective of this thesis,
whether students’ and teachers’ playing and verbal utterances, in
a pedagogical situation, are understood as dialogical and thus can
function as such is what matters, not whether observing researchers
can construe an exchange as dialogical.126
Although some of the abovementioned studies refer to the pre-

Bologna state, it would not be farfetched to assume that the long
conservatoire tradition and institutional inertia could lead to its con-

Musicians’ Mental Health’, in Proceedings of the 104th Annual Meeting of the Amer-
ican Psychological Association, Toronto, Ontario, Canada, 9–13 Aug. 1996 (1996);
Roland S. Persson, ‘Survival of the Fittest or the Most Talented? Deconstruct-
ing the Myth of the Musical Maestro’, Journal of Secondary Gi�ed Education, 12/1
(2000), pp. 25–38.

119 See, e.g., criticism as formulated in Nielsen, ‘Musical Apprenticeship’, pp. 145–
147; Nerland, ‘Instrumentalundervisning som kulturell praksis [Instrumental
Teaching as Cultural Practice]’, p. 25; See also IngridMariaHanken, ‘Teaching
and Learning Music Performance:�e Master Class’,�e Finnish Journal of Music
Education, 11/1-2 (2008), pp. 26–36 at p. 29.

120 See the description of ‘A Piano Master Class’ and the outline of the two discourses
of dialogue, in Schön, Educating the Re�ective Practitioner, pp. 182–201 & 209.

121 Nielsen, ‘Musical Apprenticeship’, pp. 145–147.
122 Nerland, ‘Instrumentalundervisning som kulturell praksis [Instrumental Teaching
as Cultural Practice]’, p. 25.

123 E.g. Persson, ‘Control Before Shape’.
124 Nielsen, ‘Musical Apprenticeship’.
125 Nerland, ‘Instrumentalundervisning som kulturell praksis [Instrumental Teaching
as Cultural Practice]’.

126 For an example of how the non-participating researcher construes such a dialogical
understanding of a pedagogical situation that was not necessarily conceived as
such by the participants, which were not asked, see Schön, Educating the Re�ective
Practitioner, pp. 182–201. See treatment in section 3.2 on page 60.
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tinuing in�uence on higher music education.127 Various aspects of
the academisation of higher music education have been studied, and
froma Swedish perspective, reported as justi�ed and de�ned as a qual-
ity development project.128�ese aspects include the increased focus
on verbal and re�ective skills,129 suggesting that students’ and teach-
ers’ conceptualisations of autonomy and independence seem narrow
and aligned with the current societal and market conditions.130 Inter-
estingly, Johansson and Georgii-Hemming131 notice that although
students in higher music education need to become critical and
lifelong learners, ‘critical re�ection on the part of the HMEIs them-
selves is not equally visible’, which could indicate that the institutions
have not fundamentally changed.

127 See Becker, ‘�e Power of Inertia’; Cox, ‘Encouraging and Training Conservatoire
Students at Undergraduate and Taught-Postgraduate Level Towards Fluency in the
�ought-Processes and Methods of Artistic Research’, p. 47; See also the study on
the slow and long-term process of academisation of jazz, pop, and rock genres in
Norway Knut Tønsberg, Akademiseringen av jazz, pop og rock: En dannelsesreise
[�e Academization of Jazz, Pop, and Rock: A Bildungsreise] (Trondheim: Akademika,
2013).

128 Karin Johansson and Eva Georgii-Hemming, ‘Processes of Academisation in
Higher Music Education:�e Case of Sweden’, British Journal of Music Education,
38/2 (2020), pp. 173–186.

129 Eva Georgii-Hemming, Karin Johansson, and NadiaMoberg, ‘Re�ection in
Higher Music Education: What, why, Wherefore?’,Music Education Research, 22/3
(2020), pp. 245–256.

130 NadiaMoberg and Eva Georgii-Hemming, ‘Musicianship: Discursive Construc-
tions of Autonomy and Independence within Music Performance Programmes’, in
Stefan Gies and JonHelge Sætre (eds.), Becoming Musicians: Student Involve-
ment and Teacher Collaboration in Higher Music Education (Oslo: NMH Publica-
tions, 2019), pp. 67–87; Ibid.; See also Panagiotis A. Kanellopoulos, ‘Musical
Creativity and “the Police”: Troubling Core Music Education Certainties’, in Cathy
Benedict et al. (eds.),�e Oxford Handbook of Social Justice in Music Education
(Oxford: Oxford University Press, 2015), chap. 20, pp. 318–339 at pp. 320–324.

131 Johansson and Georgii-Hemming, ‘Processes of Academisation in Higher Music
Education:�e Case of Sweden’, p. 12.
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2.1.2 Instrumental teachers’ dual position inside�e Western Clas-
sical Musical State

�roughout this thesis, I adhere to the conceptualisation by Leech-
Wilkinson,132 labelling the institutional ecology�e Western Clas-
sical Music (WCM) State. From an overarching perspective,�eWCM
State has been described as and criticised for being characterised
by competition,133 perfection, and lack of personal expression con-
tributing to performance anxiety;134 power imbalances within the
hierarchies of composer–teacher–performer–listener and teacher–
student;135 and authoritarian and sometimes manipulative pedagogy
centring on ‘correction, detail, and competition’ sti�ing creativity
and neither supporting development of authentic personhood nor
life-long and autonomous learning.136 In sum, the regulating con-
ceptions regarding aesthetics, teaching, and learning require and

132 Leech-Wilkinson, Challenging Performance.
133 McCormick, Performing Civility, p. 98; See also Joseph Horowitz,�e Ivory
Trade: Piano Competitions and the Business of Music (Boston: Northeastern Univer-
sity Press, 1991); IzabelaWagner, Producing Excellence:�e Making of Virtuosos
(New Brunswick: Rutgers University Press, 2015); Walter Ponce,�e Tyranny of
Tradition in Piano Teaching: A Critical History from Clementi to the Present (Je�er-
son: McFarland & Company, 2019).

134 Timothy Day, A Century of Recorded Music: Listening to Musical History (New
Haven: Yale University Press, 2000); For a short overview of music perform-
ance anxiety among classical pianists, see Francisca Skoogh, ‘Transforming
Performance: An Inquiry into the Emotional Processes of a Classical Pian-
ist’, PhD thesis (Faculty of Fine and Performing Arts, Lund University, 2021),
https://lucris.lub.lu.se/ws/portalfiles/portal/89820921/Transforming_Performance_An_inquiry_i

nto_the_emotional_processes_of_a_classical_pianist.pdf, accessed 12 Dec. 2021, pp. 66–69;
See also the section on the damage to musicians’ health in Leech-Wilkinson, Chal-
lenging Performance, pp. 179–186, § 14.

135 E.g., McCormick, Performing Civility, p. 132; Richard Taruskin, ‘On Letting the
Music Speak for Itself’, in Text and Act: Essays on Music and Performance (New
York: Oxford University Press, 1995), chap. 1, pp. 51–66 at p. 55.

136 See, e.g., Bull, Class, Control, and Classical Music, pp. xi, 118, & 141; Wagner,
Producing Excellence; See the comparison between the conservatory ideology with
a more humane way of teaching music in table 2 in Basilio Fernández-Morante,
‘Psychological Violence in Current Musical Education at Conservatoires’, Revista
Internacional de Educación Musical [International Journal of Music Education], 6/1
(2018), pp. 13–24 at p. 17.

https://lucris.lub.lu.se/ws/portalfiles/portal/89820921/Transforming_Performance_An_inquiry_into_the_emotional_processes_of_a_classical_pianist.pdf
https://lucris.lub.lu.se/ws/portalfiles/portal/89820921/Transforming_Performance_An_inquiry_into_the_emotional_processes_of_a_classical_pianist.pdf
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Figure 2.1:�e Western Classical Musical State by Leech-Wilkinson. Re-
printed from https://challengingperformance.com/wp-content/uploads/

sites/221/2021/10/Screenshot-2021-10-25-at-16.01.24.png with permis-
sion from the author.

simultaneously hide the mechanisms that functions exclusionary in
the ‘ruthlessly policed’137 state.138
As visualised in �gure 2.1 on page 32, instrumental teachers in

higher music education within�eWCM State also, or in some cases
mainly, work as performers.�us, they have a dual function, and
the restrictive ideology a�ects them both as policing teachers and
policed performers.139

137 Leech-Wilkinson, Challenging Performance, p. 24.
138 Bull, Class, Control, and Classical Music, p. 173; Leech-Wilkinson, Challenging
Performance.

139 Ibid., p. 94; See also Jeffrey Swinkin, Teaching Performance: A Philosophy of Piano
Pedagogy (Cham: Springer International Publishing, 2015).

https://challengingperformance.com/wp-content/uploads/sites/221/2021/10/Screenshot-2021-10-25-at-16.01.24.png
https://challengingperformance.com/wp-content/uploads/sites/221/2021/10/Screenshot-2021-10-25-at-16.01.24.png
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Institution Bachelor Master Teacher training

KMH Yes (LQD) Yes Yes

MHM Yes Yes Yes

HSM Yes Yes

MHI Yes (LQD) Yes

ORU Yes (LQD) Yes

LTU Yes (LQD) Yes (LQD) Suspended 2020

MDH Yes

Table 2.1: Overview of higher music institutions in Sweden o�ering at least
one strand of artistic education. See the list of abbreviations and
acronyms on page xxiii.

2.2 institutions , legislation , steering documents ,
and types of instrumental tuition

�ere are two strands of higher education of Western classical mu-
sic in Sweden where musical interpretation constitutes a major or
signi�cant part of the curriculum: the artistic bachelor and master
programmes and the teacher training programme in music.�e in-
stitutions within higher music education in Sweden that o�er at least
one artistic strand of education and piano as the main instrument in
the genre of Western classical music o�ers various combinations of
the educational programmes are presented in table 2.1 on page 33.
Regarding programmes o�ered, there broadly exist three types of

institutions: those who o�er (1) all programmes and strands (KMH
andMHM); (2) the artistic bachelor and teacher training programmes
(HSM, MHI, and ORU); and (3) those who o�er either the artistic
bachelor (MDH) or both the artistic bachelor andmaster programmes
(LTU).140

140 See the list of abbreviations and acronyms on page xxiii.
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For a degree of Master of Education in the upper secondary level,
although no speci�c criteria are given for the subject of music, it is
stated that students shall demonstrate subject knowledge required
for professional practice. It should include broad knowledge of the
�eld, specialised knowledge in certain areas, and insight into current
research.141
First-cycle education shall develop students ability to make inde-

pendent and critical assessments; identify, formulate and solve prob-
lems autonomously; and prepare students for dealing with changes
in working life.142 Although no speci�c requirements for music are
given, students shall, for a degree of bachelor of �ne arts in Sweden,
demonstrate abilities including to critically re�ecting on artistic ap-
proaches; autonomously identifying, formulating, and solving artistic
and creative problems; making assessments informed by relevant
artistic, social, and ethical issues; identifying their need for further
knowledge and taking responsibility for their learning; and demon-
strate the competence and knowledge required to work autonom-
ously in a professional capacity.143
Second-cycle education will, in addition, further develop students’

ability to integrate and make autonomous use of their knowledge;
their ability to deal with complex phenomena, issues and situations;
and their potential for professional activities that demand consid-
erable autonomy or for research and development work.144 For a
degree of master of �ne arts in Sweden, although no speci�c require-
ments for music are given, students shall, in addition, demonstrate
specialised or broadened knowledge and experience of methods and
processes in the �eld; the ability to autonomously describe, analyse
and interpret design, techniques and content, and to create and ex-
ecute their own ideas with their own personal expression; and the

141 �e Higher Education Ordinance: Annex 2.
142 Swedish Council for Higher Education,�e Swedish Higher Education Act
(1992:1434), containing amendments up to and including the Act on Amendment
of the Higher Education Act (2021:317), https://www.uhr.se/en/start/laws-and-regulations
/Laws-and-regulations/The-Swedish-Higher-Education-Act/, accessed 7 June 2021.

143 Idem,�e Higher Education Ordinance: Annex 2.
144 Idem,�e Swedish Higher Education Act (1992:1434).

https://www.uhr.se/en/start/laws-and-regulations/Laws-and-regulations/The-Swedish-Higher-Education-Act/
https://www.uhr.se/en/start/laws-and-regulations/Laws-and-regulations/The-Swedish-Higher-Education-Act/
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ability to clearly present and discuss their works and artistic issues
in speech, writing, or in other ways and in dialogue with di�erent
audiences.145 Consequently, such educations must enable students
to develop adequate strategies and skills to achieve these goals, em-
phasising re�ective and autonomous life-long learning.

2.2.1 Forms and extent of instrumental tuition

According to the information presented on the homepages of the
educational programmes, one-to-one lessons and group lessons are
included in all descriptions that mention the forms of tuition used.146
Master classes are explicitly mentioned in the descriptions of the

145 Idem,�e Higher Education Ordinance: Annex 2.
146 Royal College ofMusic in Stockholm, ‘Musiker, klassisk musik [Performance:
Classical Music]’, https://www.kmh.se/utbildningar/alla-utbildningar/kandidatprogram/musiker
-klassisk-musik.html, accessed 15 Feb. 2021; Royal College ofMusic in Stockholm,
‘Musiker, klassisk musik: Kammarmusik och solist [Performance, Classical Music:
Chamber Music and Soloist]’, https://www.kmh.se/utbildningar/alla-utbildningar/master--oc
h-magisterprogram/musiker-klassisk-musik---kammarmusik-och-solist.html, accessed 27 Jan. 2021;
Royal College ofMusic in Stockholm, ‘Pro�ler för fördjupning [Pro�les for
In-depth Study]’, https://www.kmh.se/utbildningar/alla-utbildningar/lararprogram/amneslarare
-i-musik-med-fordjupning-i-musik/profiler-for-fordjupning.html, accessed 19 May 2021; Lund
University, ‘Piano: Classical – Bachelor’s programme in music’, https://www.mhm
.lu.se/en/performance-programmes-music-bachelors-level/classical-orientation/piano, accessed
16 Nov. 2020; Lund University, ‘Piano: Performance programmes in music –
Master’s level’, https://www.mhm.lu.se/en/performance-programmes-music-masters-level/classical
-orientation/piano, accessed 16 Nov. 2020; LundUniversity, ‘Musiklärarutbildningar
[Music Teacher Training Programs]’, https://www.mhm.lu.se/utbildning/musiklararutbildnin
gar, accessed 6 Oct. 2021; University of Gothenburg, ‘Bachelor’s Programme
in Music, with a specialization in Classical Performance’, https://www.gu.se/en/study
-gothenburg/bachelors-programme-in-music-with-a-specialization-in-classical-performance-k1kla,
accessed 15 Feb. 2021; Karlstad University, ‘Bachelor’s Programme in Music,
with a specialization in Classical Performance’, https://www.kau.se/en/ingesund-school
-music/education/programs/bachelor-programme-music-180-hp/bachelor-programme-music, accessed
28 Jan. 2021; Luleå tekniska universitet [Luleå University of Technology],
‘Musik, konstnärlig kandidat, 180 högskolepoäng [Bachelor Programme in Music,
180 Credits]’, https://www.ltu.se/edu/program/KKMUG/KKMUG-Musik-konstnarlig-kandidat-1.7676
6, accessed 7 Mar. 2017; Mälardalens högskola [Mälardalen University],
‘Kammarmusikprogrammet [�e Chamber Music Program]’, https://www.mdh.se/utbil
dning/program/kammarmusikprogrammet, accessed 23 Jan. 2020.

https://www.kmh.se/utbildningar/alla-utbildningar/kandidatprogram/musiker-klassisk-musik.html
https://www.kmh.se/utbildningar/alla-utbildningar/kandidatprogram/musiker-klassisk-musik.html
https://www.kmh.se/utbildningar/alla-utbildningar/master--och-magisterprogram/musiker-klassisk-musik---kammarmusik-och-solist.html
https://www.kmh.se/utbildningar/alla-utbildningar/master--och-magisterprogram/musiker-klassisk-musik---kammarmusik-och-solist.html
https://www.kmh.se/utbildningar/alla-utbildningar/lararprogram/amneslarare-i-musik-med-fordjupning-i-musik/profiler-for-fordjupning.html
https://www.kmh.se/utbildningar/alla-utbildningar/lararprogram/amneslarare-i-musik-med-fordjupning-i-musik/profiler-for-fordjupning.html
https://www.mhm.lu.se/en/performance-programmes-music-bachelors-level/classical-orientation/piano
https://www.mhm.lu.se/en/performance-programmes-music-bachelors-level/classical-orientation/piano
https://www.mhm.lu.se/en/performance-programmes-music-masters-level/classical-orientation/piano
https://www.mhm.lu.se/en/performance-programmes-music-masters-level/classical-orientation/piano
https://www.mhm.lu.se/utbildning/musiklararutbildningar
https://www.mhm.lu.se/utbildning/musiklararutbildningar
https://www.gu.se/en/study-gothenburg/bachelors-programme-in-music-with-a-specialization-in-classical-performance-k1kla
https://www.gu.se/en/study-gothenburg/bachelors-programme-in-music-with-a-specialization-in-classical-performance-k1kla
https://www.kau.se/en/ingesund-school-music/education/programs/bachelor-programme-music-180-hp/bachelor-programme-music
https://www.kau.se/en/ingesund-school-music/education/programs/bachelor-programme-music-180-hp/bachelor-programme-music
https://www.ltu.se/edu/program/KKMUG/KKMUG-Musik-konstnarlig-kandidat-1.76766
https://www.ltu.se/edu/program/KKMUG/KKMUG-Musik-konstnarlig-kandidat-1.76766
https://www.mdh.se/utbildning/program/kammarmusikprogrammet
https://www.mdh.se/utbildning/program/kammarmusikprogrammet
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bachelor programmes at KMH, HSM, and MHI, but is possibly also
what is meant by descriptions such as seminars and lectures by na-
tional and international musicians and pedagogues.147 In addition
‘workshops and forum’148and ‘group classes and joint classes’149 occur.
Although it is not made explicit what the latter two entail, I under-
stand them as implying some form of group lessons. Consequently,
based on the descriptions found, it can be assumed that the three
forms of one-to-one teaching, group lessons, and master classes are
the primary forms that constitute the core of the instrumental teach-
ing of Western classical music in higher music education in Sweden.
Based on personal email conversations with course directors at all

the Swedish institutions for higher music education at least o�ering
one strand of artistic education, it seems as though piano students
enrolled in a bachelor of arts can expect to get around 80–120 hours
of teaching time with their main instrument teacher during their
studies.�is implies a yearly average of about 26–40 hours, which
aligns with the higher end of university colleges in the UK and the
lower end of the more traditional conservatories.150

2.2.2 Local quali�cation descriptors for artistic programmes in music

Although not demanded by law, higher education institutions are in
Sweden free to formulate local quali�cation descriptors (henceforth
referred to as LQD) for the programmes they o�er. When decided,

147 See Mälardalens högskola [Mälardalen University], Kammarmusikpro-
grammet [�e Chamber Music Program]; University of Gothenburg, Bachelor’s
Programme in Music, with a specialization in Classical Performance.

148 Swedish: ‘workshops och forum’, in Ibid.
149 Swedish: ‘grupplektioner och gemensamma lektioner’, in Karlstad University,
Bachelor’s Programme in Music, with a specialization in Classical Performance.

150 See the source and its references to Blake (2004) and Mills (2003), which I, unfortu-
nately, was not able to get hold of, in Burwell, ‘A Degree of Independence’, p. 201.
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these LQD become legally binding. Four institutions (KMH,151 MHI,152
ORU,153 and LTU154) have formulated LQDs for the artistic bachelor
program, whereas only LTU155 has done so for the master program.
�ere is a di�erence between the institutions’ LQDs both regarding
their existence and the criteria therein: HSM and MDH have none,
KMH156 hasmostly based their formulations on those in theAnnex 2157
but speci�ed that they apply to the realm of Western classical music,
whereas the others’ share the central characteristics although the
details vary. In sum, the LQDs for the artistic bachelor education in
classical music centre on that students should develop (1) a personal
artistic voice, (2) autonomy, (3) technical pro�ciency, and (4) broad
musicianship. Although the topic of this thesis centres on the �rst two
of these, the others are also important. First, examples emphasising
what I understand as intending to develop a personal artistic voice
are to:

151 Royal College ofMusic in Stockholm, Utbildningsplan: Bachelor’s Programme
in Music, with a specialization in Classical Music, 180 higher education credits, https
://www.kmh.se/download/18.29479eb71737b7e2edeb99ed/1596649556038/Utbildningsplan%20konstn%C3%A4

rligt%20kandidatprogram%20i%20klassisk%20musik%20(KKKK2)_rev.pdf, accessed 16 Feb. 2021.
152 Karlstad University, Programme Study Plan: Bachelor Programme in Music,

https://www3.kau.se/utbildningsplaner/en/HGMSK_20202.pdf.
153 Örebro University, Utbildningsplan: Konstnärligt kandidatprogram i musikalisk
gestaltning, 180 högskolepoäng [Bachelor Programme in Musical Interpretation, 180
Credits], https://api.oru.se/oruapi/v1/utbildningsinformation/utbildning/MKK1K?typ=program&acc
ept=html&revision=1.000&termin=20212&sprak=sv, accessed 16 Feb. 2021.

154 Luleå tekniska universitet [Luleå University of Technology], Exa-
mensbeskrivning för Konstnärlig kandidatexamen i musik: Huvudområde Mu-
sik [Degree Description for Bachelor of Arts in Music: Main area Music],
https://webapp.ltu.se/epok/dynpdf/public/examen/printPublicExamensbeskrivning.pdf?arkivId=323

&viewType=&printMode=true&locale=sv, accessed 16 Feb. 2021.
155 Luleå tekniska universitet [Luleå University of Technology], Examens-
beskrivning för Konstnärlig masterexamen i musik: Huvudområde musikalisk gestalt-
ning [Degree Description for Artistic Master’s Degree in Music: Main area Musical
Performance], https://webapp.ltu.se/epok/public/examen/viewPublicExamen.htm?examenId=500
&locale=sv, accessed 16 Feb. 2021.

156 Royal College ofMusic in Stockholm, Utbildningsplan: Bachelor’s Programme
in Music, with a specialization in Classical Music, 180 higher education credits.

157 Swedish Council for Higher Education,�e Higher Education Ordinance:
Annex 2.

https://www.kmh.se/download/18.29479eb71737b7e2edeb99ed/1596649556038/Utbildningsplan%20konstn%C3%A4rligt%20kandidatprogram%20i%20klassisk%20musik%20(KKKK2)_rev.pdf
https://www.kmh.se/download/18.29479eb71737b7e2edeb99ed/1596649556038/Utbildningsplan%20konstn%C3%A4rligt%20kandidatprogram%20i%20klassisk%20musik%20(KKKK2)_rev.pdf
https://www.kmh.se/download/18.29479eb71737b7e2edeb99ed/1596649556038/Utbildningsplan%20konstn%C3%A4rligt%20kandidatprogram%20i%20klassisk%20musik%20(KKKK2)_rev.pdf
https://www3.kau.se/utbildningsplaner/en/HGMSK_20202.pdf
https://api.oru.se/oruapi/v1/utbildningsinformation/utbildning/MKK1K?typ=program&accept=html&revision=1.000&termin=20212&sprak=sv
https://api.oru.se/oruapi/v1/utbildningsinformation/utbildning/MKK1K?typ=program&accept=html&revision=1.000&termin=20212&sprak=sv
https://webapp.ltu.se/epok/dynpdf/public/examen/printPublicExamensbeskrivning.pdf?arkivId=323&viewType=&printMode=true&locale=sv
https://webapp.ltu.se/epok/dynpdf/public/examen/printPublicExamensbeskrivning.pdf?arkivId=323&viewType=&printMode=true&locale=sv
https://webapp.ltu.se/epok/public/examen/viewPublicExamen.htm?examenId=500&locale=sv
https://webapp.ltu.se/epok/public/examen/viewPublicExamen.htm?examenId=500&locale=sv
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• ‘demonstrate the knowledge and ability required to create and
perform music at a very high musical level, and, beyond given
artistic frames, develop their own ideas and use them in actual
music-making and in cooperation with other actors’158

• ‘demonstrate the ability to critically re�ect on one’s own and
others’ artistic approaches in classical music, both in the mu-
sic theory courses and in practice in the main instrument
courses’159

Second, examples emphasising the development of autonomy are to:

• ‘demonstrate the skill and ability to independently and at a
high qualitative level perform music’160

• ‘demonstrate the ability to independently create, realise and
express one’s own ideas in classical music, identify, formulate
and solve artistic and performance problems and carry out
artistic tasks within given time frames’161

�ird, examples emphasising the development of technical pro�-
ciency are to:

158 Swedish: ‘kunskap om och förmåga att på en mycket hög musikalisk nivå kunna
skapa och gestalta musik inom och utanför givna konstnärliga ramar, utveckla egna
idéer samt omsätta dessa i det praktiska musicerandet och i samverkan med andra
aktörer’ in Karlstad University, Programme Study Plan: Bachelor Programme in
Music.

159 My translation of Swedish ‘visa förmåga att [. . . ] kritiskt re�ektera över sitt eget
och andras konstnärliga förhållningssätt inom den klassiska musiken, såväl inom
musikteorikurserna som i praktiken på huvudämneskurserna.’ in Royal College
ofMusic in Stockholm, Utbildningsplan: Bachelor’s Programme in Music, with a
specialization in Classical Music, 180 higher education credits.

160 My translation of Swedish ‘förmåga och färdighet att självständigt kunna gestalta
musik på hög kvalitativ nivå’ in LTU, Examensbeskrivning för Konstnärlig kandida-
texamen i musik [Degree Description for Bachelor of Arts in Music].

161 My translation of Swedish ‘visa förmåga att inomden klassiskamusiken självständigt
skapa, förverkliga och uttrycka egna idéer, identi�era, formulera och lösa konstnär-
liga och gestaltningsmässiga problem samt genomföra konstnärliga uppgi�er inom
givna tidsramar’ in Royal College ofMusic in Stockholm, Utbildningsplan:
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• ‘demonstrate the knowledge and ability required to re�ect on
and solve artistic rendition problems in order to perform at a
very high musical and technical skills level as a professional
musician in various cultural contexts’162

• ‘demonstrate solid skills in their cra�smanship on their instru-
ment and in di�erent styles’163

Fourth, examples emphasising the development of a broad musician-
ship are to:

• ‘demonstrate the skill and ability to interact, cooperate and
negotiate at a very high musical level with di�erent actors in
a broad musical �eld as well as in many other cultural con-
texts’164

• ‘demonstrate the skill and ability communicate their musical
knowledge in the encounter with other arts or disciplines’165

Bachelor’s Programme in Music, with a specialization in Classical Music, 180 higher
education credits.

162 Swedish: ‘kunskap omoch förmåga att på enmycket högmusikalisk och teknisk nivå
re�ektera över, lösa och genomföra sådana konstnärliga och gestaltningsmässiga
problemställningar och uppgi�er som fordras för att självständigt verka som yrkes-
musiker i olika konstnärliga sammanhang’. in Karlstad University, Programme
Study Plan: Bachelor Programme in Music.

163 My translation of Swedish ‘visa gedigna färdigheter i sitt hantverkskunnande på
sitt instrument och inom olika stilar’ in Royal College ofMusic in Stockholm,
Utbildningsplan: Bachelor’s Programme in Music, with a specialization in Classical
Music, 180 higher education credits.

164 Swedish: ‘kunskap om och förmåga att påmycket hög musikalisk nivå kunna sam-
spela, samverka och förhandla med olika aktörer, såväl inom ett brett musikaliskt
verksamhetsfält som i många andra konstnärliga sammanhang’ in Karlstad Uni-
versity, Programme Study Plan: Bachelor Programme in Music.

165 My translation of Swedish ‘förmåga och färdighet i att kunna kommunicera sin
musikaliska kunskap i mötet med andra konstarter eller discipliner’ in LTU, Exa-
mensbeskrivning för Konstnärlig kandidatexamen i musik [Degree Description for
Bachelor of Arts in Music].
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LTU166 gives the only LQD for an artistic master education in music.
It includes the demands that students need to demonstrate the ability
to:

• ‘independently learn repertoire with a re�ective and personal
interpretation with stylistic awareness and artistic expressive-
ness’167

• ‘perform music with personal artistic expression on a profes-
sional level’168

• ‘as performing classical musician, solistically as well as in vari-
ous chamber music contexts, show the ability to in a holistic
way develop their artistic voice and identity as well as their
stage expression in the public meeting’169

�us the LQDs for an artistic master education given by LTU are in line
with the above-summarised quali�cation descriptors for bachelor
education, but taken some steps further, outlining that the students
should have become independent musicians with a personal artistic
expression on a professional level.
Returning to the bachelor education, in sum, the LQDs seem quite

demanding both regarding depth and width. In my understanding,
the formulated demands go beyond what could be expected of under-
graduate education and suggest preparing students for a professional
career as musicians. On the one hand, the students should develop
technical and expressive skills at a very high level and form a per-
sonal artistic voice that goes beyond given frames, enabling them to

166 Luleå tekniska universitet [Luleå University of Technology], Examens-
beskrivning för Konstnärlig masterexamen i musik [Degree Description for Artistic
Master’s Degree in Music].

167 My translation of Swedish ‘visa förmåga att självständigt tillägna sig repertoar
i en re�ekterande och personlig interpretation med stilistisk medvetenhet och
konstnärlig uttrycksfullhet’.

168 My translation of Swedish ‘visa förmåga att gestalta musik med personligt konst-
närligt uttryck på professionell nivå’.

169 My translation of Swedish ‘visa förmåga att som utövande klassiskmusiker, solistiskt
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interpret music autonomously. However, which frames the students
should form their own personal artistic expression inside and outside
of is not speci�ed, indicating an area that should be studied more in
detail. On the other hand, the students should develop solid skills
in di�erent styles and collaborate at a very high musical level with
di�erent actors in a broad musical �eld and many other cultural
contexts.
Polifonia Third CycleWorking Group170 describe the three

cycles of higher education as

while the Bachelor or First Cycle focuses on the student’s
acquisition of practical and theoretical competences and
the Second Cycle on the student’s ability to integrate
and apply these competences in various professional
situations, the�ird Cycle is mainly concerned with the
student’s ability to generate new knowledge and new
skills.

Furthermore, the AEC ‘Polifonia’ learning outcome concerning ‘Skills
in Artistic Expression’ should directly apply to main instrument
teaching.171 For a bachelor degree, students are a�er their studies
expected

to be able to create and realise their own artistic con-
cepts and to have developed the necessary skills for their
expression.172

Whereas for a master’s degree, students are expected

såväl som i olika kammarmusikaliska sammanhang, i ett helhetstänkande utveckla
sin konstnärliga röst och identitet samt sitt sceniska uttryck i det publika mötet’.

170 Polifonia Third CycleWorking Group, Guide to�ird Cycle Studies in Higher
Music Education, 2007, https://aec-music.eu/userfiles/File/aec-handbook-guide-to-third-cycl
e-studies-in-higher-music-education-en.pdf, accessed 8 Dec. 2021, p. 20.

171 The Tuning Project, Tuning Educational Structures in Europe: Reference Points
for the Design and Delivery of Degree Programmes in Music (Bilbao: Universidad de
Deusto, 2009), https://aec-music.eu/media/2021/05/AEC-Brochure-Tuning-Educational-Structures
-in-Europe-EN.pdf, accessed 19 Oct. 2021.

172 Ibid., p. 57.

https://aec-music.eu/userfiles/File/aec-handbook-guide-to-third-cycle-studies-in-higher-music-education-en.pdf
https://aec-music.eu/userfiles/File/aec-handbook-guide-to-third-cycle-studies-in-higher-music-education-en.pdf
https://aec-music.eu/media/2021/05/AEC-Brochure-Tuning-Educational-Structures-in-Europe-EN.pdf
https://aec-music.eu/media/2021/05/AEC-Brochure-Tuning-Educational-Structures-in-Europe-EN.pdf
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to emerge as well-developed personalities, having de-
veloped to a high professional level their ability to create,
realise and express their own artistic concepts.173

Compared with the descriptions and learning outcomes formulated
by AEC,174 it seems as the LQDs for �rst cycle education, �rst, are
more in-line with second cycle education regarding the demands
for achieving a professional level and engaging with broader or mul-
tidisciplinary contexts, instead of focusing on the acquisition of com-
petencies.175 Second, the formulations by AEC stronger emphasises
the centrality of the students’ own artistic conception and expression.
�ird, and lastly, the emphasis on broad musicianship, including
cooperation with di�erent actors and in many cultural contexts, is
not re�ected in the documents by AEC.
However, to understand how current higher education of Western

classical music in Sweden develop students’ musical interpretation
involves at least three interrelated perspectives:176 �rst, how students
and teachers understand what an artistic voice entails centring on
the freedom and restraints of musical interpretation based on their
understanding of the status of the musical work and the hierarchy
between musician and composer; second, the instrumental teach-
ers’ fundamental conceptualisations of methodology that inform
their teaching of musical interpretation and how the students under-
stand it; and third, the teachers’ actions in and organisation of the
pedagogical situations where the teaching and learning of musical
interpretation is supposed to take place, including what students
actually learn. I will review the earlier research on these topics in the
next chapter.

173 The Tuning Project, Tuning Educational Structures in Europe, p. 57.
174 Polifonia Third CycleWorking Group, Guide to�ird Cycle Studies in Higher
Music Education; The Tuning Project, Tuning Educational Structures in Europe.

175 Ibid., p. 53.
176 �is tripartite conceptualisation is inspired by the one suggested in Swinkin, Teach-
ing Performance, p. 9.
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earlier research:
exhibition of photos177

not reality
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In this chapter, earlier literature on the following two main top-
ics is reviewed: understandings of (1) musical interpretation and

(2) how musical interpretation is taught and learned. A�erwards, I
summarise the current state of the art and motivate this thesis.

3.1 musical interpretation

By bringing together earlier research, examples from the philosophy
of music education, and practitioners’ accounts, I intend to outline
that although musical interpretation is expressed as highly valued,
the reported understandings of the phenomenon lack clarity.
Music education researcher and philosopher Silverman.178 no-

tices that the range of performers’, teachers’, philosophers’, and re-
searchers’ positions regarding musical interpretation includes the
spectrum from formalist to subjectivist, with various stances in
between.179 However, she states that central philosophers in music
education such as Keith Swanwick, Estelle Jorgensen, and Bennett

177 Hommage á Mussorgsky. See also the argument for assembling a puzzle instead of
curating a gallery in Ruthellen Josselson, ‘Narrative Research and the Challenge
of Accumulating Knowledge’, Narrative Inquiry, 16/1 (2006), pp. 3–10 at p. 4.

178 Silverman, ‘Musical Interpretation’; Marissa Silverman, ‘A Performer’s Creative
Processes: Implications for Teaching and Learning Musical Interpretation’,Music
Education Research, 10/2 (2008), pp. 249–269.

179 Idem, ‘Musical Interpretation’, p. 103.
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Reimer treat the topic in a ‘limited’,180 ‘vague’,181 or ‘implausible’182
way, or wholly omits it.183 Silverman184 suggests that this treatment
could be at least partly explained by the tradition of separating the
education of performers, teachers, and researchers, and low interest
in viewing music-making from a broader historical, socio-cultural,
and theoretical perspective. 185 Furthermore, she holds that

[e]nabling student performers to create musically in-
formed, artistic, and personal interpretations of musical
works is one of the most challenging and elusive aspects
of music education.186

From the perspective of a practitioner, the former pianist and well-
renowned teacher in higher music education, Leygraf, seems to
adhere to the subjectivist stance, as he believes that

[t]he important thing is that students get the opportun-
ity to develop their understanding of the music and how
they think it should sound.187

�e pianist and well-renowned teacher in higher music education,
Berman,188 writes ‘[w]ith talented students, the teacher’s main role

180 Silverman, ‘Musical Interpretation’, p. 103.
181 Ibid.; Idem, ‘A Performer’s Creative Processes’, p. 209.
182 Ibid.
183 Idem, ‘Musical Interpretation’, p. 103; Idem, ‘A Performer’s Creative Processes’,
pp. 208 & 251.

184 Ibid., p. 251.
185 Perhaps partly as a response to this situation, she has co-authored a book onmusical
matters, see Elliott and Silverman,Music Matters, pp. 243–250.

186 Silverman, ‘A Performer’s Creative Processes’, p. 249.
187 My translation of Swedish ‘Det väsentliga är att de [studenterna] får möjlighet att
utveckla sin personliga uppfattning ommusiken och hur de tycker att det ska klinga.’
in JohanPetersson, ‘TillsammansmedHans Leygraf: En studie av pianopedagogik
och traditionsöverföring [Together with Hans Leygraf: A Study of Piano Pedagogy
and Transfer of Tradition]’, Lic. thesis (Luleå tekniska universitet [Luleå University
of Technology], 2005), https://www.diva-portal.org/smash/get/diva2:990523/FULLTEXT01.pdf,
accessed 17 Sept. 2021, p. 59.

188 BorisBerman,Notes From the Pianist’s Bench (2nd edn., NewHaven: YaleUniversity

https://www.diva-portal.org/smash/get/diva2:990523/FULLTEXT01.pdf
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is to help them �nd their own musical voice’.�us, although de-
limited to the talented, he expresses a stance seemingly compatible
with Leygraf ’s. Although there seems to be an agreement between
the researcher189 and pianist–educators190 on the centrality of mu-
sical interpretation and development of personal artistic voice, the
questions regarding what they mean by these terms, how the goal
should be achieved, and whether it is a position a�orded to everyone
playing an instrument remain unanswered.191 For Silverman,192
students’ selfhood must be placed at the centre of teaching and learn-
ing already from the beginning. She describes this as implying that
students should be encouraged to ‘value and re�ect on who they
are—individually, artistically and socially’. In line with this stance,
Elliott and Silverman193 emphasise that students at all levels are
capable of and must have the opportunity to ‘performing express-
ively and creatively’ as much as possible. However, the magnitude
of creativity in the interpretations that music students should strive
to could perhaps be conceptualised as lesser than that for world
class-performers.194
�ere is an inherent ambiguity regarding terminology, as the terms

musical interpretation, performance, and sometimes execution, per-
sonal expression, and expressivity seem to be used in synonymous

Press, 2017), p. 198.
189 Silverman, ‘A Performer’s Creative Processes’; Idem, ‘Musical Interpretation’.
190 Berman, Notes From the Pianist’s Bench; Leygraf ’s position as reported in
Petersson, ‘Tillsammans med Hans Leygraf [Together with Hans Leygraf]’.

191 For other pianist-educators who has also touched upon this topic, see, e.g., Carl
Philipp EmanuelBach, Essay on the True Art of Playing Keyboard Instruments (Ver-
such über die wahre Art das Klavier zu spielen), translated by William J. Mitchell
(London: W. W. Norton, 1948) (originally pub. 1755); Joan Last, Interpretation
for the Piano Student (London: Oxford University Press, 1960); TobiasMatthay,
Musical Interpretation: Its Laws and Principles, and their Application in Teaching
and Performing (Freeport: Books for Libraries Press, 1970) (originally pub. 1913);
Heinrich Neuhaus,�e Art of Piano Playing (Ob iskusstve fortepiannoj igry: Zap-
iski pedagoga), translated by K. A. Leibovitch (London: Kahn and Averill, 1993)
(originally pub. 1958–1961).

192 Silverman, ‘Musical Interpretation’, p. 115.
193 Elliott and Silverman,Music Matters, p. 250.
194 Jo Stijnen and Stijn Vervliet, ‘Beyond the Score: A Socratic Musical Classroom’,
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or (partly) overlapping ways (see also section 4.3 on page 108).195 Per-
formance tends to broadly be de�ned as the audible result, sometimes
seemingly used interchangeably with interpretation. However, not
seldomly are interpretations thought of as that which is performed.196
Whereas expressivity o�en refers to performers’ responses to compos-
itions, expressive aspects focus on performers’ small-scale usage of
speci�c parameters, e.g., intonation, tempo �uctuation, and dynam-
ics, including accents.197�is lack of clarity regarding the meanings
of the terms and their theoretical foundations can complicate under-
standing, comparing, and contrasting authors’ positions. Occasion-
ally, this lack of clarity is stated openly, as when Burwell198 writes
that musical interpretation ‘is an area of study which is notoriously
di�cult to discuss, write about and even de�ne.’199However, research
should clarify how the studied phenomenon has been conceptualised
as it a�ects the results.
Below, I will begin to unpack how musical interpretation and

performance are understood in relation to the score, the musical
work and its composer by presenting and drawing upon three quotes
from the �eld of music education research:

InWestern tonalmusic themusicians’ task is to interpret
the composer’s musical intention written down, and to
present it as sounded music to listeners.200

Quote 1

in Creativity and Innovation (European Perspectives on Music Education, 7; Inns-
bruck: Helbling, 2017), pp. 53–69 at p. 55.

195 For a historical outline of the terminology, see Hermann Danuser, ‘Execution–In-
terpretation–Performance:�e History of a Terminological Con�ict’, in Paulo de
Assis (ed.), Experimental A�nities inMusic (Leuven: Leuven University Press, 2015),
chap. 9, pp. 177–196; For the now classical discussion of the distinction between
‘executant’ and ‘the interpreter’, see Igor Stravinsky, Poetics of Music in the Form
of Six Lessons (Poétique musicale sous forme de six leçons), translated by Arthur
Knodel and Ingolf Dahl, bilingual edn., preface by George Seferis (Cambridge:
Harvard University Press, 1970) (originally pub. 1942–7), pp. 163–181.

196 See, e.g., Silverman, ‘A Performer’s Creative Processes’, p. 260.
197 Lehmann, Sloboda, and Woody, Psychology for Musicians, p. 89.
198 Burwell,�e Meaning of Interpretation, p. 3.
199 See also Silverman, ‘A Performer’s Creative Processes’, p. 249.
200 Cecilia Hultberg, ‘�e Printed Score as a Mediator of Musical Meaning: Ap-
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INTERPRETATION:�e ability to analyse and realise
a composer’s intentions, and perform in a range of mu-
sical styles and traditions.201

Quote 2

For performance does not exist in order to present musical
works, but rather, musical works exist in order to give
performers something to perform.202

Quote 3

Formulations similar to those in quotes 1 and 2 are o�en found in
philosophical writings on musical interpretation and performance,
adhering to a backwards-looking focus based on the regulative work
concept, emphasising the �delity to composers’ intentions at the
expense of the creative performer (see also section 4.3 on page 108).203
Furthermore, this position seems to be embraced by earlier cited
Berman,204 who writes that a performer’s personality ‘should never
clash with or obstruct the composer’s ideas’, and if so, he always is
‘on the composer’s side’. Although this position is not self-explaining,
it could perhaps be inferred to mean that Berman205 is always on
the side of his understanding of the composer, indicating that this
view of musical interpretation is not a subjective position but merely
factual.�us, placing him closer to an objectivist than subjectivist

proaches to Music Notation in Western Tonal Tradition’, PhD thesis (Malmö
Academy of Music, Lund University, 2000), p. 13.

201 KimBurwell, ‘OnMusicians and Singers: An Investigation ofDi�erent Approaches
Taken by Vocal and Instrumental Teachers in Higher Education’,Music Education
Research, 8/3 (2006), pp. 331–347, p. 335, capitalisation in original.

202 Christopher Small,Musicking:�e Meanings of Performing and Listening (Han-
over: University Press of New England, 1998), p. 8, emphasis in original.

203 See the in-depth treatment of the regulatory work concept in Lydia Goehr,�e
Imaginary Museum of Musical Works: An Essay in the Philosophy of Music (1992;
rev. edn., Oxford: Oxford University Press, 2007).

204 Berman, Notes From the Pianist’s Bench, pp. 149–150.
205 Ibid.
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position. Perhaps in line with such an inferred understanding, in
the above-mentioned study by Burwell,206 any ‘discussion of the
musical text, and of musical concepts such as phrasing and rubato’
was conceptualised as included in the realisation of the composer’s
intentions.
In contrast, formulations similar to the �rst part of quote 3 on

page 47 are nowadays o�en found in music philosophy,207 musico-
logy,208 artistic research,209 and music education research.210 Such
literature tends to include a critique of the dogmatism o�en found
in the interpretation of Western classical music in higher music edu-
cation and theWCM state.211 Furthermore, the second part of quote 3,
indicating that musical works are that which are performed, would
demand some clari�cations. Small212 conceptualises music as a verb.
Unfortunately, his view on the relationship between musical works
and performances remains obscure: �rst, in quote 3 (see page 47),213
musical works are that which musicians perform; second, scores
are ‘coded instructions’ enabling performers to ‘make sounds in a
speci�c combination, called a musical work’;214 and third, ‘musical
work exists in the relationships between the sounds as performers
make them and as hearers hear them’.215
Suppose musical interpretation in research studies of pedagogical

situations is as narrowly de�ned as in quotes 1 and 2 above on page 47.
In that case, musical interpretation and performance are ipso facto
construed as reproductive acts where teachers’ personal understand-
ings of composers’ actual or supposed intentions—i.e., what they

206 Burwell, ‘On Musicians and Singers’, p. 335, emphasis in original.
207 See, e.g., Peter Kivy, Authenticities: Philosophical Re�ections on Musical Perform-
ance (Ithaca: Cornell University Press, 1995); John Butt, Playing With History:�e
Historical Approach to Musical Performance (Cambridge: Cambridge University
Press, 2002).

208 See, e.g., Leech-Wilkinson, Challenging Performance.
209 See, e.g., Skoogh, ‘Transforming Performance’.
210 See, e.g., Encarnacao and Blom, Teaching and Evaluating Music Performance at
University; Swinkin, Teaching Performance.

211 See, e.g., Leech-Wilkinson, Challenging Performance; Bull, Class, Control, and
Classical Music; McCormick, Performing Civility.

212 Small,Musicking, p. 9. 213 See also Ibid., p. 215. 214 Ibid., p. 112. 215 Ibid., p. 215.
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‘must, or could, or should have intended’216—are seen as a central
educational content.�e steering documents for higher music edu-
cation outline a view of musical interpretation and performance that
emphasise individual musicians’ conceptualisations and expressions
of their own ideas and stress the importance of life-long learning.217
�us, by necessity, learning of musical interpretation entails aspects
of developing a personal artistic voice and transferable learning that
emphasises autonomy and a life-long perspective. From this point of
view, it follows that many earlier studies do not have, speaking with
Bowman,218 an untheorised but under-theorised understanding of
musical interpretation and the learning thereof, leading to the results
having limited ecological validity.
However, applying the principle of charity, the authors of quotes 1

and 2 on page 47 may subscribe to what Kivy219 has termed the old
contract. According to that contract, composers intend the performer
to, at least within certain unspeci�ed constraints, be original,220
and determinate the scores indeterminateness with ‘performance
decisions based on her taste, musical judgment, and creativity’.221
Nonetheless, such a stance is not explicit in the above-cited passages.
Unfortunately, this tendency, in line with the earlier �nding by Sil-
verman,222 is not uncommon.�is condition must be borne in
mind during the rest of this literature review. In sum, the espoused
theory and theory in practice (see section 3.2 on page 76) of mu-

216 Elliott and Silverman,Music Matters, p. 246.
217 ‘Joint Quality Initiative – the origin of the Dublin Descriptors – short history’, 2016,

http://ecahe.eu/assets/uploads/2016/01/Joint-Quality-Initiative-the-origin-of-the-Dublin-de

scriptors-short-history.pdf, accessed 22 Oct. 2021; Swedish Council for Higher
Education,�e Higher Education Ordinance: Annex 2; The Tuning Project,
Tuning Educational Structures in Europe.

218 Wayne D. Bowman, ‘Why Musical Performance? Views Praxial to Performative’,
in David James Elliott (ed.), Praxial Music Education: Re�ections and Dialogues
(New York: Oxford University Press, 2005), chap. 8, pp. 142–164 at p. 151.

219 Peter Kivy,Music, Language, and Cognition: And other Essays in the Aesthetics of
Music (Oxford: Clarendon Press, 2007).

220 Ibid., pp. 99–100.
221 Ibid., p. 102.
222 Silverman, ‘Musical Interpretation’, p. 103; Idem, ‘A Performer’s Creative Processes’,
p. 251.

http://ecahe.eu/assets/uploads/2016/01/Joint-Quality-Initiative-the-origin-of-the-Dublin-descriptors-short-history.pdf
http://ecahe.eu/assets/uploads/2016/01/Joint-Quality-Initiative-the-origin-of-the-Dublin-descriptors-short-history.pdf


50 literature review

sical interpretation shapes how this in itself and learning thereof
is conceptualised and operationalised in research and the pedago-
gical situations themselves.�ese views include aspects of freedom
and restrictions and the ontological and epistemological status of
musical interpretations, including but not limited to where they are
located, how they manifest, the nature of the entity that they are an
interpretation of, and if they can be found, created, or recreated.

F 8 f

A personal artistic voice is o�en understood as depending upon the
cultivation of expressive freedom.�is conceptualisation of voice
goes back to Cumming,223 who believes that the development thereof
is a complex interplay between including, but not limited to, students’
practice and listening experiences from concerts and recordings,
teachers’ guidance, the a�ordances and restrictions of their instru-
ments, and personal development.�us, a personal artistic voice
could be seen as similar to what Kivy224 terms ‘the other authenti-
city’, or the personal authenticity of the performer (see section 4.3 on
page 116).225 Consequently, given that a personal artistic voice is a
complex amalgamation that demands an intricate interplay between
philosophical and aesthetical judgments and stances, as well as an
adequate technical command on the instrument, it is not possible to
develop merely through imitation.
At this point, it is important to note that such expressive freedom

that a personal artistic voice entails by necessity needs to be situated
within a society that allows for what Goehr226 describes as ‘genuine
experiment, dissension, and divergence of thought’.�us, there are

223 Naomi Cumming,�e Sonic Self (Bloomington: Indiana University Press, 2000).
224 Kivy, Authenticities, pp. 6–7.
225 Ibid., pp. 108–142; Another related conceptualisation is the ‘performer’s creative
space’ as suggested in Door Alessandro Cervino, ‘Mapping the Performer’s Cre-
ative Space: An Exploration in and through Piano Playing’, PhD thesis (University
of Leuven, 2012), https://lirias.kuleuven.be/retrieve/341225, accessed 26 Oct. 2021.

226 Lydia Goehr, ‘Music has no Meaning to Speak of: On the Politics of Musical
Interpretation’, inMichaelKrausz (ed.),�e Interpretation of Music: Philosophical
Essays (Oxford: Clarendon Press, 1993), pp. 277–290 at p. 188.

https://lirias.kuleuven.be/retrieve/341225
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inherent political and ideological aspects involved in regulating the
artistic freedom a�orded students in a society, and musicians at large,
within a culture,227 art world,228 or musical state.229
Doğantan-Dack230 claims that the current culture within West-

ern classical music tends to favour standardisation and short-term
(commercial) success. Such standardisation has been reported to
be enforced by competitions,231 globalised criteria,232 and the tend-
ency for di�erences between recorded musical interpretations to
decline.233 Philip234 succinctly summarises the development:

If pre-war recordings are remarkably like live perform-
ances, many late twentieth-century live performances
are remarkably like recordings.

Although the case has been made that re�ective use of listening to
recordings should allow musicians to develop their awareness of
their musical interpretation in relation to others’,235 this seems not
yet fully realised in higher music education.

227 Ibid., pp. 188–190.
228 Howard S. Becker,ArtWorlds (1982; 25th anniversary edn., updated, and expanded,
Berkeley: University of California Press, 2008).

229 Leech-Wilkinson, Challenging Performance.
230 Mine Doğantan-Dack, ‘Expressive Freedom in Classical Performance: Insights
from a Pianist-Researcher’, in JohnRink, HelenaGaunt, and AaronWilliamon
(eds.), Musicians in the Making: Pathways to Creative Performance (New York:
Oxford University Press, 2017), pp. 131–135 at pp. 132–133.

231 McCormick, Performing Civility; Horowitz,�e Ivory Trade: Piano Competitions
and the Business of Music; Leech-Wilkinson, Challenging Performance.

232 Bull, Class, Control, and Classical Music; Leech-Wilkinson, Challenging Perform-
ance.

233 Ibid.; Day, A Century of Recorded Music; Robert Philip, Performing Music in the
Age of Recording (NewHaven: Yale University Press, 2004); Robert Philip, Early Re-
cordings and Musical Style: Changing Tastes in Instrumental Performance, 1900–1950
(Cambridge: Cambridge University Press, 1992); James Methuen-Campbell,
‘Chopin in Performance’, in Jim Samson (ed.),�e Cambridge Companion to Chopin
(Cambridge: Cambridge University Press, 1992), chap. 9, pp. 191–205 at pp. 204–205.

234 Philip, Early Recordings and Musical Style, p. 231.
235 See, e.g., Stijnen and Vervliet, ‘Beyond the Score’, p. 56.
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Another aspect of higher music education is the focus on exam-
inations. Results from a study by Burwell236 indicate that teachers
feel responsible for their students’ grades and, in trying to save them,
adapts their approaches as the exams approach, i.e., resorting to
‘making students’ interpretative decisions for them, of doing their
score-reading and even their listening for them’.�us, a tendency to
prioritise immediate results over long term learning and lasting ef-
fects have been identi�ed. In sum, this raises the question of whether
the overarching situation could give the development of students’
personal artistic voice a lower priority on the institutions’ agenda.237
During the last decades, the interest in the creative practices of

musicianship and how it can be developed inside and outside of
higher music education has increased.238 On the topic of student
creativity, Berman239 states that

[t]he best compliment I have received as a teacher was
made by a colleague who attended two excellent gradu-
ate recitals given by my students. He told me, ‘If I did
not know, I could never guess that they study with the
same teacher.’

I consider that such a comment says something about the funda-
mental assumptions of teaching and learning of musical interpret-
ation. However, should it not be a foundational educational axiom
that students should be allowed and encouraged to develop their

236 Burwell,�e Meaning of Interpretation, p. 25.
237 Doğantan-Dack, ‘Expressive Freedom in Classical Performance’, pp. 132–133.
238 See, e.g., Oscar Odena (ed.),Musical Creativity: Insights from Music Education
Research (Farnham: Ashgate Publishing, 2012); Pamela Burnard (ed.), Developing
Creativities in Higher Music Education: International Perspectives and Practices
(Routledge Research in Higher Education; New York: Routledge, 2014); Haddon
and Burnard, Creative Teaching for Creative Learning in Higher Music Education;
John Rink, Helena Gaunt, and Aaron Williamon (eds.), Musicians in the
Making: Pathways to Creative Performance (Studies in Musical Performance as
Creative Practice; New York: Oxford University Press, 2017).

239 Berman, Notes From the Pianist’s Bench, p. 211.
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own way instead of becoming a (more or less successful) copy of the
teacher?240 Papageorgi et al.241 support this view, writing that

[t]eachers should promote a healthy and balanced ap-
proach to performance by explaining that musicians
should aim at producing personal interpretations of mu-
sic rather than comparing their performance against
their peers or trying to emulate well-established �gures
in the chosen musical genre.

Furthermore, Sinn242 emphasises the agency that comes with being
a�orded and able to express one’s personal artistic voice. In line with
such a perspective, emphasising students’ agency, Bowman243 argues
that music education is not about training, but human development
in the wider perspective of Aristotelian phronesis: ‘[i]f and when
education succeeds, it does so by changing who we are: no change,
no educational outcome.’244 Viewed from such as perspective, indi-
viduality in musical interpretation is fundamentally a way of being.
Elliott and Silverman245 agree and believe that personhood is the
‘raison d’être’ for music education. However, returning to the quote
by Leygraf246 on page 44, the two questions of how students are
to learn this personal understanding, and according to which set
of criteria it is to be formed, remain unanswered. In the following
section, I will review earlier research on how musical interpretation
is taught and learned.

240 See the quotes by Leygraf and Berman on page 44.
241 Ioulia Papageorgi et al., ‘Perceptions and Predictions of Expertise in Advanced
Musical Learners’, Psychology of Music, 38/1 (2010), pp. 31–66 at p. 58.

242 Deborah Rambo Sinn, Playing Beyond the Notes: A Pianist’s Guide to Musical
Interpretation (Oxford: Oxford University Press, 2013), p. 130.

243 Wayne Bowman, ‘Education Musically’, in Richard Colwell and Carol P.
Richardson (eds.),�e NewHandbook of Research onMusic Teaching and Learning:
A Project of the Music Educators National Conference (Oxford: Oxford University
Press, 2002), chap. 6, pp. 63–84.

244 Ibid., p. 67. 245 Elliott and Silverman,Music Matters, p. 15, emphasis in original.
246 Petersson, ‘Tillsammans med Hans Leygraf [Together with Hans Leygraf]’, p. 59.
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3.2 teaching and learning of musical interpreta-
tion

Perhaps at least partly due to the unclear terminology and di�erent
theoretical foundations, as outlined above (see also section 4.3 on
page 108), teaching and learning of musical interpretation within the
context of higher music education is not a well-researched area,247
although indirect results exist.�e more positive accounts of the
master–apprentice-model, as outlined in section 2.1 on page 15, could
be summarised as describing it and especially its materialisation in
the one-to-one format as the gold standard for instrumental teaching.
According to Gaunt,248 it enables ‘detailed musical and technical
expertise to be developed and re�ned, almost as it were by physical
and mental osmosis’.�is line of view is also expressed in a more
novelistic form by Kogan:249 ‘What he [the teacher] neither says nor
shows the student expects to absorb from his presence.’ However, this
section will summarise the critique that has been formed against the
usage of this model and touch upon alternative and more dialogical
ways of construing instrumental education.
Research has indicated that in teaching musical interpretation,

teachers’ tend to relate to their own understanding rather than the stu-
dents’.250 Such teaching has been reported to largely consist of teach-
ers presenting their intuitive thinking rather than sharing systemat-

247 Glen Carruthers, ‘�e Pedagogy of Interpretation’, in MichaelHannan (ed.),
Proceedings of the 17th International Seminar of the Commission for the Education of
the Professional Musician (CEPROM) (International Society of Music Education
(ISME), July 2008), pp. 21–25, https://www.isme.org/sites/default/files/documents/proceedin
gs/2008%20CEPROM%20Proceedings.pdf, accessed 9 Dec. 2021 at p. 21.

248 Helena Gaunt, ‘Apprenticeship and Empowerment:�e Role of One-to-one
Lessons’, in John Rink, Helena Gaunt, and AaronWilliamon (eds.), i (Studies
in Musical Performance as Creative Practice; New York: Oxford University Press,
2017), chap. 2, pp. 28–56, p. 38, my emphasis.

249 Kogan, Nothing but the Best, p. 86.
250 Andreas C. Lehmann, ‘Acquired Mental Representations in Music Performance:
Anecdotal and Preliminary Empirical Evidence’, in Harald Jørgensen and An-
dreas C. Lehmann (eds.), Does Practice Make Perfect? Current�eory and Re-
search on Instrumental Music Practice (Oslo: Norges musikkhøgskole, 1997), chap. 7,
pp. 141–163 at p. 157; Persson, ‘�e Maestro Music Teacher and Musicians’ Mental

https://www.isme.org/sites/default/files/documents/proceedings/2008%20CEPROM%20Proceedings.pdf
https://www.isme.org/sites/default/files/documents/proceedings/2008%20CEPROM%20Proceedings.pdf


teaching and learning of musical interpretation 55

ised knowledge about musical interpretation and its principles.251
Furthermore, less of the verbal exchanges during instrumental les-
sons has been reported to concern interpretation than it does tech-
nique. Moreover, students has been found to be less active during
dialogues on interpretation in comparison to other topics.252 Non-
etheless, it has also been indicated that teachers would like to spend
more time on students’ expressivity than they do.253
�e teachers’ intuitive understandings tend to be formulated into

detailed instructions addressing how the students’ playing can be
aligned with the teacher’s conception.�is strategy has been termed
‘command style’,254 and can consist of instructions such as the fol-
lowing quotes from the ethnographic study by Wagner255 on how
master teachers’ educate their students: ‘Here, it is necessary to play
like that’, ‘Here, rubato’, and ‘Here is leggiero’. In a less direct way,
such instructions can also take the form of what Koopman et al.256
term ‘concrete performance tips’. However, as Young, Burwell,
and Pickup257 notice, the command-style method can also manifest
through seemingly innocent questions such as ‘Can you play that a

Health’, p. 8; See also the more novelistic description in Kogan, Nothing but the
Best, pp. 87–89.

251 Note that the term ‘expression’ is used in Jessika Karlsson and Patrik N. Juslin,
‘Musical Expression: An Observational Study of Instrumental Teaching’, Psychology
of Music, 36/3 (2008), pp. 309–334 at p. 321; For an example of a scienti�c overview
of expression and interpretation, see Lehmann, Sloboda, and Woody, Psychology
for Musicians, pp. 85–106.

252 Burwell, ‘On Musicians and Singers’, p. 345; Karlsson and Juslin, ‘Musical
Expression’, p. 314.

253 �e teachers in the study by Laukka emphasises that ‘play expressively’ is not
synonymous with ‘make an interpretation’; the former is about communicating
emotions, whereas the latter is about personal expression. See Petri Laukka, ‘In-
strumental Music Teachers’ Views on Expressivity: A Report FromMusic Conser-
vatoires’,Music Education Research, 6/1 (2004), pp. 45–56 at pp. 46, 47, 49, & 52.

254 MANA, Instrumental Teaching and Learning in Context (London: Music Adviser’s
National Association, 1995).

255 Wagner, Producing Excellence, p. 100.
256 Constantijn Koopman et al., ‘Focus on Practice-Relationships Between Lessons
on the Primary Instrument and Individual Practice in Conservatoire Education’,
Music Education Research, 9/3 (2007), pp. 373–397 at p. 389.

257 Vanessa Young, Kim Burwell, and David Pickup, ‘Areas of Study and Teaching
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bit slower?’�is �nding is substantiated by Burwell,258 who, in a
study of video-recorded lessons, identi�ed that when teachers asked
questions, they were o�en rhetorical, mainly functioning as either
a cushioned form of instruction or limited check for student agree-
ment. Furthermore, the con�ict between ‘instructing and eliciting’259
was identi�ed for both the teachers and students.
Teachers’ understandings presented in the form of easy-to-under-

stand rules and basic principles, can reasonably be assumed to be
based on their underlying more complex principles,260 which, how-
ever, are not communicated in such instructions. Not seldom, such
instructions are accompanied by the teacher’s demonstration fol-
lowed by the student’s multiple repetitions until the teacher judges
that the instruction has been executed, demonstration imitated, or
thatmore practice is needed and thusmove on.�e above has been re-
ported in studies such as the one byWagner,261 and in retrospective
descriptions such as Fay.262 Researchers have repeatedly argued for
the e�ectiveness of demonstration and imitation, frequently found
in the master–apprentice tradition.263 Furthermore, students who
successfully imitate their teachers have been reported as gi�ed and
develop quickly,264 at least on the surface level. However, within
earlier research, there is a tendency to cite old and methodologic-

Strategies in Instrumental Teaching: A Case Study Research Project’,Music Educa-
tion Research, 5/2 (2003), pp. 139–155 at p. 144.

258 Burwell, ‘A Degree of Independence’.
259 Ibid., p. 212.
260 Lehmann, Sloboda, and Woody, Psychology for Musicians, p. 10.
261 Wagner, Producing Excellence, pp. 99–100.
262 Amy Fay,Music-study in Germany, with a new introduction by Frances Dillon (New
York: Dover, 1965) (originally pub. 1880), p. 105.

263 See, e.g., Nielsen, ‘Musical Apprenticeship’; Hanken, ‘Teaching and Learning Mu-
sic Performance’; IngridMariaHanken, ‘�e Role and Signi�cance of Master-
classes in Creative Learning’, in John Rink, Helena Gaunt, and AaronWillia-
mon (eds.),Musicians in the Making: Pathways to Creative Performance, i (Studies
in Musical Performance As Creative Practice; New York: Oxford University Press,
2017), chap. 4, pp. 75–92.

264 Burwell, ‘A Degree of Independence’, p. 213.
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ally questionable studies with limited ecological validity, such as
Rosenthal265 and Sang.266
�ere is an ethical component of demonstration and imitation,

namely the suggested negative e�ects on independence, ‘curiosity,
�exibility, and experimental-mindedness’.267 On the one hand, in
an action research study with an 11-year-old student on di�erent
teaching strategies and their student outcomes, McPhail268 reports
that for modelling (playing) the ideal one was student motivation.
Similar results, emphasising the motivational aspects of teachers’
demonstrations, has been reported in studies of master classes.269
On the other hand, it has been found that there is a tendency for
the most talented students to mainly engage in imitation of their
teachers, rather than develop a sense of responsibility for their own
learning.270 As such, private instruction, sometimes described as a
‘secret garden’271 where teachers and students tend to work alone,
seems to be a comfortable learning environment where students can
become dependent on their teachers, hereby limiting their devel-
opment of autonomy as musicians and learners.272�us, it is a risk

265 Roseanne Kelly Rosenthal, ‘�e Relative E�ects of Guided Model, Model Only,
Guide Only, and Practice Only Treatments on the Accuracy of Advanced Instru-
mentalists’ Musical Performance’, Journal of Research in Music Education, 32/4 (Dec.
1984), pp. 265–273.

266 Richard C. Sang, ‘A Study of the Relationship Between Instrumental Music Teach-
ers’ Modeling Skills and Pupil Performance Behaviors’, Bulletin of the Council for
Research inMusic Education, 91 (1987), pp. 155–159, https://www.jstor.org/stable/40318077.

267 Bowman, ‘Education Musically’, p. 75.
268 Graham J. McPhail, ‘Crossing Boundaries: Sharing Concepts of Music Teaching
from Classroom to Studio’,Music Education Research, 12/1 (2010), pp. 33–45 at p. 38.

269 See, e.g., Marion Long et al.,Mapping Master Classes: Format, Content and Style
(York: Higher Education Academy, 2011), https://www.academia.edu/2848688/Mapping_Master
_classes, accessed 8 May 2020, p. 116.

270 Burwell, ‘A Degree of Independence’.
271 Young, Burwell, and Pickup, ‘Areas of Study and Teaching Strategies in Instru-
mental Teaching’, p. 144; See also Eeva KaisaHyry-Beihammer, ‘Master–appren-
tice Relation in Music Teaching: From a Secret Garden to Transparent Modelling’,
Nordisk musikkpedagogisk forskning [Nordic Research in Music Education], 12 (2010),
pp. 161–178.

272 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, pp. 197 & 203.

https://www.jstor.org/stable/40318077
https://www.academia.edu/2848688/Mapping_Master_classes
https://www.academia.edu/2848688/Mapping_Master_classes
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that successful imitation is falsely taken to indicate that it necessarily
results from the same, or a similar enough, mental representation as
did the teacher’s demonstration.273
Hultberg274 states that teachers need to be aware of and adapt

their teaching to accommodate for the di�erences between their and
their students’ understandings and approaches to the compositions
studied to support students’ learning. Alternatively, even worse, de-
veloping students’ genuine understanding is not prioritised, which,
if so, in itself, is not merely a question of actions taken (or not) but
based on values, as what and how something is taught is in itself a
‘great moral responsibility’.275
Such a non-priority of developing students’ genuine understand-

ings is in line with what is labelled as the instrumental–technical
approach, prevalent a�er 1850, focusing on technical skills. Hult-
berg,276 building on Gellrich,277 describes it as follows:

Interpreting a composition, students nowwere expected
to concentrate on playing accurately according to their
teachers’ instructions, and to followmarkings on expres-
sion [. . . . ]�ere was no need for students in general
to achieve an idiomatic musical understanding, such as
aimed at in the practical–empiricalmethod, since they
were taught to follow instructions.

273 Lehmann, ‘Acquired Mental Representations in Music Performance’, p. 156.
274 CeciliaHultberg, ‘Instrumental Students’ Strategies for Finding Interpretations:
Complexity and Individual Variety’, Psychology of Music, 36/1 (2008), pp. 7–23 at
p. 20.

275 David Best, Rationality of Feeling: Understanding the arts in Education (London:
Falmer Press, 1992), p. 181.

276 Hultberg, ‘�e Printed Score as a Mediator of Musical Meaning’, p. 30, emphasis
in original.

277 MartinGellrich,Übenmit Lis(z)t:Wiederentdeckte Geheimnisse aus derWerkstatt
der Klaviervirtuosen [Practice with Lis(z)t: Rediscovered Secrets from the Workshop
of the Piano Virtuosos] (Frauenfeld: ImWaldgut, 1992).
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A similar conceptualisation termed ‘cognitive impairment’ is sugges-
ted by Ponce,278 who describes it as centring on students following
their teachers’ instructions resulting in them being

dependent on the nurture provided by ‘indispensable’
teachers, past an age when self-reliance should be as
natural as not having a baby-sitter.

However, even if teachers pose questions, they are not necessarily
authentic nor open-ended. I will below give two examples of such dia-
logues. First, Young, Burwell, and Pickup279 describe the following
example, dialogue 1, as containing questions that are ‘convincingly
open-ended, requiring the student to make meaningful musical de-
cisions and to take responsibility for the musical consequences’:

Teacher:�e piece is a constant swap in ideas. It’s this
constant changing and the di�erence needs to be
emphasised. Let’s take a run into that.

Student: [Plays]
Teacher: What could you do? What do you want out
of the passage?

Student: I want to develop it melodically.
Teacher: Okay, you want to go from a rhythmic inter-
pretation to a more melodic idea.

Student: Yes.�is—the start of the next one—and
needs to be separated from this.

Teacher: Show me what you are going to do with this
one and that bar.

Student: [Plays]

Dialogue 1

278 Ponce,�e Tyranny of Tradition in Piano Teaching, p. 2.
279 Young, Burwell, and Pickup, ‘Areas of Study and Teaching Strategies in Instru-
mental Teaching’, p. 151, typographical presentation of the dialogue has been adap-
ted to a style more akin to scripts for theatre to clarify the verbal exchange.
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However, I argue that the overarching understanding of what mu-
sical interpretation is, might be, and could be, and the interpretation
worked on is not up for discussion, as the teacher frames the situation
whereby delimiting the student’s freedom. In the �rst utterance, the
teacher states how the piece is and what it needs. Although the ex-
cerpt is short, I understand the teacher’s third utterance as reframing
the student’s answer. Furthermore, the student answering positively
does not necessarily imply agreement as it could be merely symbolic
communicative turn-taking.
�e second example, dialogue 2 on page 61, is taken from the

description by Schön280 of a piano master class. Similar to how
Young, Burwell, and Pickup281 argue that there is a truly dialogical
exchange, Schön282 asserts that the master class teacher shows the
student ‘how to makemore of what is there’283 through contrasting
the student’s performance with his own understanding of the piece.
However, during the whole exchange, the teacher’s understanding
is taken as the correct(er) one, and it is consistently the teacher
that evaluates the student’s playing.284 As in dialogue 1 on page 59,
the teacher de�nes the piece and leads the student into adapting to
the teacher’s understanding, thus engaging more in evaluation and
persuasion than in feedback as the student’s understanding is not
explicitly explored.
Teachers’ demonstrations of their performances and understand-

ings of compositions certainly are valuable learning resources.�e
questions are whether teachers’ understandings are taken as a de-
parture or the only one and if its status is de�nitive or possible to
negotiate. Silverman285 concludes that creative performers can con-

280 Schön, Educating the Re�ective Practitioner, pp. 183–201, emphases in original and
the typographical presentation of this dialogue has been adapted to a style more
akin to scripts for theatre to clarify the verbal exchange.

281 Young, Burwell, and Pickup, ‘Areas of Study and Teaching Strategies in Instru-
mental Teaching’, p. 151.

282 Schön, Educating the Re�ective Practitioner, pp. 183–201.
283 Ibid., p. 191, emphasis in original.
284 Cf. the position in support of Schön in Nielsen, ‘Musical Apprenticeship’, pp. 146–
147.

285 Silverman, ‘A Performer’s Creative Processes’, p. 265.
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Student: [Plays through the piece]
Teacher: [. . . ] My main criticism, it is, I think it is, I
�nd it a little too gentle [. . . . ] some of it has to have
that . . . tremendously unlimited despair! [. . . ] It’s a
little bit di�erent in this piece. [. . . ] It is that kind of
piece [. . . . ] It’s desperate, you know.

Student: Should I try it?
Teacher: Of course.
Student: [Plays]
Teacher: Yes, very good. Much better. [. . . ]
Student: [Plays]
Teacher: Wait! Wait! Don’t come too soon! [. . . ]
[Plays] [. . . ] It should be still top, and less thumb.

Student: [Plays]
Teacher:�at’s right! [. . . ]
Student: [Plays]
Teacher: Yes! [. . . ] No, not faster, not faster.
Student: [Plays]
Teacher: Loud, the last one! [. . . ] No pity, no pity!
Student: [Plays]
Teacher:�at’s it!
Student: [Plays]
Teacher:�at’s right! [. . . ] Now color, now color, color.
[. . . ]

Student: [Plays]
Teacher: No, subito, subito.

Dialogue 2
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ceive and accept multiple interpretations.�us, instead of teachers
enforcing a particular interpretation on the student, amore dialogical
approach where multiple interpretations are discussed should be con-
sidered.286 Jørgensen287 further states that through being overly
dominating during lessons, some teachers seem to limit students’
development of responsibility and autonomy for their interpretive
decisions, and simultaneously too little a�ect their activities during
practice.288 Matthay289 emphasises the importance of di�erenti-
ating between teaching students to play based on their own ideas,
supported by the teacher’s analysis, or ‘conducting a performance
of our own through our pupil’s �ngers’. In outlining the di�erence
between what he terms ‘real teaching and useless cramming’,290 the
latter is described as when the teacher makes a ‘pupil parrot your
own thoughts more or less unintelligently’. In contrast, the former is
not only to

point out to the pupil where he is wrong and what the
right e�ects should be, but always point out also the
cause, the why and wherefore of all faults, and hence,
the means of their immediate correction; and you thus
stimulate the pupil to use his own judgment and feeling
all the time—musically and technically.291

286 Silverman, ‘A Performer’s Creative Processes’, p. 265.
287 Harald Jørgensen, ‘Student Learning in Higher Instrumental Education: Who is
Responsible?’, British Journal of Music Education, 17/1 (2000), pp. 67–77 at p. 73.

288 On the too little a�ect on students’ practice, see also Cecilia K. Hultberg and
Per-Henrik Holgersson, ‘Students’ and Teachers’ Expectations: Matches and
Mismatches in Learning and Teaching in Higher Music Education’, in Sven-Erik
Holgersen and FredeV. Nielsen (eds.), RAIME, Research Alliance of Institutes for
Music Education (Proceedings of the Tenth International Symposium; Department
of Curriculum Research,�e Danish School of Education, Aarhus University, 2010),
pp. 127–136, https://www.dpu.dk/fileadmin/www.dpu.dk/viden/temaeraaa/musikpaedagogik/om-dpu_in
stitutter_institut-for-didaktik_musikpaedagogik_20110111163335_raime-9.pdf, accessed 15 Sept.
2021 at pp. 132–135.

289 Matthay,Musical Interpretation, p. 21, emphasis in original.
290 Ibid., pp. 21–22.
291 Ibid., p. 22, emphases in original.

https://www.dpu.dk/fileadmin/www.dpu.dk/viden/temaeraaa/musikpaedagogik/om-dpu_institutter_institut-for-didaktik_musikpaedagogik_20110111163335_raime-9.pdf
https://www.dpu.dk/fileadmin/www.dpu.dk/viden/temaeraaa/musikpaedagogik/om-dpu_institutter_institut-for-didaktik_musikpaedagogik_20110111163335_raime-9.pdf
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In sum, Matthay292 argues that teachers should make students
‘think’, not merely ‘do’.293
Schön294 describes the change of the student’s performance dur-

ing themaster class lesson, containing dialogue 2 on page 61, as going
from one that ‘though �uent, accomplished, and triumphant, was
rather �at to one far more di�erentiated, interesting, coherent, and
alive’.295 However, this assessment is made by Schön based on his
understanding of a set of non-described criteria. Furthermore, both
Schön296 and the musicians, psychologists, and music theorists he
discussed the recorded lesson with took it to focus not only on the
performance of the speci�c piece of music. Instead, they saw the
teacher’s engagement as communicating ‘what it would be like to
design a coherent performance of other pieces’, which developed the
student’s ‘capacity for further designing’.�us, the analysis of the
pedagogical situation is from the perspective of those who already
know, understand, and de�ne the learning that was supposed to take
place. However, neither what the student understood nor learned
was accounted for, as the student’s opinion was not considered. In
contrast to Schön, Koopman et al.297 asked how students understood
the contents of their instrumental lessons.�eir results indicate that
the students understood the lessons as focusing on ‘mastery of pieces’,
whereas the teachers o�en stated that the overarching aim was for
students to develop artistic independence. Koopman et al.298 thus
suggest that students and teachers do not understand the aims of

292 Ibid., p. 21.
293 See also argument in David Graham, ‘Teaching for Creativity in Music Perform-
ance’,Music Educators Journal, 84/5 (1998), pp. 24–28 at p. 24.

294 Schön, Educating the Re�ective Practitioner, p. 206.
295 See also similar description of quick development during master class lessons in
IngridMariaHanken and Marion Long,Master Classes: What do they O�er?
(NMH-publikasjoner, 8; Norges musikkhøgskole, 2012), https://nmh.brage.unit.no/n
mh-xmlui/bitstream/handle/11250/172653/Hanken_Long_2012.pdf?sequence=1&isAllowed=y, accessed
10 Dec. 2021.

296 Schön, Educating the Re�ective Practitioner, p. 206.
297 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 388.

298 Ibid.

https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172653/Hanken_Long_2012.pdf?sequence=1&isAllowed=y
https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172653/Hanken_Long_2012.pdf?sequence=1&isAllowed=y
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the lessons and education set by the teacher similarly.�is tendency
was mirrored in the �nding that teachers, during the lessons, tended
to mainly focus on ‘helping the student interpret the score at hand
in a technically and expressively adequate way’.299 Furthermore, no
discussions on the limits and characteristics of suchmusical interpret-
ations were reported.�us, there existed a clear focus on the product
and much less on how it could be reached.300 Moreover, in line with
a lack of student perspective and communication, Gaunt301 reports
that if students had problems understanding their teachers’ teaching
or wanted a di�erent emphasis in the feedback, this was seldomly
communicated.302�is could indicate that teachers’ knowledge of
students’ understandings of what they believe they need to develop
should be explored further.
Instrumental teachers in higher music education attach great im-

portance to students’ playing.303 Earlier studies have reported that
instrumental lessons are primarily devoted to imitation, which stu-
dents o�en are skilled at.304 However, it has also been suggested that
students’ improved performances during a lesson o�en do not re-
main to the next one,305 thus emphasising the complexity of lasting

299 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 389; See also
Persson, ‘Brilliant Performers as Teachers’, p. 33.

300 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 389.

301 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 193.

302 Ibid.
303 Cecilia K. Hultberg, ‘Vem äger lärandet? [Who owns the Learning?]’ (2010),
Myndigheten för nätverk och samarbete inom högre utbildning [�e Agency for
Networking and Cooperation in Higher Education], https://gupea.ub.gu.se/bitstream/2
077/22000/1/gupea_2077_22000_1.pdf, accessed 8 May 2015, p. 9.

304 Ibid.
305 JanetMills, ‘Conservatoire Students’ Perceptions of the Characteristics of E�ect-
ive Instrumental andVocal Tuition’, Bulletin of the Council for Research inMusic Edu-
cation, 153/154 (2002), pp. 78–82, http://www.jstor.org/stable/40319144 at p. 81; Hultberg,
Vem äger lärandet? [Who owns the Learning?], p. 9; Gaunt, ‘One-to-one Tuition in
a Conservatoire:�e Perceptions of Instrumental and Vocal Students’, p. 180.

https://gupea.ub.gu.se/bitstream/2077/22000/1/gupea_2077_22000_1.pdf
https://gupea.ub.gu.se/bitstream/2077/22000/1/gupea_2077_22000_1.pdf
http://www.jstor.org/stable/40319144


teaching and learning of musical interpretation 65

learning.306 An evaluation showed that the practical skills (i.e., per-
formance) that students showed in their playing towards the end of
a lesson had not been internalised, nor could they be successfully
externalised (i.e., forming a musical interpretation).307 Consequently,
based on their evaluation of the students’ performances, teachers
might wrongly form the impression that students had assimilated the
teaching content. In contrast, although within a jazz context, Hast-
ings308 believes that student performances a�ord teachers ‘a direct
and immediate way to measure their understanding’.
Regarding the potential discrepancy between teachers’ and stu-

dents’ understandings of educational content and focus, students
who applied an indi�erent strategy is described as the most surpris-
ing result from Holgersson’s309 ethnographically inspired study.
He outlines one instance when a student followed the teacher’s advice
and altered his performance accordingly during the lesson.�us, the
teacher, and Holgersson, assumed a mutual understanding between
teacher and student. However, analysing the student’s written lo-
gbook, it became evident that following the teacher’s instruction
during the lesson had not contributed to changing the student’s un-
derlying mental representation.�e student wrote that

[t]he teacher did not have much to say [and the lesson]
did not really give anything, but one always becomes a
little bit more aware of what you are really doing.310

306 See Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbildning [Mu-
sical Learning and Development in Higher Music Education]’, p. 141.

307 Hultberg, Vem äger lärandet? [Who owns the Learning?], p. 9; Hultberg and
Holgersson, ‘Students’ and Teachers’ Expectations’, pp. 132–135.

308 DavidM. Hastings, ‘ “With Grace under Pressure”: How Critique as Signature
Pedagogy Fosters E�ective Music Performance’, Arts and Humanities in Higher
Education, 16/3 (2017), pp. 252–265 at p. 252.

309 Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbildning [Musical
Learning and Development in Higher Music Education]’, p. 88.

310 My translation of Swedish ‘Urban hade inte så jättemycket att säga. . .Gav väl inget
särskilt egentligen men man får ju alltid lite mer medvetenhet om vad man gör/
egentligen håller påmed’ in Ibid., p. 141.
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I �nd Holgersson �nding this result the most surprising in itself
telling.311 It seems to rest on the axiomatic assumptions that students
want to adapt to their teachers’ understandings and accept them
as regulatory. Instead, if students do not share their teachers’ pri-
orities during lessons or long-term goals, such aspects should be
further addressed.312 In applying the principle of charity, these �nd-
ings could also indicate that the student’s capacity for re�ection and
verbalisation of his thoughts about his learning was limited or that
he chose not to disclose them to Holgersson. Hultberg and Hol-
gersson313 suggest that following up lessons and striving to achieve
a shared understanding of ‘learning content, implications of it, as
well as expectations on further learning and teaching’ are essential.
Returning to dialogues 1 and 2 on pages 59 and 61, I believe that

the teachers, in framing the pedagogical situations using words as
‘is’ and ‘needs’ limit the students’ agency for navigating within the
boundaries set by the teacher and for disagreeing with these axio-
matical statements. Furthermore, at least in the presented exchanges,
such disagreement does not seem to be asked for. ‘Needs’ is a form
of the auxiliary verb ‘need’, which is part of the deontic modality.314
�e deontic modality includes expressions that communicate how
the world ought to be according to the speaker’s desires, norms, and
expectations to various degrees of strength.315�e modality ranges
from strict necessity (such as ‘must’), weak necessity (‘should’ and
‘ought’), to possible modals (‘can’ and ‘may’).�us the modality is
o�en used when a particular state, including but not limited to social,
personal, and legislative, does not meet a pre-de�ned ideal or stand-
ard. Moreover, utterances o�en include instruction for actions that
should be taken to change the world closer to the ideal or standard.

311 See Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbildning [Mu-
sical Learning and Development in Higher Music Education]’, p. 88.

312 See Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 131.
313 Hultberg and Holgersson, ‘Students’ and Teachers’ Expectations’, p. 135.
314 Nate Charlow and Matthew Chrisman (eds.), Deontic Modality (Oxford: Ox-
ford University Press, 2016).

315 Stephen Finley, ‘ “Ought”: Out of Order’, in Nate Charlow and Matthew
Chrisman (eds.),Deontic Modality (Oxford: Oxford University Press, 2016), chap. 6,
pp. 169–199.



teaching and learning of musical interpretation 67

Another variant of deontic modality is the subcategory of volitive
modality, expressing the speaker’s desires, wishes, or fears.316 Hol-
gersson317 presents a teacher in a jazz context who, during a lesson,
says, ‘it would feel good forme if you could play clearer dominants’ to
a student. However, why and to what extent students should consider
teachers’ feelings about their playing is not explored further.
Returning to the earlier quotes containing explicit instructions on

page 55, they are also utterances in the deontic modality, however,
in the directive modality.�us, based on the examples given in the
dialogues and quotes, there seems to be a di�erence in degree but not
in species regarding the freedom a�orded to students when teachers
make utterances using the deontic modality. On the one hand, I
believe it is too naïve to view the abovementioned exchanges as
indicating a genuinely open dialogue between student and teacher.
On the other hand, this does not imply that I hold the position that
the teacher necessarily determines students’ exact interpretations,
but rather that how the teacher frames the pedagogical situation
a�ects the students’ possible learning.318
Gaunt319 reports a crystal-clear tendency for students to adapt

and have to accept to adapt to teachers’ educational styles and that
it was up to the student to learn as much as possible.320 �is is in
line with �ndings by Zhukov,321 indicating that compliance was the
most common overarching learning style adhered to by seven out
of the 24 participating students.�ose students demonstrated sub-
missive behaviour commonly associated with the master–apprentice

316 See, e.g. Joan L. Bybee, Revere D. Perkins, and William Pagliuca, Evolution
of Grammar: Tense, Aspect, and Modality in the Languages of the World (Chicago:
University of Chicago Press, 1994), p. 157.

317 My translation of Swedish ‘det skulle kännas bra förmig omdu kunde spela tydligare
dominanter’ in Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbild-
ning [Musical Learning and Development in Higher Music Education]’, p. 130.

318 See, e.g., Jørgensen, ‘Student Learning in Higher Instrumental Education’, p. 70.
319 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 193.

320 Ibid.
321 Katie Zhukov, ‘Student Learning Styles in Advanced Instrumental Music Lessons’,
Music Education Research, 9/1 (Mar. 2007), pp. 111–127 at p. 123.
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model,322 i.e., ‘the all-knowing teacher and the compliant student’.323
�is tendency is substantiated by Koopman et al.,324 who notice that
the studied teachers tended to increase their activity when students
behaved passively and took an obedient role. Furthermore, they ar-
gue that teachers’ personalities tended to control the lessons and
that students were not encouraged to take the initiative.�is reson-
ates with Gaunt,325 who suggests that the power dynamics between
teacher and student that can be productive also may ‘inhibit the
development of self-responsibility and an individual artistic voice,
which is so prized by the teachers’. Jørgensen326 believes that teach-
ers who dominate limit students’ possibility to assume responsibility
for their development.
However, in the studymentioned above, Koopman et al.327 suggest

that it is the ‘student in particular who determines the nature of the
working relationship’. Although I do not doubt that their empirical
material substantiates this conclusion, the pedagogical implications
should be to expect and encourage teachers to make more informed
judgements about how to steer lessons and establish a productive
framework. Furthermore, whether and to which extent students,
without given appropriate agency by their teachers, can and should
have to take responsibility for changing this situation is debatable.
Such a tendency to give students (equal) responsibility for achieving
a productive way of working is also expressed by Gaunt,328 who
states that

[i]t depends equally on both the student’s and the teach-
er’s awareness of where they are and are not aligned

322 Zhukov, ‘Student Learning Styles in Advanced Instrumental Music Lessons’, p. 125.
323 Ibid., p. 123.
324 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 390.

325 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 240.

326 Jørgensen, ‘Student Learning in Higher Instrumental Education’, p. 70.
327 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 390.

328 Gaunt, ‘Apprenticeship and Empowerment’, p. 48.
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in their approach, and also on their ability to navigate
the dynamic movement of the continua while working
together.

Moreover, Berman329 states that students from the beginning need
to adhere to the teacher’s ‘Weltanschauung, his general musical and
aesthetic principles’. Philosophers of science have used the concept
of Weltanschauung (English: ‘worldview’ or ‘philosophy of life’) in
critiquing the positivist epistemology that construed science as not
a�ected by human judgment.330�e critics argued that theoretical as-
sumptions depended on empirical observations and scientists’ world-
views, or a�er Kuhn331 commonly termed paradigm. Transposed to a
pedagogical situation centring on musical interpretation, through ax-
iomatically having students adhere to the teacher’s Weltanschauung,
a genuinely ethical relation is made impossible, as the other is not
accepted unless as an ‘instance of something already familiar’.332 Ac-
cording to Bowman,333 all education is ethical, ultimately striving
to develop students’ character and identity. Furthermore, what and
how teachers teach unavoidably includes moral aspects.334 However,
if the parties never question the assumptions and premises upheld
by a system, the transformative power of the pedagogical situation
is not realised.�us, the position expressed by Berman335 is deeply
incompatible with a philosophical hermeneutical view.
Gaunt336 reports that students found little connections between

their one-to-one lessons and the rest of their curriculum. In her study,
14 out of 20 students considered these lessons to ‘operate in a special

329 Berman, Notes From the Pianist’s Bench, p. 212, emphasis in original.
330 Frederick Suppe, ‘Weltanschauungen Analyses’, in Idem (ed.),�e Structure of Sci-
enti�c�eories, with a critical introduction by Frederick Suppe (Urbana: University
of Illinois Press, 1974), pp. 125–190.

331 Thomas S. Kuhn,�e Structure of Scienti�c Revolutions, ed. IanHacking (1962;
4th edn. [50th anniversary edn.], Chicago:�e University of Chicago Press, 2012).

332 Bowman, ‘Education Musically’, p. 68. 333 Ibid., p. 64. 334 Best, Rationality of
Feeling, pp. 180–181. 335 Berman, Notes From the Pianist’s Bench, p. 212.

336 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 199.
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and separate world, where the core of their learning took place’.337
�ese �ndings are mirrored in her study of instrumental teachers,
indicating that relatively few of them had ‘detailed understanding
of what else students were doing within a course curriculum, and
made little attempt to integrate principal study into these other as-
pects’.338 Although from the perspective of popular music, Davis
and Pulman339 describe the detachment of such individual lessons
and practice as ‘learning in a vacuum’. In studying instructions for
homework, Koopman et al.340 found that teachers rarely suggested
that students should acquaint themselves with ‘background literat-
ure and/or relationships with other art forms or to listen to certain
recordings of the works’. In contrast, results from a multi-faced in-
depth study of a professional pianist by Silverman341 suggests that
students of Western classical music should get a ‘broad liberal arts
education’. Furthermore, Zhukov342 reports that discussions of lib-
raries and recordings occupied minute parts of the instrumental
lessons studied.�us, she suggests that students, particularly early in
their education, need encouragement to use such resources. In sum,
these �ndings suggest that the relationship between instrumental
lessons and the overarching curriculum could be strengthened, and
students’ development of a broader understanding of arts in general
and music, in particular, should be supported.

337 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 199.

338 Idem, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental and
Vocal Teachers’, p. 236; See also ElizabethHaddon, ‘Hidden Instrumental and
Vocal Learning in Undergraduate University Education’, in Ioulia Papageorgi
and Graham F. Welch (eds.), Advanced Musical Performance: Investigations in
Higher Education Learning (Farnham: Ashgate, 2014), chap. 15, pp. 247–263 at p. 258.

339 Robert Davis and Mark Pulman, ‘Raising Standards in Performance’, British
Journal of Music Education, 18/3 (2001), pp. 251–259 at p. 153.

340 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 389.

