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Abstract
Mesiä, Susanna (2019). Developing expertise of popular music and jazz vocal pedagogy
through professional conversations: A collaborative project among teachers in Nordic
countries’ higher music education. Sibelius Academy of the University of the Arts
Helsinki. Studia Musica 77. Doctoral Dissertation. 214 pages.
This doctoral dissertation investigates popular music and jazz vocal pedagogy in higher
music education in the Nordic countries. The Nordic countries have included popular
music and jazz to almost every type and level of formal music education for decades,
DQG LQ 'HQPDUN)LQODQG 1RUZD\ DQG 6ZHGHQ WKHVH PXVLFDO VW\OHV DUH WRGD\ R̆HUHG
at most higher music education institutions. These countries provide this study with
an educationally and culturally coherent but still varied context which is studied at
two levels. Firstly, this thesis investigates the development of expertise of the teachers
participating in a collaborative project in which they shared their expertise and addressed
challenges of their daily work. Secondly, the study aims to increase knowledge and
understanding of vocal pedagogy through investigating how the participating teachers
articulate their pedagogical thinking and practices within the project. The rationale of
WKLVVWXG\DULVHVIURPVHYHUDOFKDOOHQJHVRIWKH¿HOGVXFKDVODFNRIDFDGHPLFUHVHDUFKRQ
SHGDJRJ\VFDUFHSRVVLELOLWLHVRIFRQWHQWVSHFL¿FFRQWLQXLQJSURIHVVLRQDOGHYHORSPHQW
opportunities for teachers, isolation of teachers, and formation of silos between teachers
VXEVFULELQJWRGL̆HUHQWYRFDOPHWKRGVRUPRGHOV
This instrumental case study is interested in the development of expertise of the
participating teachers as well as the pedagogy of popular music and jazz singing as
socially constructed phenomena. The investigation is situated in the social constructivist
understanding of learning by Vygotsky. It thus builds on development of expertise,
collaboration, and conversational learning. The data was collected through a collaborative
nonformal project consisting of peer-group mentoring sessions in which the participants
engaged in professional conversations. The data originated from multiple sources such
as interviews, face-to-face and online professional conversations, collaborative and
LQGLYLGXDOUHÀHFWLRQVDQLQWHUQHWSODWIRUPDQGDUHVHDUFKHU¶VGLDU\7KHGDWDFROOHFWHG
during one academic year, was analysed combining thematic analysis and qualitative
content analysis in both data-driven and concept-driven ways.
7KH¿QGLQJVRIWKLVVWXG\VXJJHVWWKDWFROODERUDWLYHSURFHVVHVDUHDQH̆HFWLYHZD\RI
enhancing development of expertise and overcoming feelings of isolation among Nordic
vocal teachers. Participation in the project resulted in improved teaching practices and
DVVLPLODWLRQRIRQH¶VSHGDJRJLFDOWKLQNLQJDWDOOVWDJHVRIWKHWHDFKHUV¶FDUHHUV7KHZD\V
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the pedagogical thinking and practices of the participants are manifested in the data
proposes that the participants have moved away from the master-apprentice model
and applied several principles of learner-centered education in their work in a creative
manner. This paradigm shift to learner-centered approaches reinforces the need for
adequate continuing professional development programs designed for these teachers as
well as more research on pedagogy to understand how to further develop this pedagogical
RULHQWDWLRQ7KHSURMHFWRUJDQLVHGLQWKLVVWXG\R̆HUVRQHSRVVLEOHVWUXFWXUHIRUPRUH
extensive developmental project, which can be applied in any educational context.

Keywords:
music education; mentoring; professional conversations; collaboration; learner-centered
teaching; student-centred learning; popular music; jazz; CCM; singing; vocal pedagogy;
higher education; single-case study
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Tiivistelmä
Mesiä, Susanna (2019). Eksperttiyden kehittyminen populaarimusiikin ja jazzin
laulupedagogiikassa
ammatillisten
keskustelujen
avulla:
yhteistyöprojekti
Pohjoismaisten korkeakoulujen opettajien välillä. Taideyliopiston Sibelius-Akatemia,
Helsinki. Studia Musica 77. Väitöskirja. 214 sivua.
Tämä väitöskirja tutkii populaarimusiikin ja jazzin laulupedagogiikkaa Pohjoismaisissa
korkeakouluissa. Pohjoismaat ovat sisällyttäneet populaarimusiikin ja jazzin opetuksen
lähes kaikille koulutusasteille ja -muodoille jo vuosikymmenten ajan. Tämän seurauksena
näiden musiikkityylien opetusta tarjotaan Norjassa, Ruotsissa, Suomessa ja Tanskassa
suurimmassa osassa musiikkikorkeakouluista. Pohjoismaat tarjoavat tälle tutkimukselle
koulutuksellisesti ja kulttuurisesti yhtenäisen ja toisaalta myös vaihtelevan kontekstin,
jota tämä tutkimus tarkastelee kahdella tasolla. Ensinnä tämä tutkimus tarkastelee
opettajien ammatillisen eksperttiyden kehittymistä yhteistyöprojektissa, jossa he jakoivat
ammatillista osaamistaan ja keskustelivat päivittäisen työnsä haasteista. Toiseksi tämä
tutkimus pyrkii lisäämään tietoa ja ymmärrystä laulupedagogiikasta tutkimalla miten
opettajat kuvaavat omaa pedagogista ajatteluaan ja opetusmenetelmiään projektin
aikana. Työn tutkimusintressi nousi useista tämän koulutuskentän haasteista, kuten
vähäisestä pedagogiikan tutkimustiedosta, vähäisistä mahdollisuuksista osallistua omaa
ammattialaa koskevaan opettajien täydennyskoulutukseen, opettajien eristyneisyydestä
ja jakautumisesta leireihin laulumetodien tai -mallien perusteella.
