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Introduction
Creating Dialogues on Artistic Research
Sverker Jullander
Why does a journal of musicology devote the greater part of an annual issue to artistic
research?1 Is it a sign that the musicological world is beginning to see artistic research
in music as a part of its own domain?2 Or does it, rather, reflect a growing tendency to
regard musicology not as encompassing all kinds of music-related research, but rather as
a partner in a growing interdisciplinary network that stretches even beyond specialized
‘musicologies’ such as ethnomusicology and sociomusicology? For quite some time now,
musicology has sought connections to other disciplines, while at the same time taking
an increased interest in its own identity and (actual or desired) direction[s].3 Here we
may see an interesting parallel to the discussion about, and within, artistic research. On
the one hand, artistic research is often described as ‘interdisciplinary by nature’; 4 on the
other hand, it is still anxious5 to formulate its identity in relation to other disciplines and
to the art world, to give a rationale for the need of an activity between the scholarly
study of art and art production itself.
In this particular context, it might be mentioned that there is in Sweden a unique
historical link between musicology and artistic research: the very first ‘artistic’ doctoral
dissertations in this country were produced within the discipline of musicology at the
University of Gothenburg, the first three in 1991, before the term ‘artistic research’ had
come into use.6 The first Swedish doctoral dissertations in artistic disciplines came much
later, in 2006.

1 A parallel, related phenomenon was the inclusion of artistic research as one of the main themes in the Nordic
Musicological Congress 2012 in Stockholm, as reflected in the four keynote lectures (the other themes being
ethnomusicology, music and media, and music editing).
2 The idea of regarding artistic research in music as an aspect of musicology was suggested by the present
author in this journal some years ago (Jullander 2007 p. 87f, 90).
3 See, for instance, the discussion initiated by Lars Lilliestam in STM-Online, vol. 8 (2005) and continuing in the
following three volumes, with a total of thirteen contributions.
4 Frisk & Östersjö p. 45. (When referring to articles in the present volume, I give the author’s, or authors’, surname, followed by page number, where relevant.)
5 The use of the word anxious, with its double meaning of ‘worried’ and ‘desirous’, in this context is suggestive
of the notions of ‘unease’ (Borgdorff 2008, see Erik Wallrup’s contribution to this volume) or ‘uncertainty’
(Helga Nowotny, see Frisk & Östersjö p. 42) as characteristics of artistic research in relation to academia.
6 The first three dissertations were by the organist Hans Davidsson (1991), the Baroque violinist Gunno Klingfors (1991), and the conductor Anders Wiklund (1991). These dissertations, and those that followed, were
‘artistic’ in the sense that they were written by professional musicians (most of whom had little or no musiSvensk tidskrift för musikforskning vol. 95–2013
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The eight articles on the theme of artistic research in the present issue of the Swedish Journal of Musicology deal with a multitude of aspects, and while the grouping under
four headings in the table of contents gives a good general idea of the main topics, it
cannot possibly reflect the many-faceted content of the individual articles. For example,
the relationship of artistic research to other disciplines is discussed in many of the articles, and most of them can, besides their informative content, be regarded as contributions to the ongoing debate on this subject.
The authors represent a wide variety of specializations. Some of them have considerable personal experience of artistic research, as researchers (Frisk & Östersjö, Hultberg)
or as administrators (Lundström), while others approach the area from other disciplinary
directions: musicology (Glauert, Mattes), music philosophy (Wallrup) or ethnomusicology
(Aho). Only one of the contributions, however, can be said to constitute in itself an example of artistic research in the strong sense: Steve Tromans’ article, where the author’s
experience as a professional performer in a jazz ensemble is central, and, moreover, is
presented not only in words but also in sound (as Internet links). The contributions of
Frisk & Östersjö and Hultberg, while devoting considerable space to previous artistic
research projects conducted by the author[s] themselves, are basically of a meta-reflective character, using their experience from (mostly) completed projects to make certain
points about artistic research in music in general. Lundström’s text is that of an ‘insider’;
it is a report from an experienced administrator-scholar on what has been achieved in
building up an academic environment for artistic research, and at the same time a contribution to the ongoing debate on artistic research in institutions for higher art education. Wallrup, on the other hand, as an ‘outsider’, approaches issues central to artistic
research from a musicological-philosophical perspective. Aho, another ‘outsider’ to artistic research, offers a comparative discussion on the role of the researcher’s own musical performance in ethnomusicology and artistic music research, respectively. Musical
performance is at the centre also of Glauert’s and Mattes’ articles; each of the authors
adopts a special musicological perspective on a well-defined performance-related topic,
without actually discussing artistic research as such – though Glauert does address the
relationship between musicologists and artists in a research context.
Since all articles are immediately available to anyone reading this text, and since all
of them are equipped with an abstract, the purpose of this introduction is not to sum-