341 Silverman, ‘A Performer’s Creative Processes’, p. 262.
342 Katie Zhukov, ‘Exploring the Content of Instrumental Lessons and Gender Rela-
tions in Australian Higher Education’, British Journal of Music Education, 25/2 (July
2008), pp. 159–176 at p. 172.
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In the interview study with students led by Gaunt,343 mentioned
above, students’ development of the abilities to teach themselves
was not a commonly discussed concept, and the students seemed to
only ‘value taking responsibility for learning once they had done it’.
Furthermore, in an interview studywith teachers, Gaunt344 notices a
discrepancy between their stated aim of teaching students to think for
themselves and their descriptions of actions taken during the lessons.
Moreover, some students were described as particularly talented,
indicating that they could have been able to think for themselves
anyway. Ritterman345 states that the value of students’ role in their
musical interpretation seems to be merely something that much
performance teaching pay lip service to. Moreover, according to
Gaunt,346 two teachers described their independent thinking as a
‘stubborn characteristic’ rather than a skill developed during their
studies.�is skill ultimately led them to quit their lessons, which
they found liberating.347 In sum, autonomy seems to be a topic that
teachers should introduce and systematically address, as a lack of
shared understanding between teachers’ and students’ beliefs and
expectations could be detrimental and even lead to prematurely
ending lessons.
In an action research study on one 15-year-old student,McPhail348

focuses on developing student autonomy within the one-to-one con-
text. She argues that there is a limit to the possible learning autonomy
that can be developed within such a pedagogical situation; otherwise,

343 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 187.

344 Idem, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental and
Vocal Teachers’, p. 223.

345 Janet Ritterman, ‘On Teaching Performance’, in John Rink (ed.),Musical Per-
formance: A Guide to Understanding (Cambridge: Cambridge University Press,
2002), chap. 5, pp. 75–88 at p. 84.

346 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, pp. 223–224.

347 Ibid.
348 Graham J. McPhail, ‘Developing Student Autonomy in the One-to-one Music
Lesson’, International Journal of Music Education, 31/2 (2013), pp. 160–172 at p. 167.
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the entire foundation of the curriculum and presumably
the point of learning the instrument with its associated
‘music world’ is called into question.

�us, there seems to be an inherent tension between a�ording stu-
dents possibilities, and teachers’ letting go of aspects controlled by
the ‘music world’349 or the musical state.350
It has been reported that students with more than one teacher are

forced to take increased responsibility for their learning as no one
teacher is in control.351�is �nding is supported by the experiences
and beliefs expressed by Ponce.352 In a study by Haddon353 on
students’ experiences of having studied with multiple teachers, they
express that ‘teachers should teach students how to explore their
styles, their musicianship rather than teaching them how to play’.354
Student autonomy is also possible to view in the light of teach-

ers’ conceptions about what musical talent is, who has it to what
degree, and to what extent it is possible to develop, as this has con-
sequences for the extent of their responsibility for—and the possibil-
ities for—students’ development.355 Results from an interview study

349 McPhail, ‘Developing Student Autonomy in the One-to-one Music Lesson’, p. 167.
350 See Leech-Wilkinson, Challenging Performance, pp. 17, 50 154, & 225.
351 Helena Gaunt, ‘Student and Teacher Perceptions of One-to-one Instrumental
and Vocal Tuition in a Conservatoire’, PhD thesis (Institute of Education, London
University, Feb. 2006), https://core.ac.uk/download/pdf/111054133.pdf, accessed 22 Nov.
2021, p. 182.

352 Ponce,�e Tyranny of Tradition in Piano Teaching.
353 Elizabeth Haddon, ‘Multiple Teachers: Multiple Gains?’, British Journal of Music
Education, 28/1 (2011), p. 69.

354 Ibid., pp. 76–77.
355 See, e.g., John A. Sloboda, ‘�e Acquisition of Musical Performance Expertise: De-
constructing the “Talent” Account of Individual Di�erences in Musical Expressiv-
ity’, in K. Anders Ericsson (ed.),�e Road to Excellence:�e Acquisition of Ex-
pert Performance in the Arts and Sciences, Sports, and Games (Mahwah: Lawrence
Erlbaum Associates, 1996), chap. 4, pp. 107–126; Sture Brändström, Vem är mu-
sikalisk? Intervjuer med musiklärare och musiklärarutbildare [Who is Musical? Inter-
views with Music Teachers and Music Teacher Educators] (Stockholm: KMH förlaget,
1997); Miriam A. Mosing, Isabelle Peretz, and Fredrik Ullén, ‘Genetic In�u-
ences on Music Expertise: Behavioral, Neural, and Genetic Approaches to Com-
plex Skill’, in�e Science of Expertise: Behavioral, Neural, and Genetic Approaches

https://core.ac.uk/download/pdf/111054133.pdf
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by Gaunt356 shows that six out of 20 teachers believed that student
autonomy primarily depended on the student andwas ‘not a function
of an approach in teaching’. On the one hand, 14 of the 20 teachers
emphasised the importance of ‘transmitting’ their acquired know-
ledge. On the other hand, 11 teachers emphasised the importance of
students’ independence, and that a teacher should strive to ‘get rid
of your role’.357 Nonetheless, only two teachers acknowledged a pos-
sible con�ict between these aims.358 In sum, instrumental teachers
tend to highly value students’ talent, state that one-to-one tuition is
necessary, and at the same time have quite low expectations of the
results possible with a student whose talent is not, according to them,
up to par.

F 8 f

Stijnen and Vervliet359 argue for the bene�ts of dialogical instru-
mental education that emphasises life-long learning.�ey discuss
two master class lessons, one by Fleisher and one by Barenboim.
First, Fleisher360 begins by outlining the importance of life-long
learning and that lessons should not be about delivering what he calls
‘make-up tips’ such as applying ‘more rouge’ and ‘eyeshadow here
and there’. A�er praising the student’s performance as very beautiful,
he continues:

to Complex Skill, with a foreword by Robert Plomin (New York: Routledge, 2018),
chap. 16, pp. 272–282; Alexander P. Burgoyne, David Z. Hambrick, and Lau-
ren JuliusHarris, ‘�e Origins of Musical Expertise’, in�e Oxford Handbook
of Music Performance: Development and Learning, Pro�ciencies, Performance, i, ed.
Gary E. McPherson, 2 vols. (New York: Oxford University Press, 2022), pp. 9–30.

356 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 222.

357 Ibid., p. 221; See also the position outlined in Neuhaus,�e Art of Piano Playing,
p. 172.

358 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 221.

359 Stijnen and Vervliet, ‘Beyond the Score’.
360 Leon Fleisher, ‘Leion Fleisher Solo Piano Masterclass July 13, 2015’ [video] (13 July
2015), https://www.youtube.com/watch?v=EGRnYBxx2Y8, accessed 26 Oct. 2021, 20:45–23:56, my
transcription.

https://www.youtube.com/watch?v=EGRnYBxx2Y8
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In a couple of years, you won’t have any more teachers
as such. So you’re going to have to become your own
teacher. What kinds of things do you look for in making
your choices and your decisions about what to do?�at’s
what’s going to support you for the rest of your musical
life. So I’d like to ask the question: Is there anything in
what you have done about which you have doubts, or
frustrations, or any unhappinesses? [. . . ] What kinds of
things, go back, tell me, are you not totally convinced
about, or what do you have questions about?361

In asking the student, about to enter the Doctor of Musical Arts pro-
gram, to formulate his own questions, the answers reveal his lack of
awareness, self-re�ection, and experience in evaluating his musical
interpretations.362�is procedure is repeated with the second student
in the master class, and Fleisher363 mentions that he asks the same
question again. Although the third student gets more direct instruc-
tions during the lesson, Fleisher,364 in the beginning, emphasises
that improvement is impossible before one is ‘very clear about what
you do not like’. During the �rst lesson, a�er having touched upon the
mental illness of Schumann the composer of Kreisleriana currently
worked on, Fleisher365 describes musicians as tri-polar: person a
hears in his inner ear before playing; person b carries out the ac-
tual playing; and person c listens and compares with what person
a intended, reporting to person b what to change.�us, Fleisher
seem to adhere to the tripartite system of mental representations, as
suggested by Lehmann and Ericsson366 (see page 85).

361 Fleisher, Leion Fleisher Solo Piano Masterclass July 13, 2015, 20:45–23:56, my tran-
scription; See also transcription in Stijnen and Vervliet, ‘Beyond the Score’, p. 62.

362 Fleisher, Leion Fleisher Solo PianoMasterclass July 13, 2015, 22:20, my transcription;
See also comment of this particular place in the lesson in Stijnen and Vervliet,
‘Beyond the Score’, p. 62.

363 Fleisher, Leion Fleisher Solo PianoMasterclass July 13, 2015, 48:50, my transcription.
364 Ibid., 1:30:21–1:30:28, my transcription.
365 Ibid., 26:52–28:09, my transcription.
366 AndreasC. Lehmann and K. Anders Ericsson, ‘Research on Expert Performance
and Deliberate Practice: Implications for the Education of Amateur Musicians and
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Second, during the lessonwith Barenboim,367 outlined in Stijnen
and Vervliet,368 he does not accept the student’s answer ‘Because I
like it!’ as argumentative support for going against what is written in
the score. He continues:

I’m very sorry.With all due respect, it is not good enough.
If you had said to me: ‘I play it louder—although it is
not written, because there is a diminished ninth which
has to be resolved’. I would have said: ‘Chapeau!’ I may
not agree, but you have thought of a good reason.

Furthermore, Barenboim369 says that he is ‘not trying to compare
what you are trying to do with how I think it goes, I am trying to
make sure that maybe I can help you to achieve more of what you
want yourself ’. I understand this to indicate that Barenboim tries to
stimulate the student into formulating argumentative support for his
artistic decision.
Four overarching points can be made based on the two above-

mentioned master classes. First, asking students to formulate what
they need help with could foster their ability to listen to themselves,
develop their thinking, and increase teachers’ understandings of what
students are trying to achieve and the underlying reasons and argu-
mentative support. Furthermore, such a practice shi�s the teacher
from controlling the learning to a�ording students with what Ro-
gers370 called ‘the freedom to learn’, thus indicating adherence to the
learning paradigm instead of the instruction paradigm.371 Second,

Music Students’, Psychomusicology: A Journal of Research in Music Cognition, 16/
1–2 (1997), pp. 40–58 at p. 50.

367 Daniel Barenboim, ‘Masterclass nº1 David Kadouch - no. 16 - Barenboim on
Beethoven’ [video] (Educational Broadcasting Corporation, 2005), https://www.youtub
e.com/watch?v=CwebNT9AMiA, accessed 26 Oct. 2021, 28:16, my transcription.

368 �is part of the lesson is also treated in Stijnen and Vervliet, ‘Beyond the Score’,
p. 63.

369 Barenboim, Masterclass nº1 David Kadouch - no. 16 - Barenboim on Beethoven,
29:28–29:39, my transcription.

370 Rogers, Freedom to Learn.
371 See, e.g., Barr and Tagg, ‘From Teaching to Learning’; Tagg, �e Learning
Paradigm College; Idem,�e Instruction Myth.

https://www.youtube.com/watch?v=CwebNT9AMiA
https://www.youtube.com/watch?v=CwebNT9AMiA
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asking students to formulate argumentative support for their de-
cisions could open for discussions where multiple understandings
and solutions are possible, and no fundamental understandings are
non-negotiable and fully regulatory.372 �ird, discussing and im-
plementing the tripartite conceptualisation of the musician could
increase students’ awareness of the importance of having an idea,
trying it out, and evaluating it a�erwards, having the results a�ect-
ing further interpretation, re�ection, and practice. In sum, these
three points could, if implemented, broaden students awareness of
what musical interpretation is, might be, and could be and prepare
them for more e�cient practice and teaching. Furthermore, they
emphasise the potential power of students’ feedback to teachers. Ac-
cording to Hattie,373 if teachers use such feedback to learn more
about the students’ understandings and troubles, teaching and learn-
ing can be ‘synchronized and powerful’. Fourth, there is a clear dif-
ference between the espoused theories and theories-in-use,374 as
both Fleisher and Barenboim emphasise the dialogical aspects of
the pedagogical situation through asking questions and seeking to
understand the students’ views. Both pianists also verbally outline
the importance of avoiding teacher-dependency and lack of self-
belief.375 However, the adherence to a genuinely dialogical approach
is present mainly in the introductions by Fleisher, whereas the rest
of the lessons gravitates toward a teacher-led model.�is tension
between o�ering, or commanding, immediate solutions and life-long
learning should be particularly tangible in the master class format
due to its usual one-o� nature, which Fleisher376 also comments.
Moreover, that the students did not seem used to leading the lessons

372 See, e.g., Graham, ‘Teaching for Creativity in Music Performance’, p. 24.
373 JohnHattie, Visible Learning: A Synthesis of over 800 Meta-Analyses Relating to
Achievement (London: Routledge, 2009), p. 173.

374 ChrisArgyris, Robert Putnam, and DianaMcLain Smith, Action Science: Con-
cepts, Methods, and Skills for Research and Intervention (San Francisco: Jossey-Bass,
1985), pp. 81–82.

375 See also Haddon and Potter, ‘Creativity and the Institutional Mindset’, pp. 132 &
134; Burwell,�e Meaning of Interpretation, p. 25.

376 Fleisher, Leion Fleisher Solo Piano Masterclass July 13, 2015, 20:45–21:55, my tran-
scription.
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should be viewed in the light of the results from a questionnaire study
by Haddon377 where only one out of 36 students described their
instrumental lessons as student-led. It has also been indicated that
students expect and prefer teacher-led provision, at least as reported
by Stabell378 in the master class context.
Furthermore, in questioning the student’s musical interpretation,

Barenboim gives the score and his reading thereof a particular status.
Earlier in the lesson, he commented to the student that

sometimes you feel that you can bend even the text,
for the bene�t of the characterisation. You know, there
comes a moment when liberty becomes anarchy, and I
think that you need to be a little careful.379

In sum, I take this as indicating that the text has a certain �xity and
that conventions, here known by Barenboim, regulate the acceptable
interpretations thereof. If the dialogical stance had been ful�lled, the
teacher could have continued asking questions to understand what
the student wanted and not compared it with his understanding.
Both Barenboim and Fleisher described that they considered the

students’ understandings as the point of departure for the lessons
and emphasised students’ responsibility for their learning. Such a
point of departure is also reported in the study by Bjøntegaard380
on group lessons.�e teacher in that study expresses that students’
positions should be considered valid and that agreement regarding

377 Haddon, ‘Hidden Instrumental and Vocal Learning in Undergraduate University
Education’, p. 257.

378 EllenM. Stabell, ‘Mesterklassen: Læringspotensial og funksjon i musikerutdan-
ningen: En kvalitativ intervjuundersøkelse utført blant klaverstudenter ved Norges
musikkhøgskole [�e Master Class: Learning Potential and Function in the Educa-
tion of Musicians: A Qualitative Interview Study Conducted with Piano Students
at the Norwegian Academy of Music]’, Masteroppgave [Master’s thesis] (Norges
musikkhøgskole, Oslo, 2010), https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/1
72478/Mesterklassen_tekst.pdf?sequence=2&isAllowed=y, accessed 12 Dec. 2021, p. 62.

379 Barenboim, Masterclass nº1 David Kadouch - no. 16 - Barenboim on Beethoven,
07:41–08:04, my transcription.

380 Bjørg Julsrud Bjøntegaard, ‘Björn Nyman’s Clarinet Model’, in Instrumental
Group Tuition at Conservatoire Level: A Project Involving Instrumental Teachers

https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172478/Mesterklassen_tekst.pdf?sequence=2&isAllowed=y
https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172478/Mesterklassen_tekst.pdf?sequence=2&isAllowed=y
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matters of interpretation is not a goal.�ese practices adhere to
the criteria formulated in the higher education ordinance in the
post-Bologna situation, as education should prepare students for
lifelong learning and should thus include learning about learning,
development of metacognition and generic skills.381 Furthermore,
it seems reasonable to believe that students’ practice would be less
e�ective if they are unaware of what they strive to achieve and how
they could do so.382
Drawing upon the �ndings from their analysis of the abovemen-

tioned two master class lessons and a philosophical argument, Stij-
nen and Vervliet383 suggest that a Socratic approach makes it pos-
sible for students to have greater ownership of their musicianship.
Furthermore, they suggest that exploring, discussing, and negoti-
ating the space for individual creativity should facilitate decision-
making.384 In a dialogical situation, instead of striving to win the
debate, the focus is on understanding the other and exploring the
truth, similar to the distinction between Socratic elenchus and eristic.
�is, in line with the suggestions by Heikinheimo,385 which centre
on that teachers should create a learning environment that allows

and Students at the Norwegian Academy of Music, vi (Oslo: NMH-publikasjoner,
2015), chap. 7, pp. 35–40, https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/2365018
/Bjontegaard_Instrumental_group_tuition.pdf?sequence=1&isAllowed=y, accessed 4 Mar. 2019 at
p. 39.

381 See, e.g., SusanHallam, ‘�e Development of Metacognition in Musicians: Im-
plications for Education’, British Journal of Music Education, 18/1 (2001), pp. 27–39.

382 See Harald Jørgensen, ‘Strategies for Individual Practice’, in AaronWillia-
mon (ed.),Musical Excellence: Strategies and Techniques to Enhance Performance
(Oxford: Oxford University Press, 2004), chap. 5, pp. 85–104; Lehmann and Eric-
sson, ‘Research on Expert Performance and Deliberate Practice’, p. 50; K. Anders
Ericsson, Ralf Th. Krampe, and Clemens Tesch-Römer, ‘�e Role of Deliber-
ate Practice in the Acquisition of Expert Performance’, Psychological Review, 100/3
(1993), pp. 363–406.

383 Stijnen and Vervliet, ‘Beyond the Score’, p. 66.
384 Ibid., p. 67.
385 Tapani Heikinheimo, ‘Intensity of Interaction in Instrumental Music Lessons’,
PhD thesis (Music Education Department, Sibelius Academy, 2009), https://taju.un
iarts.fi/bitstream/handle/10024/6387/nbnfife200911162351.pdf?sequence=1&isAllowed=y, accessed
28 Nov. 2015, p. 321.

https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/2365018/Bjontegaard_Instrumental_group_tuition.pdf?sequence=1&isAllowed=y
https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/2365018/Bjontegaard_Instrumental_group_tuition.pdf?sequence=1&isAllowed=y
https://taju.uniarts.fi/bitstream/handle/10024/6387/nbnfife200911162351.pdf?sequence=1&isAllowed=y
https://taju.uniarts.fi/bitstream/handle/10024/6387/nbnfife200911162351.pdf?sequence=1&isAllowed=y
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students ‘to determine their own answers’, assess themselves and their
peers, ultimately leading to their empowerment as a ‘self-regulating
musician, who takes initiatives to musical expressions’.386 In sum,
Heikinheimo387 suggests that students should be viewed as collab-
orative learners and artists, ‘discovering, exploring and experiencing
new and old in music, instrumental technique, and musical expres-
sion’. In line with such a view, Stijnen and Vervliet388 posit that
the goal should be to develop students’ self-re�ective capacity so
that the external Socratic dialogue has been turned into an internal
dialogue with oneself, thus making the teacher redundant.389�e
state of the teacher no longer being needed seems to be compatible
with the concept of fading, described by Elliott and Silverman390
as the ‘gradual removal of supports until students are able to solve
problems on their own’.
�e above-described view of instrumental teaching of Western

classicalmusic in highermusic education raises the question of where
the responsibility for students’ learning lies.391 In 2000, Jørgensen392
stated that regarding the responsibilities for students’ learning, the
responsibility that institutions within higher music education have
is ‘the most neglected area’. If this is the case, such institutions need
to better understand their hierarchy of values, i.e., what constitutes
a good musician and which knowledge and skills are valued.393 In

386 Ibid. 387 Ibid. 388 Stijnen and Vervliet, ‘Beyond the Score’, p. 66.
389 See Alexandru-Ovidiu Gacea, ‘Plato and the “Internal Dialogue”: An Ancient
Answer for a New Model of the Self’, in Evan Keeling and Luca Pitteloud
(eds.), Psychology andOntology in Plato, cxxxix (Philosophical Studies Series; Cham:
Springer, 2019), chap. 4, pp. 33–54; On the topic of internalised Socratic dialogues
in relation to instrumental teaching and learning, see the concept of automaieut-
ics as suggested by Anders Ljungar-Chapelon, ‘Le respect de la tradition: Om
den franska �öjtkonsten: Dess lärande, hantverk och estetik i ett hermeneutiskt
perspektiv [�e Respect for Tradition: On the French Flute art: Its Learning, Cra�s-
manship, and Aesthetics from a Hermeneutic Perspective]’, PhD thesis (Malmö
Academy of Music, Lund University, 2008).

390 Elliott and Silverman,Music Matters, p. 434. 391 See, e.g., Jørgensen, ‘Student
Learning in Higher Instrumental Education’; Hultberg, Vem äger lärandet? [Who
owns the Learning?]

392 Jørgensen, ‘Student Learning in Higher Instrumental Education’, p. 67.
393 Ibid., p. 75.
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addition, these institutionsmust acknowledge that student autonomy
is an important learning outcome that cannot be taken for presumed
to happen on its own. Instead, student autonomy is a goal that the
institution must take responsibility for by putting it on the agenda
and acting upon it.394 At the same time, student autonomy and inde-
pendent learning have been described as critical learning outcomes
by teachers,395 students,396 and researchers397 and as formulated in
legislation and steering documents. However, according to Koop-
man et al.,398 systematic instruction supporting such activities only
took up a small part of the total communication during the studied
lessons.�is low quota could indicate the belief that students are
responsible for their own development, and teachers merely should
o�er guidance.399 Furthermore, a common understanding of the
teachers’ actions and underlying intentions did not seem to exist.400
Drawing from personal experience, pianist and artistic researcher

Doğantan-Dack401 describes a situationwhere aspiring performers
are expected to �nd their way towards a personal artistic voice them-
selves, indicating that instrumental teachers seldom address this
aspect in a thorough enough way.402 Such a lack of systematic atten-
tion and methodological clarity seems to be supported by the earlier
research reported above. Furthermore, Silverman403 suggests that
students’ development of a personal artistic voice is inhibited when
‘fear, embarrassment, or teachers’ domination suppress individual
risk-taking and expression’. To avoid this, Bowman404 argues that
music education needs to assume a stance of ‘disenchantment with in-
structional and musical circumstances presided over by charismatic

394 Jørgensen, ‘Student Learning in Higher Instrumental Education’, p. 75.
395 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’.

396 Presland, ‘Conservatoire Student and Instrumental Professor’.
397 Burwell, ‘A Degree of Independence’.
398 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 389.

399 Ibid. 400 Ibid., p. 388. 401 Doğantan-Dack, ‘Expressive Freedom in Classical
Performance’, p. 132. 402 See, e.g., Ritterman, ‘On Teaching Performance’, p. 84.

403 Silverman, ‘A Performer’s Creative Processes’, p. 264.
404 Bowman, ‘Education Musically’, p. 77.
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but dogmatic leaders’. Consequently, Elliott and Silverman405
reject education that fosters compliance and dependence rather than
independence and empowerment. Furthermore, Bowman406 asserts
that it is imperative to uphold the distinction between education
and training. Otherwise, the latter can be seen as an acceptable ver-
sion of the former.�us, Bowman407 highlights the importance of
scrutinising how the values added by music education are construed.
In 1913, Matthay408 postulated that demonstration should be

combined with explanation. Furthermore, he believed that entirely
relying on demonstration ‘can lead only to subsequent disappoint-
ment, and with many pupils even to disaster’ as it tends to turn
them ‘into an automatic machine, totally wanting in initiative and in
the where-with-all to acquire self-reliance’. Moreover, di�erentiating
between what he termed useful and useless teaching, nearly 80 years
before the critique from Persson409 on common-sense teaching,
he argues that the low learning outcome from demonstration and
imitation is the reason why ‘the public artist is, as a rule, so futile as
a teacher—futile for the ordinary student, since only the extremely
gi�ed can learn anything whatever from him’.410 Berman411 also
stresses the importance of teachers asking students whose playing
has momentarily changed due to such coaching to precisely describe
what they are doing di�erently and what the results are. He describes
this manoeuvre as o�en working like a ‘cold shower’.
Based on earlier research, Gaunt412 suggests some perspectives

for understanding the communication and learning object addressed
during instrumental lessons.�ese include the dimensions of feed-
back (corrective–generative), focus (product–process), and goals
(short-term–long-term). Applying them to the dialogues 1 and 2
presented on pages 59 and 61, it would seem that they are positioned

405 Elliott and Silverman,Music Matters, p. 241.
406 Bowman, ‘Education Musically’, p. 64. 407 Ibid., p. 65.
408 Matthay,Musical Interpretation, pp. 12–13.
409 Persson, ‘Control Before Shape’; Idem, ‘Concert Musicians as Teachers’; Idem,
‘Brilliant Performers as Teachers’; Idem, ‘Studying With a Musical Maestro’.

410 Matthay,Musical Interpretation, p. 13. 411 Berman,Notes From the Pianist’s Bench,
pp. 222–223. 412 Gaunt, ‘Apprenticeship and Empowerment’, pp. 45–49.
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at the corrective, product, and short-term end, indicating limited
potential for generalisation and transfer.�us, I believe that Koop-
man et al.,413 in line with Persson,414 are correct when they describe
one-to-one lessons as o�en resembling more of an ‘inspiring mas-
ter class than that of methodological coaching’.415 In four of the six
cases studied by Koopman et al.,416 the teachers adhered to what
was described as an ‘ad hoc approach’ that provided students ‘few
clues on how to organise their individual practice in a systematic
way’,417 mainly consisting of ‘concrete performance tips’.418 Possibly,
therefore, the transfer of learning from previously mastered material
seemed to be relatively weak.419
In linewith the suggestions byMatthay,420 Ericsson andPool421

emphasise that e�ective feedback entails more than being informed
about whether something is correct or not.422�ey state that good
teachers investigate how students arrive at the (wrong) answer to
understand their underlying mental representations, and if needed,
discuss how their thinking can be improved.423�us, in medical par-
lance, teachers should be addressing the underlying cause(s) for the
diseases, not merely treating the symptoms. Earlier cited Berman,424
holds that he as a teacher adheres to the implications of the proverb

Give a man a �sh, that is dinner for the night. Teach the
man how to �sh, that is dinner for life.

�e strive for pedagogical situations that a�ords students such educa-
tion has led to more interest in peer- and group learning, mentoring,

413 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 389.

414 Persson, ‘Brilliant Performers as Teachers’, p. 33.
415 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’, p. 389.

416 Ibid. 417 Ibid., p. 388. 418 Ibid., p. 389. 419 Ibid.
420 Matthay,Musical Interpretation, p. 22.
421 K. Anders Ericsson and Robert Pool, Peak: Secrets from the new Science of
Expertise (London: Bodley Head, 2016).

422 See also Hattie, Visible Learning, p. 173. 423 Ericsson and Pool, Peak, pp. 108–
109. 424 Berman, Notes From the Pianist’s Bench, p. 223.
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and transformative learning.425 From such a perspective, the teach-
ers should establish frameworks for students to construct their own
knowledge.
From the present thesis’s perspective, if taken to its extreme, the

main point of divergence seems to be whether teachers’ actions posi-
tion themselves as indispensable or dispensable for their students.
Regarding instrumental education in the Western classical tradition,
the former position, not adhering to the concept of fading, origin-
ates from the teachings, compositions, and business models of such
teacher-composers asMuzioClementi (1752–1832), Carl Czerny (1791–
1857), and�eodor Kullak (1818–1882).426 In contrast, the latter posi-
tion, which I understand to correspond to the concept of fading, has
been associated with the piano teaching of Franz Liszt (1811–1886),427
Artur Schnabel (1882–1951),428 Heinrich Neuhaus (1888–1964),429
and Hans Leygraf (1920–2011).430 In roughly sketching the di�erence

425 Maria Varvarigou and Andrea Creech, ‘Transformational Models of Music
Learning’, in Andrea Creech, Donald A. Hodges, and SusanHallam (eds.),
Routledge International Handbook of Music Psychology in Education and the Com-
munity (London: Routledge, 2021), chap. 11, pp. 169–184, See, e.g., Helena Gaunt,
Guadalupe López-Íñiguez, and Andrea Creech, ‘Musical Engagement in One-
to-one Contexts’, in Andrea Creech, Donald A. Hodges, and SusanHallam
(eds.), Routledge International Handbook of Music Psychology in Education and
the Community (London: Routledge, 2021), chap. 21, pp. 335–350; Siw Graabræk
Nielsen and Guro Gravem Johansen, ‘�e Role of Peers in Supporting Learning
in Music’, in Andrea Creech, Donald A. Hodges, and SusanHallam (eds.),
Routledge International Handbook of Music Psychology in Education and the Com-
munity (London: Routledge, 2021), chap. 26, pp. 418–432; HeidiWesterlund and
Helena Gaunt (eds.), Expanding Professionalism in Music and Higher Music Edu-
cation: A Changing Game (SEMPRE Studies in the Psychology of Music; Abingdon:
Routledge, 2021); Haddon and Burnard, Creative Teaching for Creative Learning
in Higher Music Education; Hanken, Learning Together; Gaunt and Westerlund,
Collaborative Learning in Higher Music Education.

426 Ponce,�e Tyranny of Tradition in Piano Teaching.
427 Ibid.
428 Ibid., p. 89; See also the interview in DavidDubal, ‘Rudolf Firkušný’, in�e World
of the Concert Pianist: Conversations with 35 Internationally Celebrated Pianists
(London: Gollancz, 1985), pp. 160–167 at p. 164.

429 Ponce,�e Tyranny of Tradition in Piano Teaching.
430 Petersson, ‘Tillsammans med Hans Leygraf [Together with Hans Leygraf]’.
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between the two positions, a telling example is how Fay431 describes
her piano lessons with Kullak compared to those with Liszt. First,
she writes that

at Kullak’s there are two grand pianos side by side. He
sits at one and I at the other, and as he knows everything
by heart which he teaches, as I told you, he keeps playing
withme or beforeme, so that I catch it a great deal better.
Sometimes he will repeat a passage over and over, and I
a�er him, like a parrot, until I get it exactly.432

In contrast, Fay433 depicts the piano education with Liszt as fol-
lows:434

Never was there such a delightful teacher! [Liszt] and
he is the �rst sympathetic one I’ve had. You feel so free
with him, and he develops the very spirit of music in
you. He doesn’t keep nagging at you all the time, but
he leaves you your own conception. Now and then he
will make a criticism, or play a passage, and with a few
words give you enough to think of all the rest of your
life.�ere is a delicate point to everything he says, as
subtle as he is himself.

Gaunt et al.435 assert that for further development of mentoring
within an instrumental educational context, teachers will have to
develop their understanding and use of asking open questions that en-
able ‘students to think re�ectively and re�exively about their artistic,
personal and professional development’.
Finally, returning to the initially mentioned problem regarding

the unclear terminology and the conceptualisation of the musician

431 Fay,Music-study in Germany, p. 105. 432 Ibid., p. 105, emphasis in original.
433 Ibid., p. 213, emphases in original.
434 See also Fay’s comparison of the teachers in Ibid., p. 273.
435 Helena Gaunt et al., ‘Supporting Conservatoire Students Towards Professional
Integration: One-to-one Tuition and the Potential of Mentoring’,Music Education
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as consisting of three parts presented by Fleisher on page 74, I argue
that approaching it from the tripartite model suggested by Lehmann
and Ericsson436 could be valuable.437 �eir model of musicians’
mental representations consists of (1) the desired performance goal,
(2) the actual (current) performance, and (3) the knowledge of how
to produce the desired goal (production aspects).�us, the �rst rep-
resentation wouldmost clearly harmonise with the conceptualisation
of musical interpretation adhered to in this thesis (see section 4.3 on
page 108). In contrast, the second representation would be the aud-
ible result of the student’s playing at a particular moment, whereas
the third would rely on the student’s understandings of the technical
and expressive means possible for attaining the performance goal.
Furthermore, it would seem that the teachers’ instructions, as repor-
ted in the reviewed literature, mainly have explicitly addressed the
second representation, as perceived by them, fromwhich students on
their own had to rework their �rst representation into adheringmore
closely to the teacher’s. Lastly, as Lehmann and Ericsson438 note,
although these three representations are interconnected, they can
be isolated and studied, and I claim, also addressed in pedagogical
situations.
As a result, I assert that neither the concept of musical inter-

pretation nor learning thereof is enough theorised to understand
these complex phenomena thoroughly. Furthermore, the di�erences
between the three interrelated mental representations mentioned
above are not addressed enough in earlier studies. Moreover, there
seems to be a tendency to rely on interviews with teachers, students,
or researchers’ observations. When depending on researchers’ under-
standings, not enough self-re�ection has been shown regarding the
fact that researchers and teachers are experts and thus reasonably

Research, 14/1 (Mar. 2012), pp. 25–43 at p. 40.
436 Lehmann and Ericsson, ‘Research on Expert Performance andDeliberate Practice’,
p. 50.

437 See also Lehmann, ‘Acquired Mental Representations in Music Performance’,
pp. 141–142.

438 Lehmann and Ericsson, ‘Research on Expert Performance andDeliberate Practice’,
p. 50.
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could be assumed to understand situations di�erent from the parti-
cipating students. Such critique can be formulated against studies
containing arguments in line with those discussed earlier. Moreover,
in stating that students’ ‘thinking skills were challenged and expan-
ded’439 or that they ‘witnessed that it was possible for amaster teacher
to polish and re�ne students’ artistic, communicative and perform-
ance skills’,440 researchers need to present solid empirical evidence.

3.3 summary

Earlier research on how musical interpretation is taught and learned
has highlighted that it tends to (1) take its departure in the teachers’
understandings of musical interpretation and the studied repertoire;
(2) be based on command-style teaching where students assume
a subordinate position and adapt to the teacher’s style of teaching;
(3) centre on the short term goal of improving students’ perform-
ances of the studied repertoire; (4) have little focus on checking
students’ understanding of the teaching content; (5) contain little
discussions of musical interpretation, learning about learning, art
forms, and the broader curriculum; and (6) rely on methods that
seem to limit students’ possibility to develop autonomy and personal
authentic artistic voice. Furthermore, I believe that much research
on teaching and learning of musical interpretation has presented a
too shallow analysis of students’ understandings. I suggest that this is
a consequence of the research designs tending to rely on researchers’
observations and retrospective interviews with teachers and students,
at the expense of longitudinal studies striving to take the students’
perspective of their lasting learning into account. Based on the re-
view of earlier research, I consider teaching and learning of musical
interpretation within higher music education as not well researched.
Although there has been an increasing discussion and push for more
progressive forms of organising instrumental education, such as peer,
group, and collaborative learning, it is still unknown if and how

439 Long et al.,Mapping Master Classes, p. 13.
440 Hanken and Long,Master Classes, pp. 8–9.
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this has a�ected practice in Sweden. Moreover, the possibility of fur-
ther developing dialogical forms of instrumental education remains
under-researched.�us, in total, motivating this study.





4THEORET ICAL FRAMEWORK

in understanding
camera(s), lens(es), and sensor(s)
construct the life-world441

F 8 f

In this chapter, this thesis’s theoretical framework is outlined.
First, the ontological and epistemological basis in a philosophical

hermeneutic tradition is presented. Furthermore, both a narrative
and an arts-based perspective on experience is accounted for. Second,
the dialogical learning theory held in this thesis, in-line with a philo-
sophical hermeneutical stance, is presented, including an account of
Hegel’s master–slave dialectic.�ird, the view of musical interpreta-
tion adhered to in this thesis is given and related to the philosophical
hermeneutical basis.

4.1 hermeneutical ontology and epistemology

�e view of ontology and epistemology in this thesis is mainly based
on selections from the philosophical hermeneutics of Gadamer442
and Ricoeur.443 From this position, social reality is understood as
participants’ subjective experiences and interpretations of meanings

441 On the relation between reality and photographs, see, e.g., Fred Niederman and
SalvatoreMarch, ‘�e “�eoretical Lens” Concept: We all KnowWhat it Means,
but doWe all Know the Same�ing?’, Communications of the Association for Inform-
ation Systems, 44 (Jan. 2019), pp. 1–33; Becker, ‘Do Photographs Tell the Truth?’;
Howard Saul Becker, ‘Aesthetics and Truth’, in Doing�ings Together: Selected
Papers (Evanston: Northwestern University Press, 1986), chap. 15, pp. 293–301.

442 Gadamer,Truth andMethod; Hans-GeorgGadamer, Philosophical Hermeneutics,
ed. and trans. David E. Linge (Berkeley: University of California Press, 1977).

443 PaulRicoeur, FromText to Action: Essays inHermeneutics, II (Du texte à l’action: Es-

89
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and contexts created in social interaction.444 On the one hand, inter-
pretation is from a contemporary philosophic hermeneutic perspect-
ive seen as an ontological condition;445 humans always see objects
as something,446 acts have meaning, and texts convey meaningful
narratives. On the other hand, such hermeneutical understanding
can be thought of as the intentional act of interpretation, and this
process is what interpretive social science aims to engage in.447
�e oldest documented use of the term hermeneutics, meaning

‘the art of interpretation, the study of exegesis’, goes back to 1737, con-
structed from the adjective hermeneutic,448 meaning ‘interpretive’,
�rst used in the 1670s.449 Regarding the nebulous and mythological
history of the term’s ancient etymology, a hermeneutical issue on its
own,450 Heidegger,451 in fact, correctly suggests that its relationship
to the name of the god Hermes is one by ‘a playful thinking that
is more compelling than the rigor of science’.452 According to this

sais d’herméneutique, II), translated by Kathleen Blamey and John B. Thompson
(London: Continuum, 2008) (originally pub. 1986).

444 See, e.g., Gadamer, Truth and Method, p. 316.
445 See, e.g., MartinHeidegger, Being and Time (Sein und Zeit), translated by Joan
Stambaugh (Albany: State University of New York Press, 1996) (originally pub.
1927).

446 Hans-Georg Gadamer, ‘�e Hermeneutics of Suspicion’, in Gary Shapiro and
Alan Sica (eds.), Hermeneutics: Questions and Prospects (Amherst:�e University
of Massachusetts Press, 1984), pp. 54–65 at p. 58.

447 Svend Brinkmann, Michael Hviid Jacobsen, and Søren Kristiansen, ‘Histor-
ical Overview of Qualitative Research in the Social Sciences’, in Patricia Leavy
(ed.),�e Oxford Handbook of Qualitative Research (Oxford: Oxford University
Press, 2014), chap. 2, pp. 17–42 at p. 21.

448 ‘hermeneutics (n.)’, Online Etymology Dictionary, https://www.etymonline.com/word/herme
neutics, accessed 16 Sept. 2021.

449 ‘hermeneutic (adj.)’, Online Etymology Dictionary, https://www.etymonline.com/word/herm
eneutic, accessed 16 Sept. 2021.

450 See, e.g., Jens Zimmerman, Hermeneutics: A Very Short Introduction (Oxford: Ox-
ford University Press, 2015), pp. 3–4; Richard E. Palmer, Hermeneutics: Interpreta-
tion�eory in Schleiermacher, Dilthey, Heidegger, and Gadamer (Evanston: North-
western University Press, 1972) (originally pub. 1969), pp. 12–32.

451 MartinHeidegger, On the way to Language (Unterwegs zur Sprache), translated
by Peter D. Hertz (New York: Harper & Row, 1982) (originally pub. 1959), p. 29.

452 German: ‘Dies bezieht sich auf das Hauptwort ἑρµηνευτικός, das man mit dem
Namen des Gottes Ἑρµῆς zusammenbringen kann in einem Spiel des Denkens,

https://www.etymonline.com/word/hermeneutics
https://www.etymonline.com/word/hermeneutics
https://www.etymonline.com/word/hermeneutic
https://www.etymonline.com/word/hermeneutic
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mythology, Hermes is viewed as a go-between carrying messages
from gods to humans.453 To be able to perform this service, he is com-
monly described as a travelling trickster, a master of deception, lies,
and commerce.454 Consequently, already the mythological history
of the �rst interpreter has an implicit tripartite hierarchy discerning
between the divine authors whose messages must be interpreted by
an exceptionally skilled interpreter to be understandable by humans.
On the way to the modern conception of hermeneutics,455 three

key developments have taken place: (1) the expansion of which types
of texts that have been considered, (2) the shi� from viewing her-
meneutics as a philological tradition of following rules into a science
or art of understanding, and (3) the ontological turn where interpret-
ation is seen as a part of the human condition.�ese developments
will shortly be elaborated on below.
First, the oldest and possibly still the most well-known under-

standing of hermeneutics refers to the principles of hermeneutica
sacra referring to biblical interpretation.456 In such hermeneutics,
the concept of text only included biblical dittoes. However, the fore-
runners of such practices of disciplined literary study date from the
ancient Greek tradition.457Within this tradition, it was believed that
texts had some form of internal consistency, i.e., did not merely con-
sist of a juxtaposition of unrelated fragments; this view regarding
the relationship between the part and the whole, and the constant
to-and-fro movement between them in interpreting, came to be an

das verbindlicher ist als die Strenge der Wissenscha�.’ in Martin Heidegger,
Gesamtausgabe. Abt. 1, Verö�entlichte Schri�en 1910–1976, Bd 12, Unterwegs zur
Sprache (Frankfurt am Main: Klostermann, 1985) (originally pub. 1959), p. 115.

453 See also Palmer, Hermeneutics, p. 14.
454 Barry B. Powell, Classical Myth (8th edn., Harlow: Pearson, 2015), p. 157.
455 For critique of this view, see footnote 5 pertaining to page 3 in Jean Grondin, In-
troduction to Philosophical Hermeneutics (Einführung in die philosophische Hermen-
eutik), translated by JoelWeinsheimer, foreword by Hans-Georg Gadamer (New
Haven: Yale University Press, 1994) (originally pub. 1991), p. 146.

456 Palmer, Hermeneutics, p. 2; Grondin, Introduction to Philosophical Hermeneutics,
p. 1.

457 Michael Crotty,�e Foundations of Social Research: Meaning and Perspective in
the Research Process (�ousand Oaks: SAGE, 1998).
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enduring characteristic and essential aspect in the hermeneutic circle
or spiral.458 During the 5th and 6th centuries BC, the two main co-
di�cations of the Roman law were formulated in writing, aiming to
preclude the need for interpretation. Nonetheless, the secular branch
of hermeneutica juris, referring to legal hermeneutics, developed
around the interpretation of these documents.459 During the Prot-
estant Reformation, biblical exegesis was gradually beginning to be
divorced from the interpretive tradition of the church.�is separa-
tion paved the way for the historical-critical study of the Bible and the
modern hermeneutical view that it is to be read like any other text.460
Furthermore, the origins of hermeneutics, as outlined hitherto, sug-
gests that for both religious and legal hermeneutics, the practice
never was con�ned to abstract theorisation attempting to identify
meanings and intentions with texts.461 Determination of meaning
always included a matter of practical judgement and common sense,
as texts could and should be applied.462
Second, during the early 19th century, Schleiermacher463 began

considering hermeneutics as a science or art of understanding, thus
breaking with the philological tradition that viewed hermeneutics
as a set of rules that were to be followed and systematised into a
coherent system.464 For Schleiermacher, hermeneutics consisted of
both a grammatical and a psychological component. Regarding the
latter, Schleiermacher465 believed that it was possible to elucidate

458 Crotty,�e Foundations of Social Research.
459 Peter Goodrich, ‘Legal Hermeneutics’, Routledge Encyclopedia of Philosophy, ed.
Edward Craig (1998), Routledge, https://www.rep.routledge.com/articles/thematic/legal
-hermeneutics/v-1, accessed 16 Dec. 2021.

460 Zimmerman, Hermeneutics, p. 90.
461 Grondin, Introduction to Philosophical Hermeneutics, p. 1.
462 Crotty,�e Foundations of Social Research.
463 Friedrich Daniel Ernst Schleiermacher, ‘�e Hermeneutics: Outline of the
1819 Lectures’ (III: Die Kompendienartige Darstellung von 1819, Hermeneutik), trans-
lated by JanWojcik and RolandHaas, New Literary History, 10/1 (1978), pp. 1–16.

464 Palmer, Hermeneutics, p. 41.
465 Friedrich Schleiermacher, Hermeneutics and Criticism and Other Writings, ed.
and trans. Andrew Bowie (Cambridge: Cambridge University Press, 1998), pp. 23,
33, & 266.

https://www.rep.routledge.com/articles/thematic/legal-hermeneutics/v-1
https://www.rep.routledge.com/articles/thematic/legal-hermeneutics/v-1
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authors’ intentions as well as the underlying assumptions.466 Such a
romantic hermeneutic view of understanding as striving to establish
a dialogue between the soul of the reader and that of the author limits
itself to restoration.467 However, applying the principle of charity,
the position of Besserverstehen468 could be understood as meaning
that textual meanings and authors’ intentions are largely implicit in
the text, not known by the authors themselves.469 Understood in this
way, the position is not necessarily backward-looking, indicating
that it is possible and desirable for interpreters to reveal meanings
and intentions hidden in the text, or rather that the text opens up.470
In the early 20th century, Dilthey471 critiqued Schleriermacher’s

position and reconceptualised hermeneutics from striving to achieve
personal identi�cation with other humans into studying socially
derived systems of meaning, thus, connecting life and history.472 Fur-
thermore, as Dilthey473 believed that understanding ‘must every-
where have the same characteristics’,474 he expanded hermeneutics
to encompass interpretation of all human acts and products.

466 Crotty,�e Foundations of Social Research.
467 Ricoeur, From Text to Action, pp. 125 & 267; See also Gadamer, Truth and Method,
pp. 165–167.

468 For an overview of the issue of Besserverstehen, see Florian Priesemuth,
‘Besserverstehen’, in AndreasMauz and Christiane Tietz (eds.), Verstehen und
Interpretieren: Zum Basisvokabular von Hermeneutik und Interpretationstheorie, i
(Ferdinand Schöningh, 2020), pp. 163–171; Otto Friedrich Bollnow, ‘What Does
it Mean to Understand a Writer Better than He Understood Himself ’, Philosophy
Today, 23/1 (1979), pp. 16–28.

469 Schleiermacher, Hermeneutics and Criticism and Other Writings, pp. 23, 33, &
266; Crotty,�e Foundations of Social Research; See also Gadamer, Philosophical
Hermeneutics, p. 96.

470 See, e.g., Ricoeur, From Text to Action.
471 Wilhelm Dilthey, ‘�e Rise of Hermeneutics’, in Rudolf A. Makkreel and
Frithjof Rodi (eds.), Selected Works. Vol. 4, Hermeneutics and the Study of History
(Princeton: Princeton University Press, 1996) (originally pub. 1900), chap. 3, pp. 235–
258 at p. 237.

472 Crotty,�e Foundations of Social Research.
473 Dilthey, ‘�e Rise of Hermeneutics’, p. 237.
474 German: ‘Und zwar muss der Vorgang des Verstehens überall, sofern er durch die
gemeinsamen Bedingungen und Mittel dieser Erkenntnisart bestimmt ist, gemein-
same Merkmale haben.’ in Wilhelm Dilthey, ‘Die Entstehung der Hermeneutik
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�ird, with the ontological turn and the concept of In-der-Welt-
Sein (English: ‘being-in-the-world’) hermeneutics turned into a her-
meneutic of Dasein (English: ‘being there, presence, existence’), en-
compassing all human experiences.475�us, hermeneutics became
seen as a core aspect of the human condition, no longer merely a
methodology for theGeisteswissenscha�en.476Moreover, the term die
Lebenswelt (English: ‘life-world’) was introduced to refer to the world
that a subject can and does experience.477Within the life-world, hu-
mans interpret events and experiences asmeaningful.�e knowledge
that is gained about the understanding of these meaningful actions
and experiences is called Verstehen (English: ‘understanding’), in
contrast to Erklärung (English: ‘[an] explanation’.�is distinction
between understanding and explanation goes back to Dilthey, who
famously stated that ‘we explain nature, but understand the life of
the soul’.478 Consequently, the studied phenomenon in research ad-
hering to a hermeneutical perspective is how the world is perceived
by a subject, not how it is.
Although the scope of what was considered a text possible to

hermeneutically interpret expanded, the importance of language
was not diminished. Gadamer479 states that ‘[b]eing that can be
understood is language’ and that the ‘work of language is the most
primordial poetry of being’.480 I understand Gadamer as outlining

[�e Rise of Hermeneutics]’, in Philosophische Abhandlungen: Christoph Sigwart
zu seinem siebzigsten Geburtstage 28.März 1900 (Tübingen: J. C. B. Mohr, 1900),
pp. 187–202 at p. 189.

475 Heidegger,Being andTime; See, e.g., Palmer,Hermeneutics, p. 126. 476 Ibid., p. 42.
477 EdmundHusserl,�e Crisis of European Sciences and Transcendental Phenomen-
ology: An Introduction to Phenomenological Philosophy (Die Krisis der europäis-
chen Wissenscha�en und die transzendentale Phänomenologie: Eine Einleitung in die
phänomenologische Philosophie), translated by David Carr (Evanston: Northwest-
ern University Press, 1970) (originally pub. 1936).

478 German: ‘Die Natur erklären wir, das Seelenleben verstehen wir.’ in Wilhelm
Dilthey, Gesammelte Schri�en. Bd 5, Die geistige Welt: Einleitung in die Philosophie
des Lebens, Hä�e 1: Abhandlungen zur Grundlegung der Geisteswissenscha�en [Col-
lected writings. Volume 5,�e Spiritual World: Introduction to the Philosophy of Life,
Issue 1: Dissertations on the Foundations of the Humanities] (Göttingen: Vanden-
hoeck & Ruprecht, 1924) (originally pub. 1833), p. 144.

479 Gadamer, Truth andMethod, p. 490. 480 Idem, Philosophical Hermeneutics, p. 228.
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the uniquely hermeneutic dimension of language that posits that
only world oriented to language exists.481 Nonetheless, externalised
language should be considered as a the result of a struggle, and
thus heard as such, as the formulation into words never is entirely
successful.482

F 8 f

Understanding is from a hermeneutical perspective seen as the result
of a Horizontverschmelzung (English: ‘fusion of horizons of under-
standing’). A horizon is ‘the range of vision that includes everything
that can be seen from a particular vantage point’483 taking time, space,
and culture into account, emphasising the ‘superior breadth of vis-
ion’,484 necessary in striving to understand.�e fusion of horizons
takes place in dialogues where ‘something is expressed that is not only
mine or my author’s, but common’.485�us the centrality of language
for understanding from a hermeneutical perspective is paramount.
A prerequisite for the fusions of horizons is the acceptance of

the existence of a multitude of di�erent horizons of understanding,
contemporary as well as historical.�eWirkungsgeschichte (English:
‘principle of history of e�ect’) describes the history of in�uence, in-
tegral to philosophical hermeneutics.486 Besides referring to how
something has been interpreted over time, the principle of history of
e�ect also refers to how history and tradition shape humans’ ongoing
e�ort to make sense of texts and themselves. From a philosoph-
ical hermeneutical position, prejudices and pre-understandings are
viewed as necessary and constitutive for judgements. Given that hu-
man’s historical reality is much more constituted by their prejudices
than their judgments, the tradition is ascribed a large productive
importance in understanding.487 However, tradition is not seen as

481 See Grondin, Introduction to Philosophical Hermeneutics, p. xv. 482 Ibid.
483 Gadamer, Truth and Method, p. 313; See also Heidegger, Being and Time.
484 Gadamer, Truth and Method, p. 316. 485 Ibid., p. 406. 486 Ibid., pp. 311–318.
487 Ibid., pp. 283 & 289.
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conservation, but transmission in the sense of ‘learning how to grasp
and express the past anew’, thus functioning as translation.488
Although dialogues can further the understanding of one’s own

and others’ worlds through the fusion of horizons, gaining a deeper
understanding of a complex phenomenon requires more than �nd-
ing a shared and expanding common ground.�us, texts are in this
thesis treated as posthumous, i.e., ‘complete and, as it were, intact’, in
the sense that ‘[t]he author can no longer respond’.489 Consequently,
instead of trying to �nd the ‘lost intention’490 behind the text—as the
earlier romantical hermeneutical philosophers such as Schleier-
macher491 had suggested—the aim is to understand what ‘unfolds,
as it were, before the text’,492 i.e., ‘the “world” it opens up and dis-
closes’.493�e hermeneutical task is thus seen as to understand the
subject matter of a text, not the authors’ internal states of mind,494
enabling interpreters to explore and address ruptures, con�icts, and
paradoxes in the texts.

F 8 f

A narrative perspective on understanding is rooted in interpretive
hermeneutics and phenomenology and aims to understand human
experience. Such experience—as well as the temporal arts—unfolds
in time,495 from the point of view of a lived present with an exper-
iential past, anticipating a future.496�is tripartite understanding
appears already in Poetics, where Aristotle497 described the struc-

488 Hans-Georg Gadamer, �e Relevance of the Beautiful and Other Essays, ed.
Robert Bernasconi, translated by NicholasWalker (Cambridge: Cambridge
University Press, 1986) (originally pub. 1967, 1977, 1980), p. 49.

489 Ricoeur, From Text to Action, p. 103. 490 Ibid., p. 33.
491 Schleiermacher,Hermeneutics and Criticism and OtherWritings, pp. 23, 33, & 266.
492 Ricoeur, From Text to Action, p. 127. 493 Ibid., p. 33. 494 Ibid.
495 See, e.g. Jerrold Levinson and Philip Alperson, ‘What is a Temporal Art?’,
Midwest Studies in Philosophy, 16 (Sept. 1991), pp. 439–450.

496 Wayne D. Bowman, ‘Why Narrative? Why now?’, Research Studies in Music Educa-
tion, 27/1 (Dec. 2006), pp. 5–20 at p. 7.

497 Aristotle, Aristotle’s Poetics, ed. John Baxter and Patrick Atherton, trans-
lated by GeorgeWhalley, with a commentary by George Whalley (Montreal:
McGill-Queen’s University Press, 1997), p. 77 (§ 27).
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turing of events in a plot as necessary being encapsulated in a whole
consisting of ‘a beginning, a middle and an end’.
I view human experience as having a narrative quality.498�us,

the experience itself is considered both the essence of being and the
source of knowing. How and what we understand ourselves and the
world to be are results of such experiences, and this process has been
termed ‘life making’.499 Such a perspective acknowledges the com-
plexity of human existence in a particular society at a speci�c time
and place. As such, humans’ co-created and shared narratives are
seen as essential in weaving humankind together.500�us, through
the creation and sharing of such stories, humans make sense of them-
selves and their place in the world, bind us together in a community,
and fundamentally make us human.501 Such stories are and have
been present in all ages, places, and societies, in various languages
and forms of expression.502 However, the truth claims presented as
stories (mythos) or in rational arguments (logos) are limited to what
is probable.503 Consequently, in writing this thesis, I am construct-
ing, representing, and narrating all steps in the research process,

498 Paul Ricoeur, ‘Mimesis and Representation’, in Mario J. Valdés (ed.), A Ricoeur
Reader: Re�ection and Imagination (Toronto: University of Toronto Press, 1991)
(originally pub. 1981), pp. 137–155 at p. 142.

499 Jerome Bruner, ‘Life as Narrative’, Social Research, 54/1 (1987), pp. 11–32, https
://www.jstor.org/stable/40970444; See also the concept of ‘world making’ in Nelson
Goodman,Ways of Worldmaking (Indianapolis: Hackett, 1978).

500 Jerome Bruner, ‘Narrative and Law: How they Need each Other’, in Brian Schiff,
A. ElizabethMcKim, and Sylvie Patron (eds.), Life and Narrative:�e Risks and
Responsibilities of Storying Experience (New York: Oxford University Press, 2017),
chap. 1, pp. 3–9 at p. 8.

501 JeananneNichols andWesley Brewer, ‘Why Narrative Now?Marking a Decade
of Narrative Inquiry in Music Education’, Bulletin of the Council for Research in
Music Education, 210-211 (2017), pp. 7–13 at p. 7.

502 Roland Barthes, ‘Introduction to the Structural Analysis of Narratives’ (Introduc-
tion à l’analyse structurale des récits), in Image, Music, Text (London: Fontana, 1977)
(originally pub. 1966), pp. 79–124 at p. 79.

503 Hans-Georg Gadamer, Dialogue and Dialectic: Eight Hermeneutical Studies on
Plato, translated by Christopher P. Smith (New Haven: Yale University Press,
1980), p. 159.

https://www.jstor.org/stable/40970444
https://www.jstor.org/stable/40970444
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including the treatment of earlier research, the participants, and
myself.504

F 8 f

In this thesis, artworks are seen as creating and mediating mean-
ing,505 necessarily transforming the experient.506 Furthermore, art-
works provide experiences of truths that could not have been experi-
enced in other ways,507 addressing each person, always appearing as
‘something present and contemporaneous’.508�is position adheres
to that held within philosophical hermeneutics, at least since Ga-
damer,509 connecting humans’ understanding of their world with
experiences of artworks.510 According toGadamer poetical language
is ‘what it represents’,511 like actual gold, instead of the ‘coin that we
pass around among ourselves’ as a referent.512 Two central ontological
characteristics are seen as common between experiencing artworks
and world: the necessity of interpretation and that every interpreta-
tion is incomplete, existing at a speci�c time and place, and followed
by new interpretations.�us, the verb to interpret does not imply
a linear development from non-knowledge to objective knowledge,
but a continuous process of adjusting one’s understanding of the
phenomenon through the to-and-fro movement between the whole
and the parts, in dialogue with the constantly evolving prejudices.

504 See Alexis Anja Kallio, ‘Navigating (Un)Popular Music in the Classroom: Cen-
sure and Censorship in an Inclusive, Democratic Music Education’, PhD thesis
(Sibelius Academy, Helsingfors, 2015), http://urn.fi/URN:ISBN:978-952-329-014-3, accessed
16 Oct. 2020, p. 53.

505 Tom Barone and ElliotW. Eisner, Arts Based Research (�ousand Oaks: SAGE
Publications, 2012).

506 Hans-Georg Gadamer, Konst som spel, symbol och fest [Swed. trans. of Die Aktu-
alität des Schönen: Kunst als Spiel, Symbol und Fest], translated by Pehr Sällström
(Ludvika: Dualis, 2013), p. 18.

507 Idem, Truth and Method. 508 Idem, Philosophical Hermeneutics, p. 100.
509 Idem,�e Relevance of the Beautiful and Other Essays.
510 Idem, Truth and Method; Idem,�e Relevance of the Beautiful and Other Essays;
Ricoeur, From Text to Action.

511 Gadamer,�e Relevance of the Beautiful and Other Essays, p. 133. 512 Ibid., p. 67.

http://urn.fi/URN:ISBN:978-952-329-014-3
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Given that artworks can and are intended to be interpreted inmany
ways, an arts-based view on experience accepts and promotes a mul-
tiplicity of understandings, taking experients’ values, backgrounds,
earlier experiences, and their present contexts into account.513 Such
a view also acknowledges the communicative aspects of research
as experienced, i.e., interpreted, by other humans.514�us, viewing
social scientists as similar to both research instruments and creative
artists is in line with philosophical hermeneutics.

F 8 f

A philosophical hermeneutic position holds that neither authors’
intentions nor the ‘horizon of the person to whom the text was ori-
ginally addressed’515 can limit the understanding.516�us, instead
of trying to understand who is speaking behind the text, the focus
should be on the subject matter, ‘the thing of the text’,517 and explor-
ing the ‘world unfolded in front of it’.518�is way of viewing the rela-
tion between the text and the author is in-line with Barthes,519 who
famously declared the death of the author. Furthermore, Ricoeur520
argues that the ‘text is the very place where the author appears’, how-
ever in the form of the ‘�rst reader’.521 Nonetheless, adherents to
such a forward-looking position tend to embrace the principle of
history or e�ect and value earlier interpretations as examples and

513 Patricia Leavy,Method Meets Art: Arts-Based Research Practice (2nd edn., New
York:�e Guilford Press, 2015), pp. 19–20.

514 Ibid., pp. 21 & 17; Barone and Eisner, Arts Based Research, p. xii. 515 Gadamer,
Truth and Method, p. 413. 516 See also Idem, Philosophical Hermeneutics, p. 96.

517 Ricoeur, From Text to Action, p. 127. 518 Ibid., p. 292.
519 Roland Barthes, ‘�e Death of the Author’ (La mort de l’auteur), in Image, Music,
Text (London: Fontana, 1977) (originally pub. 1968), pp. 142–148.

520 Ricoeur, From Text to Action, p. 105, see also p. 107.
521 French: ‘le texte est le lieu même où l’auteur advient. Mais y advient-il autrement
que comme premier lecteur? La mise à distance de l’auteur par son propre texte est
déjà un phénomène de première lecture qui, d’un seul coup, pose l’ensemble des
problèmes auxquels nous allons maintenant être confrontés concernant les rapports
de l’explication et de l’interprétation ; ces rapports naissent à l’occasion de la lecture.’
in Paul Ricœur, Du texte à l’action: Essais d’herméneutique, II (Paris: Seuil, 1986),
p. 142.
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material for further interpretations. Moreover, interpretation always
has a contemporaneous quality, as it is a current determination of
the text’s indeterminateness.522 From a philosophic hermeneutic po-
sition, this contemporaneous quality of interpretation is not seldom
linked to music.523 Furthermore, Lawrence524 argues that hermen-
eutics ‘needs to be musicalized if it is to work free of the self-imposed
restraints that have hobbled its historical development’.
Summing up, the philosophical hermeneutical position adhered

to emphasises the ontological need for interpretation and that every
interpretation is incomplete, existing at a speci�c time and place, and
followed by new interpretations. Hermeneutic understanding, seen
as the fusion of horizons that takes place in dialogues, is historically
and socially situated. In contrast to everyday understanding, her-
meneutical interpretations in research should strive to produce new
texts o�ering a richer understanding. Furthermore, the process of
understanding, as well as the supportive arguments, should also be
described. Before turning to the understanding of musical interpret-
ation adhered to in this thesis, I will �rst outline a dialogical view
of learning that builds upon the philosophical hermeneutical basis
presented in this section.

4.2 dialogical learning theory

In this thesis, a dialogical learning theory is used to understand teach-
ing and learning of musical interpretation of Western classical music
in highermusic education.Within theWestern tradition, the heritage
of dialogical learning is o�en traced back to the Socratic dialogues
written by Plato and Xenophon in Ancient Greece. Having the titular
character as the protagonist, Socrates presents himself as a simple
man with little knowledge in these dialogues.�rough asking rather
open and seemingly innocent questions, he tries to �nd out more

522 Ricoeur, From Text to Action, p. 115; Gadamer, Philosophical Hermeneutics, pp. 96
& 100; Palmer, Hermeneutics, p. 16.

523 Ricoeur, From Text to Action, See, e.g., Gadamer, Truth and Method.
524 Kramer Lawrence, Interpreting Music (Berkeley: University of California Press,
2011), p. 3.
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about the other’s understandings of an issue, thus emphasising that
real wisdom is found in and through dialogue.�is procedure, o�en
taking the form of a philosophical refutation ending in showing that
the other’s beliefs are inconsistent, at least if the premises presented
by Socrates are accepted,525 is commonly referred to as the Socratic
method or elenchus.526 Although the terms tend to refer to a concept
taken for granted, there is no general agreement on whether Socrates
(1) had a method, in the meaning of a singular, uni�ed procedure
for asking questions and arguing; (2) if the method was only used by
Socrates; and (3) if he was the originator of the method.527 However,
in general parlance, the term Socratic method has come to mean any
pedagogy conducted in a dialogical fashion through question and
answer, in contrast to monological lectures.528 However, the Socratic
method is sometimes assumed to be equivalent to eristic, which
refers to argumentation aiming to dispute the other’s arguments.529
Instead of an open, collaborative search for truth, participants’ re-
lationships, power, and status largely set the limits for such eristic
debates.530 Nonetheless, the interaction between Socrates and his
fellow citizens in Plato’s dialogues seem to be quite unsuccessful as
the interlocutors o�en leave the dialogues without seemingly having
learned something nor changed their beliefs.531�us a theoretical

525 Gregory Vlastos, ‘�e Socratic Elenchus’, Oxford Studies in Ancient Philosophy, 1
(1983), pp. 27–58, see especially pp. 39, 41, & 46.

526 Gary Alan Scott, ‘Introduction’, in Idem (ed.), Does Socrates Have a Method? Re-
thinking the Elenchus in Plato’s Dialogues and Beyond (University Park: Pennsylvania
State University Press, 2002), pp. 1–16 at p. 1.

527 Ibid., pp. 1–2; See, e.g., Gary Alan Scott (ed.), Does Socrates Have a Method? Re-
thinking the Elenchus in Plato’s Dialogues and Beyond (University Park: Pennsylvania
State University Press, 2002); Michael Frede, ‘Plato’s Arguments and the Dia-
logue Form’, in James Carl Klagge and Nicholas D. Smith (eds.),Methods of
Interpreting Plato and his Dialogues (Oxford: Clarendon Press, 1992), pp. 201–219;
Vlastos, ‘�e Socratic Elenchus’; Gregory Vlastos, Socratic Studies, ed. Myles
Burnyeat (Cambridge: Cambridge University Press, 1994).

528 Scott, ‘Does Socrates Have a Method?’, p. 1.
529 Vlastos, ‘�e Socratic Elenchus’, pp. 43–44; Idem, Socratic Studies, pp. 135–136.
530 Peter Boghossian, ‘�e Socratic Method (or, Having a Right to Get Stoned)’,
Teaching Philosophy, 25/4 (Dec. 2002), pp. 345–359 at p. 352.

531 Gary Alan Scott, Plato’s Socrates as Educator (Albany: State University of New
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framework is needed to address the aspects of ethics, power, and
truth claims made in Socratic dialogues,532 as well as how they could
be used to understand and improve teaching and learning of musical
interpretation.
In this thesis, analogously with the earlier outlined expanded ex-

tension of text within the philosophical hermeneutical tradition,
dialogue is considered in a broadened perspective as including the
two modes of verbal and musical discourse.533 However, regardless
of which medium the dialogue takes place in, understanding is seen
as a prerequisite for learning.
I believe that it could be possible to di�erentiate between a bodily,

pre-re�ective intersubjectivity and an intersubjectivity characterised
by language and cultural ways of acting.534 However, in this thesis
only the second form of intersubjectivity is attended to based on
the philosophical hermeneutical position.�is position implies that
the dialogical relation itself is considered more than the sum of the
participants’ intentions and actions.535 �e meaning of the parti-
cipants’ actions is partly de�ned by the other person in the dialogue.
�rough this collaborative process, learners gradually improve their
understanding of their intentions in transcending their own current
understanding.�us, following the philosophy of Fichte, Hegel, and
Herbart, the individual’s subjectivity is not viewed as transcendental,
but intersubjectively mediated through this process.536 Consequently,

York Press, 2000), p. 1; W. Thomas Schmid, ‘Socratic Paideia: How It Works and
Why It So O�en Fails’, Paper presented at the 20th World Congress of Philosophy
in Boston, Massachusetts, in August, 1998. Adapted from chapter 4 of the book,
Plato’s Charmides and the Socratic Ideal of Rationality (Albany: State University of
New York, 1998)., https://www.bu.edu/wcp/Papers/Teac/TeacSchm.htm, accessed 8 Oct. 2021.

532 See, e.g., Vlastos, ‘�e Socratic Elenchus’; Frede, ‘Plato’s Arguments and the
Dialogue Form’; Scott, ‘Does Socrates Have a Method?’

533 See Schön, Educating the Re�ective Practitioner, p. 165.
534 MichaelUljens, ‘Omhurmänniskan blir människa blandmänniskor: Ompedago-
gik och intersubjektivitet [HowHumans BecomeHumans AmongHumans: On Ped-
agogy and Intersubjectivity]’, Utbildning och demokrati [Education and Democracy],
10/3 (2001), pp. 85–102 at pp. 96–97; See, e.g., Gadamer, Truth and Method, p. 490.

535 Uljens, ‘Om hur människan blir människa bland människor [How Humans Be-
come Humans Among Humans]’, p. 89.

536 Ibid., pp. 89 & 99.

https://www.bu.edu/wcp/Papers/Teac/TeacSchm.htm
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the learner’s awareness of freedom is viewed as a result of pedagogical
activities.537
From the perspective adhered to in this thesis, two principles—

each representing approximatively half of the pedagogical process
and together forming a whole entity—are constitutive:538 �rst, the
Herbartian principle of Bildsamkeit (English: ‘educability’) emphas-
ising learners’ necessary participation in their development,539 and
second, the Fichtean Au�orderung (English: ‘calling’ or ‘summons’ to
‘self-activity’) used for describing educators’ actions.540 A�er a short
elaboration of these principles below, the concepts of the pedagogical
contract and the educator’s metaphorical suicide541 will be presented.
Bildsamkeit, originating fromHerbart,542 implies that ‘[t]he plas-

ticity, or educability, of the pupil is the fundamental postulate of
pedagogics’.543�us, it does neither refer to learners’ properties nor
educators’ actions. In this thesis, Bildsamkeit refers to a category
of relations or a description of an overarching pedagogical stance.
�is position implies that learning is possible and that learners, by
necessity, actively participate in their development. Bildsamkeit is in
contrast to Au�orderung (see below), considered a necessary condi-

537 Ibid., p. 99.
538 As the two German terms Bildsamkeit and Au�orderung are di�cult to translate, I
use the original terms throughout this thesis.

539 Johann FriedrichHerbart, Outlines of Educational Doctrine (Umriss pädagogis-
cher Vorlesungen), translated by Alexis F. Lange, Annotated by Charles de Garmo
(New York: Macmillan, 1901) (originally pub. 1835); Johann FriedrichHerbart,
Umriss pädagogischer Vorlesungen. Band I, ed. Josef Esterhues (1835; 2nd edn.,
Paderborn: Schöningh, 1984).

540 Johann Gottlieb Fichte, Foundations of Natural Right: According to the Prin-
ciples of the Wissenscha�slehre (Grundlage des Naturrechts nach Prinzipien der Wis-
senscha�slehre), ed. Frederick Neuhouser, translated by Michael Baur (Cam-
bridge: Cambridge University Press, 2000) (originally pub. 1797).

541 Uljens, ‘Om hur människan blir människa bland människor [How Humans Be-
come Humans Among Humans]’; Michael Uljens, Allmän pedagogik [General
Pedagogy] (Lund: Studentlitteratur, 1998).

542 Herbart, Outlines of Educational Doctrine, § 1.
543 German: ‘Der Grundbegri� der Pädagogik ist die B i l d s a m k e i t des Zöglings.’
in Idem, Umriss pädagogischer Vorlesungen. Band I, p. 5.
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tion for learning to be possible.544 Furthermore, Bildsamkeit does not
prescribe that, by necessity, only educators’ actions lead to students’
learning. Instead, it acknowledges that learners can be in�uenced
by their natural surroundings or other sources. However, within a
pedagogical situation, the responsibility of stimulating the learner
to learn is placed upon the educator. �is stimulation or calling
to self-development is termed Au�orderung and will be presented
below.
Au�orderung, originating from Fichte,545 implies that ‘[t]he sum-

mons to engage in free self-activity is what we call upbringing.’546
However, before learners’ understanding of self can come into exist-
ence, they �rst must become objects of educators’ re�ection.�us, I
view Au�orderung as creating a space for the learner whose freedom
has been acknowledged by the educator.547 Au�orderung can thus
also be seen as the educator’s self-imposed restriction, as to admit
the other’s freedom is to restrict one’s own. Although Au�orderung
could be achieved in many contexts, within a pedagogical situation,
the educator is responsible for providing the Au�orderung for the
learner. However, this can be achieved by the educators’ passive ac-
tions such as listening and waiting, thus provoking or giving the
learner space to take a stand and act.548Without Au�orderung, the
learner does not have anything to react to, and learning, as delimited
in this thesis, presupposes the learner’s reactions to the Au�orderung.
�us a pedagogical situation is only seen as such if it stimulates the
student’s Au�orderung. Consequently, I view pedagogical Au�or-

544 Consequently, Bildsamkeit is not compatible with pedagogical positions that view
learners’ talent as (solely) a�ecting the learning outcome, i.e., such that more or less
free the educator from assuming the responsibility of stimulating—or making—the
learner’s learning possible.�e topic of talent is shortly touched upon in section 3.2
on page 72.

545 Fichte, Foundations of Natural Right, p. 38.
546 German: ‘Die Au�orderung zur freien Selbsttätigkeit ist das, was man Erziehung
nennt.’ in JohannGottlieb Fichte,Grundlage des Naturrechts nach Prinzipien der
Wissenscha�slehre (Hamburg: FelixMeiner Verlag, 1991) (originally pub. 1796), p. 39.

547 Uljens, ‘Om hur människan blir människa bland människor [How Humans Be-
come Humans Among Humans]’, p. 98.

548 Ibid., p. 89.
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derung as something that should be realised in such a way that the
learner’s activities are seen as necessary.549�is emphasises that a
pedagogical situation does not centre on teachers’ actions or instruc-
tions but adheres to the earlier mentioned learning paradigm,550 in
which students have the freedom to learn.551 More drastically, no
teaching occurs in a pedagogical situation if Au�orderung does not
stimulate the learner.

F 8 f

�e concept of the pedagogical contract describes the pedagogical
sphere of action.552 Such a contract entails educators’ Au�orderung
to learners’ own activity and that learners strive to responds to the
Au�orderung as a pedagogical ditto.�rough a pedagogic trust the
learner can willingly accept this temporary quasi-freedom. However,
a pedagogical sphere of potential actions only arises when the learner
responds to the educator’s Au�orderung. Without acceptance of this
contract, no intersubjective learning can occur in the pedagogical
situation, and thus, no sphere of potential actions.
If the educators—and the education—aims to support the learners’

development of self-awareness and autonomy, the educators’ actions
should strive toward their metaphorical suicide.553�e process for
the learner to develop such autonomy, however, presupposes a devel-

549 Ibid.
550 Barr and Tagg, ‘FromTeaching to Learning’; Tagg,�e Learning Paradigm College;
Idem,�e Instruction Myth.

551 Rogers, Freedom to Learn; Macfarlane, Freedom to Learn.
552 Uljens, ‘Om hur människan blir människa bland människor [How Humans Be-
come Humans Among Humans]’, p. 94, my translation of Swedish ‘det pedagogiska
kontraktet’; See also MichaelUljens, ‘Undervisning och intersubjektivitet [Educa-
tion and Intersubjectivity]’,Nordisk pedagogik [Nordic Pedagogy], 18/3 (1998), pp. 154–
162 at pp. 160–161; MichaelUljens, ‘Allmän pedagogik som det upplysta samtalets
vetenskap [General Pedagogy Viewed as the Science of the Enlightened Conversa-
tion]’, Utbildning och demokrati [Education and Democracy], 7/2 (1998), pp. 57–66.

553 MichaelUljens, ‘Skoldidaktik som pedagogiskt forskningsfält [School Didactis as
Research Field]’, Didactica Minima, 10/2 (1996), pp. 58–66, p. 58, my translation of
Swedish ‘det pedagogiska självmordet’; Idem, Allmän pedagogik [General Pedagogy],
pp. 53, 103, & 147; See also the concept of ‘fading’ outlined in Elliott and Silverman,
Music Matters, pp. 434–435.
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opment that is not free.�is paradox should not be understood as
indicating that the educator’s metaphorical suicide is an incoherent
position. Instead, I believe that the tension between the temporary
and decreasing non-freedom in the pedagogical situation and the
aim of developing autonomy and self-understanding is foundational
and needs to be thoroughly addressed from a philosophical and
ethical perspective as it a�ects the actions taken and the support-
ing arguments deemed acceptable.554 Furthermore, I adhere to the
view that learning cannot be measured through evaluation of the
�nal performance of a given task or produced artefact guided by the
teacher.555 Instead, I see learning as the expansion of understandings
and skills that can be developed and applied in new contexts, varying
in degree and species, where students develop their performance of a
task or production of an artefact in dialogue with their environment,
thus adhering to a transformative view of learning. Lastly, given that
learning presupposes Au�orderung, it follows by necessity that lack
of learning implies a lack of teaching.

F 8 f

Now, I will turn to Hegel’s556 concept of what is o�en referred to
as the master–slave dialectic to develop this thesis’s perspective on
the potential con�icts regarding the temporary and decreasing non-
freedom in the pedagogical situation.�is dialectic posits that grasp-
ing oneself and coming to self-consciousness can only be achieved by
understanding the other, someonewho is di�erent and outside of one-

554 See also the concept of fading outlined in Elliott and Silverman,Music Matters,
p. 434.

555 Richard Chronister, ‘Finding out what a Student Knows’, in Edward Darling
(ed.), A Piano Teacher’s Legacy: Selected Writings (Kingston:�e Frances Clark
Center for keyboard pedagogy, 2005) (originally pub. sometime in the 1980s [sic!]),
pp. 123–124 at p. 124.

556 �e dialectic is introduced in the section ‘Su�ciency and Non-Self-Su�ciency of
Self-Consciousness; Mastery and Servitude’ in GeorgWilhelm FriedrichHegel,
�e Phenomenology of Spirit (Phänomenologie des Geistes), translated by Terry
Pinkard (Cambridge: Cambridge University Press, 2018) (originally pub. 1807),
pp. 108–116 (§ 178–196).
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self.557 Such a view adheres to a philosophical hermeneutic position
where the other is needed to challenge and advance one’s under-
standing of oneself as it is by necessity incomplete.558 Furthermore,
if the other were fully integrated, she would no longer constitute a
positive challenge to the self.�us, the experience of the other is a
manifestation of the self ’s �nitude.559
More directly, Hegel560 asserts that each self-consciousness en-

gages in a ‘life and death struggle’, striving to prove its worth to itself
and the other, to achieve the status of ‘existing for itself ’.561 If either
individual is killed in the battle for recognition, the other cannot
achieve and maintain self-consciousness. Out of fear of death, one
of them will acknowledge the other as master. Such master–slave
relationships, where each other recognises the other in an unequal
and one-sided acknowledgement,562 result in a loss of authentic self-
consciousness and conscious individuals’ mutual recognition.563�e
slaves, threatened by death and humiliation, and conforming to the
masters’ will, cannot provide the otherness that the masters need
to gain authentic self-consciousness.�us, masters will always live
with false consciousness as they lose touch with the real conditions
of living and working, mediated by the slaves.564 Furthermore, ac-

557 Ibid., §§ 178–179 & 182.
558 Gadamer, Truth and Method, p. 313; Joseph Gruber, ‘Hermeneutic Availability
and Respect for Alterity’, Philosophy Today, 58/1 (2014), pp. 23–38.

559 Gadamer, Truth and Method; Gruber, ‘Hermeneutic Availability and Respect for
Alterity’.

560 Hegel,�e Phenomenology of Spirit, p. 111 (§ 187).
561 German: ‘[. . . ] und das Selbstbewußtsein [ist] hiermit seiner selbst nur gewiß durch
das Aufheben dieses Anderen, das sich ihm als selbständiges Leben darstellt; es
ist Begierde. Der Nichtigkeit dieses Anderen gewiß, setzt es für sich dieselbe als
seine Wahrheit, vernichtet den selbständigen Gegenstand und gibt sich dadurch
die Gewißheit seiner selbst als wahre Gewißheit, als solche, welche ihm selbst auf
gegenständliche Weise geworden ist.’ in GeorgWilhelm FriedrichHegel,Werke.
3, Phänomenologie des Geistes, ed. EvaMoldenhauer and KarlMarkusMichel
(2nd edn., Frankfurt am Main: Suhrkamp, 1989), p. 143, emphases in original.

562 Idem,�e Phenomenology of Spirit, pp. 112–113 (§ 189).
563 Ibid., p. 114 (§ 191).
564 Ibid., p. 113 (§ 190).
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cording to Kojève,565 such masters cannot detach themselves from
their current world, as their existence is directly connected to it.
In contrast, the slaves can, through labour, gradually change their

world, subjugated by the masters, and themselves, developing a self-
consciousness that enables them to, in the end, gain independence.566
�is process creates conditions that allow the slaves to take on the
liberating �ght for recognition that they earlier refused, fearing their
death. Ultimately, the masters, if they do not learn from their slaves,
must die for the slaves to be released and achieve freedom.567
In sum, I believe that viewing the teacher as the master and the

student as the slave part-taking in the Hegelian dialectic provides an
analytical framework suitable for instrumental education in higher
music education. Such education, still resembling a traditional mas-
ter–apprentice tuition model, should, according to legislation, strive
to develop student autonomy and promote lifelong learning.568 How-
ever, such students’ knowledge of themselves and their world has
been indicated to be limited by metaphorical slavery and struggles
for death. Moreover, this appears to a�ect their learning of musical
interpretation, the educational content that will be elaborated on in
the next section.

4.3 musical interpretation

Within the philosophy of Western classical music, there has been a
long and still ongoing debate regarding topics such as the ontological
status of a musical work, including the relationship between notated
scores and such works;569 the terminological di�erences between

565 See Alexandre Kojève, Introduction to the Reading of Hegel: Lectures on the
Phenomenology of Spirit (Introduction à la Lecture de Hegel), ed. Allan Bloom,
translated by James H. Nichols, Jr., assembled by Raymond Queneau (Ithaca:
Cornell University Press, 1980) (originally pub. 1947), p. 29.

566 Hegel,�e Phenomenology of Spirit, p. 115 (§ 195); See Kojève, Introduction to the
Reading of Hegel, pp. 29–30.

567 See Hegel,�e Phenomenology of Spirit, p. 114 (§ 193).
568 See section 2.1 on page 15.
569 E.g., Roman Ingarden, Ontology of the Work of Art:�e Musical Work, the Pic-
ture, the Architectural Work, the Film (Untersuchungen zur Ontologie der Kunst:
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musical interpretation, performance, and execution;570 and what
musical interpretation entails fromboth a philosophical and practical
perspective, i.e., the restriction and freedom of interpretation.571
Although I acknowledge the importance of the ontological status
of musical works, however, in this thesis, studying the teaching and
learning of musical interpretation, I consider musical interpretation
as interpretation of the notation in scores.
Notated scores are in this thesis delimited to such adhering to

the modern sta� notation used in Western classical music (hence-
forth referred to as score[s]).�ese scores are viewed as abstractions
containing information that can be interpreted to increase under-
standing and as music.�ese abstractions are considered informed
by the speci�c, local, and historical contexts for notation, interpret-
ation, and overarching aesthetics.�us, a notation system itself is
seen as contingent, a�ecting the what, how, and wherefore of that
which is possible and desirable to notate.572 In sum, a score contains
notation with various degrees of approximation and, depending on
the understanding of the interpreter’s freedom and restrictions, sug-
gestions or instructions regarding how this information could or
should be interpreted, or as an invitation to a never-ending dialogue.
Below, I will contrast a backwards-looking and a forward-looking

Musikwerk, Bild, Architektur, Film), translated by RaymondMeyer and John T.
Goldthwait (Athens: Ohio University Press, 1989); Goehr,�e Imaginary Mu-
seum of Musical Works; Jerrold Levinson, ‘What a Musical Work is’, Journal of
Philosophy, 77/1 (1980), pp. 5–28; Jerrold Levinson, ‘What a Musical Work is,
Again’, inMusic, Art, and Metaphysics: Essays in Philosophical Aesthetics (Oxford:
Oxford University Press, 2011) (originally pub. 1990), chap. 10, pp. 215–263; For a
suggestion that usage of the term musical work should stop, see Leech-Wilkinson,
Challenging Performance, p. 86.

570 E.g., Danuser, ‘Execution–Interpretation–Performance’; See also LaurenceDrey-
fus, ‘Beyond the Interpretation of Music’, Journal of Musicological Research, 39/2–3
(2020), pp. 161–186.

571 E.g., Kivy, Authenticities; Leech-Wilkinson, Challenging Performance; Nelson
Goodman, Languages of Art: An Approach to a�eory of Symbols (2nd edn., Indi-
anapolis: Hackett Publishing Company, 1976).

572 See TrevorWishart, On Sonic art, ed. Simon Emmerson (1985; revised, Amster-
dam: Harwood Academic Publishers, 1996); TrevorWishart, ‘Beyond Notation’,
British Journal of Music Education, 2/3 (1985), pp. 311–326.
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perspective on musical interpretation and argue for the bene�ts of
the latter view adhered to in this thesis.

F 8 f

Transposing the mythological hermeneutical conception (see sec-
tion 4.1 on page 90) to the realm of Western classical music, the
three parties involved in interpretation are the audience (the humans
who receive the interpretation of the tidings), the musician (the in-
terpreter), and the composer (the authors of the divine message, in
itself outside the range of human understanding until interpreted by
the appointed god).573
�e English verbs ‘to interpret’ and ‘perform’ have like the nouns

‘an interpretation’ and ‘a performance’, a history that at least goes back
to the 12th century. However, the terms were �rst applied to music in
the mid-1840s.574 It seems as interpretation was the favoured term
when describing a personal reading seen as ‘a considered view of a
masterpiece’.575 For example, the pianist Cortot576 emphasises the
serious, long-term, and ethical character of interpretation:

If you love music to the extent of dedicating your life to
her service, music takes it for granted that you will not
contract a marriage of convenience with her from petty
motives. You ought to devote to her all your enthusiasm
and all the resources of your love, without respite [. . . ]

573 See the suggestive use of the termsmuse, gods,Nibelungs, andAlberichs in Richard
Taruskin, ‘Last�oughts First: Wherein the Author Gently Replies to a Few of His
Critics and Takes Tender Leave of the Topic’, in Text and Act: Essays on Music and
Performance (New York: Oxford University Press, 1995), pp. 3–47 at pp. 10–11; See
the chapter ‘Composers are gods’ in Leech-Wilkinson, Challenging Performance,
pp. 81–83; See also the concept of ‘apostolic succession’ in Cox, ‘Encouraging and
Training Conservatoire Students at Undergraduate and Taught-Postgraduate Level
Towards Fluency in the�ought-Processes andMethods of Artistic Research’, p. 47.

574 Dreyfus, ‘Beyond the Interpretation of Music’. 575 Ibid., p. 161.
576 Alfred Cortot, Alfred Cortot’s Studies in Musical Interpretation (Cours
d’Interprétation), translated by Robert Jaques, set down by Jeanne�ie�ry, with a
foreword by Alfred Cortot (London: Harrap, 1937) (originally pub. 1934), p. 16.
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You will then have become an interpreter, not merely a
performer.577

Criticising a musician for being ‘merely a performer’578 or an inter-
pretation as a ‘mere rendition ’579 can indicate a belief in the concept
ofWerktreue (English: ‘loyalty to the work’).580 However, in practice,
as a consensus regarding the ontological status of the musical work is
lacking, Werktreue tends to be synonymous with Texttreue (English:
‘loyalty to the text’), which implies that through being faithful to the
notated score, �delity to themusical work follows.581�us,Werktreue
implies a reproductive stance within a certain history of tradition.582
However, when scrutinised, it is not straightforward how such �del-
ity should be achieved in practice. From such a reproductive stance
o�en follows that (1) tradition is viewed as a conserving transmission
of the understandings of the dei�ed composers, the ‘true creators’,583
and acclaimed masters of musical interpretation; and (2) notated

577 French: ‘Elle suppose, si vous l’aimez assez pour lui consacrer votre vie, que ce ne
sera pas un mariage de raison aux considérations médiocres, que vous ferez avec
elle. Vous devez, sans arrêt ni repos, lui apporter une âme ardente et les ressources
de toute votre imagination et de tout votre amour. De cette compréhension chaque
jour plus intime du mystère profond de l’art, naîtra, peut-être, à quelque moment
sacré de vos études, ce frisson intérieur qui fait pressentir l’approche de la vérité
artistique. Ce jour-là, votre technique aura progressé plus e�cacement qu’au prix
de mois de gammes sans objet et d’exercices de virtuosité stérile. Vous chargerez
alors vos doigts de traduire votre pensée. Vous deviendrez un interprète, et non
un exécutant.’ in Alfred Cortot, Cours d’Interprétation, ed. Jeanne Thieffry,
collected by Jeanne�ie�ry (Paris: Librairie Musicale R. Legouix, 1934), p. 16.

578 Idem, Alfred Cortot’s Studies in Musical Interpretation, p. 16.
579 Dreyfus, ‘Beyond the Interpretation of Music’, p. 161, emphasis in original.
580 For an outline of how the concept and practice of Werktreue evolved at the Leipzig
conservatory, see Joshua Navon, ‘Pedagogies of Performance:�e Leipzig Conser-
vatory and the Production of Werktreue’, Journal of Musicology, 37/1 (2020), pp. 63–
93.

581 Goehr,�e Imaginary Museum of Musical Works, p. 231; Bruce Ellis Benson,
�e Improvisation of Musical Dialogue: A Phenomenology of Music (Cambridge:
Cambridge University Press, 2003), p. 5.

582 See, e.g., Hultberg, ‘�e Printed Score as a Mediator of Musical Meaning’, pp. 61–
64.

583 Daniel Leech-Wilkinson, ‘Classical Music as Enforced Utopia’, Arts and Human-
ities in Higher Education, 15/3–4 (2016), pp. 325–336 at p. 326.
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scores are viewed as rei�cations of the musical works containing
the composers’ intentions intended to be deciphered,584 akin to the
perfect reconstruction possible with lossless compression.585
First, interpreters adhering to a reproductive stance tend to seek ap-

proval from a variety of authorities, including, but not limited to com-
posers, recordings, established performers, master teachers, perform-
ance traditions, and the notated scores themselves.586 Skoogh587
retrospectively describes her experiences of learning to play the piano
as

about being able to play the score, in a manner which
reproduced how I had heard someone else play, o�en a
famous pianist.

�e account by Skoogh588 clearly emphasises the reproductive as-
pects of musical interpretation and imitational learning when so
believed authorised interpretations are dei�ed at the expense of per-
sonal creativity, expression, and authentic personhood.589
Second, the rei�cation of the musical works containing the com-

posers’ intentions can be linked to the romantical hermeneutical
tradition, where interpreters should strive to understand authors
and their works, at least as well as they had understood themselves
(see section 4.1 on page 93). From such a position, musical inter-
pretation is about achieving faithfulness to the composition and the
composer’s conception, thus possible to conceptualise as a more
or less successful reproduction of a singular earlier, actual or ideal,

584 See also the subordination view outlined in Stanley Godlovitch,Musical Per-
formance: A Philosophical Study (London: Routledge, 1998), pp. 81–84.

585 Leech-Wilkinson, Challenging Performance, p. 86.
586 See, e.g., Dreyfus, ‘Beyond the Interpretation of Music’, p. 163.
587 Skoogh, ‘Transforming Performance’, p. 13.
588 Ibid.
589 Leech-Wilkinson,Challenging Performance; See Bull,Class, Control, and Classical
Music; See also the suggestion of the concept of the emancipated performer in
Gilvano Dalagna, Sara Carvalho, and Graham F. Welch, Desired Artistic
Outcomes in Music Performance (Abingdon: Routledge, 2021), pp. 26–27.
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one.590 Furthermore, Small591 notices that such an argument also
implies that the quality of the composition determines the maximal
quality possible for the performance to achieve. Moreover, it has
been argued that through experiences of incorrect or wrong types of
interpretations, experients are withheld ‘some experiential truth’.592
Musical interpretation is thus connected to ethical and existential
aspects, not seldom focusing on the rights of the composer and the
composition.593
�e ideal form ofWerktreue has been described as to achieve com-

plete transparency, presenting themusical work ‘as it truly is’.594 It has
been suggested that audiences’ attention has shi�ed from being in-
terested in what interpreters have ‘to say about’595 compositions and
composers into listening to the composition and composer itself. If
this position, seeing composers’ understandings as strictly regulative,
were fully adopted, it would mean the end of ‘artistic reproduction’
as ‘copying the original and “authentic” reproduction of someone
else’ is a non-creative activity that will replace the interpreter with

590 See the suggestion for labelling the rejected view of ‘one right interpretation’ as ‘sin-
gularist’, in contrast to the embraced position of ‘more than one right interpretation’
viewed as ‘multiplist’ in Michael Krausz, ‘Rightness and Reasons in Musical Inter-
pretation: Philosophical Essays’, in�e Interpretation of Music: Philosophical Essays,
ed. MichaelKrausz (Oxford: Clarendon Press, 1993), pp. 75–87 at p. 80; See the cri-
tique of the one right interpretation view in JosephMargolis, ‘One and Only One
Correct Interpretation’, in Michael Krausz (ed.), Is there a Single Right Interpreta-
tion? (University Park: Pennsylvania State University Press, 2002), chap. 2, pp. 26–44.