Tämä instrumentaalinen tapaustutkimus on kiinnostunut ammatillisen
eksperttiyden kehittymisestä sekä laulupedagogiikasta sosiaalisina ilmiöinä ja sijoittuu
vygotskilaiseen sosiokonstruktivistiseen oppimiskäsitykseen. Lisäksi tutkimuksen
keskeisiä elementtejä ovat eksperttiyden kehittymisen teoriat (development of expertise),
yhteistyö (collaboration) ja oppiminen keskustelujen kautta (conversational learning).
Aineisto kerättiin nonformaalissa yhteistyöprojektissa, jossa opettajat osallistuivat
vertaismentorointitapaamisiin (peer-group mentoring sessions) ja joissa he kävivät
ammatillisia keskusteluja (professional conversations). Tutkimusaineisto kerättiin
monimuotoisesti sisältäen henkilökohtaisia haastatteluja, ammatillisia keskusteluja
VHNl NDVYRNNDLQ HWWl YHUNRVVD \NVLQ MD \KGHVVl WHKW\Ml UHÀHNWLRLWD LQWHUQHWDOXVWDOOD
käytyjä keskusteluja ja tutkijan päiväkirjan. Aineisto kerättiin yhden lukuvuoden aikana
ja analysoitiin yhdistäen temaattista analyysia ja kvalitatiivista sisällönanalyysia sekä
aineisto- että teorialähtöisesti.
Tutkimuksen tulokset osoittavat että yhteistyöprojektit ovat tehokas tapa
edistää Pohjoismaisten laulunopettajien ammatillisen eksperttiyden kehittymistä ja
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vähentää eristyneisyyden tunteita. Osallistuminen projektiin edesauttoi opettajien
opetusmenetelmien kehittymistä ja oman ammatillisen ajattelun syventymistä kaikkien
uransa eri vaiheissa olevien opettajien kohdalla. Osallistuneiden opettajien pedagoginen
ajattelu ja heidän kuvaamansa opetusmenetelmät viittaavat vahvasti siirtymiseen
pois mestari–kisälli-mallista ja oppijalähtöisen pedagogiikan periaatteiden luovaan
soveltamiseen heidän opetuksessaan. Tämä esiin noussut paradigman muutos kohti
oppijalähtöisyyttä nostaa esille tarpeen tarkoituksenmukaisesta opettajille suunnatusta
täydennyskoulutuksesta sekä lisätutkimuksesta ymmärtääksemme paremmin ja
kehittääksemme tätä laulupedagogiikan orientaatiota. Tutkimuksen aikana järjestetty
projekti tarjoaa lisäksi mahdollisen mallin tuleville laajamittaisille kehitysprojekteille
koulutusalasta riippumatta.

Hakusanat:
musiikkikasvatus; mentorointi; ammatillinen keskustelu; yhteistoiminnallisuus;
oppijalähtöinen opettaminen; oppijalähtöisyys; populaarimusiikki; jazz; CCM;
laulaminen; laulunopetus; laulupedagogiikka; korkea-asteen opetus; tapaustutkimus
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1 Introduction
This qualitative study concerns popular music and jazz vocal pedagogy in Nordic
FRXQWULHV¶KLJKHUPXVLFHGXFDWLRQ7KHFRQWH[WLVLQYHVWLJDWHGWKURXJKDFROODERUDWLYH
project in which a group of teachers developed their professional expertise through taking
part in a series of peer-group mentoring (PGM) sessions which according to Heikkinen,
Jokinen and Tynjälä (2012a) is model of supporting professional development through
a reciprocal relationship between the participating people. In these PGM sessions the
participating teachers engaged in professional conversations and the researcher was
positioned as the facilitator (Bens, 2012). The project was investigated at two levels.
Firstly, the aim was to investigate how the participants articulated their development of
expertise within the project. Secondly, the aim was to investigate how they articulated
their pedagogical thinking and practices within the project.