cological background), that they dealt with topics relevant to the authors’ own musicianship, and that they
normally included an ‘artistic’ part (in most cases one or more CDs). On the other hand, the methodological
approach was mainly traditional, and the texts were hardly ‘self-reflective’ in the manner that was later to
become associated with artistic research. For an assessment of a dissertation of this kind (Landgren 1997)
from the perspective of artistic research, see Hannula et al. 2005 p. 155–157.
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marize the content of the individual contributions. Instead, the remainder of the text will
be devoted to an exploration of some thematic points of contact between the contributions, with the intention of making them enter into dialogue on certain topics relevant
to the general theme of artistic research. This inevitably means that some articles will be
referred to more often than others, and also that considerable, even central, parts of the
content of some articles will not be discussed here.7
Apart from a brief paragraph on terminological problems, the following text is organized according to five broad themes that tend to figure prominently in discussions on
artistic research: the researcher’s qualifications; the methods (to be) used; epistemological issues; the presentation of research results; and the relationship of artistic research
to other disciplines as well as to the world outside academia.

Terminology
In the Swedish language, the term konstnärlig forskning is firmly established, since 2013
even in the Higher Education Act.8 Its literal equivalent in English, ‘artistic research’, is,
while certainly in use (and perhaps increasingly so in later years), perhaps not the most
common in English-speaking countries. Instead, several other terms are used. Aho (p. 65)
and Hultberg (p. 79) mention ‘art research’, ‘art-based research’, ‘research in and through
the arts’, ‘practice-based research’, ‘practice-led research’, and ‘practice as research’. To
these terms could be added ‘practitioner research’, ‘research through practice’, ‘research
by practice’ (cf. Jullander 2007 p. 73), and ‘research in the arts’ (the term chosen for
the authoritative Routledge Companion to Research in the Arts [Biggs & Karlsson, eds,
2011]).9 Attempts have been made to distinguish between different meanings of such
terms, but none has won universal acclaim.10 In the present volume, most of the authors
stick to the term ‘artistic research’. But it is perhaps significant that Tromans, one of
the two native English speakers among the authors, describes his own project in terms

7 Needless to say, this approach does not reflect any kind of judgement on the relative merits of the contributions.
8 According to the Higher Education Act (Högskolelagen), §2, the Swedish state shall organize ‘research and
artistic research as well as development work’ (forskning och konstnärlig forskning samt utvecklingsarbete)
http://www.notisum.se/rnp/sls/lag/19921434.htm (accessed August 9, 2013).
9 As can be seen, not all of these terms refer explicitly to art, and especially ‘practice-based research’ is commonly used also outside the artistic field (Jullander 2007 p. 72; cf. also Frisk & Östersjö’s use of the expression ‘artistic and practice-based research’ [p. 51]). The term ‘research in the arts’ refers to the distinction
made by Henk Borgdorff (2006 p. 11–13) between research on the arts, research for the arts, and research in
the arts (see also Wallrup p. 30).
10 The choreographer Sarah Rubidge (2004) makes a well-reasoned distinction between ‘practice-based research’, ‘practice-led research’ and ‘research into artistic practice, through artistic practice’ (a somewhat
cumbersome term).
Svensk tidskrift för musikforskning vol. 95–2013
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of ‘practice-as-research’ (although he also uses ‘artistic research’ as a general term).11
A further complication, addressed by Wallrup (p. 28), is the ambiguity of ‘research’ (the
only word included in all the terms cited above!).