591 Small,Musicking, p. 6.
592 See the critique of such a position in Butt, Playing With History, p. 55.
593 See PeterKivy, ‘Live Performances andDeadComposers: On the Ethics ofMusical
Interpretation’, in Idem, �e Fine Art of Repetition: Essays in the Philosophy of
Music (Cambridge: Cambridge University Press, 1993), chap. 5, pp. 95–116; James
Opie Urmson, ‘�e Ethics of Musical Performance’, in Michael Krausz (ed.),
�e Interpretation of Music: Philosophical Essays (Oxford: Clarendon Press, 1993),
pp. 157–164 at p. 162; Jane O’Dea, Virtue or Virtuosity? Explorations in the Ethics of
Musical Performance (Westport: Greenwood Press, 2000).

594 Goehr,�e Imaginary Museum of Musical Works, p. 232; See also the description of
the musician making ‘themselves “disappear” so that one seems to be hearing just
Schubert, and not so-and-so playing Schubert.’ in Tomes, Beyond the Notes, p. 163.

595 DavidDubal, ‘Jorge Bolet’, in�e World of the Concert Pianist: Conversations with
35 Internationally Celebrated Pianists (London: Gollancz, 1985), pp. 76–85 at p. 81.
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machinery and bore the listener.596 Furthermore, Gadamer597 ar-
gues that historical authenticity is neither a possible nor viable aim
for musicians, as it would solely produce

a didactic product or merely material for historical re-
search, which the recordings conducted by the master
himself will �nally become.

�us, if capitulating for tradition, musicians forsake the ‘possibility
of keeping the tradition alive’.598 Given that musicians not seldom
ask themselves and their peers what a composer did or could have
meant by a speci�c notation,599 beliefs regarding such intentions’
status and existence are likely to a�ect their interpretive freedom and
how such dialogues unfold.

F 8 f

In this thesis, the act of writing a score is seen as detaching its relation
to the composer and speci�c recipients or readers, giving the score a
‘life of its own’.600�us, already at the �rst reading, the score has dis-
tanced itself from its author.601 Consequently, it is not possible, nor
desirable, to from the notation derive the composer’s intention(s), in-
tended interpretations(s), nor any class of by the composer accepted
such. In the parlance of analytic philosophy, notated scores under-
determine interpretation,602 otherwise, there could ipso facto only

596 Gadamer,�e Relevance of the Beautiful and Other Essays, p. 43.
597 Idem, Truth and Method, p. 517; See also Kivy, Authenticities; Butt, Playing With
History.

598 Charles Rosen, Piano Notes:�eWorld of the Pianist (New York: Free Press, 2002),
p. 102.

599 MaryHunter and Stephen Broad, ‘Re�ection and the Classical Musician: Prac-
tice in Cultural Context’, in John Rink, Helena Gaunt, and AaronWilliamon
(eds.),Musicians in the Making: Pathways to Creative Performance (New York: Ox-
ford University Press, 2017), chap. 12, pp. 253–270 at p. 255.

600 Gadamer, Truth and Method, p. 410.
601 Ricoeur, From Text to Action, p. 105.
602 See, e.g., Stephen Davies and Stanley Sadie, ‘Interpretation’,�e new Grove
Dictionary of Music and Musicians: Huuchir to Jennerfelt, ii, 2nd edn., ed. Stanley
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be one correct interpretation.603 However, if the system for notation
entailed such a ‘one-to-one correspondence’,604 the creative dialogue
between composer and interpreter would be bypassed,605 thus sub-
stituting composition with ‘mere prediction’.606�us, the position
resonates with Wittgenstein’s607 argument that instead of sharp
pictures, wemore o�en need those that are not sharp, as they open for
interpretational acts of creating meaning. In sum, every notational
system establishes a ‘modus vivendi’ for composers and interpreters
as the activities, including views of rights and responsibilities, are
a�ected by it.608
In accepting the premises above, it follows that interpreters should

explore the world of the notated score that the interpretation can
unfold ‘in front of it’,609 instead of adhering to the romantical her-
meneutical project, intending to �nd the ‘lost intention’610 of the
author behind the work.611

Sadie, 29 vols. (London: Macmillan, 2001), pp. 497–499 at p. 498; Kivy, Music,
Language, and Cognition, p. 101; Godlovitch,Musical Performance, pp. 82 & 86–90.

603 Margolis, ‘One and Only One Correct Interpretation’; Godlovitch,Musical Per-
formance, p. 86; See also Krausz, ‘Rightness and Reasons in Musical Interpretation’,
p. 80.

604 Wishart, ‘Beyond Notation’, p. 325;�e argument presented in ‘Beyond Notation’
is an abbreviated and simpli�ed version of that given in Idem,On Sonic art; See also
the argument of the ‘new contract’ in Kivy,Music, Language, and Cognition, p. 102.

605 In the context of computer science, an interpreter is a computer program that
executes instructions written in a certain language (without having to previously
compile them into the language appropriate for the computer that it is run on).�is
rule-following procedure is more closely connected to the rule-following in the
early philological tradition than philosophical hermeneutics. See APP, pp. 51 & 76.

606 NicholasCook,Music, Imagination and Culture (Oxford: Clarendon, 1990), p. 216;
Cf. Dika Newlin, Schoenberg Remembered: Diaries and Recollections (1938–76)
(New York: Pendragon Press, 1980), p. 164.

607 LudwigWittgenstein, Philosophical Investigations (Philosophische Untersuchun-
gen), ed. P. M. S. Hacker and Joachim Schulte, translated by G. E. M. Anscombe,
P. M. S. Hacker, and Joachim Schulte (1953; 4th edn., Chichester: Wiley-Black-
well, 2009), § 71 (p. 38[e]).

608 Wishart, ‘Beyond Notation’, pp. 325–326, emphasis in original.
609 Ricoeur, From Text to Action, pp. 84, 160, & 292–293; see also pp. 33 & 82.
610 Ibid., p. 33.
611 See, e.g. Ibid., p. 127.
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From the perspective of this thesis, musical interpretation is not
seen as value-free but based on various—o�en unarticulated and
taken for granted—philosophical underpinnings.612 Historically, in
the philosophy of Western classical music, interpreters’ obligations
to the composer have o�en been stressed.613 Kivy614 suggests that
there exists four relevant kinds of authenticity for music: faithfulness
to (1) composers’ intentions, (2) performance practices contemporan-
eous to composers, (3) the sound of performances during composers’
life, and to (4) the ‘performer’s own self, original, not derivative or
an aping of someone else’s way of playing’.615 Of these authenticit-
ies, the �rst three can be understood as relating to the concept of
Werktreue, whereas the fourth is of a di�erent kind, focusing on
musicians’ unique understandings.616 In contrast to the position of
Werktreue or a reproductive stance, an exploratory approach allows
performers to explore within limits set by the historical traditions
of performance practice.617 However, a stance that is authentic to
performers’ own views emphasises their unique, historically and
geographically situated understanding without cancelling out the
signi�cance of historical knowledge and performance traditions.618
In this thesis, the term ‘musical interpretation’ denotes both the

process of interpreting the notated score (verb), i.e., understanding
and translating the notation into (potential) sound, and the per-
former’s underlying understanding and intention (noun) that can
be communicated verbally or performatively (in performance).�is
understanding is informed by the tripartite meaning of to interpret:
‘to say,’619 ‘to explain’,620 and ‘to translate’.621 Consequently, at least
to a certain extent, musical performance is seen as informed by a
pre-determined musical interpretation.622 In Western classical mu-

612 See Bowman, ‘Why Musical Performance?’, p. 151.
613 See, e.g., Urmson, ‘�e Ethics of Musical Performance’, p. 164.
614 Kivy, Authenticities. 615 Ibid., pp. 6–7. 616 See Cumming,�e Sonic Self .
617 See, e.g., Hultberg, ‘�e Printed Score as a Mediator of Musical Meaning’, pp. 64–
73.

618 See, e.g., Kivy, Authenticities. 619 Palmer, Hermeneutics, pp. 14–20.
620 Ibid., pp. 20–26. 621 Ibid., pp. 26–31.
622 See also the conception of performance interpretation in Jerrold Levinson, ‘Per-
formative vs. Critical Interpretation in Music’, in Michael Krausz (ed.),�e Inter-
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sic, musicians always have an interpretation guiding and informing
their performances,623 seen as a ‘considered way of playing’624 the
notation in the score. Such a postulated interpretation can consist of
choices on multiple levels of precision and speci�city.
�e creative artistic domain’s limits within musical interpreta-

tion are viewed as the continuum between, but not including, non-
interpretation (impossible by de�nition) and over-interpretation
(composition proper, changing the object that is interpreted).625 Fur-
thermore, I subscribe to the view put forth by Lehmann, Sloboda,
and Woody626 that a musical interpretation is ‘a more or less motiv-
ated and coherent set of choices about expression applied over an
entire piece.’�us, I conceptualise that each instance of musical inter-
pretation by necessity to a varying degree includes these parameters
in relation to some form of regulative framework or ‘disciplinary
matrix’.627 However, given that an interpretation is conceptualised
as an ever-changing understanding, always informing and being
informed by performance, it is not an entity or phenomenon that
could or should be recreated in performance.
I view musical performance as incorporating aspects outside of

musical interpretation, i.e., performance-related aspects not limited
to technical mastery, memory, handling of the psychological stress
of a performance situation and others. Consequently, a musical per-
formance implicates that musical interpretation (as a verb) has taken
place both before and during the performance. Hence, a musical
performance could be thought of as an instance or token of a mu-
sical interpretation (a type containing a set of possible performances
within the realm of how the interpreter wants to play the piece, which

pretation of Music: Philosophical Essays (Oxford: Clarendon Press, 1993), pp. 33–60
at p. 36; Stephen Davies, ‘Performance Interpretations of Musical Works’, Nordisk
estetisk tidskri� [�e Nordic Journal of Aesthetics], 33–34 (2006), pp. 8–22 at p. 13.

623 See Swinkin, Teaching Performance, p. 80.
624 Levinson, ‘Performative vs. Critical Interpretation in Music’, p. 36.
625 However, the question of the demarcation between radical interpretation and com-
position could either be solved philosophically or empirically. Nonetheless, such
answers are contingent and situationally bound.

626 Lehmann, Sloboda, and Woody, Psychology for Musicians, p. 96.
627 Kuhn,�e Structure of Scienti�c Revolutions, pp. 181–186 & 187.
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can conceptually be speci�ed on di�erent levels of hierarchy and pre-
cision). However, these decisions can be formed based on many
experiences and understandings, including but not limited to those
from reading the score, playing, listening, and philosophising. Fur-
thermore, these understandings are not statical as performances,
combining pre-determined aspects and decisions made during the
performance,628 inform the interpretation and vice versa in a com-
plex interplay.629
As the demarcation of musical interpretation is philosophical and

not empirical, it is impossible to give a de�nite and normative de-
scription. Consequently, I hold that what musical interpretation is or
could be, must be discussed and negotiated in pedagogical situations.
However, although all positions may be equally valid from an epi-
stemological perspective, I posit that not all are equally productive
from a pedagogical or artistic perspective. Moreover, I believe that
the two poles ofWerktreue and personal authenticity, earlier referred
to as backwards-looking respectively forward-looking from a philo-
sophical hermeneutical perspective (see section 4.1 on page 99), can
aid the understanding of students’ and teachers’ views of and actions
taken in the realm of teaching and learning of musical interpretation
of Western classical music in higher music education.

628 See the conceptualisation of ‘the performer’s plan’ in Godlovitch,Musical Per-
formance, pp. 16–18.

629 Following the philosophical hermeneutical position regarding the distancing of the
text from the writer through writing, in performance, the ‘musician becomes the
�rst listener to his or her own sounds’, according to Cumming,�e Sonic Self , p. 9.



5RESEARCH PROCES S AND METHODOLOGY

planning the session(s)
not about taking pictures

they are created
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This chapter presents the research process employed in this
thesis and describes the methodological decisions made. First,

I outline the overarching research process as consisting of three
movements. Second, I present the selections of participants.�ird
and fourth, the rationales for and the implementation of the methods
used for creating and analysing the empirical material are described.
Fi�h, ethical considerations are elaborated on. Lastly, I re�ect on and
discuss some aspects of the research process and methodology that
have impacted the follow-through and results.

5.1 the three movements of the research

Although my application for the PhD position included an outline
of the planned research, the detailed workings were allowed to or-
ganically evolve throughout the study, informed by the studied phe-
nomenon, theoretical framework, my pre-understanding and con-
tinuously expanding horizon of understanding, and what could per-
haps best be described as serendipity.�us, the research process

630 See, e.g., Uwe Flick, ‘Designing Qualitative Research’, in Idem, An Introduction to
Qualitative Research (5th edn., London: SAGE, 2014), chap. 9, pp. 111–135 at p. 134;
Valerie J. Janesick, ‘�e Choreography of Qualitative Research Design: Minuets,
Improvisations, and Crystallization’, in Norman K. Denzin and Yvonna S. Lin-
coln (eds.), Handbook of Qualitative Research (2nd edn.,�ousand Oaks: Sage,
2000), chap. 13, pp. 379–399 at pp. 388 & 395.
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was ongoingly re�ned, striving to ful�l the aim and achieve coher-
ence between studied phenomenon, theoretical framework, meth-
ods for production and analysis of empirical material, and forms of
(re)presentation.630
To align the phenomenon of study and the theoretical framework,

a qualitative approach was selected to study the participating human
subjects’ understandings and experiences.631 Due to the aim being
operationalised in research questions spanning both descriptive and
developmental aspects (see aims and research questions for the three
movements presented in table 5.2 on page 123), it followed that no
single qualitative method could create empirical material that would
be able to answer it. Furthermore, the organisation of instrumental
tuition in higher education of Western classical music in Sweden
seemed to centre on the three forms of one-to-one teaching, mas-
ter classes, and group lessons (see section 2.2.1 on page 35).�us,
I decided to study each of these three contexts to get both broad
and high-resolution information of the overarching �eld and the
phenomenon itself.
�e research process of this thesis, presented in table 5.1 on page 121,

is considered as the architectural design of the whole study under-
taken and reported.632�us, the following more or less neatly con-
structed narrative is partly due to post-factum rationalisations, in-
cluding some amount of industrial smoothing, adhering to the genre-
related demand of telling a singular research story.633

631 See, e.g., Norman K. Denzin and Yvonna S. Lincoln, ‘Introduction:�e Dis-
cipline and Practice of Qualitative Research’, in Idem (eds.),�e SAGE Handbook
of Qualitative Research (4th edn.,�ousand Oaks: SAGE, 2011), chap. 1, pp. 1–19;
Uwe Flick, An Introduction to Qualitative Research (5th edn., London: SAGE, 2014);
Norman K. Denzin and Yvonna S. Lincoln (eds.),�e SAGE Handbook of Qual-
itative Research (5th edn., Los Angeles: Sage, 2018).

632 Flick, ‘Designing Qualitative Research’; Uwe Flick, ‘�e Qualitative Research
Process’, in Idem, An Introduction to Qualitative Research (5th edn., London: SAGE,
2014), chap. 10, pp. 136–144.

633 See, e.g., E. Alana James and Tracesea Slater, ‘Are you Ready for your Final
Defense?’, inWriting your Doctoral Dissertation or�esis Faster: A Proven Map to
Success (London: SAGE Publications, 2014), chap. 14, pp. 224–235 at p. 230.
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I view the overarching research process as consisting of three in-
terrelated movements,634 each focusing one of the three contexts of
instrumental tuition and preceded by a prelude.635 In this context, the
term ‘movement’ refers to the principal division of a longer coherent
work. Although each such movement commonly has a distinctive
character, they o�en share some thematic material or other con-
cepts, either repeated or developed.636 Furthermore, using the term
‘prelude’ for the preceding preparatory and developmental phases
adheres to the pre-1800 meaning referring to an explorative act of
testing the instrument, warming up the musician, and preceding
other music.637
Similarly to music viewed as a temporal art,638 research unfolds

in time and, informed by the paradigm adhered to, allows for dif-
ferent combinations of pre-determined aspects and improvising in
the moment,639 i.e., in the dialogical engagement with participants,
empirical materials, or the researchers themselves. Moreover, in line
with the theoretical framework, each movement, consisting of mul-

634 See the conceptualisation of the design of qualitative research as akin to choreo-
graphy in Janesick, ‘�e Choreography of Qualitative Research Design’.

635 In retrospect, I also notice that the construction of a composition in three move-
ments adhere to the norm for instrumental music during the Classical period, see,
Stanley Sadie, ‘Movement’, Grove Music Online (Oxford University Press, 2001).
�e aims and research questions for the three movements are presented in table 5.2
on page 123.

636 See de�nition of the term, e.g., ‘movement, n.’, Oxford English Dictionary, most
recently revised version published online September 2021 (Oxford University Press,
2021), https://www.oed.com/view/Entry/123031; Sadie,Movement.

637 In the articles these preludes are described as a ‘pilot study’ (TCF) or systematically
going through ‘my experiences and thoughts’ (TSA) about the studied topic.�e
selection of the term prelude is inspired by the suggestion of the concept of ‘stretch-
ing exercises’—conceptualised as the process where qualitative researchers re�ne
their instruments, i.e., themselves—as a replacement of the overly restrictive pilot
study, see Janesick, ‘�e Choreography of Qualitative Research Design’, p. 386

638 See, e.g. Levinson and Alperson, ‘What is a Temporal Art?’
639 See Janesick, ‘�e Choreography of Qualitative Research Design’; Liora Bresler,
‘Cra�smanship in Academia: Skilled Improvisation in Research, Teaching, and
Leadership’, in KariHoldhus, ReginaMurphy, and Magne I. Espeland (eds.),
Music Education as Cra�: Reframing�eories and Practices, xxx (Landscapes:�e
Arts, Aesthetics, and Education; Cham: Springer, 2021), pp. 3–12 at p. 7.

https://www.oed.com/view/Entry/123031
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M Aim(s) RQ 1 RQ 2

I investigate students’
and teachers’ under-
standings of how mu-
sical interpretation is
learned

How do stu-
dents and teach-
ers describe mu-
sical interpreta-
tion?

How do students
and teachers de-
scribe the condi-
tions for learning
musical interpreta-
tion?

II further the understand-
ing of teaching and
learning of musical in-
terpretation through a
critical hermeneutical
analysis of a seven day
long piano master class

III study how response
guided workshops can
be arranged to improve
piano students’ learn-
ing of musical inter-
pretation of Western
classical music

empower piano stu-
dents and explore their
understandings of how
teaching and learning
of musical interpreta-
tion of Western clas-
sical music could be
developed to foster
autonomy and a per-
sonal, authentic artistic
voice

How have stu-
dents experi-
enced teaching
and learning of
musical inter-
pretation?

How do students
envision a mean-
ingful organisa-
tion of such teach-
ing and learning?

Table 5.2:�e aims and research questions for the three movements
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tiple hermeneutical circles or spirals furthering the understanding
of the studied phenomenon, is considered a part of the larger whole.
Broadly, my position as a researcher could be described as in-

creasingly acting accordingly to what a hermeneutical philosophical
position entails: �rst, interacting with the participants in the verbal
domain through qualitative semi-structured interviews in the �rst
movement; then observing master class lessons and engaging in
semi-structured interviews with the participants a�erwards in the
second movement; and lastly, creating a socially constructed pedago-
gical space for dialogical teaching and learning of musical interpreta-
tion together with students in the third movement.�us, the three
movements di�er regarding studied aspects of the phenomenon, the
creation of empirical material, and how active the participants were
allowed to be in the research process. However, this shi� of researcher
positionality does not mean that the hermeneutical stance has not
been adhered to during the whole process. On the contrary, I used
my prior understanding of the phenomena when planning and con-
ducting the movements, actively engaging in expanding my horizon
of understanding through the fusions of horizons during the process.
Furthermore, the movements were partly composed and performed
parallelly, enabling a dialogical relation between them, contributing
to their alignment and creating a coherent whole.640 Consequently,
as in cyclical works of music, thematic or other characteristic features
appearing at a later stage in the research process shed another light
on earlier fragments, making the thesis as a whole more than the
sum of the individual movements.

5.2 selection of participants

�e selection of the total participants of this study is presented in
table 5.3 on page 126.

640 For a discussion of the bene�ts of a circular research process in qualitative research,
see, e.g., Flick, ‘�e Qualitative Research Process’, pp. 139–142.
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Participant Program of study/title Year of study/age Gender

I S0 [P] Bachelor 1 Female

I S1 Teacher training program 4 Female

I S2 Bachelor 3 Male

I S3 Master 1 Female

I S4 Teacher 4 Female

I S5 Bachelor 3 Female

I S6 Master 2 Male

I T0a [P] Retired senior lecturer mid-seventies Female

I T0b [P] Senior lecturer mid-sixties Male

I T1 Senior lecturer approaching ��y Male

I T2 Full professor mid-sixties Male

I T3 Senior lecturer mid-forties Male

I T4 Senior lecturer approaching ��y Male

I R Researcher approaching forty Male

I Students 6 (+ 1 in the prelude)

I Teachers 4 (+ 2 in the prelude)

II S1 Bachelor/Master 1/2 ND

II S2 Bachelor/Master 1/2 ND

II S3 Bachelor 3 ND

II T1 ND experienced piano
teacher

ND

II M1 ND internationally
acclaimed master

ND

II Students 2 (3) + 6 observed (in
addition to the 3)

II Teacher 1

II Master 1



126 research process and methodology

Participant Program of study/title Year of study/age Gender

III S1 Bachelor 2 Female

III S2 Bachelor 2 Male

III S3 Bachelor 2 Male

III S4 Bachelor 3 Male

III R Researcher in his forties Male

III Students 4

Total Students 13 (+ 1 prelude) + 6 ob-
served (in addition to
the 3)

1 overlap (I–II)

Teachers 5 (+ 2 in the preludes) 1 overlap (I–II)

Master 1

Table 5.3: Overview of selected participants. Participants in the preludes are
numbered as zero and indicated by [P]. ND, ‘1/2’, and ‘Bachelor/
Master’ means that the information is not given due to research
ethics.�e numbering of participants beginning at 1 in every
movement does not imply that the participants are the same.
Overlap between the movements is also presented.

In selecting participants from in total four di�erent institutions of
the six relevant for this study (see table 2.1 on page 33), the guid-
ing intention was to strive for a distribution regarding institutional
tradition, history, and range of educational programmes, as well as
geographical location to enable to achieve a broad and in-depth un-
derstanding of the phenomenon studied.�e participants, presented
in table 5.3 on page 126, were chosen for their broad, profound, and
multifaceted collective experience, and were considered to be able to
provide important and unique information from their experiences

641 See, e.g., JohnW. Creswell and Cheryl N. Poth, Qualitative Inquiry and Re-
search Design: Choosing Among Five Approaches (4th edn.,�ousand Oaks: Sage
Publications, 2018), p. 165.
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of working and studying in di�erent educational programmes and
levels to get a comprehensive knowledge of the studied phenomenon.
�e selections of participants in the preludes were based on conveni-
ence of access.641 Furthermore, pragmatical-geographical aspects
were taken into consideration, which resulted in that two of the insti-
tutions in the �rst movement being located in approximatively the
same region, in the second movement, the institutions were a result
of the selected master class in the form of a self-contained university
course, and in the third movement, the institution was selected due
to pragmatical aspects. Moreover, regarding the �rst movement, my
interest in studying my own university was an additional decisive
factor. At the time, my underlying assumption was that as an insider,
I could potentially gain access to participants and information, in-
cluding the �rst-hand experience of the hidden curriculum, that
would not have been possible for an outsider.�us, I also believed
that it would be interesting to see if it was possible to further my
understanding of my own previous education and how it had formed
me as a teacher, musician, and person.
In total, the participants include students from the teacher training

program, at least one student from each year of the artistic bachelor
and master program, and teachers consisting of senior lecturers, one
full professor, and onemaster class teacher. I strived tomake sure that
the selection contained both males and females in the categories of
both teachers and students. However, the representation of females
was not achieved in the teacher category in the �rstmovement, which
is an aspect that will be commented upon below (see section 5.2.1 on
page 129).
�e participants in the �rst movement, studying teachers’ and

students’ verbal expressions of their understandings of teaching and
learning of musical interpretation, were in total ten.�ey consisted
of four piano teachers—one full professor and three senior lecturers,
all male—and six students—two enrolled in each bachelor, master,
and music teacher training program from three institutions. First,
I emailed the course directors or program leaders at each selected
institution and asked for lists of the piano students currently active
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within the programs of interest.�en, I selected the students and
teachers to contact by email to get a broad selection. A�er sending
out one reminder to each non-responding participant, I contacted
new participants until I reached the desired number of participants.
In sum, four contacted students chose not to participate (with or
without stating a reason for doing so), and one student and one
teacher did not answer to the �rst email nor the reminder.
�e participants in the second movement, studying teaching and

learning of musical interpretation within a seven-day long master
class in the form of a self-contained university course, focused on
three students, one internationally acclaimed piano master with al-
most half a century of teaching experience and a successful career
as a soloist, and the students’ regular main instrument teacher, an
experienced piano teacher in higher music education who studied
with the master during three years of higher music education (in
addition 18 out of 27 lessons were observed, at least one with each
of the participants in the course).�e selected students consisted of
one student in the �rst year of the artistic bachelor programme in
music and one in the second year of the artistic master programme
in music, both having the teacher as their main instrument teacher
and participating in the master class. However, the master student
had �nished her studies with the teacher at the time of the follow-up
interviews.�us, instead a third student, who was studying in the
third year of the bachelor program with the teacher and who had
also participated in the master class, was selected.�is addition was
made to avoid a singular student point of view and a way of mem-
ber checking the �eld notes written during that student’s lessons.
For ethical reasons, to provide students with an acceptable level of
con�dentiality, it is not indicated which of the two �rst-mentioned
students refer to the student in bachelor and master programmes,
respectively. Two criteria limited the selection of students. First, due
to practical reasons regarding creation of empirical material, as the
master class took place during seven days, I had to limit the number
of participating students, and consider that I only could schedule
one relatively long (3 hours) video-stimulated interview (henceforth
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referred to as VSI) session with the master. Second, the students had
to currently be studying or just having �nished their studies with the
teacher. To get access to the students, I contacted the course leader
to get information about the students participating in the course.
Having gotten acceptance from the students’ regular main instru-
ment teacher, I used that approval when contacting the master, as
the teacher had been a student of the master. Furthermore, I was also
familiar with the master. A�er the master accepted, I contacted the
students who also accepted to participate.
�e participants in the third movement, a participatory action

research study (henceforth referred to as PAR) centring on both the
development of response guided workshops on musical interpret-
ation and investigating piano students’ conceptualisations, based
on their experiences from this PAR, of how teaching and learning
of musical interpretation could be developed, were a group of four
piano students and me.�e students consisted of the total number
of students from the second and third years of the artistic bachelor
programme at one institution for higher music education in Sweden.
I led the workshops and participated as a researcher and experienced
teacher of piano, music theory, and piano method with in-depth
knowledge of musical interpretation.�e students’ regular main
instrument teacher was not included in the PAR to allow maximal
freedom for all participants. Furthermore, as the focus was on the
students, I took their experiences at face value and viewed them as
important without assessing their credibility or comparing them to
their teacher’s experience. In sum, it was important that we were free
to experiment without their regular main instrument teacher being
present and consciously or unconsciously evaluating our contribu-
tions.

5.2.1 Comments on the selection of participants

Although I �nd the total number of participants suitable, the lack of
female piano teachers in the �rst movement needs to be addressed.
�e tendency for fewer females to be hired as senior lecturers and
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professors in higher music education of Western classical music
seems to represent the current situation in Sweden. However, this
does notmean that there were no female piano teachers within higher
music education in Sweden, but rather that no suitable worked at
the institutions studied. Merely stating such a thing does not mean
that I neglect the impact that it may have had on the current study,
nor does it indicate that I believe that such a distribution should
necessarily remain. As gender was not the main focus of the study, I
decided that it was an acceptable outcome, given the selection criteria
and current situation, as the inclusion of one female teacher would
have complicated the practical logistics of the study. However, this
does not imply that I would not have found the inclusion of a female
teacher valuable. Unless additional measures would have been taken,
I �nd it telling that the outcome was an all-male selection.
Regarding students from the teacher training program, they are

only represented in the �rst movement focusing on students’ and
teachers’ experiences of the one-to-one context. Two conditions
led to this result: �rst, the participants in the second movement,
focusing on a master class at a relatively high level, consisted only of
students from artistic programmes and second, that the participants
in the third movement, due to it taking the legislation and LQDs only
available for the artistic programmes (see section 2.2 on page 33)
consisted of a group of four piano students enrolled in the bachelor
programme. Furthermore, it should be noted that the two students
from the teacher training program are from years 3 and 4, thus nearer
to the end than the beginning of their studies. In addition, it should
be mentioned that only the �rst movement employed a strategical
selection of participants regarding the distribution of females, males,
and students’ educational programs.
For transparency regarding the participants’ overlap, none of the

participating students in the third movement was included in the
�rst or second. However, one teacher and student in the second
movement also partook in the �rst movement. Excluding the pre-
ludes, the sum of di�erent students participating is 12 (including
the ones observed, 18), teachers 4, and master class teacher 1 (see
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table 5.3 on page 126). Furthermore, the master in the master class
study has a unique position as only one master class was studied.
Lastly, given that the PAR was conducted at one institution for higher
music education, its results mainly reveal these students’ educational
experiences.

5.3 methods for production of empirical material

research methods are
compositional techniques

principles of art

F 8 f

In this section, the rationales for and the implementations of the
methods used to produce the empirical material will be presen-
ted.�e following four methods and their relation to the studied
phenomenon and theoretical framework will be elaborated on be-
low: (1) autoethnography, (2) semi-structured qualitative interview
(without and with video stimulus), (3) observation and written �eld
notes, and (4) participatory action research.

5.3.1 Autoethnography

In accordance with this thesis’s theoretical framework, articulating
and externalising my pre-understanding and prejudices—in the Ga-
damerian meaning—of both the studied phenomenon and how the
research itself was conducted are crucial as they are seen as both
allowing for and a�ecting my participation in the fusion of hori-
zons.642 Although some of my prejudices could readily be confessed,
others were more di�cult to gain insight into. Accepting that self-
understanding always is ‘on the way’ and by necessity incomplete,643

642 See, e.g., Gadamer, Truth and Method.
643 Hans-Georg Gadamer, ‘Hermeneutics as Practical Philosophy’, in Richard E.
Palmer (ed.),�e Gadamer Reader: A Bouquet of the Later Writings (Evanston:
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I continuously strived to explore my re�exivity about the research
instrument used in all production and analysis of empirical material,
namely myself,644 striving to (1) more transparently and consciously
handle the impact of my prejudices and to open for the possibility of
a widening or relocation of my horizon; (2) situate myself as an exper-
ienced insider of the practices of higher music education of Western
classical music; and (3) communicate my situatedness to the reader,
as an invitation to engaging dialogically in the fusion of horizons
and increasing the trustworthiness of the study. Engaging in such
autoethnographic practices, I strived for what Plato645 famously
outlined as ‘[a] talk which the soul has with itself about the objects
under its consideration’.646 Instead of hiding my subjectivity,647 I
explored it and my place in culture, questioning my relationships
to others,648 opening for an internalmultivoicedness, ultimately as
a preparation for and processing of the external dialogues.�us, I
hold the view that ‘there’s value in being overheard clarifying things
for himself ’.649
During the whole research process, to various extent, I created

empirical material about my personal knowledge regarding the stud-
ied phenomenon and the research itself (see table 5.1 on page 121). I
mostly wrote re�ective documentation either jotted down during or
a�er engagement with participants, empirical material, and literature.
In this text, this is represented in the re�ective haiku poems at the
beginning of each chapter, and in the poems and more traditional

Northwestern University Press, 2007), chap. 10, pp. 227–245 at p. 239.
644 Svend Brinkmann, Qualitative Interviewing (New York: Oxford University Press,
2013), p. 109.

645 Plato, ‘�eaetetus’, in John M. Cooper and D. S. Hutchinson (eds.), Plato:
Complete Works (Indianapolis: Hackett, 1997), pp. 157–234, at p. 210 (190e).

646 See Gadamer, Truth and Method, pp. 383 & 569; Gacea, ‘Plato and the “Internal
Dialogue”’.

647 Carolyn Ellis, Tony E. Adams, and Arthur P. Bochner, ‘Autoethnography: An
Overview’, Forum: Qualitative Social Research, 12/1 (2011), para 3.

648 Heewon Chang, Autoethnography as Method (Walnut Creek: Le� Coast Press,
2008), p. 43.

649 Stephen Dunn,Walking Light: Essays and Memoirs (New York: W. W. Norton,
1993), p. ix.
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writing in the introduction, as well as in the publications. I view this
autoethnographic writing as a personal narrative, through which I
explore and externalise my personhood and relevant aspects of my
lived experience of a speci�c cultural context,650 and so aim to better
understand the musical interpretation and the research process.651
In scrutinising my situational subjectivity, i.e., the particular sub-

set of I’s in a person’s total self that a particular set of conditions
evoke,652 I tentatively found the following four voices in articulating
my prejudices: (1) the not entirely successful piano student, (2) the
piano teacher without students, (3) the PhD student aspiring to pro-
duce research of high quality and relevance, and (4) what might be
labelled as the Trickster-inspired hermeneutic trying to break free
from having to follow conventions although being (at least partly)
trapped in an archetype of its own.653 Although these di�erent voices
are not separated and o�en present themselves intertwined in the
autoethnography, the conceptualisation of many voices can func-
tion as an analytical tool to further understand one’s prejudices and
communicate these �ndings to the reader.654

5.3.2 Semi-structured qualitative interview

Having begun to outline the centrality of engaging in dialogical
practices in the section above on autoethnography (see section 5.3.1

650 Carolyn S. Ellis, ‘Autoethnography’, in LisaM. Given (ed.),�e SAGE Encyc-
lopedia of Qualitative Research Methods (Los Angeles: SAGE, 2008), pp. 48–51 at
pp. 50–51.

651 See Flick, An Introduction to Qualitative Research, p. 534; See also Leavy,Method
Meets Art (2015), p. 42.

652 Alan Peshkin, ‘In Search of Subjectivity: One’s Own’, Educational Researcher, 17/7
(1988), pp. 17–21.

653 See Carl Leggo, ‘Poetry in the Academy: A Language of Possibility’, Canadian
Journal of Education, 41/1 (2018), pp. 69–97, https://journals.sfu.ca/cje/index.php/cje-rce
/article/view/2453 at p. 81; See also treatment in APP, pp. 58 & 65.

654 See, e.g., Alan Peshkin, ‘�e Researcher and Subjectivity: Re�ections on an Eth-
nography of School and Community’, in George Spindler (ed.), Doing the Ethno-
graphy of Schooling: Educational Anthropology in Action (New York: Holt, Rinehart
and Winston, 1982), pp. 49–67 at pp. 50–51.

https://journals.sfu.ca/cje/index.php/cje-rce/article/view/2453
https://journals.sfu.ca/cje/index.php/cje-rce/article/view/2453
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on page 131), below, I �rst focus on how dialogues with other subjects
were viewed from a philosophical hermeneutical perspective before
turning to the entrance of the stimulus (video-recorded master class
lessons) as another conversant in the dialogue.
�e intention with employing semi-structured qualitative research

interviews (without and with stimulus) in the �rst and second move-
ments of this thesis (see table 5.1 on page 121) was to achieve a co-
herence between the theoretical framework and the methodology
used to understand the studied phenomenon.655 From a philosoph-
ical hermeneutical perspective the fusion of horizons happens in a
conversation when something common is expressed.656 Studying
participants’ verbal utterances is a viable way of gaining in-depth
knowledge about their understandings of a phenomenon and their
life-world.657 From this point of view, qualitative interviews centres
on the understanding of a subject matter,658 which presupposes a
common language that can be created in and through the dialogue
itself.659 Viewed from this perspective, dialogues are not seen as the
combination of multiple monologues but as a foundational mode
of being human.660�us, highlighting the importance that my per-
sonhood and interviewing skills had, as I was the instrument that
collaboratively with the interviewee created an intersubjective under-
standing.661
Sometimes interviews are described as something that researchers

‘conduct’.662�is signals an un-hermeneutical understanding, which
I do not adhere to. Instead, I believe that a real dialogue is not dir-
ectly controlled by either partner, thus adhering to the conception
that a conversation is something that a we ‘fall into’ or ‘become in-

655 Svend Brinkmann, ‘�e Interview’, in Norman K. Denzin and Yvonna S. Lin-
coln (eds.),�e SAGE Handbook of Qualitative Research (5th edn., Los Angeles:
Sage, 2018), chap. 26, pp. 997–1038.

656 Gadamer, Truth and Method, p. 390.
657 Steinar Kvale, InterViews: An Introduction to Qualitative Research Interviewing
(�ousand Oaks: SAGE, 1996) (originally pub. 1994), p. 54; Brinkmann,Qualitative
Interviewing, pp. 21–25; Flick, An Introduction to Qualitative Research, pp. 208–209.

658 Gadamer, Truth and Method, p. 314. 659 Ibid., p. 386.
660 Brinkmann, Qualitative Interviewing, p. 3. 661 See, e.g., Flick, An Introduction to
Qualitative Research, pp. 18–19. 662 Gadamer, Truth and Method, p. 401.
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volved in’.663 However, as the interviews were planned and carried
out for the bene�t of the research and not for the conversation itself,
questions regarding genuineness, power, and ethics are relevant.664
Furthermore, there was an apparent con�ict between the risk of
predetermining the interviews by being overly prepared and not
allowing for enough �exibility. Before the interviews, I created inter-
view guides (see the appendix on page 493), and these consisted of a
set of questions hierarchically organised in themes to ensure that I
could in�uence the conversation in a direction that produced rich
answers and served the purpose of the interview.665 �ese guides
were tested for adequacy, functionality, and as a preparation for the
interview situation in the preludes. In both the �rst and secondmove-
ment, there were slight di�erences between the interview guide for
teachers and the one for students as some of the questions had to be
asked from di�erent perspectives.
Before the interviews, I emailed each participant an introduct-

ory letter containing a consent statement that they were asked to
read carefully. At the beginning of each interview, I restated the over-
arching research aim and the purpose of the interview, inviting the
participant to ask questions. In general, the interviewees seemed to
have a quite low interest in the practical and ethical aspects of the
study, which I understood as indicating that they trusted me and felt
secure. A�er each interview, I asked if the participant had any fur-
ther questions and invited them to contact me a�erwards regarding
questions, additions, or subtractions.
In the interviews, I consistently strived to achieve mutual under-

standing by opening myself to others and their points of view, con-
sidering them as viable, coherent, and possibly to explore, although
not necessary to agree with.666 I strived to ask questions using how
rather than why to focus on the participants’ experiences of their life-

663 Ibid.
664 Brinkmann, ‘�e Interview’, p. 1003; Steinar Kvale, ‘Dominance�rough Inter-
views and Dialogues’, Qualitative Inquiry, 12/3 (2006), pp. 480–500.

665 Idem, InterViews, pp. 129–135; Valerie J. Janesick, ‘Stretching’ Exercises for Qualit-
ative Researchers (4th edn.,�ousand Oaks: SAGE, 2016), p. 101.

666 Hans-GeorgGadamer, Truth and Method (Wahrheit und Methode), ed. and trans.
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world instead of theorisations or abstractions thereof.667 Although I
aspired to refrain from imposing my views of the subject matter on
the interviewee and avoiding entering into lecturing or the eristic
mode of trying to win a debate,668 these goals were not always fully
achieved.
To further my skills as an interviewer, I listened to the recorded

interviews shortly a�erwards and noticed what I should bear in
mind in the following ones. Also, I created versions of the transcripts
where only my utterances were visible, making it more explicit how
I engaged with the participants. Based on these observations, areas
for improvement ranged from behaviour related aspects (including
not talking so much, keeping quiet when the interviewee spoke,
terminology, and tone of voice) and suggestions for actual questions
or topics. Unfortunately, I did not always manage to live up to being
a good listener rather than a frequent question asker.669
During the interviews, our understandings were negotiated and

tested, and I asked for clari�cations and validation of my understand-
ings of the interviewee’s expressions and meanings, striving to at
least partly implement the analysis in the interview itself.670 A�er
each interview, I tried to make sense of participants’ expressions of
their lived experiences, allowing the existence of non-singular and
coherent narratives.671
Gradually, as my interviewing skills improved, I could rely less on

the pre-formulated questions and focus more on the subject matter
that appeared during the conversation, sometimes sensing, and be-
ing seized by the momentum of the play (German: ‘Spiel’) itself, not
able to un-fuse the shared into what originally had been the other’s
and mine.672 Consequently, the actual interviews required impro-

Garrett Barden and John Cumming (1960; 2nd edn., New York: Seabury Press,
1975), p. 347; Gadamer, Truth and Method, p. 314.

667 Brinkmann, ‘�e Interview’, p. 1003. 668 Gadamer, Truth and Method, p. 375.
669 See Creswell and Poth, Qualitative Inquiry and Research Design, p. 166.
670 Kvale, InterViews, p. 100; Steinar Kvale, ‘�e 1,000-Page Question’, Qualitative
Inquiry, 2/3 (Sept. 1996), pp. 275–284 at p. 276; Brinkmann, ‘�e Interview’, pp. 1004–
1007.

671 See Ibid. 672 See Strindberg’s description of his conversations with Jonas Lie in
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visational and relational skills. However, to improvise, I needed a
framework within which this freedom was possible to achieve. Both
planning the interviews and having in-depth knowledge about the
studied phenomenon was seen as necessary. Nonetheless, no one of
the actual dialogues was the one that I had prepared for.673 In sum,
through the dialogical engagement with the participants I learned
about the studied phenomenon and interview research as such, and I
got wiser.674 In exposingmy prejudices and horizon of understanding
they were both disrupted and widened.

5.3.2.1 Video-stimulated interview

Methods more or less loosely based on Bloom’s675 concept of stimu-
lated recall are o�en described as a ‘introspection procedure’ where
(mostly) videotaped material are viewed together with participants
to stimulate recall of their ‘concurrent cognitive activity’.676 However,
not subscribing to the possibility of accessing participants’ earlier
thoughts in their original form,677 I purposely avoid using the term
stimulated recall. Instead, I view the VSIs as a sub-category of qual-
itative semi-structured interviews, i.e., an interview where the in-
terviewee and interviewer are presented with a stimulus as basis
for re�ection and dialogue, striving to create an intersubjective de-
scription of the studied phenomenon.�us, such a method’s success
depends on the verbal and re�ective skills of the participants,678 as
well as the researcher’s capacity to ask relevant follow-up questions.

Olof Lagercrantz, August Strindberg (Stockholm: Wahlström & Widstrand,
1979), p. 128.

673 See Gadamer, Truth and Method, p. 401.
674 See Kvale, InterViews, p. 100.
675 Benjamin S. Bloom, ‘�ought-Processes in Lectures and Discussions’,�e Journal
of General Education, 7/3 (1953), pp. 160–169.

676 John Lyle, ‘Stimulated Recall: A Report on its use in Naturalistic Research’, British
Educational Research Journal, 29/6 (2003), pp. 861–878 at p. 861.

677 Furthermore, as the students’ regular main instrument teacher was not present
during the recording of the stimulus in the second movement, that person could
not access her earlier memories as there were none.

678 Siw Graabræk Nielsen, ‘Using Stimulated Recall Methodologies in Researching
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�e stimulus used in the VSIs consisted of one of each student’s
three recorded lessons, video recorded from two or three angles, with
a separate audio recording device placed closer to the instrument.
Earlier research has suggested that it is bene�cial to see and hear
both the material that stimulates the participants’ responses and
their expressions.679�us, I decided to document the VSIs in detail
through video recording from two angles,680 including the computer
screen showing both video that was used as stimulus and the score
(see �gure 5.1 on page 140), as well as a separate audio recording.
�is also made it possible to study the non-verbal aspects of the
situation,681 which could not have been documented in such great
detail by writing �eld notes while conducting the interviews.682 For
each of the two students, three VSIs were conducted: one with the
student, one with the master class teacher, and one with the students’
regular main instrument teacher (see table 5.1 on page 121). Before
each VSI, I read through the written �eld notes (see section 5.3.3.1 on
page 143) pertaining to the student’s lessons and formulated a loosely
organised set of potential follow-up questions.683
I had developed a script that synchronised the two videos from

di�erent angles, logged the time stamp when the playback of the

One-to-One Instrumental Education’, Scientia Paedagogica Experimentalis, 47/2
(2010), pp. 199–217 at p. 209.

679 Guro Gravem Johansen, ‘Å øve på improvisasjon: Ein kvalitativ studie av
øvepraksisar hos jazzstudentar, med fokus på utvikling av improvisasjonskom-
petanse [To Practise Improvisation: A Qualitative Study of Practising Practices
Among Jazz Students, With a Particular Focus on the Development of Improvisa-
tion Competence]’, PhD thesis (Norges musikkhøgskole [Norwegian Academy
of Music], Oslo, 2013), https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172442
/Johansen_Avhandling.pdf?sequence=1&isAllowed=y, accessed 3 Oct. 2015; Siw Graabræk
Nielsen, ‘Selvregulering av læringsstrategier under øving: En studie av to utøvende
musikkstudenter på høyt nivå [Self-regulation of Learning Strategies During Prac-
tice: A Study of two Performance Music Students on a High Level]’, PhD thesis
(Universitetet i Oslo [University of Oslo], 1998).

680 Either front and back, or front and side, depending on the room used for the VSI.
681 Flick, An Introduction to Qualitative Research, p. 345.
682 See Ibid., pp. 348–349.
683 See Kvale, InterViews, p. 133; Steinar Kvale, Doing Interviews (London: Sage
Publications, 2007), pp. 60–61.

https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172442/Johansen_Avhandling.pdf?sequence=1&isAllowed=y
https://nmh.brage.unit.no/nmh-xmlui/bitstream/handle/11250/172442/Johansen_Avhandling.pdf?sequence=1&isAllowed=y
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stimulus was paused and resumed, and took a snapshot of the com-
puter screen to create a graphical overview of the VSI. In advance,
I presumed that these stopping points would o�en correspond to
when something was commented upon and thus would facilitate the
analysis of the recording as it would already be roughly mapped.
�e script also made it possible to select which audio recording

would be played back, which I supposed could be bene�cial during
so�er passages and when the master class teacher moved during the
lessons. However, during test runs of the slightly sensitive script, I
noticed that successful handling of the hotkey combinations for pause
and resume required both detailed instructions and some training.
Due to practical aspects such as scheduling, I found it impossible to
carve out the time to ask the participants to undergo such training.
In sum, this led me to apply the following procedure:

• Inform the participant how the VSI would be conducted.

• View the student’s initial performance of their piece, and then
stop and ask the participant to comment upon their re�ections
on the playing. As �rst follow-up question, I would ask the
students how this harmonised with their memories. For the
teacher, I would ask what she thought that the master would
start to work with, and what the teacher had chosen to work
with. For the master, I asked what she thought about the per-
formance and how her thoughts were regarding which issues
to address and in which order.

• Onwards, I would stop a�er the master class-teacher had done
something—a verbal utterance, practical demonstration, or
other seemingly signi�cant actions—that I felt needed to be
commented upon.�is o�en coincided with the teacher start-
ing to elaborate on the master’s actions.

• In the end, I invited the participant to summarise what had
been covered and re�ect on the session.
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Figure 5.1: Example of how the four-part screen looked like during the
VSIs. Top le�: stimulus (from the viewing point of the audience).
Top right: view of the researcher and participant. Bottom le�:
stimulus (from the viewing-point of the side). Bottom right:
score.

• Finally, the participant was informed of how the movement
would proceed regarding transcription, analysis, and planned
publication.

Due to reasons of scheduling, it was not possible to cover the whole
lesson in either VSI.�e students’ sessions were the �rst, and to get
three comments of approximatively the same part of the lessons, the
length of the part covered in the master’s session governed what
would later be covered with the teacher. As the students were less
verbally active than the teacher and master class teacher during the
VSIs, it is an asset that they commented upon more of the recorded
lessons.684 Taking the teacher’s and master class teacher’s greater
artistic and pedagogical experiences into account, it was not surpris-
ing that they were more spontaneous and expanded more at length
than the students did. Although I could perhaps have stimulated the

684 S1: 44:30 (S1), 32:19 (M), and 33:14 (T). S2: 43:42 (S2), 29:09 (M), and 33:01 (T).
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students to becomemore active, it should be considered that viewing
their lessons could have made them feel vulnerable, exposed, and
self-aware. However, this was nothing that they expressed indirectly
nor to my direct question.

5.3.3 Participant observation and written �eld notes

In this thesis, I have adhered to the ethnographic practice of combin-
ing interviews, study of documents, and observation.685 A�er having
expanded the externalised internal dialogue explored through auto-
ethnography, to a dialogue between two humans, including external
stimulus, in the qualitative semi-structured interviews, it seemed
reasonable to participate and observe more than the lessons used
for the VSIs. Intending to create an empirical material encompassing
more than the participants’ verbal reports of their experiences, I ob-
served and wrote �eld notes during almost all lessons of the master
class (see table 5.1 on page 121).�rough this procedure, I wanted
to achieve a broader understanding of the master class as a holistic
phenomenon consisting of all students, as I had observed at least one
lesson with each of the students in the master class.
To study the whole course, I needed to get consent from the par-

ticipants. First, I contacted the course leader and asked if it would
be possible to study the course and got approval as long as the parti-
cipants accepted.�en I asked the students’ regular main instrument
teacher if she would like to participate in the study. A�er having
gotten approval from her, I contacted the master class teacher. In this
contact, presenting the students’ regular main instrument teacher’s
consent seemed to be a decisive factor in getting the master’s ap-
proval. A�er having gotten the master’s approval, I asked the two
students if they would like to participate. At that point, I choose to
not contact the other students beforehand, but had the course leader

685 See NormanK. Denzin,�e Research Act: A�eoretical Introduction to Sociological
Methods (Abingdon: Routledge, 2017) (originally pub. 1970), pp. 185–186; Michael
Angrosino, Doing Ethnographic and Observational Research (London: Sage Public-
ations, 2007), p. 51.
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inform the whole group of students at the beginning of the course
that a research study was conducted.�us, I had to introduce myself
to the total group of students during the �rst lesson to get consent,
establish and later maintain rapport.686
At that stage, I had already gotten approval from the master class

teacher, the students, and the students regular main instrument
teacher to participate, and the course leader had informed them
of the research.�us, when I introduced myself, described the tech-
nical set-up consisting of two or three cameras, a laptop, a separate
audio device, how long I planned to stay in the �eld, and what type
of contact I had intended to have a�erwards,687 it seemed like no
big deal for them. Instead, the students quickly began to ask about
my prior studies, experiences of participating in master classes, and
my research topic. From my point of view, they seemed to accept me
as a ‘neighbor and friend’688 in the piano master class community
mostly due to my prior experiences of taking part in such classes,
both as an active and passive student. Nearly twenty years ago, I had
been in their shoes and could thus be considered as an insider.689
I viewed participant observation more as referring to my ‘personal
style’ adopted rather than a method.690�is personal style allowed
me to be accepted by the group, thus enabling me to interact and
document.�e actual observation consisted of the use of my �ve
senses to perceive the ‘activities and interrelationships of people in
the �eld setting’ as closely as possible.691 In sum, I was allowed to
move freely, interact with the participants, as well as experience and
document the lessons.
�e selected master class was an interesting context for participant

observation as the centre of attention tend to be the master class
teacher and the active student, whereas the other students, if present,
o�en are more passive.�us, I could be very passive in my obser-

686 Angrosino, Doing Ethnographic and Observational Research, p. 34.
687 Ibid., p. 33. 688 Ibid., p. 17.
689 See CarlHolmgren, Ulf Friberg, and StefanÖstersjö, ‘Lost in Interpretation:
Re-mixing the Master–Apprentice Relation in the Music Conservatoire’, Seismograf
(Apr. 2021), especially 0:02–0:14.

690 Angrosino,Doing Ethnographic and Observational Research, p. 18. 691 Ibid., p. 37.
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vation. However, sometimes I become dragged into the foreground
when directly addressed by the master.�is contrasted with my ori-
ginal intention to observe from the perspective of a non-participating
observer. Already before the �rst lesson started, the master seemed
unsatis�ed with the relatively small audience in the auditorium. As
no other sta� was present, I felt responsible for explaining that as the
master class took place during summer and the semester was over, it
could not be expected that all of the students from the host institu-
tion would be present. Another example is that the master, during
some lessons, addressed other teachers present and me, seemingly
interested in getting a response to her successful development of
the students’ playing. Consequently, I hold that the role or ‘personal
style’ that I adopted allowed for as active participation as possible,692
without also being an active participant in the course myself.
Retrospectively, I believe that many of the circumstantial and �ner

details observed would have been di�cult to detect from merely
studying a recording of the situation as much information is lost, and
a particular perspective is imposed when documenting a situation
with a �xed camera. By directly observing what the participants did
and said in this particular context, I got experiences from particip-
ating in and of the phenomenon, allowing me to rely not only on
recordings nor their verbalisations a�erwards. Having observed at
least one lesson with every student that participated in the master
class gave me a broader understanding of what took place based
on my experiences of having been there. I am convinced that I was
present during more lessons than any of the participants, except the
master class teacher. However, empirical evidence supporting this
claim is lacking as I did not document who was present during the
lessons.

5.3.3.1 Notes on the written �eld notes

I wrote �eld notes during the observed lessons in the second move-
ment (see table 5.1 on page 121) following �ve principles: (1) docu-
menting events in the sequence that they appeared;693 (2) annotating

692 See, e.g., Ibid., pp. 31–32 & 14. 693 Ibid., p. 41.
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representative and meaning bearing exchanges verbatim to convey
the sense of being there;694 (3) preserving participants con�dentiality
through using abbreviated codes;695 (4) describing at an objective
level striving to avoid making inferences solely based on appear-
ances;696 and (5) clearly separating the three types of annotations
with di�erent focus.�e �rst type (see �gure 5.2 on page 145) centred
on descriptions of what took place focusing on educational aspects
in relation to both the movement’s and the thesis’s aims.�e second
type (see �gure 5.3 on page 145) centred on insights both regarding
how methodological aspects could be optimised from a technical
point of view—mainly regarding various degrees of technical fail-
ures, complications, and possibilities for adjusting gain settings and
camera angles during the lessons—as well as analytical dittoes re-
garding my increasing understanding of the master class and as a
preparation for the VSIs.�e third type was haiku poems informed
by my experiences of this particular master class that quite freely
re�ected on the master–apprentice model as a broader phenomenon.
�us, I did not let the fourth principle restrict me from writing more
analytical and re�ective annotations that sometimes touched upon
the emotional tension, (lack of) empathy, and other non-verbal phe-
nomena. Striving to give the reader a sense of being there, examples
of the �rst and second types of �eld notes are given in �gures 5.2 and
5.3 on page 145.

5.3.4 Participatory action research

My experiences and �ndings from the �rst two movements, suppor-
ted by earlier research, fuelled my strive to expand the dialogical
situation. In short, I felt a need to move beyond the ‘ocular meta-
phor’697 of research, entering into the world and acting. Such a stance
goes back to the foundational principles of action research as for-

694 Angrosino, Doing Ethnographic and Observational Research, p. 41. 695 Ibid.
696 Ibid.
697 Kenneth J. Gergen, ‘FromMirroring to World-Making: Research as Future Form-
ing’, Journal for the�eory of Social Behaviour, 45/3 (Sept. 2015), pp. 287–310 at p. 287.
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L No Anteckning English translation 
9 152 Sammanfattar, kommenterar lärarens anteckningar, visar, ”pausa, 

varje klang själv” 
Summarises, comments on the teacher’s annotations, plays, “pause, 
each chord alone” 

9 153 S får spela, med paus, ”subito mf” The student gets to play, with pause, “subito mf” 
9 154 inte samma sak två gånger not the same thing twice 
 

Figure 5.2: Example of �rst type of written �eld notes (above) and transcrip-
tion including translation (below).

L No Metod- och reflektionsanteckning English translation 
9 152 dubbeltesta all inspelningsutrustning double-check all recording equipment 
9 153 kolla problem med 32 GB i bakkameran check issues with [the] 32 GB [SD-card] in the rear camera 
9 154 mänsklig syn skarpare och bredare än kamera human vision [is] sharper and [has a] wider [field of view] than the camera 
9 155 så hög kvalitet + många vinklar som möjligt as high [recording] quality + [as] many angles as possible 
9 156 → kommenterar lärarens anteckningar – vad säger L? → comments on the teacher's annotations – what does L say? 
 

Figure 5.3: Example of second type of written �eld notes (above) and tran-
scription including translation (below).

mulated by Lewin,698 opening for the action turn.699Within social
science, this turn can be considered a call for research to move from

698 Kurt Lewin, ‘Action Research and Minority Problems’, Journal of Social Issues,
2/4 (Nov. 1946), pp. 34–46; On Lewin’s way to and importance for action research,
see, e.g., David Bargal, ‘Personal and Intellectual In�uences Leading to Lewin’s
Paradigm of Action Research: Towards the 60th anniversary of Lewin’s “Action
Research and Minority Problems” (1946)’, Action Research, 4/4 (2006), pp. 367–388;
Clem Adelman, ‘Kurt Lewin and the Origins of Action Research’, Educational
Action Research, 1/1 (1993), pp. 7–24; Hilary Bradbury, ‘Editorial’, Action Research,
4/4 (2006), pp. 363–365 at p. 363.

699 SoniaM. Ospina and Gary Anderson, ‘Action Turn,�e’, in David Coghlan
and Mary Brydon-Miller (eds.), �e SAGE Encyclopedia of Action Research
(London: Sage Publications, 2014), pp. 18–21.
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mirroring or representing the world to world-making, conceiving
such research as starting with questions, asking how a situation can
be improved,700 and researchers partaking in forming the future.701
In this thesis, participatory action research is viewed as an ‘ori-

entation to inquiry’702 striving to involve the participants as equals
during the whole research process and not having a pre-determined
plan that merely should be implemented and evaluated by the par-
ticipants.703 In short, I intended to co-create knowledge with the
participants and not merely about them.704
From a philosophical hermeneutical perspective, a necessary con-

dition for allowing such co-creation of knowledge was to create, �nd,
and learn to move within a free space.705 I conceived such spaces

700 Lewin, ‘Action Research andMinority Problems’; HilaryBradbury, ‘Introduction:
How to Situate and De�ne Action Research’, in Idem (ed.),�e SAGE Handbook of
Action Research (3rd edn., London: SAGE, 2015), pp. 1–9 at p. 1.

701 Gergen, ‘From Mirroring to World-Making’, p. 287; Morten Levin and Davydd
Greenwood, ‘Pragmatic Action Research and the Struggle to Transform Univer-
sities into Learning Communities: Participative Inquiry and Practice’, in Peter
Reason and Hilary Bradbury (eds.), Handbook of Action Research: Participat-
ive Inquiry and Practice (London: SAGE, 2001), chap. 9, pp. 103–113; Ospina and
Anderson, ‘Action Turn,�e’; Bradbury, ‘Introduction’, p. 3.

702 Peter Reason and Hilary Bradbury, ‘Introduction’, in Idem (eds.),�e SAGE
Handbook of Action Research: Participative Inquiry and Practice (2nd edn., London:
SAGE, 2008), pp. 1–10, p. 1, emphasis in original; See also, e.g., Peter Reason and
Hilary Bradbury, ‘Preface: Participative Inquiry and Practice’, in Idem (eds.),
Handbook of Action Research: Participative Inquiry and Practice (London: SAGE,
2001), pp. xxiii–xxxi at p. xxv.

703 ShirleyGrundy and StephenKemmis, ‘Educational Action Research in Australia:
�e State of the Art (An Overview)’, in Stephen Kemmis and RobinMcTaggart
(eds.),�e Action Research Reader (3rd edn., Geelong: Deakin University Press,
1997), pp. 321–335 at p. 325.

704 Bradbury, ‘Introduction’, p. 1.
705 Hans-Georg Gadamer, ‘�e Idea of the University: Yesterday, Today, Tomorrow
[Address given in Heidelberg, 1986]’, in DieterMisgeld and GraemeNicholson
(eds.), Hans-Georg Gadamer on Education, Poetry, and History: Applied Hermeneut-
ics (Albany: State University of New York Press, 1992) (originally pub. 1988), chap. 5,
pp. 47–59 at p. 59; In this context, I understand Gadamer’sGerman term ‘�nden’ to
allow for the conscious and considered creation of such spaces, not only suggesting
a passive act of accidentally �nding something already existing. See Hans-Georg
Gadamer, ‘Die Idee der Universität: Gestern, heute, morgen’, in Manfred Eigen
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as characterised by creative and intellectual freedom,706 where chal-
lenges and possibilities are opened for discussion, allowing and en-
couraging divergent views,707 in the collaborative search of truth.
�is conception built both on my understanding of the Socratic
method (see section 4.2 on page 100) and the demands formulated
in the Swedish regulation for higher education in general and the
artistic bachelor program in particular (see section 2.2 on page 33).
Furthermore, as understanding from a philosophical hermeneut-
ical perspective requires the establishment of a common language,
which is done through the dialogue itself,708 I note that the view of
participatory action research adhered to in this thesis is compatible
with the theoretical framework and deeply based on and employs
fundamental principles of philosophical hermeneutics.709
�e aim with the PAR was both to develop and test a dialogical

way of working asynchronously and synchronously with the students
striving to deepen our collaborative understanding of musical inter-
pretation, and to empower the students in verbalising and arguing
for a meaningful way of organising instrumental tuition, based on
their earlier and current experiences. I both aimed to foster the stu-
dents’ critical thinking, challenging them to clarify and expand their
arguments, encouraging them to participate in the dialogue, and
through practice developing their meta-cognitive skills needed to
formulate better questions and answers.710�us, the PAR centred on
our collaboration on exploring how the practices of instrumental

et al. (eds.), Die Idee der Universität: Versuch einer Standortbestimmung (Berlin:
Springer-Verlag, 1988), pp. 1–22 at p. 22; Translated to English as ‘�nd’ in Idem, ‘�e
Idea of the University’, p. 59.

706 Boghossian, ‘�e Socratic Method (or, Having a Right to Get Stoned)’, p. 353.
707 Stephen Kemmis, ‘Exploring the Relevance of Critical�eory for Action Research:
Emancipatory Action Research in the Footsteps of Jürgen Habermas’, in Peter
Reason and Hilary Bradbury (eds.), Handbook of Action Research: Participative
Inquiry and Practice (London: SAGE, 2001), chap. 8, pp. 91–102 at p. 100.

708 Gadamer, Truth and Method, p. 386.
709 Hans Smits, ‘Living within the Space of Practice: Action Research Inspired by
Hermeneutics’, Counterpoints, 67 (1997), pp. 281–297.

710 See, e.g, Boghossian, ‘�e Socratic Method (or, Having a Right to Get Stoned)’,
p. 353.
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group lessons could be challenged and changed. Consequently, it
did not directly address a practice outside of the project itself, nor
intended to change others ‘out there’.711
�e aims, activities, and materials used in the response based

workshops (henceforth referred to as workshop[s]) in the PAR were
roughly conceptualised from the beginning, based on earlier stud-
ies, the previously conducted movements, and my experiences of
participating in response based academic text seminars as a PhD
student.712 However, the speci�c contents and disposition of the
workshops were adapted to our collaborative understanding of the
students’ needs taking both their explicitly expressed wishes and my
understandings thereof into account.

711 Reason and Bradbury, ‘Introduction’, p. 1; See also Malcolm Tight, ‘What’s the
Point of it all? Researching and Writing Higher Education’, Uniped, 31/4 (2008),
pp. 61–69 at p. 68.

712 For research reporting on implementing this response-based model, see
Ann-ChristineWennergren, ‘Seminarier baserade på skri�lig respons [Sem-
inars Based on Written Response]’, in SynnøveMatre and Torlaug Løkens-
gardHoel (eds.), Skrive for nåtid og framtid: Skriving og rettleiing i høgre utdan-
ning [Writing for the Present and Future: Writing and Guidance in Higher Educa-
tion], ii, 2 vols. (Trondheim: Tapir Akademisk Forlag, 2007), pp. 125–137; Ferm
Thorgersen, Cecilia (= Ferm Almqvist, Cecilia) and Ann-ChristineWen-
nergren, ‘How to Challenge Seminar Traditions in an Academic Community’, in
Ferm Thorgersen, Cecilia (= Ferm Almqvist, Cecilia) and Sidsel Karlsen
(eds.), Music, Education and Innovation: Festschri� for Sture Brändström (Luleå:
Luleå tekniska universitet [Luleå University of Technology], 2010), chap. 8, pp. 145–
164, http://ltu.diva-portal.org/smash/get/diva2:994631/FULLTEXT01.pdf, accessed 22 Mar.
2019; Inga Rikandi, Sidsel Karlsen, and HeidiWesterlund, ‘Bridging Prac-
tices in Nordic Music Education Doctoral Programmes:�eorising and Evaluating
the Finnish Application of the PiteåModel’, in Ferm Thorgersen, Cecilia (=
Ferm Almqvist, Cecilia) and Sidsel Karlsen (eds.),Music, Education and In-
novation: Festschri� for Sture Brändström (Luleå: Luleå tekniska universitet, 2010),
chap. 9, pp. 165–187; Cecilia Ferm Almqvist and Ann-ChristineWennergren,
‘Utveckling av responskompetens: Seminariet som träningsarena [Development
of Response Competence:�e Seminar as a Training Arena]’, in Det goda semin-
ariet: Forskarseminariet som lärandemiljö och kollegialt rum [�e Useful Seminar:
�e Research Seminar as a Learning Environment and Collegial Room] (Göteborg:
Makadam, 2016), pp. 133–155; See also suggestion for application in Cecilia Ferm
Thorgersen, ‘Learning Among Critical Friends in the Instrumental Setting’, Up-
date: Applications of Research in Music Education, 32/2 (2014), pp. 60–67.

http://ltu.diva-portal.org/smash/get/diva2:994631/FULLTEXT01.pdf
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�e PAR was conducted together with four piano students in two
phases, whereof the �rst was preceded by a prelude (see table 5.1 on
page 121).�e �rst phase, reported in the conference paper RGW,
consists of the �ve workshops and the prelude centred on developing
and testing a dialogical model of group instrumental tuition.�e
second phase, reported in EPS, consisted of the analysis of the em-
pirical material and included two collaborative negotiations with
the students of the narratives that I had produced to make sure that
they took the students perspective. Below, I will outline the steps of
the PAR adhering to the common way of conceptualising the action
research spiral as consisting of (re-)planning, acting and observing,
and re�ection.713
�e reconnaissance took place during the prelude by observing the

two group lessons given by external teachers, the informal interview
with one of them, and during the �rst workshop when we presen-
ted ourselves and collaboratively set up the rules and format for the
PAR.�e prelude had led to the following six overarching insights
that in�uenced the content and form of the workshops, namely the
importance of (1) establishing a shared understanding of the educa-
tional contract, i.e., how to prepare before and act during lessons;714
(2) allocating enough time to both give students the possibility to
think and respond to questions (and whether they are formulated
as open, leading, or closed) and decrease the risk for teachers’ ac-
tions turning workshops into more traditional teacher-led dittoes;715
(3) aiding students in understanding the relationship between the
parts and the whole and speci�cs and the general; (4) relating music
and interpretation to other art forms; (5) making sure that students
have access to the scores of the compositions studied; and (6) ques-
tioning the monopoly of truth and opening for a multiplicity of

713 Lewin, ‘Action Research and Minority Problems’; Stephen Kemmis, RobinMc-
Taggart, and Rhonda Nixon,�e Action Research Planner: Doing Critical Parti-
cipatory Action Research (Singapore: Springer Singapore, 2014), pp. 18–19.

714 See Ingrid Maria Hanken, ‘Summary: What Have we Learnt?’, in Idem (ed.),
Learning Together: Trialling Group Tuition as a Supplement to One-to-one Principal
Instrument Tuition, x (NMH Publications, 2015), pp. 69–74 at p. 73.

715 See Ibid.
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potential understandings of musical interpretation and its philosoph-
ical foundations. As a result, the initial reconnaissance informed the
planning of the �rst workshop.�e fundamental principles adhered
to in the PAR are stated in RGW.716
�e themes and preliminary plans for respective workshop, were

adapted according to the needs of the group of students.717 At the end
of each workshop, we engaged in a closing discussion regarding the
continuation of the PAR, centring on how it could be improved. All
participants also wrote one-minute papers.718 During the workshops,
I jotted down short annotations that I a�erwards expanded as a form
of re�ective (auto)ethnographical �eld notes. Such re�ective notes
were also written during the preparation before each workshop. In
sum, the experiences and documentation in�uenced the planning of
the next workshop, continuously re�ning content, research process
and pedagogical approach, and communicative practices both during
and between the workshops.

716 Carl Holmgren, ‘Response Guided Workshops on Musical Interpretation: Devel-
oping aModel for Participatory Instrumental TeachingWithin HigherMusic Educa-
tion’, in Proceedings of the 23rd International Seminar of the ISME Commission on the
Education of the Professional Musician (CEPROM): Ethics and Inclusion in the Educa-
tion of Professional Musicians, 29–31 July 2020, ed. Heidi Partti and Leah Coutts
(2020), pp. 44–64, https://www.isme.org/sites/default/files/documents/proceedings/Heidi%20
Partti%20-%20CEPROM%202020%20Proceedings%282%29_0.pdf, accessed 27 Oct. 2020 (henceforth
RGW) at pp. 49–50.

717 RGW, pp. 51–52.
718 See the �ve one-minute papers in the appendix on page 515.

https://www.isme.org/sites/default/files/documents/proceedings/Heidi%20Partti%20-%20CEPROM%202020%20Proceedings%282%29_0.pdf
https://www.isme.org/sites/default/files/documents/proceedings/Heidi%20Partti%20-%20CEPROM%202020%20Proceedings%282%29_0.pdf
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5.4 methods for analysis of empirical material

even raw data719
demands interpretation

to be visible

F 8 f

I will below present the three methods used for analysis and presen-
tation of the empirical material: (1) overarching hermeneutical ap-
proach to understanding and analysis of empirical material, (2) po-
etry in the form of poetical condensation and haiku formed poems,
(3) collaboratively negotiated narratives, and (4) (auto)ethnodramatic
forms of presentation.

5.4.1 Overarching hermeneutical approach to understanding and
analysis of empirical material

�e recorded semi-structured qualitative interviews (without and
with stimulus), follow-up interviews, VSIs, and workshops (except
for the �rst introductory that was not recorded), see table 5.1 on
page 121, were transcribed verbatim, including stuttering, repetition,
and partial words. No pause lengths were noted, neither emphasis
nor tone of voice and pronunciation di�erences was normalised
according to standard conventions to achieve a common speech
style.720 Although this type of transcription was deemed too detailed

719 Note that manufacturers of digital cameras use di�erent �le formats for the raw data
produced by the sensors in their cameras.�us, one manufacturer’s cameras will
rarely read raw �les from those from another brand. (�is also applies to so�ware
for manipulation of images.)

720 �is level of detail adheres to the category labelled as simpli�ed transcription
(Swedish: ‘förenklad transkription’) in Per Linell, ‘Transkription: Från samtal till
textrepresentation [Transcription: From Conversation to Textual Representation]’,
in Samtalskulturer: Kommunikativa verksamhetstyper i samhället [Talk Cultures:
Types of Communicative Activities in Society], i, 2 vols. (Linköping: Institutionen för
kultur och kommunikation, Linköpings universitet, 2011), chap. 7, pp. 129–158 at
p. 156.
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for the intended analysis, I decided to pursue it to force me to engage
in-depth with the material during the multiple listening experiences.
All transcriptions, except those of the workshops, were processed

through these four stages: (1) language revision, by the researcher,
including removal of references to names, genders, and geographical
places that could violate the participants’ con�dentiality; (2) addi-
tional adjustments; (3) �nal adjustments before approval by the par-
ticipants; and lastly (4) the corrected version of the version approved
(some spelling mistakes were found by me). All adjustments were
checked against the recordings,721 as I asked questions to both the
recordings and the transcriptions in a hermeneutical manner.722 In
some cases, this meant returning to an earlier version if it seemed to
better agree with my deepened understanding of the subject matter
being talked about. In the end, the versions deemed adequate for the
hermeneutical analysis resembled more of the level of detail labelled
as a summary of the conversation,723 as the syntax and punctuation
had been normalised, including missing words inserted in brackets;
repetitions, false starts, and utterances too unclear to be discern-
ible had been removed. Examples demonstrating the steps of the
transcription process are given in the appendix on page 543.
Turning to how I applied the expanding conception of the dialo-

gical practices employed in the production of the empirical material
in the analysis, I held the overarching position that no foundational-
ist meanings existed. Interpretations and understandings were thus
seen as resulting from interactions between historically and socially
produced texts and readers. According to a philosophic hermeneutic
stance, the subjective position of the researcher is an appropriate

721 �rough a macro for Microso� Excel that I had written in Visual Basic for Applica-
tions, it was possible to listen to the recording of the utterance, and in the second
and third movement to view the passage where each utterance occurred, directly
from the transcription to facilitate multiple listenings striving for a consequent rep-
resentation and deepened understanding of the material. Furthermore, all available
recordings were accessible at the same time, i.e., di�erent camera angles (if applic-
able) and the (additional) audio recordings (in the second movement placed nearer
the instrument, and in the third movement placed closer to the students).

722 See, e.g., Gadamer, Truth and Method, pp. 370–378.
723 Swedish: ‘samtalssammandraget’, in Linell, ‘Transkription [Transcription]’, p. 157.
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point of departure for the interpretation, as the prejudices enable the
understanding to emerge.724 Although it is not possible to fully dis-
cern between the prejudices enabling understanding and those lead-
ing to misunderstandings,725 I engaged in a process of self-re�ection
exploring both my understandings of the material and my person-
hood and background as piano student, pianist, and teacher (see
section 5.3.1 on page 131).
In trying to understand these texts, I strived to remain open for

their alterity and listen for what they were trying to tell me about the
worlds that could be opened in front of the text.726 As earlier outlined
regarding the dialogues in qualitative semi-structured interviews (see
section 5.3.2 on page 133), this does not mean that I was neutral. In-
stead, I tried to re�ne my sensitivity to my pre-understandings and
prejudices, exploring other possible understandings of the subject
matter, striving to let the otherness of the texts present their truths.727
In sum, this meant entering into a dialogue with the text728 and con-
versating with the author considered as the ‘�rst reader’729 appearing
in the text, thus avoiding the romantical hermeneutical search for
authorial intentions.730
Although I strived to at least partly implement or prepare the

analysis in the interviews,731 I subsequently repeatedly questioned
my prior understanding and whether I had really understood the
subject matter that had appeared as common during the dialogues.732
A�er multiple readings and lengthy engagement with the transcripts,
a text in the Ecoian sense had materialsed,733 and I had changed.
Subsequently, themes or categories began to materialise and were
allowed to grow organically.�ey were revised multiple times before

724 Gadamer, Truth and Method, p. 289. 725 Ibid., p. 306.
726 Ricoeur, From Text to Action, p. 292. 727 Gadamer, Truth and Method, p. 282.
728 Kvale, InterViews, pp. 182–183. 729 Ricoeur, From Text to Action, p. 105.
730 See, e.g. Ibid., p. 127; Gadamer, Truth and Method, p. 413; See also Umberto Eco,
‘Overinterpreting Texts’, in Stefan Collini (ed.), Interpretation and Overinterpret-
ation (Cambridge: Cambridge University Press, 1992), chap. 2, pp. 45–66 at p. 64.

731 Kvale, InterViews, p. 100; Idem, ‘�e 1,000-Page Question’, p. 276; Brinkmann,
‘�e Interview’, pp. 1004–1007.

732 See, e.g., Gadamer, Truth and Method, p. 281.
733 Eco, ‘Overinterpreting Texts’, p. 64.
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the presented versions were achieved, representing my understand-
ings then. Nonetheless, as in musical interpretation and translation,
no one can represent the entire width of the material’s potential. In-
stead, it is presented from a certain angle,734 undeniably a�ected
and made possible due to my prejudices,735 in its turn a�ecting my
horizon of understanding.
All analysis was conducted in my mother tongue Swedish.�ree

criteria informed this decision: �rst, although more or less heavy
accents occurred, all the transcribed material was in Swedish, except
for some words and phrases in other languages; second, translating
all material in the beginning would have applied this interpretative
act unnecessarily early in the process; and third, I assumed that my
capacity for grasping the whole material and understanding what
world it could open was signi�cantly larger in my mother tongue.
Translations are viewed as always being an, by de�nition, incomplete,
interpretive variation, whose �delity to the source may be evaluated
and valued (see section 4.1 on page 89).736 �us, translation in�u-
enced the meaning and implied a new conceptualisation, a�ecting
the understanding. Consequently, every translation gave rise to new
hermeneutical possibilities of asking questions to the untranslated
and translated material. For examples of the work with translations
in creating poetical condensations see section 5.4.2.1 on page 158.
All results descriptions were written in English from the outset,

and quotes from the transcriptions were translated a�er being selec-
ted for inclusion in the text.

734 See, e.g., Paul Thom,�e Musician as Interpreter (University Park: Pennsylvania
State University Press, 2007), p. xii; Elliott and Silverman,Music Matters, p. 247.

735 See, e.g., Gadamer, Truth and Method, p. 289.
736 Peter Robinson, Poetry and Translation:�e Art of the Impossible (Liverpool:
Liverpool University Press, 2009), pp. 68 & 73.
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5.4.2 Poetical condensation and haiku formed poems

I view the scientist in qualitative research as a research instrument,737
deeply involved in the creation of empirical material, not merely col-
lecting it.738�is implies that researchers’ particular personal qualit-
ies are essential during all stages of research, from the formulation
of the aim and research question to the reporting of the results.739
�rough this view and the encouraged use of creative forms of expres-
sions, I hold that researchers can develop and re�ne their skills, based
on experiences and aesthetics, for knowledge production.740 Further-
more, I view the researcher both as an instrument in the abovemen-
tioned regard, and an artist.741�e researcher as an artist suggests
recognising creative aspects within social science and that the ex-
plicit use of artistic expressions—both as methodological tools and
as forms of (re)presentation—could be bene�cial.742 Furthermore,
conceptualising researchers as artists intend to open for exploring
the complexity of such practices for reasons of transparency.743
In this thesis, poetry in the forms of poetical condensations744

and haiku formed poetry are viewed as both forms of analysis and
(re)presentation. My view on poetry in a research context is quite
elaborated in APP and TCF.�us, I will only �rst, shortly, present my

737 Anne E. Brodsky, ‘Researcher as Instrument’, in LisaM. Given (ed.),�e Sage
Encyclopedia of Qualitative Research Methods (Los Angeles: SAGE, 2008), pp. 766–
767.

738 Leavy,Method Meets Art (2015), p. 17; See also Henk Borgdorff,�e Con�ict
of the Faculties: Perspectives on Artistic Research and Academia (Leiden: Leiden
University Press, 2012).

739 See, e.g. Brodsky, ‘Researcher as Instrument’, p. 766; Flick, An Introduction to
Qualitative Research, p. 158; Susan Finley and J. Gary Knowles, ‘Researcher as
Artist/Artist as Researcher’, Qualitative Inquiry, 1/1 (1995), pp. 110–142.

740 Patricia Leavy,Method Meets Art: Arts-Based Research Practice (New York: Guil-
ford Press, 2009), p. 250.

741 DerekPigrum, ‘Researcher asArtist’, in LisaM.Given (ed.),�e Sage Encyclopedia
of Qualitative Research Methods (Los Angeles: SAGE, 2008), pp. 765–766.

742 Ibid., pp. 765–766; See also Leavy,Method Meets Art; Barone and Eisner, Arts
Based Research.

743 See, e.g., Pigrum, ‘Researcher as Artist’.
744 BibiHølge-Hazelton and Jo Krøjer, ‘(Re)constructing Strategies: A Methodolo-
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overarching stance regarding the ontological status of poetry from
a philosophical hermeneutical position before brie�y outlining the
concrete relationship between poems and empirical material and the
process of checking for consistency of meaning.
Poetic language is in this thesis viewed as ‘gold itself ’ in contrast

to everyday language, resembling a symbol used as a replacement
for something else,745 thus having a special ontological status.746
Already Aristotle747 famously outlined that whereas historians tell
‘what happened’, poets tell ‘the sort of things that can happen’.�us, I
believe that poetry can open for multidimensional associations of
meaning that ordinary language cannot do justice to.748 From this
perspective, I view the poet as a social scientist,749 and consequently,
the poetry as a result of such a scientist’s research.750
In understanding what a poem is and what a poet does, I believe

that it is fruitful to think of poems as ‘translations from experience’.751
As I adhere to the position that translations by de�nition are never

gical Experiment on Representation’, International Journal of Qualitative Studies in
Education, 21/1 (2008), pp. 19–25; Joakim Öhlen, ‘Evocation of Meaning�rough
Poetic Condensation of Narratives in Empirical Phenomenological Inquiry Into
Human Su�ering’, Qualitative Health Research, 13/4 (Apr. 2003), pp. 557–566.

745 Gadamer,�e Relevance of the Beautiful and Other Essays, p. 67.
746 Idem, Truth and Method; Idem,�e Relevance of the Beautiful and Other Essays.
747 Aristotle, Poetics, p. 81 (§ 31), emphasis in original.
748 Hans-GeorgGadamer, ‘Meaning and Concealment of Meaning in Paul Celan’, in
Richard Heinemann and Bruce Krajewski (eds. and trans.), Gadamer on Celan:
‘Who am I and who are you?’ and Other Essays, with an introduction by Gerald L.
Bruns (Albany: State University of New York Press, 1997), pp. 167–178 at p. 167.

749 See, e.g., JeanetteWinterson, Art Objects: Essays on Ecstasy and E�rontery (New
York: Vintage International, 1997), p. 115; Carl Leggo, ‘Astonishing Silence: Know-
ing in Poetry’, in J. Gary Knowles and Ardra L. Cole (eds.), Handbook of the
Arts in Qualitative Research: Perspectives, Methodologies, Examples, and Issues (Los
Angeles: SAGE, 2008), chap. 14, pp. 165–174 at p. 165.

750 Sandra L. Faulkner, Poetry as Method: Reporting Research�rough Verse (Lon-
don: Routledge, 2016) (originally pub. 2009); Helen Owton, Doing Poetic Inquiry
(Cham: Palgrave Macmillan, 2017); Sandra L. Faulkner, ‘Poetic Inquiry: Poetry
as/in/for Social Research’, in Patricia Leavy (ed.), Handbook of Arts-Based Re-
search (New York: Guilford Press, 2018), chap. 12, pp. 208–230.

751 Robinson, Poetry and Translation, p. 137.
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identical to that which was translated,752 translations of experiences
into poems are not seen as a unique species.
�e poet is personally deeply involved in creating the original

poem, akin to a composer producing a notated score, and analog-
ously to how musical interpreters inscribe their understandings in
their interpretations, so do readers of poems. I hold that for poetry,
likemusic, it is neither a necessary nor su�cient condition to play the
right notes.753 Such acceptance of the poet as a potentially distorting
lens in front of the experience or empirical material could receive
critique. However, although such an objection could be warranted,
it also applies to the social sciences at large, deeply embedded by
interpretation and subjectivity.754 �us, from a philosophical her-
meneutical position, poets’ and social scientists’ prejudices are seen
as productive, as they are necessary for the interpretation and at least
partly possible to explore.
In sum, I subscribe to the view that poems present an essence,

place a magnifying glass over social reality or personal experiences,
o�er an evocative way for (re)presenting empirical material, high-
light that qualitative research is a cra�, and challenge the dichotomy
between fact and �ction.755�erefore, the right question is neither
what problems are associated with research usages of poetry nor how
they could be resolved, but

752 Hans-Georg Gadamer, ‘On the Contribution of Poetry to the Search for Truth’,
in Robert Bernasconi (ed.), �e Relevance of the Beautiful and Other Essays
(Cambridge: Cambridge University Press, 1986) (originally pub. 1967, 1977, 1980),
chap. 6, pp. 105–115 at p. 111.

753 See Robinson, Poetry and Translation, p. 97; On the concept of INUS condition
(insu�cient, but necessary part of an unnecessary but su�cient condition), see
Mackie, ‘Causes and Conditions’.

754 See, e.g., Norman K. Denzin, ‘�e Art and Politics of Interpretation’, in Sharlene
NagyHesse-Biber and Patricia Leavy (eds.), Approaches to Qualitative Research:
A Reader on�eory and Practice (NewYork: OxfordUniversity Press, 2004), chap. 21,
pp. 447–472 at p. 447.

755 See, e.g., Leavy,MethodMeets Art, pp. 63–64; Faulkner, Poetry asMethod; Sandra
L. Faulkner, ‘Concern With Cra�’, Qualitative Inquiry, 13/2 (2007), pp. 218–234;
Patricia Leavy, ‘Fiction-Based Research’, in Idem (ed.), Handbook of Arts-Based
Research (New York: Guilford Press, 2018), chap. 11, pp. 190–207.
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if the poetry—and consequently the poet—makes some-
thing visible that otherwise would have been hidden.756

5.4.2.1 �e concrete relationship between poems and empirical ma-
terial

Below, I will brie�y outline two examples of the concrete relationship
between poems and empirical material before shortly treating the
process of checking for consistency of meaning.
First, one example of the process of poetical condensation intends

to show the relationship between the interview transcripts and such
a condensation, as reported in TCF.�e empirical material is from
a qualitative semi-structured interview with a piano student in the
prelude (see table 5.1 on page 121) presented in the le� column (see
the appendix on page 549). Initially, I did not intend the transcription
to be a part of that study.757 However, it turned out that some of the
stories told by the student in a brutal and heartfelt way summarised
what came to be the core �ndings of that article.�us, I asked the
student for permission to use the material in the article, which I got.
�e full poetical condensation is presented in Swedish in the middle
column and translated into English in the right column.�e Swedish
poetical condensation consists of words marked with a yellow em-
phasis in the transcript to the le�. Furthermore, commenting and
contrasting material from a famous Swedish song was inserted in
the poem, typographically distinguished as it is typeset in italics.758
Moreover, I used typographical means to a�ect the graphical dis-
position in a way that I believed made the poem speak more clearly.
However, in the published version,759 I edited and cut some lines
in the antepenultimate paragraph, striving to focus on the matter at
hand instead of foregrounding my impact on the student’s at least

756 APP, p. 62.
757 �at I originally did not intend the interview in the prelude to be a part of the
study is the reason that the transcript did not pass through all stages of the process
outlined on page 152.

758 �is process of inserting external material from other sources are further commen-
ted upon in TCF, pp. 104–105.

759 See TCF, p. 104.
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partly positive experiences of lessons with me. I was not interested
in presenting myself as a Christlike teacher capable of producing
miracles through the laying on of hands. Furthermore, I believed it
was reasonable to frame the poetical condensation as indicating that
the transition ‘to be able to start thinking yourself ’ was something
that the student ‘did not notice’, as it seemed not to be emphasised
in the student’s later studies. However, in the original version, it is
indicated that this was an aspect of my teaching that the student’s
mother had noticed.
Second, the relationship between a haiku poem based on a direct

quotation, as presented in TCF, a poetical condensation, as presented
in APP, and the empirical material constituted by interview transcrip-
tions are presented in the appendix on page 549.�e words extracted
and used in the haiku poem and poetical condensation are marked
in yellow in the transcription in Swedish.760 In the le�most column,
the sequential number of the utterances from the transcriptions is
given, indicating a shi� of temporal organisation of the material.
Examples of such interpretive decisions are adapting the Swedish
words ‘teknik’ (English: ‘technique’) and ‘tolkningar’ (English: ‘in-
terpretations’) into ‘tekniskt-musikalisk’ and ‘musical–technical’ to
align with the traditional format of haiku poems. Furthermore, the
Swedish ‘mindre genier’ was translated to ‘lesser geniuses’ in the
poetical condensation, which is a reasonably direct translation. How-
ever, in the haiku formed poem, I adapted it into ‘dwarfs standing
on giants’ shoulders’, striving to incorporate the sense of having to
pay tribute to the more prominent masters preceding oneself. In
sum, I worked in line with the procedures presented above for all
created poems based on one quote or consisted of combined mater-
ial. Additional material was incorporated in the re�ective preludial
poem to strive for a multivoicedness within a single poem.761 Having
applied the process as mentioned above and documenting all the

760 See also the description broadly outlining how the interview transcripts relate to
the two �rst poems in APP, p. 22 and Teacher’s second statement in the same scene.

761 TCF, p. 125.
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stages, I could present and argue for these poems’ development and
underlying interpretations.
�ird, as a way of checking for consistency of meaning, re�ning

the haiku poems and the overarching analysis in the �rst movement,
I used aggregated poetical condensations on two levels: one for each
teacher and student, and one for each of the groups. In total, twelve
poetical condensation were created. For examples of the aggregated
poetical condensations, only existing in Swedish versions, see the
appendix on page 554. Creating these aggregations provided new
understandings of the material that a�ected the aggregations them-
selves, the individual poetical condensations, and the haiku formed
poems �nally included in the articles.

5.4.3 Collaboratively negotiated narratives

In the context of qualitative research, the term narrative has been
used in at least three di�erent, and sometimes overlapping, mean-
ings: (1) story, (2) mode of knowledge, and (3) method of inquiry.762
For all three usages, the view that humans construct and represent
themselves and others through constructing and (re)telling stories to
themselves and others is common.�us, both stories and narratives
co-constructed with the students during the creation of the empirical
material as well as the narratives of the interviews themselves could
be seen as a mode of knowing, providing both the means to experi-
ence the world and make sense of it. In this thesis, ‘story’ refers to
the actual telling that took place, whereas ‘narrative’ is the a�erwards
created representation.
�e collaboratively negotiated narratives in this thesis aim to

present descriptions focusing on the students’ subjective experiences
in a form that allows readers to engage with the text.�us, both the
stories told by the students and me were re-told by the other,763 striv-

762 Margaret S. Barrett and Sandra L. Stauffer, ‘Narrative Inquiry: From Story to
Method’, in Idem (eds.), Narrative Inquiry in Music Education: Troubling Certainty
(Dordrecht: Springer, 2009), chap. 1, pp. 7–17 at p. 7.

763 See, e.g., Catherine Kohler Riessman, ‘Narrative Analysis’, in A. Michael
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ing to achieve a content and form taking the perspective of the stu-
dents that all could accept. From a philosophical hermeneutical point
of view, the meaningful engagement with the stories and constructed
narratives involved getting inside them to explore their subject mat-
ter and letting them a�ect oneself.�us, the dialogues that enabled
the stories told and listened to, and the collaborative negotiations of
the narratives were the sites where the fusions of horizons took place.
Retrospectively, I view the PAR and the negotiations of the narratives
as collaborative story-telling about the studied phenomenon.
First, I created the initial narratives directly based on the empir-

ical material (see example in the appendix on page 555).�rough
inviting the students into the discussion and negotiation of how the
narratives could be developed and the understanding of the studied
phenomenon deepened, I was initially striving to ‘edit myself out’764
(see �rst and second dra�s in the appendix on pages 557 and 561). In
the end, the narratives contained stories initially told by the students,
stories enacted during the PAR, and stories adapted by me and accep-
ted by the students to represent their experiences. Consequently, al-
though the frames for the process were set, the interaction allowed for
improvisatory actions oscillating between exploring experiences and
co-constructing ourselves, merging the researcher and researched in
the forming collaborative stories.765 In sum, we were inscribing our
collaborative understandings into the narratives, and the more of my
researcher’s voice that was subtracted from the dialogue, the more it
in�uenced and became integrated with the students’ perspective.

Huberman andMatthew B. Miles (eds.),�e Qualitative Researcher’s Companion
(�ousand Oaks: Sage Publications, 2002), pp. 216–270 at p. 218.