Conceptually this study is situated in Vygotskian social constructivist understanding
of learning (Vygotsky, 1978; 1986) and also applies conversational learning approach
(Baker, Jensen, & Kolb, 2002) in its framework. Expertise in popular music and jazz vocal
SHGDJRJ\LVLQWKLVVWXG\XQGHUVWRRGDVDQDELOLW\WRSHUIRUPZHOOLQWKLVVSHFL¿FFRQWH[W
through mastering a well-organised body of usable knowledge and skills (Chi, 2006;
Ericsson, 2006; Ericsson & Lehmann, 1996; French & Sternberg, 1989; Hakkarainen,
 7KHGHYHORSPHQWRIH[SHUWLVHLVFRQQHFWHGWR%HUOLQHU¶V  DGDSWDWLRQRIWKH
'UH\IXV¿YHVWDJHVNLOODFTXLVLWLRQPRGHOLQWHDFKLQJ
This investigation is an instrumental single-case study with an exploratory design
(Merriam, 2009; Stake, 1995; Yin, 2003). The data was collected through a collaborative
project, in which the participating teachers engaged in professional conversations about
topics they had themselves raised up for discussion, and within which they also shared
their professional expertise with others. The project included six phases and the data was
collected through multiple sources; individual interviews, professional conversations
ERWKIDFHWRIDFHDQGRQOLQHFROODERUDWLYHDQGLQGLYLGXDOUHÀHFWLRQVDQGDUHVHDUFKHU¶V
diary. As analysis methods, I applied qualitative content analysis (QCA) and thematic
analysis (TA).
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5DWLRQDOHDQGVLJQLÀFDQFHRIWKHVWXG\
Popular music and jazz vocal pedagogy has remained virtually understudied in academic
UHVHDUFK:KLOH³WKHJOREDOVKLIWLQDXGLHQFHGHPDQGDZD\IURPZHVWHUQFODVVLFDOPXVLF
and jazz styles […] to contemporary commercial music (CCM)1 has added an extra
dimension to the graduate outcomes discussion with respect to vocation preparation
DQGPXVLFLDQV¶SRUWIROLRFDUHHUV´ %DUWOHWW 7ROPLHS WKLVVKLIWKDVQRW\HW
quite emerged in academic research.
The rationale of this study arises from several features of popular music and jazz vocal
SHGDJRJ\ LQ 1RUGLF KLJKHU PXVLF HGXFDWLRQ ZKLFK , KDYH LGHQWL¿HG ZLWKLQ WKLV IDLUO\
young tradition. Firstly, popular music and/or jazz departments are relatively small. If
there is only one vocal teacher in a department, he or she has only scarce possibilities
to discuss matters concerning the instrument within the institution. This condition
has been discussed in literature as teacher isolation (Burwell, Carey, & Bennett, 2017;
Cooper, 2013). This circumstance has led to the situation in which the teaching content
and methods have been developed in isolation within one institution or even by just one
teacher, as there often are no detailed national curricula of the content and outcomes
of teaching. Even if the aim of this study was not to create a joint understanding of the
content and outcomes, this study aims to enhance collaboration between teachers and
SURYLGHRSSRUWXQLWLHVWRGLVFXVVLQVWUXPHQWVSHFL¿FPDWWHUVZLWKFROOHDJXHV
Secondly, the motivation to investigate this context stems from my observations
DFFRUGLQJWRZKLFKWKHUHLVPHDJUHFROODERUDWLRQEHWZHHQWHDFKHUVDFURVVWKH¿HOG7KLV
can be seen as a result of isolation of teachers, but it also can be considered a consequence
RIWKHVWURQJLQÀXHQFHRIYRFDOPHWKRGVDQGPRGHOV2LQWKH¿HOG7HDFKHUVVXEVFULELQJ
to a certain method or model have tended to collaborate with equivalent teachers, and
as a result silos of methods or models have emerged. Thus, vocal methods or models
KDYHJHQHUDWHGWKHLURZQWHUPLQRORJ\RIGL̆HUHQWYRFDOSKHQRPHQDZKLFKKDVOHGWRD
situation where teachers do not necessarily have a joint language within vocal pedagogy.
7KLUGO\ WKLV SHGDJRJLFDO ¿HOG FDUULHV SDUWLFXODU LQWHUHVW EHFDXVH DFFRUGLQJ P\
REVHUYDWLRQV WKH WHDFKLQJ SUDFWLFHV DSSOLHG VHHP WR KDYH WDNHQ D GL̆HUHQW URXWH WKDQ
the traditional master-apprentice model often prevailing in music instrument teaching.
1

Pedagogical literature of singing sometimes refers to popular music singing as CCM (see 1.2.1).

2

7KHWHUPPHWKRGKHUHUHIHUVWRVSHFL¿FYLHZVRIYRFDOWHFKQLTXHDQGQRWWRWKHJHQHUDOQRWLRQRIPHWKRGLQWHDFKLQJ
The term model is used similarly to the term method by some authors, and therefore this study applies the expression
vocal methods or models.

2

I wanted to understand how the content of instrumental teaching, such as acquiring
skills and knowledge pertaining a musical performance, can be taught through other
means than for example teacher modelling3.