Who is the artistic researcher?
Despite all differences of opinion that occur in the debate on artistic research, there
seems to be unanimity on at least one point: it is crucial that the artistic researcher possesses professional artistic competence, that ‘the researchers are the artists themselves’
(Wallrup p. 34). Frisk & Östersjö (p. 44) go even further in emphasizing the ‘necessity
for the artistic researcher to be, first and foremost, an artist whose practice is solidly
situated in the surrounding art world’. Tromans (p. 126ff), who, unlike the other authors,
radically opposes the idea of a distinction between artists and artist-researchers, talks
about ‘the expert practitioner-as-researcher’. A different point is made by Hultberg, who
raises the question of who is entitled to conduct artistic research (p. 79), and who sees
a need for projects where scholarly researchers work together with distinguished artists
(p. 91). According to her, this is often the only way of revealing the artistic processes of
top-notch performers, since such musicians are themselves unlikely to apply for research
funding. Also Lundström (p. 132) sees ‘reflective artists on a high level of competence’ as
an important long-term goal of artistic research, although, unlike Hultberg, he maintains
that this goal ‘has been realized by the education of a number of artistic doctors’. As to
the basic requirement for artistic competence in the researcher, Hultberg agrees with the
others: even a scholar involved in collaborative research projects on the artistic process
together with performers must be ‘thoroughly experienced in artistic music practice’,
even if not exercising this competence within the actual project (Hultberg p. 91).
Lundström (p. 134f) considers the professional identity and career opportunities of
the ‘artistic doctor’. First among the possible activities of such persons, he lists non-
academic artistic work, a choice that agrees well with Frisk & Östersjö’s (p. 44) concept
of the artistic researcher as first and foremost an artist. Lundström also mentions continued research (in project form or as holder of a research position) and teaching as possible career paths. He envisions the graduated artistic researcher principally as moving
‘back and forth between the academic and artistic fields’ (p. 135).
Aho (p. 74ff) calls attention to the fact, often overlooked, that artistic researchers are
not alone in using their own musical skills in their research; especially for ethnomusic
ologists, musical performance may be an important research tool.

11 Tromans’ preference for the term ‘practice-as-research’ probably also reflects his general view on the conditions of artistic research (see the sections on knowledge and presentation forms below).
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In terms of research in connection with musical activity, composers occupy a special
position in some academic traditions. In the UK and the USA, it is possible to obtain a
PhD degree by presenting a musical composition as a ‘thesis’, and the American composer Milton Babbitt (1958) has famously argued for the composer to be regarded as equal
to a scientist, particularly in intending his output primarily for his peers rather than
for the general public. Similarly, post-war avant-garde composition, where advanced
technology has played a significant role, is often defined by its practitioners in terms of
research (Wallrup p. 26).
On the other hand, collaborations may arise between composers and performers,
in which the performer, rather than the composer, appears as the actual [artistic] researcher (Frisk & Östersjö p. 54f). This is also a possible way of looking at the collaboration between Arnold Schoenberg and the violinist Rudolf Kolisch, since it gave rise to a
theory of performance formulated by Kolisch but modelled on Schoenberg’s ‘concept of
the musical idea’ (Mattes p. 110).