764 KateMillett, ‘Prostitution: A Quartet for Female Voices’, in Barbara K. Moran
and Vivian Gornick (eds.),Woman in Sexist Society: Studies in Power and Power-
lessness in Sexist Society (New York: Basic Books, 1971), chap. 3, pp. 21–69 at p. 21.

765 See D. Jean Clandinin, ‘Narrative Inquiry: A Methodology for Studying Lived
Experience’, Research Studies in Music Education, 27/1 (2006), pp. 44–54 at p. 47;
Barrett and Stauffer, ‘Narrative Inquiry’, p. 12; F. Michael Connelly and
D. Jean Clandinin, ‘Stories of Experience and Narrative Inquiry’, Educational
Researcher, 19/5 (1990), pp. 2–14 at p. 12.
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Although the PAR strived to open a communicative space where
multivoicedness would be allowed and encouraged,766 the narratives
presented to the students were univocal insofar as the �rst person
plural forms ‘we’ and ‘our’ were used consistently. However, within
this we, I believe that there was and is an openness for multiple
positions, perhaps similar to how there are many possible and inter-
twined voices that can be found in one text or composition, although
they are not given individual identities.767 �us, I was striving to
speak with the participants and not about them.768
I had two overarching reasons for constructing the narratives as

univocal. First, as the students’ negative experiences seemed strik-
ingly compatible, I hoped building on this common understanding
would better articulate their perspective. Second, focusing on the
metaphorical union of the slaves could be seen as a way of equalising
the power imbalance between the slaves and the master, based on
their experiences of instrumental teaching and such teachers.
During the process, I was aware of the risks involved in applying a

procedure that could appear trying to streamline the stories told and
mould one counter-Urnarrativ from the perspective of a supposedly
Christlike person, apostle, or fallen angel. However, I assert that
the process of collaboratively negotiating the narratives with the
students both re�ned and validated the �nal results, and as such,
went further than merely applying a system of member checking.769
Nonetheless, the power imbalance between the students and me
need to be considered. From one perspective, it can appear that

766 Kemmis, ‘Exploring the Relevance of Critical�eory for Action Research’, p. 100;
Boghossian, ‘�e Socratic Method (or, Having a Right to Get Stoned)’, p. 353.

767 Peshkin, ‘In Search of Subjectivity’, See, e.g., Carsten Dutt and Hans-Georg
Gadamer, ‘Hermeneutics’, in Richard E. Palmer (ed.), Gadamer in Conversation:
Re�ections and Commentary (New Haven: Yale University Press, 2001), pp. 36–60 at
p. 56.

768 See the advice given to novelists in Mikhail Bakhtin, Problems of Dostoevsky’s
Poetics (Problemy poetiki Dostoevskogo), translated by CarylEmerson (Manchester:
Manchester University Press, 1984) (originally pub. 1963), p. 63.

769 See, e.g., Elizabeth Chase, ‘Enhanced Member Checks: Re�ections and Insights
from a Participant-Researcher Collaboration’,�e Qualitative Report, 22/10 (2017),
pp. 2689–2703.
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the students’ got a new master in me. Anticipating such critique, I
inserted re�ective and analytical passages as a prelude, interludes,
and postlude to position the narratives in a broader dialogical context
and show awareness of the decisions made during the process and
how they may have a�ected the �nal presentation.
In sum, the resulting narratives are based on our experiences, up

close and sequential.770 Although they adhere to the type of narrat-
ives sometimes labelled as small narratives, I claim that they can
address more overarching issues not limited to the actual studied
situation and central phenomenon.�us, the meaning-bearing and
singular narratives from a speci�c time and place concern funda-
mental aspects relevant to humans in general.771

5.4.4 (Auto)ethnodramatic forms of representation

In this section, I will elaborate on the justi�cation for and principles
used in bringing, returning, and (re)presenting empirical material
consisting of transcripts of original dialogues, in the form of either
qualitative semi-structured interviews772 or autoethnographic writ-
ing, in a dialogical form and context.773
From a philosophical hermeneutic point of view, the fusion of

horizons takes place in dialogue.�us, enabling readers to over-hear
and engage with such dialogical texts, inherently multivoiced and
open for interpretations, should bene�t their understandings.�ese
resulting texts are considered as playscripts,774 mainly containing
dialogical dramatic material.775

770 Bowman, ‘WhyNarrative?’, p. 7. 771 Nichols and Brewer, ‘WhyNarrative Now?’,
p. 9. 772 See, e.g., Kvale, ‘Dominance�rough Interviews and Dialogues’.

773 On the relation between interviews and drama, see Harry Hermanns, ‘Interview-
ing as an Activity’, in Uwe Flick et al. (eds.), A Companion to Qualitative Research
(London: SAGE, 2004), chap. 5.3, pp. 209–213 at p. 212.

774 Johnny Saldaña, ‘Ethnodrama’, in LisaM. Given (ed.),�e SAGE Encyclopedia
of Qualitative Research Methods, i, 2 vols. (�ousand Oaks: SAGE Publications,
2008), pp. 283–285 at p. 283.

775 Johnny Saldaña, ‘Writing Ethnodramatic Dialogue’, in Idem, Ethnotheatre: Re-
search From Page to Stage (Walnut Creek: Le� Coast Press, 2011), chap. 4, pp. 99–131.
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�e human practice of theatre is more than 2,500 years old, and
such drama o�en both tell stories and represent social life on stage,
a�ording the audience an informed insight into the human con-
dition.776 I view playwrights as, by de�nition, being ethnodramat-
ists.777 Following this line of thought, it is possible to conceive a play
akin to life with the ‘boring parts taken out’.778 Consequently, con-
densing empirical material to clarify and increase the impact of the
drama is one of the main tasks for playwriters.779�is process was
carried out in line with the overarching approach to analysis of the
empirical material outlined earlier (see section 5.4.1 on page 151). In
addition, I extensively explored and shaped the inherent dialogical
possibilities within the empirical material, thus representing and
deepening my understanding thereof.
First, autoethnodrama is viewed as autoethnographic writing

based on my introspection and re�exivity regarding the research
process as well as previous experiences of the studied phenomenon
and insights gained during the course of the study (see section 5.3.1
on page 131). I view the autoethnodrama as externalising my internal
dialogue, forcing me to explore and give voice to the complexity
and incoherence found within my prejudices. Furthermore, through
combining analytic distance and experiential closeness, the argu-
ments organised as a multivoiced externalisation can be outlined and
discussed productively.�is practice is not new; famous examples
outside of Plato’s dialogues include the ones written by Galilei780
and Lakatos.781 Furthermore, it should be noted that the form used

776 For an overview of ethnodrama and -theatre in research, see, e.g., Johnny Saldaña,
Ethnotheatre: Research From Page to Stage (Walnut Creek: Le� Coast Press, 2011);
Johnny Saldaña (ed.), Ethnodrama: An Anthology of Reality �eatre (Walnut
Creek: Altamira Press, 2005).

777 Johnny Saldaña, ‘Dramatizing Data: A Primer’, Qualitative Inquiry, 9/2 (2003),
pp. 218–236 at pp. 230–231.

778 Idem, Ethnotheatre, p. 70; Idem, ‘Dramatizing Data’, p. 221.
779 Ibid., p. 224.
780 Galileo Galilei, Dialogue Concerning the two Chief World Systems: Ptolemaic and
Copernican (Dialogo sopra i due massimi sistemi del mondo), translated by Stillman
Drake (1632; 2nd edn., Berkeley: University of California Press, 1967).

781 Imre Lakatos, Proofs and Refutations:�e Logic of Mathematical Discovery, ed.
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in these two dialogues both present their understanding of a sub-
ject matter and function as a pedagogical device allowing readers to
comprehend how the authors arrived at their interpretation.
�e playscript in APP782 intends to give the reader a possibility

of profoundly engaging with my thought processes encompassing
multiple positions, �nally returning changed a�er many fusion of
horizons. Furthermore, viewing the playscript as a work of art on
its own forced me to take its potential for (in)direct impact on audi-
ences into consideration. A critique could be posed arguing that
autoethnodramatic writing is neither the most concise form nor the
one that demands the least interpretation. However, I hold the posi-
tion that such qualitative research should open for a potential of a
multiplicity of meanings, emphasising the complexity of the studied
phenomenon and striving to stimulate readers’ reactions.783
Second, I conceptualise an ethnodramatic collage784 as the present-

ation of dialogue on a subject matter that never took place.�is
implies that the three characters of the master class teacher, student,
and students’ regular main teacher never interacted as presented in
TSA.785 I argue that such glueing together of excerpts from di�erent
dialogues with me puts the non-discussed elements at the core of the
subject matter at the front, i.e., that the communication between the
master class teacher and student, and student and their regular main
instrument teacher, regarding the studied phenomenon, seemed to
be insu�cient.786 As all utterances are actual quotations from the
individual dialogues with me, I view the resulting ethnodramatic
collage as a way of bringing the participants into what could be seen
as an invitation for them to enter into a dialogical space, although I

JohnWorrall and Elie Zahar (Cambridge: Cambridge University Press, 1976).
782 APP, pp. 9–67 & 75–76. 783 See, e.g., Leavy,Method Meets Art (2015), pp. 26 & 28.
784 �e etymology of the word ‘collage’ goes back to Old French coller ‘to glue’, from
Greek kolla ‘glue’, see ‘collage (n.)’, Online Etymology Dictionary, https://www.etymonlin
e.com/word/collage, accessed 26 Nov. 2021. See also discussion of my usage of the term
in TSA, pp. 43–44.

785 TSA, pp. 45–46.
786 See the understanding of the Platonic dialogues put forth in Gadamer, Truth and
Method.

https://www.etymonline.com/word/collage
https://www.etymonline.com/word/collage
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constructed the presentation and that the characters did not seem to
really engage in a collaborative exploration for truth.787

5.5 ethical considerations

In this section ethical considerations regarding the following �ve top-
ics are treated: (1) planning and follow-through of research; (2) priv-
ileged access and power relations to participants; (3) informed con-
sent, con�dentiality, and member checking of transcriptions; and
(4) ethical aspects of confession in autoethnography.

5.5.1 Planning and follow-through of research

Both the whole of the study and the individual movements were
planned and conducted in accordance with current Swedish legisla-
tion788 and the description of good research practice as formulated
by the Swedish Research Council.789 According to Swedish legisla-
tion,790 no individual movement nor the whole thesis needed to
apply for ethical approval. Nonetheless, I strived to remain sensitive
to ethical aspects during all stages of the research, from planning
to the �nal report. During the whole process, I was the only one
who had access to the empirical material.�e only exception was
some preliminary tests of the level of detail in the transcriptions used
at the beginning of the �rst movement that were shared with my
supervisors to ensure an adequate level of detail.

787 See, e.g., Boghossian, ‘�e Socratic Method (or, Having a Right to Get Stoned)’,
p. 353.

788 Sveriges Riksdag, ‘Lag (2003:460) om etikprövning av forskning som avser män-
niskor [Law (2003:460) on Ethical Review of Research Concerning Humans]’, t.o.m.
SFS 2021:920 [covering up to SFS 2021:920], https://www.riksdagen.se/sv/dokument-lagar/d
okument/svensk-forfattningssamling/lag-2003460-om-etikprovning-av-forskning-som_sfs-2003-460.

789 Vetenskapsrådet [The Swedish Research Council], God forskningssed [Good
Research Practice] (rev. edn. Stockholm: Vetenskapsrådet [�e Swedish Research
Council], 2017); The Swedish Research Council, Good Research Practice.

790 SverigesRiksdag,Lag (2003:460) om etikprövning av forskning somavsermänniskor
[Law (2003:460) on Ethical Review of Research Concerning Humans], mainly §§ 3–4.

https://www.riksdagen.se/sv/dokument-lagar/dokument/svensk-forfattningssamling/lag-2003460-om-etikprovning-av-forskning-som_sfs-2003-460
https://www.riksdagen.se/sv/dokument-lagar/dokument/svensk-forfattningssamling/lag-2003460-om-etikprovning-av-forskning-som_sfs-2003-460
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5.5.2 Privileged access and power relations to participants

Given that participants o�en are at a disadvantage in relation to the re-
searcher,791 I strived to be aware of such aspects and let them inform
my decisions and actions in handling them. Although the teachers’
age, experience, and more signi�cant pianistic merits could shi� the
power balance in the dialogues, such devices were not available to
the students. Regarding the participating students, I had previous
knowledge of and experience of earlier teacher–student relationships
with three of in total twenty students, two in a theoretical subject and
one in practical piano teaching method (see table 5.3 on page 126).
�is should have a�ected their experience of me and the potential
for sharing their thoughts. However, at the time of the interaction, I
was no longer in any teacher–student relationship with any of them,
nor have I since. Nonetheless, I believe that their experiences of me
as a teacher and person, knowledge of both artistic and pedagogical
aspects of musical interpretation, positively a�ected their trust. Fur-
thermore, I believe that the students I did not know before the start
of this process trusted me due to the experiences I had gained from
higher music education and my personal characteristics, including
an open-minded approach and genuine interest in listening to others’
experiences.
Regarding the six participating teachers, I had earlier knowledge

of �ve of them, either as a colleague, as a teacher that I had met
as a student, or one that I had met during a conference.�us, it is
not farfetched to assume that my background and prior experiences
of contact with them allowed me to get privileged access as there
could be assumed that a preliminary trust and shared understanding
existed.�is materialised when quite a few of the teachers during
interviews said something in the line of ‘you know how these things
works’. In such situations, I consciously took a step back and un-
assumed this familiarity, trying to get to the subject matter and ask
how the participant understood it as the study did not focus on

791 Birgitta Forsman, Etik i biomedicinsk forskning: En orientering [Ethics in Biomed-
ical Research: An Introduction] (Lund: Studentlitteratur, 2005), p. 112.
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how I experienced it, nor that it could be taken for granted that our
experiences overlapped or were compatible. From my perspective,
this familiarity enabled the teachers to share their experiences as
they perhaps more would have done with a colleague, rather than an
unknown, outsider, researcher. Such mutual prestige-lending,792 or
metaphoricalWeiheküsse that I labelled them in TSA,793 was most
clearly present in the interactions with the master class teacher in
the second movement.�e multiple intertwined power asymmetries,
including my great respect for the master class teacher that at least
partly collided with researchers’ imperative of impartial scrutiny,
also shi�ed during the study as she acknowledged my knowledge of
the studied phenomenon, which made the relationship even more
personal, consequently giving me even more privileged access.794
�e second movement also contained elements of delicate collegial
nature regarding my relationship to both the students’ regular main
instrument teacher, not wanting to put her former teacher in a bad
light, and the master class teacher.795

5.5.3 Informed consent, con�dentiality, and member checking of tran-
scriptions

All participants got a letter containing information and asking for
consent about one week before we engaged in the production of
empirical material. Furthermore, verbal consent was also gained
from each participant every time they participated. I handed printed
versions of the documents and asked the participants to read them
thoroughly and ask questions before the sessions began. In the PAR,
the document was discussed at multiple times to strive for the stu-
dents to get an in-depth understanding of the ethical aspects of their
participation.�e documents regarding informed consent contained
the following aspects:796

• the research topic and overarching aim,

792 Kingsbury,Music, Talent, and Performance, p. 41. 793 TSA, pp. 44, 51–53, & 56–57.
794 See the quote in TSA, p. 53. 795 See further argument in TSA, pp. 16–17 & 21.
796 See information letters in the appendix on pages 523, 525, and 528.
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• that participation was voluntary and could be withdrawn at
any time until �nal manuscripts were sent for publishing,

• which empirical material that would be collected, created, and
analysed,

• that empirical material only would be used for research pur-
poses,

• participants’ con�dentiality and that empirical material would
be securely stored and only accessible to the researcher,

• that participants were supposed to read and approve my tran-
scriptions of their utterances (this was not followed in the
third movement as the students partook in collaborative nego-
tiations of the narratives, see section 5.4.3 on page 160),

• the approximative planned duration for the session,

• that the research was intended to be published in scienti�c
journals and be included in this thesis, and

• that the participants were free to contact me or my main su-
pervisor if they had any questions.

Due to ethical aspects striving to preserve the participants’ con�d-
entiality, the actual gender is not given for students, teacher, or the
master in the second movement, instead consequently referred to as
‘she’.797 Neither is the teacher’s nor the master’s titles given. However,
if readers would want to inform themselves of the selection of master
class teacher and students’ regular main instrument teacher, they
could probably �nd that out. Given that the intention, as emphasised
to the participants, was to increase the understanding of the phe-
nomenon studied, not to evaluate the master class teacher’s teaching,
I concluded that the potential for gaining knowledge through study-
ing that master class in the form planned and conducted outweighed
the potential ethical problems.

797 On the philosophical side and the symbolical importance of the use of ‘she’ as �rst
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Similarly, before, during, and a�er the encounters with all par-
ticipants, I emphasised that the study aimed to explore the phe-
nomenon and not to evaluate speci�c teachers or institutions. As
Sweden is a relatively small country, my familiarity with some of the
students and most of the teachers resulted in me connecting more
or less explicit bits and pieces of information. In sum, this led to a
situation where it sometimes seemed that I had more information
regarding the potential issues within a particular teacher–student
relation than what appeared to have been discussed in that dyad.

5.5.4 Confession in autoethnography

Even in studies where the researcher is the only participant, ethical
aspects must be considered as researchers’ stories o�en are intercon-
nected with others’s stories.798 Given that autoethnography, by its
nature, never can guarantee practitioners’ anonymity or con�dential-
ity, I needed to carefully re�ect on the potential consequences that
publishingmy research could have for myself. For example, I publicly
expose my anxiety, including, at least temporarily, questioning my
mental health.799�is struggle is, of course, a stylistic device for ex-
ploring an argument about an internal con�ict. Potential problematic
examples could include future employers and insurance companies.
I strived to view myself as a normal research participant in handling
these issues.�e balance between autoethnographic confessions and
the research subject per se has been discussed in-depth during both
supervision and research seminars. In the end, I decided that explor-
ing my personhood, understandings of the studied phenomenon,
and experiences of the research process were more important than
concealing insecurities, doubts, and sometimes irritating internal
questions. However, nearing the �nal stages of writing this thesis, I
began re�ecting on whether I had encouragedmy own inauthenticity,
striving to conform to the demands of ‘emotional performativity’.800

person singular pronoun in relation to Lucian’s Philopseudes, see TSA.
798 Chang, Autoethnography as Method, pp. 55–56 & 68. 799 APP, p. 16.
800 Macfarlane, Freedom to Learn, p. 51.
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Such confessional writing seems to be valued if the exposed position
is endorsed or compatible with currently hegemonic theoretical and
ethical perspectives.801�e lesson to be learned is that participants’
and researchers’ understandings of their intentions and actions can
change over time, thus emphasising the importance of remaining
sensitive to ethical aspects during the whole research process, espe-
cially for ‘a confessing animal’802 living in a ‘confessing society’.803

5.6 reflections on the research process and meth-
odology

�is thesis employs an overarching theoretical framework based
on a philosophical hermeneutical view of ontology and epistemo-
logy, including a narrative and arts-based perspective on the human
experience. Based on the interpretive and dialogical view on the phe-
nomenon of study, the selection of and philosophical basis for the
methods used in the production of empirical material strived to step
by step enlarge the circles of dialogue: �rst, the externalisation of the
internal dialogues through autoethnography, second, part-taking in
dialogues with participants both without and with a stimulus (seen
as functioning as another party in the dialogue), and third, engaging
dialogically with a group of students in participatory action research.
�en, I outlined the purpose and philosophical underpinning for
the applied methods in analysing the empirical material: �rst, the
overarching hermeneutical approach to understanding and analysis
of empirical material through establishing the text to be interpreted
and entering into a dialogue with thematerial; second, writing poetry
as a way of �nding gold (instead of coins) and putting a magnifying
glass on the social reality and experience; third, analysing and rep-
resenting stories told and lived in the form of negotiated narratives;

801 Ibid., pp. 51–52.
802 Michel Foucault,�e History of Sexuality: Volume 1: An Introduction (Histoire
de la sexualité: 1. La volonté de savoir), translated by RobertHurley (New York:
Pantheon Books, 1978), p. 59.

803 Andreas Fejes and Magnus Dahlstedt,�e Confessing Society: Foucault, Confes-
sion and Practices of Lifelong Learning (London: Routledge, 2013).
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and fourth, through the creation of ethnodramatical forms of rep-
resentation where the empirical material is returned or placed in a
dialogical setting.
�e selected methods for producing and analysing the empirical

material are both suitable for the studied phenomenon and well-
aligned with the theoretical framework. Furthermore, using multiple
methods to produce and analyse the empirical material enabled me
to understand the studied phenomenon’s complexities better.�e
research process as it unfolded is a strength for this thesis. Moreover,
in including developmental aspects, besides opening for new un-
derstandings of the studied phenomenon, I partly moved from the
ocular metaphor of research,804 enabling the results to be more dir-
ectly implementable in higher music education in the future.
During the evaluation of the PAR, the students expressed that a

larger room with a grand piano instead of the Yamaha U1 upright
piano would have been bene�cial.805�ey expressed that the proxim-
ity between the one at the piano and the rest of the group in such a
smaller o�ce style room contributed to unnecessary self-awareness,
risking shi�ing the focus of attention. Already during the earlier
workshops, the students also expressed that the upright piano lim-
ited their technical performance and expressive possibilities. Given
that the workshops were conceptualised as centring on work in pro-
gress and not concert performances, I did not �nd the instrument
problematic.�ese issues could have been addressed more clearly
early on in the PAR. In future implementations of such workshops,
it should be valuable to address and negotiate the selection of room
and instrument, striving for solutions not negatively a�ecting any
participant.

804 Gergen, ‘FromMirroring to World-Making’, p. 287.
805 CarlHolmgren, ‘Empowering Piano Students of Western Classical Music: Chal-
lenging Teaching and Learning of Musical Interpretation in Higher Education’ (un-
der revision) (henceforth EPS).
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In this chapter, each of the four original articles and the confer-
ence paper which I have written as the sole author, constituting

the present compilation thesis, are summarised.�ree articles are
published in European, Nordic, and Swedish peer-reviewed journ-
als,806 whereas the fourth is under revision a�er being submitted to
an international journal, and the conference paper is published in
the proceedings of an international conference.807

6.1 A Philosophic Poetic Inquiry of Three Aspects
of Interpretation within Music Education Re-
search : An Autoethnodrama in Four Acts (pub-
lished)

�is article explores three aspects of interpretation deemed relevant
for this thesis focusing on teaching and learning musical interpreta-
tion of Western classical music in the context of higher music educa-
tion.�e three aspects are musical interpretation, hermeneutics, and
poetry.�us, the article strives to achieve a coherence between the
object studied, the chosen theoretical framework, and the arts-based

806 European Journal of Philosophy in Arts Education, Nordic Research in Music Educa-
tion, and Swedish Journal of Music Research.

807 Proceedings of the 23rd International Seminar of the ISME Commission on the Educa-
tion of the Professional Musician (CEPROM).
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approach of using poetry and autoethnodrama as tools for analysis
and representation.
�e broad philosophic poetic inquiry of interpretation has the

form of an autoethnodrama containing both poetical condensations
and haiku formed poems. Poetry is both used as a process of inquiry
and as a means of representation.�e autoethnodrama explores my
struggle with �nding a cogito for conducting arts-based research
and touches upon my personal history.�rough the combination of
autoethnodrama and a philosophic poetic inquiry, I �nd and present
a deeper understanding of musical interpretation, usage of poetry
and autoethnodrama in research, as well as of my personhood.
Moreover, outside of the autoethnographical and philosophical

aspects, empirical material consisting of qualitative semi-structured
interviews with six piano students and four teachers from three insti-
tutions in Sweden was produced, transcribed, and hermeneutically
analysed using haiku poems and poetical condensations.
�e �ndings, in the form of a discussion in the concluding re�ec-

tions, emphasise the distinct hierarchy within the master–apprentice
model, that the teachers did not always have high beliefs regarding
their students’ learning, that transfer of learning require students’
autonomously understanding the general principle behind the specif-
ics addressed by the teachers, and that the teachers seemed to harbour
a scepticism against scienti�c research on musical interpretation.

6.2 The Conditions for LearningMusical Interpret-
ation in One-to-one Piano Tuition in HigherMu-
sic Education (published)

�is article investigates piano students’ and teachers’ understand-
ings of how musical interpretation of Western classical music is
learned in higher education. Two research questions were formu-
lated: (1) how do students and teachers describe musical interpreta-
tion? and (2) how do students and teachers describe the conditions
for learning musical interpretation?�e same empirical material as
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in APP was hermeneutically analysed using both poetical condensa-
tions and haiku poems.
�e results consist of descriptions of musical interpretation and

outline a pedagogical paradox found in the conditions for the learn-
ing thereof. From an overarching perspective, both students and
teachers mainly de�ned musical interpretation as an activity, i.e., as
the process that results in a musical interpretation (mainly viewed as
a performance) that should be positioned in the continuum between
a non-interpretation (lecture about) and an over-interpretation (pla-
cing oneself in front of the masterpiece).�e conditions for learning
musical interpretation seemed to centre on students having achieved
a high level of autonomy.�ree aspects appeared to a�ect this con-
dition: both the student’s and the teacher’s view of what musical in-
terpretation is, the student’s experienced respectively acknowledged
freedom of interpretation, and (expectations on) the student’s ex-
plorative approach. As none of these aspects were reported as being
explicitly addressed during lessons, I suggest that verbalising them
more clearly could support piano students’ development.

6.3 The Sorcerer ’s Apprentice ’s Apprentices : A Crit-
ical Analysis of Teaching and Learning of Mu-
sical Interpretation in a Piano Master Class
(published)

�is article studies one seven day long piano master class in the
form of a self-contained university course.�e course was critic-
ally analysed from a hermeneutical perspective and philosophic-
ally discussed using three components from the ancient dialogue
Philopseudes concerning the learning of magic as well as my experi-
ences of musical apprenticeship.
�e produced empirical material consisted of observations of and

�eld notes from 18 master class lessons; transcriptions of six video-
stimulated interviews with two students, master class teacher, and
the students’ regular main instrument teacher; transcriptions of qual-
itative semi-structured follow-up interviews with two students and
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the students’ regular main instrument teacher; and scanned versions
of the students’ scores containing the master’s annotations.
�e results indicate that the students’ learning of musical inter-

pretation is hindered owing to the master class teacher’s beliefs and
actions, that the lessons centre on the master’s privileged access to
secret knowledge mediated in writing, and that the metaphors of
gods, ghosts, andWeiheküsse, can be used to understand the master’s
storytelling and teaching. Lastly, I suggest re-negotiating the master
class and teachers’ required competencies for such classes within
higher music education.

6.4 Response Guided Workshops on Musical Inter-
pretation : Developing a Model for Participat-
ory Instrumental Teaching Within Higher Mu-
sic Education (published)

�is conference paper reports a participatory action research project
on how response guided workshops can be arranged to improve
piano students’ learning ofmusical interpretation ofWestern classical
music. Five workshops were conducted with a group of four students
from the artistic bachelor programme at one institutionwithin higher
music education in Sweden.
�e empirical material consists of students’ scanned scores, au-

dio recorded performances, and written instructions; participants’
written responses; transcriptions of four video and audio-recorded
workshops; re�ective one-minute papers written at the end of each
workshop; and my written �eld notes and re�ections.
�e �ndings based on a hermeneutical analysis indicate that al-

though the implementation of such a response-guided model is chal-
lenging as roles shi�, students’ responsibility for and understand-
ings of musical interpretation seemed to increase. Furthermore, the
students stated that such workshops should be included in the cur-
riculum. It was also emphasised that the workshop leader a�ected
the tone for the sessions and that the students found my openness,
non-judgmental attitude, and humbleness crucial for establishing



empowering piano students 177

a fertile learning environment. I suggest that further developing
such workshops may contribute to increasing student autonomy and
responsibility for their learning, equal participation, andmultivoiced-
ness in pedagogical situations.

6.5 Empowering Piano Students of Western Clas-
sical Music : Challenging Teaching and Learn-
ing of Musical Interpretation in Higher Educa-
tion (under revision)

�is article aims to empower piano students and explore their un-
derstandings of how teaching and learning of musical interpreta-
tion of Western classical music could be developed to support their
autonomy and personal, authentic artistic voice. Two research ques-
tions were formulated: (1) how have students experienced teaching
and learning of musical interpretation? and (2) how do students
envision a meaningful organisation of such teaching and learning?
�e full empirical material created during the participatory action

research project, reported in RGW, was hermeneutically analysed,
and four narratives were created and twice collaboratively negotiated
with the group of four students.
�e results indicate that the students �nd their education back-

wards-looking, emphasising imitation and reproduction over au-
tonomous and creative interpretation, and not prepare them for a
professional career in music. Furthermore, if honestly asked in a
dialogical context, the students can both identify issues with their
current education and, if provided with an alternative, also, as a re-
sponse to their own criticism, envision another way of organising
such education.�ey envisioned a meaningful education as collabor-
ative and dialogical, characterised by openness, humbleness, honesty,
and mutual understanding where musical interpretation is viewed as
a complex, ongoing, open-ended process, allowing for multiple, in-
compatible views, thus breaking from the master–apprentice model
traditionally found within higher music education of Western clas-
sical music.
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no constant data
another researcher

will �nd other results808
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In this chapter, the results presented in the four articles and the
conference paper are synthesised and thematically organised to

answer the three research questions, thus ful�lling this thesis’s aim.809

7.1 teachers ’ and students ’ understandings of mu-
sical interpretation as educational content

�e �rst research question asks how teachers and students under-
stand musical interpretation of Western classical music as educa-
tional content.�e results centre on seven themes: (1) musical in-
terpretation seen as (almost) identical with musical performance,
(2) the freedom and constraints of musical interpretation, (3) a singu-
lar or multiple view on possible and desirable musical interpretations,
(4) cohesion and the relation between the parts and the whole in a
musical interpretation, (5) when the process of musical interpreta-
tions begins during the study of a piece, (6) whose interpretation is
to be performed including aspects of authenticity, and (7) the view
of the bene�ts of scienti�c research on musical interpretation.
First, from an overarching perspective both the students and teach-

ers mainly de�ned musical interpretation as an activity, i.e., as the

808 Hommage à Hammarskjöld, see haiku poem in the preface on page xiii.
809 When referencing TCF and APP, the plural form ‘the students’ and ‘the teachers’
are consequently used, as the analysis and presentation in these articles consisted
of aggregations on that level.�is also applies to students in TSA, RGW, and EPS.
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process that results in a musical interpretation (mainly viewed as a
performance) that should be positioned in the continuum between
not interpreting enough and an over-interpretation.810 According
to the teachers, musical interpretations must make sense to the
listener, indicating a conceptualisation ranging from comprehensible
to incomprehensible,811 thus emphasising the communicative aspect.
However, it seemed to be implied that whether an interpretation was
understandable or not was up to the individual teacher to decide.
Although the view that musical interpretations could exist outside of
a musical performance was articulated, the students in the �rst two
movements conceptualised performance as the only way for other
persons to gain knowledge of such interpretations.812However, in the
PAR, the students were able to discern between an intended musical
interpretation and what manifested in performance.813 Regarding
the term ‘interpretation’ itself, the teachers questioned how o�en
they used it in their teaching.814
Second, both teachers and students emphasised that musical inter-

pretation partly is a subjective activity,815 where interpreters are both
required to domore thanmerely play what is notated in the score and
refrain from imposing themselves before the masterwork.816 Regard-
ing the boundaries of the artistic license for creative interpretation,
i.e., the freedom and constraints of musical interpretation—what
I suggest labelling as an interpretative paradigm817 (see discussion
on page 213)—both the students and teachers believe that more tal-
ent, knowledge, and experience opens up more possibilities.�us,
the most outstanding musicians were thought to have the greatest
interpretive freedom,818 signi�cantly larger than the participating
teachers’ (‘lesser geniuses’819 or ‘dwarfs’820,821) and their students’.822
�e students understand that they could interpret scores in ways that
the composers had not intended and that it would be possible to

810 TCF, p. 117. 811 TCF, p. 117. 812 APP, p. 40. 813 RGW; EPS. 814 APP, p. 15; TCF,
p. 109. 815 TCF, p. 116. 816 TCF, p. 119. 817 TCF, pp. 120 & 124. 818 TCF, p. 117.

819 Translation from Swedish ‘mindre genier som vi’ in TCF, p. 117. 820 TCF, p. 117.
821 See also section 5.4.2.1 on page 159 for the relation between empirical material and
these terms.

822 APP, pp. 20 & 22; TCF, p. 116.
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convince a listener that it should be performed that way. Nonetheless,
it seems as they, especially students in the lower levels of study, in
practice, limit their own agency regarding creative interpretation as
they used expressions such as ‘not doing as I really should’.823
Both teachers and students believed that understanding com-

posers’ intentions and being true to the musical work were essential,
suggesting that personal expression is con�ned within limits set by
the composer and the composition.824�is view points towards both
a conception where not all freedom is bene�cial to the music or
the listener,825 and a guiding principle of recommending the per-
former to abstain from interpreting too freely, as expressed by the
teachers’ ‘those who stand in front of Beethoven’.826 Furthermore, it
indicates the belief that it is to some degree possible to get in touch
with these intention(s), even in the case of dead composers.827�is
emphasises textual �delity and the beliefs of a �xated and regulative
but intangible musical work in line with the Werktreue paradigm
and romantical hermeneutical tradition.828 Accordingly, these inten-
tions or �xed meanings, as encoded in the scores, should be revealed
or exposed to the listener, instead of, as expressed by the teachers’
‘drowned in subjective interpretation’.829 From the students’ perspect-
ive, the scores included important information such as dots, marks,
and instructions, however ‘much is between the lines’.830 On the one
hand, the students, especially those in the lower levels of education,
i.e., the teacher training program, seemed to view this as a lack of
precision of clarity, causing feelings of insecurity. On the other hand,
those within the artistic master program tended to understand it as
a possibility for personal expression.
�ird, regarding if a singular or multiple views are possible and

desirable within musical interpretation, there seemed to be a clear
discrepancy between the teachers’ and the students’ understandings.
Whereas the teachers conceptualised musical interpretation as open-
ing for a multiplicity of brilliant interpretations (however how such
performances could be generated and what characterised them was

823 APP, p. 41. 824 APP, p. 18. 825 TCF, p. 117. 826 APP, p. 41. 827 TCF, p. 116.
828 APP, p. 19. 829 APP, pp. 41–42 & 66. 830 APP, p. 19.
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not explicitly touched upon),831 the students stated that as they found
it di�cult to �nd di�erent expressive interpretations they instead
strived to recreate the same interpretation over and over again.832�e
students’ understanding of musical interpretation and its limitations
also seemed to be related to their experienced freedom therein.833
Fourth, regarding the coherence between the parts and the whole

in musical interpretations, the students seemed to view an interpret-
ation as a collection of beautiful passages rather than striving for
a conception where the parts and the whole interact, potentially
indicating that they lack knowledge of general principles for how
interpretations could be formed within an interpretive paradigm.834
In contrast, the teachers’ understandings emphasised the importance
of relating to the music organically,835 which could be understood as
implying that there should be some relation between the parts and
the whole and that this relation should be guided by the interpreter’s
‘good taste’.836
Fi�h, for the students, learning of repertoire seemed to be con-

ceptualised as a two-stage process where they �rst learn the notes
and only later being to interpret. Especially the students enrolled in
the music teacher training program emphasised the importance of
playing correctly, i.e., to play the right notes properly, were afraid
of making wrong decisions, and had di�culties forming their own
opinions regarding musical interpretation.837 In contrast, the teach-
ers tended to view the interpretation as something that takes place
during the whole period of studying a piece, also, at least partly,
including the performance itself.
Sixth, regarding whose interpretation that is to be performed, the

students emphasised that although it was possible to ‘copy others’
interpretations’ this would lead to them passing on their own in-
terpretation.838 As expressed by the teachers, such a process would
lead to the student performing another person’s interpretation, or
more drastically put ‘it is really somebody else playing’.839 Instead,
the teachers emphasised that musical interpretation is about ‘the

831 TCF, p. 117; TSA, p. 13 832 APP, p. 26 833 TCF, p. 117. 834 RGW, p. 55.
835 APP, p. 19. 836 APP, p. 19. 837 TCF, p. 117. 838 APP, p. 50. 839 TSA, p. 12.
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person’s interpretation / not how I / or one should play this piece’.840
�us, it is indicated that the participants share the understanding
that the subject engaging in musical interpretation should possess
and be capable of expressing a personal and authentic artistic voice.
However, the artistic license that such a voice entails seems to di�er
somewhat substantially.
Seventh, a tendency was identi�ed that the teachers were not that

interested in scienti�c research on musical interpretation.841 Further-
more, the understanding that such interpretations are impossible
to construct could indicate that the teachers hold a romantic or ma-
gical view.842 Such views might imply that musical interpretation
is something that one knows (or not) how to do. If this is accepted,
the tools enabling and facilitating such constructions need not be
directly addressed in instrumental teaching, as teachers decode the
secret knowledge843 during the lessons.844

7.2 teachers ’ and students ’ understandings of teach-
ing and learning of musical interpretation

�e second research question asks how teachers and students un-
derstand teaching and learning of musical interpretation of Western
classical music.�e results centre on seven themes: (1) the conditions
for learning of musical interpretation, (2) the teachers’ function in
the students’ learning of musical interpretation, (3) the discrepancy
between the teachers’ and students’ conceptions of learning content
and outcome, (4) views on the learning process, (5) the teachers’
goal with the education, (6) the students’ experiences of their educa-
tion, and (7) how the students’ pianistic level a�ects the pedagogical
situation.
First, the conditions for learning of musical interpretation seemed

to centre on the student having achieved a high level of autonomy,

840 APP, p. 51; see also TSA, p. 49. 841 APP, p. 24. 842 APP, p. 50.
843 Secret knowledge is conceptualised as ‘the knowledge whose sharing is regulated
through factual or metaphorical non-disclosure agreements’ in TSA, p. 38. See also
TCF, p. 121.

844 TSA, p. 44.
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thus outlining a pedagogical paradox.�ree aspects appeared to
a�ect this condition; namely: (1) both the student’s and the teacher’s
understandings of what musical interpretation is, as they a�ect the
goals, methods, and content of teaching and learning; (2) the free-
dom of interpretation experienced by the student and acknowledged
by the teacher, which shapes this as a learning object and deems
what is possible for the student to achieve,845 and how this a�ects
the boundaries of the student’s interpretative paradigm; and (3) the
student’s explorative approach and the teacher’s expectations thereof,
and how this a�ects the (educational) contract between teacher and
student regarding the division of labour as well as responsibility
for the student’s progress. Furthermore, these aspects were neither
observed nor reported to be explicitly addressed during lessons.846
�is indicates that the current interpretive paradigm, was neither
shared nor negotiated,847 and that it was up to the student to ad-
apt to the teacher’s interpretive paradigm.848 Both the students and
teachers expressed the importance of having the will to accomplish
musical interpretations that they could not play at present, as such
understandings were seen as guiding the students’ development.849
Moreover, the teachers seemed to have an absolute view on music-

ality which more or less relieves them from educational responsibilit-
ies as they conclude that learning outcomes depend on the students’
abilities rather than on their actions and the activities during les-
sons.850 Furthermore, according to the teachers, with less talented or
creative students, they increased the use of cycles of demonstration
and imitation, pedagogical devices whose e�cacy was doubted by
the teachers851 and students.852
Second, the teachers’ function for students’ learning of musical

interpretation tended to be described as guardians and mediators of
composers’ intentions, with privileged access to performance history,
good taste, and aesthetic judgment.853 �us, from an overarching
perspective, the master–apprentice tradition still seems to be in use,

845 TCF, p. 117. 846 TCF, p. 120. 847 TSA, p. 13. 848 TSA, pp. 48–49.
849 TCF, pp. 118–119. 850 TCF, p. 124; TSA, p. 10. 851 TSA, p. 10. 852 EPS.
853 TCF, pp. 116 & 119–120; TSA, pp. 12 & 14.
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giving the teachers and their private or secret knowledge a unique
status, especially as the most important information for musical
interpretation is not necessarily explicit in the notated scores.854 Fur-
thermore, the lessons seemed to centre on the mediation of secret
knowledge,855 either through teachers’ decoding of the notation or
encoded in their annotations in the students’ scores.856�e annota-
tions themselves appeared to function as an extension of the teacher,
striving to guard and preserve the tradition.857 It was also indicated
that at least the master class teacher had a tendency to write the same
annotations in the students’ scores today as she did twenty-�ve years
ago.858 Such behaviour could indicate a reproductive and �xed view
of musical interpretation.
Although some of the teachers stated that they found the master–

apprentice model old-fashioned, outdated, and inappropriate in
higher education,859 they did not seem to actively help the students
to break free from this convention during lessons or the organisation
of studies.860�us, there seems to be a discrepancy between what is
said and what is done.861 Furthermore, the tendency that the teachers
did not present argumentative support, except for favouritism and
authority, for their demonstrations and solutions to the students’ spe-
ci�c problems was identi�ed,862 probably diminishing the transfer
of learning.
�ird, regarding both learning content and outcome, a discrep-

ancy was identi�ed between the teachers’ and students’ conceptions.
Whereas the teachers believe that they are teaching general aspects
and principles of musical interpretation, the students understand
the teaching to centre on speci�cs.863 Although the teachers �nd
students’ capacity for independently generalising from speci�cs lim-
ited,864 they do not provide them with information or instructions
about how they are supposed to generalise from speci�cs.865�us,
the teachers tended to address the symptoms, through demonstration
and imitation, metaphorically expecting that the students independ-

854 TCF, pp. 116 & 123; TSA. 855 For de�nition of secret knowledge, see footnote 843
on page 183. 856 TSA, p. 13. 857 TSA, p. 20. 858 TSA, p. 15.

859 TCF, pp. 116 & 123. 860 EPS. 861 TCF, p. 122. 862 TSA, p. 13; EPS.
863 TSA, pp. 11–12. 864 TSA, p. 11; see also APP, p. 70. 865 TSA, p. 12; EPS.
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ently should understand how to cure the underlying diseases.866
Moreover, it was indicated that the current interpretive paradigm,
where the learning was supposed to take place, was neither verbal-
ised, negotiated, nor shared, and that teachers did not make sure
that the students’ understanding was the same as theirs or at least
compatible.867 Consequently, the students’ transfer of learning of
musical interpretation is hindered owing to the teachers’ beliefs and
actions.868 In sum, a focus on the transmission of the how-questions
(the solution for a particular problem) over the why-question (the
overarching principles and general thoughts behind the decision)
was identi�ed.869 Taken together with the tendency found that the
students seem to conceptualise musical interpretation as a linear and
stepwise procedure, continuing phrase by phrase, instead of viewing
the overarching picture, there appears to be a mismatch between the
teachers’ intentions and the students’ understandings.870�is situ-
ation might be summarised as the pedagogical paradox that for to be
able to understand the teaching the student needs to have mastered
the skills that were intended to be developed, as indicated when I,
as more of an expert on the subject, could understand the master
class teacher’s underlying intentions more in-depth than the students
could.871
Fourth, regarding the view of the learning process, the teachers

emphasised that it is counterproductive for students to settle on a
de�nitive interpretation too early in the process and believe that
there only exists one correct interpretation.872 Instead, the student
should have and be able to express an idea, to which the teacher
should function as a mirror and, if necessary, ‘tell you why it is not
so good’873 hopefully leading to a productive dialogue. However,
students were seen as in general having too little understanding of
Western classical music, literature, architecture, and art in general,
which limit their ability to interpret music well.874 Furthermore,
students’ strange or malfunctioning interpretations are understood

866 TSA, p. 12; EPS. 867 TSA, p. 13. 868 TSA, p. 8. 869 TCF, p. 121; TSA; EPS.
870 RGW, p. 56. 871 TSA, p. 21. 872 TCF, p. 117; TSA, p. 13. 873 APP, p. 51.
874 TCF, pp. 117–118.
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as signs of not understanding the composition, not indicating that
the student could hold another, perhaps incompatible, interpretive
paradigm.875 Although thought to put the teacher in the backseat,
this practice more or less put them in the drivers’ position, in con�ict
with their expressed view that teachers should neither dictate how
the students should play nor put the ‘interpretations in the students’
hand’.876
Fi�h, from the teachers’ perspective, the overarching goal with

the education was that students should acquire a good taste and a
capacity to organically relate to the music and musical interpretation
itself.�e teachers had (acquired) good taste, which they exercised by
avoiding the two extremes of not interpreting enough (‘lecture about
rather than a performance of ’877) or interpreting too freely (‘placing
themselves in front of themasterpiece’878). Students should thus learn
to correctly navigate within this continuum during their studies.879
Otherwise, the music will become distorted and incomprehensible
for the listener.880 However, the teachers mainly seemed to refer to
themselves when talking about listeners, indicating that they were
privileged dittoes.
Sixth, the students describe their education as backwards-looking

and not preparing them for autonomous learning and musician-
ship.881�e students seem to adapt to their teachers’ views of musical
interpretation through the cycles of demonstration and imitation.882
According to the students, such a practice may lead to quick im-
provement during the lessons but does not lead to lasting results nor
prepare them for autonomous work outside of the lessons.883 At the
same time, the teachers questioned the diagnostical value of students’
improvement of their playing during the lessons as a way of under-
standing what they had learned and would permanently remain.884
Furthermore, the students reported that they had questions that re-
mained both unasked and unanswered regarding their education.
Such questions ranged from lack of argumentative support for the
teachers’ solutions to the students’ problems, to why the students

875 APP, p. 51. 876 APP, p. 50. 877 TCF, p. 117. 878 TCF, p. 117. 879 TCF, p. 117.
880 APP, pp. 19–20. 881 EPS. 882 TSA, p. 12. 883 EPS. 884 TSA, p. 15.
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should engage in certain activities, what they do learn, and what they
are expected to learn.885 In itself, this indicates a need for a more
developed and re�ned dialogue regarding both educational content
and pedagogical activities.
Seventh, the students’ pianistic level seemed to a�ect the ped-

agogical situation both regarding the students’ agency and teachers’
actions.�e tendency was that students in the music teacher training
program expected to get direct answers regarding how they should
play a speci�c section or piece and emphasised their di�culties of
forming their own opinion. In contrast, students enrolled in ad-
vanced level studies seemed to be on more of an equal footing in
discussions with their regular instrumental teacher, perhaps due to
the students’ greater knowledge or the teachers’ conceptions thereof,
and that they, in general, seem to be better prepared for lessons.886
�e teachers reported that with students that they found less talented
or creative, the cycles of demonstration and imitation was increased,
although both teachers and students doubted the lasting e�ect of
these devices.887 Moreover, both teachers and students seemed to be
aware of the distinct hierarchy regarding power and knowledge.888
From the students’ perspective, this was described as a problem that
could be addressed through more dialogical ways of organising the
pedagogical situations.889

7.3 how verbal and musical dialogues could be used
for improving teaching and learning of musical
interpretation

�e third research question asks how verbal and musical dialogues
could be used for improving teaching and learning of musical in-
terpretation.�e results centre on three themes: (1) areas identi�ed
where such dialogues seemed to be lacking, (2) necessary prerequis-
ites for making a truly dialogical instrumental educational possible,
and (3) how verbal and musical dialogues could be used for improv-

885 EPS. 886 TCF, p. 118. 887 TSA, p. 10; EPS. 888 APP, p. 70; EPS. 889 EPS.
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ing teaching and learning of musical interpretation in higher music
education.
First, regarding areas containing identi�ed lack of verbal and mu-

sical dialogues, it was indicated that what musical interpretation
is, might be, or could be was not touched upon during the lessons.
Neither the current interpretive paradigm, wherein the teaching
and learning were supposed to occur, students’ freedom and con-
straints in musical interpretation, nor (expectations on) the student’s
explorative approach and autonomy were discussed.890 It was also
indicated that no real verbal or musical dialogues took place during
the lessons studied, which seemed to restrict the students’ learning
potential.891 Students’ verbal interaction mainly consisted of answers
to questions regarding repertoire, scheduling of lessons, agreeing on
where they were in the score, and transitional dittoes. A tendency was
also identi�ed that students enrolled in less advanced level studies,
i.e., in the teacher training programme, reported to be on a less of
an equal footing in discussions with their teacher,892 thus indicating
that the students had to earn their position in the dialogue, rather
than it being axiomatically a�orded to them through the design of
the pedagogical situation.
Second, it was indicated that honest and real musical and verbal

dialogues required openness, non-judgmental attitude, and humble-
ness.893�is could be understood as a pedagogical situation where
both student(s) and teacher(s) are open and feel secure enough
to put something at risk, instead of trying to conceal their non-
understanding894 and reproducing unproductive power hiearchies.895
�ree key areas for achieving such a pedagogical situation were iden-
ti�ed: (1) overcoming the fear for change and being open for such
development, (2) striving to understand the other’s views and sup-
porting arguments, and (3) refusing blind acceptance of appeals to au-
thority, tradition, and prejudgements.896 In sum, these areas outlines
a pedagogical situation in stark contrast to the master–apprentice
tradition.

890 TCF; TSA, p. 13; RGW; EPS. 891 TSA. 892 TCF, p. 118. 893 RGW, p. 54.
894 APP, p. 72. 895 EPS. 896 TSA, p. 22; see also EPS.
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�ird, musical and verbal dialogues were indicated to be valu-
able in improving teaching and learning of musical interpretation
in higher music education through opening for verbalisation and
negotiation of the current interpretative paradigm that the interpret-
ation and performance are to be conceived in and judged against.
Such communication should increase the possibility for achieving
a shared understanding of and identifying di�erences of opinions
and underlying argumentative support.�us, decreasing the risks
for counterproductive misunderstandings regarding topics including
which learning object is addressed and why as well as the intended
learning outcome.897
�e teachers’ capacity to verbalise and to engage in such dialogical

practices seemed to be situationally bound, requiring the other (in
this case, the researcher) to have the status of an expert to be seen
as an equal and thus quali�ed to formulate relevant questions in the
dialogue.898�us, at an institutional level, systematically empower-
ing students’ agency to ask such questions, through establishing
a broader pedagogical milieu, opening for real discussions, could
perhaps positively a�ect the communication between students and
teachers.899
Results from the PAR indicate that response guided workshops on

musical interpretation can contribute to increased autonomy and
responsibility, equal participation, and multivoicedness, i.e., open-
ing for a diversity of opinions and experiences within instrumental
teaching in higher music education.900 Furthermore, the pedago-
gical situations created within the PARwere described by the students
as dialogical, characterised by openness, humbleness, honesty, and
mutual understanding.901 Such a milieu seemed important for the
students to conceptualise musical interpretation as a complex, on-
going, open-ended process where multiple, incompatible views are
possible.902 Furthermore, construing the workshops as collaborative
laboratories where the teacher is seen as a fellow traveller and facil-
itator could open for students’ and teachers’ sharing their creative

897 TSA, p. 13; EPS; See also RGW. 898 TSA, pp. 12, 13, & 18. 899 See EPS.
900 RGW, pp. 56–57; EPS. 901 RGW, p. 54; EPS. 902 EPS.
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exploration of musical interpretation. Lastly, the students stated that
such workshops should be included in the curriculum, which points
to their understanding that such a way of organising instrumental
education can be bene�cial.903
�ree pedagogical models, developed or adapted during the PAR to

address the lack of verbal and musical dialogues, seem promising:904
(1) the text triangle905 adapted to the realm of musical interpretation,
(2) the hermeneutical circles of musical interpretation,906 and (3) the
model for argumentative strategies in talking aboutmusical interpret-
ation of Western classical music.907 First, the use of the text triangle
adapted to the realm of music was indicated to be a promising way
of addressing a too detail-focused approach where the larger per-
spective is missing908 and to opening for discussions regarding the
importance of taking the intended performance context into account
when conceiving or adapting a musical interpretation. Second, the
model of the hermeneutical circles of musical interpretation was
indicated to be of use in raising students’ awareness of the di�er-
ences between the interpretation of a text and musical interpretation
inside and outside of performance.909 �ird, using the model for
argumentative strategies in talking about musical interpretation of
Western classical music seemed valuable for strengthening students’
music-related argumentative competence and helping them develop
their giving, categorising, and evaluation of response. Furthermore,
it could also be bene�cial for developing a metalanguage for talking
about such aspects.910
In total, these models opened for discussions about interpretive

paradigms, i.e., the freedom and constraints of musical interpret-
ation, and what musical interpretation is, might be, and could be.
Although the students initially had limited capacity for verbalising
their thoughts about musical interpretations and found it di�cult to
select topics to focus on during the response guided workshops, and

903 RGW, p. 56. 904 RGW. 905 See the adapted and original models in the appendix
on page 533. 906 See model in the appendix on page 536.

907 See the adapted model, including a list of the seven stages, in the appendix on page
539.

908 RGW, p. 56. 909 RGW, p. 52. 910 RGW, p. 12.
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tended to focus on details,911 they were able to begin to grapple with
the concept of interpretive paradigms, and conceptualise musical
interpretation as a complex, ongoing, open-ended process, where
multiple, incompatible views are possible, thus breaking from the
Werktreue model.912
Lastly, as earlier mentioned, students enrolled in more advanced

level studies seemed to be on more of an equal footing in discussions
with their main instrument teachers.913�is suggests that such dia-
logical aspects should be implemented already in the earlier stages
of higher music education to stimulate the development of these
capacities and metacognitive strategies, especially as the teachers
were indicated to gravitate towards an absolute view on musicality
and talent.914

911 RGW, p. 53. 912 EPS. 913 TCF, p. 118. 914 TCF, p. 124; TSA, p. 10.
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In this chapter, �rst, the results from this thesis are discussed.
Second, strengths, limitations, and suggestions for further re-

search are given. Finally, an epilogue concludes this thesis.

8.1 teaching of musical interpretation

�e results indicate that the teachers seem to hold an absolute view on
musicality and talent.�is �nding is in line with earlier research.915
From this position, the teachers can legitimately argue that neither
their actions nor the design of pedagogical situations a�ects the learn-
ing outcome, as the students’ given talents govern it,916 thus relieving
the teachers of responsibility for providing Au�orderung. Such a
view is neither compatible with a dialogical learning theory nor with
scienti�c research on the development of expertise.917 Kingsbury918
observes that

915 Brändström, Vem är musikalisk? [Who is Musical?]; Kingsbury,Music, Talent,
and Performance; See also Sloboda, ‘�e Acquisition of Musical Performance
Expertise’; Bull, Class, Control, and Classical Music.

916 See Kingsbury,Music, Talent, and Performance, p. 67.
917 See, e.g., Burgoyne, Hambrick, and Harris, ‘�e Origins of Musical Expertise’;
Mosing, Peretz, and Ullén, ‘Genetic In�uences on Music Expertise’; Richard
Plomin, ‘Foreword: Behavioral, Neural, and Genetic Approaches to Complex Skill’,
in�e Science of Expertise: Behavioral, Neural, and Genetic Approaches to Complex
Skill, with a foreword by Robert Plomin (New York: Routledge, 2018), pp. xiv–xvii.

918 Kingsbury,Music, Talent, and Performance, p. 60.
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the dynamics of talent entail the irony that in music
education, it is the talented few who can be taught that
which may in the end be unteachable.

�e teachers described autonomy and a personal, authentic artistic
voice as the overarching goals, in linewith legislation919 and LQDs (see
section 2.2.2 on page 36). However, these competencies seemed to
be viewed as prerequisites rather than possible to systematically and
methodically develop in higher music education. Viewing autonomy
as a characteristic that should be present in the student, rather than
something possible to develop during the studies, is in line with the
�ndings by Gaunt.920 Furthermore, she noted that two teachers
described their independent thinking in terms of a ‘stubborn charac-
teristic’ rather than a skill developed during their studies.921 Taken
together, this could indicate that teachers who themselves were or
developed autonomous and independent thinking skills without in-
structional support hold the position that those are neither possible
to develop nor stimulate due to lack of personal experience.�is
way of arguing opens for important questions, including the general
purpose, use, and value with higher music education, if it is assumed
that what is supposed to be learned there cannot be learned by those
who do not already have the knowledge and skills. Such a pedago-
gical paradox goes back to Plato’s doctrine of anamnesis outlined in
Meno.922
�e teachers’ verbal reports, observed actions, and organisation

of the pedagogical situations seemed to do little to support students’
development of that highly valued autonomy. Such discrepancies
between teachers’ descriptions of their aims with their teaching and
their descriptions of and actions taken during lessons is in line with

919 Swedish Council for Higher Education,�e Higher Education Ordinance:
Annex 2.

920 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 239.

921 Ibid., pp. 223–224.
922 Plato, ‘Meno’, in JohnM. Cooper and D. S. Hutchinson (eds.), Plato: Complete
Works (Indianapolis: Hackett, 1997), pp. 870–897.
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earlier �ndings.923 Furthermore, from the perspective of organisa-
tional theory, it has been found that individuals and organisations
o�en hold two kinds of theories simultaneously: one that governs
what they say about their actions (espoused theory) and a rather
di�erent one that governs what they actually do (theory-in-use).924
Partly as a response to such �ndings, Jørgensen925 already in 2000
urged that developing students’ autonomy should be placed on the
institutional agendas and systematically acted upon. However, the
present results do not indicate that such a shi� has yet manifested.
�e �ndings indicate that the instrumental lessons appear to be

mainly devoted to cycles of demonstration and imitation and cent-
ring on details, a practice that both the students and teachers ques-
tioned the e�cacy of. Although the teachers assumed that students
should generalise from the speci�cs to the general and severely ques-
tioned their capacity to do so, they neither provided the students with
the instruction that they should do it nor how they should do it.�us,
these cycles seemed to lack descriptions, argumentative support, and
checking of students’ understanding. Such characteristics are typ-
ical of the teacher-led and dominating command-style method o�en
associated with themaster–apprenticemodel.926 Regarding the teach-
ers’ argumentative support, only the lowest two levels, favouritism
and authority, from the seven-step model proposed by Rolle927

923 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 240; Koopman et al., ‘Focus on Practice-Relationships
Between Lessons on the Primary Instrument and Individual Practice in Conser-
vatoire Education’, p. 389; Persson, ‘Brilliant Performers as Teachers’, p. 33; See also
Tagg,�e Learning Paradigm College, pp. 37, 145, 320, & 353; Idem,�e Instruction
Myth, pp. 73–74 & 158–159.

924 Argyris, Putnam, and Smith, Action Science, pp. 81–82.
925 Jørgensen, ‘Student Learning in Higher Instrumental Education’, p. 75.
926 Young, Burwell, and Pickup, ‘Areas of Study and Teaching Strategies in Instru-
mental Teaching’; Koopman et al., ‘Focus on Practice-Relationships Between Les-
sons on the Primary Instrument and Individual Practice in Conservatoire Educa-
tion’, p. 389; Wagner, Producing Excellence, p. 100; Burwell, ‘A Degree of Inde-
pendence’, p. 212.

927 Christian Rolle, ‘Argumentation Skills in the Music Classroom: A Quest for
�eory’, in Adri de Vugt and IsoldeMalmberg (eds.), European Perspectives on
Music Education: 2. Artistry (Wien: Helbling, 2013), pp. 137–150; see also Christian
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were used.928�e lack of higher-level argumentation and support
for the teachers’ artistic and pedagogical choices probably dimin-
ishes the students’ transfer of learning. Although the participants
described that imitation could quickly improve the students’ playing
during lessons, they questioned how lasting the learning was and
what it really consisted of. Earlier research has indicated that im-
proved performances during lessons not necessarily implies lasting
student learning,929 nor is a good way of evaluating their learning,930
nor a secure measure that they have a similar, or a compatible, un-
derlying mental conception as the teacher.931 Nonetheless, it is also
consistent with earlier �ndings that the teachers tended to, at least
momentarily, view students’ improved playing during the lessons as
a measure of their learning.932 It was also indicated, however, that the
teachers did not think that the students really had understood and
could autonomously use the skills represented in their performances
a�er such cycles of demonstration and imitation. Moreover, on the
topic of whose interpretation that students should abide by, the par-

Rolle, Lisa Knörzer, and Robin Stark, ‘Music-related Aesthetic Argumentation:
Confronting a�eoretical Model with Empirical Data’, Nordic Research in Music
Education. Yearbook, 16 (2015), pp. 315–326; Christian Rolle, ‘What is Right?What
is Wrong? Music Education in a World of Pluralism and Diversity’, Philosophy of
Music Education Review, 25/1 (2017), pp. 87–99.

928 See the appendix on page 539 for a short description of the model.
929 Mills, ‘Conservatoire Students’ Perceptions of the Characteristics of E�ective In-
strumental and Vocal Tuition’, p. 81; Hultberg, Vem äger lärandet? [Who owns the
Learning?], p. 9; Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions
of Instrumental and Vocal Students’, p. 180; Hultberg and Holgersson, ‘Students’
and Teachers’ Expectations’, pp. 132–135; Holgersson, ‘Musikalisk kunskapsutveck-
ling i högre musikutbildning [Musical Learning and Development in Higher Music
Education]’, p. 141.

930 Hultberg, Vem äger lärandet? [Who owns the Learning?]; Hultberg and Hol-
gersson, ‘Students’ and Teachers’ Expectations’; Holgersson, ‘Musikalisk kun-
skapsutveckling i högre musikutbildning [Musical Learning and Development in
Higher Music Education]’; Cf. Hastings, ‘ “With Grace under Pressure”’, p. 252.

931 Lehmann, ‘Acquired Mental Representations in Music Performance’.
932 Hultberg, Vem äger lärandet? [Who owns the Learning?]; Mills, ‘Conservatoire
Students’ Perceptions of the Characteristics of E�ective Instrumental and Vocal
Tuition’; Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instru-
mental and Vocal Students’.
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ticipants agreed that it was the students’ understandings that should
materialise. However, the students’ experiences, the teachers’ verb-
alisations, and the master class teacher’s actions seemed to indicate
that they were in fact more or less adhering to the practice of ‘merely
conducting a performance of our own through our pupil’s �ngers’.933
�us, there was a dissonance between the espoused theory that teach-
ers should not put ‘interpretations in the students’ hand’934 and the
actions taken, which more resembled that ‘it is really somebody else
playing’.935 In sum, this outlines a situation where the teachers more
or less give the students direct solutions to their speci�c problems
during lessons, probably for reasons of believed e�cacy,936 while at
the same time being aware that they do not aid the students’ devel-
opment of the necessary tools and meta-cognitive skills.
Applying the perspectives suggested by Gaunt,937 the lessons

could be understood as centring on corrective instead of generat-
ive feedback, having a product focus on the particular performance
rather than addressing the process, and focusing on short-term in-
stead of long-term goals such as lasting and transferable learning.938
�e students’ expressions indicated that they generally held a more
singular view of musical interpretation than the teachers did.939 One
explanation for this could be that the above-mentioned characterisa-
tion of the lessons emphasised the polishing of one solution, instead
of emphasising the existence of multiple possible ones. Another ex-
planation could be the tendency that the students’ understandings of
musical interpretation were more closely aligned with a Werktreue
position. In addition, it could also indicate that conceptualising mu-
sical interpretation as entailing multiple di�erent interpretations of

933 Matthay,Musical Interpretation, p. 21, emphasis in original. 934 APP, p. 50.
935 TSA, p. 12. 936 See, e.g., Burwell,�e Meaning of Interpretation, p. 25.
937 Gaunt, ‘Apprenticeship and Empowerment’, pp. 45–49.
938 Young, Burwell, and Pickup, ‘Areas of Study and Teaching Strategies in Instru-
mental Teaching’; Koopman et al., ‘Focus on Practice-Relationships Between Les-
sons on the Primary Instrument and Individual Practice in Conservatoire Educa-
tion’; See also Wagner, Producing Excellence; See also the position argued for in
Berman, Notes From the Pianist’s Bench, p. 223.

939 See the distinction between the singularist and multiplicist stances in Krausz,
‘Rightness and Reasons in Musical Interpretation’, p. 80.



198 discussion

a single piece is signi�cantly more di�cult and a skill that should be
systematically addressed in music education.940�us, it would be
valuable to conceptualise and consciously explore a space consisting
of the two dimensions of the number of interpretations (singularity–
plurality)941 and whose interpretation is to be performed (imitation–
authenticity) in pedagogical situations. Moreover, I believe that mul-
tiplicity in interpretation aligns with not only democratic ideals but
also ecologists’ warnings of the dangers of monocultures.
Instructional feedback needs to be understandable, contain in-

formation that can be acted on, and that the receiver is required or
have the opportunity to use the feedback.942 Furthermore, such feed-
back needs to address both learning, in the sense of enabling students
to avoid repeating the same mistake in the future, and improvement
of the performance of the particular task at hand.943Moreover, a feed-
back episode must contain learning for both student and teacher.944

940 One famous, and perhaps mythological, example of a musician, who when pressed
were capable of conceiving and performing multiple interpretations of a singular
musical work is that of Franz Liszt, as quoted by Charles Rosen,�e Romantic
Generation (Cambridge: Harvard University Press, 1995), pp. 510–511; See the model,
based on Perry’s levels of intellectual development, ranging from the ‘[e]mphasis on
playing correct notes, no consideration of interpretation’ to ‘[o]wn personal style of
performance developed’ as suggested in SusanHallam, ‘Approaches to Learning
and Performance of Expert and Novice Musicians’, PhD thesis (Department of
Educational Psychology and Special Educational Need, University of London, 1992),
http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.260768, accessed 15 May 2020, p. 114.

941 See Krausz, ‘Rightness and Reasons in Musical Interpretation’, p. 80.
942 Anders Jonsson and Ernesto Panadero, ‘Facilitating Students’ Active Engage-
ment with Feedback’, in Anastasiya A. Lipnevich and Jeffrey K. Smith (eds.),
�e Cambridge Handbook of Instructional Feedback (Cambridge: Cambridge Uni-
versity Press, 2018), chap. 24, pp. 531–553 at p. 548.

943 JeffreyK. Smith andAnastasiyaA. Lipnevich, ‘Instructional Feedback: Analysis,
Synthesis, and Extrapolation’, in Anastasiya A. Lipnevich and Jeffrey K. Smith
(eds.),�e Cambridge Handbook of Instructional Feedback (Cambridge: Cambridge
University Press, 2018), chap. 27, pp. 591–603 at p. 593.

944 Maria Araceli Ruiz-Primo and Susan M. Brookhart, Using Feedback to
Improve Learning (New York: Routledge, 2018), pp. 14–17; See also Susan M.
Brookhart, ‘Summative and Formative Feedback’, in Anastasiya A. Lipnevich
and Jeffrey K. Smith (eds.),�e Cambridge Handbook of Instructional Feedback
(Cambridge: Cambridge University Press, 2018), chap. 3, pp. 52–78 at p. 67.

http://ethos.bl.uk/OrderDetails.do?uin=uk.bl.ethos.260768
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�us, the teacher through evaluating the student’s performance and
striving to understand the underlying mental processes, delivers
feedback, and based on the student’s reaction to the feedback fur-
ther calibrates their common understanding.945�is is in line with
Hattie946 who argues that teachers’ need to ask for or at least be
open to feedback from their students to better synchronise teaching
and learning. For example, research has suggested that engaging stu-
dents verbally a�er demonstrating a passage might positively a�ect
their learning compared to when the teacher only speaks or demon-
strates.947 �e evidence indicates that students who can describe
the interpretation that they heard are better at reproducing it.948
However, such behaviours was not found in the results in this thesis.
Already in 1913, Matthay949 emphasised that instrumental teach-

ers should not only inform students of where they are wrong and
what would be correct but also make the cause clear, outlining ‘the
why and wherefore’. Teachers should thus stimulate students thinking
instead of merely having them do, i.e., learning how musical and
technical problems can be solved in the present and autonomously in
the future.950 Nonetheless, it has been reported that students expect
and prefer teacher-led provision (see section 3.2 on page 73).951
In the thesis, outside the PAR, the teachers did not check for stu-

dents’ understandings, and it seemed as they addressed the students
as they would have addressed themselves, or they themselves were
addressed by their teachers.�is is in line with the �nding that teach-
ers can be tempted to ‘teach all students as if they had no technical

945 Ericsson and Pool, Peak, pp. 108–109. 946 Hattie, Visible Learning, p. 173.
947 Lehmann, Sloboda, and Woody, Psychology for Musicians, p. 96.
948 Ibid., p. 103. 949 Matthay,Musical Interpretation, p. 22, emphasis in original.
950 Ibid., p. 21; See also Ponce,�e Tyranny of Tradition in Piano Teaching.
951 See, e.g., Stijnen and Vervliet, ‘Beyond the Score’, p. 62; Stabell, ‘Mesterklassen
[�e Master Class]’, p. 62; On the related topic of authority, see also Monika Ner-
land and IngridMariaHanken, ‘Academies of Music as Arenas for Education:
Some Re�ections on the Institutional Construction of Teacher-Student Relation-
ships’, in IngridMariaHanken, Siw Graabræk Nielsen, and Monika Ner-
land (eds.), Research in and for Higher Music Education: Festschri� for Harald Jør-
gensen (Oslo: Norges musikkhøgskole, 2002), pp. 167–186 at p. 172.
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or artistic shortcomings’.952 �us, as the teachers did not directly
communicate the general principles behind their actions, the stu-
dents had to generate them themselves.�is �nding supports the
claim that demonstrations should be complemented with verbal dis-
cussion and that teachers need to engage students in a dialogical
way to ensure their understanding.953 As suggested by Berman,954
teachers should ask students to verbalise their understanding of the
di�erences in their playing during lessons. However, such questions
would need to be open-ended to avoid students being led to formu-
late pre-de�ned answers. Unfortunately, no such indications were
observed nor reported in this thesis outside the PAR.
Earlier research has reported a tendency that students do not un-

derstand what the teacher is trying to achieve.955 Such provision may
result in the parties engaged in a pedagogical situation unknowingly
having radically di�erent understandings of the learning object ad-
dressed.�is relates to at least four of the foundational fallacies of
education: ‘I tell you, therefore you know’, ‘�e best way to present
a material is in a mass of fragments’, ‘We assume that the fragment
is the same to the student as it is to us’, and ‘�e answer is more
important than the process by which it is reached’.956 One suggestion
would be to have students simultaneously study two works of the
same type, e.g., piano sonatas by Beethoven, and only get lessons on
one of them.�e other, which they would be responsible for learning
and interpreting autonomously, would then be the one graded. Such
an examination design would force both students and teachers to
focus on longer process-related learning instead of adhering to a
product-oriented focus. Another suggestion is to have students de-
velop two di�erent interpretations of the pieces they study according

952 Persson, ‘Concert Musicians as Teachers’, p. 87.
953 Matthay,Musical Interpretation, pp. 13–15.
954 Berman, Notes From the Pianist’s Bench, pp. 222–223; See also similar suggestion in
Burwell,�e Meaning of Interpretation, pp. 24–25.

955 Koopman et al., ‘Focus on Practice-Relationships Between Lessons on the Primary
Instrument and Individual Practice in Conservatoire Education’.

956 Richard Chronister, ‘Eight Fallacies and Eight Basic Principles of Education’, in
Edward Darling (ed.), A Piano Teacher’s Legacy: Selected Writings (Kingston:�e
Frances Clark Center for Keyboard Pedagogy, 2005), pp. 7–27.
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to some pedagogical design, e.g., one personal and one adhering to
a speci�c and transparent set of stylistic criteria.�is could be a way
of addressing the reported situation that students risk developing a
‘schizoid musical personality’,957 where they in their o�cial persona
comply with teachers’ instructions to pass their exams, but secretly
harbour another uno�cial musical persona.958 However, which of
these interpretations, or both, that should be graded,959 and accord-
ing to which set of criteria are questions that should be given serious
attention.
�e results indicate at least two forms of non-disclosure, di�ering

in degree but not in species, limiting the students’ learning: unwill-
ingness to share knowledge viewed as active non-disclosure and
inability to share knowledge seen as passive non-disclosure. Accord-
ing to the dialogical learning theory adhered to in this thesis, teach-
ers are responsible for ensuring that the students understand them
and that they understand them to provide Au�orderung. Regarding
active non-disclosure, Lehmann, Sloboda, and Woody960 claim
that some musicians, similar to magicians, strive to guard certain
secrets and choose not to disclose all relevant knowledge.961 �is
could perhaps be seen as a way of avoiding competition and keep-
ing students needing their teachers. Furthermore, regarding passive
non-disclosure, they argue that performances depend on performers’
abilities to apply expressive rules. However, once mastered, such
rules become automatic, and consequently, performers are not ne-
cessarily aware that they use them.�us Lehmann, Sloboda, and
Woody962 state that the experience of automaticity can mislead mu-
sicians into believing that musical interpretation is ‘truly intuitive

957 Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 131.
958 See Ibid.; Holgersson, ‘Musikalisk kunskapsutveckling i högre musikutbildning
[Musical Learning and Development in Higher Music Education]’, pp. 88 & 144;
Hultberg and Holgersson, ‘Students’ and Teachers’ Expectations’, pp. 132–135.

959 See Ibid., p. 132.
960 Lehmann, Sloboda, and Woody, Psychology for Musicians, p. 62.
961 See Tomes, Beyond the Notes, p. xii; See also the story about how pianist Vladimir
de Pachmann supposedly tried to hide his �ngering during a concert in Harold C.
Schonberg,�e Great Pianists (revised, New York: Simon & Schuster, 1987), p. 334.

962 Lehmann, Sloboda, and Woody, Psychology for Musicians, pp. 101 & 103.
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and “best not attended to”’.963 However, the students expressed a wish
to participate in their teachers’ development of their interpretations,
i.e., to be invited to take part in their creative processes instead of
being presented with the �nal answers. Building on Haddon and
Potter,964 I suggest that students be invited to observe and collab-
oratively participate in artistic and pedagogical processes together
with their teachers and peers in co-creative practice. In sum, I hold
that the above-mentioned points made by Lehmann, Sloboda, and
Woody965 are important for understanding the results of this study,
at least possibly partly explaining why there might be a set of ir-
rational beliefs guiding both students’ and teachers’ behaviours as
well as the institutional cultures within higher music education in
Sweden. Furthermore, it was also indicated that the teachers held a
sceptical attitude towards scienti�c research on musical interpreta-
tion, which should be seen as included in such irrational beliefs, and
something that could be further explored in pedagogical training
for instrumental teachers. Moreover, it should be time to follow Jør-
gensen,966 who states that research on higher music education has
evolved into a substantial �eld and ‘[n]ow it is up to the institutions
to discover the research.’
From an over-arching perspective, the teachers seemed to believe

in half of the dialogical learning theory, in a restricted sense, only
ascribing Bildsamkeit to students with what they considered enough
talent. �e teachers simultaneously seemed to assume that their
detail-focused and product-oriented actions should function as an
Au�orderung to the students’ independent generalisations leading
to lasting learning, although they questioned the students’ capa-
city thereof. Although it may be possible to understand individual
teachers’ desires for autonomous and highly skilled students that al-
lows them to abide from their pedagogical responsibility, whether it

963 See also Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 134.
964 Ibid. 965 Lehmann, Sloboda, and Woody, Psychology for Musicians.
966 Harald Jørgensen, ‘Higher Music Education Institutions: A Neglected Arena
for Research?’, Bulletin of the Council for Research in Music Education, 186 (2010),
pp. 67–80, https://www.jstor.org/stable/41110435 at p. 79.

https://www.jstor.org/stable/41110435
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should be a position allowed or endorsed by higher music education
institutions is another question.
�e students, especially those in the PAR, found their education too

narrow, mainly focusing on classical solo repertoire at the expense
of accompaniment, chamber music, and genre-crossing projects and
conserving a backwards-looking tradition instead of supporting a
forward-looking one. Such a narrow conceptualisation of higher
music education has been identi�ed, criticised, and challenged by
suggestions for change in earlier research.967�e backwards-looking
characteristic implies that imitation and reproduction of supposedly
correct practices of musical interpretation, or actual musical inter-
pretations, were emphasised at the expense of developing students’
own personal, authentic voice and highlighting the creative aspects of
musicianship.�is �nding is also consistent with earlier research.968
�e experienced lack of support to develop autonomous learning
should be seen as an indication that needs to be taken seriously, em-
phasising the need for further studies and systematic action.969 In
sum, the curriculum and its implementation seem to limit students’
possibilities for achieving a realistic and portfolio-based professional
career, inside and outside of Western classical music.970
Moreover, due to the students’ dependency of the teachers and

the di�erences of power, they seem to remain loyal to their teachers,
unless being empowered to voice and potentially exit the situation.971
Students’ dependency and lack of experiences of alternative organ-

967 Bennett, Understanding the Classical Music Profession; Bennett, Life in the Real
World; Westerlund and Gaunt, Expanding Professionalism in Music and Higher
Music Education.

968 See, e.g., Leech-Wilkinson, Challenging Performance.
969 See Jørgensen, ‘Student Learning in Higher Instrumental Education’.
970 See, e.g., Bennett, Understanding the Classical Music Profession.
971 See de�nition and conceptualisation of the terms in Albert O. Hirschman, Exit,
Voice, and Loyalty: Responses to Decline in Firms, Organizations, and States (Cam-
bridge: Harvard University Press, 1970); See also short comment on students’ mo-
tivation for continuing their studies with a speci�c teacher in WenW. Kurkul,
‘Nonverbal Communication in One-to-One Music Performance Instruction’, Psy-
chology of Music, 35/2 (2007), pp. 327–362 at p. 332; See also Wagner, Producing
Excellence, pp. 2 & 219–220.
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isations of instrumental education could perhaps partly explain why
the students in the PAR were the most critical. Given that they had
experienced the response-guided workshops, they could formulate
a critique against and suggestions for improving their education.
Furthermore, as I was not their regular main instrumental teacher,
and they seemed to trust me, they could more freely articulate cri-
tique without risking criticising me.�us, indicating that the dyadic
relationship between student and teacher should be further investig-
ated, and both parties given tools and techniques for more e�ectively
avoiding mutual dependency and lack of shared understanding.972
Since 2001 the teacher training program in Sweden has been

streamlined into two programs and two degrees, one for upper-
secondary school and the other for primary school, where the parts
on general educational studies have the same curriculum independ-
ent of the subject(s) studied for respective degree.�us, the teacher
training program in music no longer resembles a broad performance
centred education, including pedagogy, but one aiming at the teach-
ing profession in upper secondary schools. Consequently, newmusic
teacher training programmes have been established at traditional
academic institutions not directly informed by the conservatoire
tradition. Simultaneously, the number of institutions o�ering purely
artistic educational programs, especially on the bachelor level, have
increased.
According to legislation, a�er an artistic bachelor education in

music, students should be prepared for a diverse and changing pro-
fessional life.973In contrast, the LQDs seem to indicate that students
should be prepared for a more narrowly de�ned professional career
in music, emphasising their instrumental skills (see section 2.2 on
page 33). Furthermore, the demands as currently formulated in the
LQDs seem rather high in relation to legislation and the formula-
tions by AEC.�us, whether such education can, should, and do
provide students with the opportunities to attain such pro�ciency

972 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 203.

973 Swedish Council for Higher Education,�e Swedish Higher Education Act
(1992:1434).
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levels should be further investigated, especially in relation to the
current and future possibilities for narrow professional career paths.
In line with the suggestions by Bennett,974 I believe that a broad-

ened conceptualisation of what a musician is could better prepare
students for professional futures. I �nd the LQDs slightly deceptive,
implicitly promising students the possibility of a narrowly de�ned
professional career as classical music performers. Would it not be
better to openly state that a bachelor education will provide a high-
quality education introducing students to foundational philosophical,
aesthetical, ethical, and scienti�c principles of music and musical
interpretation in a broadened sense?�rough such an overarching
ambition, including an actual shi� to the learning paradigm in the
theory-in-use,975 the aims for andmethods used in such programmes
could be adapted to better aid students during their studies and
preparing them for possible careers a�erwards.
In sum, the �ndings indicate that the overarching situation could

be described as the pedagogical contract being unsigned by the edu-
cators,976 thus avoiding having to abide by it through the funda-
mental principle of law pacta sunt servanda (English: ‘agreements
must be kept’). As the pedagogical contract was not signed, the teach-
ers did not seem to believe in the educator’s metaphorical suicide nor
that they are bound to gradually fade.977On the contrary, the teachers’
descriptions of how they usually acted, and the master class teacher’s
documented actions, were such that they demanded that students ac-
cept them as masters,978 thus hindering mutual recognition and both

974 Bennett, Understanding the Classical Music Profession; Bennett, Life in the Real
World.

975 Tagg, �e Learning Paradigm College; Idem, �e Instruction Myth,
pp. 73–74 & 158–159; Argyris, Putnam, and Smith, Action Science, pp. 81–82.

976 See discussion of the pedagogical contract in Uljens, ‘Om hur människan blir
människa bland människor [How Humans Become Humans Among Humans]’,
p. 94.

977 Idem, ‘Skoldidaktik som pedagogiskt forskningsfält [School Didactis as Research
Field]’; Idem, Allmän pedagogik [General Pedagogy]; See also the concept of ‘fading’
outlined in Elliott and Silverman,Music Matters, pp. 434–435.

978 See Berman, Notes From the Pianist’s Bench, p. 212.
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parties’ authentic self-consciousness in the Hegelian sense.979 Hereby
the teachers miss out on the potential of development that could ex-
pand their own understandings and authentic selfhood.�us, both
teachers and students are caught in what Ponce980 labels cognit-
ive impairment, more or less reproducing history, in line with the
instrumental-technical method.981 Furthermore, I assert that this
line of argument also implies pedagogical and artistic impairment.

8.2 dialogical pedagogical situations

�at the view of what musical interpretation is or could be neither
seem to be verbalised nor negotiated is in linewith earlier research,982
and thus not unexpected. Furthermore, the teachers tended to view
their position regarding musical interpretation not as a position but
as a mere factual understanding of how something is.�us, the teach-
ers tended to adhere to the master–apprentice tradition, and lessons
appeared to centre on presentations of their views of how a particu-
lar problem should be solved, thus not opening for a collaborative
discussion of students’ achievement in relation to their intentions
based on their philosophical and aesthetical understandings. Con-
sequently, I suggest that the �ndings indicate that the teaching of
musical interpretation was monological in character.
At this point, I would like to emphasise that the central creative

and ethical aspect of exploring, achieving, and expressing a personal
understanding of and relation to music, i.e., one’s personhood, not
merely a musical self or persona, did not seem to extend to the
teachers’ engagement with the students. Given that the students’ in-
terpretations tended to be regarded as misinterpretations instead of
valid expressions of their understandings and personhood, the teach-
ers did not appear to engage dialogically with the students regarding

979 Hegel,�e Phenomenology of Spirit, pp. 112–113 & 114 (§§ 189 & 191).
980 Ponce,�e Tyranny of Tradition in Piano Teaching.
981 Hultberg, ‘�e Printed Score as a Mediator of Musical Meaning’.
982 Young, Burwell, and Pickup, ‘Areas of Study and Teaching Strategies in Instru-
mental Teaching’; Burwell, ‘On Musicians and Singers’; Karlsson and Juslin,
‘Musical Expression’; Laukka, ‘InstrumentalMusic Teachers’ Views onExpressivity’.
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their dialogues with music.�is highlights the importance of really
listening to the other, viewing their position as valid, although not
necessarily agreeing, but seriously consider their point of view.�us,
listening is fundamentally connected with openness.983�e pianist
Tomes984 writes that her trio are ‘always searching for listeners who
understand our approach and our identity’, and ‘long for them [the
listeners] to be able to distinguish between us and other’. I believe
that such a fundamentally open form of listening that the trio looks
for should inform pedagogical situations. However, if the teachers’
position more or less represent the truth, or de�nes what is allowed,
there is no real space for the radically (musical) other, as the other
merely can be understood when seen as an ‘instance of something
already familiar’.985 Following Dutt and Gadamer,986 there is ‘no
point in talking’ to persons unless they are ‘ready to put his or her
own prejudices in question’.
Moreover, according to Berman,987 students must at the start of

working with a teacher subscribe to that teacher’sWeltanschauung.
Having to adopt the teacher’s Weltanschauung is similar to being
forced to adopt another person’s worldview or paradigm. Given that
musical interpretation entails both cognitive and physical aspects,
such a procedure amounts to what could be understood as both
thought control and bodily ditto.988 As Leech-Wilkinson989 argues,
conceptions about instrumental technique and musicality enforce
behaviours and responses that ‘could be di�erent’, which could be
understood as verging on violence.
From the perspective of Bowman,990 individuality in musical in-

terpretation is fundamentally a way of being.991�is resonates with
Elliott and Silverman,992 who acknowledge that personhood is

983 Gadamer, Truth and Method, p. 369. 984 Tomes, Beyond the Notes, p. 121.
985 Bowman, ‘Education Musically’, p. 68. 986 Dutt and Gadamer, ‘Hermeneutics’,
p. 44. 987 Berman, Notes From the Pianist’s Bench, p. 212.

988 Bull, Class, Control, and Classical Music. 989 Leech-Wilkinson, Challenging
Performance, p. 51. 990 Bowman, ‘Education Musically’, p. 67. 991 See also the
conceptualisation of the emancipated performer in Dalagna, Carvalho, and
Welch, Desired Artistic Outcomes in Music Performance, p. 27.

992 Elliott and Silverman,Music Matters, p. 15, emphasis in original.
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the ‘raison d’être’ for music education. To approaching students and
fellow musicians with a charitable stance is an act of ethical idealiza-
tion as it implies viewing others and their aspirations as deserving
respect because they, like us, are persons.993 �us, taking the per-
spective that I could have been in the student’s place.994 Viewing
students as persons necessitates taking the emotional and ethical
aspects into serious consideration, emphasising that the receiver can
interpret the feedback’s scope (narrow and very speci�c to broad
and global), object (product, performance, or person), and intention
(correction or development and guidance) in a way that the sender
did not intend.995�us, even if the one giving feedback emphasises
that it is the product and not the person who is addressed,996 and the
recipient think so too, they can nonetheless interpret ‘constructive
criticism as an a�ront to their self or person’.997
According to a dialogical learning theory, personhood, or true ex-

istence for oneself, is intersubjectively constituted.998�us, if musical
interpretation in speci�c and music, in general, are seen as expres-
sions of personhood, it follows that giving feedback and guiding stu-
dents’ development is profoundly ethical. Given that humans ‘re�ect
upon themselves as object of thoughts’999 and are used to being evalu-

993 David James Elliott andMarissa Silverman, ‘Identities andMusics: Reclaiming
Personhood’, in Raymond A. R. MacDonald et al. (eds.),Handbook of Musical
Identities (Oxford: Oxford University Press, 2017), chap. 2, pp. 27–45 at p. 36.

994 See, e.g., Alasdair C. MacIntyre, Dependent Rational Animals: Why Human
Beings Need the Virtues (London: Open Court, 1999), p. 100.

995 Michael Eraut, ‘Feedback and Formative Assessment in the Workplace, 3rd
Seminar, Assessment of Signi�cant Learning Outcomes Project’ (2007), https

://www.researchgate.net/publication/237739544_ASSESSMENT_OF_SIGNIFICANT_LEARNING_OUTCOMES_3

RD_SEMINAR_Feedback_and_Formative_Assessment_in_the_Workplace1, accessed 5 Nov. 2021, p. 1.
996 Ibid.
997 ElizabethMolloy, Francesc Borrell-Carrió, and Ron Epstein, ‘�e Impact
of Emotions in Feedback: Understanding it and Doing it Well’, in David Boud
and Elizabeth Molloy (eds.), Feedback in Higher and Professional Education:
Understanding it and Doing it Well (New York: Routledge, 2013), pp. 50–71 at p. 52.

998 See, e.g., Hegel,�e Phenomenology of Spirit, pp. 108–116 (§§ 178–196); Uljens, ‘Om
hur människan blir människa bland människor [How Humans Become Humans
Among Humans]’, p. 89.

999 Philippe Rochat, Others in Mind: Social Origins of Self-consciousness (Cambridge:

https://www.researchgate.net/publication/237739544_ASSESSMENT_OF_SIGNIFICANT_LEARNING_OUTCOMES_3RD_SEMINAR_Feedback_and_Formative_Assessment_in_the_Workplace1
https://www.researchgate.net/publication/237739544_ASSESSMENT_OF_SIGNIFICANT_LEARNING_OUTCOMES_3RD_SEMINAR_Feedback_and_Formative_Assessment_in_the_Workplace1
https://www.researchgate.net/publication/237739544_ASSESSMENT_OF_SIGNIFICANT_LEARNING_OUTCOMES_3RD_SEMINAR_Feedback_and_Formative_Assessment_in_the_Workplace1
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ated by others, Rochat1000 argues that doubts and insecurities about
how others see us a�ect our personhood. Earlier research has sugges-
ted that for educational environments to allow for such a constructive
development of personhood, they should be dynamic and enabling,
positive, inspirational, collaborative, and supporting the develop-
ment of personal interests to foster self-reliant and open-minded
musicians’ responsibility for their own learning.1001 In short, such
environments should be responsive to students’ ideals and collabor-
atively support the development of their possible personhoods.1002
�ese collaborative environments should include students of other
instruments and function more like a collective where all learn col-
laboratively.1003
In teaching for creativity and responsibility, Boden1004 emphasises

that teachers need to refrain from ‘an unbending insistence on the
“right” answer, and/or on the “right” way of �nding it’, and must be
interested and capable to explore such ‘wrong’ answers together with
the students, and avoid expressing impatience or contempt for those
formulating such answers.�us, teaching for creativity involves giv-
ing the learner control over the learning.1005 Such passing of control

Cambridge University Press, 2009), p. ix.
1000 Ibid.
1001 See Ioulia Papageorgi et al., ‘Institutional Culture and Learning I: Perceptions of

the Learning Environment and Musicians’ Attitudes to Learning’,Music Education
Research, 12/2 (2010), pp. 151–178 at pp. 175 & 443; Ioulia Papageorgi et al., ‘Insti-
tutional Culture and Learning II: Inter-relationships Between Perceptions of the
Learning Environment and Undergraduate Musicians’ Attitudes to Performance’,
Music Education Research, 12/4 (2010), pp. 427–446 at pp. 442–443.

1002 See Andrea Creech and Ioulia Papageorgi, ‘Concepts of Ideal Musicians and
Teachers: Ideal Selves and Possible Selves’, in Ioulia Papageorgi and Graham F.
Welch (eds.), Advanced Musical Performance: Investigations in Higher Education
Learning (Farnham: Ashgate, 2014), chap. 7, pp. 99–113 at p. 112.

1003 Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 135.
1004 Margaret A. Boden, ‘Creativity and Knowledge’, in Anna Craft, Bob Jeffrey,

and Mike Leibling (eds.), Creativity in Education (London: Continuum, 2001),
chap. 6, pp. 95–102 at p. 98.

1005 Anna Craft, Creativity in Schools: Tensions and Dilemmas (London: Routledge,
2005), p. 42.



210 discussion

begins with the freedom to learn as advocated by Rogers.1006 Fur-
thermore, viewing mistakes in a positive way has been reported as
essential, as taking risks seems to be a central part of creativity.1007
�us, suggesting that Rogers’s dictum should be complemented with
the addition that creative learning needs to incorporate ‘the free-
dom to fail’.1008 However, as observed by Balchin,1009 instead of
encouraging creativity, the institutions’ view of the desired learning
outcomes seem to lead students to strive to achieve the outcomes
de�ned by the teachers. Rogers1010 viewed personality as consisting
of the perceived self and the ideal self. In line with his view, ideal
versus perceived musical skills and expertise has been explored.1011
I suggest that this view could be applied to the personhood, i.e.,
perceived and ideal, and that it is this personhood that should be
developed in music education.
Creative and collaborative journeys striving to develop person-

hood, should provide opportunities for growth for students and teach-
ers. If eachmusical interpretation is seen as unique and determined—
in the sense of having decided or �xated how the under-determinate-
ness of the score is to be handled—representations presenting the
composition in a particular way or in a certain light,1012 it follows that

1006 Rogers, Freedom to Learn.
1007 Eric F. Clarke and Mark Doffman (eds.), Distributed Creativity: Collaboration

and Improvisation in Contemporary Music (Studies in Musical Performance as
Creative Practice; New York: Oxford University Press, 2017); R. Keith Saweyer,
‘Group Creativity: Musical Performance and Collaboration’, Psychology of Music,
34/2 (2006), pp. 148–165; Martin Fautley and Jonathan Savage, Creativity in
Secondary Education (Exeter: Learning Matters, 2007), p. 66.