The new research on voice science has been the fourth element raising my interest for
UHVHDUFKLQJWKH¿HOG %HVWHEUHXWMH 6FKXWWH%XHVFKHU 6LPV&ḊHUHW
al., 2018; Cleveland, Sundberg, & Stone, 2001; Eckers, Hütz, Kob, Murphy, Houben, and
Lehnert, 2009; Edgerton, 2014; Sakakibara, Fuks, Imagawa, & Tayama, 2004; Sundberg,
Cramming, & LoVetri, 1993; Sundberg & Thalen, 2001; Zangger Borch, Sundberg,
Lindestad, & Thalen, 2004; Zangger Borch & Sundberg, 2011). According to Callaghan,
Emmons and Popeil (2012) and McCoy (2014) this new research has had an extensive
impact on vocal pedagogy. It is now possible to teach according to physiological facts
as knowledge of alternative ways of voice production to classical singing continuously
increases, and the teacher has an opportunity to use the latest technology in identifying
GL̆HUHQW YRFDO SKHQRPHQD LQ WKH FODVVURRP 7KLV WUDMHFWRU\ KDV FUHDWHG D QHHG IRU
appropriate continuing professional development programs in which teachers can
PHDQLQJIXOO\GHYHORSWKHLUH[SHUWLVHRIVSHFL¿FVXEMHFWPDWWHU
)LQDOO\ WKH UDWLRQDOH RI WKLV VWXG\ ULVHV IURP WKH ODFN RI UHVHDUFK RI WKH ¿HOG 7KH
pedagogy of popular music and jazz has been discussed in the context of school music
teacher education, but there seems to be little research on the education of professional
popular music and jazz singers in higher education, even if during the recent years
some literature of this context has been published (Callaghan, Emmons, & Popeil, 2012;
&KDQGOHU+DUJUHDYHV+XJKHV0DGXUD:DUG6WHLQPDQ
Robinson-Martin, 2014). Also, the development of expertise of teachers in this particular
¿HOGKDVQRWEHHQLQYHVWLJDWHG
The general literature of vocal pedagogy, especially within popular music, mostly
consists of guidebooks of how to sing certain musical styles or apply certain vocal
WHFKQLTXHV,WLVTXLWHFRPPRQWREUDQGDQGWUDGHPDUNRQH¶VXQGHUVWDQGLQJRIVLQJLQJ
as vocal methods or models, as many teachers do. The approach of such literature is
often practical and lacks references to research of voice science or education. Moreover,
VFLHQWL¿FUHVHDUFKKDVEURXJKWFRQWUDGLFWRU\UHVXOWVWRVRPHFODLPVRIPHWKRGVRUPRGHOV
%XHVFKHU 6LPV $VPRVWSHGDJRJLFDOOLWHUDWXUHRIWKH¿HOGLVEDVHGRQLQGLYLGXDO
SUDFWLWLRQHUV¶H[SHULHQFHVRIWHDFKLQJWKLVVWXG\SURYLGHVDQLQVLJKWWRWKH¿HOGWKURXJK
a collaborative project, an investigation that is not built on my own preconceptions and
understandings of singing. In research this approach is often referred to as bracketing
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7HDFKHUPRGHOOLQJLVDWHDFKLQJPHWKRGLQZKLFKWKHWHDFKHUSURYLGHVWKHVWXGHQWZLWKDPRGHOZKLFKWKHVWXGHQW
imitates.
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ZKLFK*HDULQJ  GH¿QHVDV³DVFLHQWL¿FSURFHVVLQZKLFKDUHVHDUFKHUVXVSHQGVRU
holds in abeyance his or her presuppositions, biases, assumptions, theories, or previous
experiences to see and describe the phenomenon” (p. 1430). Such procedures in this
study were for example positioning myself as a facilitator in the project and collecting the
topics for professional conversations from the participants. Other procedures through
which bracketing has been approached in this study are discussed in detail in section
:KLOHWKHQHZNQRZOHGJHWKLVVWXG\LVLQWHUHVWHGLQOLHVLQWKHSURIHVVLRQDOWKLQNLQJ
of the participating teachers and means to collect data have been chosen accordingly, it
must be understood that this knowledge is a social construction that evolves and changes
in continuous movement within social interaction. Therefore, because of my involvement
in the project, my personal assumptions and preconceptions cannot completely be
VXVSHQGHG2QWKHRWKHUKDQGP\XQGHUVWDQGLQJRIWKH¿HOGFDQDOVREHVHHQDVDQDVVHW
in this study, as it enables me to understand deeply the content of the conversations and
UHÀHFWLRQV
I have been intrigued by the potential of development of expertise in teaching in this
HGXFDWLRQDO¿HOGDVLWKDVLQP\H[SHULHQFHWUDQVIRUPHGGXULQJWKHODVWGHFDGHV6WLOO
considering how to investigate this context, the idea of practitioner research, to research
P\VHOIZRUNLQJLQWKH¿HOGGLGQRWDSSHDOWRPH,QVWHDGP\LQWHUHVWWXUQHGWRZDUGV
collaborative processes, which are known to be successful in crossing boundaries and
SUHYHQWLQJWHDFKHULVRODWLRQ &RRSHU $FFRUGLQJWR*DXQWDQG:HVWHUOXQG  
universities are considered to be concerned with extending pre-existing realities through
UHÀHFWLRQDQGFKDOOHQJLQJHVWDEOLVKHGIRUPVRIHGXFDWLRQDQGH[SHUWLVHFUHDWLYHO\DQG
constructively. As a study investigating a collaborative process taking place in the
contemporary context of popular music and jazz in higher music education, this research
reacts to “fast moving change, the imperative for networking and innovation, and the
QHFHVVLW\RIEHLQJDEOHWRQHJRWLDWHFXOWXUDOGL̆HUHQFHV´ S 
7KHGHYHORSPHQWRIH[SHUWLVHLVLQWKLVVWXG\VLWXDWHGZLWKLQWKH¿HOGRIcontinuing
professional development (CPD). Professional development and continuing professional
development are used as broad terms covering all forms of learning “from courses to
private reading to job shadowing” (Craft, 2000, p. 9). Interchangeably the terms are also
used in referring to more formal professional courses. Bubb and Earley (2007) suggest
that CPD “encompasses all formal and informal learning that enables individuals to
improve their own practice” (p. 3). In this study the concept continuing professional
development is understood as to describe “all the activities in which teachers engage
during the course of a career which are designed to enhance their work” (Day & Sachs,
2004, p. 5).