What methods are (or should be) used?
Methodological issues are frequently debated in connection with artistic research and
no stable methodology seems to have been established, which is perhaps not surprising,
given the relative newness of the field. What is often demanded in such discussions is
the development of specifically artistic research methods, based on the assumption that
artistic work in itself constitutes a method in artistic research. Frisk & Östersjö (p. 41)
describe the present situation regarding method in artistic research as an unproductive,
‘constant flux’ and suggest a remedy in the form of a developed methodology, a ’set of
defining frames and methods for researchers to use or depart from’.
Reflection on the artist-researcher’s own artistic work, or, as Wallrup (p. 34) puts it,
‘on the traces of the creative process’, is, though rather vague in content, perhaps the
most common term used in connection with artistic research methodology. A problematic aspect of this – at least from the perspective of ‘traditional’ academic research
– is the absence of distance between the researcher and the object of research (Frisk
& Östersjö p. 41). However, as both Frisk & Östersjö (p. 44) and Aho (p. 71) point out,
such self-reflective research is not unique to the artistic field but is also prominent in
anthropological and ethnological studies. Here Aho relates to his own experience, quoting his fellow ethnomusicologist John Baily’s conclusion that ‘[a]t the end of the day,
the researcher becomes the researched’ (Aho p. 71). Frisk & Östersjö (p. 47f) relate the
controversial case of the Finnish visual artist Riitta Nelimarkka’s dissertation Self Portrait
of 2000, which, in terms of method, appears as an example of auto-ethnography and
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which, according to Biggs & Karlsson (2011 p. 420), would probably have been accepted
if presented within the discipline of anthropology or ethnology.12
On the other hand, the hegemony of artistic self-reflection as method (and content) of
artistic research is questioned by both Frisk & Östersjö (p. 43) and Hultberg (p. 82), the
former on the ground that a mere reference to ‘reflection’ as a research method would
fail to clarify what actually distinguishes artistic research from artistic work as such,
since reflection is by necessity involved in all artistic practice. There is, however, also a
difference between these authors, in that Hultberg, as we have seen, does not wholly
subscribe to Frisk & Östersjö’s characterization of the researcher’s study of his/her own
artistic process as constitutive of artistic research.
The physical activity, or movement, linked to music-making in a research context, is
highlighted in the research project ‘Music in Movement’, described by Frisk & Östersjö
(p. 54f), and is also discussed by Aho (p. 67, 72) in an ethnomusicological context. Hultberg (p. 89), describing the experiences of one of her musician-collaborators, mentions
an aspect of reflection that might be termed ‘physical reflection’; the reflection, inherent in the musician’s artistic work and captured in the dialogue with her co-researcher,
takes a physical form that precedes its verbal expression – an interesting extension of
the concept of reflection in connection with artistic research, and highly relevant to the
performing arts.
Artistic research is often said to be characterized by an experimental approach which
separates it from the humanities (including the study of art in disciplines such as art history, comparative literature, and musicology), while instead bringing it closer to the natural and technological sciences13 – although lacking the rigid methodological constraints
that surround the experimental activity within the latter disciplines, constraints that are
far removed from the ‘anarchistic and experimental’ attitude in artistic research called
for by Mika Hannula (quoted in Frisk & Östersjö p. 41). Agreeing with Hannula, Frisk &
Östersjö propose that artistic research be approached ‘from an experimental perspective’; they even regard ‘the experimental’ as one of four ‘fields of gravitation’ that define
artistic research (p. 42): also outside the academic sphere, artistic research should become an ‘experimental force’ (p. 44) with the potential of amplifying ‘the developmental
aspects of experimental artistic projects’ (p. 58). Also Tromans (p. 121f, 126) describes
his own method of artistic research in performance practice in terms of ‘experimenting’.

12 According to Biggs & Karlsson, among the elements that were regarded as the most offensive was the author’s use of three fictitious alter egos. Interestingly, a somewhat similar method of narration (among several
other unconventional features) was used by the opera singer Elisabeth Belgrano (2011) in her artistic doctoral
dissertation, which encountered no opposition of the kind that Nelimarkka experienced.
13 Much artistic research relies on a close interaction with advanced technology; examples among recent doctoral dissertations in Sweden include Unander-Scharin 2008, Ljungar-Chapelon 2007, and Frisk 2008.
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Hultberg (p. 82) speaks of an ‘explorative approach’ as characteristic of artistic research
in general, both with regard to method and to the presentation of results.
Analysis is traditionally a part of the academic study of music (musicology or music
theory), but, as John Rink (2002) points out, it is also – or should be – a natural part of
the performer’s own activity. Mattes (p. 113), referring to Kolisch, emphasizes the importance of analysis for the musician’s gain of artistic knowledge: ‘only when the performer
continuously moves between analysis and performance of the text […] can cognitive
knowledge be enacted spontaneously and merge with practical experience’. Such analytical approaches, applied by extension not only to the musical material (the composition) but also to the performance itself, would be highly relevant as a method to be used
by artistic researchers in musical performance; indeed, analysis could be seen as an
aspect of the reflection crucial to artistic research, as discussed above. Taking a historical perspective, Frisk & Östersjö mention ‘analytic discourses’ that emerge from specific
performance practice traditions (p. 50), and Hultberg (p. 90) describes how [the musician’s self-]reflection and music analysis are brought together in a collaborative artistic
research project (on transcriptions of chamber music by Schubert).
In all textbooks on scientific research methodology, reliability and validity figure
prominently as the touchstones by which a method (or its application in research practice) should be tested. Can such criteria be applied to artistic research as well? Aho (p.
72) emphasizes the contribution of the researcher’s own practical music-making to the
validity of the results; he considers this practical element significant ‘[i]f the aim is to
say something new, meaningful and valid on musical performance’. Although Aho’s perspective is that of an ethnomusicologist, could not the same point be made with even
greater relevance in the context of artistic research? Frisk & Östersjö, however, wish
to dispense altogether with the concept of validity in artistic research, as already the
main title of their contribution suggests: ‘Beyond Validity’. They argue that the concept
of validity is too closely associated with positivist thinking to be usable in the context
of artistic research; moreover, in a wider context, they see the concept as an obstacle
to the expansion of the ‘space for subjectivity’ in research in general that they deem
propitious also to artistic research (p. 59). As a consequence, they propose the alternative term ‘credibility’, a quality that can be assessed by the degree of visibility of the
researcher-subject in the research design (p. 47, 59). They are, however, also sympathetic
to the redefinition of validity in the context of qualitative research suggested by Steinar
Kvale, who relates the concept to craftsmanship as well as to communicative qualities and pragmatic approaches (p. 47). Glauert’s (p. 107) observation that ‘analytical
explanation might in some ways offer a less valuable form of verification than the direct
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testing of music in performance’ could be regarded as an example of Kvale’s category of
‘validity of craftsmanship’.