1008 Ibid., p. 66, emphasis in original.
1009 Tomm Balchin, ‘Evaluating Creativity through Consensual Assessment’, in Nor-

man Jackson et al. (eds.), Developing Creativity in Higher Education:�e Imaginat-
ive Curriculum (Abingdon: Routledge, 2006), chap. 13, pp. 173–182 at p. 174.

1010 Carl R. Rogers, Client-centered�erapy: Its Current Practice, Implications, and
�eory (Boston: Houghton Mi�in, 1951).

1011 Ioulia Papageorgi, ‘Developing and Maintaining Expertise in Musical Perform-
ance’, in Ioulia Papageorgi and Graham F. Welch (eds.), Advanced Musical
Performance: Investigations in Higher Education Learning (Farnham: Ashgate, 2014),
chap. 18, pp. 303–318 at p. 308.

1012 See, e.g., Paul Thom,Making Sense: A�eory of Interpretation (Lanham: Rowman
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multiplicity of interpretations would be bene�cial for deepening the
total understanding and expressive possibilities of a piece of music.
In line with the philosophical hermeneutics and Hegelian master–
slave dialectic, both emphasising the need for the other, which is
di�erent and outside of oneself, to challenge and advance our posi-
tion,1013 experiencing suchmultiplicity of meanings should positively
a�ect the potential for growth of one’s selfhood. However, such open-
ness by necessity demands rethinking and transparently formulating
the educational aims, i.e., should higher music education aim for
students to conform, diverge, or some combination thereof.�ese
questions include issues ranging from institutional assessment, views
of acceptable norms of taste and style, performance practice, and
how teachers and students are supposed to interact that profoundly
a�ect the participants.1014 I believe that Bourdieau’s1015 famous
dictum that ‘nothing more clearly a�rms one’s “class”, nothing more
infallibly classi�es, than tastes in music’, is a valuable perspective
to view stances held regarding musical interpretations in itself and
which musical interpretations and performances that are deemed
acceptable.
Moreover, dialogical pedagogical situations should be in line with

the Socratic elenchus, centring on search,1016 in contrast to an eristic
outlook, centring on winning the debate.1017 As Gadamer1018 em-
phasises, ‘only the person who knows how to ask questions is able to
persist in his questioning, which involves being able to preserve his
orientation toward openness’. Such a person can also ‘prevent ques-

& Little�eld, 2000), p. 20; Idem,�e Musician as Interpreter, p. xii.
1013 Gadamer,Truth andMethod, p. 313; Hegel,�e Phenomenology of Spirit, §§ 178–179
& 182.

1014 See Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 129.
1015 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste (La
Distinction: Critique sociale du jugement), translated by RichardNice (Cambridge:
Harvard University Press, 1984) (originally pub. 1979), p. 18.

1016 Vlastos, ‘�e Socratic Elenchus’, p. 39.
1017 See, e.g., Terence Henry Irwin, ‘Plato’s Objections to the Sophists’, in Anton

Powell (ed.),�e Greek World (London: Routledge, 1995), chap. 26, pp. 568–590 at
p. 585.

1018 Gadamer, Truth and Method, p. 375.
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tions from being suppressed by the dominant opinion’.1019 Moreover,
‘[t]he claim to understand the other person in advance functions to
keep the other person’s claim at a distance’.1020�us, teaching and
learning should be about striving to foster the collaborative growth
of the other and oneself. In the context of instrumental tuition, this
implies that teachers should thoroughly engage inmusical and verbal
dialogues with students, shi� from a product-focus to one that em-
phasises process, procedures, and underlying principles,1021 striving
to develop student autonomy and their personal, authentic artistic
voice. Unfortunately, as Haddon and Potter1022 suggest, currently
‘true creativity would seem to be incompatible with the stated aims
of many institutions’. Understanding the other can lead to personal
change, and as Rogers1023 notes, ‘we all fear change’.1024 Cage sum-
marises the core issue quite well:

I can’t understand why people are frightened of new
ideas. I’m frightened of the old ones.1025

In taking the creative, open, and ethical aspects of musical interpret-
ation, performance, and feedback into consideration, the PAR was
conceived to seek to establish a dialogical pedagogical situationwhere
students, instead of developing a ‘schizoid musical personality’,1026
were allowed to develop their own musical persona in line with their
ideal selves. An essential part was to clarify which learning object
was intended to be addressed, how the student understood it, and
according to which criteria it should be evaluated, thusmaking the of-
ten non-verbalised view of musical interpretation more transparent.
�us, we applied a theoretical model developed during the PAR that

1019 Gadamer, Truth and Method, p. 376. 1020 Ibid., p. 368. 1021 See Haddon and
Potter, ‘Creativity and the Institutional Mindset’, p. 136. 1022 Ibid., p. 129.

1023 CarlR.Rogers,OnBecoming a Person: A�erapist’s View of Psychotherapy (Boston:
Houghton Mi�in, 1961), p. 18.

1024 See the dialogue in Plato, ‘�eaetetus’, p. 168 (151b–d); See also Bowman, ‘Educa-
tion Musically’, p. 67.

1025 Richard Kostelanetz, ‘Esthetics’, in Conversing with Cage (2nd edn., New York:
Routledge, 2003), chap. 11, pp. 211–243 at p. 211.

1026 Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 131.
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consisted of three distinct and interrelated phenomena: (1) an inter-
pretative paradigm referring to the experienced and acknowledged
freedom and constraints of musical interpretation encompassing
all possible (2) interpretations (understandings and intentions) and
(3) performances (produced sound) of notated scores.�us, I concep-
tualised a performance by necessity as related to an interpretation
(but not to be a performance of) and a paradigm. Furthermore, every
interpretation is conceived within a particular interpretive paradigm.
Consequently, an interpretation is only compatible—in the sense
of being understandable and meaningful—within a smaller subset
of all possible interpretive paradigms. From this viewpoint, pace
Berman,1027 teachers need very broad Gadamerian horizons of un-
derstanding, enabling them through potentially long and di�cult
dialogues to understand the students’ di�erentWeltanschauungen,
which I propose is the overarching learning object that should be
addressed.
From the onset, it is important to note that, following Kuhn,1028 a

paradigm denotes a framework of concepts, results, and procedures
within normal science, or in the present study, applied to musical in-
terpretation. Initially, I was drawn to the term interpretive paradigm
as it had clear connotations of regulating which understandings and
actions are deemed correct, and thus have used it in all articles and
the conference paper. However, at the end of writing this thesis, I
have begun to �nd the term not hermeneutical enough, implying that
such global paradigms are entities existing outside of each human
consciousness. Kuhn1029 famously described scientists engaged in
normal science as puzzle solvers and not testers of the paradigm.
Transposed to Gadamerian philosophical hermeneutics and applied
to music education, it implies that students’ failures of complying
with a horizon of understanding that has not opened itself for a
dialogue with them is placed upon themselves and not directed to-

1027 Berman, Notes From the Pianist’s Bench, p. 212.
1028 Kuhn,�e Structure of Scienti�c Revolutions. 1029 Ibid., p. 144.
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wards the teacher, the pedagogical situation, nor the institutional
framework.1030
Furthermore, it is productive to distinguish between the contexts

of acceptance and pursuit of a tradition,1031 where the former is about
reasons for believing that a theory is true, the latter concerns reasons
for believing that it has potential for solving future problems. Trans-
posed to the context of musical interpretation, I hold the position
that this is the di�erence between accepting the teacher’s view of
musical interpretation and continuing to work inside it, or viewing
the teacher’s understanding as one of many possible that could be
used for further development, i.e., working with it as a tool.�us,
this conceptualisation separates the usefulness of an understanding
of musical interpretation from its claims to truth.
Moreover, I conceptualise an understanding of musical interpreta-

tion as consisting of a set of axioms, i.e., the beliefs and theories that
are immune to revision without abandoning the position.1032�ese
axioms are surrounded by a protective belt consisting of a body of
beliefs and prejudices closely allied to it and suggestions for how
these can be revised.1033�e possibility of revisions is necessary for
developing and constantly reshaping understandings in the light of
new experiences. In the realm of musical interpretation, such new
experiences could be conceptualised as non-understandable or non-
e�ective performances, although those should be evaluated against
the particular understanding of musical interpretation adhered to.
Nonetheless, I believe that it is an important distinction between
the axiomatic assumptions that constitute the hard core of an under-
standing of musical interpretation in contrast to the protective belt,
i.e., beliefs that are important but possible, albeit perhaps di�cult, to

1030 See Kuhn,�e Structure of Scienti�c Revolutions, pp. 36–37.
1031 Larry Laudan, Progress and its Problems: Towards a�eory of Scienti�c Growth
(Berkeley: University of California Press, 1977), pp. 108–114.

1032 See the Lakatosian concept of the hard core of a research program in Imre Lakatos,
�e Methodology of Scienti�c Research Programmes: Philosophical Papers Volume 1,
ed. JohnWorrall andGregoryCurrie (Cambridge: Cambridge University Press,
1978).

1033 Ibid.
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change (at least to positions that are incompatible with the axiomat-
ical assumptions of the hard core).�is point brings the argument
full circle, given that an understanding of musical interpretation
is not static but constantly changing through the dialogical move-
ments between oneself and the other, intention and produced sound,
and the whole and the parts; thus, emphasising the importance of
listening to both oneself and the other in these dialogues.
Implementing the model consisting of the three distinct and in-

terrelated phenomena in the PAR was bene�cial for engaging in dia-
logues, providing increased precision, and clarifying which learning
object is addressed. Furthermore, it supported challenging the as-
sumption thatmusical interpretation is a static and externally de�ned
concept viewed as the philosophers’ stone, existing somewhere out
there and possible to �nd. Instead, I hold the view that the de�nition
of musical interpretation is a philosophical question.�us, although
all positions might be equally valid from a philosophical point, they
are not necessarily equally productive from an educational or artistic
perspective.
Furthermore, the results indicated that verbalising and negotiat-

ing musical interpretation using the above-mentioned model could
develop students’ learning therein.�e articulation of a shared under-
standing ofmusical interpretation and dialogically exploring possible
understandings seemed to be of importance for students’ potential
development. If the student and teacher are not open to trying to
understand the other’s view of musical interpretation, the potential
for a fruitful dialogue and development of the student’s musical in-
terpretation is diminished. Moreover, if no such strive for a shared
understanding is undertaken, a hypothetical worst-case scenario
is that the student subscribes to an opposed or incommensurable
understanding. Such a situation is re�ected upon by the students’ as
represented in a poetical condensation included in TCF:1034

1034 TCF, p. 121.
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say that my teacher’s taste is to interpret like Yuja Wang
and mine is to interpret like Alfred Cortot
it is so subjective

In dialogically articulating and exploring the other’s and one’s own
understandings of musical interpretation, both similarities and creat-
ive frictions could be identi�ed and productively handled instead of
leading to non-understanding. Unfortunately, outside of the PAR, this
was not identi�ed in this thesis. Earlier research has indicated that
some musicians who during their studies were independent thinkers,
described as a ‘stubborn characteristic’, ultimately led them to quit
their lessons.1035 I understand this as adhering to the Gadamerian
position that if the space for otherness is too limited, no true dia-
logue is possible, and there is no point in continuing to discuss nor
learn.1036 From a Hegelian perspective,1037 ending taking lessons or
willingly dropping out of the education before graduating could be
viewed as metaphorically killing the master to free the slave. Had-
don and Potter1038 suggest that on the one hand, students with a
strong drive and sense of their musical values may perhaps maintain
their individuality in their hidden persona and adapt their o�cial
one according to what is deemed desirable, developing a ‘schizoid
musical personality’. On the other hand, students complying with
the restrictions may ‘lose sight of any possibility for originality’.1039
�e two development paths of ending lessons or losing sight of pos-
sibilities for originality are analogous to the two subcategories of the
story type�e Sorcerer’s Apprentice: �rst, the rebellious apprentice,
who, through ambition and transformation, achieve empowerment
and self-awareness and not seldomly kill the sorcerer; and second,
the humiliated apprentice, forced to obey to authority.1040

1035 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, pp. 223–224.

1036 See Dutt and Gadamer, ‘Hermeneutics’, p. 44.
1037 Hegel,�e Phenomenology of Spirit, pp. 108–116 (§§ 178–196).
1038 Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 131. 1039 Ibid.
1040 See Jack David Zipes (ed.),�e Sorcerer’s Apprentice: An Anthology of Magical

Tales (Princeton: Princeton University Press, 2017).
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�rough the use of the model for argumentative strategies in talk-
ing about musical interpretation of Western classical music1041 the
students in the PAR could realise that it was not possible to under-
stand if or what argumentative support that an utterance or action
on a seemingly low level had unless interacting in dialogue and ask-
ing questions.�is realisation was important for the students and
their development. Furthermore, it was in line with the �nding that
both the master and the teachers displayed a much larger capacity to
verbalise their thoughts and beliefs when talking to me, compared to
their utterances and behaviours during the lessons and the students’
verbal descriptions thereof.
In sum, the results suggested that the freedom of dialogue should

be present in both verbal and musical forms, implying the neces-
sity for intellectual and artistic freedom. Such a view creates a space
for real musical and educational inquiries and open dialogues, not
merely teachers presenting the truth and asking rhetorical questions.
�us, moving from concealing the non-understanding to exploring
the potential for creative friction and development inherent in verbal
and musical dialogues. In line with the argument put forth by Fey-
erabend1042 about how grown-ups can explain almost everything
through knowing the myth, although without being in control of
the myth that guides the understanding, this also implies moving
from ‘Haben Sie eine klare Vorstellung?’ (see quote on page 8) to
‘Do you have a clear conception of the understanding of musical
interpretation that guides your possible, and impossible, Vorstel-
lungen?’�is also implies a shi� to a collaborative negotiation of
the educational contents and aims. Consequently, the master’s posi-
tion and function need to be reconsidered and emancipated from
the master–apprentice relation. One suggestion could be, following
Leech-Wilkinson,1043 striving for ‘virtuosity of creativity’ in both
artistry and pedagogy of musical interpretation.

1041 See footnote 907 on page 191.
1042 Paul Feyerabend, ‘How to Defend Society Against Science’, in IanHacking (ed.),

Scienti�c Revolutions (Oxford: Oxford University Press, 1981), chap. VIII, pp. 156–
267 at p. 163.

1043 Daniel Leech-Wilkinson, ‘�e Danger of Virtuosity’, Musicae Scientiae, 22/4
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Teachers, students, researchers, and philosophers state that they
value the development of students’ personal artistic voice, further-
ing creative musical interpretation instead of a more restricted and
reproductive stance.1044 Nonetheless, there seem to be speci�c found-
ational values deeply ascribed in the modern higher music education,
of which some originate from the heritage from the conservatoire
system. Taken together, the views on talent, what musical interpret-
ation and performance are, might be, and could be, and the value
of teacher training of sta� in relation to their artistic skills seem to
limit students’ development of a personal artistic voice. Furthermore,
such institutions must provide their sta� with adequate pedagogical
training suitable to the context of higher music education.1045 Ac-
cording to Carruthers,1046 conceptualising the needed change as
‘“training” instructors rather than “retraining” them’ would be more
to the point as teachers in higher music education largely lack or
have little teacher training.1047 A good starting point for such pedago-
gical training could be to consider and further explore the following
statement by Persson:1048

[i]t is probably in the interest of most musicians to be
to be taught by a pedagogue rather than by a maestro,
although the temptation for many students is invariably
to choose the admired maestro.

(2018), pp. 558–561 at p. 558.
1044 E.g., Leech-Wilkinson, Challenging Performance; Skoogh, ‘Transforming Per-

formance’; Haddon and Potter, ‘Creativity and the Institutional Mindset’, p. 131;
Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Teachers’, p. 240; Butt, Playing With History.

1045 Mitchell, ‘A Professional Development Program to Facilitate Group Music Per-
formance Teaching’, p. 113.

1046 Carruthers, ‘Provocations for Change in Higher Music Education’, p. 242.
1047 See Williamson, Ball, and Wilson, ‘Developing One-to-One Contemporary

Trumpet Teaching Strategies�rough Peer Observation and Collaborative Re�ec-
tion’, p. 11; Burwell,�eMeaning of Interpretation, p. 2; Idem, ‘ADegree of Independ-
ence’, p. 242; Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of In-
strumental and Vocal Teachers’, p. 220; Persson, ‘Brilliant Performers as Teachers’.

1048 Idem, ‘Concert Musicians as Teachers’, p. 89.
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Given the results in this thesis, substantiated by earlier research, it
seems as though the inverse belief is held through the whole educa-
tional system from students, teachers, and the administration.�us,
creating a suboptimal and self-enforcing situation that enables and
or potentially also encourages performers to refrain from viewing
themselves and acting as teachers.1049�is situation should be con-
sidered especially from the perspective of if and how higher music
education should prepare students for a more portfolio-based career
and strive for a broader perspective of musicianship.1050
From a legislative perspective, it is apparent that higher music

education must achieve the earlier mentioned aims centring on stu-
dent autonomy and creativity. To achieve this, it seems as though
the programs’ curricula could be better integrated to support both
students’ development and make teachers understand how their sub-
ject contributes to the formulated aims of the programs.�e results
indicate that instrumental teaching within higher music education
in Sweden takes place in local sub�elds whose relation to the educa-
tional programs and other subjects is not always clear, which is in
line with earlier results.1051 A more top-down implementation of the
Bologna declaration is needed at the institutional level,1052 instead of
viewing the individual dyad of teacher and student as the unit that
should adapt to these changes. Consequently, I propose that musical
interpretation be li�ed and addressed as an overarching subject at
a programme level, thus ensuring that it is dealt with adequately,
not merely relying on individual teachers. I �rmly believe that the
foundational philosophical understandings and practical aspects of
musical interpretation should be consciously addressed, verbalised,
and negotiated in educational as well as artistic contexts.

1049 Tagg,�e Instruction Myth; See also McWhirter, A Creative Duet, p. 26.
1050 See Bennett, Understanding the Classical Music Profession; Bennett, Life in the

Real World.
1051 Gaunt, ‘One-to-one Tuition in a Conservatoire:�e Perceptions of Instrumental
and Vocal Students’, p. 199; Idem, ‘One-to-one Tuition in a Conservatoire:�e
Perceptions of Instrumental and Vocal Teachers’, p. 236; See also Haddon, ‘Hidden
Instrumental and Vocal Learning in Undergraduate University Education’, p. 258;
Davis and Pulman, ‘Raising Standards in Performance’, p. 153.

1052 See, e.g., Jørgensen, ‘Student Learning in Higher Instrumental Education’.
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Lastly, when re�ecting on the identi�ed problem areas argued to
be related to the institutional structures, as outlined above, it should
be fruitful to, following Oettingen,1053 remember that the educa-
tion that manifests is not a coincidence but the result of underlying
assumptions, priorities, and actions.�rough such a conceptualisa-
tion, institutions for higher music education are not seen as entities
lacking agency.�us, letting the status quo remain is seen as an
equally active action as to achieve change. A guiding question suit-
able for evaluating the current situation could be the one formulated
by Cortot1054 already in 1934:

Does modernmusic-teaching do its utmost to penetrate
the very nature of the art that it claims to expound?1055

8.3 strengths , limitations , and suggestions for fur-
ther research

�is thesis aimed to contribute to a better understanding of musical
interpretation in teaching and learning of Western classical music
from both a teacher’s and student’s perspective within the context
of piano main instrument teaching in higher music education in
Sweden.�e aim was operationalised as consisting of both descript-
ive and developmental aspects. Given that the aim covers a broad
�eld, no one study could fully encompass it in-depth. However, this
thesis has studied all three primary forms of instrumental tuition
consisting of one-to-one, master class, and group lessons from dif-
ferent perspectives and using di�erent methods.�us, I believe that
this thesis has provided an overarching view of the �eld, broad and
deep knowledge of the studied phenomenon, and contributed with
valuable results regarding how such practices could be improved.

1053 Alexander von Oettingen, Pissedårlig undervisning [Piss-poor Teaching], with a
preface by Knut Romer (København: Hans Reitzel, 2019), p. 19.

1054 Cortot, Alfred Cortot’s Studies in Musical Interpretation, p. 15.
1055 French: ‘L’enseignement actuel de la musique s’e�orce-t-il assez de pénétrer la nature

même de l’art qu’il prétend élucider?’ in Idem, Cours d’Interprétation, p. 15.
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�e reader should bear in mind that the only lessons and thus
teaching observed are that of the master class teacher. However, as
the results from the other movements were largely in line with those
concerning the master class, I consider that this limitation has not
a�ected the study negatively. However, it is necessary to further study
teaching practices in the primary forms of instrumental tuition using
this thesis’s results as a basis.
Given that students from the teacher training program only are

represented in the �rstmovement, some apparent limitations apply to
how the results are possible to interpret. Nonetheless, the tendencies
identi�ed in the second and third movements are consistent with
those in the �rst, suggesting that the overarching results probably
have relevance for the teacher training program.
�at the students’ regular main instrument teacher did not parti-

cipate in the PAR is an explicit limitation on that movement’s impact
on actual teaching practice. However, the students expressed that
my openness and humbleness allowed for a di�erent pedagogical
situation than they were used to.�us it seems likely that at least
some of their verbalisations, re�ections, and musical explorations
would not have been possible in a setting that had included their
regular main instrument teacher.1056 However, in future research,
such practitioners need to be included to achieve a real change of
actual practices.
Below, I present nine suggestions for further research building on

the present study as well as addressing some of its limitations:

1. Given that the �rst movement concerned teachers’ and stu-
dents’ verbal accounts of their understandings of teaching and
learning of musical interpretation in the one-to-one context,
it would be valuable to study how such teaching and learning
are carried out in practice.

1056 See also the argument inKimBurwell, ‘ “She didMiracles forme”: An Investigation
of Dissonant Studio Practices in Higher Education Music’, Psychology of Music,
44/3 (2016), pp. 466–480 at pp. 478–479.
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2. As the students in the PAR were the most negative regarding
their education, it should be investigated if and how other
groups of students relate to these �ndings.�e �ndings should
also be discussed with instrumental teachers, hopefully open-
ing for a dialogue taking the students’ experiences as the point
of departure.

3. �e students seemed to appreciate the response-guided work-
shops in the PAR as they thought that such pedagogical situ-
ations should be included in the curriculum and appeared to
support their learning. Further developing and implement-
ing that form with instrumental teachers should be necessary
to establish a truly collaborative and creative laboratory set-
ting, allowing the teacher and researcher to function more
as co-travellers and facilitators. Furthermore, as the response-
guided workshops took place during one semester, a more
longitudinal research design should be considered.

4. It would be valuable to further study how di�erent forms of
articulating feedback, viewed from a broader perspective that
considers the roles of teachers, learners, and their peers, lead to
transferable learning or improved performance of the current
task regarding musical interpretation. Such a study needs to
seriously consider that students should be allowed to develop
in their ownway, not being forced to adapt to a pre-determined
goal moulded by the teachers, institutions, and traditions.

5. As this thesis’s results, in line with previous studies, indicate
a lack of precision in the terminology used, it would be inter-
esting to conduct a broader study focusing on how teachers
and students de�ne and understand the core terminology, i.e.,
the di�erences and similarities between interpretation and
imitation, interpretation and practice, interpretation and per-
formance, and expression and emotion. Such a study would
also open the possibility of establishing a meta-discussion on
the language used in dialogues on musical interpretation.
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6. It would be valuable to try to establish which views of musical
interpretation are held at di�erent institutions and see the
variation that exists within and between di�erent institutions.
Such a study could be seen as striving to uncloak the hidden
book of rules by which students should abide. However, when
openly formulated, they could function as a guiding document
for dialogues, design of pedagogical situations, and evaluation
of students’ learning.

7. Clearly de�ning and discussing the aim and purpose of all used
forms of tuition within educational programs in higher music
education and how they are supposed to make the student
achieve the prede�ned goals, including aspects of constructive
alignment with students and teachers, should be valuable for
establishing a shared understanding, and in curricular devel-
opment.

8. �e relationship between instrumental teachers’ espoused the-
ories and theory-in-practice, how such potential incongru-
ences can be addressed, and how they impact students’ learn-
ing should be studied further.

9. Lastly, investigating the practices and power relations a�ect-
ing the decisions made within higher music education at an
institutional level would be valuable. I suggest that it would be
interesting to investigate the metaphorical parallels between
higher music education and myth and magic,1057 exploring
the relevance of the concept of functional stupidity1058 and
using the increased inclination to continue pursuing activities

1057 See, e.g., FelicityWood, ‘Occult Innovations in Higher Education: Corporate
Magic and the Mysteries of Managerialism’, Prometheus, 28/3 (2010), pp. 227–244;
FelicityWood, Universities and the Occult Rituals of the Corporate World: Higher
Education and Metaphorical Parallels with Myth and Magic (Oxfordshire: Routledge,
2018).

1058 Mats Alvesson and André Spicer,�e Stupidity Paradox:�e Power and Pitfalls
of Functional Stupidity at Work (London: Pro�le Books, 2016).



224 discussion

a�er having invested money, e�ort, or time, termed sunk cost
fallacy,1059 as an analytical lens.

8.4 epilogue : ein unvollendeter dialog

In the chapter outlining the background and context for this thesis, I
stated that instrumental tuition in higher music education is o�en
described as based on some variant of the master–apprentice model.
During my PhD studies, I have become increasingly sceptical toward
these theoretical frameworks and their philosophical underpinnings,
especially as they, if uncritically accepted, could contribute to con-
serving the conservatoire tradition. More bluntly, I understand this
inertia to represent benign neglect on an institutional level.
In the position held by Lave and Wenger,1060 descriptions of

how midwives, tailors, butchers, and other traditional professions
are learned in speci�c cultural contexts are taken as a theoretical
framework for understanding how music students learn. However,
students have in the ballpark of 80–120 hours together with their
masters during a Swedish Bachelor of Arts in music (see page 35).
�is time is comparable to about 2–3 weeks together with a master
on the �eld. However, I do not believe that this limited time is the
primary problem with the model, but rather that the students are
conceptualised as taking part in the master’s workshop, producing
the master’s goods, i.e., beginning by watching how the master cuts
the cloth, to sewing more minor details, to �nally cut the pieces
themselves, instead of centring on developing their personhood. Is
this how higher music education works and should work? Are the
students supposed to carry the master’s scores, open the lid on the
piano, polish the instrument, and gradually take responsibility for
some of their own actions in producing an output similar or in-line
with the master’s conception? Is not the situation supposed to be the
exact opposite in higher music education? Considering the higher

1059 Hal R. Arkes and Catherine Blumer, ‘�e Psychology of Sunk Cost’, Organiza-
tional Behavior and Human Decision Processes, 35/1 (1985), pp. 124–140.

1060 Lave and Wenger, Situated Learning.
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education ordinance and the Bologna declaration, there seems to
be an apparent not yet enough addressed fundamental con�ict here.
Returning to Oettingen,1061 all organisations have been conceived
and given resources. Neither organisations nor beliefs are just there;
they are created, and can thus be reworked if wanted.
As a researcher in music education, being critical to the current

practices of higher music education and the research thereof is not a
frictionless position. In criticising the actions and beliefs of practi-
tioners of my past and current professions, i.e., teachers and research-
ers, and the not-insigni�cant amount of previous music education
research that states that demonstration and imitation, the master–
apprenticemodel, and the conservatorymodel are appropriate within
higher music education, I have myself not escaped criticism.�is
has been a complex path during the whole process where decisions
regarding how to narrate the results and make them believable to
both the research �eld and the practitioners have been numerous.
Furthermore, at all stages and levels of seminars, workshops, discus-
sions, conferences, and meetings, I have received more or less, the
same questions that imply that I devalue musical expertise, inspir-
ation, personal charisma, and the ine�able experience of being in
the proximity of a master and feeling seen. On the contrary, I do
value these aspects, but I do not believe that such experiences are
equal to or necessarily lead to actual learning.�is understanding
motivates the earlier presented stance held in this thesis, namely that
‘[k]nowledge for teaching is not the same as knowledge some other
purpose’.1062 �is stance, in its turn, motivates the �eld of music
education research, not identical to neither (artistic) research in or
on music nor education.
My odyssey of pursuing a PhD inmusic education—if it is an odys-

sey at all—is nearing its completion.�us, it is timely to meta-re�ect
on the whole experience. During most of the last six years, I have
strived to contribute to a better understanding of the teaching and
learning of musical interpretation of Western classical music from

1061 Oettingen, Pissedårlig undervisning [Piss-poor Teaching], p. 19.
1062 Stigler and Miller, ‘Expertise and Expert Performance in Teaching’, p. 441.
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both a teacher’s and student’s perspective within the context of pi-
ano main instrument teaching in higher music education in Sweden.
From the beginning, I was focused on understanding what was out
there, but during the process, I became more interested of entering
and acting into the world. However, would I retrospectively have
done anything di�erently if I had already known those insights when
planning the research? As with all such questions, it is impossible
to answer, as it presupposes the knowledge that was supposed to be
learned, which resonates with some of this thesis’s results.1063�is
nostos also includes the realisation of nor homestead(s), river(s), nor
data being static.
In returning to the study, the results emphasise that musical inter-

pretation is not just something that merely is. Instead, it needs to be
verbalised and negotiated collaboratively in dialogue, both in artistic
and pedagogical situations, verbally and musically, opening a space
for the other that can and should be allowed to be radically di�erent.
Musical understandings and the values that contribute to the formula-
tion thereof are all possible to continuously re-negotiate if the �eld of
researchers, performers, teachers, students, and listeners are willing
to do so. Moreover, the questions regarding what type of knowledge
that is possible to achieve regarding musical interpretation needs to
be dealt with, perhaps through establishing a meta-philosophy of
musical interpretation preferably addressing its ethical aspects.1064
�e argument by Leech-Wilkinson and Doğantan-Dack that
‘[c]reativity in classical music performance, like freedom of speech,
is welcomed so long as nobody is deeply upset’,1065 should be food
for thought. Such a tension regarding freedom of thought and action
is at the centre of the novelistic description by Kogan:1066

1063 TSA, p. 53.
1064 See LarsBergström,Grundbok i värdeteori [�e Basics of Value�eory (Stockholm:

�ales, 2004).
1065 Leech-Wilkinson, Daniel and Doğantan-Dack, Mine, ‘How Creative Can a

Musical Practice Be?’, CMPCP/IMR Performance/Research Seminars, 24 June 2013
cited inMineDoğantan-Dack, ‘Artistic Research in Classical Music Performance:
Truth and Politics’, Parse Journal, 1 (2015), pp. 27–40, https://parsejournal.com/wp-conten
t/uploads/2015/03/PARSE_Issue1-ArtisticResearchInClassicalMusicPerformance.pdf at p. 36.

1066 Kogan,Nothing but the Best, pp. 87–89, emphasis in original, typographical present-

https://parsejournal.com/wp-content/uploads/2015/03/PARSE_Issue1-ArtisticResearchInClassicalMusicPerformance.pdf
https://parsejournal.com/wp-content/uploads/2015/03/PARSE_Issue1-ArtisticResearchInClassicalMusicPerformance.pdf
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Student: But don’t you think, it might go this way?
[Plays]

Teacher: Who are you to say this to me?
Student: I really have a lot of trouble when I bring you
a piece that I’ve played a lot; where I’m trying to what
I want to do, I have a hard time in lessons. It’s tough
for me to change. When I bring you something I
haven’t studied that much . . .

Teacher: I’m a seasoned professional, and you’re a
country bumpkin. You’re twenty-eight years old and
�oundering around here.

Student: I’m not twenty-eight. (He was only twenty-
three.)

Teacher: [Spews verbal insults for half an hour, and
then throws the score on the �oor.] Get out [. . . . ]
I’m not here to teach you your way. I’m here to teach
you my way. I have a way that works. It works for
me.

Student: I’m sorry if I o�ended you in any way. Let’s
see how things work out. If they don’t work out, we’ll
�gure what to do then.

From a local perspective, the future development at my workplace,
the Luleå University of Technology, is an interesting case. On the
one hand, both music education as a research subject and the teacher
training program—in both music and dance—has been suspended
during the last years.�us, ending an educational tradition that
goes back to 1978 for the teacher training program in music and

ation of the dialogue has been adapted to a style more akin to scripts for theatre to
clarify the verbal exchange; See also the scene where one student’s view seems to
clash with the teacher’s, who repeatedly has humiliated the student in front of his
peers, in the campus �ction by Malcolm Bradbury,�e History Man (Boston:
Houghton Mi�in, 1976) (originally pub. 1975), pp. 138–139.

1067 For an overview of the development of music research in Sweden, see Håkan
Lundström, ‘Svensk forskning i musik: De senaste 100 åren [Swedish Research in
Music:�e Last 100 Years]’, Swedish Journal of Music Research, 101 (2019), pp. 1–47.
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1995 for music education research.1067 At the same time, due to a
rather large cohort of instrumental teachers soon retiring from their
positions at the municipal music schools,1068 there is a clear need
for instrumental teachers both regionally and nationwide. On the
other hand, the institution continues into the post-Bologna future
by integrating music education into musical performance. However,
from the perspective of sta� hired in the former research subject of
music education on scienti�c merit, no one is le�, and I am the last
PhD student. So, when you read this, I will also be gone. As pungently
formulated by what I believe to be a quite funny children’s book for
adults: ‘If you’re a dinosaur, all of your friends are dead.’1069
I claim that the present thesis has contributed with relevant know-

ledge and has shown the need for more research that addresses both
the music and education in the research subject’s name.1070 In sum,
the results indicate that the dialogue that seems to have been lost
in the monological teaching of musical interpretation can be re-
gained in collaborative pedagogical situations. From the perspective
of philosophical hermeneutics and the Hegelian dialectic, the follow-
ing statement should be food for thought: when mastered, we ‘retire
harassed and overburdened’, and ‘we desert our master, and seek for
companions’.1071

1068 Swedish: ‘kulturskolor’.
1069 Unfortunately, this quote is not present in the book. Instead, it seems to be manu-

factured by my memory. See AveryMonsen and Jory John, All my Friends are
Dead (San Francisco: Chronicle, 2010).

1070 See the discussion in Harald Jørgensen, ‘Nordisk musikkpedagogisk forskning
på doktornivå: Status og fremtid [Nordic Music Education Research at Doctoral
Level: Status and Future]’, in Harald Jørgensen and IngridMaria Hanken
(eds.),Nordisk musikkpedagogisk forskning [Nordic Music Education Research] (Oslo:
Norges musikkhøgskole, 1995), pp. 11–43 at p. 17.

1071 From the critique of Milton’s Paradise Lost in Samuel Johnson,�e Lives of the
English Poets: With Critical Observations on their Works, with an introduction by
Arthur Waugh (London: Oxford University Press, 1816), p. 132; See also Zipes,
�e Sorcerer’s Apprentice; Leech-Wilkinson, ‘Classical Music as Enforced Utopia’,
p. 326.
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Finally, returning to the very beginning of this thesis and its title,
Milton,1072 in commenting on the selection of topic and the neces-
sity of help to succeed with the undertaking, writes:

If answerable style I can obtain
Of my celestial patroness, who deigns
Her nightly visitation unimplored,
And dictates to me slumbering, or inspires
Easy my unpremeditated verse:
Since �rst this subject for heroic song
Pleased me long choosing, and beginning late

I believe that my supervisors, closest colleagues, friends, family, and
my extended research community collectively have contributed to
creating a situation where the muse, through Au�orderung and Bild-
samkeit, have been supported to self-materialise. However, all re-
maining lack of factualness, arguments, and clarity in the prose—
potentially ‘obscured by old Words, Transpositions, and Foreign
Idioms’1073—is upon me. It is true that I have found this topic inter-
esting for a long time and that I have begun too late. If I had had
the time, the thesis would have been shorter. But I will stop here.
Now all that remains, is for the reader to engage dialogically with
the text. Es ist vollbracht, Torschlusspanik und mehr™.1074Where are
the Plutarchian dancing dolphins?
(I gather my things and go.1075)

PRE S S PLAY ON TAPE

1072 Milton, Paradise Lost, p. 248 (book IX verse lines 20–26).
1073 Joseph Addison,�e Spectator, Number 297 in Notes Upon the Twelve Books of

Paradise Lost, https://quod.lib.umich.edu/e/ecco/004856155.0001.000/1:7?rgn=div1;view=fulltext,
accessed 28 Dec. 2021.

1074 SeeKarenV. Lee, ‘Neuroticism: End of aDoctoral Dissertation’,Qualitative Inquiry,
11/6 (2005), pp. 933–938.

1075 See ending in Terrence McNally, Master Class (New York: Dramatists Play
Service, 1996), p. 50.

https://quod.lib.umich.edu/e/ecco/004856155.0001.000/1:7?rgn=div1;view=fulltext
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Abstract
This article explores three aspects of interpretation—musical interpretation of notated
Western art music, hermeneutics (theoretical framework), and poetry (tool for analysis
and  representation)—based  on  ongoing  music  education  research  focusing  on  the
learning  of  musical  interpretation  within  the  one-to-one  context  of  higher  music
education. The broad philosophic poetic inquiry of interpretation has the form of an
autoethnodrama containing both haiku and found poetry. Poetry is  both used as a
process of inquiry and as a means of representation. The autoethnodrama explores the
author’s  struggle  with  finding  his  cogito  for  conducting  arts-based  research  and
touches upon his personal history. Through the combination of autoethnodrama and
a philosophic  poetic inquiry, he finds a deeper understanding of  musical interpret-
ation, usage of poetry and autoethnodrama in research, as well as of his personhood.
Concluding reflections on one possible  way of  interpreting the autoethnodrama in
relation  to  teaching  and  learning  of  musical  interpretation  within  higher  music
education are also presented.

Keywords:  Arts-based  research,  autoethnodrama,  interpretation,  musical  interpret-
ation, hermeneutics, poetry, poetic inquiry, translation, Western art music, philosophy
of science, ELIZA.
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A Philosophic Poetic Inquiry of
Three Aspects of

Interpretation within Music
Education Research

An Autoethnodrama in Four Acts
Carl Holmgren1

PROLOGUE

Where the disposition of the
autoethnodrama,2 its dramatis personae, and
some important preliminaries are presented.

SCENE 1

NARRATOR. The dramatis personae for the following autoethnodrama in four acts in-
cluding prologue and epilogue, divided in scenes, consists of Carl Holmgren

1 Luleå University of Technology. E-mail: carl.holmgren@ltu.se
2 An ethnodrama is the written dramatic script resulting from transforming and adapting

ethnographic research data (Saldaña 2008,  283).  Although ethnodrama’s  status as  re-
search is still questioned, the commercial theatre has staged ethnodramatic works since
the 1980s (Saldaña 2008, 284). In this article, autoethnodrama refers to the written script
of an ethnodrama based on the author’s experiences. Furthermore, the present drama is
part fact and part fiction.
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(henceforth abbreviated to CH), Interpretation, and some other rather self-in-
vited characters including philosophers on the topics of hermeneutics, musical
interpretation, and poetry.3 The concept of musical interpretation is viewed as
a form of “oral recitation” (seen in a widened perspective), hermeneutics as a
form of developing a  “reasonable explanation”,  and creation of poems as  a
form of “translation from another language”.4,5

N.B. This script, constituting the lion’s share of this article, is not primarily in-
tended to  be  performed,  i.e.,  it  is  a  “closet  drama”6 somewhat  akin  to  the
concept of  Augenmusik. Its sources are CH’s own experiences of and reflec-
tions on musical interpretation and research; literature including philosophy,
earlier research, and poetry; and transcripts from qualitative interviews con-
ducted by CH with four piano teachers and six students within higher music
education in the Western art music tradition in Sweden.7

The utterances are either in the form of prose sentences or of one of three
types of poems. The prose sentences are written by CH if no reference is given.
The poems are  written by CH and either constructed (1)  using the literary
practice of found poetry,8 (2) as a representation of interview material from the

3 Important influences and forerunners for writing this drama are presented in act IV. 
4 Palmer 1972, 14
5 Within the scope of this autoethnodrama and the concluding reflections, I have—for

visuo-poetic  reasons—placed  the  references  in  footnotes  (using  the  same  format  as
would otherwise have been placed in parenthesis) analogously with the practice of APA
for footnotes.

6 Saldaña 2005, 14
7 These interview transcripts also constitute the empirical material for yet another article

(in review) by me (Holmgren 2018).
8 The practice of found poetry originated in the early 20th century. Found poetry is cre-

ated by combining words, phrases, or entire passages from one or multiple texts and
framing the resulting text as poetry in the new context (Perloff 2012, 503). Found poetry,
hereafter referred to as poetic condensation (see, e.g., Öhlen 2003; Hølge-Hazelton and
Krøjer 2008). In the present article, poetic condensation denotes an active analytical en-
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conducted interviews,9 or (3) as haiku formed10 reflections about scientific in-
quiry and poetry in general.11

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

gagement with an empirical material where the result is poetic. The term thus functions
as a noun (i.e., the final condensed product) as well as a verb (i.e., the act or process of
condensing).  For this type of poems—constructed using a compressed selection of the
participant’s or participants’ exact words—Langer and Furman (2004) use the term re-
search poems,  Prendergast  (2009,  545) labels  them  vox participare,  whereas other re-
searchers use different terms. In the present article, poems of this type are constructed of
text from the places that the references indicate. In the extraction of passages or words, I
have  adhered to  these  six  principles:  (1)  capitalisation  has  been removed,  except  for
proper names and personal pronouns; (2) punctuation have been removed except for
listening commas, quotation marks,  and (one) question mark; (3) inserted words (or
phrases) are printed within square brackets: [like this]; (4) references for respective utter-
ance is given in the footnote placed at the end of that utterance; (5) italics and ortho-
graphy are as in the original sources; and (6) some passages have been merged and some
material rearranged in order to make the resulting poems less redundant. In addition, ty-
pographically, the second line resulting from line breaks of long lines has been indented
approximately right-aligned.

9 For the second type of poems—in this text constructed by me as an analysis and repres-
entation of material from research interviews conducted by me—Prendergast uses the
term vox autobiographia/autoethnographia, and describes them as written using “field
notes, journal entries, or reflective/creative/autobiographical/autoethnographical writ-
ing as the data source” (2009, 545). I consider this type of poems to be an analysis and
representation of the material, filtered through the researcher’s understanding. Langer
and Furman (2004, para 0) label a similar type of poems, attempting to capture “the es-
sence of the subject’s experience”, as  interpretive poems, whereas other researchers use
different terms.

10 In this text, a haiku formed poem is viewed to have the three following characteristics:
(1) it loosely adheres to the tradition of using a kigo (a seasonal word or phrase) seen in a
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SCENE 2

RICHARDSON

interview tape-recorded transcribed
cut pasted edited
trimmed smoothed snipped

standard conventions conceals
the handprint of the researcher12

CH.  If I read another interview study where the approach to transcription, transla-
tion, condensation, thematising, and analysis is not dealt with in depth, I will
freak out.

RICHARDSON

texts are always subject to multiple readings13

CH. The postmodern stance gives me no comfort, nor does it persuade me. I wish I
had become a linguist, philosopher, or programmer instead.

LEE

I switch hats
visit the hat store

widened sense, i.e., something in the poem that relates to (the passing of) time; (2) it has
a two-part structure—alluding to the traditional use of kireji (literary cutting characters)
—that juxtaposes contrasting, explanatory, or humorous images (often themselves in-
tended to be possible to interpret in many ways); and (3) it (mostly) adheres to the tradi-
tion of arranging the poems in three lines with five, seven, and five syllables respectively
(see, e.g., Crowley 2012 , 592–4, Johnson 2012, 594–5, and Morton 2012, 751–2).

11 For the third type of poems—in this text constructed by me as free haiku formed reflec -
tions about scientific inquiry and poetry in general—Prendergast (2009, 545) uses the
term vox theoria, and describes them as written as responses to literature or theory in a
field, or about poetry or inquiry itself. 

12 Richardson 2001, 878
13 Richardson 2001, 879
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the sense of a hat unfolds who I want to be
I play with the hats of my life14

CH. I need to be more pragmatic.

LEGGO

what is this poem good for?15

WITTGENSTEIN

one should write
philosophy
only as one writes
a poem16

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

SCENE 3

NARRATOR. As an introduction before we get started, I would like to give the word to
a character (i.e., another narrator) in the novel The Loser by Thomas Bernhard
and let it present four concepts and one person that will eventually turn out to
be quite significant in this autoethnodrama. These are: piano playing, philo-
sophical matters, the competitiveness found both within art and research, the
state of not knowing or understanding, and the classical pianist Glenn Gould.

BERNHARD

I would never have been able to play as well as
Glenn

for that reason I gave up
from one moment to the next
no more piano

14 Lee 2005b, 935
15 Leggo 2012, 143
16 Wittgenstein 1998, 28
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I will now devote myself to philosophical 
matters

even though I didn’t have the faintest idea
what these philosophical matters might be17

POETRY

förtviningsprocess: fortification:
inget mer pianospel no more piano playing
snart är jag hemma soon I will be home18

LEGGO

my poetry is often personal
autobiographical19

NARRATOR. Oh, one more thing. I might have forgotten to mention that during this
autoethnodrama Poetry, as well as other voices, will comment here and there.

HIRSCH

poetry
a vague grouping of intrinsic genres
whose members do not share
any attribute or set of attributes
which distinguishes them from nonpoetry20

LEGGO

I often wonder if anybody
besides other poets
really care about poetry21

17 Bernhard 1991, 11
18 As a service to the reader, the haiku formed poems are presented in both their English

and original Swedish version (if there is any) for the possibility of comparison. For more
information on the translation process see narration in act I, scene 5.

19 Leggo 2006, 85
20 Hirsch 1967, 150
21 Leggo 2012, 143
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ACT I

Where CH falls down some kind of rabbit
hole through space and time, and reluctantly
presents himself as an angst-ridden figure all
too much reminding of a Don Quijotean–
Feyerabendian–Gouldian tribrid, i.e., your

ordinary (cup of) Joe.

SCENE 1

CH. Firstly, I am delighted that you accepted my invitation to participate in this in-
terview. I am sure that this will be an interesting conversation for both of us.

INTERPRETATION (HENCEFORTH ABBREVIATED TO I).  Thank you. It is nice to be here.
Although, I must let you know that I am a little bit nervous. I am not used to
being addressed face-to-face.

CH. How come? Due to your quick reply, I got the impression that you did not mind
talking.

I. Not really. I am used to being spoken about rather than to, or with. Why that is the
case, I can only speculate.

POETRY

interpretation interpretation
att ingen talar till mig no one ever talks to me
inte ens Hermes not even Hermes

TEACHERS

I wonder how often I say the word
‘interpretation’
probably quite seldom

15
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NARRATOR.  At this moment, I would like to add that the persons whose names are
typographically approximatively centred (i.e., not left aligned) speak on verse
within the internal dialogue of CH’s mind. This means that the participants of
the dialogue in prose spoken out loud—i.e.,  mainly CH and Interpretation
(left aligned followed by a full stop)—hear and are influenced by the other
voices but unable to engage in direct external communication with them.  I
would also like to remention that the empirical material for the poetic repres-
entations—presented as aggregates called Teachers respectively Students—are
transcripts from the interviews conducted by CH with the piano teachers and
students.22

LEGGO

even while I look
for interpretation
I do not trust
the interpreters23

CH. What do you think?
I. Sometimes it seems as if peoples’ views about me are more interesting than what I

am, do, or how I can be used to fulfil different humans’ objectives. I find that
tiring.

CH. Personally, when I first made contact, I felt somewhat uncomfortable addressing
you directly. Also, it quite frankly, made me question my mental health.

I. Do you think that you should be worried about your mental health?

22 These interview transcripts also constitute the empirical material for yet another article
(in review) by me (Holmgren 2018).

23 Leggo 2018, 79
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LEGGO

we need a healthy inner life
this is where poetry can help24

CH. I do not know, but I think that question is beyond the scope of this interview.

LEE

autoethnography
an epiphany that heals
deeper understanding25

ROGERS

if I really understand
I might be changed
we all fear change26

I. It was you who brought up the question, not me.
CH. Fair enough, getting back to the subject at hand …
I. Pardon me for interrupting you, but just to clarify: when we read your …
CH. We?
I. Yes, we. When we read your invitation and saw the preliminary title for this article,

it was evident that you had to meet us all.
CH. Exactly whom am I talking to here?
I. Us.
CH. Who are you?
I.  Musical interpretation, Theoretical framework, and Tool for analysis and repres-

entation.

24 Leggo 2005, 446
25 Lee 2006, 1154
26 Rogers 1961, 18
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MUSICAL INTERPRETATION. I, your old friend since the 1980s. However, strictly speak-
ing, I am, or perhaps preferably, we are monozygotic twins: my sibling ‘inter-
pretation’ (who is a noun) and myself ‘to interpret’ (who is a verb).

THEORETICAL FRAMEWORK. I, your slightly newer (at least for you) philosophical–in-
tellectual challenge.

TOOL FOR ANALYSIS AND REPRESENTATION. I, your postmodern (or am I only modern,
who knows?) menace.

DAVIDSON

theory of interpretation
the business jointly of the
linguist, psychologist, and philosopher27

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

SCENE 2

NARRATOR. While stopping briefly, to let CH regain his composure, different voices
within his internal dialogue will articulate their views of the three aspects of in-
terpretation. Let the characters representing Musical interpretation start.

TEACHERS

the short answer
to make a text come to life
that I can make comprehendible
within its limits
on an instrument
and relate to
with all that implies
and that responsibility

27 Davidson 1984, 141–2
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HIRSCH

the object of interpretation
no automatic given
a task that the interpreter sets
decides what he wants to actualize
and the purpose28

STUDENTS

interpretation is when
you work with something
trying to understand
what the dots mean

what does he really want
which character
what is it all about

one should sort out
from marks and instructions
says quite a lot
but not really much
much is between the lines

TEACHERS

can not interpret
without a lot behind you
you have to create a world
that you can operate within

eventually you acquire good taste
to relate organically

28 Hirsch 1967, 25
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if you do not
music starts pulling faces

lesser geniuses as we
must try
to at least relate
to the score
and tradition

FEYERABEND

traditions
neither good nor bad
they simply are29

TEACHERS

I admire interpreters
like Alfred Brendel
not that I
at all
compare me to him:

“over seventy
Mozart’s sonatas for piano
if I do not understand them now
I do not really know when”

BRENDEL

if I belong to any tradition
it makes the masterpiece
tell the performer what he should do
not the performer telling the piece what it 

should be like

29 Feyerabend [1975] 1993, 268
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or the composer what he ought to have 
composed30

POETRY

May I present some short poems
about musical interpretation?

RICHARDSON

to re-present significant moments
the short poem
a candid photo
an episode
an epiphany31

sequence narrative
order implies a plot

the spaces
invite response
and interpretive work

artful openness
by which we come to know
and not to know
and then to know ourselves again
differently32

PRENDERGAST ET AL.
interviews the data
research method haiku

30 Kidel 2001
31 Richardson 2001, 880
32 Richardson 2001, 881
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results haiku poetry
interpretation the poems33

haiku
excess of meanings
constrained structure34

free of clutter numerical obscurity
obfuscation35

POETRY

The first poem below is participant-voiced, 
the second researcher-voiced,36

whereas the third is a reflective poem:

tekniskt-musikaliskt music-technical
mindre genier som vi dwarfs standing on giants’ shoulders
måste förhålla oss must behave oneself

likt en Odysseus like a Ulysses
kryssar Skylla–Karybdis beats Stretto di Messina
god smak som sextant with acquired taste

tomhetens triumf the pain of wisdom
vet vad allting är utom knowing everything except
härledningen av hur how to deduce how

WITTGENSTEIN

refined taste
has nothing to do

33 Prendergast et al. 2009, 312
34 Prendergast et al. 2009, 312
35 Prendergast et al. 2009, 312
36 For a broad idea of how the two first poems relate to the interview transcripts, see Teach-

ers’ second statement in this scene.
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with creative power37

taste rectifies38

LATIN

Quod licet Iovi, non licet bovi.

ENGLISH

What is permissible for Jove is not permissible
for a bull.

LEGGO

teachers
should learn to know themselves
as poets39

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

SCENE 3

NARRATOR.  After this presentation of Musical interpretation, it is time to let some
voices representing Theoretical framework speak.

GADAMER

whoever has language
“has” the world40

LANGER AND FURMAN

language
abstraction
imperfect representation
of human experience

37 Wittgenstein 1998, 68
38 Wittgenstein 1998, 129
39 Leggo 2005, 439 & 442
40 Gadamer 2013, 469
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researchers struggled
to explore and communicate
truths
imperfect tool
reducing human experience41

DAVIDSON

we do not know what someone means
unless we know what he believes
we do not know what one believes
unless we know what he means42

TEACHERS

scientific research
on interpretation
measuring milliseconds
a bit pointless

RICOEUR

reading
like the execution
of a musical score43

PALMER

a musical score
mere shell
the “meaning”
must be grasped
to interpret44

41 Langer and Furman 2004, para 1
42 Davidson 1984, 27
43 Ricoeur 1981, 121
44 Palmer 1972, 16
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interpretation:
oral recitation
reasonable explanation
translation from another language45

RICOEUR

to read is to consider
its author already dead
the book as posthumous

the relation complete and intact
the author can no longer respond
it only remains to read

his work46

IRVIN

the authors
choosing the works’ features
determine the interpretation47

PALMER

integration
the true task
of hermeneutics48

DAVEY

an interpretation of interpretation
what “happens” to us
when we are challenged

45 Palmer 1972, 14
46 Ricoeur 1981, 109
47 Irvin 2015, 104
48 Palmer 1972, 186
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by texts and artworks
ancient and modern49

RICOEUR

to interpret
to explicate the type of being-in-the-world
unfolded in front of the text50

WITTGENSTEIN

different ’interpretations’
correspond to different applications51

STUDENTS

it is difficult to get it expressive in different 
ways

when you have found one
you always focus on
recreating the same interpretation
that you did before

RIBEIRO

that recording
not the full range of possible interpretations
even a parrot
“declaim” differently each time52

DAVEY

inability to arrive at a final interpretation53

not residing in the quietness
of a single interpretation
upholds an openness

49 Davey 2006, 1
50 Ricoeur 2008, 82
51 Wittgenstein 1998, 46
52 Ribeiro 2015, 143
53 Davey 2006, xv
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translation
transcendence
furtherance of understanding54

IRVIN

students almost never incorporate this
seem to think that the goal is to eliminate 

confusion
to the extent that to feel confused
is a sign of their own incompetence55

BRENDEL

nothing was further from my mind
than a definitive solution
I just plunged into an adventure56

curator, executor, and obstetrician57

HIRSCH

each interpretive problem
requires its own distinct context
of relevant knowledge58

the only methods advocated
are those for weighing evidence59

the question is not
“How are we to interpret the text?”
but “Which text are we to interpret?”60

54 Davey 2006, xvi
55 Irvin 2015, 101
56 Brendel [1966] 2015, 15
57 Brendel [1970] 2015, 41
58 Hirsch 1967, vii
59 Hirsch 1967, x
60 Hirsch 1967, 233
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 SCENE 4

NARRATOR.  Finally, it is time to let voices representing Tool for analysis and repres-
entation speak. However, first, a short historical exposé presenting the devel-
opment of arts-based research, focusing on the use of poetry and autoethno-
drama.

SINNER ET AL.
1970s
educational researchers
practices of artists and critics
arts-based forms were formulated

1990s
arts-based research
the creative arts
inform and shape
redefining
methodological vehicles61

PELIAS

science
looking at a tree and seeing lumber
poetry
looking at a tree and seeing a tree62

LEAVY

poetry
as research strategy

61 Sinner et al. 2006, 1226
62 Pelias 2004, 9
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challenges
the fact–fiction dichotomy63

HANAUER

normalization of data into academic prose
illusion of disembodied objectified data64

RICHARDSON

Nobody talks in prose.65

PELIAS

sometimes using fiction
to tell the truth66

RICHARDSON

poetic representation
convey meanings
multiple and open

readings67

HIRSCH

distinguishing characteristic of a text
many disparate complexes of meaning can be 

construed
only by ignoring this
can a theorist attempt to erect a normative 

principle68

63 Leavy 2015, 63
64 Hanauer 2010, 91
65 Richardson 2001, 879
66 Pelias 2004, 72
67 Richardson 1992, 126
68 Hirsch 1967, 25
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LEAVY

snippet of human experience
in a heightened state69

magnifying glass
in front of reality70

LANGER AND FURMAN

research poems
condensed
powerful
forced to focus on
content and meaning FURMAN AND DILL

subject’s voice as only words and phrases
primary transmitter71 found in the original data72

interpretative poems
researcher poetry that they believe
present themselves captures the essence
fuses as a means of reflecting
the subject on the relationship
and between
the insights researcher
of the researchers73 and those being 

researched74

LEAVY

can be understood
as an extension

69 Leavy 2009, 64
70 Leavy 2009, 68
71 Langer and Furman 2004, para 15 and 19
72 Furman and Dill 2015, 46
73 Langer and Furman 2004, para 19
74 Furman and Dill 2015, 46
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of what they
[qualitative researchers]
already do75

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

LEGGO

poetry
act of transformation
art of transformation
minding and mining
possibilities for translating
the stories we live76

swinging between knowing and not knowing
writing in the air

like music
a ladder from here to there77

researching autobiography
asking unsettling questions
learning to dream again
to imagine other possibilities78

LEE AND GOUZOUASIS

autoethnographic duet
dramatic and evocative account79

75 Leavy 2015, 64
76 Leggo 2012, 142
77 Leggo 2012, 155
78 Leggo 2004, 35
79 Lee and Gouzouasis 2017, 316
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GOUZOUASIS AND LEGGO

as we learn about music and poetry
and the complex relationships
we become more reflective
learn new meanings of “that”
which is meaningful to
poets, musicians, and arts-based researchers
we become pedagogical 

80

SALDAN ̃A
ethnodramatic representation
should be chosen
for its appropriateness81

analyzed and dramatized selections
interview transcripts field notes written 

artifacts
characters
the research participants82

researcher’s criteria
don’t always harmonize
with an artist’s
theatre’s primary goal is to entertain

ethnographic performance
an entertainingly informative experience83

80 Gouzouasis and Leggo 2016, 462
81 Saldaña 2003, 218
82 Saldaña 2003, 218
83 Saldaña 2003, 220
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dialogue
characters exchange thoughts
or an interpersonal conflict84

the playwright’s way of showing character 
interaction and interplay

not only advance the action85

GOUZOUASIS AND LEE

emotional dialogue
graduate supervisor and doctoral student
the importance of providing support86

LEGGO

read interrogate thematize expand 
summarize87

show don’t tell88

RIBEIRO

poems in a typographic culture
wealth of possibilities of sound
minimized in silent reading
imagine if we learned to read musical scores 

perfectly
and ceased to attend concerts89

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊
 

84 Saldaña 2003, 225
85 Saldaña 2003, 226
86 Gouzouasis and Lee 2009, 173
87 Leggo 2008, 6–7
88 Leggo 2008, 11
89 Ribeiro 2015, 147
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SCENE 5

CH.  Well ... all right then ... Sigh. It feels good to be a researcher with more ECTS
credits than street cred.

ALMA MATER. ... at Luleå University of Technology!
I. May I propose that we get started? Our mutual friend Wirkungsgeschichte has sug-

gested that it will not be long before we are in vogue yet again. You have to ex-
cuse us old concepts and words, but occasionally we need our beauty sleep.

CH. Okay.
TRANSLATION.  Psst,  I  think it  might  be important  to remind you all—homaging

Grosseteste, Bacon et consortes—that this conversation is a translation ...

LATIN

Omnis traductor traditor.

ENGLISH

Every translator is a traitor.

KASPAREK

Roger Bacon[:]
the translator
must know both languages
as well as the science that he is to translate
finding that few have the requisite knowledge
he wanted to do away
with translation
and translators90

FROST

poetry is that which is lost
in translation

90 Kasparek 1983, 85–6
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any book in any but your own
language or languages
is a closed book91

DAVIDSON

what makes interpretation possible
is the fact that we can dismiss a priori
the chance of massive error92

ROBINSON

a translation and an original
aptly analogous to a young writer and 

a classic93

FROST

for self assurance
there should always be a lingering 

unhappiness
in reading translations94

ROBINSON

translational confidence can be sustained
human situations are analogous95

shared reference points96

that there can be no literal translation
allows fidelity and accuracy
these terms require an acknowledged gap97

91 Frost 1973, 159
92 Davidson 1984, 169
93 Robinson 2009, 5
94 Frost [1951] 2007, 167
95 Robinson 2009, 80
96 Robinson 2009, 92
97 Robinson 2009, 42
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ontological ambiguity
are and have to be read as
the sound of one voice
pretending to be another’s98

VENUTI

an interpretation that imitates yet varies
foreign textual features in accordance with the

translator’s situation99

limited by its address and intended function100

ROBINSON

no clear distinction between a poem and a 
translation101

what is produced is not the same
it never is with any translation102

if you think the losses are worse with poetry
than with the propositions of Philosophical 

Investigations
could this be because you are reading 

Wittgenstein 
inattentively?103

translations like performances of scores
always interpretive variations104

98 Robinson 2009, 50
99 Venuti 2008, 124
100 Venuti 2008, 14
101 Robinson 2009, 55
102 Robinson 2009, 58
103 Robinson 2009, 58
104 Robinson 2009, 68
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fidelity may be evaluated and valued105

translations from experience are original 
poems106

MIDGLEY

data and interpretations
shaped by weaknesses, choices, interests, 

myths107

ROBINSON

in writing trust requires
writer, text, and reader
in translation
writer, text, reader, translator, related text, 

and reader108

DAVIDSON

for speakers of the same language
how can it be determined
that the language is the same109

TRANSCRIPTION. ... in transcribed form.

OLIVER, SEROVICH, AND MASON

social sciences
frequently overlook
transcription110

105 Robinson 2009, 73
106 Robinson 2009, 173
107 Midgley 2001, 141
108 Robinson 2009, 156
109 Davidson 1984, 125
110 Oliver, Serovich, and Mason 2005, 1275
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NARRATOR.  The following information should perhaps have been presented earlier.
However, all interviews were carried out by CH in Swedish, although two of
the participants had other mother tongues. The interviews were digitally recor-
ded and transcribed verbatim by him.  The transcripts  passed through four
stages  of  delicate  editing—to  remove  stutterings  and  repetitions,  inserting
punctuation and capitalisation—before the participants got to approve of and
had the opportunity to make additions, which no-one did, to their transcripts.
The transcripts,  consisting  of  in total  237 pages  corresponding to  about  12
hours of interviews, were read multiple times, and haiku formed researcher- as
well as participant-voiced poems in Swedish were created. These poems were
translated to—or more appropriately re-created (in a quasi-resurrecting sense)
in—English either simultaneously or afterwards;

BRENDEL

already alive
but dormant
privilege of kissing her
awake [again]111

NARRATOR. this re-creation involved (at least) two different aspects, first a translation
of the words in the poem, and second a translation into (relatively) tolerable
and functional English. When the poems were created in Swedish, no concern
was given the (potential) problem of later re-creating them in English. Some of
the reflective poems were originally formulated in English and later re-created
in Swedish. All translations were considered to be interpretive actions that af-
fected the meaning and thereby the researcher could conceptualise anew, con-
tributing to a new understanding of the material. The material in English is to
be considered as a translation from the original Swedish, one that is written by
a Swede, i.e., not in his mother tongue. The poems were checked for coherence
and congruency with poetic condensations created for each transcript, and on

111 Brendel 2013, 75
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aggregated levels  (one for teachers,  and one for students).112 This  check was
simultaneously performed on the material in Swedish and English.

VENUTI

an interpretation made by the translator
not necessarily open to every reader113

ROBINSON

use the limitations of translationese 
as a means114

WITTGENSTEIN

strike a coin from every mistake115

VENUTI

transparency conceals the translator’s 
interpretation116

inscribes the foreign text with a partial 
interpretation

excluding the very differences that translation 
is called on to convey117

CH. I think I am about to give up.
I. Please don’t. I kind of like talking to you. And you seem to be willing to listen to

me.

NANCY

if someone listens to music
without knowing anything about it
without being capable of interpreting it

112 For a list of approaches to coherence and congruency see, e.g., Gouzouasis 2008, 224.
113 Venuti 2008, 266
114 Robinson 2009, 13
115 Wittgenstein 1998, 129
116 Venuti 2008, 66
117 Venuti 2008, 16
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is it possible that he is actually listening to it
rather than being reduced to hearing it118

STUDENTS

a fantastic interpretation inside the head 
stays there

no one else gets to hear it

CH. It seems as if I hear too many voices or not enough. While my hubris is killing
me, let’s get to work.

I. What do you mean by ‘work’?

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

SCENE 6

POETRY

jag undersöker I examine
jag upphäver omdömet I determine in nothing
förföljd av alla now prosecutee

MONTAIGNE

J’essaie, tu essaies …

ARISTOTLE

not the function of the poet
to relate what has happened
but what may happen
what is possible

poetry
more philosophical
higher than history

118 Nancy 2007, 63
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express the universal
history the particular119

STUDENTS

could play a piece
not like I really should
not like the composer
convincing the listener
it should be like this
although I am not
doing as I really should

HIRSCH

too many interpreters have sought 
autobiographical meanings

where none were meant120

TEACHERS

some do things to appear as athwart
sometimes fantastic
sometimes causing motion sickness

original for the sake of originality
not sure that music benefits

those who stand in front of
Beethoven comes in the dark
does things
tries to over-interpret
spotlight on oneself
rather than on the material
it can sometimes make me ill

119 Aristotle 1902, 35
120 Hirsch 1967, 16
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very good pianists [sometimes] disturb
rather than exposing
drowned in subjective interpretation

GOULD

never be clever for the sake of being clever
for the sake of showing off 121

TEACHERS

objections against Glenn Gould
fantastic interpreter
I do not listen to him

BRENDEL

Glenn Gould whose talent was exceptional
whose style of dealing with his profession 

I found unacceptable122

GADAMER

taste avoids
the unusual
the monstrous123

SALDAN ̃A
ethnotheatre
not intended as a “clever” presentation 

medium124

121 Gould 1964
122 Brendel [2003] 2015, 429
123 Gadamer 2013, 52
124 Saldaña 2005, 2
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ACT II

Where CH and Interpretation start talking,
and Interpretation turns out to be a good but

slightly annoying question asker.
  

SCENE 1

I. So, tell me, why have you come to talk to us?
CH. Well, you see, I am conducting music education research and want to understand

more about the learning of musical interpretation within the context of one-
to-one tuition in higher music education.

I. That sounds interesting. What have you found so far?
CH. It’s complicated.
I. Please, if you are going to talk to me, stop answering my questions with stock Face -

book relationship statuses.
CH. Okay. I have read quite a bit, interviewed students and teachers, watched piano

lessons,  conducted  stimulated  recall  interviews,  and  of  course  done  some
thinking.

I. So?
CH.  At the moment I am trying to finish an article, whereof the autoethnodrama

containing this interview constitutes the lion’s share.
I. What is the subject of that article?
CH. I am trying to get to know Interpretation better through an investigation of mu-

sical interpretation, hermeneutics, and poetry as a tool for analysis and repres-
entation.

I. How is that working out for you?
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CH.  I do not really know. I am both dazed and confused, and quite frankly feel a
little bit embarrassed.

I. Why do you feel embarrassed?
CH. Well, it sometimes feels as if I am trying to live up to some academic stereotype.
I. How do you mean?
CH. [reluctantly] Ahem. I will rip it off like a band-aid: I am afraid that my focus on

theoretical frameworks, philosophical analyses, and definitions of terminology
is a waste of time. A sort of procrastination instead of doing “real research”.

I. Have you learnt anything by doing this?
CH. Yes, I suppose so.
I. Good, so why worry?
CH. I do not know. However, you see, reading Plato and Aristotle feels a little bit like

reinventing the wheel …
I. Why?
CH. It takes a lot of time, and my peers are conducting research and publishing stud -

ies while I am reading these old Greek philosophers.
NARRATOR.  Well, your grandfather—at least when it concerns your chosen theoret-

ical framework—Gadamer mentions Plato on 124 pages and Aristotle on 98
pages in his bestselling 626 page long Truth and Method (2013). So I guess one
could say that you are in good company, or try to present yourself as a thor-
ough scholar through reinventing the square wheel.

WILSON

prevailing pragmatism
situational imperatives
“publish or perish”125

125 Wilson 1942, 197
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NARRATOR.  I find this quite meta; CH is trying to publish an article that—among
other things—touches upon his fear of not publishing. In addition, this has
already been done: see Redman-MacLaren’s exploration including her fear of
“non-production” and feelings of being an imposter,126 the latter area is also
treated by Creps.127

FEYERABEND

ideas are free
publication is the problem128

I. Don’t you find Plato and Aristotle interesting?
CH. Yes of course.

WHITEHEAD

safest general characterization
European philosophical tradition
consists of a series of footnotes to Plato129

I. So then, what you are saying is that you feel the need to do more of less interesting
things? Is that correct?

CH. I guess so.
I. Why on earth did you pursue a career in your field of research if you feel like this?
CH. I do not know.
I. Maybe you need to start studying philosophy instead?
CH. I am trying my best to conduct a systematic investigation, pursue wisdom, and

cultivate my love of knowledge.

126 Redman-MacLaren 2015
127 Creps 2018
128 Jung 2000, 160
129 Whitehead [1929] 1978, 39
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CAVELL

in the face of the questions posed we are 
children

we do not know how to go on with them
what ground we may occupy
in this light
philosophy becomes the education 

of grownups130

I. What are your interests, besides talking to your fictitious creations?
CH. [rising in desperation] Gah. I am interested in doing scholarly work and learning

stuff.
I. So then, is it not proper for you to read Plato and Aristotle?
CH. [pulling himself together in desperation] But it feels like everyone already has

read Plato and Aristotle! It seems like, ahem, done.
I. But you say that your peers do not read him. You contradict yourself. Also, by the

way, who are you to judge Plato and Aristotle?
CH. I am sorry. I did not intend to judge either of them. They are of course two es-

sential philosophers. 
I. Interpretation, yes?
CH. Yes.
I. … well, you see. It’s complicated.
CH. [stupent] Sigh.

 
  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

130 Cavell 1999, 224
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SCENE 2

POETRY

searching for science
into interpretation
neither fish nor fowl

ARISTOTLE

the poet
like any other artist
must of necessity
imitate one of three objects
thing as they
were or are
are said or thought to be
ought to be

the vehicle is language
current terms
rare words
or metaphors131

a command of metaphor
is the mark of genius
an eye for resemblances132

ROBINSON

translation, interpretation, communication, 
and understanding

extendedly metaphorical133

131 Aristotle 1902, 97
132 Aristotle 1902, 87
133 Robinson 2009, 101
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RICHARDSON

metaphor
backbone of social science

writing134

134 Richardson 1994, 519
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ACT III

Where CH and Interpretation restart—or
possibly reboot—the conversation and end it

on a maybe slightly unexpected note.
  

SCENE 1

I. How do you do. Please tell me your problem.
CH. Where is this interview really going?
I. Have you asked anyone else?
CH. Have you answered any of my questions?
I. Your questions?
CH. Yes, regarding interpretation.
I. I understand.
CH. Okay, let us try it this way: I am sceptical of conducting arts-based research, but I

am at the same time drawn to it.
I.  Is it because you are sceptical of conducting arts-based research that you came to

me?
CH. I do not know.
I. Does that trouble you?
CH. Yes, but at the same time, I am also sceptical to research in general.
I. You are sure.
CH. It makes me insecure.
I. Tell me more about that.
CH. Research is supposed to be at least sort of clear, but the more I try to find my co-

gito, ergo sum the more it seems that there is no firm ground.
I. That is interesting. Please continue.
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CH. I have so many questions and fear that I might be starting to think like a sophist.
I. That’s quite interesting.

GOUZOUASIS

I hear the skepticism in their voices
and that’s a good thing.135

ELIZA. Dear Interpretation, with all due respect I think that you have copied my in-
terpretation of the DOCTOR script, and I want it back!

STUDENTS

before you have gotten
any knowledge of interpretation
you have to get different ways
as long as you do not copy others’ 

interpretations
or you could do it

if you mimic it straight off
you entirely pass up your own interpretation

TEACHERS

incredibly important
not to [consciously] construct interpretations

not be a teacher
who says
do like this
putting interpretations in the students’ hand

135 Gouzouasis 2008, 222
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SHAW

honest and natural slum dialect
more tolerable than the attempt to imitate 

the dialect of the golf club

imitation will only make them ridiculous136

TEACHERS

have an opinion
I can tell you why it is not so good
and you can argue the opposite
about the person’s interpretation
not how I
or one should play this piece
it is the student’s way of saying I did not 

understand that

BASIC INTERPRETER. ?SYNTAX  ERROR

FEYERABEND

education
often consists in the teaching
of some basic myth
available in various versions
more advanced versions may be taught by 

initiation rites
knowing the myth
the grown-up can explain almost everything
the myth guides his understanding137 

136 Shaw 2003, 7
137 Feyerabend 1981, 163

51

347



EJPAE:  01 2018 vol. 03
Holmgren; A Philosophic Poetic Inquiry of Three Aspects of Interpretation
within Music Education Research

I. Goodbye. It was nice talking to you. P.S. I am your father, i.e., I am you.

HIGGINS

if I decide to teach you
I’ll be worse than two fathers138

CH. I think that I am at a loss for words.

GOUZOUASIS AND LEE

Our dialogue sought coherence, 
verisimilitude, 

and interest.139

SALDAN ̃A
I find myself offering each writer the same 

piece of advice:
“Stop thinking like a social scientist
and start thinking like an artist.”140 

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

SCENE 2

VAN FRAASSEN AND SIGMAN

science
interpretation at two levels
theory represents phenomena
that representation itself
subject to interpretation

138 Shaw 2003, 28
139 Gouzouasis and Lee 2002, 126
140 Saldaña 2005, 33
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as in art
persons often unconscious
of their interpretations
and their responses as readers

the texts of science too
are open texts141

HANAUER

but assumes the convention of
trying to provide ease of access
to its meanings142

VAN FRAASSEN AND SIGMAN

to enhance the understanding of science
is not to resolve such ambiguity
but to find out in how many different ways
it could be resolved

every interpretation
throw new light
on the theory
showing
how the world could be

tensions created by ambiguity
may well be the crucial clues
to creative development143

ARISTOTLE

a probable impossibility

141 van Fraassen and Sigman 1993, 84
142 Hanauer 2010, 91
143 van Fraassen and Sigman 1993, 92–3
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preferred to a thing improbable
and yet possible144

POETRY

I have a haiku about Boccaccio somewhere. 
Just give me a minute ...

Boccaccio tog Boccaccio took
alla geniala ord – all the ingenious words—
jag är bestulen I have been robbed

144 Aristotle 1902, 107
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ACT IV

Where CH has a brief conversation with the
Critic that—having read the article—has a

couple of questions and opinions of his own.
 

SCENE

CRITIC (HENCEFORTH ABBREVIATED TO C). Firstly, I am delighted that you accepted my
invitation to participate in this interview and talk about some of my questions
concerning your article. I am sure that this will be an interesting conversation
for both of us.

CH. Thank you. It is nice to be here. Although, I must let you know that I am a little
bit nervous. I am not used to being addressed face-to-face by critics.

C. How come? Due to your quick reply, I got the impression that you did not mind
answering questions or handling critique.

CH.  Not really. I am used to writing about things rather than speaking to, or with
people. Why that is the case, I can only speculate.

NARRATOR.  [suspiciously] I hope that this autoethnodrama is not stuck on replay,
because I have other research to narrate.

C.  Getting to des Pudels Kern, why did you write this elaborated autoethnodrama,
created these poems, incorporated so many—what perhaps might be described
as—learned quotes and so on?

GOUZOUASIS

narrative intended to teach
potential wonders and powers of arts

in research
hermeneutic process in composing ABR
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ways we can be inspired and changed 
by the processes

how collaboration between musician and 
poet opens up possibilities

for scholarly inquiry145

HORACE

poetry
both instruction and pleasure
combine the utile with the dulce146

SHAW

great art can never be anything else 
[than didactic]147

CH.  My intention with this article was, in addition to trying to answer its aim and re-
search questions, to experiment with the relationship between form and con-
tent in order to both understand different aspects of the subject as well as my
relation to it.148

RICHARDSON

can/should only the tenured
write experimental149

C. With regards to your style of writing, why are you trying to be funny?

SALDAN ̃A
for the audience
the central criterion

145 Gouzouasis 2018, 235
146 Horace [1926] 1929, 447
147 Shaw 2003, 7
148 see, e.g., Richardson 1994, 516
149 Richardson 1994, 523
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do I care what these characters have to say?
the ultimate sin of theatre is to bore150

theatre’s primary goal is to entertain151

CH. I think that it is a sign of good health if you can view your privileged position as
a researcher with some distance. Moreover, in the genre of autoethnodrama,
amusing the audience can be a priority.

C. Okey, and what about you trying to be witty?

LEGGO

if you are going to be witty
be prepared with a boy scout ethic
to be misunderstood
misinterpreted
misrepresented
(and not missed at all)152

CH. I currently aim to write like authors of good children’s literature do, i.e., produce
text that is possible to interpret on many different levels.

RIVERA

Write in layers.153

C. And what about your use of irony?

LEGGO

poetry thrives on irony, on juxtaposition, 
incongruity

teaches us to trust and distrust

150 Saldaña 2003, 227
151 Saldaña 2003, 220
152 Leggo 2018, 89
153 Rivera 2003, 23
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a Trickster-inspired hermeneutic that takes 
nothing for granted

an agnostic’s devotion to questions154

CH.  As a hermeneut, aspiring to the state of being a divine trickster (in a limited
sense) comes with the package.

C. Hm. And what about your storyboard, or should I say stories in stories?

LEGGO

like Ukrainian stacking dolls or Chinese boxes
a story inside a story
inside a story155

CH. I had not beforehand planned to place interviews and poetry inside an autoeth -
nodrama. It happened quite organically during this inquiry as I became aware
that the studied subject was rich, multifaceted, and contained different layers
that had to be dealt with intertwined.

C. Why did you create an autoethnodrama to explore your topic?

SALDAN ̃A
qualitative methods theatre has been telling
storytelling for more than 2,500 years
writing and reporting and, more often than 

not, representing156

CH. In the end, autoethnodrama seemed to fit the investigation conducted (as well as
being a part of that investigation).

C. Okay. So, what have you found?

154 Leggo 2018, 81
155 Leggo 2008, 13
156 Saldaña 2003, 230–1
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CH. That interpretation differs, albeit being constant; namely, any single interpreta-
tion—seen as a temporary solution to a particular problem at a specific time
and place (with a specific audience in mind)—is never final or complete, and
neither is knowledge about interpretation. More specific, the interpreter is sel -
dom conducting Kuhnian puzzle-solving157 or searching for Ariadne’s thread.
On second thought,  that  might not be the case;  if  we define the paradigm
where the puzzle-solver is trying to solve the puzzle as the domain of the cur-
rent artwork, the analogy might work.

C. Fair enough, although not new knowledge for the knowledgeable. Moreover, what
about that thing you in this research context call poetry, you seem to have been
quite free (or should I perhaps better describe it as quasi-frivolous)?

CH. That is correct. In the beginning, I was not comfortable in the use of poems or
autoethnography.  While  creating  the  participant-voiced poems,  however,  it
suddenly felt as everything was possible, and at the same time, I was not sure
that I liked to have that freedom—or felt mature enough for the task. How-
ever, after a while, that fear seemed to be a cul-de-sac. The question at hand is
instead if this freedom (if it is a freedom) can be used for good pur poses, with
clearly stated intentions, transparency, and scientific rigour.

C. What might your answers be to the questions that you have raised here?
CH. Well, when it during the poetical condensation became possible to see the words

for all the sentences, the meaning(s) of the text started to appear more clearly.
At the same time, I nevertheless felt some similarity between my actions and
those conducted by a particular Swedish politician who was suspected (how-
ever,  freed in court)  for having handed in manipulated representational  re-
ceipts.

157 see, e.g., Kuhn 2012, 65–78
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POETRY

I have a poem about this:

orden stirrar likt lonesome words staring
höststorkarnas klapprande like the last storks in autumn
är du Marjasin? are you Marjasin?

GADAMER RICHARDSON

one can often doubt A line
whether the division break

of lines still has does not
a true justification158 a poem make.159

C. So you felt a bit of unease, but so what? Do not all of us feel like that at times?
CH.  That might be the case, but I felt a special obligation as I was supposed to be

conducting research.
C. So? I thought you were all this Feyerabendian fellow?
CH. It turns out that it is one thing what you think in theory, but another is how you

feel when you conduct your business. I like freedom in theory, but in practice,
I tend to find truth and method—wherever that is to be found—more assur-
ing.

GOETHE. May I suggest that you read something from my life instead, e.g., Truth and
Poetry?

POETRY

I have a poem about this:

158 Gadamer 1992, 74
159 Richardson 2001, 882
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självbestämmande my empowerment
skall det vara roligt att is it supposed to be fun
utföra forskning to do science

KANT

happiness
not from inclination
but from duty160

C. I am not sure that I entirely understand where you are going with all this. Did you
like it—both the process and the results—or not?

RIVERA

Strive to be mysterious, not confusing.161

CH. To be honest, I think that it was my longing for scientific rigour that made me
uneasy. Moreover, that might be due to me being drawn to positivistic beliefs.
It is like a never-ending bad romance.

POETRY

As you might have guessed,
I have a poem about it:

vetenskaplighet scholarly method
somnar som älskarinna woos you to sleep in her lap
vaknar som tyrann leaves you philistine

C. You seem to be quite open about your thoughts at least. So, tell me, is this so-called
poetry of yours indeed poetry?

160 Kant 2002, 15
161 Rivera 2003, 23
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CH. I think that is a wrongly formulated question. The right question is instead if the
poetry—and consequently the poet—makes something visible that otherwise
would have been hidden.

LEGGO

what is this poem good for?162

WITTGENSTEIN

teaching to appreciate poetry
can be part of an explanation
of what music is163

C. Do you think that?
CH. Yes, reluctantly so, but yes.

GADAMER

the question is not whether the poets are 
silent

but whether our ear is acute enough to hear164

POETRY

I have some final poems about this:165

försöker skriva trying to write
något som liknar poesi something resembling poetry
lurar jag någon? could I have fooled you?

162 Leggo 2012, 143
163 Wittgenstein 1998, 81
164 Gadamer 1992, 78
165 See, e.g., Faulkner 2007 and 2009, Owton 2017, and Lafrenière and Cox 2012 for discus-

sion of what constitutes (good enough) poetry in a research context.
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upprört ropar man shouting with outrage
detta är ingen haiku this is not a haiku
Magritte-poesi Magritte poetry

C. I think that our time is running out. However, finally, who do you expect to read,
understand, and have some kind of use for this article? Present company ex-
cluded, of course.

GOUZOUASIS

even the most seemingly abstract narrative 
form of research

such as this composition
possesses an underlying structure
many readers have difficulties
interpreting the form166

CH. Except for myself, I write for eternity. No, seriously, I think that those interested
in embarking on a similar journey might find it interesting and useful in some
quasi-Deweyan way. Others can perhaps find the presented, developed under-
standing of (musical) interpretation valuable.

RIVERA

In all your plays, be sure to write at least one 
impossible thing.

And don’t let your director talk you 
out of it.167

C. Has this type of writing not been done before?
CH. Autoethnodrama, poetic inquiry, arts-based research, as well as haiku and found

poetry have most surely been used before. However, not intensively within

166 Gouzouasis 2007, 38
167 Rivera 2003, 23
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music education research, and even less frequent within research focusing on
the learning of musical interpretation.

C. Okay. Who would you say are your inspirations within your field of research?
CH. In the process of reading and writing, I got carried away and for a moment be-

lieved that the year was 1492 and that I had found America, i.e., I had not done
enough reading. So, in hindsight, I found that I have some affinity with the
works of Leggo,168 Lee,169 Gouzouasis,170 Prendergast,171 and Furman172 among
others. Some specific concepts that others have inspired me to use are: (1) the
use of poetry as literature review,173 (2) adapting the point of view of a theoret-

ical framework;174 and (3) different aspects that were combined in the mould-
ing of the autoethnodrama as a dialogue: interviewing an artwork, 175 conduct-

ing self-interviews,176 and using the form of a dialogue177 including the Socratic
method used in the dialogues of Plato.

LEGGO

do not stand on the shoulders of giants

168 Leggo 2004, 2005, 2006, 2007, 2008, 2011, 2012, and 2018
169 Lee 2005a, 2005b, 2005c, 2006, 2008a, 2008b, 2010, and Lee and Gouzouasis 2017.
170 Gouzouasis and Lee 2002, Gouzouasis 2007 (interfolding theoretical analysis of a sonata

form movement with dialogue, and including poetry on  page 42),  Gouzouasis 2008,
Gouzouasis and Lee 2009, Gouzouasis and Leggo 2016, and Gouzouasis 2018

171 Prendergast 2004, 2006, 2009, and Prendergast et al. 2009
172 Langer and Furman 2004; Furman, Lietz, and Langer 2006; and Furman and Dill 2015
173 Prendergast 2006 and Owton 2017, 85–102
174 Sword 2012, 97
175 Plagens 1986
176 Gould [1972] 1990, [1974] 1990, and Vist 2006
177 Gouzouasis and Lee 2002, Gouzouasis and Leggo 2016, Gouzouasis 2008, Gouzouasis

and Lee 2009,  Lee and Gouzouasis  2017,  Prendergast  and Leggo 2007,  and Gould’s
polyphonic radio documentaries The Idea of North, The Latecomers, and The Quiet in
the Land (2007)
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stand on the earth where they stood
know they are still present178

C. In what way?

LEGGO

an anarchic author
heretic hermeneut
jovial juggler
narcissistic narrator
playful pedagogue
textual tease179

CH.  I  take pride in trying to question (at  least  almost)  everything constructively.
Also, sometimes applying a trickster-mentality,  i.e.,  disobeying conventional
rules, behaviours, and praxises could be beneficial to—and perhaps even neces-
sary for—the production of new insights, meaning, and knowledge. Thus, I
am only a disobeyer insofar as when I say what I believe to be true it is dis-
obedient.

C.  Hm. Your last sentence rings like a Post-it-worthy “directive from that Peterson
guy”180 …

RIVERA

Strive to be your own genre.181

C. … so how do you expect the readers to understand your work?
CH. As an honest exercise in attempting to find a cogito for conducting arts-based re-

search as well as to integrate different aspects of my personal history. However,
different readers will find—and already have found—different interpretations.

178 Leggo 2018, 82
179 Leggo 2005, 453–4
180 Hurwitz 2016, 107
181 Rivera 2003, 23
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TEACHERS

interpretation
what does it really say
return and scrutinise

ROBINSON

it isn’t possible to play the poem’s notes 
exactly182

HIRSCH

textual meaning is not a naked given like a 
physical object183

WITTGENSTEIN

if you interpret in a shallow way
the difficulty just remains184

C.  Finally,  I  must  ask  a  question  that  has  bothered  me  all  the  time.  Who  are
Interpretation and the Critic actually?

CH. All of me, of course.

DUNN

a person who believes
there’s value in being overheard
clarifying things
for himself 185

POETRY. I think that you might be getting bored, but this is the last time—at least for
now—that I am telling you that I have a poem about this or that:

182 Robinson 2009, 97
183 Hirsch 1967, 210
184 Wittgenstein 1998, 55
185 Dunn 1993, ix
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skriver min poesi writing poetry
som ett försök att lura as an attempt to deceive
livet och döden life and death

CH. Feci quod potui, faciant meliora potentes.

ENGLISH

I have done what I could;
let those who can do more.

C. I agree, our work here is done. Mensch, jetzt machen wir doch endlich
Feierabend!

FEYERABEND. My name is spelt “Feyerabend”!

GADAMER

interpretation is completed
when the interpreter disappears
only what one has interpreted is there
an ideal
always only achievable
in approximation186

RIVERA

Theatre is closer to poetry and music than it is to the novel.187

BECKETT

ever tried ever failed
no matter

try again fail again fail better188

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

186 Gadamer 1992, 76
187 Rivera 2003, 22
188 Beckett 1989, 101
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Concluding reflections
WEIZENBAUM

it is said that to explain is to explain away
wondrous ways
sufficient to dazzle
even the most experienced

once unmasked
its inner workings explained
in language sufficiently plain
to induce understanding
its magic crumbles away
revealed as a collection of procedures 

each quite comprehensible

the observer says to himself
“I could have written that”
with that thought he moves [explanandum]
from the shelf marked “intelligent”
to that reserved for curios
fit to be discussed
only with people
less enlightened than he189

The poetic condensation above centres on the explication of explanans and the po-
tential consequences thereof for the appreciation of explanandum. However, Weizen-
baum was neither  a  poet  nor an arts-based researcher in music  education—but a

189 Weizenbaum 1966, 36
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computer scientist, often seen as one of the early pioneers (and leading critics) within
the field of artificial intelligence.190 In the following concluding section, I will reflect
on the autoethnodrama in this article from the starting point of the poetic condensa-
tion above and its function as a potential clavis to unlock at least one of the possible
interpretations of the drama. However, first, some background information about
ELIZA, the computer program that the poetic condensation above dealt with, will
follow.

In 1966 Weizenbaum wrote the computer program ELIZA at MIT. The program
performed  natural  language  processing  and was  driven by  a  script  named DOC-
TOR.191 ELIZA  got  its  name  after  the  working-class  Cockney  flower  girl  Eliza
Doolittle, ingénue in Bernard Shaw’s 1912 play Pygmalion (based on Ovid’s narrative
poem  Metamorphoses, where the sculptor Pygmalion falls in love with a statue he
had carved). In Pygmalion, Eliza asks Professor Henry Higgins for elocution lessons,
i.e., the study of formal speaking in pronunciation, grammar, style, and tone. The
gentleman Colonel Pickering makes a bet with Higgins and says that he will pay for
the lessons if Higgins succeeds. Higgins, a character inspired by several professors of
phonetics, is so sure of his abilities that he takes it upon himself to transform Eliza
into someone who can pass for a cultured member of the society. Weizenbaum cre-
ated  the  DOCTOR  script  to  enable  ELIZA  to  play—or  with  his  own words  “I
should really say parody”192—a psychotherapist with a conversational style modelled
after the American psychologist Carl Rogers’s practice of using open-ended questions
to improve patients communication with therapists. ELIZA applied pattern match-
ing rules to the inputted statements to construct its replies, i.e., the practice now con-

190 O’Reagan 2013, 263
191 Weizenbaum 1966, 36
192 Weizenbaum 1976, 3
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ducted by so-called chatbots.193 I propose that the above-mentioned aspects of ELIZA
(including its theatrical ancestry) can be of use for understanding teaching and learn-
ing of musical  interpretation, formulated as the following four metaphors on the
topic of music education (research), which I will elaborate below:

1. the relation Eliza–Higgins as a metaphor for the relationship between student
and teacher in one-to-one teaching within higher music education,

2. the relation ELIZA–DOCTOR as a metaphor for the teaching and learning of
musical interpretation within higher music education,

3. the translation of  the DOCTOR script  from one language to another as  a
metaphor for the translation of pattern matching rules from one context to
another,

4. the saying “it is said that to explain is to explain away”194 as a metaphor for the
institutional practices within higher music education.

First, the relation Eliza–Higgins as a metaphor for the relationship between student
and teacher in one-to-one teaching within higher music education: there is a distinct
hierarchy concerning power and knowledge between student and teacher as well as
between Eliza and Higgins. The hierarchy revolves around the wager formulated by
Pickering (i.e., the public funding of higher music institutions, an analogy at least ap-
plicable in the Nordic countries) where he promises to pay for the lessons if Higgins
succeeds. Higgins is so sure on his capacity to transform Eliza that he accepts. How-

193 For an authentic example of a conversation with ELIZA see the beginning of act III,
scene 1. The dialogue is between I (i.e., ELIZA interpreting the DOCTOR script) and
CH until the (fictional) character named ELIZA interrupts and wants her interpretation
back.