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The project organised by this study is situated between the informal means of
professional development and formal continuing professional development, as the
employers of some participants considered the project a professional development
FRXUVHDQGRWKHUHPSOR\HUVDVVXPHGSDUWLFLSDWLRQWRWDNHSODFHLQSDUWLFLSDQWV¶IUHHWLPH
Heikkinen, Jokinen and Tynjälä (2012b) suggest that learning that takes place outside
RIWKHHGXFDWLRQDOV\VWHPLVLQWHQWLRQDODQGGRHVQRWSURYLGHIRUPDOFHUWL¿FDWLRQFDQ
be referred to as nonformal learning. My aim was to conduct a CPD project structured
according to the needs of adult learners, in which the vocal teachers address their subject
matter. This can be seen as an alternative way to the existing CPD opportunities, which
often include general pedagogical courses or continuing courses of administrative tasks
of teachers in higher education. Presently, in order to get CPD in their own domain many
Nordic teachers have to purchase attendance to courses, and often the only ones that are
DYDLODEOHDUHR̆HUHGE\SURSRQHQWVRIGL̆HUHQWYRFDOPHWKRGVRUPRGHOV7KLVSURMHFW
DOVRSURYLGHVDQH[DPSOHRIKRZWRDUUDQJHDSSOLFDEOHWUDLQLQJIRUWHDFKHUVLQDQ\¿HOG
in which a phenomenon is addressed deeper than surface level.
The importance and need of professional conversations with colleagues have been
SHUFHLYHG ZLWKLQ WKH ¿HOG RI YRFDO SHGDJRJ\ 'L̆HUHQW FRQIHUHQFHV DQG FRQJUHVVHV
RUJDQLVHG E\ YDULRXV DVVRFLDWLRQV KDYH R̆HUHG SRVVLELOLWLHV IRU YRFDO WHDFKHUV WR
collaborate and share knowledge. Nevertheless, according to my experiences, many
Nordic popular music and jazz vocal teachers are not active in participating in researchbased conferences. Instead, nonformal meetings have reached these teachers more
H̆HFWLYHO\ 6RPH 1RUGLF FRXQWULHV KDYH QDWLRQDO DVVRFLDWLRQV IRU YRLFH WHDFKHUV WKDW
PD\R̆HUSURIHVVLRQDOGHYHORSPHQWRSSRUWXQLWLHV,Q)LQODQGIRUH[DPSOHWKHQDWLRQDO
association of voice teachers, Laulupedagogit ry, organises a two-day seminar twice a
year with guest presenters and lectures. The founding of VoCon, a network of popular
music and jazz vocal teachers of European higher education, within the popular music
and jazz platform of The Association Européenne des Conservatoires (AEC) in 2014 is
another example of such informal meeting forums in an international context. VoCon
R̆HUV SRVVLELOLWLHV IRU VKDULQJ FXOWXUHV DQG JRRG SUDFWLFHV GLVFXVVLQJ PHWKRGRORJLHV
H[FKDQJLQJ UHVHDUFK ¿QGLQJV DQG GHYHORSLQJ IXWXUH HGXFDWLRQ RI SRSXODU PXVLF DQG
jazz singing among European popular music and jazz vocal teachers. Unfortunately,
according to my experience and discussions with colleagues, many employers do not
DSSHDUWRVHHWKHLPSRUWDQFHDQGYDOXHLQWKLVQHWZRUNDQGUHIXVHWRR̆HUIXQGLQJIRU
attending its meetings.
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1.2 Research questions
The context of this study is popular music and jazz vocal pedagogy in higher music
education in the Nordic countries. The study is designed as a single-case study (Merriam,
  DQG WKH FDVH LV D FROODERUDWLYH SURMHFW FRQGXFWHG DPRQJ ¿YH WHDFKHUV 7KHVH
teachers participated in a series of peer-group mentoring sessions (Heikkinen, Jokinen,
& Tynjälä, 2012a), in which they were engaged in professional conversations concerning
challenges of their work that they raised up for discussion. The participating teachers
also shared some their professional expertise with others during the project. The case
LV LQ WKLV VWXG\ LQYHVWLJDWHG RQ WZR OHYHOV ¿UVWO\ WKURXJK WKH QRWLRQ RI SURIHVVLRQDO
development of expertise of the participants and secondly through how their pedagogical
thinking was manifested during the project.
The research questions of this study are:
1) How do the participating teachers articulate their professional development
of expertise within the project?
2) How do the participating teachers articulate their pedagogical thinking
and practices of popular music and jazz vocal teaching within the project?