What kind of knowledge is involved?
Many attempts have been made at defining the kind of knowledge produced in the context of art-making, how, and how much, it differs from other kinds of knowledge, and to
what extent such knowledge can be communicated or made public. What can or should
be the mission of artistic research in this context?
There seems to be a general agreement that not all knowledge involved in art-making
can be revealed or made explicit, expressed in words. Robert Schumann, though himself
a prolific writer on matters musical, seems to have taken a radically pessimistic view
on this matter, at least to judge from an episode recounted by both Glauert (p. 95) and
Wallrup (p. 30, 32, 36), in which the composer, when asked to explain a piece, did not
reply in words but simply by playing the piece once again. Tromans seems to take a position close to that of Schumann in the anecdote; he opens his article by answering Henk
Borgdorff’s question on the possibility of achieving ‘a linguistic-conceptual articulation of the embedded, enacted and embodied content of artistic research’ bluntly in the
negative. He even rejects the term ‘epistemological’ as a general term, regarding it as too
closely associated with ‘logicalisation’ and ‘discursivity’. With reference to Karin Knorr
Cetina, Tromans prefers the term ‘epistemic’, arguing that it is more suitable for the kind
of knowledge that comes into being in practical action such as musical performance (p.
126).14 This terminological solution can be seen as a parallel to Mark Johnson’s distinction between ‘knowledge’ (theory, product) and ‘knowing’ (practice, process) discussed
by Wallrup (p. 30f) and also employed by Hultberg (p. 86).
Wallrup, though admitting that research is unable to ‘penetrate the moment of creation’ (p. 29) – creation being ‘out of reach’ (p. 29) – and agreeing (p. 29f) with Tromans
(p. 125) that music is not the equivalent of verbal language, nevertheless, in agreement
with Hultberg (p. 80), sees a possibility for artistic research to give ‘voice to’ the tacit
knowledge embedded in artistic processes. He points especially to the knowledge on
musical performance made explicit through books and articles by famous artists such as
Nikolaus Harnoncourt, Christopher Hogwood and Charles Rosen, to which could be added
the theoretical work on performance by Rudolf Kolisch, described by Mattes. Wallrup
also emphasises the intellectual, discursive work of composers such as Arnold Schoenberg (also highlighted by Mattes), Karlheinz Stockhausen and Milton Babbitt. From a

14 Tromans (p. 126) is, however, aware of the contradiction inherent in the fact that, by writing an article, he is
trying to realize what he has from the outset dismissed as impossible: to convey the content of an artistic
process in words (albeit with the aid of sounding musical examples).
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different perspective, Frisk & Östersjö (p. 50), while admitting that non-conceptual
knowledge embedded in art may be inaccessible to analytical approaches, nevertheless see the possibilities of knowledge production in artistic research not exclusively in
representing ‘unfinished thinking’ as suggested by Borgdorff, but also in developing its
methodology by engaging with other areas of research. Tromans (p. 121), on the other
hand, agrees with Borgdorff on the fundamentally ‘unfinished’ character of the content
of artistic research, although he prefers to talk about an expertise at the level of ‘feelings’. The notion of distinct kinds of knowledge located on different levels seems related
to the position of the eighteenth-century philosopher Baumgarten, who coined the term
‘aesthetics’ for ‘another’ kind of knowledge, parallel to (although on a lower level than)
rational knowledge. As Wallrup (p. 36) observes, the recent, renewed philosophical interest in Baumgarten’s thinking has also influenced the discussion on knowledge in connection with artistic research.