194 Weizenbaum 1966, 36
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ever, Weizenbaum noted that it was not clear whether ELIZA, as well as Eliza, be-
came smarter or not through the tuition.195 Weizenbaum’s description of ELIZA as
an actress who commands “a set of techniques but who had nothing of her own to
say” might also be food for thought.196

The line of thought that I want to emphasise here is that public funding may give
the false  conception that  higher  education does not cost  anything and that  there
might also be a job given to the student at the end (of the rainbow). In addition, this
metaphor  also  highlights  ethical  aspects  including  the  potential  negative  con-
sequences if the relationship between student and teacher develops beyond their pro-
fessional interests as in the play, as well as the question of how teachers view their
former students’ level of competence and agency.197

Second, the relation ELIZA–DOCTOR as a metaphor for the teaching and learning
of  musical  interpretation  within  higher  music  education:  ELIZA,  driven  by  the
DOCTOR script,  converses  in  a style  akin to a  Rogerian therapist  and thus asks
open-ended questions. However, the program is designed to conceal its lack of un-
derstanding. Weizenbaum writes:

But to encourage its conversational partner to offer inputs from which it can
select remedial information, it must reveal its misunderstanding. A switch of
objectives from the concealment to the revelation of misunderstanding is seen

195 Weizenbaum 1976, 188
196 Weizenbaum 1976, 188
197 In Pygmalion, Higgins laughs at Liza when she says that she will teach what he taught

her (Shaw 2003, 104). See also Shaw’s elaboration of this passage in the section titled se-
quel (2003, 112–3).
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as a precondition to making an ELIZA-like program the basis for an effective

natural language and man-machine communication system.198

The proposed movement from concealment to the revelation of misunderstandings
resonates with Gadamer199 for whom the interpreter’s horizon is determinative and
seen “as an opinion and a possibility that one brings into play and puts at risk, and
that helps one truly to make one’s own what the text says”. This prerequisite is im-
portant for what Gadamer200 describes as the fusion of horizons, which “takes place
in conversation, in which something is expressed that is not only mine or my au-
thor’s, but common”. This line of thought could be of interest for music education
(research) focusing on the teaching and learning of interpretation as it highlights the
importance of honest and real dialogues where both the student and the teacher are
open  and  feel  secure  enough  to  put  something  at  risk.201 In  the  form  of  a
Petersonesque catchphrase: “to learn is to die voluntarily and be born again, in great
ways  and  small”,202 i.e.,  to  intentionally  take  the  heroic  path  (in  an  archetypal
sense).203 Thus, ELIZA–DOCTOR as a metaphor for the way musical interpretation
is—or could be—taught and learned within higher music education is to mean that
there is a potential for development if the script is developed. With this analogy, I do
not mean to imply that the behaviour of teachers within higher music education is as
non-refined as a computer program from the 1960s but to emphasise the importance
of pedagogy within higher music education. (At this point, it might also be fruitful
to revisit Rogers’ outline of six necessary and sufficient conditions for therapeutic
personality change to occur. The second of these is the client’s “state of incongru-

198 Weizenbaum 1966, 43
199 Gadamer 2013, 390
200 Gadamer 2013, 390
201 See also Rogers’ statement in act I, scene 1.
202 Peterson 2017 [58:18–58:23]
203 see Peterson 1999
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ence”,204 which in the context of music education could be understood as implying
that the student has to know that something with his musical interpretation is prob-
lematic and has to change.)

Third, the translation of the DOCTOR script from one language to another as a
metaphor for the translation of pattern matching rules from one context to another:
in my teens, as a juvenile programmer, I translated the DOCTOR script from English
to Swedish just for fun. When doing so, I noticed—as everyone within natural lan-
guage processing already had known for a long time—that some translations worked
better than others, whereas some gave entirely unacceptable results. The source code
for ELIZA that I had access to was not well-commented,205 and I lacked adequate
knowledge of grammatical theory to be able to handle the differences between the
two natural  languages. As I did not make enough of an effort  to understand the
workings of the program, I could not solve the problem. (This was before the time
where the Internet became widely accessible, so searching online was not an option.)
This metaphor is meant to illustrate that even if an algorithm is written out in plain
text, the translator still needs to have a clear conception of how the algorithm relates
to the particular context if he is to produce a translation that results in acceptable res-
ults. Otherwise, it might be hard (or impossible) to accomplish that feat. In the con-
text of learning of musical interpretation, this can manifest as a problem when the
student does not understand how the particular interpretative rule relates to the mu-
sical language at hand. Consequently, the student will hardly be capable of success -
fully applying it to other musical contexts.

204 Rogers 1957, 96
205 The version of the source code for ELIZA that I used was written in ARexx, an imple-

mentation of the REXX (Restructured Extended Executor) language for the Amiga fam-
ily of personal computers manufactured by Commodore from 1985 to 1996.
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Fourth, the saying “it is said that to explain is to explain away” 206 as a metaphor for
the institutional practices within higher music education: Lehmann et al. write that
“some performers—similar to magicians—try to guard certain trade secrets and do
not disclose all relevant details”.207 The researchers argue that performances depend
on the performer’s ability “to apply expressive  rules” as  they otherwise  would be
“overwhelmed by the demands of thousand arbitrary small  differences”.208 As the
performance  rules  become  mastered  they  become  automatic;  consequently,  per-
formers are not necessarily aware that they use such rules. Lehmann et al. state that
the experience of automaticity can “mislead the performer into believing that expres-
sion is truly intuitive and ‘best not attended to.’  ”209 However, the process of inter-

pretation should not be intuitive and unreflective:210

LEHMANN ET AL.
musicians
have nothing to fear from the scientific 

assumption
human behavior
concrete mechanisms
in the brain

analyzing does nothing to blunt
our sense of wonder

scientific experiences

206 Weizenbaum 1966, 36
207 Lehmann et al. 2006, 62
208 Lehmann et al. 2006, 101 & 103
209 Lehmann et al. 2006, 103
210 see, e.g., Lehmann et al. 2006, 103
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add layers of richness
to our listening
and performing211

In addition, I think that the point made by Lehmann et al. above in the poetic con -
densation is valid for the study of teachers, researchers, as well as for research in itself.
In principle, I view it as impossible that increased understanding can be a bad thing
in itself.  Whereas,  it  has been shown time and again through history, that a little
knowledge is a dangerous thing.

  ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊ ❊

NARRATOR. P.S. I initially proposed to be called “What one has interpreted”, but CH
did not agree. Gee, I would have done almost anything to have that as a stand-
ing epithet. However, then again, who would not?

WITTGENSTEIN

he who understands me
must throw away the ladder
after he has climbed up on it212

DAVIDSON

the methodology of interpretation
nothing but epistemology
seen in the mirror of meaning213

211 Lehmann et al. 2006, 86
212 Wittgenstein 1990, sec. 6.54
213 Davidson 1984, 169
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POETRY. Finally, as it is stated in the abstract that CH finds a deeper understanding of
his personhood, well, here it is as a “tightly organised albeit slightly Schuber-
tian” coda, in the form of a nightly build of code poetry:214

epilog(ue):- write('
8 PRINT "TODAY I AM BEGINNING TO RESEARCH" : REM NEWLY BOUGHT COMMODORE C64 

ON THE REAR RACK OF MY CYAN COLOURED CRESCENT BIKE, ME SMILING IN 80S
AVIATOR GLASSES

rx "SAY ''Upgraded from 6581/8580 to Paula, Agnus, and Denise.''/* This 
morning, my daughter and I were listening to SID music and 
four channel modules.*/"

[4 bombs]
16 REM I TURNED TO MUSIC – IN THE COLD SPRING AIR, WITH MY SANCHO PANZA AND 

ES-5506 ("OTTO"), EVERYTHING SEEMED POSSIBLE
[8 bombs]

Guru Meditation #8100000A.48454C50
24 REM I WAS TURNED FROM MUSIC - FOUND TEMPORARY RELIEF IN HIGH PRESSURE 

(9 BARS)
tell application "Microsoft Word" to quit
39 REM AT WORK WITH MY DAUGHTER, THE DISTINCTIVE SMELL OF POOR VENTILATION 

REMINDS ME OF CHILDHOOD VISITS TO MY PARENTS'' OFFICES
\\immediate\\write18{\\unexpanded{test -e /Applications/x64.app || { curl -O

https://netix.dl.sourceforge.net/project/vice-emu/releases/binaries/
macosx/vice-macosx-sdl-x86\\_64-10.12-3.1.dmg; hdiutil attach vice-
macosx-sdl-x86\\_64-10.12-3.1.dmg; cp -R /Volumes/vice-macosx-sdl-
x86\\_64-10.12-3.1/x64.app /Applications; hdiutil detach 
/Volumes/vice-macosx-sdl-x86\\_64-10.12-3.1; rm vice-macosx-sdl-x86\\
_64-10.12-3.1.dmg; }; date +"\\%Y" | xargs -I{} 
/Applications/x64.app/Contents/MacOS/x64 -keybuf "{} goto 8\\nrun\\
n"}

% As I write this, I feel [d]izzy (suddenly remembering that my father used 
to listen to "Salt Peanuts" on vinyl) and sweaty. The boy on line 8, 
where did he go? The daughter on line 39, will she ask the same 
questions in \\the\\numexpr (39-(\\the\\year-2017)) years? (Which 
strings will be attached to her loop [with or without the need for 
garbage collection]?) These pretzels are making me thirsty! (P.S. --
shell-escape is needed.)

}
42 PRINT "SUCCESS" : REM THIS PLACE WILL NEITHER THIS PROGRAM, 

INTERPRETATION, NOR I EVER REACH, I.E., OUTSIDE OF THE HERMENEUTIC 
CIRCLE. (ALL THE RUNNING YOU CAN DO IS NOT ENOUGH.)

').
author(grateful):- (makes('higgin''s_ending',money),\+ higgins(shot)); 

article(read).
higgins(shot):- 'higgin''s_ending'(damnable), author(cranky).
:-epilog(ue).

LIZA. [getting off the ottoman] Youre not my teacher now.215

214 For  information  on  the  use  of  computers  or  computer  language  in  poetry  see,  e.g.,
Hartman 1996, Kockelman 2017, Simanowski 2011, and Johnston 2011.

215 Shaw 2003, 102
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Abstract

Research has indicated that one-to-one teaching in higher music education in Western classical 

music typically favours technical over interpretive aspects of musicianship, and imitation of the 

teacher’s rather than the student’s explorative interpretation. The aim of the present study is to 

investigate students’ and teachers’ understandings of how musical interpretation of  Western 

classical music is learned in this context. Semi-structured qualitative interviews with six piano 

students and four teachers in Sweden were conducted and hermeneutically analysed using haiku 

poems and poetical condensations. The analysis found that the conditions for learning musical 

interpretation centred upon students achieving a high level of autonomy, as affected by three key 

aspects of teaching and learning: (1) the student’s and the teacher’s understandings of what musical 

interpretation is, (2) the student’s experience of freedom of interpretation as acknowledged by the 

teacher, and (3) (expectations of) the student’s explorative approach. As none of these aspects were 

reported as being explicitly addressed during lessons, there might be a need for both teachers and 

students to verbalise them more clearly to support piano students’ development.

Keywords: musical interpretation, higher music education, one-to-one tuition, Western classical music, 

poetry
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Prelude

always felt so behind
particularly in classical music
thus I quit
wanted to do something else

after twelve years
nothing kept me

  and I hope that you get everything you missed
  if you ever reach Samarkand

lessons
no time to think
learning of interpretation
merely the most basic
play like this

  that someone will become for you what I can never be
  if you ever reach Samarkand

teaching
asking a lot
how do you feel
what do you think

to start thinking yourself
a transition
that I did not notice

  all the most beautiful as far as your yearning takes you
  if you ever reach Samarkand

This preludial poem was constructed using the literary practice of found poetry1 hereafter 
referred to as poetic condensation (see, e.g., Hølge-Hazelton & Krøjer, 2008; Öhlen, 2003),2 

1 The practice of found poetry originated in the early 20th century . Found poems are created by combining 

words, phrases, or entire passages from one or multiple sources and framing the resulting text as poetry in 

the new context (Perloff, 2012, p. 503). Researchers have used this type of poetry under a variety of names, 

e.g., research poems (Langer & Furman, 2004) and vox participare (Prendergast, 2009, p. 545).

2 For some descriptions of how found poetry can be used in qualitative research, see Faulkner (2016, pp. 32 & 

133–134). Earlier research using poetry—both in and out the form of haiku poems—consists of among others 

Langer and Furman (2004); Furman, Lietz and Langer (2006); Prendergast (2004, 2006); Lafrenière and Cox 

(2013); Piirto (2002); and Faulkner (2007).
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denoting an active analytical engagement with empirical material presented through 
poetry. The term thus functions as a noun (i.e., product) as well as a verb (i.e., practice). The 
poem above is based on the transcription of an interview with a piano student conducted 
as part of the pilot study to the research project reported on in this article. The poem incor-
porates fragments from the Swedish song If you ever reach Samarkand 3 (author’s trans-
lation), commenting upon and contributing to the poetic condensation.4 The preludial 
poem intends to serve a twofold function: first, it sets the scene while at the same time 
anticipating some of the results of this study, i.e., highlighting the importance of musical 
interpretation and possible consequences of the (lack of) learning therein. Second, it offers 
an example of a poetic condensation, a form that—in combination with haiku poems—will 
be used to present the analysis and results of the interview study, as well as functioning as 
a transition between sections in this article.

In an earlier article (Holmgren, 2018), I conducted a philosophical poetic inquiry of 
three aspects of interpretation in music education research in the form of an autoethno-
drama. The empirical material for the present article was also used in this earlier inquiry. 
However, the aims of the two articles differ, the former centres on autoethnographic 
aspects, whereas the present one highlights the implications of the findings for music edu-
cation (research). The text that constitutes the lion’s share of this article is not intended to 
portray itself as an arts-based artefact. Instead, methods for analysis and (re)presentation 
from the field of arts-based research are integrated into a more traditional type of text. This 
use is not intended as a critique of (present) arts-based research, nor of more traditional 
academic writing, nor is it an effort to undo the development within this sphere and start 
(re)questioning the legitimacy of such research. Instead, I intend to widen the use of arts-
based practices to include contexts where this has been more uncommon. In this case, to 
use practices associated with such research to further the understanding of the learning of 
musical interpretation.

Essential similarities between understanding viewed from a hermeneutical per-
spective, musical interpretation, and poetry are the relevance of the temporal aspect 
and their continual, albeit always unfinished nature. Through evocatively presenting an 
essence, poems can stimulate the reader’s—and researcher’s—imagination and high-
light the multitude of meanings possible in analyses of complex phenomena. Further, 

3 Om du nånsin kommer fram till Samarkand [original Swedish title] (1972) written by Thorstein Bergman 

(b . 1942).

4 I have also made the following adjustments to both the transcripts and the song lyrics: (1) capitalisation 

has been removed, except for proper names and personal pronouns; (2) punctuation except for quotation 

marks and colons has been removed; (3) typographical indentations of selected lines are done in order to 

emphasise and contrast; and (4) passages have been merged and some material rearranged in order to 

make the poetic condensations less redundant. These principles apply to all poetic condensations in this 

article.
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the use of poetry can unleash the potential to view the researcher as artist, i.e., as a tool 
for exploiting complexity to further understanding (and transparency) (Pigrum, 2008, 
pp. 765–766).

Introduction

Musical interpretation is a well-researched phenomenon from the performing artist’s 
perspective (e.g., Davidsson, 1991; Jullander, 1997; Landgren, 1997; Skowroneck, 2007;  
Sundin, 1982; Weman Ericsson, 2008; Östersjö, 2008), but hitherto relatively little research 
has studied how musical interpretation is taught and learned in higher music education.

The aim of this article is to investigate students’ and teachers’ understandings of how 
musical interpretation is learned. Hence, the focus is on the forming of a musical inter-
pretation, which may include performance as an integrated aspect of such interpretation. 
Thus, this stance contrasts to the view that forming of a musical interpretation ends where 
the performance thereof starts. The study is delimited to the context of one-to-one tuition 
of piano students in higher music education in the Western classical music tradition in  
Sweden. The following two research questions were formulated to fulfil this aim:

1. How do students and teachers describe musical interpretation?
2. How do students and teachers describe the conditions for learning musical 

interpretation?

Background

The term musical interpretation refers to the understanding of a piece of music. Such an 
understanding is commonly manifested in, but not limited to, musical performance,5 and 
musical works are regularly said to be given life through these (cf. Brendel, 2012/2013, 
p. 75). The notated musical work contains the composer’s explicit and implicit instructions 
to the interpreter (Davies & Sadie, 2001, pp. 497–498). Musical interpretation is the process 
of selection and application of performance choices on a composition. This selection can 
be “more or less motivated and coherent” (Lehmann, Sloboda & Woody, 2006, p. 96) and 
apply both on the micro and macro levels. As the musical score under-determines perfor-
mances, the interpreter unavoidably has to make countless decisions regarding how the 

5 For further context, see, e.g., Levinson (1993) and Neufeld (2012) for discussions of dissimilarities between 

performative and critical interpretation in music, Davies (2006) for a view of performance interpretation of 

musical works, and Cook (2001) for a perspective on the relationship between musical performance and 

analysis.
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work is to be played (Davies & Sadie, 2001, p. 498). These decisions are usually based on 
conventions, styles, practices, and personal taste. The resulting, often subtle, nuances are 
essential in musical interpretation (Lehmann, Sloboda & Woody, 2006, p. 85). As accurate 
description and notation of nuances are lacking (Raffman, 1993, pp. 83–97), such knowl-
edge is usually handed down orally by demonstration and imitation (Lehmann, Sloboda 
& Woody, 2006, p. 85). Thus, students’ past and current teachers directly influence their 
strategies for musical interpretation (Hultberg, 2008, p. 12).

To develop students’ ability to form their own musical interpretations is one of the 
overarching goals and greatest challenges for higher music education in the Western clas-
sical music tradition (Silverman, 2008, p. 249). Higher music education is simultaneously 
a formally structured education and one that resembles a master–apprentice tuition model 
(Nielsen, 1999/2000, p. 140). In the master–apprentice model, imitation, often without ver-
bal instruction, is a common way of learning, since the master embodies the skills that the 
student is meant to acquire (Kvale & Nielsen, 1999/2000, p. 246). Research on higher music 
education has increased significantly over the past decade. Still, relatively little attention 
has been directed towards learning in the dominant one-to-one context of instrumental 
teaching (Gaunt, 2009, pp. 178–179). Nevertheless, there seems to be nearly universal con-
sensus on viewing the one-to-one relation as an “indispensable, intense and intricate” part 
of higher music education (Gaunt, 2008, p. 230), i.e., what constitutes “ ‘serious’ instrumen-
tal and vocal tuition” (Harrison, 2004, p. 206).

Hultberg (2010, p.  9) found that the instrumental teachers she studied in higher 
music education attached great importance to students’ playing, and that lessons were 
largely devoted to mimicry, which the students were highly skilled at. Thus, it was difficult 
for teachers to evaluate what knowledge the students had internalised and could inde-
pendently externalise. Consequently, teachers might wrongly form the impression that stu-
dents had assimilated the teaching content. An evaluation showed that the practical skills 
(i.e., performance) that students showed in their playing towards the end of a lesson had 
not been internalised nor could they be successfully externalised (i.e., forming of a musical 
interpretation) (Hultberg, 2010, p. 9). These results might be due to the (false) premise that 
if the imitation is similar (enough) to the original, then both must be based on the same 
representation (Lehmann, 1997, p. 156). It has been found that there is a tendency for the 
most talented students to mainly engage in imitation of the teacher, rather than develop a 
sense of responsibility for their own learning (Burwell, 2005). As such, private instruction 
is described as a comfortable learning environment where students can become dependent 
on the teacher (Gaunt, 2009, pp. 197 & 203). Thus, students who succeed in imitating the 
teacher are seen as gifted, and develop quickly (Burwell, 2005, p. 213), at least on the sur-
face level.

A common view among music students is that the development of technique and 
interpretation are separate, sequential processes. However, many prominent musicians 
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often formulate their interpretive strategies rather early in the practising process, and 
they usually acquaint themselves thoroughly with the music before they start practising  
(Lehmann, Sloboda & Woody, 2006, pp. 97–98; Marín, Pérez Echeverría & Hallam, 2012, 
p.  194). Results show that few first-year students in higher music education observed 
strategies for developing musical expressivity during their practice sessions (Hultberg, 
2008, p. 8).

Zhukov (2008, p. 172) found that students in higher music education frequently used 
professionally recorded versions of works studied as sources for imitation. Although lis-
tening to different interpretations, recordings, and performances can increase an aware-
ness of interpretive possibilities markedly, many classical musicians are opposed to this 
(Lehmann, Sloboda & Woody, 2006, pp.  100–101; Silverman 2008, p.  266). There is, 
however, no evidence that abstinence from others’ performances functions as a bene-
ficial learning strategy (Lehmann, Sloboda & Woody, 2006, p. 101). On the contrary, it 
has been indicated that active listening and (reflective) imitation can increase the musi-
cian’s experienced interpretational freedom (Holmgren, 2015). Support is also lacking 
for approaches where the teacher dictates the interpretation—and the student remains 
passive—since the student is hindered from forming a personal connection to the score 
(Silverman, 2007, p. 112).

Instrumental teachers seem to intuitively relate to their own understanding of the 
music rather than the students’ (Lehmann, 1997, p. 157). At the same time, some students 
do appear to have their own agendas both concerning the content of the lesson and the 
teacher (Holgersson, 2011, pp. 127–141 & 184). Therefore, students might find it difficult 
(or choose not) to assimilate the teacher’s advice, particularly if they do not understand or 
cope with the fact that the teacher relates to the musical work (and possibly also to musical 
interpretation as such) differently. Usually, students continue to pay attention to aspects 
that are important to them. In cases where students already lack motivation, it might be 
difficult to bridge the gap between the teacher’s and the student’s attitudes (Hultberg, 2008, 
p. 20).

Although students develop many skills in one-to-one tuition, they do not necessarily 
learn to transfer them to other contexts, such as other pieces within the same genre or cat-
egory of musical works, e.g., a particular type of movement in Baroque dance suites, or to 
make independent decisions with regards to how they want to interpret the music (Gaunt, 
2009, p. 180; Hultberg, 2000, p. 1; Mills, 2002). Research shows that teaching expression 
largely consists of teachers presenting their own intuitive thinking, rather than sharing sys-
tematised knowledge about expression and its principles (Karlsson & Juslin, 2008, p. 321). 
Thus, teachers tend to formulate easy-to-understand rules and basic principles to follow, 
which may be effective for the teacher, but might not work for the student (Lehmann,  
Sloboda & Woody, 2006, p. 10).
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Engaging students verbally after demonstrating a passage might positively affect 
their development compared to the teacher only speaking or demonstrating (Lehmann,  
Sloboda & Woody, 2006, p. 96), as it has been found that students who can describe 
the interpretation that they heard are better at reproducing it (Lehmann, Sloboda &  
Woody, 2006, p. 103). In chamber music practice, musicians are expected to make their 
interpretation explicit verbally, which might be one of the reasons why chamber groups 
are often obligatory in higher music education (Lehmann, Sloboda & Woody, 2006, 
p.  103). Moreover, teaching is traditionally seen as an effective way of internalising 
knowledge (Kvale & Nielsen, 1999/2000, p.  246; Lehmann, Sloboda & Woody, 2006, 
p. 103).

Young, Burwell, and Pickup (2003) found that technique and so-called “command- 
style” teaching was predominant in instrumental lessons in higher music education. Sim-
ilarly, Zhukov (2008, p.  172) concludes that technique had the highest priority in such 
lessons. These findings are substantiated by Holgersson (2011, pp.  154 & 185). Accord-
ing to Burwell (2006, p. 345), less of the dialogue during instrumental lessons concerns 
interpretation than it does technique. This tendency is confirmed by a study of recorded 
instrumental teaching ranging from municipal, upper secondary, to music conservatory 
level (Karlsson & Juslin, 2008, p. 314). The results showed that verbal expressions contain-
ing the word stem “interpretation” was uttered in total three times by the teachers, while 
other stems were more frequent, e.g., “good” (153), “play” (274), and “m” (affirmative) 
(869) (Karlsson & Juslin, 2008, p. 319). Consequently, we may assume that words related to 
expressive aspects of performance were rarely spoken during lessons. These results do not 
imply, however, that interpretative teaching does not take place. Earlier studies may have 
underestimated this aspect due to interpretation not being directly talked about (Karlsson 
& Juslin, 2008, p. 310). Nonetheless, results from a survey encompassing 51 teachers from 
music conservatoires in Sweden and England show that these teachers would like to spend 
less time on teaching technique and more time on teaching expressivity 6 than they do 
(Laukka, 2004, pp. 46, 47 & 52).

I wonder how often
I say the word
interpretation
it is probably quite seldom7

6 It must, however, be noted that Laukka (2004, p .  49) emphasises that “play expressively” is not synonymous 

with “make an interpretation”; the former is about communicating emotions, whereas the latter is about 

personal expression.

7 This poem is a poetic condensation of transcriptions of the interviews with the four teachers that participa-

ted in this study.
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Theoretical framework

This section consists of three parts: first, I anchor musical interpretation to approaches 
within the hermeneutical tradition, constituting the study’s theoretical framework; second, 
I present my views on the relationship between learning and language; and third, I argue 
for the particular use of poetry in the form of haiku poems and poetic condensations, as 
employed in this article.

First, the learning of musical interpretation and conditions therein are the focus of the 
study reported on in this article. Within hermeneutical research traditions, it is important 
to articulate the assumptions and understandings underpinning a research study, as they 
will influence how phenomena are viewed, what knowledge is possible to acquire, and how 
that knowledge is acquired. I subscribe to the view that every musical interpretation is 
temporary, and to a certain extent, incomplete—as new interpretations are always possi-
ble. I do not view the process of musical interpretation as a straightforward process from 
non-knowledge to objective knowledge. In line with this framework, I hold the view that 
the interpreter of a musical work is present in a historical context that defines the person’s 
interpretive horizon (Gadamer, 1960/2013). Accordingly, the researcher faces similar over-
arching challenges when interpreting empirical material as the musician does when study-
ing a score, even though formal demands may differ.

In order to understand the multifaceted and interpretive nature of the phenomenon 
studied, a hermeneutical approach based on the philosophy of Gadamer (1960/2013) and 
Ricoeur (1986/2008) was applied. Even though the points of departure of each of these 
theorists differ considerably, they are both concerned with language, history, and practical 
wisdom; thus, it is possible to combine their understandings of hermeneutics (Grondin, 
2014, pp. 61–62). In the present study, hermeneutics is seen as an ontological and episte-
mological base with methodological implications. However, Gadamer’s (1960/2013) focus 
on the philosophical content of understanding itself relativises the concept of method with-
out cancelling it out (Dutt & Gadamer, 2001, p. 41). Gadamer’s foundational interest is thus 
what happens to us when we understand (1965/2013, pp. xxxv–xxxvi), whereas Ricoeur 
(1986/2008, pp. 151–163) is more concerned about which methods should be followed in 
interpretation (Grondin, 2014, p. 49). Gadamer (1960/2013) argues that understanding in 
the human sciences does not require a methodology; indeed, the scientific ideal of objectiv-
ity fails to account for the basic hermeneutic experience of understanding, as understand-
ing appears to be less like stringent rules and more like a fusion of horizons.

In the hermeneutical tradition, every human has an individual experience of oneself 
and one’s situation. Thus, the focus lies on humans’ interpretations of meaningful mate-
rial rather than on the constitution of the world itself. For Gadamer (1960/2013, p. 386), 
the idea that the fusion of horizons in understanding is the “achievement of language” is 
paramount. Therefore, he agrees with Wittgenstein that there exists no private language 
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(Dutt & Gadamer, 2001, p. 56). The concept of a private language is defined by Wittgen-
stein (1953/2009, para. 269) as a language, which even in principle is impossible to under-
stand by anybody except a single user of the language.8 According to Gadamer, language 
is a we where the individual has no fixed border, and one’s place is assigned in relation to 
each other. Consequently, personal borders and limits of understanding must be crossed in 
order to understand (Dutt & Gadamer, 2001, p. 56). Gadamer writes that “the text brings 
a subject matter into language, but this is ultimately the achievement of the interpreter. 
Both have a share in it” (1960/2013, p.  406). Thus, as the interpreter intends to under-
stand the text—here viewed in an extended meaning, i.e., including transcriptions of verbal  
utterances—the “interpreter’s own thoughts too have gone into re-awakening the text’s 
meaning” (Gadamer, 1960/2013, p.  406). The interpreter’s horizon is determinative and 
seen “as an opinion and a possibility that one brings into play and puts at risk, and that 
helps one truly to make one’s own what the text says” (Gadamer, 1960/2013, p. 406). This 
is what Gadamer describes as the fusion of horizons. He means that the fusion of horizons 
“takes place in conversation, in which something is expressed that is not only mine or my 
author’s, but common” (Gadamer, 1960/2013, p. 406).

Second, I define my view of the relationship between learning and language. A teacher 
might know that the student has associated a compatible meaning with a particular expres-
sion or principle if and only if the student’s association yields the same (or similar enough) 
result as the teacher’s (Hansen, 2007, p. 50). Thus, learning is neither understood as mere 
reproduction (Lehmann, 1997, p. 156) nor as associating one particular meaning (i.e., the 
teacher’s) to the expression or principle (Hansen, 2007, p. 50). When the teacher involves 
the student in describing what the student has heard in a previous demonstration or verbal 
description, the student is encouraged to work out an ostensive definition (where the point-
ing out is not necessary as the student has the particular experience fresh in memory) of the 
subject matter intended to be learned (Hansen, 2007, pp. 40–41). I view learning as includ-
ing a necessary declarative component: if the student cannot explain an expression or prin-
ciple in his or her own words, then the learner lacks understanding (Lindström, 2011, p. 4).

Third, I present the reasons for using haiku poems and poetic condensations in this arti-
cle. The concept of arts-based research emerged during the 1990s (Barone & Eisner, 2012). 
Since then, considerable theorisation, as well as the development of domain-specific stylistic 
conventions, has been carried out in the field. The use of poetry in the context of qualitative 
research has been motivated by the idea that poems present an essence, and offer an evoca-
tive way for (re)presenting results in an often effective (or extreme) condensation, highlight-
ing that qualitative research in itself is a craft (or art), and challenging the (false) dichotomy 
between fact and fiction (Faulkner, 2007, 2016; Furman & Dill, 2015; Furman, Lietz & Langer, 

8 Even though the arguments put forward by Wittgenstein (1953/2009, para. 269) in support of his no private 

language-theory has been criticised, the theory has been viewed as correct, see Hansen, 2007 , p .  50.
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2006, p. 2; Leavy, 2015, pp. 63–64; Owton, 2017; Richardson, 1992, 2001; Öhlen, 2003). Arts-
based research, poetic inquiry, as well as haiku and found poetry, have been gaining in popu-
larity over the last few decades; however, they have been used infrequently in (higher) music 
education research, although there are exceptions (such as Gouzouasis, 2007, 2008, 2018; 
Gouzouasis & Lee, 2002, 2009; Gouzouasis & Leggo, 2016; Holmgren, 2018; Lee, 2006; Lee & 
Gouzouasis, 2017; Prendergast, Gouzouasis, Leggo & Irwin, 2009).

In the present article, poetry is viewed as a form of translation, and as such considered 
a suitable analytical and (re)presentational tool with which to study musical interpretation 
(Holmgren, 2018). In addition, the task of translating the poems from Swedish to English 
was seen as an extra step in the analysis that made it possible to further externalise and 
elaborate on the interpretative process. The reason for using haiku poems also stems from 
my prior (amateur) knowledge of the form and the benefits of adhering to a restricted 
framework, after having written more than a thousand (unpublished) haiku poems myself. 
Hence, I have experienced that writing poems induces creativity and forces the words to be 
selected with the utmost care.

Methodology and material

To align the method with the theoretical perspective and phenomenon studied, qualita-
tive semi-structured interviews (Brinkmann, 2013, pp.  21–25) were used. According to  
Gadamer (1960/2013, p.  406), the fusion of horizons happens in a conversation when 
something common is expressed. Thus, it follows that studying participants’ verbal utter-
ances is a viable way of gaining knowledge about their understanding of the phenome-
non. To encourage the generation of rich material based on answers from all participants, 
interview guides—with slight differences to suit the different perspectives of teachers and  
students—were created and used. The transcripts of these interviews constitute the empir-
ical material interpreted and analysed.

Participants

The number of participants in this study was ten in total—four teachers and six students—
from three institutions of higher music education in Sweden.9 The number of institutions 
was guided by the principle of maximum variation sampling (Palys, 2008, p. 697), in order 
to ensure variety regarding geographical location, tradition, and range of educational pro-
grams amongst the chosen institutions. Further, I wished to avoid the risk of a singular 
view or a potentially polarised discussion.

9 In addition, in the pilot study to the research reported in this article, in total, three interviews were conducted: 

one each with a piano teacher, a piano student, and a teacher of another instrument, all within higher educa-

tion of Western classical music in Sweden.
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In total, six students were selected: two enrolled in each bachelor, master, and music 
teacher training program. The selected teachers comprised one full professor and three 
senior lecturers, all of whom teach piano.

Interviews and transcription

The interviews were conducted during the academic year 2015/2016. The ones with the 
students lasted about one hour each, whereas the interviews with the teachers lasted closer 
to an hour and a half (except for one interview which was around one hour long). The 
interviews, in total approximately 12 hours of digitally recorded audio material, were tran-
scribed verbatim (including stuttering, repetition, and partial words; no pause lengths were 
noted, nor was emphasis or tone of voice). After that, I revised the language and asked the 
participants for their approval.

Analytical process

The analytical process consisted of the following overarching eight stages:

1. The interview transcripts were read thoroughly multiples times in an attempt to con-
stantly move focus to and from the parts and the whole, i.e., the concept of the herme-
neutic circle (see, e.g., Gadamer, 1960/2013, pp. 303–305). The transcripts were at all 
times treated as posthumous, i.e., “complete and intact” , in the sense that “the author 
no longer can respond” (Ricoeur, 1986/2008, p. 109). Rather than trying to find the 
“lost intention” behind the text, I aimed to understand what “unfolds, in front of the 
text” (Ricoeur, 1986/2008, p. 33), i.e., moving from who said what in which situation, to 
what the text is about (Ricoeur, 1986/2008, pp. 33, 82, 84, 160 & 293).

2. A tentative (initial) hypothesis—the anticipated understanding of the whole formed by 
an interpretation of the parts—was developed in parallel as a flowchart model (used 
only during a phase of the study and not included in this article) and as haiku poems 
in Swedish.

3. The haiku poems in Swedish, their English versions (reflective translations, com-
mented on more in-depth below), and the model’s fidelity to the interview transcrip-
tions were validated through the creation and usage of twelve poetic condensations 
consisting of one for each interviewed student and teacher, and one for each of the 
groups of interviewed students and teachers. These poetic condensations were simulta-
neously translated to English from the researcher’s mother tongue Swedish. The work 
with the poetic condensations and their translations made it possible to understand the 
transcribed verbal utterances, haiku poems in both languages, and poetic condensa-
tions in new ways, which led to revision, rejection, or replacement if the haiku poems 
did not match the empirical material. Consequently, meaning was adjusted through 
a deepened understanding of both the parts and the whole through the formulation 
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of interpretational hypotheses and evaluation if they, in conjunction with my pre- 
understanding, implied consequences that were inconsistent with the empirical mate-
rial (Føllesdal, 2001, p. 375).

4. The criterion of correct understanding or a plausible hypothesis (see Føllesdal, 
2001, p. 376) was seen as the harmony of all of the details with the whole (Gadamer, 
1960/2013, p. 302), i.e., how well the temporary hypothesis fitted the empirical material 
and if other hypotheses fitted at least equally well and were simpler (Føllesdal, 1979, 
p. 324). Further, understanding what a person meant was considered understanding 
what the person believes and vice versa (Davidson, 1984, p. 27).

5. During the analysis, four themes were identified, and ten haiku poems crafted accord-
ing to these themes.

6. Consequently, each of the four themes was presented in descriptive texts that took as 
their starting points the associated haiku poem(s) in both English and Swedish, the 
poetic condensations, and my overarching understanding of the empirical material.

7. The preludial poem was created based on the poetic condensation of the transcript 
from an interview with a piano student conducted as part of a pilot study to the research 
reported on in this article.

8. The creation and revision processes for one haiku each from the four themes identified 
were analysed and described to make the process more transparent. In retrospect, the 
overall creation and revision process consisted of the following three parts elaborated 
on below: (i) a transposition of the results to a different arena, (ii) the use of different 
stylistic and analytical devices, and (iii) the reflective translation to English.

i) The transposition of the found characteristics of musical interpretation, learning 
therein, and persons involved to different settings, mainly (Greek) mythology, clas-
sical literature, history of piano playing, and (popular cultural) fiction, isolated 
the core problems of the learning situation after attachment to the current time, 
place, and actual persons was removed, i.e., a recontextualisation (Linell, 1998, 
pp. 154–158).

ii) The devices used were the incorporation of references to other areas of interpreta-
tional problems, i.e., translation, highlighting historical aspects and the intertwin-
ing of research and art, and the use of allegory and unexpected contrasts in the 
poems in order to suggest openness for multiple interpretations while emphasising 
the non-static character of interpretation. Moreover, instead of trying to reduce the 
potentially contradictory meaning of the poems, the aim was to maintain the focus 
on the complexity of the studied phenomenon.

iii) The reflective translation from Swedish to English made it possible to analytically 
interpret the material again, and move it to another (higher) level of abstraction, 
extension, or specificity. Thus, the English haiku poems do not carry the same 
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meaning or potential for interpretation as the Swedish poems. Instead, the English 
haiku poems are abstractions and extensions with another level of specificity than 
the Swedish poems.

have noticed
how much time I spend
on the resolution of dissonances

one student
I had to remind
every lesson
during a full year10

Results

In the following section, the piano students’ and teachers’ descriptions of musical interpre-
tation and the conditions for learning therein are presented. The main results were found 
to centre on the following four themes:

1. the student’s and the teacher’s understandings of what musical interpretation is 
2. the freedom of interpretation experienced by the student and acknowledged by the 

teacher 
3. (expectations of) the student’s explorative approach 
4. the student’s level of autonomy. 

Each theme is introduced below with one or multiple haiku poems (including an indication 
of which aspects they address), followed by a description of the theme. Finally, I summarise 
the results as a transition to the discussion.

Understanding what musical interpretation is

Poem 1: Hierarchy of interpretation (composer–teacher–student)

mästaren säger his master’s voice
läs vad som verkligen står you must return to the text

tonsättaren vet with a Janus face

10 This poem is a poetic condensation of transcriptions of the interviews with the four teachers that participa-

ted in this study.
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Poem 2: The relation between notation and the composer’s full text

det viktigaste the composer’s score
står inte alltid skrivet a Rosetta Stone with just

historisk sufflör / lyss till historien11 one written decree

The student’s and teacher’s understandings of musical interpretation have implications for the 
goals of teaching musical interpretation, as well as the course of action taken to achieve these 
goals. The poems above illustrate the importance of considering and trying to understand the 
composer’s intention, suggesting that personal freedom regarding musical interpretation is 
somewhat limited. This conception also indicates the belief that it is, at least to some extent, 
possible to get in touch with these intention(s), even in the case of dead composers. Alterna-
tively, it could be understood as a guiding principle, a recommendation that the performer 
abstains from interpreting too freely. Nonetheless, this understanding implies that the teacher 
function as mediator between the great master, the composer, and the apprentice’s apprentice, 
the student. Thus, by emphasising both the importance of returning to the composer’s origi-
nal text and the teacher’s privileged access to the assumedly correct interpretation thereof, the 
teacher (and the teacher’s private or embodied knowledge) is given unique status, especially 
if—as indicated in poem two above—the most important information is not always explicit. 
In addition, the participants emphasised that musical interpretation is at least partly a subjec-
tive activity, which has implications for the evaluation of student learning.

Experienced and acknowledged freedom of musical interpretation

Poem 3: Freedom of interpretation in relation to talent

tekniskt-musikaliskt music-technical
mindre genier som vi dwarfs standing on giants’ shoulders

måste förhålla oss must behave oneself

Poem 4: Interpretation as an expression of (good) taste

likt en Odysseus like a Ulysses
kryssar Skylla–Karybdis beats stretto di Messina
god smak som sextant with acquired taste

Poem 5: Intelligibility–unintelligibility

gör dig begriplig with unclear meaning
annars börjar musiken Apollo Musagetes

att grimasera pulls faces at you

11 In this haiku poem, alternative lines are presented (typographically separated by “ / ”) to emphasise the open-

ness and flexibility of interpretation.
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Poem 6: The standpoint of the students in the music teacher training program

musiklärared the hypocrite’s/Hippocratic Oath12

att göra rätt är större to play rightly is greater
än Thomas Thorild than Thomas Thorild13

Poem 7: The teacher’s opinion

de små lymlarna … always these rascals
efter skeppsbrottet on the Mare Ingenii

på/i aningslöshetens hav after the shipwreck

The analysis identified that the freedom experienced by the students seems both to limit 
their musical interpretation and affect their understanding of what musical interpreta-
tion is. Similarly, the freedom that the teacher gives the student with regards to musical 
interpretation shapes this as a learning object, and deems what is possible for the student 
to achieve. The understanding verbalised by both students and teachers was that more 
knowledge opens more possibilities. In other words, they felt that the greatest musicians 
have greater interpretive freedom than both the participating teachers and their students. 
Such a line of thought restricts interpretational freedom and encourages a reproductive 
stance towards musical works. The teachers considered themselves as having (acquired) 
good taste, and that they exercised this good taste by avoiding the two extremes of not 
interpreting enough (lecture about rather than a performance of) or interpreting too 
much (placing themselves in front of the masterpiece). The ability to navigate appropri-
ately between these two extremes seemed to be an important skill that students might 
learn during their studies. The teachers also stressed that musical interpretations must 
make sense to the listener, indicating that they conceptualise a continuum from compre-
hensible to incomprehensible. Thus, the teachers did not view all interpretational freedom 
in performance as beneficial to the music or the listener. The students accentuated the 
importance of playing correctly, particularly those enrolled in the music teacher training 
program. They explained that before they started to interpret, they tried to play the right 
notes; that they were afraid of making wrong decisions, and had difficulties forming their 
own opinions with regards to interpretation. At the same time, the teachers emphasised 
that it is counterproductive for students to settle on a definitive interpretation too early, 
and to think that there is only one correct interpretation. Poem seven above expresses 
the teachers’ perception that students, in general, have too little knowledge of Western 

12 In this haiku poem, alternative expressions are presented (typographically separated by “/”) to emphasise 

the openness and flexibility of interpretation.

13 Thomas Thorild (1759–1808) was a Swedish poet and philosopher.  An aphorism by Thorild is inscribed above the 

entrance to the main building of Uppsala University in Uppsala, Sweden. The famous aphorism reads: “T änka fritt 

är stort / men tänka rätt är större” (‘ T o think freely is great, / but to think rightly is greater’) (Thorild, 1794).
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classical music, literature, architecture, and art, which limits their abilities to interpret 
music well.

(Expectations of) the students’ explorative approach

Poem 8: The relation between will and possibility

utbildningsaxiom the first axiom
viljan att säga något our interpretations must
övergår förmågan transcend the possible

Poem 9: The relation between interpretation and practising

tekniska färdigheter practicing between
hjälper dig att säga intention and audience

det redan tänkta pressure-tests ideas

In the poem eight above, the English haiku takes the analytical interpretation a step further 
(regarding abstraction and extension) than the Swedish does. The Swedish haiku implies 
that “the will” (‘viljan’) to express must be greater than the students’ expressive capacity. 
The English haiku conveys the stance that interpretations have to transcend what is pos-
sible in order to achieve or conceptualise. In the Swedish version, the context is delim-
ited to the educational setting through the word “utbildningsaxiom” (‘ educational axiom ’). 
The more general expression “ first axiom ” in the English version might be seen as relating 
to either the artistic or educational context, or possibly the overall conditions for human 
understanding and existence.

Both students and teachers explained that the expectation that students should have 
an exploratory approach toward musical interpretation shaped their understanding of 
musical interpretation and the freedom the students were afforded to achieve this. The 
tendency seemed to be that students in the music teacher training program expected to 
get direct answers regarding how they should play a specific section or piece, and that 
they had difficulties forming their own opinions. However, students enrolled in advanced 
level studies, i.e., master students, seemed to be on more of an equal footing in discus-
sions with the teacher, perhaps due to the students’ greater knowledge or the teachers’ 
conceptions thereof, and that they, in general, seem to be better prepared for lessons. 
This more equal discussion can be understood as constituting a greater potential for the 
fusion of horizons in the one-to-one lessons with the master students. There also seemed 
to be a tendency amongst both teachers and students to verbalise the importance of hav-
ing the will to accomplish musical interpretations that they could not technically play at 
present, i.e., the student needed a clear interpretive vision. Such an interpretive vision 
was understood to guide the student’s development in order to realise it. If the student 
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did not have such a vision, there seemed to be a risk that their development would lack 
direction.

Students’ levels of autonomy

Poem 10: Conviction cannot be taught

övertygelse you must become me
kan jag inte lära ut in order to become you
studentens ensak “that is why you fail”

The English haiku is more specific than the Swedish version in poem 10 above. The Swedish 
version expresses that it is impossible to teach the student to acquire “övertygelse” (‘convic-
tion’); students have to find it on their own. The English haiku, however, explains that the 
student first has to assimilate the teacher’s way of being in order to realise his or her poten-
tial as a musician. This might be understood as an interpretation of what is problematised 
in the Swedish haiku, and that the problem has found its solution in the English haiku.

A student’s level of autonomy was expressed by the participants as a skill or stance 
reached independently. Students reached this active stance when they were capable of inde-
pendently forming their own opinions regarding musical interpretation. When the stu-
dent acted autonomously, it seemed to lead to active decisions regarding interpretational 
choices, which enabled the teacher to respond to the student’s thoughts and thus guide 
the student further. Consequently, the more developed the conversation with the teacher 
becomes, the greater the potential for the fusion of horizons. If the student was not able 
to act autonomously, this more passive stance seemed to imply that the student was and 
continued to be dependent on the teacher as an external source of answers to the questions 
at hand. The teachers’ understanding seemed to be that it should be the student’s responsi-
bility to make decisions regarding interpretational choices, through active development of 
their own convictions. If the student was not able to accomplish this, the teacher tended to 
return to the practice of presenting (and demonstrating) how the music should be played, 
likely hindering both the student’s learning of musical interpretation and the development 
of autonomy.

Summary of results

The analysis indicates that the participants mainly defined musical interpretation as a 
process resulting in a manifested musical performance in the continuum between non-
interpretation and over-interpretation. Consequently, performers are required to do more 
than merely play what is written, while at the same time they are expected to refrain from 
imposing themselves upon a masterpiece. The teacher tended to be described as guardian 
and mediator of the composer’s intentions, with a privileged connection to performance 
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history, good taste, and aesthetic judgment. The most significant condition for learning 
musical interpretation seemed to be the students achieving high levels of autonomy. Low 
autonomy indicated that the student was dependent on concrete answers from the teacher 
or other sources, whereas high autonomy indicated that the student took a more active 
stance towards forming decisions regarding interpretational choices. In sum, the students’ 
levels of autonomy and consequently learning of musical interpretation were primarily 
dependent on three aspects: (1) both the student’s and the teacher’s understanding of what 
musical interpretation is, and how it affects the goals, methods, and content of teaching 
and learning; (2) the freedom of interpretation experienced by the student and acknowl-
edged by the teacher, and how this affects the boundaries of the student’s interpretational 
continuum (which I propose labelling an interpretational paradigm); and (3) the student’s 
explorative approach and the teacher’s expectations thereof, and how this affects the (edu-
cational) contract between teacher and student regarding the division of labour as well as 
responsibility for the student’s progress. Further, issues regarding these aspects were not 
reported as explicitly verbalised or addressed during lessons. 

Discussion

In this section, the main results are discussed, drawing on the theoretical framework of the 
study as well as previous research.

An understanding of musical interpretation

The results suggest that teachers and students rarely discuss what musical interpretation is 
in-depth, if at all. The lack of aesthetic reflection concerning interpretation is quite remark-
able in a context where the interpretation of notated scores is considered to be central. 
However, this lack of discussion is in line with earlier research (Karlsson & Juslin, 2008) 
and also consistent with the view that expressivity is mainly dependent on innate talent 
and thus not possible to learn (see Sloboda, 1996, for a discussion of this view). The extent 
of this lack of discussion is difficult to estimate; however, it is reasonable to assume that it 
affects the conditions for learning musical interpretation in the one-to-one context. If the 
goals of teaching are not mutually defined and understood, it is difficult to see how teach-
ing can efficiently guide the student toward these goals. Teaching might then not foster a 
student’s independence, but rather bind the student and teacher together in an unhealthy 
way, and thus hinder the development of student autonomy (Burwell, 2005, 2006; Gaunt, 
2009 ; Hultberg, 2010; Lehmann, 1997). The complexity of evaluating the student’s learning 
of musical interpretation is expressed in the following poetic condensation based on the 
transcriptions of the interviews with the students:
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I do not know if a teacher can say
you have become a better interpreter
it depends on what it is

say that my teacher’s taste is to interpret like Yuja Wang
and mine is to interpret like Alfred Cortot
it is so subjective

If the understandings of the teacher and student regarding musical interpretation are not 
compatible or not verbalised and negotiated, this might result in what Holgersson (2011) 
calls indifference. Indifference, in this sense, implies negative consequences for the learn-
ing outcome, as students intentionally or unintentionally ignore teachers’ suggestions 
that could have been important for their development (Holgersson 2011, pp.  164–165;  
Hultberg, 2008, p. 20; Gaunt, 2017, pp. 45 & 58).

Apparently, the focus on the transmission of the how-question (the solution for a 
particular problem) is prioritised over the why-question (the overarching principles and 
general thoughts behind the decision). Metaphorically speaking, this can be seen as a limi-
tation that stems from a non-disclosure agreement between the teacher and his or her own 
former teacher(s). In such a contract, the parties have outlined secret knowledge regard-
ing musical interpretation (i.e., the why) that is shared between them but withheld from 
third parties. This process firmly inscribes the teacher in the tradition and makes it dif-
ficult for the student to inscribe him or herself in the tradition without replicating the 
teacher’s doings. Thus, the process could metaphorically be understood as original sin. 
Consequently, musical interpretation (and the learning thereof) becomes an act of repro-
ducing history rather than a device for expressing (the student’s) personal feelings (see 
Leech-Wilkinson, 2019). The persistent appeal to authority, tradition, and prejudgments 
in teaching and learning musical interpretation in higher music education goes against the 
principles of Gadamerian hermeneutics (Dutt & Gadamer, 2001, p. 44) and constitutes an 
important problem that I will return to in the closing part of this discussion.

Experienced and acknowledged freedom of musical interpretation

The students in the music teacher training program seemed to feel restricted in their inter-
pretative domain. This feeling might be due to the students’ lack of knowledge or the teach-
ers’ conceptions thereof, or to the fact that the teacher prescribes how the music should 
be performed, thus hindering the students from exploring how they would like to inter-
pret the music (Silverman, 2007, p.  112). Consequently, when students experience that 
they are allowed limited freedom to engage in musical interpretation, they have little space 
for musical navigation, and the teacher may feel forced to give steering guidance. On the 
other hand, if students experience and are afforded a large degree of freedom to engage in 
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musical interpretation, lessons can be devoted to discussions of the quality of the students’ 
interpretation. Then the teacher can focus on helping students to clarify or overcome prob-
lems rather than giving definitive answers. Thus, it is important that the student is both 
aware of and can navigate within the boundaries of freedom of musical interpretation set 
by the teacher. For students to navigate successfully, they need to have developed sufficient 
tools, skills, and strategies to be able to cope with the interpretation of the material. Conse-
quently, it is important that teachers focus on making it possible for students to learn these 
general skills.

That the students in the music teacher training program seemed to be more dependent 
on the teacher, listened to Western classical music to a lesser extent, were more scared of 
committing errors, and seemed to be negatively affected by hearing others play better than 
themselves both within and outside of the educational setting, could be considered peda-
gogical problems. One explanation for the students’ limited acquaintance with Western 
classical music could be the finding that less than 1% of the time spent in instrumental 
lessons was used to discuss recordings and the use of libraries (Zhukov, 2008, p. 172). In  
Zhukov’s study (2008, p. 172) she argued that instrumental students, especially at the begin-
ning of their studies, need encouragement to use such resources.

Students in the musical performance programs reported taking a more open and 
active stance towards making decisions regarding interpretational choices, and this tended 
to be interpreted by the teachers as a result of natural talent or giftedness rather than some-
thing that could be stimulated by the teacher (see Sloboda, 1996). This is in agreement with 
Bränd ström’s (1997, p. 96) results, suggesting that teachers at higher levels in the educa-
tional hierarchy are more likely to take an absolute perspective on musicality, i.e., that it is 
innate, instead of a relativistic perspective, i.e., that it can be learnt. The tendency to view 
musical skills as innate might also have consequences outside of higher music education. 
If future music teachers think that proficiency in musical interpretation is based on gifted-
ness or talent, it will most likely have consequences for their teaching and consequently 
their students’ learning potential.

Expectations of the students’ explorative approach

The teachers assumed that students naturally should have acquired an explorative approach 
to musical interpretation. If it is the case that teachers lack experience in systematically 
acquiring competences in musical interpretation, and thus lack reflection on the nature 
of these competencies, these shortcomings may be an explanation for their assumptions 
about students. Another explanation is that some teachers may tend to depict less success-
ful students as either lazy or ungifted, a view shown in previous studies (Sloboda, 1996). 
The teachers in my study tended to state that they thought the master–apprentice model 
was outdated, yet they did not actively help the students to break free from this convention. 
Thus, there seems to be a discrepancy between what is said and what is done, which is in 
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line with earlier research that found that teachers said that students should take responsi-
bility for their learning, while their verbalised approaches to teaching tended to leave little 
room for that (Gaunt, 2008, pp. 239–240).

Students’ levels of autonomy

Students and teachers reported that they rarely or never explicitly shared and discussed 
their thoughts about what level of autonomy the students were supposed to demonstrate 
during—and between—lessons. Nevertheless, the teachers seemed to expect the students 
to be autonomous, but thought that they seldom demonstrated such autonomy in practice. 
If the teachers were unsatisfied with a student’s level of autonomy, they said they would 
inform the student. However, the teachers in the study said nothing about how they would 
help the students develop greater autonomy. Instead, it was left to the student to become 
autonomous. Consequently, the students were implicitly rendered with the responsibil-
ity to approach a problem without the teacher’s help, or a problem that was addressed in 
a way that the student had not understood. This placing of responsibility for learning on 
the student has a long history going back to before the enlightenment (Jørgensen, 2000, 
p. 67). Nonetheless, this emphasises the importance of how teachers may handle their own 
responsibility to encourage or facilitate students’ development of autonomy. This question 
is in line with earlier research which found there was “little understanding of a poten-
tial reciprocal relationship between self-confidence and self-responsibility or autonomy in 
learning” (Gaunt, 2008, p. 239). I agree with Gaunt (2008, p. 240; 2009, p. 202) who calls 
for further research regarding how teaching affects students’ autonomy and which teach-
ing methods might positively influence the students’ autonomy, i.e., how teachers can help 
their students avoid being “too closely aligned with them” (Gaunt, 2009, p. 203).

Conclusion

The master–apprentice tradition still seems to be in use, even though some participants in this 
study stated that they find it old-fashioned and inappropriate in higher education. One of the 
problems with this model is the non-transparency of the philosophical and practical aspects of 
musical interpretation, and that knowledge is seen to be embodied by the master, which makes 
the student dependent on the teacher (Kvale & Nielsen, 1999/2000, p. 246). Consequently, 
teachers in higher music education may, at least partly, still need to find a way to develop their 
practice from that of a “transfer pedagogy” to a “transformative pedagogy” (Carey, Bridgstock, 
Taylor, McWilliam & Grant, 2013, pp. 5–6 & 9). In addition, one-to-one teaching is expensive, 
which might become an even bigger problem for higher education in the future if funding 
is not allocated accordingly. Nevertheless, one-to-one teaching has important strengths that 
need to be understood and communicated (Carey, Lebler & Gall, 2010, p. 176).
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Several philosophical and practical aspects of musical interpretation and the learning 
thereof still seem to be both non-verbalised and lack analysis of, e.g., the interpretational para-
digm (see below) within which the learning takes place, ideas about and expectations for learn-
ing outcomes, and what criteria these might be dependent on. The teachers often conclude that 
learning outcomes depend on the student’s given abilities rather than on the teacher’s actions 
or the activities during lessons. Since the present study focuses on the teachers’ and students’ 
verbal utterances, further research needs to be conducted concerning how teaching and learn-
ing of interpretation in the one-to-one context are carried out in practice. There also seems 
to be a need for the development of more precise definitions and terminology, e.g., including 
what the differences and similarities are between interpretation and imitation, interpretation 
and practice, interpretation and performance, and expression and emotion.

Lastly, more comprehensive philosophical discussion about what interpretation, as 
a fundamental artistic concept, is supposed to be about, seemed to be lacking. Instead, 
teachers and students seemed to focus on moulding a particular musical performance. The 
lack of artistic reflection on interpretation as an action and expression of agency may have 
consequences for both teaching and learning in the one-to-one context and at a higher level 
for institutions of higher music education. From a philosophical point of view, both the 
experienced and acknowledged freedom of musical interpretation can be seen as an inter-
pretational paradigm.14 If such interpretative paradigms are verbalised, it might be possible 
to negotiate a shared understanding, i.e., the demarcation of the stage that the musical 
drama is to be performed in and on. Such negotiations might also facilitate discussions 
about other relevant topics, including learning outcomes, assessment, and alignment of 
learning objectives (Pettersen, 2005/2008; Ramsden, 2003). One suggestion is that it would 
be of interest to try to establish which interpretational paradigms are at work in a particular 
learning context in order to uncloak the hidden book of rules by which a student should 
abide. In addition, a fruitful path for further studies could be to philosophically analyse 
dialogical theories of learning both implicitly and explicitly verbalised about and enacted 
in the teaching and learning of musical interpretation in higher music education. A good 
start for a fruitful conversation is formulated as follows by Gadamer:

Whoever appeals to authority and tradition will have no authority. Period. The same 
thing goes for prejudgments. Anyone who simply appeals to prejudices is not someone 
you can talk with. Indeed, a person who is not ready to put his or her own prejudices 
in question is also someone to whom there is no point in talking.

(Dutt & Gadamer, 2001, p. 44)

14 For further context, see the discussion about the concept Werktreue (Goehr , 2007), the old (original) and the 

new contract between composer and performer (Kivy, 2007 , pp. 100–103), the argument for the negotiation 

of the musical work (Butt, 2002, pp . 96–122; Östersjö , 2008), and Challenging performance: Classical music 

performance norms and how to escape them (Leech-Wilkinson, 2019).
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Postlude

Lastly, a reflective, poetic postlude concludes this article, thus giving it a ternary form.15 
However, when the first section returns after the contrasting middle section, it is never 
the same. Such constant development could metaphorically be understood as akin to 
the oscillation between the parts and the whole, i.e., one of the fundamental aspects of 
hermeneutics.

philosophers write
encouraging students to
interpret more freely

guardians of the texts
follow all the instructions
freedom is not free

  interrogation:
  as a student I obsessed
  abuse of freedom

maybe freedom will come
but I do not want to teach it

if you ever reach Samarkand
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The Sorcerer’s Apprentice’s 
apprentices 
A critical analysis of teaching and learning of musical 
interpretation in a piano master class 

Carl Holmgren 

Introduction 
Master classes in music are possible to view as both emblematic of the institutional heritage 
from the master–apprentice tradition as well as characteristic of the particularity of the 
educational meeting between student and teacher of Western classical music often found in 
higher music education. Such particularity in the meeting and metaphorical educational 
handshake between one student and one master class teacher at a specific time and place could 
arguably raise questions regarding both the potentials and risks that such a setting affords. 
Previously it has been stated that master classes, in general, are perceived as very positive by 
students (Long, et al., 2011a), that they for better or for worse ‘can be life-changing events’ 
(Lalli, 2004, p. 24) and that the masters often tell stories about topics such as themselves, their 
former students, other famous musicians and composers, music, and the profession itself (see, 
e.g., Lalli, 2004; Göllerich, 2010). 

In an earlier interview study, I have argued that piano teachers’ and students’ verbalisation 
and negotiation of what musical interpretation is or could be, affects students’ development of 
musical interpretation (Holmgren, 2020). I have also suggested that transposing the 
characteristics of musical interpretation and the learning thereof to contexts such as mythology 
and classical literature can isolate the core problems of a learning situation (Holmgren, 2020). 
Thus, in this article, I will, first, report an empirical study of a master class setting in the context 
of Western classical music in higher education, investigating teaching and learning of musical 
interpretation and, second, philosophically discuss the results using three components extracted 
from an ancient literary dialogue concerning the learning of magic as well as my experiences of 
apprenticeship. 

The title of this article alludes to the triad of Disney,1 Dukas, and Goethe, with the two 
former items being based on the latter’s poem Der Zauberlehrling (1797). This also resonates with 
the tendency, both found within higher music education and in ancient stories of (the learning 
of) magic, to emphasise genealogical aspects, i.e., who studied with whom.2 More directly, the 
title, as well as the topic of the article, relate to the triad’s ancient forerunner told in Lucian’s 
Philopseudes (c. AD 150 or c. AD 170), often described as a satire, mocking people who believe 

 
1 The films by Disney treating the Sorcerer’s Apprentice subject themselves form a triad: Fantasia (1940), Fantasia 
2000 (1999), and The Sorcerer’s Apprentice (2010) (see, e.g., Kalitan, 2012; Labbie, 2012; Zipes, 2017, pp. 59–63). 
However, the first cinematic adaption of this poem featuring Dukas’ music was The Wizard’s Apprentice (1930). The 
similarities between the versions are so striking that it is plausible to assume that the forerunner influenced 
Disney. One must also note that the punishment of the apprentice present in Disney’s version(s) is not included in 
the film from 1930 (Zipes, 2017, pp. 59–61). 
2 For examples of emphasis on genealogical aspects in music education, see Kogan, 1987; Kingsbury, 1988, pp. 45–
46; Horowitz, 1991; Nettl, 1995, pp. 68–72; Wagner, 2015. For examples from magic, see, e.g., Graf, vi1994, p. 
162; Ogden, 2007a. 
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in the supernatural (Ogden, 2007a, p. 2).3 However, according to Zipes (2017, pp. xiv, 12, 28), 
the memeplex of ‘The Sorcerer’s Apprentice’ consists of two distinctive story types, namely ‘The 
Humiliated Apprentice’ – having Philopseudes (33–37) as one of its primary written sources – 
and ‘The Rebellious Apprentice’. This memeplex, in essence, highlights humankind’s all-
important struggle to ‘know ourselves, our desires, and our talents’ (Zipes, 2017, p. 28). 
Consequently, how such conflicts are resolved philosophically ‘determine[s] the nature of what 
it is to be human and humane’ (Zipes, 2017, p. xiii). 

Philopseudes is a frame dialogue containing an account of a gathering where one medical 
doctor and philosophers from different schools attempt to persuade the narrator of the efficacy 
of magical practices and the existence of ghosts (Ogden, 2007b, p. 177).4 The three components 
that I will use in the philosophical discussion are from the story of how Eucrates intended to 
have Pancrates share the secret5 knowledge that he had learned from the ancient Egyptian 
goddess Isis (Philopseudes [33–37]), and supposedly had at least partly stored in written form 
(component 2). However, owing to jealousy, Pancrates does not teach it (component 1). After 
having overheard his incantation, Eucrates casts a spell on a pestle but later finds himself 
unable to reverse it. Finally, Pancrates appears, breaks the spell, and disappears for good; thus, 
he dissolves their master–apprentice relationship, irreversibly withholding the secret knowledge 
from Eucrates (component 3). These three components are essential for the following article as 
the results and the philosophical discussion are structured according to them. 

Earlier research 
Master classes are and have for a long time been common within Western higher music 
education. Masters, teachers, and students regularly claim that such classes are effective for 
students’ development (e.g., Hanken, 2008; Stabell, 2010; Hanken, 2011; Hanken and Long, 
2012; Hanken, 2015; 2016; 2017) and retrospective studies indicate that exceptionally 
accomplished individuals almost always had studied with a master teacher (Sosniak, 2006, 
p. 298). However, until recently, research on master classes has been quite sparse (Hanken, 
2008, p. 27; 2011, p. 149). Nonetheless, the existing research mostly reports students’ positive 
experiences of being able to perform for and to receive advice from a master (e.g., Creech, et al., 
2009; Long, et al., 2011b). However, regarding musical interpretation, the lasting effects of 
teaching and transfer of learning in a master class setting have not yet been studied. 

A typological mapping of master classes suggests that the dimensions of content and 
interaction between teacher and student are useful for understanding such classes (Long, et al., 
2011b, p. 27). The content ranged from what the authors call artistic-based classes, focusing on 
improving students’ performances of specific musical works, to work-based ones, focusing on 
developing work skills, such as performing orchestral excerpts and performing auditions. The 
interaction ranged from a master-dominant approach to a collaborative, student-centred 
approach (Long, et al., 2011b, p. 27). 

Criticism has been formulated against both the artistic-based classes and the master-
dominant approach. The former, focusing on the specific works studied, seemed to limit the 
potential for students’ transfer of learning (Long, et al., 2011b, p. 11), whereas the latter has 
been questioned, as it supposedly ‘stifles creativity and encourages passivity on the part of the 

 
3 When referring to the text of Philopseudes, the paragraph for the relevant section is given in parenthesis. I have 
mainly relied on the translation found in Ogden (2007a, pp. 45–64), comparing it with Costa (2005) and Page, et 
al. (1921). 
4 For an overview of the layout of the dialogue and the contents of the ten tales, see Ogden (2007a, p. 15; 2007b, 
pp. 178–179). 
5 In this article, secret knowledge is conceptualised as the knowledge whose sharing is regulated through factual or 
metaphorical non-disclosure agreements (see also Holmgren, 2020, p. 121). 
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student’ (Long, et al., 2011b, p. 18; see also Westney, 2003, pp. 175–179; Lalli, 2004; Edwin, 
2018). Nonetheless, researchers in Music Education have repeatedly argued for the effectiveness 
of demonstration and imitation, frequently found in artistic-based master-dominant classes 
(e.g., Nielsen, 1999; Hanken, 2008; 2017). Three examples: first, Long, et al. (2011b, p. 13) 
stated that they could observe that students acquired new ways of handling issues and that 
students’ ‘thinking skills were challenged and expanded’ during master classes; second, Hanken 
and Long (2012, pp. 8–9) testified that the symposium participants ‘witnessed that it was 
possible for a master teacher to polish and refine students’ artistic, communicative and 
performance skills’; and, third, Hanken (2017, p. 78) claimed that ‘traditional, master-
dominant masterclasses can themselves contribute greatly to developing the student’s creativity, 
although this might not be obvious at the time’. 

Earlier research has indicated that instrumental teachers during lessons tend to relate to 
their own rather than the students’ interpretations of musical works (Lehmann, 1997, p. 157; 
see also the description in Kogan, 1987, pp. 87–89). Therefore, students without sufficient 
prior knowledge might be hindered from benefitting from such advice (Hultberg, 2008, p. 20). 
Further, students do not necessarily learn to transfer the specific skills developed within 
instrumental teaching to other contexts, such as other pieces within the same genre or category 
of musical works, or to make independent decisions regarding their musical interpretation (see, 
e.g., Hultberg, 2000; Mills, 2002; Gaunt, 2009, p. 180). 

I have previously argued that a shared understanding between student and teacher of the 
current interpretative paradigm, i.e., what musical interpretation is supposed to be about, seems 
to be essential for students’ development of musical interpretation (Holmgren, 2020; see also 
Holmgren, 2018, pp. 58–59). Verbalisation and negotiation of such understanding should be 
beneficial in decreasing both student passivity and master dominance. Thus, one could expect 
that establishing a shared understanding of such knowledge should be central in the 
metaphorical educational contract between master and apprentice in higher music education 
(see Nielsen and Kvale, 2000, p. 30). 

Developing students’ personal and authentic artistic understanding of musical interpretation 
is one of the overarching goals and most significant challenges for higher education within the 
Western classical music tradition (Silverman, 2008, p. 249). As knowledge about musical 
interpretation usually is handed down orally by demonstration and imitation (Lehmann, 
Sloboda, and Woody, 2006, p. 85), students’ past and current teacher(s) directly influence both 
their view of what musical interpretation is or could be (Holmgren, 2020) and their strategies 
for musical interpretation (Hultberg, 2008, p. 12). However, the potential differences between 
how a master class teacher, the students, and the students’ regular teacher understand the 
teaching and learning of musical interpretation during a master class have not yet been critically 
studied. 

Aim 
In this article, the overarching aim is to further the understanding of teaching and learning of 
musical interpretation through a critical hermeneutical analysis of a seven days long piano 
master class.6 The analytical approach includes a philosophical discussion in which I use three 
components extracted from an ancient literary narrative concerning the learning of magic as 
well as my own experiences of apprenticeship. 

 
6 The master class was in the form of a self-contained university course. The master, not part of the university’s 
permanent staff, was handpicked for the class, open to both Swedish and international students. Henceforth, the 
term ‘master class’ is, unless otherwise stated, used only for classes taught by external teachers. 
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Theoretical framework, design of the study, and production of 
empirical material 
In this section, I will first shortly describe how musical interpretation is viewed within this 
study, and then outline the theoretical framework underpinning the design of the study. The 
view of musical interpretation, and the learning thereof, in this article, is affected by the stated 
aim for the studied master class, namely that students should ‘acquire knowledge about [my 
emphasis] the interpretation’ of musical works at a very high artistic level. The exact wording, in 
line with the formulation in Swedish,7 is essential, as it, instead of focusing on improving 
students’ performances, aims at developing more general knowledge of how repertoire could be 
interpreted. Thus, musical interpretation is viewed as referring to a more general understanding 
rather than work-specific knowledge, inspiration, or insights that might materialise in the 
longer run. Consequently, learning of musical interpretation explicitly implies at least some 
aspects of meta-learning in order to foster the transfer of learning in contrast to transfer 
learning (see, e.g., Haskell, 2001). Musical interpretation itself is viewed as the understanding of 
a piece of music, and such an understanding is commonly manifested in, but not limited to, 
musical performance. Thus, musical interpretation is viewed as the process of and knowledge 
about a ‘more or less motivated and coherent’ (Lehmann, Sloboda, and Woody, 2006, p. 96) 
selection and application of performance choices to a composition. Such decisions are usually 
based on conventions, styles, practices, and personal taste; and the resulting, often subtle, 
nuances are essential in musical interpretation (Lehmann, Sloboda, and Woody, 2006, p. 85). 
Consequently, I view the interpreter’s freedom to make such choices as both aesthetically 
valuable (see the discussion about the old [original] and new contract between composer and 
performer in Kivy, 2007, pp. 100–103) and unavoidable as the musical score under-determines 
performance (Davies and Sadie, 2001, p. 498). 

The theoretical framework in this study is based on selections from the hermeneutical 
philosophy of Gadamer (2013 [1960]) and Ricœur (1991 [1986]). The concepts of pre-
understanding, parts and the whole, and the fusion of horizons which ‘takes place in 
conversation, in which something is expressed that is not only mine or my author’s, but 
common’ (Gadamer, 2013 [1960], p. 406) are of paramount importance for how the earlier 
stages of understanding of a phenomenon are viewed. From such a hermeneutical stance, 
humans approach a phenomenon based on their pre-understanding and seek to conduct a 
dialogue leading to mutual change. Such dialogues can further the understanding of one’s own 
as well as others’ worlds. However, gaining a deeper understanding of a complex phenomenon 
is not only viewed as centring on finding a shared and expanding common ground. In order to 
address ruptures, conflicts, and paradoxes, texts are treated as posthumous, i.e., ‘complete and, 
as it were, intact’, in the sense that ‘[t]he author can no longer respond’ (Ricœur, 1991 [1986], 
p. 103). Thus the aim is to understand what ‘unfolds, as it were, before the text’ (Ricœur, 1991 
[1986], p. 127) instead of trying to find the ‘lost intention’ behind the text (Ricœur, 1991 
[1986], p. 33). 

In research, hermeneutical interpretation should both offer a richer understanding of the 
phenomenon of the original text and argue for the presented interpretation. Consequently, my 
hermeneutical process will be described in each of the four steps that took place during this 
study: first, in the design of the study; second, in the production and analysis of the empirical 
material; third, in the description of the results; and fourth, in the philosophical discussion of 
the results. Furthermore, when the reader meets the text in the article and begins to ask 
questions to it, a fifth hermeneutical step will occur. 

 
7 In Swedish, the wording is ‘tillägnat sig kunskap om [my emphasis] interpretation’. 
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Design of the study 
The research reported in this article consists of a study of one piano master class in the form of 
a self-contained university course that took place during seven days in the summer of 2017. The 
studied master class was selected both due to pragmatic aspects such as geographical location 
and familiarity with the master class teacher (henceforth referred to as ‘master’), but also due to 
her8 status as an internationally acclaimed master with almost half a century of teaching 
experience and a successful career as a soloist. It also mattered that some students in the master 
class were currently finishing or had just finished their studies with one of the master’s former 
students (three years of higher music education) and that I knew that teacher. In sum, a 
possibility for applying a three-generational perspective encompassing master, students, and the 
students’ main instrument teacher (henceforth referred to as ‘teacher’), presented itself. 

I intended to create a multifaceted empirical material through observing and writing field 
notes during lessons, audio and video recording lessons as stimuli for video-stimulated 
interviews (henceforth referred to as VSI[s]), collecting students’ annotated scores, and 
conducting qualitative semi-structured follow-up interviews (henceforth referred to as FUI[s]). 
Two criteria limited the selection of students. First, due to practical reasons, as the master class 
took place during seven days, I had to limit the number of participating students, and consider 
that I only could schedule one relatively long (3 hours) VSI session with the master. Second, the 
students had to currently be studying or just having finished their studies with the teacher. As a 
consequence of these constraints, the maximum number of participating students was set to 
two; at the same time, this number was considered a minimum in order to obtain sufficient 
information about the studied phenomenon. The selected students consisted of one student in 
the first year of the artistic bachelor programme in music and one in the second year of the 
artistic master programme in music, both having the teacher as their main instrument teacher 
and participating in the master class. However, the master student had finished her studies with 
the teacher at the time of the follow-up interviews. Thus, instead a third student (henceforth 
referred to as ‘S3’), who was studying in the third year of the bachelor program with the teacher 
and who had also participated in the master class, was selected. This addition was made to 
avoid a singular student point of view, and also as a way of member checking more of my field 
notes. For ethical reasons, in order to provide students with an acceptable level of 
confidentiality, it is not indicated which of the two students (henceforth referred to as ‘S1’ and 
‘S2’) that refer to the student in bachelor and master programme respectively. As the quotes 
presented from the follow-up interview with S3 contained less potentially sensitive information, 
I have chosen to make it possible for the reader to distinguish her from S1 and S2. 

Production of empirical material 
During the master class period, I observed and wrote field notes during 18 of 27 lessons (about 
1 hour each), including at least one lesson each for all of the nine participating students. All 
lessons took place in a rather large assembly hall equipped with two grand pianos, a music 
stand for the master to use during students’ initial playing, and three rows of chairs, 
approximately capable of accommodating an audience of up to 50 persons. 

The two students’ three lessons were documented using video cameras from two or three 
angles, and the audio was also separately recorded. The second lesson for each student, lasting 
about one hour and ten minutes, was used for one video-stimulated interview (VSI) each with 
the student, the master, and the teacher. The students’ sessions were conducted the day after 

 
8 The third-person singular pronoun used for the participants is ‘she’, both to acknowledge that Isis, in Philopseudes 
(34), is described as the source of the secret knowledge, and as a pragmatic decision based on the wish to protect 
their confidentiality. 
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the lessons, the master’s three days after, and the teacher’s about six months after the lessons. 
The VSIs intended to focus on the participants’ reflections rather than their recall (van Braak, 
et al., 2018; cf. Bloom, 1953, p. 161; see also arguments in Haglund, 2003; Lyle, 2003; Rowe, 
2009; Nielsen, 2010), thus, striving to ‘negotiate an intersubjective understanding’ (Brooks, 
Östersjö, and Wells, 2019, p. 213) of the recorded lessons together with the researcher. These 
sessions were documented using video cameras from two angles, and the audio was also 
separately recorded. The computer screen, showing the stimulus and the score, was also 
recorded, and the scores were digitally annotated during the VSIs. Three perspectives were 
given on the first 30 minutes of each lesson as it was not possible to cover the whole in any 
VSI.9 Further, to capture the master’s annotations, the students’ scores were scanned before the 
first and after each of the three lessons. 

During the following autumn, I conducted one audio-recorded qualitative semi-structured 
follow-up interview (FUI; about 1 hour and 15 minutes) (Brinkman, 2013, pp. 21–25) each 
with two students and the teacher to let them verbalise their understandings of the master class 
from a somewhat more distanced perspective. 

In sum, the following empirical material was produced: 
• transcriptions of field notes written during observation of 18 lessons (24 pages); 
• scanned versions of the two students’ scores including annotations by the master (242 

pages); 
• transcriptions of video-stimulated interviews (VSIs) with master, teacher, and the two 

students (125 pages); 
• transcriptions of qualitative semi-structured follow-up interviews with teacher and two 

students10 (71 pages); 
• transcriptions of selected fragments from the recorded lessons used in the VSIs 

(11 pages); and 
• transcriptions of students’ verbal utterances during the six recorded lessons (13 pages). 

All participants gave their informed consent, and ethical aspects were discussed both at the 
beginning of the master class period and during each VSI and FUI. Both the VSIs and FUIs 
were conducted in the researcher’s mother tongue Swedish. The participants got to read and 
approve of the transcripts thereof in Swedish. After the analysis, the researcher translated and 
adapted the quotes presented to standard conventions of written language. 

Analysis 
The analysis consisted of seven stages, each one consisting of one or more fusions of horizons. 
First, before the master class took place, I systematically went through my experiences and 
thoughts about teaching and learning of musical interpretation, master classes in general, and 
this master in particular as I had first-hand experiences of taking part in lessons with her. 
Although I was not able to find my diaries from that period, the master’s annotations in my 
scores were still distinctly recognisable. However, during the preparation, I rediscovered 
material relating to a master class with another master, in which I had participated during the 
summer of 2002. It included my application letter and audio recording, a letter from the 
master, some photographs, a diploma, as well as my annotations written during the course. 

 
9 The VSI sessions with the students lasted about two hours each, that with the master three hours, and those with 
the teacher about one hour each. As the students’ sessions were the first and only had to cover their own lesson, 
the material treated in these was about 45 minutes. 
10 See comment above regarding participating students in the FUIs. 
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Furthermore, I discussed that material with both the teacher that I was studying with at that 
time and current colleagues. 

Second, at the end of each day during the master class period, I read my field notes, and 
went through my experiences, trying to clarify how my understanding of the teaching and 
learning of musical interpretation had evolved, particularly highlighting disruptive changes, as a 
preparation for the next day. 

Third, I watched the six recorded lessons and read my written field notes multiple times. I 
combined all scanned versions of each score into a version where the master’s annotations 
could be analysed. During the transcription of the video-stimulated interviews (VSIs) and the 
qualitative semi-structured follow-up interviews (FUIs), I wrote comments on utterances that 
appeared to be of importance for the whole. I then reread the transcripts multiple times, 
further commenting on utterances that seemed to be of importance. Later, tentative keywords 
and concepts were identified, and I tried to understand the context in which they appeared. 
The written field notes were then transcribed, and annotations that seemed to be of importance 
were marked for further analysis. These notes were printed and read through while writing 
tentative concepts that appeared to be usable for further analysis. 

Fourth, selected passages of the six recorded lessons containing what I understood as 
misunderstandings or non-understanding, or otherwise deemed important were studied in great 
detail, including viewing the recordings multiple times and transcribing selected fragments. 
This led to a better understanding of the communicative aspects and how they might affect the 
learning outcome. 

Fifth, I zoomed out to view the bigger picture, which led to an interest in the magical and 
mythological elements contained both in the general master–apprentice model and in this 
particular master class. These elements appeared increasingly crucial for the understanding of 
the lessons and the participants’ actions. This new view led to further investigations of the 
empirical material, as well as to an excursion to the origins of the Sorcerer’s Apprentice story, 
enhancing my understanding of the master class as a socio-cultural phenomenon. 

Sixth, I focused on the (lack of) verbal communication between student and master during 
the lessons, and related them to the master’s, teacher’s and students’ understandings of 
content, interaction, and learning outcome. 

Seventh, I yet again scrutinised the empirical material and, based on my new understanding 
of the (lack of) verbal communication between student and master during lessons and the the 
master’s tendency to verbalise her arguments and philosophy of music in discussions with me, 
created one ethnodramatic collage. This ethnodramatic collage on the teaching and learning of 
musical interpretation was intended to function as a complex condensation, both placing the 
core issues of the studied master class in the foreground and striving for a ‘dramatic impact’ 
(Saldaña, 1998, pp. 184–185; see also Saldaña, 2003; 2005; 2011).11 By using the term 
‘ethnodramatic collage’,12 I intend to openly state the fact that the presented verbal exchange 
did not take place, meaning that the three characters never interacted with each other in this 

 
11 The ethnodramatic collage has not yet been professionally staged and performed in front of a live audience. 
However, it constitutes the basis for an audio-paper (in review) addressing the master–apprentice relationship in 
the music conservatoire. Further, during autumn 2020, master students in music performance at one institution 
for higher music education in Sweden, after a short preparation, got to read the lines out loud, i.e., perform the 
collage. Based on the responses from the students, I strongly believe that performing such ethnodramatic collages 
can be highly valuable for students, staff, and researcher to further discussions regarding topics such as power 
relations and what musical interpretation and learning is or could be. 
12 The etymology of the word ‘collage’ goes back to Old French coller ‘to glue’, from Greek kolla ‘glue’ (Online 
Etymology Dictionary, 2020). 
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way;13 the utterances presented in the collage took place when talking with me. This led me to 
believe that the participants had the capacity of verbalising more than took place during the 
master class. However, my intention was neither to dismiss the master class as an educational 
setting nor to strive to industrially smooth out the apparent discrepancies of the participants’ 
understandings. Further, the dramatist Terrence McNally in his 1995 play Master class (1996), 
(loosely) based on some of Maria Callas’ master classes given at Juilliard 1971–1972, has, to 
great public success, explored the topic of teaching and learning in such a context.14 Lastly, I 
find that it makes sense to present at least parts of the results in a dialogical form as the 
components applied in the philosophical discussion are taken from such a context, Philopseudes 
being a re-telling of stories to a friend (see also Saldaña, 2005, p. 20). As a result, I, like the 
narrator Tychiades (‘Mr. Commonsense’ [as suggested by Hall, 1981, p. 511]), invite the reader 
to be that friend (Philocles).15 

In sum, the process has been a continuous movement to and from the parts and the whole, 
on multiple levels of analysis, generating deepened understanding of the phenomenon studied. 

Results 
The results centre on the following three themes: first, the students’ learning of musical 
interpretation is hindered owing to the master’s beliefs and actions; second, the lessons centre 
on the master’s privileged access to secret knowledge mediated in writing; and, third, the 
metaphors of gods, ghosts, and Weiheküsse (‘kisses of consecration’), can be used to understand 
the master’s storytelling and teaching. These themes will be elaborated after the following 
ethnodramatic collage.16 

 
13 In the ethnodramatic collage, the character ‘Student’ consists of an aggregate of the three participating students. 
This choice was made both to achieve consistency of naming, and to indicate the overarching similarities of the 
students’ understandings. 
14 I am grateful to Johnny Saldaña for introducing me to this play. For reviews and descriptions of the play see, e.g., 
Gurewitsch, 1997; Shengold, 1997; Holland, 1999; Clum, 2018, pp. 112–114. For a transcription of the master 
classes given by Maria Callas that inspired McNally, see Ardoin, 1998. 
15 For a discussion of the multiple meanings of the name Tychiades, and whether or not the character represents 
Lucian, see Ogden (2007a, pp. 18–21; 2007b, pp. 180–184) and Whitmarsh (2004, pp. 468–471); for a discussion 
of Philocles, see Ogden (2007a, pp. 30–31). 
16 References to the empirical material are given for all utterances in the ethnodramatic collage and quotations in 
the running text. The following abbreviations are used for referring to the empirical material: VSI (video-
stimulated recall), FUI (follow-up interview), L1–18 (lesson 1–18); M (master), S1–S3 (students 1–3), and 
T (teacher). Thus, ‘VSI:S2-T’ means that the quote is taken from the transcription of the video-stimulated recall 
with the teacher using the recorded lesson with S2 as the stimulus, ‘L18’ refers to the field notes from lesson 
number 18, and ‘LT1’ to the transcript of the recording of lesson 1. Further, ‘EC:1–27’ (ethnodramatic collage) 
refers to the lines in the script of the ethnodramatic collage. As these script lines also contain references to the 
empirical material, they function as a repository of quotes when referred to in the rest of the text. However, 
Saldaña completely advises against such practices of adding references and footnotes to scripts and states that 
‘a play is not a journal article’ (2011, p. 36, 37, 112). His ‘cautionary mantra’ (2011, p. 117) is that the researcher 
should ‘stop thinking like a social scientist and start thinking like an artist’ (2011, pp. 35, 37, 117, 133, 209; 2005, 
p. 33). I have discussed this issue in an e-mail correspondence with him and settled on the current pragmatic 
solution, although it violates one of the foundational principles of ethnodramatic practice. On a positive note, I 
believe that the current solution does not infringe on the aesthetics too much, and also, at least for some doubters, 
partly demystifies the ethnographer’s magic. 
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Ethnodramatic collage on the teaching and learning of musical interpretation 

1 MASTER: I can help the students to develop their horizon to music, its different styles, 
and the instrument, piano or others used in chamber music.17 

2 STUDENT: After one had played the piece, she demonstrated, stopped, and like, try to play 
it this way instead. See what happens.18 

3 MASTER: The patients always need something, right? It is essential to quickly understand 
what they need the most, and what they need less.19 

4 TEACHER: Interestingly, the students’ playing became so good in such a short time.20 

5 MASTER: Now, the students’ playing sounded very nice. See, after I have demonstrated it 
three times, their playing is good.21 

6 STUDENT: It is not always easy to understand what the master wants.22 

7 MASTER: I demonstrated and showed in such great detail so that they would 
understand.23 

8 TEACHER: I do not think that the students understand at all what the master is trying to 
achieve.24 

9 MASTER: I am unsure of how much they will remember.25 

10 STUDENT: All teachers have their own secret ingredients that they can share.26 

11 TEACHER: The lessons were only about students imitating the master.27 

12 STUDENT: When one goes to a master class, the master puts the parsley on top of the 
dish.28 

13 MASTER: If I all the time need to show and ask students to imitate, then I get bored.29 

14 TEACHER: The students do not really think for themselves. The master gives them 
everything.30 

15 MASTER: If the students did something crazy, it would be fantastic, because then they 
create something. But if they wait for me to do it for them, then it is worse.31 

16 TEACHER: If the students got to analyse the master’s demonstration afterwards, it would 
justify her extensive playing. Otherwise, I do not think that it is so valuable.32 

17 STUDENT: It is difficult to apply other students’ lessons to your own learning, as everyone 
has different playing styles and works with different pieces.33 

 
17 VSI:S1-M 
18 FUI:S2 
19 VSI:S2-M 
20 VSI:S1-T 
21 VIS:S2-M 
22 VSI:S2 
23 VSI:S2-M 
24 VSI:S2-T 
25 VSI:S1-M 
26 VSI:S2 
27 VSI:S1-T 
28 FUI:S2 
29 VSI:S2-M 
30 VSI:S1-T 
31 VSI:S2-M 
32 FUI:T 
33 FUI:S3 
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18 MASTER: I can show the students one way of playing and encourage them to watch and 
listen. If they are talented, they understand it. If they are not gifted, they will not 
learn, isn’t it so?34 

19 STUDENT: It was really difficult for me to change my playing at a moment’s notice during 
the lesson, so sometimes I felt a little bit helpless.35 

20 MASTER: I can never know what use students will have of my annotations. Maybe much, 
if they can transfer the specifics that we have worked on to other works. It must 
be automatic that when the teacher demonstrates such details, students should 
transfer them to other pieces too.36 

21 TEACHER: Yes, but it does not happen that students extrapolate particulars to 
generalisations.37 

22 MASTER: I think the students are old enough. They should be at a little different stadium 
in their piano playing now.38 

23 STUDENT: What one learned was, I would say, the things she told about how to perform 
the specific pieces. But I cannot say that it changed my life in a way that I think 
about all the time.39 

24 MASTER: The question is if the students will have problems with their pieces again, 
develop them further, or forget what I had demonstrated.40 

25 STUDENT: I have always understood the master.41 

26 TEACHER: Regarding the question of what the students have learned, I am really unsure of 
what they understood.42 

27 MASTER: One that is a born musician cannot play it that way. That is why I am a bit 
sceptical against the students, even if they have a good teacher. They will forget 
what I have said in fourteen days.43 

Hindered learning of musical interpretation 
The students’ learning of musical interpretation seemed to be hindered in three overarching 
ways. First, the master appeared to view talent as inherited, i.e., having an absolute view of 
musicality (e.g., EC:18, EC:20, EC:24, EC:27). Such a view decreases the master’s need for 
scrutinising her actions, as students’ lack of learning is attributed to their lack of talent, 
relieving the master from educational responsibilities. Further, less talented students and those 
that were not creative enough in their musical interpretation made the master resort to even 
more extensive cycles of demonstration and imitation (e.g., EC:13, EC:15). Such cycles bored 
the master (EC:13), and she – as well as the teacher – doubted their efficacy for students’ lasting 
learning (EC:9, EC:24, EC:26). Consequently, the master increased her use of pedagogical 
devices whose efficacy she doubted when teaching students categorised as not talented or 
creative enough. 

 
34 VSI:S1-M 
35 FUI:S3 
36 VSI:S2-M 
37 FUI:T 
38 VSI:S2-M 
39 FUI:S3 
40 VSI:S1-M 
41 VSI:S1 
42 VSI:S2-T 
43 VSI:S2-M 
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Lack of shared understanding of learning content and learning outcome 
Second, I found a substantive lack of shared understanding between master, student, and 
teacher regarding both the intended learning content and the actual learning outcome of the 
master class. Regarding intended learning content, the students seemed to understand it – to 
the degree that they actually understood the master – to centre on specifics, i.e., the practical 
performance of the works studied (EC:6, EC:12, EC:23, EC:25). In contrast, the master 
emphasised her intention to develop the students’ general relationship to all Western classical 
music and its instruments in a broader sense (EC:1). The teacher, however, thought that, in 
general, the students were unable to generalise from specifics independently (EC:21). 

One example that indicates lacking shared understanding of intended learning content is 
the master’s correction of how the student performed the trill in bar 26 of Chopin’s Ballade 
no. 1 in G minor, Op. 23 (see Example 1).44 

 
Example 1. Chopin: Ballade no. 1 in G minor, Op. 23 (1835), bars 22–26. 