1.3 Popular music and jazz vocal pedagogy in the Nordic countries’
higher music education
The context of this study is formal institutionalised popular music and jazz vocal
pedagogy in the higher education of the Nordic countries: Denmark, Finland, Norway,
and Sweden, with the exception of Iceland (see later in this section). These countries
provide a culturally coherent, yet in some respects varied context for this study. Jazz was
introduced to Nordic higher music education from the 1970s and 1980s, but institutions
have “generally been slower in opening their doors for popular musicians and facilitating
IRUWKHLUVSHFL¿FQHHGV´ .DUOVHQS 6WLOOFRQVLGHULQJWKHVLWXDWLRQJOREDOO\
the Nordic schools “have long featured and been praised as sites for open-minded
inclusion of popular music into almost every type and level of formal music education”
(Dyndahl, Karlsen, Graabraek Nielsen, & Skårberg, 2017, p. 432). In this sense, Nordic
FRXQWULHV GL̆HU IURP PDQ\ FRXQWULHV ZKLOH LQ VHYHUDO FRXQWULHV VFKRODUV UHSRUW RI
strong classical singing dominance in higher education both in performance and teacher
education (DeSilva, 2016) and that CCM singing should not be taught according to the
western classical tradition (Naismith, forthcoming), many Nordic scholars already are
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at the stage of focusing on academic discussion and development of the content and
teaching methods of popular music and jazz (Johansen, 2013; Zangger Borch, 2008).
As there is no systematic mapping of the history of popular music and jazz
SHGDJRJ\ ³WKH HYROXWLRQ RI WKH ¿HOG KDV WR EH ODUJHO\ WUDFHG WKURXJK QDWLRQDOOHYHO
guiding documents and local-level descriptions regarding how these directives have
EHHQHQDFWHG´ .DOOLR 9lNHYlS 'HQPDUNZDVWKH¿UVW1RUGLFFRXQWU\WR
introduce popular music into education, as “popular repertoire featured as part of Danish
educational system as early as the late 1930s” (Kallio & Väkevä, 2017, p. 77). Rhythmic
Music Conservatory, a higher education institution focusing only on popular music and
MD]]ZDVIRXQGHGLQ7RGD\KLJKHUPXVLFHGXFDWLRQLVR̆HUHGE\VL['DQLVK0XVLF
Academies (Heimonen, 2004), out of which three, Danish National Academy of Music
in Odense and Esbjerg, Rhythmic Music Conservatory in Copenhagen, and the Royal
$FDGHP\ RI 0XVLF LQ $DUKXV DQG $DOERUJ R̆HU VWXGLHV LQ SRSXODU PXVLF DQGRU MD]]
(Danish Ministry of Higher Education and Science, 2018).
,Q)LQODQGWKH¿UVWLQVWLWXWLRQWRR̆HUIRUPDOSRSXODUPXVLFDQGMD]]HGXFDWLRQZDV
Oulunkylä Pop & Jazz School (Oulunkylän Pop & Jazz Opisto) which was founded in
1972. Later expanded to conservatory level (as Pop & Jazz Conservatory), this institution
R̆HUHGGHJUHHVZKLFKLQODWHUHGXFDWLRQDOUHIRUPVZHUHFRQVLGHUHGHTXDOWREDFKHORU¶V
GHJUHHVLQSRSXODUPXVLFDQGMD]]SHGDJRJ\7RGD\FRQVHUYDWRULHVLQ)LQODQGR̆HURQO\
vocational music education. In 1983 a jazz department was founded at Sibelius Academy,
+HOVLQNLR̆HULQJWKH¿UVWXQLYHUVLW\GHJUHHVLQWKH¿HOG3RSXODUPXVLFLVFRQVLGHUHGDQ
HVVHQWLDOFRQWHQWRIVFKRROPXVLFWHDFKLQJLQ)LQODQG :HVWHUOXQG 9lNHYl DQG
some popular music pedagogy was included in school music teacher education already
LQWKHV 6LEHOLXV$NDWHPLD 7RGD\%DFKHORU¶VDQG0DVWHU¶VGHJUHHVLQPXVLF
HGXFDWLRQ DUH R̆HUHG E\ WKUHH )LQQLVK XQLYHUVLWLHV 8QLYHUVLW\ RI WKH $UWV +HOVLQNL
University of Oulu, and University of Jyväskylä. At present, the option to study popular
PXVLFLVODUJHO\OLPLWHGWRRWKHUVWXG\SURJUDPVDQGSRSXODUPXVLFLVQRWR̆HUHGDVD
major subject at these three universities. As an exception, Sibelius Academy (now part of
8QLYHUVLW\RIWKH$UWV+HOVLQNL KDVRUJDQLVHGD0DVWHU¶VGHJUHHSRSXODUPXVLFSURJUDP
at Seinäjoki University Center. In 2017 University of the Arts Helsinki has established a
musical theatre study module for students completing Bachelor studies in other degrees.
In addition to Universities, Finland has an extensive polytechnic (a.k.a. Universities
RI DSSOLHG VFLHQFHV 8$6  QHWZRUN +HLPRQHQ   :LWKLQ WKH GXDO V\VWHP RI
Finnish higher education, the universities are expected to focus on research and artistic
activities, whereas the studies at universities of applied sciences are “practice-oriented
taking especially account to the needs of the working life” (Heimonen, 2004). There are
¿YHXQLYHUVLWLHVRIDSSOLHGVFLHQFHVWKDWR̆HU%DFKHORU¶VDQG0DVWHU¶VGHJUHHVLQSRSXODU
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music and jazz performance and pedagogy: Metropolia UAS in Helsinki, Jyväskylä UAS,
Centria UAS in Kokkola, Savonia UAS in Kuopio and Oulu UAS. In addition, Tampere
UAS has a degree in musical theatre (Martinsen, 2016).