How can/should research results be presented?
In traditional, ‘scientific’ research, the forms of presentation of research results are usually governed by rather strict rules and conventions, some of which are specific to a
particular field, while others are common to all or most disciplines. Although written text
is normally the basic format, it is very frequently (in natural science almost invariably)
accompanied by non-linguistic modes of presentation, such as images, tables, diagrams,
and formulas, and even video (for example to illustrate certain processes that cannot be
adequately rendered by verbal description). The increase in Internet-based scientific and
scholarly journals has expanded the scope for non-text-based presentation formats.
For artistic research, however, the problem of presentation forms is more burning
than for most other kinds of research. The universal recognition that artistic knowledge
cannot fully be conveyed by written text but needs to be expressed through the artistic
medium itself – as George Steiner, quoted by Glauert [p. 95] puts it: ‘No musicology, no
music criticism, can tell us as much as the action of meaning which is performance’ –
brings with it a requirement that artistic production be included in any product of artistic research. In other words, artistic research would require a multimedia presentation in
a symbiosis of text and artistic expression, a kind of presentation that, in this volume, is
exemplified by Tromans’ contribution. A corollary to this predicament of artistic research
is the problem of documentation, which is addressed in depth by Frisk & Östersjö (p. 50f),
who argue that such problems must be solved in order to make possible a discussion that
is not only concerned with the discursive element of artistic research but also with the
artistic production that goes with it.
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The non-verbal aspect of artistic research can be judged in different ways. Frisk &
Östersjö (p. 49) speak of a ‘discourse-in-music’ that can be enhanced by a ‘discourseon-music’. Hultberg (p. 80), though recognizing the possibilities for new approaches to
research offered by non-text-based presentation formats, also emphasises a problematic
side: the difficulty for the artistic researcher to capture ‘crucial aspects of artistic practice’. But while, to Hultberg, the use of language to ‘capture’ artistic practice appears
‘difficult’ – though presumably still worth the effort – in Tromans’ (p. 127) view it is a
futile endeavour, because of the resistance to ‘discursivisation’ that Bourdieu claims is
inherent in all art practice. As an alternative, Tromans suggests, with reference to his
own experience, communicating ‘on the “hither side” of words and concepts’ (again a
quote from Bourdieu), that is, in and through the very act of music-making. Tromans
admits that such communication only reaches his fellow musicians, but he argues that
the resulting creation of new artistic practice is in itself ‘the key to disseminating artistic
research’. Wallrup (p. 31), as if arguing against Tromans’ position, observes, somewhat
sarcastically, that to recognise the existence of non-discursive phenomena is not equivalent to saying that ‘research is everything called “research”’.
As regards the ‘discursive’ presentation of artistic research, Wallrup (p. 36), in the
spirit of Baumgarten, points to the possibility for artistic researchers to use other kinds
of language than the conventional ‘scientific’ prose: a poetic, ‘sensuous’ writing may be
the best way of conveying the content of the research.

How does artistic research relate to other research, to art, and
to society?
Given the often-emphasised interdisciplinary nature of artistic research, it is not surprising that interdisciplinary collaboration is an important theme in several of the articles.
Hultberg (p. 82) opines that artistic research may be beneficial not only for art production, but also for scientific research, and proposes transdisciplinary collaboration extending ‘beyond the artistic area’. Similarly, Frisk & Östersjö (p. 44) see the encounter
between artistic research and other disciplines as the key to ‘novel contributions from
the artistic researcher’. For Frisk & Östersjö (p. 52ff), collaboration across disciplinary
borders is a means of enriching the methodological development of artistic research, and
they demonstrate their point by describing a number of collaborative research projects.
One of these projects is the interdisciplinary ‘Integra’ (p. 56), which, though not an artistic research project in the strict sense, nevertheless proved important to the development of computer-aided musical composition and performance. In terms of Borgdorff’s
distinction between research on, for and in the arts (Wallrup p. 30), ‘Integra’ is thus an
example of research for the arts. (Interestingly, Wallrup subsumes the for and the in
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categories under ‘artistic research’, whereas the label ‘artistic research’ is more commonly reserved for the in category, since research for the arts need not be performed by
the artists themselves.)15
Two of the authors discuss, as scholars within music-related disciplines, their experience of extended collaboration with musical performers. Glauert, a musicologist, refers
to her work with professional singers on how insights into the singer’s role can be developed by studying the lyrics of songs. Hultberg, a researcher in music education, has
carried out several research projects together with performers, with the aim of gaining
knowledge about the artistic process of interpreting and performing music; she talks
about a ‘partly shared understanding’ as characteristic of this kind of interdisciplinary
collaboration. Hultberg basically sees the performers as co-researchers, although with
differing degrees of involvement in the actual production of research results, according to their own choice. Glauert, although mentioning that she has worked with singers
within a specific research project, does not make it clear whether she regards the participating singers as co-researchers or informants; the main impression is that the latter is
the case.16 Consequently, Hultberg defines her research as artistic research (emphasising
also her own competence as a professional performer), whereas Glauert makes no such
claim.
By contrast, Aho discusses the relationship of artistic research to his own discipline,
ethnomusicology, not in terms of collaboration but rather in comparative terms; he
points to similarities between certain aspects of ethnomusicology and artistic music
research, and he uses (p. 74, 78) the term ‘performative ethnomusicology’, seeing it as a
subcategory of practice-based or practice-led research.
The relationship between artistic research and academia is often described as problematic, or, to quote Henk Borgdorff (2008), ‘uneasy’. Hultberg (p. 81), referring to an
article in the Swedish Research Council’s yearbook for artistic research 2011, talks about
‘a widespread notion that the artistic process may be influenced in a negative way when
the research is conducted in the institutional environment of an academy’. Hultberg, like