During the student’s playing, the master started to tell a story: 

Yes, I remember my professor. She always said that it was wrong, wrong. But you do not have to 
yell like crazy. She was a great expert of Chopin and was the head of the jury for [name of famous 
piano competition] in [name of large city]. She always wanted this dissonance [demonstrates]. So 
that is what she wants, at the same time with an accent. (LT12) 

The teacher described her understanding of what the master tried to accomplish during this 
sequence: 

Well, she wants the d-sharp at the same time as the g [the pre-trill notes in bar 25:6]. On the beat. 
But it is not easy to understand. She mumbles. And she plays, and she plays. It is not so easy for 
the student to understand what the master wants. Now she has heard at least five or six bars. 
(VSI:S2-T) 

However, the student expressed her understanding as: 

When the right hand has its g, she wanted you to play it at the same time as the d-sharp. (VSI:S2) 

During the VSI, when I asked about the advantage of performing the trill in that way, the 
master elaborated: 

This trill should be played at the same time as the d-sharp, so there is dissonance followed by 
consonance. Of course, harmonic tension and release are very important for finding where 
phrases are going, and they also determine the plan of the dynamics in the music. If the harmonic 
[tension] intensifies and you play decrescendo, you will be seen as less clever, and reversely, if the 
harmonic leads to consonances and you start to make a crescendo, it will be seen as something 
unnatural. Harmony is a key factor in determining the dynamic plan. (VSI:S2-M) 

Sometimes an experienced musician who knows [the piece] and has played it herself is needed. 
Quite many errors have accumulated in new editions of piano pieces. It is irresponsible of the 

 
44 The music examples are typeset based on the editions used during the master class: Chopin (Henle from 2008, 
edited by Norbert Müllemann) and Janáček (Hudební matice from 1924). 
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editors as one should remain faithful to the text, preferably the ones that the composer had 
checked before printing. Not like the Paderewski edition of Chopin when the jury sits down and 
changes it and still writes that it is Paderewski. Precisely the same label, the same book. Twenty, 
thirty years later, it is quite different, some notes are changed, and there are many errors. I am 
flabbergasted that some famous pianists have learned the wrong notes. When one reads, and after 
a while starts to trust these errors, it has gone far. Then much is lost. And it has happened many 
times that the big stars are not large enough to admit their mistakes. That is catastrophic. 
(VSI:S1-M) 

I understand this as an indication that the master, teacher, and student viewed the situation as 
having different intended learning outcomes. Further, the master’s presentation of arguments 
in support of her musical interpretation appeared to be situationally bound or requiring direct 
questions. During the lesson, the master emphasised that it was important to use the correct 
edition approved by her. Although both the Paderewski and the one used by the student 
(Henle) are correct regarding this trill, the master referred to them as faulty. By focusing on the 
selection of the edition, tying it to her private knowledge through referring to her former 
teacher as an authority, the master likely hindered the student’s development of an 
understanding of the overarching problem, namely how trills of this particular type, according 
to Chopin, are to be performed in his music (see Eigeldinger, 1986, p. 131). Further, the 
relationship between the particular trill and the musical structure was not addressed.45 

The students were in general highly satisfied with the master class. However, they could not 
describe their learning, except in terms of how the master wanted specific passages performed 
(EC:23). Moreover, both the master and the teacher severely questioned the extent of the 
students’ actual learning (EC:8–9, EC:11, EC:14, EC:16, EC:18, EC:20–21, EC:24, EC:26–
27). In my understanding, metaphorically, the master had treated the students’ specific 
symptoms through demonstration and imitation, expecting that they independently should 
understand how to cure the underlying diseases (EC:3, EC:20). However, the master neither 
stated that students should generalise from specifics nor how they were supposed to accomplish 
that. Consequently, the students did not understand the master’s intention, which could have 
negatively affected both the lasting effect and the transfer of learning. As expressed by the 
teacher’s reflection: 

It can quickly become a bit parrotlike if you copy the demonstration. In the end, it really is 
somebody else playing. (FUI:T) 

Musical interpretation is neither verbalised nor negotiated 
Third, during lessons, musical interpretation was neither verbalised nor negotiated. The master 
seemed to focus on moulding the students’ performances into aligning with her conception and 
interpretative paradigm (EC:5, EC:7). However, the students emphasised that their 
understandings of the studied pieces were in line with the master’s, although hers were more 
clear and logical:  

We have the same understanding of the piece, and I hear that her demonstration is how I strive 
to play the music. (VSI:S1) 

Consequently, the students seemed to adapt to the master’s view through the cycles of 
demonstration and imitation (e.g., EC:2–5). In these cycles, the master solely judged the quality 

 
45 On a structural note, it cannot be left without comment that the trill in bar 25 is a part of a written-out stretto, 
i.e., an intensification of the quavers that began in the bass in bar 24, preceded by crotchets in bar 22 (themselves, 
from bar 9 onwards, preceded by two crotchets of the same pitch which could be viewed as quasi-minims). Thus, if 
one would begin the auxiliaries of the trill before the beat, the intensification would be structurally anticipated, 
thus breaking the musical architecture. 
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of the students’ performance and improvement, which could limit their development of 
autonomy. The master thus acted as a guardian and preserver of the tradition. 

I understood the musical dialogue to be limited, as the students did not seem to understand 
the master’s intentions (see also EC:6, EC:25). As described by the teacher: 

It is difficult to understand what the master means. After all, she is a magician. It is not always 
clear what she wants, but she creates a special mood. She is very skilled at creating excitement. 
She has incredible charm. She is a magician, and I think that she can make gold out of nothing. 
(VSI:S1-T; FUI:T) 

As the current interpretative paradigm was neither verbalised nor negotiated, and the master 
did not make sure that the students’ understanding was the same as hers or at least compatible 
with it, the master’s personal paradigm could be understood as having a regulative function. 
However, the master declared that it was not necessary to impose her vision if the performance 
already was brilliant. This line of thought opens for an understanding of musical interpretation, 
where multiple ways of performing a piece brilliantly exist: 

I am open to everything. If it is brilliant, I am happy to recognise it. As a pianist and musician, I 
have such a stature that I can determine when something is excellent. When something is not, I 
think my own thoughts. If something is genuinely brilliant, I will not intervene and make it 
mediocre again, no. (VSI:S1-M) 

However, what characterised such performances, how they related to or were possible to 
generate within the current interpretative paradigm, was not articulated: 

I do not want you to play exactly like me, but there has to be a logic. (L14) 

In sum, although the master explicitly mentioned some very general principles of musical 
interpretation, while only alluding to others, she did not present any argumentative support for 
the principles prescribed except favouritism (L3, L8–L12, L14–17) and authority (L12). Thus, 
the principles could have been perceived by the students as both objective and at the same time 
embodied in the master. No actual verbal dialogue took place during the lessons: neither the 
master nor the students asked any real questions, nor did the students contribute verbally by 
making any substantial statements other than answering questions regarding their repertoire 
(i.e., ‘What do you have more?’ [L2–3]), scheduling of lessons (L2, L8), agreeing on where they 
were in the score (i.e., ‘Where are we?’ [L6, L8, L16]), and transitional questions, i.e., ‘You 
know?’ or ‘Do you understand?’, asked without the student being able to or choosing to answer 
(L5–6, L9, L14–15). However, in my discussions with the master, she could, if asked, clarify her 
reasoning on a higher philosophical level of abstraction (VSI:S1-M, VSI:S2-M). Nonetheless, 
such a clarifying dialogue did not take place during lessons, as relevant questions were not 
asked. 

Mediation of secret knowledge 
I understood the lessons to centre on the master’s mediation of secret knowledge, either 
through her decoding of the notation of the musical works studied or encoding it in her 
annotations in the students’ scores (EC:18, EC:20). First, the master’s privileged access to a 
supposedly correct musical interpretation of the works studied was exemplified by utterances 
during lessons such as: 
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You do not respect what the master has written. (L5) 

That is not how it is written by Chopin. (L7) 

A little more like Beethoven has written. (L8) 

It is the composer’s pedalisation. He46 wants it that way. (L15) 

Such comments indicated that the master supposedly could correctly decode composers’ 
notation, and potentially also understand their underlying intentions. The students described 
the master as ‘being very faithful to the score’ (VSI:S1, VSI:S2). However, sometimes, they 
seemed to think that she took too many liberties in her musical interpretation, as exemplified 
by a student’s understanding of the beginning of the first movement, ‘Předtucha’ 
(Presentiment), of Janáček’s 1. X. 1905 (L9) (see Example 2): 

 

Example 2. Janáček: 1. X. 1905 (1905–1906), I. ‘Předtucha’, bars 1–10. 

STUDENT: The [four] notes [semiquaver duplets in bar 4] are notated equally accented. 
Nonetheless, she accentuates the last ones, and I do the opposite, a 
decrescendo. But I totally buy her version and think that it forms a whole.  
That is so paradoxical. 

CH: However, what is really interesting is that the notated articulation actually 
differs. 

STUDENT: Oh, wow! I had not noticed it until now, haha. Di rap pa pa bom bom, yes! 

CH: So, both staccato and marcatissimo47 on the first two. But, on the last two, only 
marcatissimo are notated, which might make her think of them as a bit more… 

STUDENT: Longer, yes. 

CH: I would guess. 

STUDENT: Look, she was more faithful to the score than I thought! (VSI:S1) 

When I mentioned that the student had not observed the difference in articulation (cf. EC:25), 
the master responded: 

So she has not noticed. Well, that is disastrous, because it is so important for this music[al work]. 
(VSI:S1-M) 

 
46 In order not to obfuscate whose opinion is referred to, ‘he’ is used as the third-person singular pronoun as the 
composer was male. 
47 In this article, the term marcatissimo refers to the circumflex sign, denoting a stronger accent than the horizontal 
marcato wedge. 
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However, neither the notated difference in articulation, nor the formal structure of the passage, 
nor its relation to the rest of the work had been addressed during the lesson (L9).48 Further, the 
connection between the master’s interpretation and the written score was not clarified during 
the student’s third lesson when the same piece of music was worked on (L14). 

Second, the master extensively annotated the students’ scores, mainly during students’ initial 
playing, and tended to emphasise the importance of these annotations at the end of the lessons 
(L1, L3, L5, L9, L12, L15). It seems, however, that the students neither fully valued nor 
understood the master’s annotations. Further, at least a couple of students used scores 
borrowed from libraries. The lasting value of the master’s annotations could thus be questioned 
(see EC:20). One example of this tendency was that one student, in taking up a musical work 
that she had not studied for a while, neglected to use the score that contained annotations from 
her regular teacher. Consequently, she re-practised mistakes that had earlier been corrected (at 
least in the form of written annotations) (VSI:S2-T). Moreover, the teacher reflected on having 
noticed identical annotations in the student’s scores as she got during her studies: 

Of course, you start to reflect when you recognise the same annotations in a student’s score as 
when you studied the piece twenty-five years ago. There might be a little problem if you put the 
ritardando sign in the same place twenty-five years later. Do you understand what I mean? It is 
difficult to say, but it becomes very subjective. If I did not do that ritardando first but eventually 
did, and now it is done in the same place by students twenty-five years later. I do not know. It is 
not certain that it is necessary. (FUI:T) 

Ghosts, gods, and Weiheküsse 
The metaphors of ghosts, gods, and Weiheküsse (‘kisses of consecration’) can be used to 
understand the master’s storytelling and teaching through contextualising them. First, the 
conception of ghosts traditionally includes their capacity to disappear suddenly. That 
characteristic can both further the understanding of a master class as an isolated educational 
event where the master afterwards immediately leaves, and highlight that the lasting learning 
for the students could be questioned (EC:24, EC:26–27). The master expressed doubt 
regarding whether the students had learned anything that would permanently remain after the 
master class (EC:24, EC:27). This doubt was supported by the teacher’s description of the 
lessons as consisting merely of demonstration and imitation, without the students having to 
think for themselves (EC:11, EC:14, EC:16). However, both the teacher and the master 
acknowledged that the students’ playing rapidly improved during lessons (EC:4–5). Their 
statements might thus indicate that improvement in students’ playing is not a reliable measure 
of their learning. 

Second, the metaphors of gods and Weiheküsse can be fruitful in understanding the master’s 
storytelling as a means of ascribing high status. Traditional beliefs about gods commonly 
include them being omniscient, omnipotent, and omnipresent. During the master class, the 
master mediated all valuable knowledge primarily through her demonstrations, or verbal 
arguments based on favouritism and authority. Further, the master emphasised her seemingly 
otherworldly capacity of learning challenging repertoire such as Liszt’s concertos and 
Beethoven’s late sonatas very quickly, being able to perform them to great public acclaim 

 
48 The formal structure of the ten opening bars of the movement could be viewed as consisting of 4 (2 + 2) + 2 + 4 
bars, and the material presented in the first four bars as more or less containing the thematic material for the 
whole work (see the description and analysis in Adès, 1999, pp. 26–29; Murphy, 2009, pp. 448–457; Kalhous, 
2013, pp. 79–85; Ahn, 2018, pp. 17–19). The relation between the material in bar 3 and the slightly altered and 
diminished version in bar 4 is also essential (see the discussion of Janáček’s concept of sčasovka in Beckerman, 
1994, pp. 81–95 and Wingfield, 1999, pp. 221–225). For a discussion of the elements of Moravian folk music in 
1. X. 1905, see Murphy, 2009, pp. 404–481. 
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without making any mistakes (VSI:S2-M). The master expressed that she always notices errors 
and detects how students’ playing could be improved. Such extreme attention to detail and the 
assertion that she is ‘not possible to deceive’ (L5, L14; VSI:S1-M) could be understood as the 
master’s supposed omnipresence, at least during lessons. 

I identified four different types of metaphorical Weiheküsse in the empirical material. In the 
history of Western music, the concept of such actions goes back to the story of the Weihekuss 
that Liszt claimed to have gotten from Beethoven (Keiler, 1988; Walker, 2005, pp. 1–10; see 
also the ‘postmodern gender-fantasy’ on the episode [Saffle, 2004, p. 227] in Kopelson [1996, 
pp. 61–79]). First, the master mentioned one of her former teachers (as previously described) 
(L12; VSI:S1-M), thus inscribing herself in a specific historical lineage. Second, the master 
contextualised both her correction of the student’s playing and her teaching practice by telling a 
story about one of her former students, since the 1990s an internationally famous pianist. 
When the former student played Chopin’s Ballade no. 1 in G minor, Op. 23, she also got the 
same correction as the student: ‘She played with the same accents on the C’s [in the beginning, 
bars 1–3], and I got mad.’ (L12) (see Example 3). 

 

Example 3. Chopin: Ballade no. 1 in G minor, Op. 23 (1835), bars 1–3. 

During the VSI, when I asked the student why she thought that the master had mentioned the 
former student, she commented: 

I was also a bit surprised, actually. Probably because we had the same problem or what you should 
say. Nonetheless, I thought it was quite fun to hear in that way that also a famous … it was very 
comforting in an indescribable way. (VSI:S1) 

Later, when, during the FUI, I brought up that the master had said that the student was not the 
only one who had had that problem, she elaborated:  

Something that also stuck was that [former student’s forename], that [former student’s full name] 
also had the same problem. It was actually very nice, and it gave me some hope. I am not the only 
one who has had problems with this section. It also felt like I got, maybe it is wrong to say 
connection, but I have listened quite a lot to [former student’s forename], and I think that she is 
really good. So, I kind of connected with her. (FUI:S1) 

I understand the quotes above as indicating that the student enjoyed being included in what 
could metaphorically be described as the same herd as the former student. When the students 
ascribed high status to the master, they thereby inscribed themselves in a tradition of famous 
students who had studied with the master.  

Third, the master ascribed high status to her teaching directly by stating that she had taught 
many pianists who became successful, exemplified by her utterance about the teacher: 

I am delighted to teach [former student’s] students as I can see that she does a good job. And I 
can also see that she got such a position that she deserved. She was one of those that I think was 
too little valued, because she was as good as [mentions one of her even more famous students]. 
(VSI:S1-M) 
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A couple of times, the master commented that the students’ scores contained good annotations 
(L2, L9; VSI:S1-M). When asked about her utterance that the students’ teacher had written 
many good annotations, the master replied: 

Yes, it was most likely a Russian teacher who perhaps had a little bit of Slavic temperament. In 
the score, I could see that many things were annotated. So, I did not have to correct anything 
general about tempo or so. (VSI:S1-M) 

At that moment, the master seemed to not remember or understand that the teacher who had 
annotated the scores was her former student. When I asked the student, whose annotated score 
was discussed, about the master’s positive comment, she said: 

It is her own student, her former student, [name of students’ main instrument teacher]. 
Indirectly, she says that she taught her children properly. (VSI:S1) 

Fourth, I understand the following utterances from the master to me at the end of the VSI 
session as a metaphorical Weihekuss: 

I am delighted that we talked about these things. It was a little challenging as I have never really 
spoken about these things in such an intimate way before. I have never met anyone who asked 
such interesting questions. Often, I have gotten unnecessary questions, but it seems like you know 
what you are talking about, what the problem is, and when you ask something, I understand what 
you are getting at. I was not prepared for this turn of events. It really made me happy that I could 
tell you some of my secrets, and that there exist crazy fanatics like us. (VSI:S2-M) 

On some level, the master acknowledged that we understood each other. Thus, it seemed that I 
had passed the test and gotten access to the secret knowledge, through already knowing it. 
Regardless of her intentions, that passage encapsulated multiple entanglements for me as a 
researcher and potential initiate, including aspects such as positioning on the continuums of 
emic–etic and insider–outsider. It also seemed to highlight the master class’s function as an 
initiation or rite of passage. Thus, my experience was in line with that of the students and with 
the headline of the official course description: it can be motivating and inspiring to be 
recognised by a master. 

Philosophical discussion 
Before the philosophical discussion, a summary of the results and a recapitulation of the three 
components from the literary narrative will follow. The results indicated that (1) the students’ 
learning of musical interpretation is hindered owing to the master’s beliefs and actions; (2) the 
lessons centre on the master’s privileged access to secret knowledge mediated in writing; and, 
(3) the metaphors of gods, ghosts, and Weiheküsse, can be used to understand the master’s 
storytelling and teaching. These results harmonise with the three components extracted from 
Philopseudes, as well as my experiences of apprenticeship: (1) a master hinders an eager student’s 
learning (35; see Ogden, 2007a, p. 232); (2) the secret knowledge is mediated through writings 
in different forms (31; see Ogden, 2007a, p. 232); and, (3) at a decisive moment, the master 
suddenly breaks the master–apprentice relationship, leaves for good, irreversibly withholding 
the secret knowledge that the student seeks (36; see Ogden, 2007a, pp. 233, 237–241; 2006, 
pp. 131–133). 

Hindered learning 
Thinking about Philopseudes and the results of the study made me remember a remark that one 
of my earlier piano teachers made when I asked a question about something that I cannot 
recall: ‘Since you ask, you do not deserve to know.’ At the time, I thought of it as a joke, albeit a 
weird one. It seemed counterintuitive to imply that learning required the knowledge to be 
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acquired beforehand – at least outside of Plato’s doctrine of anamnesis (see Meno and Phaedo; see 
also the discussion of this concept in Scott, 1987). On the other hand, an analysis that does not 
acknowledge the pedagogical dimension of teachers’ fostering of students’ question-asking 
would certainly be a shallow one. The Songhay sorcerer Adamu Jenitongo is reported to have 
said that 

[i]f you have the knowledge to ask the good question, then I shall answer you. But I will not talk 
to you unless you ask the correct question. (Stoller and Olkes, 1987, p. 86) 

Thus, my recollection, the quote above, and the results highlight the importance of how 
teachers handle students’ explicit or implicit requests for disclosure of valuable knowledge. This 
also resonates with the stance that ‘[k]nowledge for teaching is not the same as knowledge for 
some other purpose’ (Stigler and Miller, 2018, p. 441). In Philopseudes (35), Pancrates (‘all-
powerful’) acts jealously and does not want to share (at least one of) his secrets with Eucrates 
(‘well-powerful’) (Ogden, 2007a, p. 253). Such a non-disclosure policy is incompatible with 
higher education. Nonetheless, there are at least two possible forms of non-disclosure in an 
educational context. I view unwillingness to share knowledge as active non-disclosure49 and 
inability to share knowledge as passive non-disclosure. Furthermore, I conceptualise these two 
forms of non-disclosure as different in degree but not in species, as both hinder students’ 
learning. 

To avoid passive non-disclosure, teachers need to make sure that students understand 
them.50 However, both the students and the teacher describe the master and her teaching as 
being quite challenging to understand, at least partly due to her style of speech and tendency to 
talk while playing (L11, L14; VSI:S2-T; FU:S3).51 Such unclear and unprecise feedback and 
instructions limit students’ potential engagement in deliberate practice both during and after 
lessons (see, e.g., Tait, 1992; Ericsson, Krampe, and Tesch-Römer, 1993; Lehmann and 
Ericsson, 1997; Lehmann, Sloboda, and Woody, 2006, pp. 66, 186, 190–191, 198; Lehmann, 
Gruber, and Kopiez, 2018). Nonetheless, in discussions with me (VSI:S1-M, VSI:S2-M) the 
master could elaborate in more detail about her teaching, aesthetic and philosophical 
principles, and formulate arguments not only based on favouritism and authority, i.e., the two 
lowest levels in the competency model suggested by Rolle (2013, p. 46). 

A broader understanding of the efficacy of magic and alchemy first requires finding out what 
type of spell has been cast. In Philopseudes (35–36), two different spell-types are superimposed: 
spells that animate objects without transforming them and spells that create all-purpose human-
like servants (Ogden, 2007a, p. 255). If the master’s magic is interpreted in the former way, her 
teaching does not lead to any real learning for the students as they are only temporarily 
animated. This could be understood as relating to some of Liszt’s piano students who testified 
that merely being in the same room ‘turned one temporarily into a better pianist’, and that 

 
49 This is in line with the current professional ethics of The International Brotherhood of Magicians (2018) and is 
a recurring theme in literature regarding magic (see, e.g., Malinowski, 1948; Stoller and Olkes, 1987; Graf, 1994, 
pp. 165–167; Zipes, 2017, pp. xi–82). Such a tendency is also suggested within the realm of music: ‘For example, 
some performers – similar to magicians – try to guard certain trade secrets and do not disclose all relevant details’ 
(Lehmann, Sloboda, and Woody, 2006, p. 62). See also Rancière’s (1991 [1987], p. 21) argument on how the 
master ‘always keeps a piece of learning – that is to say, a piece of the student’s ignorance – up his sleeve.’ 
50 Such understanding could be attained through both verbal and musical dialogue (see Schön, 1987, p. 165). 
However, regardless of the medium for the dialogue, understanding is a prerequisite for learning. 
51 Such a description also resembles the depiction of Pancrates (Philopseudes [34]), in itself adhering to the 
conventional conceptualisation of an Egyptian priest in Graeco-Latin literature (Ogden, 2004, p. 110) as highly 
learned and speaking the Greek students’ (Eucrates and Arignotus) mother tongue with a strong accent (see also 
the description of teachers at Juilliard in Kogan, 1987, p. 85). 
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‘admiration was the price of admission’ (Eckhardt et al., 2001; see also Fay, 1880, p. 207; Liszt, 
1905, p. 248; Walker, 1997). However, neither do the students learn anything according to the 
latter interpretation as they are temporarily transformed into other objects. This line of 
argument might function as a reminder that the evidence for assuming a causal relation 
between momentary high-level performance and actual learning outcome quite often is lacking 
(see Hultberg, 2010, pp. 9–10; see also ‘The gap between recall and understanding’ in Light, 
Cox, and Calkins, 2009, pp. 51–55). A litmus test of students’ understanding could be to ask 
them questions such as ‘Have you noticed what exactly you have been doing differently now?’ 
(Berman, 2017, p. 222), and not interpreting answers lacking satisfactory description as 
agreement. 

Although students may choose to participate in a master class for a multitude of viable 
reasons, such an educational setting in the form of a (self-contained) course within higher 
education requires formulated aim, contents, realisation, and forms of examination.52 In 
Philopseudes (6), Ion is described as one who thinks he ought to be admired for being the only 
one who has correctly understood and can present the meaning of Plato’s doctrines to an 
audience. Such a description resembles the titular character in Plato’s dialogue Ion (c. 380–370 
BC).53 However, Plato’s Ion is a professional rhapsode who thinks that he speaks ‘more 
beautifully than anyone else about Homer’, an ability supposedly based on the rhapsode’s 
understanding of ‘what is meant by the poet’ (Ion, 530c–d).54 Socrates discusses with Ion 
whether he performs on account of his skill and knowledge or by virtue of divine possession. 
Socrates argues that Ion speaks from inspiration and not from knowledge: Ion’s thoughts are 
given to him without requiring his understanding. By the analogy of how a magnet can draw a 
succession of iron rings to itself, Socrates proposes that Homer was divinely possessed when 
writing. Thus, Ion – and other expert rhapsodes – are considered to be divinely possessed 
through Homer while reciting and talking about poetry. They then pass on the inspiration to 
the audience listening with divinely possessed ears. Their art is thus the result of gods working 
through them, not of human efforts (see also Menon, 99c–d). Consequently, poets, rhapsodes, 
magicians, and other artists lack both knowledge and mastery. In the end, Ion, forced by 
Socrates to choose between being viewed as a man who does wrong, or as someone divine, 
answers that ‘It’s much lovelier to be thought divine.’ Thus, Socrates responds ‘Then that is 
how we think of you, Ion, the lovelier way: it’s as someone divine, and not as a master of a 
profession’. (Ion, 542b) 

Mediation of secret knowledge 
Concerning the mediation of knowledge, the master used the expression ‘her secrets’ a couple 
of times (VSI:S1-M, VSI:S2-M). I understand these to refer to her supposedly privileged 
knowledge of musical interpretation and understanding of composers’ intentions (see Nettl, 
1995, pp. 23–24). Such secrets were, during the lessons, both manifested in the master’s 
decoding of scores in the form of demonstration and verbalisation, and encoded as annotations 
in the students’ scores. Furthermore, during our dialogue, she delightedly said that I ‘under-
stand them, all her secrets’ (VSI:S2-M), which could be thought of as a form of initiation. In 

 
52 For information about the course aim and how it has affected this study, see the section ‘Theoretical framework, 
design of the study, and production of empirical material’. 
53 I am grateful to Daniel Ogden for making me aware that there is no evidence of the character Ion in Philopseudes 
being a rhapsode. For a discussion of the character of Ion in Lucian’s work, see Ogden (2007a, pp. 25–26; 2007b, 
pp. 189–192). 
54 When referencing Plato’s Ion and Menon, I follow the established scholarly system of Stephanus pagination. I 
have mainly relied on the translation found in the edition by Cooper and Hutchinson (1997). 
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connecting musical apprenticeship with magic and alchemy, it might be fruitful to return to de 
Certeau (1995, p. 57) who reminds us that 

[a]lchemy is, in fact, based on the difference between the visible and the readable. It likens 
esoteric signs (visible but illegible) to ‘carefully hidden’ knowledge. Thus it separates a not-
knowing from a knowing how to read. 

Reflecting on the concept of secret knowledge mediated in writing, I remember one of my 
former piano teachers loaning me her own private scores with her annotations for a full 
academic year. I thought of it as a very nice gesture and appreciated being entrusted to handle 
the material as it belonged to the teacher, a person that I had very high thoughts about. Also, 
other successful students of hers had been entrusted with handling these scores, so I felt 
included in the inner circle (see Kogan, 1987, p. 85; Nettl, 1995, pp. 68–72; Wagner, 2015, 
p. 62). However, completing my studies with her, I, in youthful negligence, neither photocopied 
the scores nor transferred the annotations, as I knew them by heart. Now, not remembering 
them anymore, I no longer explicitly possess the knowledge as encoded in the annotations. This 
resonates with the empirical material: the master annotated extensively in the scores, but at 
least a couple of students used scores borrowed from libraries, and one student, in taking up a 
musical work that she had not studied for a while, re-practised mistakes that had earlier been 
corrected by her teacher (at least in the written annotations). 

Thus, I understand the master’s extensive annotations in the scores as intended to function 
as a mediator of her knowledge (see Philopseudes [31]). However, the students seem not to fully 
value nor to understand these. Consequently, the master’s annotational practice could be 
understood as an unsuccessful dialogue. Another perspective could be the symbolic deification 
of the master’s knowledge, now appearing in written form at the brink of Mount Olympus, 
guarding and preserving the tradition in the form of an unpublished edition of the musical 
work. 

Ghosts, gods, and Weiheküsse 
In Philopseudes (36), Pancrates suddenly leaves for good, reminiscent of ghostly behaviour 
(Ogden, 2006, pp. 128–129), dissolving the master–apprentice relationship at a decisive 
moment containing rich learning opportunities. Besides solving the urgent crisis, the master 
could by adding description and joint reflection turn it into a potentially fruitful pedagogical 
situation (see argument by Rosenstein, 2002, p. 258), possibly including shared problem-solving 
(see Rogoff, 1990, p. 39) which could lead to a fusion of horizons. The master class’s one-off 
nature could perhaps also be argued to require an even higher degree of students’ 
understanding than recurring lessons with the same teacher. However, viewing master classes as 
‘unscripted, unrehearsed performances given by the student performer and master teacher’ 
(Hanken and Long, 2012, p. 16; see also Holland, 1999; Westney, 2003, pp. 175–182) might 
not facilitate such an outcome. 

Reflecting on the concept of disclosure of or initiation into the crucial knowledge ‘by a god 
or a ghost’ (Ogden, 2007a, p. 233; see also Malinowski, 1948; Graf, 1994), it seemed important 
for the master to emphasise her quasi-godlike experience both as pianist and teacher (see Lévi-
Strauss, 1969 [1964], p. 18; Kogan, 1987, pp. 85–86; Kingsbury, 1988, pp. 45–46; Nettl, 1995, 
p. 41). She also mentioned some of her teachers as well as former students, and thus established 
a pianistic pedigree using what Kingsbury (1988, p. 41) called ‘reciprocal prestige-lending’ (see 
also Wagner, 2015, pp. 3, 149). Before and during the master class, it was emphasised that this 
was the last time that she taught at this particular place (personal conversation with the course 
leader; personal conversation with the master; L18; FU:S3). However, the master later decided 
to return the following year. 
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Under the influence of the master’s metaphorical Weihekuss, watching and re-watching the 
six recorded lessons, I often seemed to understand the logic and the implicit argumentative 
support of the master’s actions, for example regarding why the master wanted the trill referred 
to earlier to be performed in a particular way. However, during lessons, the master neither gave 
a historical or theoretical background nor presented argumentative support except favouritism 
and authority. Nonetheless, it was hard for me – both as initiate and researcher – to un-know 
that knowledge. For some time, it made me believe that the master had actually addressed the 
underlying problems, which the master did not (cf. Schön, 1987, p. 208; see also Kogan, 1987, 
p. 86), i.e., I was experiencing the ethnographer’s classical problem of establishing too much 
rapport and getting blinded by being accepted as an insider, going emic, or ‘native’ (as it is still 
nowadays said, however pejoratively sounding), and thus starting to believe and act as such.55 In 
their study of apprenticeship among the Songhay of Niger, Stoller and Olkes (1987, p. 229) 
note that ethnographers who know too much ‘must swear an oath of silence’ to avoid 
potentially severe consequences.56 

Nevertheless, for example, the student could not articulate what the problem with her 
performance of the trill was. Neither did the teacher react to the fact that the trill was not 
performed according to traditionally accepted practice. In sum, during the master class, I found 
the master’s teaching to be quite understandable and addressing important musical matters. 
However, my understanding was not from the perspective of an apprentice but more like that 
of an expert (I also noted in my field-notes [L1] that my perception of the master’s teaching had 
changed during the course of nearly 20 years that had passed since my first encounter with her). 
Consequently, I viewed the teaching differently than the students as I, at least partly, was able 
to (re)generate the underlying rules that supposedly motivated the master’s actions. This 
difference of perspective is essential, as it highlights how crucial it is that teachers address 
students in ways that they can comprehend, without overestimating their knowledge and pre-
understanding (see Kogan, 1987, p. 86; Rancière, 1991 [1987], p. 5; Persson, 1994, p. 87; 
Chronister, 2005, pp. 15, 21; Pinker, 2014, p. 68). Further, for students to be able to achieve 
such a foundation, they need to be presented with an education that opens for such learning. 
Nonetheless, the master expressed the view that it was the students’ talent, not the master’s 
actions, that determined the actual learning outcome. As formulated by Kingsbury (1988, 
p. 60), ‘the dynamics of talent entail the irony that in music education, it is the talented few 
who can be taught that which may in the end be unteachable.’ During one VSI (S1-M), the 
master said that one student did not inspire her to ‘save’ her. Expressing her doubts about the 
student, the master stated that the student, within two weeks, most likely would forget what she 
had said and return to playing as before the lesson (VSI:S1-M).57 

 
55 On the topic of over-rapport, see Miller, 1952. For the question of researchers’ values, see Becker, 1967. For 
more general discussions of the problems regarding the insider–outsider issue, see Headland, Pike, and Harris, 
1990; Herndon, 1993; Alvarez-Pereyre and Arom, 1993; Toy-Cronin, 2018; see also Wagner, 2015, pp. 213–231. 
On a Philopseudian note, the question was whether I had begun to become affected by listening to and re-telling 
stories as the narrator and narratee (39–40), thereby running the risk of becoming a local trying to make a living 
out of telling stories to tourists (4). At this moment, it might also be of interest to return to the three quotes from 
music education research presented in the introduction subscribing to the effectiveness of demonstration and 
imitation, frequently found in artistic-based master-dominant classes. 
56 On the topic of secrecy regarding rituals and magic, see, e.g., Luck, 1999, p. 165. 
57 Connecting the students’ allegedly non-permanent learning, the master’s supposedly chrysopoeian capacity of 
transmuting nothing into gold, as expressed by the teacher, and the master’s ghostlike disappearing at the end of 
the master class, I began to think of ‘The canon’s yeoman’s prologue and tale’ from Chaucer’s The Canterbury tales 
(1476). The tale contains two canons: one fleeing and one that had sold an ineffective alchemical recipe. On the 
topic of monetary transactions concerning the postulated effect of magic, Lucian seems to have isolated the core 
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Concluding reflections 
In sum, I have intended to further the understanding of teaching and learning of musical 
interpretation in higher music education, focusing on three components from an ancient 
narrative concerning the learning of magic as well as my experiences of apprenticeship. From a 
critical hermeneutical perspective, the dialogue and its function as both the site and the 
method for knowledge production are central. Further, Wittgenstein (1953, § 341) states that 
‘[s]peech with and without thought is to be compared to playing a piece of music with and 
without thought’. The master emphasised the importance for students to possess a solid 
philosophical foundation for their musical interpretations (L10, L12; VSI:S1-M, VSI:S2-M). 
However, there seems to be a discrepancy between her sensibilities in finding lack of clarity and 
conviction in the pedagogical domain compared to the musical one. This raises the question of 
whether the master class was a dialogical setting or primarily consisted of parallel monologues 
(cf. Hanken, 2008). From a hermeneutical perspective, the potential for both understanding 
and learning is severely diminished, unless all parties in a conversation strive towards putting 
something at risk. Three aspects seem to be of paramount importance here: first, to be open for 
change (i.e., to overcome the fear thereof  [Rogers, 1961, p. 18]; see Dutt and Gadamer, 2001, 
p. 44; see also the argument about emancipative education by Rancière [1991 (1987), pp. 29–
30]); second, to (better) understand the opponent’s view and supporting argument (Mill, 1859, 
p. 35); and third, to refuse (blind) acceptance of appeals to authority, tradition, and 
prejudgments (Dutt and Gadamer, 2001, p. 44). 

Students may participate in a master class for a multitude of viable reasons, including getting 
tuition, obtaining study structure outside the academic year, getting motivated and inspired by 
a charismatic master, or striving to improve their curriculum vitae. The aim of the course, that 
students should obtain knowledge about musical interpretation at a very high artistic level, has 
directed this study to focus on the more general understanding of musical interpretation 
instead of work-specific knowledge, inspiration, or insights that might materialise in the long 
run. 

The results presented and discussed raise some questions to be addressed in further studies 
including (1) clearly defining and discussing the aim and purpose of master classes, taught by 
internal or external teachers, including how they could be integrated more fruitfully into the 
regular curriculum (see Long, et al., 2011b; Hanken and Long, 2012); (2) how teachers within 
higher music education can be supported to better understand the consequences of their 
actions for the student’s (lack of) learning; and (3) analysing the practices and power relations 
affecting the decisions made within higher music education, at an institutional level. One 
suggestion is that it would be interesting to explore the metaphorical parallels between higher 
music education and myth and magic, following Wood (2010; 2018), exploring the relevance of 
the concept of functional stupidity (Alvesson and Spicer, 2016) and using the increased 
inclination to continue pursuing activities after having invested money, effort, or time, termed 
sunk cost fallacy (Arkes and Blumer, 1985), as an analytical lens. In sum, research on higher 
music education might be ready to initiate an enlightening re-negotiation of the competencies 
that an internal or external master class teacher could and should have (see, e.g., Persson, 1994; 
1996; 2000, p. 34; Stigler and Miller, 2018). At this moment, I would like to emphasise that 
although Philopseudes is an old story, it is still relevant, highlighting ‘human desire for social 
justice, autonomy, and knowledge’ (Zipes, 2017, p. xii). Although such stories might not 
contain the solution to problems within the master–apprentice relationship, they should be of 

 
problem in Philopseudes (13–15): owing to the prestige and build-up of the Hyperborean mage, people readily pay 
and believe his workings to be effective (see Luck, 1999, p. 141). 
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use to increase the consciousness thereof (see Zipes, 2017, p. 29). Thus, my sincere wish is 
twofold: first, that master classes, taught by internal or external teachers, as a phenomenon 
should be investigated more thoroughly, and, second, that research problematising this 
educational setting is not banned as Lucian’s oeuvre was by the Roman Catholics (see Green 
and Karolides, 2005). 

However, on a more forward-looking note, learning in the sense of permanent Damascene 
conversions might be unusual but not unheard of. This possibility resonates with the master’s 
persuasive and potentially life-changing comment: ‘If you play like this, you will become a new 
person.’ (L6, L11) Extended to the realm of higher music education, expressed in the words of 
the teacher, reflecting on how she will change her teaching based on her reflections made 
during this study: 

In the future, I will at least try to make sure that what we have covered during the lessons is 
understood. I will use a little more of the last time of the lessons to ask questions and have the 
students recapitulate what we have been talking about. Make sure that they remember how we 
practised specific sections instead of just letting them go. I will demand much more responsibility 
from them to give me something back so that I understand that they have understood. At least I 
will try that. (FUI:T) 

Consequently, I believe that research and practice in higher music education should strive for 
and hopefully succeed in empowering potentially humiliated apprentices – regardless of their 
position – into becoming more rebellious ones, preferably without any blood being spilt.58 
Thus, I suggest a collaborative re-negotiation of the master class per se and the competencies 
that teachers of such classes should have. 
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Master classes, arguably the pinnacle of the master–apprentice tradition, have been common 
within higher education of Western classical music. Although claimed to be effective, teaching 
and learning of musical interpretation in this setting are not well-researched. One seven day 
long piano master class in the form of a self-contained university course was critically analysed 
from a hermeneutic perspective and philosophically discussed using three components from the 
ancient dialogue Philopseudes concerning the learning of magic as well as my experiences of 
apprenticeship. The empirical material consisted of observations of and field notes from 18 
master class lessons; six video-stimulated interviews with two students, master class teacher, and 
the students’ regular teacher; qualitative semi-structured follow-up interviews with two students 
and the students’ regular teacher; and scanned versions of the students’ scores. The analysis 
indicated that the students’ learning of musical interpretation is hindered owing to the master’s 
beliefs and actions; the lessons centre on the master’s privileged access to secret knowledge 
mediated in writing; and, the metaphors of gods, ghosts, and Weiheküsse, can be used to 
understand the master’s storytelling and teaching. I suggest re-negotiating the master class and 
the required competencies of teachers for such classes within higher music education.  
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Abstract 

Earlier research indicates that the conservatoire tradition still influences higher music education. 

In the context of Western classical music, it has been criticised for unreflected use of the master–

apprentice model, e.g., emphasising imitative aspects of one-to-one tuition, favouring technical 

over interpretive aspects of musicianship, and lack of systematic development of students’ 

autonomy. 

 

Research on group learning of Western classical music within higher music education has 

highlighted that although students say that group lessons are valuable, they often do not realise 

the inherent learning potential. Also, students need instructions for how to prepare (and actually 

prepare) to be able to contribute actively during lessons. 

 

Studies of text seminars have shown that student activity, quality of response, ownership of 

learning, and participation on equal terms can increase through using response models. Although 

growing attention is given to collaborative learning within higher music education, there is a 
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need to better understand how learning of musical interpretation could be developed using such 

models. 

 

This paper aims to study how response guided workshops can be arranged to improve piano 

students’ learning of musical interpretation of Western classical music. During autumn 2019, 

five workshops were conducted with a group of four piano students from the bachelor 

programme at one institution within higher music education in Sweden. In the response model 

used, students, one week before the workshop, scanned their scores, audio recorded their 

performances, described where they were in their interpretational process, and included 

questions directing the desired response. All participants shared their written response, and 

students beforehand selected topics to focus on during the workshop. 

 

The produced empirical material consists of: 

● scanned scores, audio recorded performances, and written instructions; 

● participants’ written responses; 

● transcriptions of four workshops; 

● reflective one-minute papers written at the end of each workshop; and 

● the researcher’s field notes and reflections. 

 

The preliminary findings indicate the importance of communicative aspects and how a response 

model is implemented as challenging and changing established educational traditions are 

complicated. The students showed a limited capacity for verbalising their thoughts about musical 

interpretation, selecting topics to focus on during workshops, and tended to focus on details. 

During the study, the students’ understanding of musical interpretation seemed to increase, and 

450



46 

they stated that such workshops should be included in the curriculum. Consequently, further 

developing such workshops may contribute to increasing student autonomy and responsibility, 

equal participation, and multivoicedness. 

 

Keywords 

musical interpretation, higher music education, Western classical music, prepared response, 

workshop, peer learning. 

 

Introduction 

Earlier research indicates that the conservatoire tradition has been and remains a strong influence 

within higher music education (Burwell, 2005, 2006; Davidson & Jordan, 2007; Gaunt, 2008, 

2009; Gaunt, Creech, Long, & Hallam, 2012; Gaunt & Westerlund, 2013; Holmgren, 2018, in 

press; Jørgensen, 2000, 2009; Nielsen, 1999). In the context of Western classical music, this 

tradition has been criticised for unreflected use of the master–apprentice model, e.g., 

emphasising imitative aspects of one-to-one tuition (Hultberg, 2010; Gaunt, 2009), and lack of 

systematic development of students’ autonomy (Holmgren, in press; see also Jørgensen, 2000, 

2009; Szczepek Reed, 2017). Also, it has been indicated that teachers commonly relate to their 

own, rather than the student’s, understanding of a particular piece of music and of how it could 

or should be interpreted (Hultberg, 2008). Thus, instead of developing an individual 

understanding of musical interpretation, students seem to be expected and able to copy their 

teachers’ performances (Burwell, 2005; Kvale & Nielsen, 1999/2000), thus achieving “‘defined’ 

excellence” rather than “‘expansive’” ditto (Carey et al., 2013, p. 362). Consequently, too little 

attention appears to be given to the areas of what (performative) musical interpretation is, which 
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interpretational paradigm the learning is taking place in, freedom of interpretation, and students’ 

explorative approach (Holmgren, in press; see also Burnard, 2013; Haddon & Burnard, 2015, 

2017). 

 

Background 

Research on group learning of Western classical music has identified two important areas for 

improvement. First, although students say that group lessons are valuable (Hanken, 2015c; 

Nielsen, Johansen, & Jørgensen, 2018; Rumiantsev, Maas, & Admiraal, 2017), they do not 

(always) realise the inherent learning potential (Bjøntegaard, 2015a; Hanken, 2015b). Second, 

students need instructions for how to prepare (and to actually prepare) (Bjøntegaard, 2015b; 

Hanken, 2015a) to be able to make active contributions (Hanken, 2015a). Thus, there is a need to 

better understand how teachers can encourage and aid peer learning within higher music 

education (Hanken, 2016). 

 

Response seminars. 

Text seminars have been studied, and models using prepared text-related response been 

developed to increase activity, learning, and participation on equal terms (Cronqvist & Maurits, 

2016; Dysthe, Hertzberg, & Hoel, 2000/2011; Ferm Thorgersen & Wennergren, 2010; Rikandi, 

Karlsen, & Westerlund, 2010; Wennergren, 2007). Research has shown that formalised 

structures for how authors ask for response and how it should be given increase students’ 

ownership of both their texts and the seminars, and that the focus tended to change from the 

specifics to the (more) general (Ferm Thorgersen & Wennergren, 2010; Wennergren, 2007); the 

quality of response increased as well as the authors’ capacity to autonomously revise their texts 
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(Cronqvist & Maurits, 2016; Dysthe, Hertzberg, & Hoel, 2000/2011; Wennergren, 2007). 

Although growing attention is given to collaborative learning within higher music education 

(Bjøntegaard, 2015a, 2015b; Blom, this volume; Carey & Coutts, 2019; Ferm Thorgersen, 2014; 

Gaunt & Treacy, 2020; Gaunt & Westerlund, 2013; Hanken, 2015a, 2016; Johansen & Nielsen, 

2019; Rumiantsev, Maas, & Admiraal, 2017; Rumiantsev, Admiraal, & van der Rijst, 2020), 

there is a need to better understand how learning of musical interpretation could be developed 

using prepared response models. 

 

Requirements for a Bachelor of Fine Arts in Sweden. 

Although no specific criteria for music are given, students shall, for a degree of bachelor of fine 

arts in Sweden, demonstrate abilities such as critically reflecting on artistic approaches; 

identifying, formulating, and solving artistic and creative problems; presenting and discussing 

their artistic issues; making assessments informed by relevant artistic, social, and ethical issues; 

and identifying their need for further knowledge and taking responsibility for their learning 

(Swedish Code of Statutes [SFS] 1993:100). Consequently, such education must enable these 

students to develop adequate strategies and skills to achieve these goals. 

 

Aim. 

This paper aims to study how response guided workshops can be arranged to improve piano 

students’ learning of musical interpretation of Western classical music. 

 

Method 

Participatory action research is in this paper viewed as a research approach where action and 

reflection appear in an iterative, cyclical process (Cain, 2008; Carr & Kemmis, 1986; Reason, 
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2006). Knowledge and learning are viewed from a hermeneutical perspective. Thus, the iterative 

movement between the parts and the whole, and the dialogical and verbal nature of the fusions of 

horizons (Gadamer, 1960/2013) has affected the study. Consequently, students’ verbalisation is 

viewed as a tool for learning musical interpretation. 

 

Participants. 

Participants were a group of four piano students consisting of the total number of students from 

the second and third year of the bachelor programme at one institution for higher music 

education in Sweden, and the researcher, who also led the workshops. The participants gave their 

informed consent, and ethical aspects were discussed multiple times during the study. As a leader 

or facilitator of the workshops, my knowledge of musical interpretation—as a pianist, 

experienced teacher, and analyst—was a prerequisite. 

 

The reasons for not including the students’ main instrument teacher in this study were twofold. 

First, to let the researcher remain in control over the situation, as an inclusion could increase the 

complexity of the relational dynamics. Second, as the study was based on equal participation, it 

would require that the teacher subscribed to this philosophy and acted accordingly. 

 

Disposition of the workshops and description of the response model. 

The workshops, excluding the first focusing on introducing the study, applied the Piteå model 

(Ferm Thorgersen & Wennergren, 2010), collaboratively developed for PhD and research 

seminars, as follows: 

1. Each workshop (2 hours long) centred around the work with two students’ musical 

interpretations (approximately 45 minutes each). 
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2. One week before the workshop, the two students scanned their scores, audio recorded 

their performances, described where they were in their interpretational process of these 

works (already part of their coursework), included questions directing the desired 

response, and sent this to all participants. 

3. All participants annotated the scanned scores or wrote a text in a separate document and 

shared their response at a negotiated time and date. 

4. The two students beforehand selected topics to focus on during the workshop. 

5. Both the prepared written response and workshops intended to develop the students’ 

understanding of musical interpretation, knowledge about interpretational paradigms, 

freedom of interpretation, explorative approach (Holmgren, in press), and music-related 

argumentative competence (Rolle, 2013). 

6. After each workshop, the form, content, model, and communicational strategies were 

evaluated to develop the workshops further. 

 

Through such a structure, the definition of musical interpretation as such, how students’ musical 

interpretation could be developed, and the workshops’ dispositions were continuously verbalised 

and negotiated with the students. Thus, striving to achieve a multivoicedness (Dysthe, 1996), 

accepting and valuing a diversity of opinions and experiences, ultimately furthering equal 

participation. 

 

Response thus took place both asynchronously during preparation to the workshops and 

synchronously during them. In preparation, all participants could listen to and study the material 

sent out multiple times, allowing time for contemplation and reflection not seldom lacking in 

traditional forms of instrumental education. Furthermore, through formulating instructions 
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directing the desired response and beforehand selecting topics to focus on during the workshops, 

the students were forced to thoroughly reflect on their current level of performance and which 

aspects they would like to improve. Through such preparation, the synchronous response given 

during the workshops, e.g., in the form of follow-up questions or comments of a musical 

performance, were based on a more informed understanding of the student’s current and desired 

musical interpretation. 

 

Content of the workshops. 

The aims, activities, and materials used in the workshops, as summarised in the table below, 

were roughly conceptualised from the start of the study based on earlier studies and my ongoing 

research. However, due to the study’s developmental nature, the specific contents of the 

workshops were adapted to the students’ expressed wishes and my understanding of their needs. 

 

Table 1. The workshops’ aims, activities, and materials. 

WS Aims, activities, and materials 

1 Establishing a “communicative space” (Kemmis, 2001, p. 100), introducing the 

response model, and practicing giving response; recognising the difference between 

personal interpretation and how a student’s specific musical interpretation could be 

improved, and highlighting the importance of the response relating to the score 

(including the student’s and teacher’s annotations) (see description below) 

2 Practice using the response model and introducing the students to take responsibility for 

the workshop itself 

3 Addressing students’ tendency to focus on details, losing the overview of the global 
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perspective, through adapting and using the text triangle to the realm of musical 

interpretation 

4 Discussing differences between the interpretation of a text and performative musical 

interpretation (Carlsen & Holm, 2017; Levinson, 1993), highlighting the importance of 

both internal (i.e., interpretational vision) and external listening (i.e., hearing both one’s 

own and others’ performances) 

5 Adapting and using the concept of aesthetical argumentation (Rolle, 2013) to develop 

giving, categorising, and evaluating response, and further a shared metalanguage for 

talking about both musical interpretation and response 

 

During the first workshop, the students three times got to listen and give response to an audio-

recorded student performance of Prelude and Fugue in B-flat major, BWV 866 from The Well-

Tempered Clavier, Book I by Johann Sebastian Bach: first, without the score and not knowing 

which piece that would be performed; second, with the score; and third, with the score including 

annotations from both the student and teacher. The piece was selected due to three criteria. First, 

the two movements are relatively short, and part of a, for pianists, central baroque work. Second, 

the score contains no instructions regarding dynamics, articulation, and tempo, thus highlighting 

the need for the performer’s interpretation. Third, I had access to both a score (containing 

annotations from teacher and student) and a recorded performance by a pre-professional student. 

This level was considered suitable for practising giving response.  
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Production and analysis of empirical material 

During autumn 2019, in total, five workshops (2 hours each, two or three weeks apart) were 

conducted. 

 

The produced empirical material consists of: 

● students’ scanned scores, audio recorded performances, and written instructions; 

● participants’ written responses; 

● transcriptions of the verbal dialogue from the video and audio recordings of four 

workshops (excluding the introductory); 

● reflective one-minute papers written by all participants at the end of each workshop 

(Angelo & Cross, 1993, p. 148–153; Wilson, 1986); 

● the researcher’s field notes and reflections. 

 

The preliminary analysis consists of multiple times viewing the recordings and reading the 

transcriptions and written documentation. 

 

Preliminary findings and reflections 
The preliminary findings—primarily based on the researcher’s field notes, written reflections, 

and experiences from the study—are mainly twofold. First, the implementation of response 

models for instrumental teaching deserves to be investigated more thoroughly, as challenging 

and changing established educational traditions are difficult. Second, the students showed a 

limited capacity for both verbalising their thoughts about musical interpretation and selecting 

topics to focus on, and tended to focus on details. 
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Communicative aspects and implementation of the response model. 

Challenging and changing established educational traditions is central for action research 

(Reason, 2006). As the organisation of teaching and learning include aspects of power and 

responsibility (Ferm Thorgersen & Wennergren, 2010), changes might at first create confusion, 

uncertainty, and make the situation more uncomfortable, when students’ and teacher’s roles have 

to change (Gaunt, 2009; Hanken, 2016). These new roles could also expose (new) areas in need 

of development. In this study, the main issues related to establishing a functioning 

communication and the implementation of the response model itself. Workshops based on 

prepared response entail that multiple deadlines are met, both for sending out material and for 

giving response. Such communication—first, using e-mail and later the university’s learning 

management system—might have significantly differed from the ones the students’ were used to 

in their instrumental tuition. The students’ sometimes lacking communication and failure of 

meeting deadlines could have been interpreted as indicating a less engaged and more sceptical 

stance towards the study than in the end seemed to be the case. 

 

Lastly, every implementation of a model will be different due to the group’s composition and 

context. Thus, the complex skills that workshop leaders need in handling such settings should not 

be underestimated. The students expressed that my openness, non-judgmental attitude, and 

prestigelessness were crucial in establishing a fertile learning environment. For me, it was 

revealing to consciously alter between the roles of researcher, workshop leader, musician, and 

teacher, as their interests and rationales differ. Although I strived to have a reflective awareness 

and carefully monitor my practice, and articulate my choices to the participating students during 

the study (Kristiansen & Bloch-Poulsen, 2004; Reason, 2006), this could be elaborated in the 

final report. 
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Students’ capacity for verbalisation and selection of topics. 

That the students showed a limited capacity for verbalising their thoughts about musical 

interpretation is in line with previous research that also has indicated that teachers question how 

often they explicitly talk about such matters (Holmgren, 2018, in press). Although needing more 

time for implementation, adapting and using the seven-stage competency model (favouritism, 

authority, taste relativism, subjectivism, conventionality, aesthetic judgment, and aesthetic 

discourse) proposed by Rolle (2013 & 2014; Rolle, Knörzer, & Stark, 2015) seemed valuable for 

strengthening students’ music-related argumentative competence. Used as a pedagogical tool, it 

could potentially help students’ develop their giving, categorising, and evaluation of response, 

and further a shared metalanguage for talking about such aspects. 

 

The students reported that they found it easier to give response than selecting topics to focus on. 

This could indicate a limited self-awareness, capacity for listening to themselves, and training to 

autonomously judge response, potentially due to them mainly being used to teachers leading 

lessons, regardless of format. 

 

That the students tended to focus on details, losing overview of the global perspective (see Hoel, 

2000/2001, pp. 29–30), and viewed interpretation as a collection of beautiful passages in contrast 

to striving for a conception where the parts and the whole interact (Carlsen & Holm, 2017, p. 49) 

could indicate a cognitive overload (Sweller, 1988). If students lack knowledge of general 

principles for how interpretations could be formed within a particular interpretative paradigm, 

the task of viewing the larger picture might be very difficult. After having used an adaptation of 

the text triangle (Bereiter, 1980; Dysthe, Hertzberg, & Hoel, 2000/2011; Hillocks, 1987), we 

decided that students’ instructions henceforth should include a written description of their 
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overarching interpretation of the particular piece. Furthermore, the model opened for discussions 

of interpretational paradigms, freedom of interpretation, and what musical interpretation is or 

could be (Holmgren, in press), which seemed to be a promising way of addressing a detail-

focused approach. 

 

Lastly, during the workshops, the students tended to start from the beginning of their pieces and 

continue phrase by phrase. This tendency might be understood as analogous to the writing 

practice of “what happens next” (Scardamalia & Bereiter, 1986), i.e., a dialogue where one 

person’s line determines the other’s answer. Such processes are additive, associative, and unable 

to handle overarching plans and large-scale rhetorical awareness. Although the resulting 

constructions have local coherence, they lack global and thematic dittoes (Evensen, 1990; Hoel, 

2000/2001). The students may also be influenced by their (earlier) teachers’ practice of (mainly) 

commenting on details, potentially as a response to direct, specific questions. Teachers’ tendency 

to focus on details, and not explicitly make students aware of the relationship of the details and 

the whole, has been stated as problematic (Chronister, 2005, pp. 10–18 & 21–22). 

 

Implications 

Although the preliminary findings and reflections articulated above do not draw from the whole 

empirical material, they should nonetheless both be valuable in the development of further 

research and the organisation of instrumental teaching in higher music education. During the 

study, the students’ understanding of musical interpretation and the function of response seemed 

to increase, and they stated that such workshops should be included in the curriculum. 

Consequently, further developing such workshops may contribute to increasing student 
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autonomy and responsibility, equal participation, and multivoicedness, i.e., opening for a 

diversity of opinions and experiences within instrumental teaching in higher music education. 

 

References 

Angelo, T. A. & Cross, K. P. (1993). Classroom assessment techniques: A handbook for college 

teachers (2nd ed.). San Francisco, CA: Jossey-Bass. 

Bereiter, C. (1980). Development in writing. In L. W. Gregg & E. R. Steinberg (Eds.), Cognitive 

processes in writing (pp. 73–93). Hillsdale, NJ: Erlbaum. 

Bjøntegaard, B. J. (2015a). A combination of one-to-one teaching and small group teaching in 

higher music education in Norway – A good model for teaching? British Journal of 

Music Education, (1), 23–36. 

Bjøntegaard, B. J. (2015b). Instrumental group tuition at conservatoire level: A project involving 

instrumental teachers and students at the Norwegian Academy of music. Oslo: NMH-

publikasjoner. 

Burnard, P. (Ed.) (2013). Developing creativities in higher music education: International 

perspectives and practices. New York, NY: Routledge. 

Burwell, K. (2005). A degree of independence: Teachers’ approaches to instrumental tuition in a 

university college. British Journal of Music Education, 22(3), 199–215. 

Burwell, K. (2006). On musicians and singers: An investigation of different approaches taken by 

vocal and instrumental teachers in higher education. Music Education Research, 8(3), 

331–347. 

462



58 

Carey, G. M., Bridgstock, R., Taylor, P., McWilliam, E., & Grant, C. (2013). Characterising one-

to-one conservatoire teaching: Some implications of a quantitative analysis. Music 

Education Research, 15(3), 357–368. 

Carey, G. & Coutts, L. (2019). Preparing students for effective and autonomous learning through 

a transformative critical response process. In P. D. Pike (Ed.), The Musician’s Career 

Lifespan: Proceedings of the 22nd International Seminar of the ISME Commission on the 

Education of the Professional Musician (pp. 171–189). 

Carlsen, M. & Holm, H. (2017). Å tolke musikk [To interpret music]. Oslo: Universitetsforlaget. 

Cain, T. (2008). The characteristics of action research in music education. British Journal of 

Music Education, 25(3), 283–313. 

Carr, W. & Kemmis, S. (1986). Becoming critical: Education, knowledge and action research. 

London: Falmer Press. 

Chronister, R. (2005). Eight fallacies and eight basic principles of education. In E. Darling (Ed.), 

A piano teacher’s legacy: Selected writings (pp. 7–27). Kingston: The Frances Clark 

Center for Keyboard Pedagogy. 

Cronqvist, M. & Maurits, A. (Eds.) (2016). Det goda seminariet: Forskarseminariet som 

lärandemiljö och kollegialt rum [The useful seminar: The research seminar as a learning 

environment and collegial room]. Göteborg: Makadam. 

Davidson, J. W. & Jordan, N. (2007). “Private teaching, private learning”: An exploration of 

music instrument learning in the private studio, junior and senior conservatoires. In L. 

Bresler (Ed.), International handbook of research in arts education (pp. 729–744). 

Dordrecht: Springer. 

463



59 

Dysthe, O. (1996). The multivoiced classroom: Interaction of writing and classroom discourse. 

Written Communication, 13(3), 385–425. 

Dysthe, O., Hertzberg, F., & Hoel, T. L. (2011). Skriva för att lära: Skrivande i högre utbildning 

[Writing to learn: Writing within higher education] (2nd ed.). (A. Andersson, Trans.). 

Lund: Studentlitteratur. (Original work published 2000) 

Evensen, L. S. (1990). What do the structures mean? Developing argumentative student writing. 

Report No. 2 in the publication series from the project SKRIVE-PUFF – The DEVEL 

Project, UNIT. 

Ferm Thorgersen, C. (2014). Learning among critical friends in the instrumental setting. Update: 

Applications of Research in Music Education, 32(2), 60–67. 

Ferm Thorgersen, C. & Wennergren, A.-C. (2010). How to challenge seminar traditions in an 

academic community. In C. Ferm Thorgersen & S. Karlsen (Eds.), Music, education and 

innovation: Festschrift for Sture Brändström (pp. 145–164). Luleå: Luleå tekniska 

universitet. 

Gadamer, H.-G. (2013). Truth and method (J. Weinsheimer and D. G. Marshall, Trans.). 

London: Bloomsbury Academic. (Original work published 1960) 

Gaunt, H. (2008). One-to-one tuition in a conservatoire: The perceptions of instrumental and 

vocal teachers. Psychology of Music, 36(2), 215–245. 

Gaunt, H. (2009). One-to-one tuition in a conservatoire: The perceptions of instrumental and 

vocal students. Psychology of Music, 38(2), 178–208. 

Gaunt, H., Creech, A., Long, M., & Hallam, S. (2012). Supporting conservatoire students 

towards professional integration: One-to-one tuition and the potential of mentoring. 

Music Education Research, 14(1), 25–43. 

464



60 

Gaunt, H. & Treacy, D. S. (2020). Ensemble practices in the arts: A reflective matrix to enhance 

team work and collaborative learning in higher education. Arts and Humanities in Higher 

Education, 19(4), 419–444. 

Gaunt, H. & Westerlund, H. (2013). Prelude: The case for collaborative learning in higher music 

education. In H. Gaunt & H. Westerlund (Eds.), Collaborative learning in higher music 

education (pp. 1–9). Farnham: Ashgate. 

Haddon, E. & Burnard, P. (Eds.) (2015). Activating diverse musical creativities: Teaching and 

learning in higher music education. London: Bloomsbury Publishing. 

Haddon, E. & Burnard, P. (Eds.) (2017). Creative teaching for creative learning in higher music 

education. Abingdon: Routledge. 

Hanken, I. M. (Ed.). (2015a). Learning together: Trialling group tuition as a supplement to one-

to-one principal instrument tuition. Oslo: NMH Publications. 

Hanken, I. M. (2015b). Listening and learning in a master class. Music Education Research, 

17(4), 453–464. 

Hanken, I. M. (2015c). Summary: What have we learnt? In I. M. Hanken (Ed.), Learning 

together: Trialling group tuition as a supplement to one-to-one principal instrument 

tuition (pp. 69–74). Oslo: NMH Publications. 

Hanken, I. M. (2016). Peer learning in specialist higher music education. Arts and Humanities in 

Higher Education, 15(3–4), 364–375. 

Hillocks, George, Jr. (1987). Synthesis of research on teaching writing. Educational Leadership, 

44(8), 71–82. 

465



61 

Hoel, T. L. (2001). Skriva och samtala: Lärande genom responsgrupper [Writing and 

discussing: Learning in response groups] (S. Andersson, Trans.). Lund: Studentlitteratur. 

(Original work published 2000) 

Holmgren, C. (2018). A philosophic poetic inquiry of three aspects of interpretation within music 

education research: An autoethnodrama in four acts. European Journal of Philosophy in 

Arts Education, 3(1), 7–86. 

Holmgren, C. (in press). The conditions for learning musical interpretation in one-to-one piano 

tuition in higher music education. Nordic Research in Music Education. 

Hultberg, C. (2008). Instrumental students’ strategies for finding interpretations: Complexity and 

individual variety. Psychology of Music, 36(1), 7–23. 

Hultberg, C. K. (2010). Vem äger lärandet? [Who owns the learning?] (Report). Retrieved from 

https://gupea.ub.gu.se/bitstream/2077/22000/1/gupea_2077_22000_1.pdf. 

Johansen, G. G. & Nielsen, S. G. (2019). The practicing workshop: A development project. 

Frontiers in Psychology, 10, 1–9. 

Jørgensen, H. (2000). Student learning in higher instrumental education: Who is responsible? 

British Journal of Music Education, 17(1), 67–77. 

Jørgensen, H. (2009). Research into higher music education: An overview from a quality 

improvement perspective. Oslo: Novus Press. 

Kemmis, S. (2001). Exploring the relevance of critical theory for action research: Emancipatory 

action research in the footsteps of Jürgen Habermas. In P. Reason & H. Bradbury (Eds.), 

Handbook of action research: Participative inquiry and practice (pp. 91–102). London: 

SAGE. 

466



62 

Kristiansen, M. & Bloch-Poulsen, J. (2004). Self-referentiality as a power mechanism: Towards 

dialogic action research. Action Research, 2(4), 371–388.  

Kvale, S. & Nielsen, K. (2000). Landskap för lärande [Landscape for learning] (B. Nilsson and J. 

Retzlaff, Trans.). In K. Nielsen and S. Kvale (Eds.), Mästarlära. Lärande som social 

praxis [The master teacher. Learning as social practice] (pp. 235–256). Lund: 

Studentlitteratur. (Original work published 1999) 

Levinson, J. (1993). Performative vs. critical interpretation in music. In M. Krausz (Ed.), The 

interpretation of music: Philosophical essays (pp. 33–66). Oxford: Clarendon Press. 

Nielsen, K. N. (1999). Musical apprenticeship: Learning at the academy of music as socially 

situated (Doctoral thesis, Aarhus University, Aarhus, Denmark). Risskov: Psykologisk 

Institut, Aarhus Universitet. 

Nielsen, S. G., Johansen, G. G., & Jørgensen, H. (2018). Peer learning in instrumental practicing. 

Frontiers in Psychology, 9, 1–8. 

Reason, P. (2006). Choice and quality in action research practice. Journal of Management 

Inquiry, 15(2), 187–203. 

Rikandi, I., Karlsen, S., & Westerlund, H. (2010). Bridging practices in Nordic music education 

doctoral programmes: Theorising and evaluating the Finnish application of the Piteå 

model. In C. Ferm Thorgersen & S. Karlsen (Eds.), Music, education and innovation: 

Festschrift for Sture Brändström (pp. 165–187). Luleå: Luleå tekniska universitet. 

Rolle, C. (2013). Argumentation skills in the music classroom: A quest for theory. In A. de Vugt 

& I. Malmberg (Eds.), European perspectives on music education 2: Artistry (pp. 137–

150). Wien: Helbling. 

467



63 

Rolle, C. (2014). Ästhetischer Streit als Medium des Musikunterrichts – zur Bedeutung des 

argumentierenden Sprechens über Musik für ästhetische Bildung. Art Education 

Research, 5(9), 1–8. 

Rolle, C., Knörzer, L., & Stark, R. (2015). Music-related aesthetic argumentation: Confronting a 

theoretical model with empirical data. Nordic Research in Music Education, Yearbook, 

16, 315–326. 

Rumiantsev, T., Admiraal, W., & van der Rijst, R. (2020). Conservatoire leaders’ observations 

and perceptions on curriculum reform. British Journal of Music Education, 37(1), 29–41. 

Rumiantsev, T. W., Maas, A. & Admiraal, W. (2017). Collaborative learning in two vocal 

conservatoire courses. Music Education Research, 19(4), 371–383.  

Scardamalia, M. & Bereiter, C. (1986). Research on written composition. In M. C. Wittrock 

(Ed.), Handbook of research on teaching (3rd ed., pp. 778–803). New York, NY: 

Macmillan Education. 

SFS [Swedish Code of Statutes] 1993:1003. The higher education ordinance 1993:100. 

Stockholm: Ministry of Education and Research. 

Sweller, J. (1988). Cognitive load during problem solving: Effects on learning. Cognitive 

Science, 12(2), 257–285. 

Szczepek Reed, B. (2017). Creating space for learner autonomy: An interactional perspective. 

Classroom Discourse, 8(2), 175–190. 

Wennergren, A.-C. (2007). Seminarier baserade på skriftlig respons [Seminars based on written 

response]. In S. Matre & T. L. Hoel (Eds.), Skrive for nåtid og framtid: Skriving og 

rettleiing i høgre utdanning [Writing for the present and future: Writing and guidance in 

higher education] (Vol. 2, pp. 125–137). Trondheim: Tapir Akademisk Forlag. 

468



64 

Wilson, R. C. (1986). Improving faculty teaching: Effective use of student evaluations and 

consultants. The Journal of Higher Education, 57(2), 196–211. 

 

469





471

EMPOWER ING P IANO STUDENTS OF WESTERN
CLAS S ICAL MUS IC : CHALLENG ING TEACH ING
AND LEARN ING OF MUS ICAL INTERPRETAT ION
IN H IGHER EDUCAT ION (UNDER REV I S ION )





  1  

Empowering piano students of Western classical music: Challenging 
teaching and learning of musical interpretation in higher education  
6798 words (including footnotes and references, but excluding abstract [153 words] and 
title pages). 

Carl Holmgren, PhD Student 

Department of Social Sciences, Technology and Arts, Luleå University of Technology, Piteå, 
Sweden 

Carl Holmgren, carl.holmgren@ltu.se 

ORCID: https://orcid.org/0000-0002-8514-5422 

Postal address: 

Luleå University of Technology 

Department of Social Sciences, Technology and Arts 

Box 744 

941 63 Piteå 

Sweden 
 
Notes on Contributor 
 
Carl Holmgren is a PhD student in Music Education at Luleå University of Technology. He 
received his Master of Education in music and Master of Music from the same university. 
Holmgren has published in European, Nordic, and Swedish journals and presented at 
Swedish, Nordic, and international conferences. His research interests centre on teaching 
and learning of musical interpretation in higher education, hermeneutics, poetry, and 
translation. 
 
  

473



  2  

Disclosure statement 
 
In accordance with [the publisher’s] policy and my ethical obligation as a researcher, I am 
reporting that I have no financial and/or business interests in any company that may be 
affected by the research reported in the enclosed article. 
 
Funding information 
 
The research reported in this article is was carried out during my employment as an 
internally funded PhD Student at Luleå University of Technology. No other funding has 
been used. 
 
Ethical approval 
 
The research reported in this article has at all stages taken due consideration of the ethical 
regulations formulated in Swedish law and by the Swedish Research Council in Good 
research practice (2017), in line with The European Code of Conduct for Research Integrity 
(2017). The participants in the research have partaken voluntarily and given their informed 
consent. Further, before the start of the study, they were informed about the research 
design, aim, and planned report and that they could withdraw their participation at any 
time. Moreover, they were promised confidentiality and that the created empirical material 
was to be stored securely only accessible to the researcher. Lastly, the results, in the form of 
the created narratives, were collaboratively edited and negotiated with the participants twice 
before they got to approve the final version. There were no conflicts of interest as I had not 
been nor were in a teacher–student relationship with any of the participants. In addition, 
for reasons of transparency, no request for ethical approval was submitted as the research 
reported in this study, according to Swedish legislation (SFS 2003:460), did not need ethical 
approval. Information regarding the Swedish regulation can be found at 
https://www.riksdagen.se/sv/dokument-lagar/dokument/svensk-forfattningssamling/lag-
2003460-om-etikprovning-av-forskning-som_sfs-2003-460 and 
https://etikprovningsmyndigheten.se/for-forskare/vad-sager-lagen/ 

474



  3  

Empowering piano students of Western classical music: Challenging 
teaching and learning of musical interpretation in higher education 

This study aimed to empower piano students and explore their understandings of how 
teaching and learning of musical interpretation of Western classical music could be 
developed to foster autonomy and a personal, authentic artistic voice. Two research questions 
were formulated: How have students experienced teaching and learning of musical 
interpretation? How do students envision a meaningful organisation of such teaching and 
learning? The empirical material, created during a participatory action research project with 4 
piano students within an artistic bachelor program, was hermeneutically analysed, and 
narratives were created and twice negotiated with the students. Their education was 
described as backwards-looking and not preparing for autonomous learning and 
musicianship. In contrast, a meaningful organisation was envisioned as collaborative, 
dialogical, characterised by openness, humility, honesty, and mutual understanding where 
musical interpretation is viewed as a complex, ongoing, open-ended process, allowing for 
multiple, incompatible views, breaking from the master–apprentice model and the current 
restrictive ideology. 

Keywords: musical interpretation; higher music education; collaborative learning; 
dialogue; laboratory; Western classical music 

Introduction 
The humiliated apprentice (Zipes 2017),1 formed by authoritarianism and enslavement, 
could, according to the Hegelian master–slave dialectic2 (2018/1807, §178–196), be 
considered the philosophical Urtext for students in the master–apprentice model within 
Western classical music (henceforth abbreviated as WCM). Although this dialectic, by its 
focus on the inevitable “life and death struggle” (§187), might seem extreme, the bottom 
line is that mastering is one form of oppression, by necessity silencing alternative voices (see 
Allsup 2016, 11). For Hegel (2018/1807, §178), consciousness can be both in itself and for 
itself. If consciousness understands that other self-aware entities exist and requires their 
recognition to realise itself as an individual, the potential for a formative process of self-
realisation is revealed. Thus, speaking with Freire (2000/1970), both master and slave “bear 
the marks of oppression” (58) insofar as their self-knowledge and learning is limited. In 
mastering the other, one finds that such domination makes the very recognition sought 
impossible since the slave, in this state, is not free to offer it. It has been argued that the 
current modern technological-rational educational climate does not provide a fully 
symmetrical recognition as music students are recognized as “the logical terminus of 
educational power rather than as a budding self-consciousness” (Väkevä 2016, 48). Väkevä 
(2016) claims that “most of the energy fed into the pedagogical system serves the authority 
of the disciplinary rule, represented by the triumvirate of the educational administrator, 
teacher, and curriculum” (48). Further, Leech-Wilkinson (2021) emphasises the centrality 

                                                
1 According to Zipes (2017, pp. xiv, 12, & 28), the memeplex of “The Sorcerer’s Apprentice” consists 

of the two distinctive story types of “The Humiliated Apprentice” and “The Rebellious 
Apprentice”. For a philosophical discussion of teaching and learning within a piano master class 
using components from the former’s primary written source, see Author (2020c). 

2 Hegel’s (1989/1807) original German terms are “Herrschaft und Knechtschaft”. 
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of obedience and policing in WCM: “One believes and one obeys. Or if necessary, one just 
obeys” (69). In sum, the current ideology of WCM has been described as having negative 
consequences ranging from aesthetics, ethics, and health: 

[f]or the sake of children’s health and mental wellbeing, quite apart from all the other 
considerations, it’s imperative that we turn the education of classical musicians into 
something collaborative and creative, so that we can turn concert life into something 
less competitive, less predictable and less routine (Leech-Wilkinson 2021, 17). 

The education of rebellious apprentices that “refuse to be policed” (Leech-Wilkinson 2021, 
13) should strive towards students’ “empowerment and self-awareness” (Zipes 2017, xiv), 
i.e., the education of autonomous musicians with a personal, authentic artistic voice. In this 
article, I view such musicians as having both the ability to make their own decisions—“not 
another’s or a culture’s unless accepted after free, critical thought” (Leech-Wilkinson 2021, 
221)–and the authority to carry them out. Thus, such education should emphasise a 
multivoiced collaborative exploration of new meanings and expressions of how notated 
scores can “make musical sense” and “sound relevant and revealing” for the living (Leech-
Wilkinson 2021, 2 & 164; see also Silverman 2008, 249; Cook 2018), striving to free students 
from the slave position that earlier forced them to obey unnecessary and unproductive rules 
and constraints. I believe that Silverman’s (2008) description of this aim as “one of the most 
challenging and elusive aspects of music education” (249) should be understood as a call for 
research to investigate further how it could be achieved in practice.3 Thus, this study aims to 
empower students and explore their understandings of how teaching and learning of 
musical interpretation of Western classical music could be developed to foster autonomy 
and a personal, authentic artistic voice, i.e., developing more rebellious apprentices.4 The 
following two research questions were formulated to fulfil this aim: 

(1) How have students experienced teaching and learning of musical interpretation? 
(2) How do students envision a meaningful organisation of such teaching and learning? 

Theoretical framework and methodology 

In line with Hegel’s (2018/1807) master–slave dialectic, I conceptualise that students, 
through labour, gradually can develop a self-consciousness, thus, transforming their World 
and themselves. In the end, such transformation empowers the students to take on the 
liberating fight for recognition as an equal that they refused earlier, fearing their death. 

                                                
3 I have earlier summarised the state of current research on the topic of the continued influence of 

the conservatoire tradition in higher education of WCM, lack of development of student 
autonomy, the increasing development of and research on group lessons, peer learning, and 
collaborative approaches as alternatives to the still dominant master–apprentice tradition 
(Author 2018, 2020a, 2020b, 2020c), and will thus not elaborate on that here. For discussions on 
the topic of what an artistic voice can consist of see, e.g., Cumming (2000); Laws, Brooks, 
Gorton, Nguyễn, Östersjö, and Wells (2019). 

4 In this article, musical interpretation refers to the understanding of notated scores, commonly 
manifested in, but not limited to, musical performance (through the selection and application of 
performance choices). For further context see e.g., Krausz (1993) and Rink (1995). 
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To empower the students and gain access to their expressions of experiences of how 
teaching and learning of musical interpretation of WCM could be developed to foster 
autonomy and a personal, authentic artistic voice, a multifaceted empirical material suited 
for a hermeneutical analysis and narrative presentation was created through a participatory 
action research project on developing response guided workshops on musical 
interpretation (henceforth referred to as PAR, reported in Author 2020a). 

To be able to form their own opinions, the students needed to recognize what 
constrained them, their teachers, and higher music education institutions and understand 
that the regulative beliefs within the current WCM ideology are contingent (see, e.g., Leech-
Wilkinson 2021, 90; Cook 2018). The PAR strived to achieve “a multivoicedness (Dysthe 
1996), accepting and valuing a diversity of opinions and experiences, ultimately furthering 
equal participation” (Author 2020a, 50). The participants consisted of four piano students—
(three male and one female) in the second and third year of the artistic bachelor programme 
at one institution for higher education in Sweden—and the researcher. The empirical 
material consisted of transcriptions of 4 two-hour long workshops; students’ scanned 
scores, audio recorded performances, and written instructions; participants’ written 
responses; reflective one-minute papers written at the end of all 5 workshops; and the 
researcher’s field notes and reflections.  

In the hermeneutical philosophy of Gadamer (2013/1960) and Ricoeur (2008/1991), 
the understanding of a phenomenon is viewed as the fusion of horizons which “takes place 
in conversation, in which something is expressed that is not only mine or my author’s, but 
common” (Gadamer 2013/1960, 406). Such dialogues can further the understanding of 
one’s own and others’ worlds and lead to mutual change. In this study, these dialogues took 
place before (through the communication of instructions and response), during (verbally 
and through practical playing), and after the workshops in the negotiation of the narratives 
(see below).  

Analysing, creating, and negotiating narratives 

Although the borders between analysis and creation of empirical material have not always 
been clear cut, the process can be described as a four-stage process of thematic narrative 
analysis (Riessman 2008, 53–76) or narrative configuration striving to craft a “coherent 
developmental account” (Polkinghorne 1995, 15). First, I searched the empirical material 
for verbally-articulated narratives of the students’ experiences of teaching and learning of 
musical interpretation, giving extra attention to situations where our musical and verbal 
dialogues revealed a lack of shared understanding. Second, I synthesised meaningful themes 
based on the topics that the students frequently reiterated in their practice during the PAR 
and their written and oral reflections about their experiences. Third, I created one narrative 
for each of the five workshops and my reflective documentation. However rich and 
interesting, they contained too many threads and details. Four, after multiple re-readings of 
the empirical material and the narratives, a redisposition into three narratives to convey our 
insights of the students’ experiences became meaningful. I was inspired by the forward-
looking aspect of future narratives (Bode 2013) to not only convey backwards-looking 
experiences. Thus, I decided that the first should look backwards, the second looking out 
the window during the ride on the road to the future, and the third being about one 
potential future describing a meaningful organisation. 
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In taking the consequences of the dialogical and collaborative approach employed 
in the PAR, the narratives were, about a year after the workshops, twice discussed and 
negotiated with the students before seeking approval for the final revised version about a 
month after the second session. Approximately one week before each video documented 
session held on Zoom, about 1,5 hour each, I shared the narratives with the students. 
During the sessions, we focused on deepening our collective understanding, and more 
tangibly, editing, and identifying ideas for further development of the narratives. In sum, I 
aimed to reach an intersubjective understanding through going beyond mere member 
checking of the narratives (see Chase 2017), adopting a more collaborative approach, 
continually refining and adjusting my analysis, striving to adhere to the recommendation 
Bakhtin (1984) gives to novelists: “the author speaks not about a character, but with him 
[original emphases]” (63). My reflections as a researcher are typeset in italics and 
interfoliated as a prelude, interludes, and postlude around the narratives in striving for a 
transparent and dialogical self-reflexive approach. 

Unsquare5 narratives on teaching and learning of musical interpretation 
(research) 

Prelude 

Although I continuously strived to tease out a multivoiced account of the students’ 
experiences, I became increasingly surprised that their understandings of the central 
problematic aspects and potential solutions were strikingly similar. Interrogation: had I 
mastered them to achieve this outcome? Although the students answered in the negative 
when asked, I was neither satisfied with myself as a researcher nor a role model for them. 
Nonetheless, I started to believe that carving out a unison student voice, possible to hear 
loud and clear, outweighed both the risk of loss of complexity and critique for applying 
too much industrial smoothing.  Thus, we decided to let the students speak with one voice, 
consequently using “we” and “our” as personal pronouns in the narratives, except for the 
researcher using “I” and “mine”. Moreover, in line with the Hegelian dialectic 
(2018/1807), the metaphorical union of the slaves to change themselves and their World 
could be considered a positive outcome.  

I 

Our education of Western classical music is backwards-looking. We are taught to 
reproduce supposedly correct and authoritative interpretations and historical 
traditions. But the teachers’ demonstrations often lack argumentative support. Instead 
of focusing on our musical interpretations and how they could be developed, the 
teachers relate to their own understanding. Such unnecessary emphasis on our lesser 
knowledge makes it all too apparent that the teachers, or other sanctioned authorities, 
always are right. Sometimes we are instructed to go home and listen to how 
Rubinstein, Argerich, or some other of the teachers’ favourite pianists play a particular 
phrase or section. Strangely, we have never analysed or discussed such performances 
nor the recording situation itself with any teacher. What are we supposed to learn from 
that? 

                                                
5 This title refers to Dave Brubeck’s composition “Unsquare Dance” (1961) in 7/4 time. 
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Our group lessons tend to be particularly teacher-centred. It is impossible to give and 
receive a response in a dialogical way. We more or less play our pieces and hope for the 
best. Responses such as “that was good” or “that was bad” are actually not that 
informative and will likely quickly be forgotten. The pace is too fast. And 
differentiating between the teacher’s subjective comments on musical interpretation 
and more objective technical problems is not always easy. What is the actual problem, 
which rules should we abide by, and why? When we do say something, our perspective 
is often from how we would have performed the music. The setting’s organisation and 
the fact that we often are not acquainted with the repertoire nor have the scores creates 
a distinct and unproductive hierarchy. 
 
We feel that our autonomy and personal expression are not systematically developed. 
Instead, musical interpretation is treated as something that is more about achieving a 
predefined and fixed product than an open-ended process. During lessons, imitation 
of the teacher can create rapid but ephemeral improvement. However, such a way of 
working does not prepare us for independent practice between lessons. The areas of 
what musical interpretation is, which interpretational paradigm the learning is 
supposed to take place in, questions regarding freedom and constraints of musical 
interpretation, and expectations of our explorative approach are not addressed. 
 
Lastly, in contrast to other instrumentalists, pianists’ work with solo repertoire is 
overemphasised over chamber music and genre-crossing projects, thus limiting 
creative collaborations that could broaden and nuance our understanding of what 
musical interpretation is and could be. 

Interlude 

Engaging the students in a dialogical and collaboratively way seemed to increase their 
self-awareness and empower them to voice considerations regarding their past 
experiences and present situation. Although they were not used to verbalising their 
experiences, it seemed to benefit their understanding of themselves and past and current 
situations. The teachers’ directives, lacking argumentative support and description, 
appeared to limit the students’ agency and understanding of the difference between the 
what, how, and why of that which they were supposed to learn. Further, their experience 
of a too fast pace could be due to a misalignment between pianistic skills and the difficulty 
of repertory, or indicating conflicting views regarding which phase of the education that 
students’ own understanding could or should come into the foreground. 

 
Although the students and teachers may believe that they are engaging in faithful transfer 
and reproduction of historical traditions, it has repeatedly been shown to be a 
misconception as current aesthetics strongly affect the (selective) understanding and 
application of earlier practices, and that performance practice is in constant flux (Butt 
2002; Leech-Wilkinson 2021). This was a topic that I did not discuss enough with the 
students. 

 
Interrogation: regarding the students’ expressions of their experiences, it could be argued 
that they merely adjusted to my (pre-)understanding, wanting or having to accept my 
authority. From the start of the PAR, I declared that it intended to contribute to 
instrumental teaching and learning in higher music education. However, when I voiced 
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some of my negative experiences and referred to earlier research, it was always after the 
students had brought up a topic. Nonetheless, had I mastered them to achieve this 
outcome? 
 
Lastly, it is interesting to note that the students experience the work with solo repertoire to 
be overemphasised and understand that genre-crossing creative collaborations could be 
beneficial, potentially increasing their creativity. As the concurrence between pianists is 
fierce, their outlook of having a solo career is rather slim. Thus, it might be crucial to give 
such students broader experiences and skills needed for a diversified and unpredictable 
professional future. Further, shifting the view on which competencies are deemed 
necessary might also positively affect students’ views on WCM and, as the students 
expressed it, help make it relevant to the current society again. 

II 

It is challenging to always strive toward open communication and uphold a productive 
mindset. This applies both to handling practical matters such as scheduling, sharing of 
material, meeting deadlines, and the workshops themselves. To really listen takes 
courage, knowledge, and practice. We need to listen analytically and critically to 
formulate a constructive response to others’ and our own piano playing. Although 
wanting to contribute, it is often difficult to formulate our thoughts about musical 
interpretation into words. Our regular instrumental lessons have not prepared us for 
these workshops! Even worse, sometimes, we neither read everyone’s response 
beforehand nor meet deadlines for sending out material. The time is just not there. 
 
The atmosphere is turning benevolent, and we are opening up for new perspectives 
and ideas for how our dialogues could grow. Giving response to others is easier than 
understanding what we need to develop. We are not used to having the possibility nor 
being expected to take responsibility for our own learning. Which strategies could we 
use for making the most out of the workshops and avoid focusing on details? 
 
The work on our practical playing is very productive. However, the aim with the 
philosophical texts and theoretical models is not always easy to understand. We are not 
trained to prioritise thinking, reflecting, or creating a personal connection to the works 
studied. Instead, we are used to viewing piano playing from a more technical and 
mechanical angle. Thus, both the language and content are challenging, and it does not 
really feel like we use them when giving response. What are the purpose and practical 
use of discussing such things?  
 
On the one hand, the teachers seem to prefer interpreters that have reflected a lot and 
developed a personal, authentic artistic voice. On the other hand, our development of 
such competencies is not supported by the program’s design and implementation, 
although clearly stated in the goals. Why haven’t we been given a more solid 
philosophical and research-based foundation preparing us for professional 
musicianship? When will we move on from reproducing historical traditions to 
performing classical music in-line with today’s society? 
 
Lastly, we need to find a more appropriate room with a better instrument. It is hard to 
cope with an unknown piano, and the feeling of the rest of the group breathing down 
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one’s neck causes unnecessary performance anxiety and shift of attention. Two hours 
in a small den makes us go crazy! 

Interlude 

The students found changing working methods challenging and demanding as the roles 
and responsibilities shifted. Based on their expressions, it should not be understood as 
scepticism or unwillingness to change. Instead, it indicates that the necessary 
competencies and meta-strategies were not yet developed. Further, during the PAR, the 
students were encouraged to verbalise and voice their concerns regarding issues that were 
unclear, complicated, and difficult to understand. Thus, they were given the possibility to 
expand both on what they thought they needed to understand better and how it could be 
achieved within the PAR. 
 
Interrogation: some of the terminology used, e.g., voice, interpretive paradigm (the 
experienced and acknowledged freedom and constraints of musical interpretation, see 
Author 2020b), authenticity, and ephemeral, could—and perhaps should—arouse 
readers’ suspicion. However, the terms had been treated during the sections in the PAR 
focusing on philosophical and theoretical aspects. Although the students did not 
consistently use this terminology, I believe that the students’ thought processes and 
capacity for conceptualising their situation increased when confronted with new 
theoretical concepts, tools, and models. Thus, we agreed to use the terms in the narratives. 
Moreover, regarding the expressed critique and use of exclamation marks, I paid 
particular attention to discussing how it could be understood, ensuring that the students 
understood its potential implications. At this point, it may be necessary to restate that the 
narratives were based on the empirical material, which was both collaboratively 
produced and negotiated, thus resulting in new intersubjective understanding. However, 
had I mastered them to achieve this outcome? 

III 

The whole learning environment for musical interpretation and piano playing is 
characterised by collaboration, openness, humility, honesty, and understanding. We, 
all students and teachers, work in different teams in giving and receiving synchronous 
as well as asynchronous response. At all times, we aim to improve our understanding 
of musical interpretation. Taken together, our knowledge and understanding is broad 
and multifaceted. The distinction between interpretative paradigms, how we think that 
a piece could or should be interpreted, and how others’ interpretations could be 
developed are regularly addressed.  
 
After we began doing a formal analysis of the musical works before beginning to play 
them, our understanding, fingering, memorisation, and time management during 
practice have improved. Gaining a broader overview of the interpretational process 
and understanding the difference between performance and intention makes it easier 
to listen attentively, form decisions, and understand others’ arguments.  
 
We strive to prepare ourselves thoroughly. Our motto is always to have the scores at 
hand, and the person’s instruction in mind. Otherwise, it is easy to misunderstand 
which response is relevant. Even though it takes time and effort, we believe that giving 
response can be as rewarding as receiving it. Earlier drop shot comments such as “that 
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was good” would nowadays spur a discussion about which feature(s) that had that 
particular characteristic and argumentative support would be presented in relation to 
interpretive paradigm(s), set of rules, and criteria. The communication is truly open 
and democratic. We are merciless towards all arguments and ideas, but merciful to the 
participants in our collaborative endeavour!6 
 
Our way of working is very developing, well aligned with the program’s goals, and 
differs from the master–apprentice-tradition. However, the risk of domination is still 
obvious, and the power-dynamics needs continuous attention, especially regarding the 
workshop leader’s role. It is a vital function, and that person kind of sets the tone. The 
scheduling is never tight, allowing us to deep dive into philosophical and aesthetical 
aspects of musical interpretation and art in general. Through having such in-depth 
discussions, the risks for misunderstandings and unclarity decreases. Moreover, as 
equal participants, each of us feels important in being involved in everyone’s 
development. 
 
At the beginning of every academic year, we review the workshops’ philosophical 
foundation and the response model itself to introduce newcomers and to periodically 
and transparently renegotiate them. This foundation is documented in written form, 
easily accessible on the university’s learning management platform. All participants 
must understand the underlying philosophical assumptions and research base. We 
share experiences of initial discomfort, doubt, and how we gradually became 
accustomed. Becoming better at receiving response, without getting hurt or retaliate, 
takes time and is about psychology at least to some degree. Clear and transparent 
guidelines prevent insecurity and minimise wasted time! 
 
These workshops differ from other subjects, as they, although formally obligatory, are 
not graded. Thus, it feels like everyone voluntarily participates, merely because they 
find them valuable. Lastly, we find it very useful to have the response in written form 
afterwards when we continue our individual work with our pieces. 