,Q 1RUZD\ MD]] DQG µSRS¶ ZHUH HVWDEOLVKHG DV OHJLWLPDWH VW\OHV WR EH WDXJKW LQ
1RUZHJLDQFRPSUHKHQVLYHVFKRROVLQ -RUJHQVHQ -D]]ZDV¿UVWLQWURGXFHG
to higher music education in Norway when a jazz department was founded in The
0XVLF&RQVHUYDWRU\RI7URQGKHLPLQ '\QGDKOHWDO :KHQLQFOXGLQJQHZ
musical styles into other higher music education institutions “all the other Norwegian
conservatories that established a non-classical education at that time chose a pure jazz
HGXFDWLRQZKLOH>8QLYHUVLW\RI@$JGHUFKRVHDEURDGHUMD]]SRSURFNSUR¿OH´ 7RQVEHUJ
  7KH HGXFDWLRQDO V\VWHP LQ 1RUZD\ GL̆HUV IURP RWKHU 1RUGLF FRXQWULHV DV
%DFKHORU¶VGHJUHHVDUHWRGD\R̆HUHGE\VHYHUDOVWDWHXQLYHUVLWLHVVSHFLDOLVHGXQLYHUVLW\
institutions, university colleges and public and private higher education institutions.
Some state universities, specialised institutions such as The Norwegian Academy of
0XVLFVHYHUDOXQLYHUVLW\FROOHJHVDQGVRPHSULYDWHLQVWLWXWLRQVDOVRDZDUGWKH0DVWHU¶V
degree (Heimonen, 2004). According the Ministry of Education and Research of Norway
WKHUH DUH QR VWDWLVWLFV RI KRZ PDQ\ LQVWLWXWLRQV R̆HU KLJKHU PXVLF HGXFDWLRQ GHJUHHV
of popular music and jazz (M. Sparre, Department of Higher Education, Research and
,QWHUQDWLRQDO$̆DLUVSHUVRQDOFRPPXQLFDWLRQ2FWREHU 
In Sweden, higher music education is provided by six institutions; Malmö Academy
of Music at Lund University, The School of Music at Örebro University, Academy of
Music and Drama at University of Gothenburg, The School of Music at Luleå University
of Technology, Ingesund School of Music at Karlstad University, and Royal Academy of
0XVLF:LWKLQWKHVHLQVWLWXWLRQVGHJUHHVLQDOOPXVLFDOVW\OHVLQFOXGLQJSRSXODUPXVLF
DQGMD]]DUHR̆HUHG $UVWDP &DUOqQ 
7KHHGXFDWLRQDOVLWXDWLRQLQ,FHODQGGL̆HUVIURPRWKHU1RUGLFFRXQWULHVDVWKHUHLV
RQO\RQHLQVWLWXWLRQR̆HULQJKLJKHUPXVLFHGXFDWLRQ7KHVPDOODPRXQWRISRSXODUPXVLF
and jazz vocal teachers in higher education would have compromised the anonymity of
the Icelandic participants within the project (see 6.6) and therefore I decided to exclude
Iceland from this research context.
According to the participants of this study, there is variety in how the content of
WHDFKLQJ LV SUHVHQWO\ GH¿QHG LQ 1RUGLF KLJKHU PXVLF HGXFDWLRQ LQVWLWXWLRQV RSHUDWLQJ
at the popular music and jazz sector. In some institutions only jazz is taught, while in
some jazz has remained in the name of the degree but popular music is taught as well.
,QRWKHULQVWLWXWLRQVERWKSRSXODUPXVLFDQGMD]]DUHWDXJKWṘFLDOO\,QRQHLQVWLWXWLRQ
DVKLIWKDVEHHQPDGHIURPGH¿QLQJWKHGHJUHHZLWKDQDPHRIWKHPXVLFDOVW\OHDQG
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instead the term improvisation has been adopted (Academy of Music and Drama, 2018).
In relation to the present study, the participating teachers stated that they teach many
musical styles within the rubric of popular music and jazz.
Several uniting features connect higher music education in the chosen Nordic
countries. Firstly, every country has a comprehensive system of Art and Music Schools
IXQGHG E\ WKH VWDWH DQGRU E\ UHJLRQDO DQG ORFDO DXWKRULWLHV .DUOVHQ :HVWHUOXQG
3DUWWL 6ROEX 7KHSUDFWLFDOH̆HFWRIWKLVLVWKDWWKH1RUGLFVWXGHQWVHQWHULQJ
higher education often have had years of formal music education in popular music and/
or jazz. Such extracurricular music education is given in Denmark in Music Schools
and preparatory courses (Hosbond, 2016), in Finland in Music Schools (Suomen
Musiikkioppilaitosten Liitto ry, 2018) and Junior Academy of the Sibelius Academy
(University of the Arts, 2018), in Norway in Culture Schools (Bamford, 2012) and Junior
Academies (Barratt Due Institute of Music, 2018; Norwegian Academy of Music, 2018),
DQGLQ6ZHGHQLQ$UWDQG0XVLF6FKRROV $UVWDP &DUOqQ'L/RUHQ]R7LOOERUJ
2017).