15 Another point that could be made concerning the three categories is that they can hardly bee seen as mutually exclusive. Especially, it would seem natural to regard research in the arts (artistic research in the strict
sense) as at the same time being research on the arts (since art is by necessity its object; cf. Frisk & Östersjö,
who argue [p. 45] that ‘artistic practice is essentially both object and method [of artistic research]’), and, in
addition, research for the arts (since the further development and renewal of artistic practice is generally
recognized as a goal of artistic research).
16 The distinction between these categories is not always crystal clear, however, and the role of a performer
may also change in the course of a collaborative research project. For example, in the research on musical
performance conducted by the musicologist/scientist Johan Sundberg and his colleagues at the Swedish
Royal Institute of Technology, an expert performer, the violinist Lars Frydén, first acted as an informant but,
as the project progressed, came to be an ordinary member of the research group, co-authoring several articles.
Svensk tidskrift för musikforskning vol. 95–2013
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many others, also observes that much artistic research takes place outside the academic
sphere. However, the notion of artistic research as essentially ‘non-academic’ does not
seem to be embraced by any of the authors; Frisk & Östersjö (p. 42) propose academia as
one of four ‘fields of gravitation’ of artistic research.
Institutions of higher education in the arts were formerly independent of the universities and the academic system. This situation has changed radically in recent decades, but
‘formal and informal structures’ (Lundström p. 135) as well as a certain estrangement in
relation to academia still linger in art institutions, something that also affects the development of artistic research. Lundström (p. 135f) stresses the importance of integrating
artistic research into these institutions, drawing a parallel to the introduction of research
in music education in the late twentieth century, while also recognizing that such a
process may take time. Hultberg (p. 92) makes a plea for an extended collaboration between artistic research and the discipline of music education, which exist under the same
roof and should mutually benefit from the synergy that can be expected to result from a
closer relationship, especially in exploring artistic processes.
Finally, it can be observed that, in the midst of all theoretical discussions, economic
and political issues, while not dominating the content of the articles, are not wholly
absent. Lundström (p. 132f) emphasises the aspect of funding, both by research foundations and by the government, as one of the factors crucial to the development of artistic
research in the academic environment. Aho (p. 65) sees artistic research as occupying
a ‘rather special place in European science policy’, and Frisk & Östersjö (p. 44), also in a
European perspective, raise the question of whether artistic research should be regarded
as a construction with primarily financial purposes, in view of the fact that this new
kind of research has received considerable government funding. Although answering in
the negative, they recommend an awareness of the politics of artistic research, in order
to ensure the growth of this kind of research as an ‘experimental force in the art world’.
Further on, they also demonstrate a willingness to incorporate political aspects into artistic research, inspired by such trends as postcolonialism and feminism (p. 48, 58). While
not advocating ‘political art’ (p. 59), they wish to ‘encourage an expanded awareness
among artists and researchers of the political implications of their practices’. At the end
of their article, they put the very existence of artistic research in a political perspective,
observing that ‘the contextualization of art as artistic research is in itself a politicization’.
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