Postlude 

The description above exemplifies a meaningful organisation of teaching and learning of 
musical interpretation, neither the final nor necessarily the best. Although the centrality 
of the notated score is still emphasised, the reader and the reading are at least seen as 
important as the text. As the reading of a score is not viewed as a linear decoding process 
where a final predefined goal can be reached, multiple equally epistemologically valid 
positions regarding musical interpretation are acknowledged. However, this does not 
necessarily imply that all positions are equally productive from a pedagogical or artistic 
perspective. 
 
Summing up, I believe that the narratives centre on (1) the students’ experiences of their 
education being backwards-looking and that they harbour questions that remain both 
unasked and unanswered, (2) their discomfort and shortcomings as the inadequacy of 
their earlier education became more evident during the PAR, and (3) the description of 
how a meaningful organisation of teaching and learning of musical interpretation could 

                                                
6 This expression is based on the last of Hansson’s (2005, 90) ten commandments for seminar 

participants. 
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be conceptualised. Consequently, the narratives emphasise the rationale for the current 
study, make the students’ voice heard by taking their perspective and offer potential clues 
to how the core issues could be addressed to achieve actual change. 
 
Interrogation: on multiple occasions, I felt a conflict of loyalty or interest between me as a 
teacher or master and researcher. The teacher urged to address the areas he perceived 
most urgent, even if they were outside of what the student had noticed or wanted to 
address. I always asked for permission to enter the teacher position, which I got, and 
referred to which aspects of my interpretive paradigm I used a particular argumentative 
strategy to address, striving to articulate what I was trying to achieve. Could such meta-
communication be a beginning towards reconceptualising mastering as a technique 
manifested in actions rather than as a natural and desirable result from the fixed and 
non-negotiable power asymmetry inherent in the master–slave-relationship, thus 
increasing both contracts’ transparency and students’ agency? 

Discussion and reflection 

Based on my understanding of the narratives, the negotiation thereof and the PAR, I will 
first discuss a necessary but, according to the students’ experience, missing pre-requisite for 
resolving the master–slave dialectics of their instrumental studies in higher music 
education; second, elaborate on the limitations and possibilities that resulted from me 
lending another teacher’s practice; and third, reflect upon how it could be possible to 
conceptualise a music educational situation where master and slave are not seen as static 
categories but as zones of technique. 

First, to resolve the master–slave dialectics in a non-bloody way, a necessary pre-
requisite is that masters are open for dialogue, critique, and willing (or obliged by curricula 
or organisation) and capable of actual change. Unfortunately, on a multitude of occasions, 
the students expressed that they did not believe that discussing their critical views with their 
teachers would be productive as they experienced the one-way communication as inevitable 
within their instrumental teaching; neither did they see that their teachers could or would 
change. Although this reflects these students’ experiences and not necessarily the teachers’ 
actual capacity and willingness, it does say something that in itself should be food for 
thought for both teachers and leaders of higher music education. 

I believe that the students’ experiences of their situation as unchangeable and 
determined is a result of the locked positions springing from mastering within WCM on 
three hierarchical levels, enforced and made possible by the current ideology and its belief 
system (Leech-Wilkinson 2021; Hunter and Broad 2017). First, on a structural level, 
organisations and functions such as record companies, artist managers, concert planners, 
musicologists, musicians, teachers, and critics benefit from maintaining the current 
ideology of WCM, in which they have economic interests and professional investments 
(e.g., Leech-Wilkinson 2021, 93–95). Second, within music education, curricula, 
organisation, and teachers limit students’ creativity when, in striving to educate employable 
musicians, force them to assimilate teachers’ interpretive paradigm(s) (Author 2020b, 
2020c), i.e., the experienced and acknowledged freedom and constraints of musical 
interpretation, in themselves regulated by the normative assumptions regarding musical 
interpretation and performance upheld by the current WCM ideology (Leech-Wilkinson 
2021, 24, 99, & 102; Hunter and Broad 2017; Goehr 2007). This is supported by the students 
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who expressed that there was too little emphasis on developing their own creative musical 
understanding and that the dominating mode of working was imitation and reproduction 
of teachers’ interpretive paradigms either directly or by proxy, through listening to 
recordings prescribed by the teachers, leading to rapid surface-level development that often 
was forgotten, in-line with earlier research (see summaries in Author 2018, 2020a, 2020b, 
2020c).  Thus, in a worst-case scenario, each generation’s interpretive paradigm(s) (Author 
2020b) could become increasingly limited as it is regulated by the subset of ranges available 
to the teachers in the generation before (Leech-Wilkinson 2021, 110; see also Westerlund 
and Gaunt 2021, xxii–xxiii). Third, from the performers’ perspective, the illusion that 
performers could and should (strive to) be transparent and establish direct communication 
between the listener and the composer (Leech-Wilkinson 2021, 26; Goehr 2007, 232), i.e., 
the concept of faithfulness to the composers’ intentions or scores (Leech-Wilkinson 2021, 
63; see the discussion of authenticities in Kivy 1995), forces musicians into recreators 
(Leech-Wilkinson 2021, 30). In sum, this mastering on the different hierarchical levels 
resonates with Leech-Wilkinson (2021, 69), who emphasises the centrality of obedience in 
WCM, and argues that the current ideology has negative consequences ranging from 
aesthetics, ethics, and health (17). 

Second, although the students’ main instrumental teacher supported their 
participation in the PAR, the teacher was not part of the project. As I borrowed another 
teacher’s students and had no own practice to direct the research outcomes to, it is 
reasonable to suggest that the PAR did not affect any existing teaching practice. Thus, 
future research will have to include instrumental teachers in developing and implementing 
more collaborative ways of working. However, on the positive side, not being in a formal 
teacher position afforded me to explore what it could mean to step out of the traditional 
master role and work together with the students. Thus, I experienced that my function as a 
workshop leader gradually transformed my position as an instrumental teacher in the 
Deweyan direction of becoming more of a laboratory facilitator (see Allsup 2016, 66–105) 
and fellow adventurer (see Allsup 2016, 106–141). Within the PAR, which could be 
construed as a laboratory in the making, we all learned about musical interpretation and 
how such teaching and learning could be developed. As indicated in the postlude above, I 
felt a conflict of loyalty or interest between me as a teacher and researcher. On one level, I 
had the urge to present myself as artistically knowledgeable and skilled and pedagogically 
trustworthy towards the students, thus sometimes feeling a need to put on my master’s hat. 
Thus, I felt a need for mastering, probably because I was at least partly trapped by the 
second hierarchical mastering suggested above, i.e., feeling the need to adhere or at least 
show knowledge about the normative assumptions regarding musical interpretation and 
performance upheld by the current WCM ideology. However, metaphorically putting on 
the laboratory facilitator’s hat, I could focus on the now instead of assuming or maintaining 
the ownership of the students’ learning and future musical interpretation and performance, 
lacking or not having to accept what Spatz (2020) calls the “power to determine future 
practice [original emphasis]” (76). 

Third, mastering could be acknowledged as a powerful mode of teaching and 
learning that could be used for good means if detached from its “static political meanings 
and allowed to circulate as zones of technique” (Spatz 2020, 91). Although Spatz’ (2020) 
argument centre on European-influenced theatrical practice and directors’ (henceforth 
understood as the master position or function) power of informing a future theatrical 
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performance, I believe it could be productive to apply such a perspective in 
reconceptualising music educational situations where master and slave are not seen as static 
categories but as zones of technique. 

Spatz (2020) argues that through removing the director’s power to determine future 
practice, their role is “reduced, or clarified, to that of making present interventions” (76), 
grounding them “in the temporality of the practitioner” (76). Further, he believes that such 
directing is “a craft or technique in its own right, which must be distinguished from the 
shaping of a final composition” (76). Although Spatz (2020) acknowledges that domination 
and abuse always are possible, he suggests that the master position should be understood in 
a fundamentally different way, namely as an “intensive relation of focus and care” (76). This 
relation is, according to Spatz (2020), not limited to “directing in the sense of giving 
directions” (76) as it can also include 

other qualities such as watching, perceiving, witnessing, supporting, enabling, 
facilitating, questioning, intervening, guiding, conducting, provoking, and more. (76) 

However, adopting such a position does not mean that I subscribe to a view that relieves 
teachers from their educational responsibilities, decreases the need for scrutinizing their 
actions, or accepts attributing students’ lack of learning to their supposed lack of talent (see 
Author 2020c, 46). Rather the opposite: teachers’ educational responsibility remains and 
could perhaps be argued to be even more emphasized, as their control of students’ actual 
future musical interpretation and performance is diminished. Spatz (2020) suggests that a 
teacher-facilitator may “set up certain basic conditions that deals with time or space” or 
“propose the study of a problem that requires debate and dialogue” (124). Finally, he 
emphasizes that “the field is always remade at each encounter and is always unique to the 
members present at that particular moment in time” (Spatz 2020, 124), which also applied 
to the PAR. Lastly, Allsup’s (2016) postulate that “[i]t is more difficult to be a laboratory 
facilitator than it is to be the Master” (93) resonated with my experiences. 

Closing thoughts 

The findings suggest that the students’ do not experience that their education supports their 
autonomy and personal, authentic artistic voice, i.e., not developing their ability to make 
and the authority to carry out their own decisions, and that it could be fruitful to engage 
students in discussions and decisions regarding both the organisation of their education, as 
well as striving for a shared understanding of how the current ideology of WCM affects the 
educational culture at a fundamental and philosophical level. 

Speaking with Hegel (2018/1807), the PAR had contributed to the development of 
the slaves’ conception of their World, presumably leading to their own change. Although 
such a development does not solve the inherent master–slave conflict, it might help the 
students take on the fight for freedom that they earlier avoided. At this point, for the sake of 
clarity, I restate that I in no way argue for battles where unnecessarily blood is spilt. 
However, to avoid risking such an outcome, teachers within higher music education need to 
be able and willing to develop their practices to affirm each other as equals and end their 
existence as limited consciousnesses. 
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Moreover, one topic brought up more frequently at the end of the PAR was the 
students’ desire to participate in their teachers’ experimentation, sharing their failures, 
successes, and learning. Before our second negotiation of the narratives, I read an article 
discussing the merits of philosophical seminars (Costello 1956). The story that Costello 
(1956, 76–77) told outlined similar stances and spoke to me as it also shed light on the 
educational situation per se. Thus, I adapted or transposed the story to the realm of higher 
music education and had the students read it. They approved and thought that it could 
function as a summarising coda to the article. Consequently, I present it below, with a bow 
to the students who taught me quite a lot about musical interpretation, teaching and 
learning, and how research could be conducted: 

Instrumental teachers, hedge, and equivocate lest they are caught off base. They do not 
want to expose their half-formed thoughts to possible refutation. Such teachers are too 
self-consciously proud to love the quest for truth as a process. Then, “who is a true 
teacher?”, one might ask. Glenn Gould would answer he who “considers the student to 
be a fellow searcher for truth.” We said to a piano professor, on one occasion, “Why 
don’t you organise some laboratory workshops on musical interpretation? We look up 
to you, and you are full of ideas. It would be interesting to see your process in the lab!” 
She answered, “I prefer to explore and make my mistakes in private. I can’t think nor 
teach under public scrutiny.” Yet the professor’s great weakness was a lack of self-
criticism. She needed to come bang up against criticism. It would have stimulated her 
to novel musical interpretations that she never realised. Following Plato, who 
postulated that you cannot really learn philosophy without a dialogical approach of 
open questions, answers, and explanations – we believe that the same goes for the 
learning of musical interpretation. And such a way was what the response guided 
workshops on musical interpretation gave us.7 

Finally, regarding the lack of venues for truly dialogical collaborative learning laboratories, I 
believe Hansson (2005) correctly observes that such might not have been in the interest of 
the leading professors (philosophers in his example as well as the one from Costello [1956]), 
as they were “preoccupied with convincing the students of their own views” (89), and that 
“[t]he general picture of a successful philosopher was (and arguably to some extent still is) a 
philosopher who creates a ‘school’ of followers who remain faithful to his teachings” (89). 
Consequently, the long-term vision I argue for is to increase the understanding of how 
higher music education could actively and consciously–through looking backwards, 
sideways, and forwards–be shaped to allow and support the development of rebellious 
apprentices. However, at the bottom of the discussion is the topic that I have not explicitly 
touched upon, namely about which qualities and practices are considered good, why, and 
how that affects music regarding aesthetical, educational, and professional aspects (Leech-
Wilkinson 2021; Westerlund and Gaunt 2021). Leech-Wilkingson (2021) believes that if 
thinking and acting within WCM were informed by a different conceptualisation of what is 

                                                

7 Adopted or transposed version of Costello 1956, 76–77. Gould’s statement cited and 
adapted from Angilette 1992, 190. In the narrative, the personal pronoun “she” is 
consequently used (see argument in Author 2020c). 
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considered good (or perhaps not entirely bad), it would suffice to “change the State from 
one that is fundamentally oppressive into one that is fundamentally permissive” (167). 

Lastly, I encourage you, dear reader, to explore how the futures of higher music 
education can be co-constructed together with fellow researchers, teachers, students, and 
other colleagues. My activism, if any, is done, and you must find your own way. P.S. This is 
not yet another more or less naïve success story told from the perspective of the happy 
action researcher reporting his findings (see Strand 2009). Instead, I believe it is a 
profoundly tragic description of one example of the consequences of the current ideology of 
WCM. Hopefully, higher education of WCM ran rise to the occasion without resorting to 
behaving like an institutional Phoenix, burning down the old and forgetting about its 
heritage, but instead remembering and having learned its lessons, consciously bringing the 
past and present into the future. 
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INTERV I EW GUIDES

first movement



Intervjuguide

Intervjuguiden till den halvstrukturerade kvalitativa intervjun om-
fattar följande övergripande frågeområden:

• Vad generell interpretation och generell intepretationsförmåga
är

• Utveckling av generell interpretationsförmåga

Generell introduktion:

Jag är intresserad av dina svar som representant för den
västerländska konstmusikaliska traditionen. Med be-
greppen interpretationsprocess och interpretationsför-
måga avses allmänna sådana – det vill säga inte sådana
som gäller speci�ka stycken – där utgångspunkten är
notbilden.

Intervjuguiden skiljer sig något åt för lärare respektive studerande
enligt nedan.

Lärare

• Vad interpretation och generell interpretationsförmåga är
�. Vad interpretation är

a) Vad är interpretation för dig?
i. Finns det någon gräns mellan interpretation

och framförande?
ii. Rymmer en interpretation både teoretiska och

praktiska delar?
iii. Kan en interpretation vara enbart teoretisk?
iv. Hur ser du på relationen mellan teknik och in-

terpretation?
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v. Kan det inom ett ripand interpretatoriskt ramverk
vara att realisera �era enstaka speci�ka inter-
pretationer?

b) Vilka generella interpretationsr �nns?
c) Hur ser en typisk generell interpretationsprocess ut

för dig?
i. ar interpretationsprocessen?

ii. Vilka (inspirations)källor använder du dig av?
�. Syn på interpretens domän

a) Vad anser du vara interpretens uppgi�?
i. Vad anser du vara viktigast som interpret?

ii. Hur ser du på interpretens domän, i betydelsen
vederbörandes friheter och skyldigheter?

iii. Hur ser du på relationen verk–kompositör–interpret–mot-
tagare?

iv. Uppfattar du att interpreten har någon skyldighet
gentemot kompositör respektive verk?

v. Var anser du att musikverket �nns?
vi. Uppfattar du att interpreten har någon skyldighet

gentemot sig själv (exempelvis gällande auten-
ticitet)?

vii. Uppfattar du att det �nns någon gräns mellan
interpretation och (om)komposition?

viii. Hur skulle du beskriva ditt förhållningssätt till
interpretens uppgi� i relation till de tre begrep-
pen omskapare, medskapare respektive återska-
pare?

�. Vad som utmärker en god interpret och interpretation
a) Vad tycker du utmärker en god interpret?

i. Vilka interpretationsförmågor har vederbörande
(i egenskap av god interpret)?
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ii. Har du någon favoritinterpret?
b) Vad tycker du utmärker en god interpretation?

i. Har du någon favoritinterpretation?
�. Skillnader mellan perspektivet som musiker respektive

lärare
a) Ser du utifrån berörda ämnesområden (vad inter-

pretation är, synen på interpretens domän, vad som
utmärker en god interpret och interpretation) några
skillnader ur perspektivet som musiker respektive
lärare?

• Utveckling av generell interpretationsförmåga: lärarperspektiv
�. Vad det innebär att möjliggöra för studenten att utveckla

sin generella interpretationsförmåga
a) Vad innebär det för dig att studenten skall (kunna)

utveckla sin generella interpretationsförmåga?
b) Vad anser du (vara roll/att roll för att göra det

möjligt för studenten att utveckla sin generella in-
terpretationsförmåga?

�. Hur läraren agerar
a) Hur arbetar du med studerande för att möjliggöra

för dem att utveckla sina generella interpretations-
förmågor?

i. Kan du så detaljerat som möjligt beskriva en
situation där du uppfattade att den studerande
utvecklade sin generella interpretationsförmåga?

ii. Vilka undervisningsinnehåll väljer du för att
göra det möjligt för studenten att utveckla sin
generella interpretationsförmåga?

iii. Vilka metoder använder du för att göra det
möjligt för studenten att utveckla sin generella
interpretationsförmåga?

496



iv. Kan du detaljerat som beskriva hur du arbetar
med isning i din undervisning?

b) Hur utvärderar du studentens generella interpreta-
tionsförmåga?

i. Hur utvärderar du studentens utveckling av sin
generella interpretationsförmåga?

ii. Hur kommunicerar du dina bedömningar till
vederbörande?

c) Hur utvärderar du din roll (eller betydelse) som
lärare när du bedömer studentens utveckling av sin
generella interpretationsförmåga?

d) Hur viktigt anser du det vara att studenten utvecklar
sin interpretationsförmåga?

• Avslutning
�. Avslutningsfråga

a) önskar du mot bakgrund av de övergripande områ-
den som vi berört (vad interpretation och interpre-
tationsförmåga är, utveckling av interpretationsför-
måga) tillägga något?

b) Jag har inga �er fragor. Har du nagot mer att ta upp
eller fraga om innan vi avslutar intervjun?

• Lärare (engelsk): Ej uppdaterad!

• What interpretation and general interpretation skill is (Vad
interpretation och generell interpretationsförmåga är)

�. What interpretation is (Vad interpretation är)
a) What is interpretation for you? (Vad är interpreta-

tion för dig?)
i. How do you view the terms interpretation, gestalt-

ning and föredrag? (Hur ser du på begreppen
interpretation, gestaltning och föredrag?)
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ii. Is there any boundry between interpretation
and performance? (Finns det någon gräns mel-
lan interpretation och framförande?)

iii. Does a interpretation contain both theoretical
and practical parts? (Rymmer en interpretation
både teoretiska och praktiska delar?)

iv. Can a interpretation be only theoretical? (Kan
en interpretation vara enbart teoretisk?)

v. How do you view the relation between tech-
nique and interpretation? (Hur ser du på rela-
tionen mellan teknik och interpretation?)

b) Which general interpretative skills exists? (Vilka
generella interpretationsr �nns?)

c) How do a typical general interpretative process VERB
for you? (Hur ser en typisk generell interpretation-
sprocess ut för dig?)

i. When does the interpretative process start? ( ar
interpretationsprocessen?)

ii. Which sources of inspiration do you use? (Vilka
(inspirations)källor använder du dig av?)

�. View on the interprets domain (Syn på interpretens domän)
a) What do you consider to be the interpreter’s task?

(Vad anser du vara interpretens uppgi�?)
i. What do you consider the most important as a

interpreter? (Vad anser du vara viktigast som
interpret?)

ii. How do you view the interpreter’s domain, with
regard to the interpreter’s freedom and obliga-
tions? (Hur ser du på interpretens domän, i bety-
delsen vederbörandes friheter och skyldigheter?)
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iii. How do you view the relation work–composer–in-
terpreter–audience? (Hur ser du på relationen
verk–kompositör–interpret–mottagare?)

iv. Do you think that the interpreter has any obli-
gations against composer RESPEKTIVE work?
(Uppfattar du att interpreten har någon skyldighet
gentemot kompositör respektive verk?)

v. Where do you ANSE that the musical work is?
(Var anser du att musikverket �nns?)

vi. Do you think that the interpreter has any obli-
gations GENTEMOT one self (for example re-
garding authenticity)? (Uppfattar du att inter-
preten har någon skyldighet gentemot sig själv
(exempelvis gällande autenticitet)?)

vii. Do you think that there exists a line between
interpretation and (re)composition? (Uppfattar
du att det �nns någon gräns mellan interpreta-
tion och (om)komposition?)

viii. How would you describe your approach in re-
lation to the three terms PREPOSITIONcre-
ator, co-creator and recreator? (Hur skulle du
beskriva ditt förhållningssätt till interpretens
uppgi� i relation till de tre begreppen omska-
pare, medskapare respektive återskapare?)

�. What distinguishes a good interpreter and a good in-
terpretation (Vad som utmärker en god interpret och
interpretation)

a) What do you think distinguishes a good interpreter?
(Vad tycker du utmärker en god interpret?)

i. Which interpretative skills do VEDERBöRANDE
have (as being a good interpreter)? (Vilka inter-
pretationsförmågor har vederbörande (i egen-
skap av god interpret)?)
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ii. Do you have any favourite interpreter? (Har du
någon favoritinterpret?)

b) What do you think distinguishes a good interpre-
tation? (Vad tycker du utmärker en god interpreta-
tion?)

i. Do you have any favourite interpretation? (Har
du någon favoritinterpretation?)

�. Di�erences between the perspective as musician and
teacher (Skillnader mellan perspektivet som musiker
respektive lärare)

a) Do you, with regard to the subjects that we have
talked about (what interpretation is, the view on
the interpreter’s domain, what distinguishes a good
interpreter and interpretation) any di�erences from
the perspective as musician RESPEKTIVE teacher?
(Ser du utifrån berörda ämnesområden (vad inter-
pretation är, synen på interpretens domän, vad som
utmärker en god interpret och interpretation) några
skillnader ur perspektivet som musiker respektive
lärare?)

• Development of general interpretative skills: teacher perspec-
tive (Utveckling av generell interpretationsförmåga: lärarper-
spektiv)

�. What does it INNEBäRA for the student to develop SIN
general interpretative skill? (Vad det innebär att möjlig-
göra för studenten att utveckla sin generella interpreta-
tionsförmåga)

a) What does it INNEBäR for you that the student shall
(be able to) develop SIN general interpretative skill?
(Vad innebär det för dig att studenten skall (kunna)
utveckla sin generella interpretationsförmåga?)

b) What does you consider to be the teachers role in
order to make it possible for the student to develop
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SIN general interpretative skill? (Vad anser du vara
lärarens roll för att göra det möjligt för studenten
att utveckla sin generella interpretationsförmåga?)

�. How the teacher acts (Hur läraren agerar)
a) How do you work with the students in order to

make it possible for them to develop their general
interpretative skill? (Hur arbetar du med studerande
för att möjliggöra för dem att utveckla sina generella
interpretationsförmågor?)

i. Could you as detailed as possible describe a
situation where you UPPFATTADE that the
student (could?) develop SIN general interpre-
tative skill? (Kan du så detaljerat som möjligt
beskriva en situation där du uppfattade att den
studerande (kunde?) utvecklade sin generella
interpretationsförmåga?)

ii. Which educational content do you use in or-
der to make it possible for the student to de-
velop SIN general interpretative skill? (Vilka
undervisningsinnehåll väljer du för att göra det
möjligt för studenten att utveckla sin generella
interpretationsförmåga?)

iii. Which methods do you use in order to make
it possible for the student to develop SIN gen-
eral interpretative skill? (Vilka metoder använ-
der du för att göra det möjligt för studenten att
utveckla sin generella interpretationsförmåga?)

b) How do you evaluate students general interpreta-
tive skill? (Hur utvärderar du studentens generella
interpretationsförmåga?)

i. How do you evaluate students’ development of
their general interpretative skill? (Hur utvärderar
du studentens utveckling av sin generella inter-
pretationsförmåga?)
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ii. How do you communicate your evaluations to
VEDERBöRANDE? (Hur kommunicerar du
dina bedömningar till vederbörande?)

c) How do you evaluate you role/BETYDELSE as teacher
when you evaluate students’ development of their
general interpretative skill? (Hur utvärderar du din
roll/betydelse som lärare när du bedömer studen-
tens utveckling av sin generella interpretationsför-
måga?)

d) How important do you think that it is that the stu-
dent develops SIN interpretative skill? (Hur viktigt
anser du det vara att studenten utvecklar sin inter-
pretationsförmåga?)

• Ending (Avslutning)
�. End question (Avslutningsfråga)

a) Do you, with thought on, what we have talked about
(what interpretation and interpretative skill are, de-
velopment of interpretative skill), wish to add some-
thing? (önskar du mot bakgrund av de övergripande
områden som vi berört (vad interpretation och in-
terpretationsförmåga är, utveckling av interpreta-
tionsförmåga) tillägga något?)

b) I have no further questiones. Do you have anything
that you would like to address or ask before vi end
this interview? (Jag har inga �er fragor. Har du nagot
mer att ta upp eller fraga om innan vi avslutar inter-
vjun?)
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Studerande

Intervjuguiden till den halvstrukturerade kvalitativa intervjun om-
fattar följande övergripande frågeområden:

• Vad interpretation och generell intepretationsförmåga är

• Utveckling av generell interpretationsförmåga

Generell introduktion:

Jag är intresserad av dina svar som representant för den
västerländska konstmusikaliska traditionen. Med be-
greppen interpretationsprocess och interpretationsför-
måga avses allmänna sådana – det vill säga inte sådana
som gäller speci�ka stycken – där utgångspunkten är
notbilden.

Intervjuguiden skiljer sig något åt för lärare respektive studerande
enligt nedan.

• Vad interpretation och generell interpretationsförmåga är
�. Vad interpretation är

a) Vad är interpretation för dig?
i. Finns det någon gräns mellan interpretation

och framförande?
ii. Rymmer en interpretation både teoretiska och

praktiska delar?
iii. Kan en interpretation vara enbart teoretisk?
iv. Hur ser du på relationen mellan teknik och in-

terpretation?
v. Kan det inom ett ripand interpretatoriskt ramverk

vara att realisera �era enstaka speci�ka inter-
pretationer?

b) Vilka generella interpretationsr �nns?
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c) Hur ser en typisk generell interpretationsprocess ut
för dig?

i. ar interpretationsprocessen?
ii. Vilka (inspirations)källor använder du dig av?

�. Syn på interpretens domän
a) Vad anser du vara interpretens uppgi�?

i. Vad anser du vara viktigast som interpret?
ii. Hur ser du på interpretens domän, i betydelsen

vederbörandes friheter och skyldigheter?
iii. Hur ser du på relationen verk–kompositör–interpret–mot-

tagare?
iv. Uppfattar du att interpreten har någon skyldighet

gentemot kompositör respektive verk?
v. Var anser du att musikverket �nns?

vi. Uppfattar du att interpreten har någon skyldighet
gentemot sig själv (exempelvis gällande auten-
ticitet)?

vii. Uppfattar du att det �nns någon gräns mellan
interpretation och (om)komposition?

viii. Hur skulle du beskriva ditt förhållningssätt till
interpretens uppgi� i relation till de tre begrep-
pen omskapare, medskapare respektive återska-
pare?

�. Vad som utmärker en god interpret och interpretation
a) Vad tycker du utmärker en god interpret?

i. Vilka interpretationsförmågor har vederbörande
(i egenskap av god interpret)?

ii. Har du någon favoritinterpret?
b) Vad tycker du utmärker en god interpretation?

i. Har du någon favoritinterpretation?
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• Utveckling av generell interpretationsförmåga: studerandeper-
spektiv

�. Vad det innebär för studenten att kunna utveckla sin
generella interpretationsförmåga

a) Vad innebär det för dig att du skall (kunna) utveckla
din generella interpretationsförmåga?

b) Vad anser du (vara roll/att roll för att göra det
möjligt för dig att (kunna) utveckla din generella
interpretationsförmåga?

�. Hur läraren agerar
a) Hur arbetar du och din nuvarande lärare med att

utveckla din generella interpretationsförmåga?
i. Kan du så detaljerat som möjligt beskriva en sit-

uation där du (har kunnat) utvecklat din generella
interpretationsförmåga?

ii. Vilka undervisningsinnehåll används för att
göra det möjligt för dig att utveckla din generella
interpretationsförmåga?

iii. Vilka metoder använder används för att göra
det möjligt för dig att utveckla din generella
interpretationsförmåga?

iv. Kan du detaljerat som beskriva hur din och
du arbetar med isning i undervisningen?

b) Hur utvärderas din generella interpretationsförmåga?
i. Hur utvärderas din utveckling av din generella

interpretationsförmåga?
ii. Hur kommuniceras utvärderingen av din generella

interpretationsförmåga till dig?
c) Hur utvärderas lärarens roll (eller betydelse) vid

bedömningen av din utveckling av din generella
interpretationsförmåga?
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d) Hur viktigt anser du det vara att du utvecklar din
generella interpretationsförmåga?

e) Hur viktigt anser du det vara att pianoundervisnin-
gen gör det möjligt för dig att utveckla din generella
interpretationsförmåga?

• Avslutning
�. Avslutningsfråga

a) önskar du mot bakgrund av de övergripande områ-
den som vi berört (vad interpretation och interpre-
tationsförmåga är, utveckling av interpretationsför-
måga) tillägga något?

b) Jag har inga �er fragor. Har du nagot mer att ta upp
eller fraga om innan vi avslutar intervjun?

Generella följdfrågor:

• Vad menar du när du säger X?

• Vad betyder begreppet X för dig?

• Förstår jag dig rätt att du när du säger X menar Y?

• Kan du utveckla ditt resonemang gällande X?

• Har din inställning till X förändrats över tiden?
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Intervjuguide �

Intervjuguiden till den halvstrukturerade kvalitativa intervjun om-
fattar följande övergripande frågeområden:

• Vad musikalisk interpretation är

• Din utveckling av musikalisk interpretation under dina studier
för mästarläraren

• Utveckling av musikalisk interpretation(sförmåga) inom ra-
men för en mästarkurs

• Relationen mellan din och mästarens undervisning (med fokus
på musikalisk interpretation)

Generell introduktion:

Jag är intresserad av dina svar som representant för den
västerländska konstmusikaliska traditionen. Med be-
greppet musikalisk interpretation, interpretationspro-
cess och interpretationsförmåga avses allmänna sådana
– det vill säga inte sådana som gäller speci�ka stycken –
där utgångspunkten är notbilden. Jag vill betona att när
vi talar om relationen mellan din och mästarlärarens
undervisning så är jag intresserad av din uppfattning av
likheter och skillnader, inte av värdeomdömen.

Områden – intervjufrågor:

�. Vad musikalisk interpretation är
a) Vad är musikalisk interpretation för dig?
b) Hur har du hitintills lärt dig det du kan om musikalisk

interpretation? (Gå tillbaka till tidigare intervju.)

�. Hur utvecklades din förmåga till musikalisk interpretation
under under dina studier för mästarläraren?
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�. Hur du uppfattade mästarens undervisning i relation till (jäm-
fört med) din

a) Hur uppfattade du mästarens undervisning i relation till
(jämfört med) din?

b) ... med fokus på interpretation?
c) Skillnad mot lärande inom enskild undervisning (med

fokus på interpretation)?
d) Förändringar över tiden, exempelvis jämfört med hur du

kommer ihåg det och vad du tycker dig ha sett senare?

�. Studenternas deltagande i mästarkursen:
a) Vilket lärande av musikalisk interpretation tänker du är

möjligt inom ramen för en mästarkurs?
b) Varför tror du att studenterna valde att delta i mästarkursen?
c) Vilka tidigare erfarenheter har du av att låta studenter

delta i mästarkurser?
d) Hur förberedde du studenterna inför mästarkursen?
e) Vilka förväntningar hade du och dem inför mästarkursen?
f) Hur uppfattar du skillnaden mellan att vara aktiv respek-

tive passiv deltagare för studenterna, d.v.s. vad kan de
lära sig av att vara passiva deltagare?

g) Vad bär du med dig – positivt respektive negativt – från
dina studenters deltagande i kursen?

h) Hur kan du framöver konkret hjälpa studenterna att nyt-
tja det de har lärt sig under kursen (gällande interpreta-
tion)?

�. Avslutningsfrågor
a) Önskar du mot bakgrund av de övergripande områden

som vi berört (vad musikalisk interpretation är, utveck-
ling av musikalisk interpretation(sförmåga) inom ramen
för en mästarkurs, samt relationen mellan din och mäs-
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tarlärarens undervisning [med fokus på musikalisk in-
terpretation]) tillägga något?

b) Jag har inga �er frågor. Har du något mer att ta upp eller
fråga om innan vi avslutar intervjun?

Generella följdfrågor:

• Vad menar du när du säger X?

• Vad betyder begreppet X för dig?

• Förstår jag dig rätt att du när du säger X menar Y?

• Kan du utveckla ditt resonemang gällande X?

• Har din inställning till X förändrats över tiden?
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Intervjuguide �b

Intervjuguiden till den halvstrukturerade kvalitativa intervjun om-
fattar följande övergripande frågeområden:

• Vad musikalisk interpretation är

• Utveckling av musikalisk interpretation(sförmåga) inom ra-
men för en mästarkurs

• Relationen mellan mästarens och lärarens undervisning (med
fokus på musikalisk interpretation)

Generell introduktion:

Jag är intresserad av dina svar som representant för den
västerländska konstmusikaliska traditionen. Med be-
greppet musikalisk interpretation, interpretationspro-
cess och interpretationsförmåga avses allmänna sådana
– det vill säga inte sådana som gäller speci�ka stycken
– där utgångspunkten är notbilden. Jag vill betona att
när vi talar om relationen mellan mästarlärarens och
lärarens undervisning så är jag intresserad av din uppfat-
tning av likheter och skillnader, inte av värdeomdömen.

Områden – intervjufrågor:

�. Vad musikalisk interpretation är
a) Vad är musikalisk interpretation för dig?
b) Hur har du hitintills lärt dig det du kan om musikalisk

interpretation? (Om studenten deltagit i tidigare inter-
vju, referera tillbaka till den. Gå också igenom anteck-
ningarna från lektionerna.)

�. Hur din förmåga till musikalisk interpretation utvecklades
under under mästarkursen

a) Varför valde du att delta i mästarkursen?
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b) Vilka tidigare erfarenheter har du av mästarkurser?
c) Hur förberedde du dig inför mästarkursen?
d) Vilka förväntningar hade du?
e) Kan du beskriva ett tillfälle under kursen när du blev

uppmärksam på att utveckling av din musikaliska inter-
pretation var möjlig?

i. Vad gjorde (kan vara ganska brett) mästarläraren?
ii. Hur gjorde mästarläraren?

iii. Varför tror du mästarläraren gjorde som den gjorde?
iv. Hur uppfattade du det?
v. Vad gjorde du som �ck mästarlärarens handlande

(input) att bidra till ditt lärande?
f) Hur uppfattar du skillnaden mellan att vara aktiv respek-

tive passiv deltagare, d.v.s. vad lärde du dig av att vara
passiv deltagare?

g) Vad bär du med dig – positivt respektive negativt – från
kursen?

h) Hur kan du framöver konkret nyttja det du har lärt dig
under kursen (gällande interpretation)?

i) På vilket vis tror du att det du har lärt dig kommer ly�as
upp i din vanliga pianoundervisning (med läraren)?

�. Hur du uppfattade mästarens undervisning i relation till (jäm-
fört med) lärarens

a) Hur uppfattade du mästarens undervisning i relation till
(jämfört med) lärarens?

b) ... med fokus på interpretation?
c) Skillnad mot lärande inom enskild undervisning (med

fokus på interpretation)?

�. Avslutningsfrågor
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a) Önskar du mot bakgrund av de övergripande områden
som vi berört (vad musikalisk interpretation är, utveck-
ling av musikalisk interpretation(sförmåga) inom ramen
för en mästarkurs, samt relationen mellan mästarens och
lärarens undervisning [med fokus på musikalisk inter-
pretation]) tillägga något?

b) Jag har inga �er frågor. Har du något mer att ta upp eller
fråga om innan vi avslutar intervjun?

Generella följdfrågor:

• Vad menar du när du säger X?

• Vad betyder begreppet X för dig?

• Förstår jag dig rätt att du när du säger X menar Y?

• Kan du utveckla ditt resonemang gällande X?

• Har din inställning till X förändrats över tiden?
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ONE -M INUTE PAPERS

third movement



Minutpapper efter tillfälle 1 (2019-10-11)
Skriv ner dina spontana tankar om de följande tre frågorna. Tiden kommer vara
ungefär en minut per fråga.

Gjorde du några insikter under dagens seminarium, om så vilka?

Hur upplevde du att ge respons?

Vilka är dina förväntningar på projektet?
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Minutpapper efter tillfälle 2 (2019-10-25)
Skriv ner dina spontana tankar om de följande tre frågorna. Tiden kommer vara
ungefär en minut per fråga.

Hur upplevde du förarbetet med att skicka ut material samt ge, få
och ta del av andras respons inför dagens seminarium?

Hur upplevde du dagens seminarium?

Gjorde du några insikter gällande musikalisk interpretation un-
der dagens seminarium, om så vilka?
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Minutpapper efter tillfälle 3 (2019-11-08)
Skriv ner dina spontana tankar om de följande tre frågorna. Tiden kommer vara
ungefär en minut per fråga.

Hur ser du på dina förutsättningar för att ge konstruktiv respons
i nuläget?

Hur upplevde du arbetet med att överföra texttriangeln till om-
rådet musikalisk interpretation?

Gjorde du några insikter gällande musikalisk interpretation un-
der dagens seminarium, om så vilka?
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Minutpapper efter tillfälle 4 (2019-11-22)
Skriv ner dina spontana tankar om de följande tre frågorna. Tiden kommer vara
ungefär en minut per fråga.

Hur ser du på dina förutsättningar för att i nuläget förbereda och
ge konstruktiv skriftlig respons?

Hur uppfattar du lyssnandets betydelse för din utveckling av mu-
sikalisk interpretation?

Hur tänker du om projektets upplägg?
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Minutpapper efter tillfälle 5 (2019-12-12)
Först och främst ett stort tack för ditt deltagande. Utan din medverkan hade det
inte blivit någon studie! Så här mot slutet önskar jag att du tänker tillbaka på
projektet som helhet när du besvarar frågorna nedan och på baksidan.

Vad har det krävts från dig för att kunna ge, få och ta del av and-
ras respons?

Vad har det gett dig att ge, få och ta del av andras respons?

Hur ser du på din egen insats under seminarierna?
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Vad har seminarierna gett dig?

Anser du att någonting från projektet skulle kunna komplettera
nuvarande undervisningsupplägg inom den konstnärliga kandi-
datutbildning som du går? Om så, på vilket sätt och vad tänker
du att det skulle kunna bidra med?

Övriga kommentarer
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L ET TERS OF INFORMAT ION

first movement



Carl Holmgren
carl.holmgren@ltu.se
Luleå tekniska universitet

20 februari 2019

Till deltangande i delstudie 1 inom Pianostuderandes utveckling av
interpretationsförmåga inom enskild undervisning på musikhögskolenivå

Jag är tacksam för att du valt att delta som informant i denna delstudie. Delstudie 1
är en intervjuundersökning av studerandes och lärares uppfattningar inom ämnes-
områdena (1) interpretation och (2) utveckling av interpretationsförmågor. I studien
deltar studerande och lärare vid musikutbildningar på högskolenivå. Avsikten är att
undersökningens resultat skall publiceras i fackvetenskaplig tidskrift, och ingå i min
planerade avhandling inom ämnet musikpedagogik vid Musikhögskolan i Piteå.

Intervjun, som spelas in, kommer vara ungefär en timme lång. Informationen kommer
behandlas konfidentiellt – vilket innebär att din identitet inte kommer framgå –, och i
enlighet med forskningsetik endast användas till forskningsändamål. Din institution
kommer beskrivas ungefär på följande vis:

...

Deltagande i delstudien är frivilligt och kan fram till dess slutmanus är insänt för pub-
licering när som helst dras tillbaka. Intervjun kommer transkriberas och därefter ana-
lyseras. Transkriptionen kommer sändas till dig för genomläsning för att säkerställa
dess riktighet. I det fall du önskar är det möjligt att ta del av intervjuinspelningen. Un-
der studiens slutskede kommer du även ha möjlighet att läsa igenom och kommentera
dina utsagor i de avsnitt där de förekommer.

Om du har några frågor gällande delstudie 1 eller mitt avhandlingsarbete är du väl-
kommen att kontakta mig eller min handledare, enligt bifogad kontaktinformation.

Återigen är jag mycket tacksam för att du vill vara med som informant i denna under-
sökning, och jag ser fram emot att träffa dig vid intervjutillfället.

Med vänliga hälsningar,

Carl Holmgren,
doktorand i musikpedagogik
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second movement



Carl Holmgren
carl.holmgren@ltu.se
Luleå tekniska universitet

16 juni 2017

Till deltangande i delstudie 2 inom Pianostuderandes lärande av interpretation inom
enskild undervisning på musikhögskolenivå

Jag är tacksam för att du valt att delta i denna studie. Huvudsakligt fokus för under-
sökningen är (1) musikalisk interpretation och (2) lärande av musikalisk interpreta-
tion. I studien deltar en mästarlärare, en lärare, samt två studerande. Avsikten är att
undersökningens resultat skall publiceras i fackvetenskaplig tidskrift, och ingå i min
planerade avhandling inom ämnet musikpedagogik vid Musikhögskolan i Piteå.

Mästarens lektioner med två olika studenter kommer att spelas in på video. En av
respektive students lektioner kommer sedan utgöra grund för stimulated recall med
mästaren, läraren, samt respektive student. Även stimulated recall-tillfällena kommer
dokumenteras. Informationen kommer behandlas konfidentiellt, och i enlighet med
forskningsetik endast användas till forskningsändamål.

Deltagande i studien är frivilligt och kan fram till dess slutmanus är insänt för publi-
cering när som helst dras tillbaka. Inspelningarna av stimulated recall-tillfällena och
delar av de videodokumenterade lektionerna kommer transkriberas och analyseras.
Transkriptionen kommer därefter sändas till dig för genomläsning för att säkerställa
dess riktighet.

Om du har några frågor gällande studien eller mitt avhandlingsarbete är du välkom-
men att kontakta mig eller min handledare, enligt bifogad kontaktinformation.

Återigen är jag mycket tacksam för att du vill delta i denna undersökning, och jag ser
fram emot att träffa dig under genomförandet.

Med vänliga hälsningar,

Carl Holmgren,
doktorand i musikpedagogik
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Carl Holmgren
carl.holmgren@ltu.se
Luleå tekniska universitet

5 september 2017

Till deltangande i delstudie 2b inom Pianostuderandes lärande av interpretation inom
enskild undervisning på musikhögskolenivå

Jag är tacksam för att du valt att delta i denna studie. Huvudsakligt fokus för undersök-
ningen är (1) musikalisk interpretation och (2) lärande av musikalisk interpretation.
Avsikten är att undersökningens resultat skall publiceras i fackvetenskaplig tidskrift,
och ingå i min planerade avhandling inom ämnet musikpedagogik vid Musikhögsko-
lan i Piteå.

Intervjun, som spelas in, kommer vara ungefär en timme lång. Informationen kom-
mer behandlas konfidentiellt, och i enlighet med forskningsetik endast användas till
forskningsändamål. Inspelningen av intervjun kommer transkriberas och analyseras.
Transkriptionen kommer därefter sändas till dig för genomläsning för att säkerställa
dess riktighet.

Deltagande i studien är frivilligt och kan fram till dess slutmanus är insänt för publi-
cering när som helst dras tillbaka.

Om du har några frågor gällande studien eller mitt avhandlingsarbete är du välkom-
men att kontakta mig eller min handledare, enligt bifogad kontaktinformation.

Återigen är jag mycket tacksam för att du vill delta i denna undersökning, och jag ser
fram emot att träffa dig under genomförandet.

Med vänliga hälsningar,

Carl Holmgren,
doktorand i musikpedagogik
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third movement



Carl Holmgren
carl.holmgren@ltu.se
Luleå tekniska universitet

6 november 2019

Till deltagande i delstudie 3

Jag är tacksam för att du har valt att delta i denna studie. Huvudsakligt fokus för un-
dersökningen är utveckling av undervisning och lärande inom området musikalisk
interpretation. Avsikten är att undersökningens resultat skall publiceras i fackveten-
skaplig tidskrift samt ingå i min avhandling inom ämnet musikpedagogik vid Musik-
högskolan i Piteå.

Det material som kommer att samlas in består av (1) utskickat material inför respons-
seminarierna omfattande inspelning, scannade noter, instruktioner samt deltagarre-
spons; (2) video- och ljudinspelningar av seminarierna (med undantag för introduk-
tionstillfället); (3) minutpapper ifyllda under seminarierna; samt (4) forskarens fältno-
tiser och reflektionsanteckningar.

Informationen kommer att behandlas konfidentiellt, och i enlighet med forskningsetik
endast användas till forskningsändamål. Delar av materialet kommer att transkribe-
ras. Du kommer att få ta del av transkriptioner av de avsnitt där du medverkar för
att säkerställa deras riktighet. Dessa transkriptioner kommer att ingå i det samlade
material som därefter analyseras.

Deltagande i studien är frivilligt och kan fram till dess slutmanus är insänt för publi-
cering när som helst dras tillbaka.

Om du har några frågor gällande studien eller mitt avhandlingsarbete är du välkom-
men att kontakta mig eller min huvudhandledare Cecilia Ferm Almqvist.

Återigen är jag mycket tacksam för att du vill delta i denna undersökning, och jag ser
fram emot att träffa både dig och gruppen som helhet under genomförandet.

Med vänliga hälsningar,

Carl Holmgren,
doktorand i musikpedagogik
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ANALYS I S MODEL IN F IR ST MOVEMENT



Förförståelse student

Självkänsla
(som musiker)

(Upplevd) inter-
pretativ frihet

Grad av utforskande
förhållningssätt

Lärandesituation
Aktivt ställ-
ningstagande

Beroende av
externt facit

Förförståelse lärare

Studentens för-
hållningssätt

Studentens inter-
pretativa frihet

Studentens
musikerskap

Figur 1: Modell 2017-04-21 (rosa = förförståelse, cyan = upplevelse, grönt = lärandesituation,
magenta = utfall
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MODEL S IN THE TH IRD MOVEMENT

the text triangle applied to musical interpretation

�e text triangle is reprinted from Olga Dysthe et al., Skriva för att
lära: Skrivande i högre utbildning [Writing to Learn: Writing within
Higher Education] [Swed. trans. of Skrive for å lære], translated by
Sten Andersson (2nd edn., Lund: Studentlitteratur, 2011), isbn: 978-
91-44-06916-6, p. 41 with permission from Studentlitteratur and
Abtrakt Forlag.

For a description of the text triangle, see Carl Bereiter, ‘Devel-
opment in Writing’, in Lee W. Gregg and Erwin R. Steinberg
(eds.), Cognitive Processes in Writing (Hillsdale: Lawrence Erlbaum,
1980), chap. 4, pp. 73–93, isbn: 0-89859-032-9; Dysthe et al., Skriva
för att lära [Writing to Learn]; George Jr. Hillocks, ‘Synthesis of
Research on Teaching Writing’, Educational Leadership, 44/8 (May
1987), pp. 71–82.



Framförandesituation:
konstvärld, avsikt (interpretativt koncept och paradigm), instrument, 

publik, lokal, konventioner (genre, epok, tonsättare och verktyp) 
samt inspirationskällor

Musikaliskt och emotionellt

Musikalisk och emotionell

Frasering: fraser och perioder

Artikulation, dynamiska och

agogiska betoningar, klang

Utförande av enstaka toner, pauser
och korta passager

Fermater, andning och övergångar

Konventioner på detaljplanet

Inspirationskällor
och citat

Musikalisk interpretation version 2019-12-11
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Performance situation:
art world, intention (interpretative concept and paradigm), 

instrument, audience, performance venue, conventions (genre, era 
and style, composer, and type of work) and sources of inspiration

Musical and emotional 
content

Musical and emotional structure

Phrasing: phrases and periods

Articulation, dynamic and

agogic accents, timbre (voicing)

Performance of single notes, 
pauses, and short passages

Fermata, breathing, and transitions

Conventions on a detailed level

Sources of 
inspiration and 

quotations

Musical interpretation version 2019-11-26
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Writing situation (aim, receiver)

Text triangle

Content
Structure

Sentences

Choice of words

Spellcheck

Punctuation

Formalities regarding the 

handling of references

Global (higher) level
structural

Local (lower) level
structural

Joining together

Description:

1. Original model ("text 
triangle") in black lines 
and black text, concerns 
response on and aspects 
of writing of texts.

2. Text text in non-italic is 
my suggestion for an 
application of the text 
triangle to the realm of 
musical interpretation.

3. The text in italics is my 
translation of the terms in 
the original model ("text 
triangle").
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hermeneutical circles of musical interpretation
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argumentative strategies

�e seven-stage model for argumentative strategies in talking about
musical interpretation of Western classical music was based on the
seven-stage competency model (favouritism, authority, taste relativ-
ism, subjectivism, conventionality, aesthetic judgment, and aesthetic
discourse) proposed in Rolle, ‘Argumentation Skills in the Music
Classroom’ and Rolle, Knörzer, and Stark, ‘Music-related Aes-
thetic Argumentation’.
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Session Filename Time Preliminary	transcription
Tillfälle Filnamn Tidpunkt Preliminär	transkription
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1848 S1:	Ja,	precis	att	den	som	landar	på	det	tredje	slaget
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1852 CH:	Och	vad	är	taktarten	i	det	här	stycket?
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1861 S1:	A,	just	det,	så	det	blir	på	andra	slaget	då,	det	hade	jag	inte	

reflekterat	över
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1870 CH:	Om	vi	reflekterar	nu,	vad	är	skillnaden	mellan	om	det	är	noterat	i	

fyr-fyra	eller	alla	breve?
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1884 S2:	Det	känns	som	att	varje	åttonndel	får	midnre	betydelse	nu,	hade	

det	varit	fyra	slag	hade	de	fått	större	betydelse
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1901 S3:	Det	att	det	står	alla	breve	ger	mer	frihet	också,	eftersom	det	är	

längre	mellan	slagen,	sjunger,	du	kan	dra	och	släppa	lite	eftersom	det	
är,	när	man	vet	att	det	är	alla	breve	så	tänker	man	ju	liksom

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1932 S2:	brett,	ja,	jag	tänkte	det	nog	för	smått	helt	enkelt,	för	att,	ja,	eh,	
hålla	så	jämt	tempo	som	möjligt	men	ja,	det	kanske,	efter	ett	tag	får	
man	kannske	sätta	det	vid	sidan	och	våga	ta	större	svep,	på	två	
betoningar,	precis

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1964 CH:	precis,	det	jag	hör	S3	ta	upp	här	är	att	så	länge	man	håller	de	två	
pulsslagen	på	plats	så	kan	man	ha	större	frihet	mellann	dem,	och	att	
man	då	automatiskt	kan	få	ett	längre	flöde,	och	ja	jag	vet	itne,

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 1988 S2:	jag	hade	klart,	kanske,	den	omvända	tanken	att,	för	att	först	
försöka	få	det	så	jämnt	som	möjligt	ha	fler	pulsslag	och	sedan	skala	
ner,	men,	på	inspelningen	hade	jag	inte	gjort	den	nedskalningen

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2015 CH:	just	det,	det	du	säger	om	att	ha	det	indelat	i	mindre	notvärden	när	
man	övar	är	nog	inte	fel	för	att	hålla	ett	stadigt	tempo	när	man	övar	
men	sedan

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2028 S2:	nejmen	men	sedan	när	man	skall	göra	sin	tolkning	så	blir	det	liksom	
ett	motarbetet	att	ha	det	som	jag	liksom	hade	i	tanken,	nejmen,	det	
var	väl	det	som	var	i	fokus	just,	kanske	som	övninng,	kanske	för	att	jag	
tidigare	har	fått	vissa	kommentarer	om	att	ha	haft	dålig	puls	och	tagit	
allt	för	stor	frihet	så	tog	jag	istället	väldigt	strikt	den	här	gången

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2069 S3:	Det	finns	några	ställen	där	du	tar	väldigt	stor	frihet	men	att	du	
måste	liksom	hålla	emot	för	du	kan	inte	göra	den	friheten	för	det	är	
jämna	sextondelar	i	basen,	som	du	kommenterade	S1,

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2092 S1:	ja,	precis,	det	blir	som	att	det	är	en	sextondel	efter	vad	som	står

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2105 S3:	men	i	alla	fall	att	du	övar	utan	den	friheten	först,	som	det	skall	
vara,	och	därefter	kan	du	som	ta	dig	den	friheten	inom	den	pulsen

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2117 CH:	när	man	talar	här	om	den	frihet	som	du	vill	kunna	ta	så	tror	jag	det	
relaterar	ganska	tydligt	till	det	sluttempo	som	du	tänker	att	du	vill	ha,	
så	det	tror	jag	skulle	vara	en	intressant	fråga	att	diskutera,	nu	skall	jag	
inte	egentligen	styra	vad	du	skall	prata	om	men	jag	tror	att	det	är	en	av	
nyckelsakerna	att	komma	fram	till	det,	eller	är	det	det	tempo	som	du	
hade	nu	som	du	vill	ha?

Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2145 S2:	något	snabbare
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2147 S3:	kan	du	spela	för	oss?
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2149 S2:	nej,	he
Tillfälle	3 Tillfalle_3_Seminarium_3_optimerad_for_stora_filer.mp4 2152 S3:	inte?
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ࠚ-

NJO JOUFSQSFUBUJPO
NJ॒ UFNQFSBNFOU

IVS KBH ¤S
NJOB M¤SBSFT Q¥WFSLBO
OPUCJMEFSOB

P॑ USBEJUJPOFO
VOEFS ¶WOJOH
H¶S NBO TJO TLJTT
VUJGS¥O JOGPSNBUJPOFO

IVS NBO VQQMFWFS NVTJLFO
TQFMBS HBOTLB MJL WBSKF H¥OH USPS KBH
NBO TLVMMF L¤OOB JHFO

B॒ EFU WBS KBH TPN TQFMBEF

F 8 f

NJOESF HFOJFS TPN WJ
N¥TUF QS¶WB
B॒ J WBSKF GBMM ¶SI¥MMB PTT
UJMM FO OPUCJME
P॑ USBEJUJPOFO
EF TU¶STUB N¤TUBSOB
UFLOJL TPN ¤S IFMU USBOTDFOEFOUBM
EFSBT UPMLOJOHBS
LBO VQQO¥ FO EJNFOTJPO
WJ BOESB ۗ NJOESF HFOJFSOB ۗ BMESJH LBO
E¤S¶S W¤OEFS NBO TU¤OEJHU UJMMCBLB
UJMM EF HBNMB N¤TUBSOB
EFU 3J॑UFS LBO H¶SB
LBO KBH BMESJH ES¶NNB PN

(PVMET HFOJBMJUFU
FYUSFNU BSUJLVMFSBE
WBSKF TU¤NNB
OHFSUFLOJL BW FO BOOBO W¤SME
CFI¶WFS JOUF H¶NNB TJH CBLPN QFEBM
TPN WJ WBOMJHB E¶EMJHB N¥TUF

PN 3B॑NBOJOPW IBS TLSJWJU TJO FHFO LMBWFSLPOTFSU
T¥ IBO IBS S¤॒ B॒ H¶SB WBE IBO WJMM

EF TUPSB HFOJFSOB IBS FO EJNFOTJPO UJMM
TPN PN FO CJM IBS UJP W¤YMBS

ह

-ࠜ

JOUF BMMUJE LPNQPTJU¶SFSOB ¤S UZEMJHB
UPH NZॐFU ¶S HJWFU
#B॑ IBS W¤MEJHU G¥ JOTUSVLUJPOFS

E¤S¶S IBEF NBO OPH TU¶SSF GSJIFUFS
NFE .P[BSU )BEZO P॑ #FFUIPWFO
LPNNFS NFS P॑ NFS

LPOLSFUB JOTUSVLUJPOFS
"MCFOJ[ O¤TUBO

¶WFSMBTUBE BW JOGPSNBUJPO
PSPMJH ¶S B॒ JOUF QJBOJTUFSOB TLBMM ¶STU¥

F 8 f

JOUFSQSFUFOT VQQHJॏ
¶SNFEMB

LPNQPTJU¶SFOT JOUFOUJPOFS
EFU ¤S TW¥SU OPH
B॒ WBSB ¤SMJH
EFU TU¶S NJH
EPN TPN TU¤MMFS TJH GSBN¶S

#FFUIPWFO LPNNFS J TLZNVOEBO
H¶S TBLFS
¶ST¶LFS ¶WFSUPMLB

TUS¥MLBTUBSMKVTFU Q¥ TJH TK¤MW
TOBSBSF ¤O Q¥ EFU NBUFSJBM ۪
EFU LBO G¥ NJH B॒ N¥ JMMB JCMBOE
W¤MEJHU CSB QJBOJTUFS

TU¶S CJMEFO
TOBSBSF ¤O CMP॒M¤HHFS EFO

F 8 f

EFO TUPSB NVTJLFO
¶S NJH OOT EFU
HVEPNMJH LSBॏ J EFO
TPN KBH WJMM MBOEB J

JOUF J O¥HPOUJOH BOOBU

F 8 f

ਂ

-ࠛ

OPUFO
MFWBOEFHKPSE
BW LPNQPTJU¶SFO
NFO MJLW¤M E¶E
JOUFSQSFUBUJPO

JOUF CBSB B॒ TQFMB OPUFSOB
JOUF IFMMFS CBSB B॒ UPMLB EFU

HF MJW
NFE BMMU WBE EFU JOOFC¤S

P॑ EFU BOTWBSFU
UFLOJTLU P॑ LPOTUO¤SMJHU
KBH C¶S LMJOHB

QSBLUJTL QSPDFTT
N¥MFU

LPNQPTJU¶SFOT CJME
EFO LPOTUO¤SMJHB HFTUBMUOJOHFO

PN NBO TLVMMF CPSUTF
GS¥O JOUFSQSFUBUJPOFO

WBE OOT LWBS 
KBH VOESBS IVS PॏB
KBH T¤HFS PSEFU

JOUFSQSFUBUJPO
EFU ¤S OPH HBOTLB T¤MMBO

EFU LPOTUO¤SMJHB PNS¥EFUT TWBHIFU
UFSNJOPMPHJO P॑ BMMUJOH

W¤MEJHU VNNJHU
JOUF UJMM ¶SEFM ¶S PTT

F 8 f

LBOTLF M¥UFS TPN B॒ KBH ¤S K¤॒FTQ¤OOBOEF
NFO KBH ¤S HBOTLB US¥LJH
HBOTLB USBEJUJPOBMJTUJTL

KBH H¶S JOHB SJLUJHU HBMOB TBLFS
O¥HPO H¥OH J FO U¤WMJOH
PCMJHBUPSJTLU #B॑�QSFMVEJVN P॑ �GVHB
FO TFLUJPO J QSFMVEJFU E¤S IBO TLJQQBS DPOUJOVPU
HKPSEF TPN NBO BCTPMVU JOUF TLBMM
WBMEF B॒ TQFMB K¤॒FGSJ॒
TPN FO JNQSPWJTBUJPO

IFMU OFESBॐBE BW KVSZO
	EFU WBS FO TPN UZॐUF PN EFU


़

-ࠝ

FO UFYU
TPN KBH LBO H¶SB CFHSJQMJH
Q¥ F॒ JOTUSVNFOU
P॑ ¶SI¥MMB NJH UJMM
O¤S KBH HFS NJH JO
PUSPMJH NBTTB TBLFS
TPN KBH MJLTPN GPTUSBUT J
H¶S B॒ KBH UBS WJTTB
TU¤MMOJOHTUBHBOEFO
BMMU KBH IBS I¶SU
JOUF CBSB J EFO HFOSFO
BMM NJO GPTUSBO
BOW¤OEFS KBH UJMM
B॒ H¶SB NJO JOUFSQSFUBUJPO
KV NFS KBH M¤S NJH PN NVTJL
EFTUP C¤॒SF JOUFSQSFU CMJS KBH
JOUFSQSFUBUJPO
LOBQQBTU O¥HPOUJOH TPN NBO LBO LPOTUSVFSB
JOUF WBSB FO M¤SBSF
TPN T¤HFS
H¶S T¥ I¤S
¶ST¤LSB NJH PN B॒ TUVEFOUFO WFU WBS¶S
DFOUSBM GS¥HB
UB TU¤MMOJOH UJMM BMMU
JOHB HS¤OTFS ¶S IVS NFEWFUFO NBO LBO CMJ
FO WJTJPO PN B॒ NBO TLBMM LVOOB
IB FO ¥TJLU PN BMMU TPN NBO H¶S
FO NBTTB JOGPSNBUJPO
LS¤WT B॒ NBO CFTU¤NNFS TJH
¶S O¥HPOUJOH
LS¤WT B॒ NBO ¶WBS Q¥ EFU
TFEBO LBOTLF JOTF
EFU I¤S WBS JOUF T¥ MZॐBU
N¥TUF IB JOWFTUFSBU T¥ NZॐFU UJE
T¥ NBO LBO UB TU¤MMOJOH
JOUFSQSFUBUJPO ¶S NJH
¤S JOHFOUJOH
KBH QSPWBS TJ
KBH QSPWBS T¥
BMMU ¶S M¤॒WJOEJHU
W¤HB ¶S P॑ FNPU
VOEFS FO M¤OHSF UJE

हह

First stanza of each poetical condensation with the four teachers in the �rst
movement
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Teachers (Swedish original)

det korta svaret
att levandegöra en text

som jag kan göra begriplig
innanför dess ramar

på ett instrument
och förhålla mig till

med allt vad det innebär
och det ansvaret

min interpretation
temperament

hur jag är
lärares påverkan

all fostran
kunskaper

hantverksmässigt
insikt om stil
förståelse för kompositören

notbilderna
traditionen
allt jag har hört

kan inte interpretera
om du inte har en massa bakom dig

något att förmedla
ju mer jag lär mig

desto bättre blir jag
du måste skapa en värld

som du kan röra dig i

verk som inte har spelats in
oändligt mycket svårare
ingen vet

hur det skall låta

att kunna
att vilja

att någon
skall förstå vad man menar

på olika sätt

utan interpretation
kommunicerar du inte

kompositörens intentioner
det är svårt nog

att vara ärlig

Teachers (English translation)

the short answer
to make a text come to life

that I can make comprendable
within its limits

on a instrument
and relate to

with all that implies
and that responsibility

my interpretation
temperament

who I am
teachers’ influence

all education
knowledge

handicraft
stylistic insights
understanding of the composer

the scores
tradition
all that I have heard

can not interpret
without a lot behind you

something to mediate
the more I learn

the better I become
you have to create a world

that you can operate within

works that has not been recorded
indefinitely much more difficult
no one knows

how it should sound

to know
to want

somebody
to understand what you mean

in different ways

without interpretation
you do not communicated

the composer’s intentions
it is difficult enough

to be honest

Example of aggregated poetical condensations of teachers in the �rst move-
ment (page 1 of 8)
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DEVELOPMENT OF NARRAT IVE S

initial narratives ’ relation to empirical material



W
or

ks
ho

p 
1:

 m
in

ut
pa

pp
er

 
 Fr

ån
 b

ör
ja

n 
va

r d
et

 li
te

 o
be

kv
äm

t m
en

 e
ft

er
 h

an
d 

bl
ev

 
ja

g 
be

kv
äm

ar
e 

oc
h 

ku
nd

e 
öp

pn
a 

m
ig

 m
er

. A
tt

 ly
ss

na
 

fle
ra

 g
ån

ge
r p

å 
et

t s
ty

ck
e,

 m
ed

 o
lik

a 
kä

nn
ed

om
 o

m
 

m
us

ik
en

 o
ch

 n
ot

bi
ld

en
 p

åv
er

ka
de

 m
in

a 
sy

np
un

kt
er

 o
ch

 
ås

ik
te

r. 
Eg

en
tli

ge
n 

är
 sj

äl
va

 ly
ss

na
nd

et
 v

äl
di

gt
 

in
tr

es
sa

nt
: a

lla
 ly

ss
na

r p
å 

ol
ik

a 
sa

ke
r o

ch
 p

å 
ol

ik
a 

sä
tt

. 
O

ch
 sk

ill
na

de
n 

m
el

la
n 

fa
kt

isk
t u

tf
ör

an
de

 o
ch

 a
vs

et
t 

ut
fö

ra
nd

e 
är

 in
te

 a
llt

id
 sj

äl
vk

la
rt

. O
m

 ja
g 

in
te

 k
än

ne
r t

ill
 

st
yc

ke
t o

ch
 in

te
 se

r n
ot

er
na

 ä
r d

et
 lä

tt
 a

tt
 m

iss
be

dö
m

a 
vi

lk
en

 re
sp

on
s (

of
ta

 n
eg

at
iv

) s
om

 ä
r r

el
ev

an
t. 

At
t h

a 
no

te
rn

a 
är

 v
ik

tig
t. 

Ja
g 

ho
pp

as
 a

tt
 d

et
 h

är
 sk

a 
öp

pn
a 

up
p 

fö
r m

er
 d

isk
us

sio
n 

kr
in

g 
in

te
rp

re
ta

tio
n 

oc
h 

fr
am

fö
ra

nd
e.

 A
tt

 m
in

 to
lk

ni
ng

sf
ör

m
åg

a 
ut

ve
ck

la
s b

åd
e 

ta
ck

 v
ar

e 
lä

ra
re

n 
oc

h 
lik

as
in

na
de

 m
ed

st
ud

en
te

r. 
Ja

g 
vi

ll 
få

 e
n 

st
ab

ila
re

 g
ru

nd
 a

tt
 st

å 
på

 so
m

 re
sp

on
sg

iv
ar

e 
m

en
 

äv
en

 b
li 

bä
tt

re
 p

å 
at

t t
a 

em
ot

 re
sp

on
s.

 F
ör

 a
tt

 in
te

 b
li 

så
ra

d 
el

le
r g

e 
de

st
ru

kt
iv

 re
sp

on
s t

ill
 a

nd
ra

. T
ill

 v
iss

 d
el

 
ha

nd
la

r d
et

 o
m

 p
sy

ko
lo

gi
. 

 M
än

ni
sk

or
 tä

nk
er

 sä
lla

n 
so

m
 m

an
 tr

or
 m

en
 o

m
 m

an
 

pe
ta

r p
å 

rä
tt

 st
äl

le
n,

 v
än

ta
r o

ch
 ly

ss
na

r s
å 

ha
r d

e 
al

lti
d 

nå
go

t a
tt

 sä
ga

. J
ag

 h
op

pa
s l

är
a 

m
ig

 m
er

 o
m

 
in

te
rp

re
ta

tio
n,

 b
li 

m
er

 p
ra

gm
at

isk
 o

ch
 få

 d
at

a.
 

W
or

ks
ho

p 
1:

 o
ne

-m
in

ut
e 

pa
pe

r 
 At

 fi
rs

t, 
it 

w
as

 a
 li

tt
le

 u
nc

om
fo

rt
ab

le
, b

ut
 g

ra
du

al
ly

 I 
be

ca
m

e 
m

or
e 

co
m

fo
rt

ab
le

 a
nd

 c
ou

ld
 o

pe
n 

up
 m

or
e.

 
Li

st
en

in
g 

se
ve

ra
l t

im
es

 to
 a

 p
ie

ce
, w

ith
 d

iff
er

en
t 

kn
ow

le
dg

e 
of

 th
e 

m
us

ic
 a

nd
 th

e 
m

us
ic

 im
ag

e,
 

in
flu

en
ce

d 
m

y 
vi

ew
s a

nd
 o

pi
ni

on
s.

 A
ct

ua
lly

, t
he

 
lis

te
ni

ng
 it

se
lf 

is 
ve

ry
 in

te
re

st
in

g:
 e

ve
ry

on
e 

lis
te

ns
 to

 
di

ffe
re

nt
 th

in
gs

 a
nd

 in
 d

iff
er

en
t w

ay
s.

 A
nd

 th
e 

di
ffe

re
nc

e 
be

tw
ee

n 
ac

tu
al

 e
xe

cu
tio

n 
an

d 
in

te
nd

ed
 

ex
ec

ut
io

n 
is 

no
t a

lw
ay

s o
bv

io
us

. I
f I

 d
o 

no
t k

no
w

 th
e 

pa
ra

gr
ap

h 
an

d 
do

 n
ot

 se
e 

th
e 

no
te

s,
 it

 is
 e

as
y 

to
 

m
isj

ud
ge

 w
hi

ch
 re

sp
on

se
 (o

ft
en

 n
eg

at
iv

e)
 is

 re
le

va
nt

. 
Ha

vi
ng

 th
e 

sc
or

e 
is 

im
po

rt
an

t. 
I h

op
e 

th
is 

w
ill

 o
pe

n 
up

 
fo

r m
or

e 
di

sc
us

sio
n 

ab
ou

t i
nt

er
pr

et
at

io
n 

an
d 

pe
rf

or
m

an
ce

, a
nd

 th
at

 m
y 

ab
ili

ty
 to

 in
te

rp
re

t i
s 

de
ve

lo
pe

d 
bo

th
 th

an
ks

 to
 th

e 
te

ac
he

r a
nd

 li
ke

-m
in

de
d 

fe
llo

w
 st

ud
en

ts
. I

 w
an

t t
o 

ha
ve

 a
 m

or
e 

st
ab

le
 

fo
un

da
tio

n 
as

 a
 g

iv
er

 o
f r

es
po

ns
e.

 B
ut

 a
lso

 to
 b

ec
om

e 
be

tt
er

 a
t r

ec
ei

vi
ng

 fe
ed

ba
ck

, i
n 

or
de

r n
ot

 to
 g

et
 h

ur
t o

r 
gi

ve
 a

 d
es

tr
uc

tiv
e 

re
sp

on
se

 to
 o

th
er

s.
 T

o 
so

m
e 

ex
te

nt
, i

t 
is 

ab
ou

t p
sy

ch
ol

og
y.

 
 Pe

op
le

 ra
re

ly
 th

in
k 

as
 y

ou
 d

o.
 B

ut
 if

 y
ou

 p
ok

e 
in

 th
e 

rig
ht

 p
la

ce
s,

 w
ai

t a
nd

 li
st

en
,  t

he
y 

al
w

ay
s h

av
e 

so
m

et
hi

ng
 to

 sa
y.

 I 
ho

pe
 to

 le
ar

n 
m

or
e 

ab
ou

t 
in

te
rp

re
ta

tio
n,

 b
ec

om
e 

m
or

e 
pr

ag
m

at
ic

, a
nd

 g
et

 d
at

a.
 

 

K
om

m
en

te
ra

d 
[C

H
1]

: I
 b

ör
ja

n 
va

r d
et

 li
te

 o
be

kv
em

t m
en

 
se

n 
bl

ev
 m

an
 m

er
 k

om
fo

rt
ab

le
 o

g 
ku

nn
e 

öp
pn

e 
se

g 
m

er
. 

(O
M

P1
) 

 K
om

m
en

te
ra

d 
[C

H
2]

: D
et

 v
ar

 in
tre

ss
an

t a
tt 

jä
m

fö
ra

 
sy

np
un

kt
er

 o
ch

 å
si

kt
er

 m
an

 h
ad

e 
m

ed
 o

lik
a 

ku
ns

ka
p 

om
 

m
us

ik
 o

ch
 n

ot
bi

ld
 [v

]i[
d]

 u
pp

re
pa

de
 ly

ss
ni

ng
sti

llf
äl

le
n.

 
(O

M
P1

) 

K
om

m
en

te
ra

d 
[C

H
3]

: D
et

 e
r i

nt
re

ss
an

t h
ur

 h
ve

r o
g 

en
 

ly
ss

ne
r p

å 
et

 st
yk

ke
. A

lle
 ly

ss
ne

r p
å 

ul
ik

e 
sa

ke
r, 

m
en

 
sa

m
tid

ig
t p

å 
ul

ik
e 

se
tt

. (
OM

P1
) 

K
om

m
en

te
ra

d 
[C

H
4]

: O
lik

a 
sä

tt
 a

tt
 g

e 
re

sp
on

s p
å 

el
ev

er
, 

ol
ik

a 
sä

tt
 a

tt
 ly

ss
na

, s
ki

lln
ad

 m
el

la
n 

fa
kt

isk
t u

tfö
ra

nd
e 

oc
h 

av
se

tt
 u

tfö
ra

nd
e 

är
 in

te
 a

llt
id

 sj
äl

vk
ar

t. 
(O

M
P1

) 

K
om

m
en

te
ra

d 
[C

H
5]

: D
et

 b
le

v 
et

t a
nt

al
 o

lik
a:

 I.
 K

ol
la

 g
ra

f. 
Hu

r e
nk

el
t/

hu
r m

yc
ke

t k
rit

ik
 (o

fta
 N

EG
) m

an
 (t

ro
r) 

är
 y

tt
er

st
 

re
le

va
nt

. I
I. 

Bi
ld

en
s b

et
yd

el
se

 ->
 fo

ku
s s

än
ks

 p
å 

lju
de

t s
å 

at
t 

al
la

 d
et

al
je

r p
å 

sit
t. 

(a
) u

ta
n 

bi
ld

 1
00

%
 lj

ud
 i 

fo
ku

s,
 (b

) e
n 

m
in

sk
ni

ng
 (4

5%
) s

om
 se

da
n 

ka
n 

än
dr

a 
sig

 ti
ll 

en
 n

åg
ot

 s
tö

rr
e 

"r
el

ev
an

ss
pe

kt
ru

m
 i 

m
än

gd
en

 k
rit

ik
" [

de
t s

tå
r n

åg
ot

 o
m

 a
tt

 
de

t ä
r "

st
ör

st
 m

in
sk

ni
ng

" m
el

la
n 

gå
ng

 2
 o

ch
 3

, o
ch

 a
tt

 d
et

 p
å 

sk
al

an
 h

an
dl

ar
 o

m
 "k

un
sk

ap
/a

nt
al

k 
ge

no
m

ly
ss

ni
ng

ar
". 

m
ed

 
bi

ld
 å

 4
5%

 lj
ud

, 3
0%

 h
ör

el
se

/lo
ka

l, 
dv

s. 
bi

ld
en

 i 
sig

, 2
0%

 
er

fa
re

nh
et

sjä
m

fö
ra

nd
e,

 5
%

 fö
rd

om
ar

 m
an

 in
te

 v
et

 s
jä

lv
. I

II.
 

At
t h

a 
m

us
ik

er
ns

 p
ar

tit
ur

. (
OM

P1
) 

K
om

m
en

te
ra

d 
[C

H
6]

: A
tt

 d
et

 sk
a 

öp
pn

a 
up

p 
fö

r m
er

 
di

sk
us

sio
n 

kr
in

g 
in

te
rp

re
ta

tio
n 

oc
h 

fr
am

fö
ra

nd
e.

 (O
M

P1
)  

K
om

m
en

te
ra

d 
[C

H
7]

: A
tt

 k
un

na
 u

tv
ec

kl
a 

sin
 in

te
rp

re
ta

tiv
a 

fö
rm

åg
a 

oc
h 

ut
ve

ck
la

s t
ol

kn
in

gs
m

äs
sig

t, 
ge

no
m

 
ko

m
m

en
ta

re
r o

ch
 k

rit
ik

 b
åd

 fr
ån

 lä
ra

re
n 

oc
h 

sin
a 

lik
as

in
ta

 
kl

as
ka

m
ra

te
r. 

(O
M

P1
) 

K
om

m
en

te
ra

d 
[C

H
8]

: F
ör

vä
nt

ni
ng

ar
na

 ä
r a

tt
 k

un
na

 h
a 

en
 

st
ab

ili
ar

e 
gr

un
d 

at
t s

tå
 p

å 
so

m
 re

sp
on

sg
iv

ar
e.

 M
en

 ä
ve

n 
bl

i 
bä

tt
re

 [p
å]

 a
tt

 ta
 e

m
ot

 re
sp

on
s p

å 
bä

st
a 

sä
tt

, d
är

 d
et

 h
an

dl
ar

 
om

 a
tt

 a
nt

in
ge

n 
a)

 d
ra

 n
yt

ta
 a

v 
re

sp
on

se
n 

vi
d 

ar
be

te
t, 

b)
 b

li 
fö

rv
ån

ad
/s

år
ad

 o
ch

 d
es

tr
uk

tiv
t g

e 
"r

es
po

ns
" å

t a
nd

ra
. 

(O
M

P1
) 

K
om

m
en

te
ra

d 
[C

H
9]

: S
om

 p
er

so
n 

är
 m

an
 rä

tt
 a

tt
 så

ra
 

an
dr

a 
til

l v
is 

de
l d

å 
m

an
 k

an
 sj

äl
v 

up
pl

ev
a 

an
dr

as
 n

eg
at

iv
a 

re
ak

tio
ne

r p
å 

en
s k

rit
ik

. D
är

fö
r b

lir
 d

et
 e

n 
ps

yk
ol

og
isk

 
st

ra
te

gi
le

k 
til

l v
iss

 d
el

. (
OM

P1
) 

K
om

m
en

te
ra

d 
[C

H
10

]: 
M

än
ni

sk
or

 tä
nk

er
 in

te
 a

llt
id

 so
m

 
m

an
 tr

or
, o

m
 m

an
 p

et
ar

 p
å 

rä
tt

 st
äl

le
n 

oc
h 

ly
ss

na
r s

å 
ha

r d
e 

nå
go

t a
tt

 sä
ga

. (
OM

P1
) 

K
om

m
en

te
ra

d 
[C

H
11

]: 
Få

 d
at

a,
 lä

ra
 m

ig
 m

er
 o

m
 

in
te

rp
re

ta
tio

n 
oc

h 
va

d 
de

t ä
r, 

bl
i m

er
 p

ra
gm

at
isk

. (
OM

P1
) 

556



557

first draft of narratives



Hej! 
 
I den artikel där jag ska rapportera vårt gemensamma projekt planerar jag att använda mig 
av narrativ. Ett narrativ inom kvalitativ forskning är en meningsfull berättelse konstruerad 
med utgångspunkt i insamlat material. I det här fallet består materialet av transkriptionerna 
av de inspelade workshoptillfällena, våra minutpapper, era instruktioner, vår respons samt 
mina reflektionsanteckningar. 
 
Jag har konstruerat tre narrativ. I alla narrativen har jag försökt anlägga ett 
studentperspektiv. Det betyder att delar av narrativen mer eller mindre kommer direkt från 
det insamlade materialet, om än i översättning. Annat är dock baserat på min tolkning och 
analys av materialet. Eftersom vi genomförde projektet tillsammans är jag intresserad av att 
diskutera narrativen med er för att få en djupare förståelse av er upplevelse av projektet som 
helhet samt av narrativen. 
 
De tre narrativen är tänkta att ha följande funktioner: 
 

Det första ska måla upp en utgångspunkt baserad på upplevelser av den nuvarande 
situationen inom högre musikutbildning för pianostudenter. Vissa problem och 
utmaningar identifieras. Några teoretiska begrepp används också som knyter an till 
tidigare forskning. 

 
Det andra ska beskriva vilka utmaningar och svårigheter som arbetet med att 
implementera responsbaserade workshops med fokus på musikalisk interpretation så 
som vi gjorde i projektet innebar. 

 
Det tredje ska beskriva en tänkt idealisk lärandesituation för pianostudenter både 
med avseende på hur den är organiserad och hur studieklimatet är. 

 
/ Carl 

Narrativ 1 
 
Instrumental tuition of Western classical music in higher music education emphasises 
imitation over systematic development of our autonomy. Moreover, teachers often relate to 
their own, rather than our, understanding of a particular piece of music and how it could or 
should be interpreted. Sometimes our lesser knowledge is unnecessarily emphasised, and it 
becomes too apparent that the teacher is always right. 
 
Group lessons tend to be particularly teacher-centred, and it is difficult both to get and give 
any response in a dialogical way. Instead, we play our pieces for each other and more or 
less hope for the best. The pace is too fast, and responses such as “that was good” or “that 
was bad” will likely quickly be forgotten. More often than not, the thoughts that we express 
are from the perspective of how we would have performed the music. The organisation of 
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the setting and us neither knowing the repertoire nor having the scores creates a distinct and 
unproductive hierarchy. 
 
We think that the areas of what (performative) musical interpretation is, which 
interpretational paradigm the learning is supposed to take place in, questions of freedom of 
interpretation, and expectations of our explorative approach are not addressed. 
 

Narrativ 2 
 
Always striving towards open communication and upholding a productive mindset are 
challenging, both regarding practical matters such as scheduling, sharing of material, 
meeting deadlines, and the workshops, focusing on musical interpretation, themselves. To 
really listen analytically and critically, which is needed to formulate clear and constructive 
response to others’ as well as our own piano playing, takes courage, knowledge, and 
practice. Although wanting to contribute, it is not always easy to formulate thoughts into 
words. Further, sometimes, we neither read everyone’s response beforehand 
nor meet deadlines for sending out material The time is just not there. 
 
The atmosphere is turning benevolent, and we are opening up for new perspectives and 
ideas for how our dialogues could grow. However, we are finding it easier to give response 
to others than hearing, formulating, and selecting what we should develop. Suggestions on 
how to make the most out of the workshops and avoid focusing on details would be 
beneficial. To have the possibility and being expected to take such responsibilities are new 
and unfamiliar to everyone. 
 
The work on our practical playing is very productive. However, the aim with the philosophical 
and theoretical models such as the text triangle, the hermeneutical circles of musical 
interpretation, and the argumentative levels, are not always easy to understand. Both the 
language and content are challenging, and it does not really feel like we use them when 
giving response. What is the purpose of discussing such things? 
 
Lastly, we need to find a more appropriate room with a better instrument. The feeling of the 
rest of the group breathing down one’s neck causes unnecessary performance anxiety and 
shift of attention. Two hours in a small den makes one go crazy! 
 

Narrativ 3 
 
The whole learning environment for musical interpretation and piano playing is characterised 
by openness, humility, honesty, understanding, and collaboration – both when we, students 
as well as teachers, give and receive prepared as well as unprepared response. At all times, 
we aim to improve our understanding of musical interpretation and the distinction between 
interpretative paradigms, how we think that a piece could or should be interpreted, and how 
others’ interpretations could be developed. Together, our knowledge and understanding of 
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musical interpretation are broad and multifaceted. Furthermore, with time, overviewing the 
interpretational process, understanding the difference between performance and intention, 
listening attentively, forming one’s decisions and understanding others’ arguments becomes 
easier.  
 
We strive to prepare ourselves thoroughly, always have the scores at hand, and the person’s 
instruction in mind. Otherwise, it is easy to misunderstand which response is relevant. Even 
though it takes time and effort, we believe that it is equally rewarding, if not more, to give 
response compared to receiving it. Our way of working is very developing and differs from 
the master–apprentice-tradition. However, the risk of domination is obvious, and the 
power-dynamics needs continuous attention, especially regarding the importance of the 
workshop leader’s role. There is always time to deep dive into philosophical and aesthetical 
aspects of musical interpretation and art in general. Through having such in-depth 
discussions, the risks for misunderstandings and unclarity decreases. Moreover, as equal 
participants, each of us feels important in being involved and developing everyone’s playing. 
 
At the beginning of every academic year, we introduce newcomers to the philosophical 
foundation of the workshops and renegotiate the model itself. It is important that all 
participants understand the underlying assumptions and research base. We share 
experiences of initial discomfort, doubt, and how we gradually became accustomed. One 
also has to understand that becoming better at receiving response, without getting hurt or 
retaliate, at least to some degree is about psychology. 
 
The workshops differ from other subjects, as they, although formally obligatory, are not 
graded. Thus, it feels like everyone voluntarily participates, merely because they find them 
valuable. Moreover, we find it very useful to have the response in written form afterwards 
when we continue our individual work with our pieces. 
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second draft of narratives



Hej! 
  
I artikeln, med temporärtiteln Western Instrumental Activism: Challenging Future Narratives 
of Higher Music Education, där jag ska rapportera vårt gemensamma projekt planerar jag att 
använda mig av narrativ. Ett narrativ inom kvalitativ forskning är en meningsfull berättelse 
konstruerad med utgångspunkt i insamlat material. I det här fallet består materialet av 
transkriptionerna av de inspelade workshoptillfällena, våra minutpapper, era instruktioner, 
vår respons samt mina reflektionsanteckningar. 
  
Jag har konstruerat tre narrativ. I alla narrativen har jag försökt anlägga ett 
studentperspektiv. Det betyder att delar av narrativen mer eller mindre kommer direkt från 
det insamlade materialet, om än i översättning. Annat är dock baserat på min tolkning och 
analys av materialet. Eftersom vi genomförde projektet tillsammans är jag intresserad av att 
diskutera narrativen med er för att få en djupare förståelse av er upplevelse av projektet som 
helhet samt av narrativen. 
  
De tre narrativen är tänkta att ha följande funktioner: 
  

Det första ska måla upp en utgångspunkt baserad på upplevelser av den nuvarande 
situationen inom högre musikutbildning för pianostudenter. Vissa problem och 
utmaningar identifieras. Några teoretiska begrepp används också som knyter an till 
tidigare forskning. 

  
Det andra ska beskriva vilka utmaningar och svårigheter som arbetet med att 
implementera responsbaserade workshops med fokus på musikalisk interpretation så 
som vi gjorde i projektet innebar. 

  
Det tredje ska beskriva en tänkt idealisk lärandesituation för pianostudenter både 
med avseende på hur den är organiserad och hur studieklimatet är. 

  
Sedan sist har jag lyssnat på inspelningen av tillfället i december och reviderat narrativen 
utifrån vad jag uppfattade att vi talade om. (Jag har också uppdaterat den här 
instruktionstexten något samt skrivit ett fjärde narrativ som är mer experimentellt.) 
  
/ Carl 
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Narrative 1 
  
We find that piano tuition of Western classical music in higher music education emphasises 
imitation over systematic development of our autonomy. Moreover, teachers mainly relate to 
their own understanding, rather than focusing on our musical interpretations and how they 
could be developed. Sometimes our lesser knowledge is unnecessarily emphasised, and it 
becomes too apparent that the teacher is always right. 
  
Our group lessons tend to be particularly teacher-centred, and it is difficult both to get and 
give any response in a dialogical way. Instead, we play our pieces for each other and more 
or less hope for the best. The pace is too fast, and responses such as “that was good” or 
“that was bad” will likely quickly be forgotten and are not that informative. The boundaries 
between subjective comments on musical interpretation and potentially more objective 
technical problems are not always clear. What is the actual problem, which rules should we 
abide by, and why? More often than not, the thoughts that we express are from the 
perspective of how we would have performed the music. The organisation of the setting and 
us neither knowing the repertoire nor having the scores creates a distinct and unproductive 
hierarchy. 
  
We think that the areas of what (performative) musical interpretation is, which 
interpretational paradigm the learning is supposed to take place in, questions regarding 
freedom and constraints of musical interpretation, and expectations of our explorative 
approach are not addressed. During lessons, our imitation of the teacher, often without 
argumentative support, creates rapid but ephemeral improvement. Our dependency on the 
teacher’s demonstrations does not prepare us for independent practice between lessons. 
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Narrative 2 
  
Always striving towards open communication and upholding a productive mindset are 
challenging, both regarding practical matters such as scheduling, sharing of material, 
meeting deadlines, and the workshops, focusing on musical interpretation, themselves. To 
really listen analytically and critically, which is needed to formulate a clear and constructive 
response to others’ as well as our own piano playing, takes courage, knowledge, and 
practice. Although wanting to contribute, we find it difficult to formulate our thoughts about 
musical interpretation into words. Our regular instrumental lessons have not prepared us for 
these workshops! Further, sometimes, we neither read everyone’s response beforehand nor 
meet deadlines for sending out material. The time is just not there. 
  
The atmosphere is turning benevolent, and we are opening up for new perspectives and 
ideas for how our dialogues could grow. However, we find it easier to give response to 
others than hearing, formulating, and selecting what we should develop. We are neither 
used to having the possibility nor being expected to take responsibility for our own learning. 
Thus, we need strategies for making the most out of the workshops and avoid focusing on 
details. 
  
The work on our practical playing is very productive. However, the aim with the philosophical 
texts and theoretical models is not always easy to understand. Both the language and 
content are challenging, and it does not really feel like we use them when giving response. 
What are the purpose and practical use of discussing such things? 
  
Lastly, we need to find a more appropriate room with a better instrument. The feeling of the 
rest of the group breathing down one’s neck causes unnecessary performance anxiety and 
shift of attention. Two hours in a small den makes us go crazy! 
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Narrative 3 
  
The whole learning environment for musical interpretation and piano playing is characterised 
by openness, humility, honesty, understanding, and collaboration – both when we, students 
as well as teachers, give and receive prepared as well as unprepared response. At all times, 
we aim to improve our understanding of musical interpretation and the distinction between 
interpretative paradigms, how we think that a piece could or should be interpreted, and how 
others’ interpretations could be developed. Together, our knowledge and understanding of 
musical interpretation are broad and multifaceted. Through formal analysis of the musical 
works before beginning to play them has improved our understanding, fingering, 
memorisation, and time management during practice. Furthermore, with time, overviewing 
the interpretational process, understanding the difference between musical performance and 
intention, listening attentively, forming decisions and understanding others’ arguments has 
become easier. 
  
We strive to prepare ourselves thoroughly, always have the scores at hand, and the person’s 
instruction in mind. Otherwise, it is easy to misunderstand which response is relevant. Even 
though it takes time and effort, we believe that it is equally rewarding, if not more, to give 
(prepared) response compared to receiving it. We have established a truly open and 
democratic communication. Earlier drop shot comments such as “that was good” would 
nowadays spur a discussion about which feature(s) that had that particular characteristic and 
argumentative support would be presented in relation to interpretive paradigm(s), set of 
rules, and criteria. We are merciless towards all arguments and ideas regarding musical 
interpretation, but merciful to all participants in our collaborative endeavour! 
  
Our way of working is very developing and differs from the master–apprentice-tradition. 
However, the risk of domination is obvious, and the power-dynamics needs continuous 
attention, especially regarding the importance of the workshop leader’s role. There is always 
time to deep dive into philosophical and aesthetical aspects of musical interpretation and art 
in general. Through having such in-depth discussions, the risks for misunderstandings and 
unclarity decreases. Moreover, as equal participants, each of us feels important in being 
involved and developing everyone’s playing. 
  
At the beginning of every academic year, we introduce newcomers to the philosophical 
foundation of the workshops and renegotiate the model itself. All participants must 
understand the underlying philosophical assumptions and research base. We share 
experiences of initial discomfort, doubt, and how we gradually became accustomed. 
Everyone also has to understand that becoming better at receiving response, without getting 
hurt or retaliate, at least to some degree is about psychology. 
  
The workshops differ from other subjects, as they, although formally obligatory, are not 
graded. Thus, it feels like everyone voluntarily participates, merely because they find them 
valuable. Moreover, we find it very useful to have the response in written form afterwards 
when we continue our individual work with our pieces. 
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(Narrative 4 – experimentellt och 
baserat på en artikel om filosofiska 
seminarier) 
  
Instrumental teachers, hedge, and equivocate lest they are caught off base. They do not 
want to expose their half-formed thoughts to possible refutation. Teachers are too 
self-consciously proud to love the truth. Then, “who is a true teacher?”, one might ask. Glenn 
Gould would answer he who “consider[s] the student to be a fellow searcher for truth.” We 
said to a professor of piano, on one occasion, “Why don’t you run a seminar on musical 
interpretation? You are full of ideas.” He said, “I prefer to make my mistakes in private. I 
can’t think nor teach under public scrutiny.” Yet the professor’s great weakness was a lack of 
self-criticism. He needed to come bang up against criticism. It would have stimulated him to 
novelties he never realised. Following Plato, who postulated that you cannot really learn 
philosophy without a dialogical approach of open questions, answers, and explanations – we 
believe that the same goes for learning of musical interpretation. Such a way was what the 
response guided workshops on musical interpretation gave us. 
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