Secondly, in all Nordic countries higher education is funded by the government and
is free of charge for students. All institutions use a process of entrance examinations.
In institutions with a high attractivity rate the acceptance percent of applying students
can be as small as 4 % (Taideyliopiston Sibelius-Akatemia, 2016). On the other hand, in
institutions with lower attractivity rate getting accepted may be easier.
A third feature uniting higher popular music and jazz education in the Nordic
countries is the educational requirements of teachers. In most higher music education
LQVWLWXWLRQVWHDFKHUVLQIXOOWLPHSRVLWLRQVDUHUHTXLUHGWRKDYHDQDSSOLFDEOH0DVWHU¶V
degree and the pedagogical competence determined by the Ministries of Education of
each country.
According to my insider knowledge of the educational and working life situation
in Finland, supported by discussions with Nordic colleagues, popular music and jazz
singing teaching has in many cases outnumbered the classical music singing teaching in
demand. Supporting this claim, research has shown the increasing demand of formally
HGXFDWHGSRSXODUPXVLFDQGMD]]WHDFKHUV)RULQVWDQFHWKH¿QDOUHSRUWRI7RLYHKDQNH
a survey on operational environment and demand for competence of music teachers in
Finland, revealed that most teachers to be recruited in the near future are from popular
PXVLFDQGMD]]¿HOGV 0XXNNRQHQ3HVRQHQ 3RKMDQQRUR 
The context of this study must be considered in relation to the nexus of formal,
nonformal and informalHGXFDWLRQ :HUTXLQ %\IRUPDOKLJKHUPXVLFHGXFDWLRQ
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this study refers to all the higher education institutions, be they organisationally public
RU SULYDWH WKDW R̆HU WKH PLQLPXP RI %DFKHORU¶V GHJUHH LQ PXVLF RU PXVLF HGXFDWLRQ
By informal education this study means the many learning opportunities that can be
LGHQWL¿HG LQ HYHU\GD\ OLIH 7KH SURMHFW RUJDQLVHG E\ WKLV VWXG\ LV VLWXDWHG LQ WKH WKLUG
sector, nonformal education, because the project was organised and structured, but
participation did not result in a degree (Heikkinen, Jokinen, & Tynjälä, 2012b). Still,
formal higher music education is closely connected to the outcomes of the study because
the participating teachers have been chosen due to their working life position in formal
higher music education and the professional conversations focused on their work in
these institutions. In all Nordic countries there is also a wide sector of private studios
in which extensive amount of vocal teaching or coaching takes place, and many of the
participating teachers work in this sector as well. It also must be acknowledged that
a wide world of informal learning opportunities exists in singing (Folkestad, 2006)
in which the participants may also operate. In this study no attempt has been made
WR GL̆HUHQWLDWH WKH WKUHH IRUPV RI HGXFDWLRQ IURP WKH SDUWLFLSDQWV¶ FRQYHUVDWLRQV DQG
UHÀHFWLRQVEXWWKHGDWDGRHVVXJJHVWWKDWWKHSDUWLFLSDQWVPRVWO\DGGUHVVHGLVVXHVRI
formal, institutionalised higher music education.
7KHUH DUH VHYHUDO SHGDJRJLFDO GL̆HUHQFHV EHWZHHQ WKH LQVWLWXWLRQDOLVHG PXVLF
education and uninstitutionalised private sector in Nordic countries, which is why a
demarcation had to be made between the two sectors. In formal higher music education
institutions students are assigned to teachers and they must be taught according to a
curriculum. In comparison, teachers in the private sector work as entrepreneurs and
must acquire clients by marketing their expertise, while at the same time they are free to
choose the content of teaching. Teachers in formal higher music education must be able
to teach all students assigned to them in all musical styles taught by that institution. This
is especially true if they are the only popular music and jazz vocal teachers within that
institution. In turn, it is likely that in the private sector the clients, the students, choose
a teacher based on his or her areas of expertise.

1.4 Terminology
There are several issues relating to terminology that need to be discussed in order
for a reader to comprehend the context of this study. Firstly, there are several names
under which the musical styles in question are discussed both in literature and within
institutions. In literature of musicology and philosophy the context of this study is referred
to as popular music and jazz, and these notions are mostly discussed separately. Out of
WKHWZRVW\OHVMD]]KDVDPRUHFRPPRQO\DJUHHGGH¿QLWLRQ,QJHQHUDOMD]]LVGH¿QHGDV
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“a type of music of black American origin which emerged at the beginning of the 20th
century, characterized by improvisation, syncopation, and usually a regular or forceful
rhythm” (Oxford Online Dictionary, 2018). In US, the discussion often emphasises the
ethnic background of jazz. The Preservation Act (JPA) in 1987 has discussed jazz as “a
black American art form, thus using race, national identity, and cultural value as key
DVSHFWVLQPDNLQJMD]]RQHRIWKHQDWLRQ¶VPRVWVXEVLGL]HGDUWV´ )DUOH\ $VMD]]
KDVSHUYDGHGWKHZRUOGLWKDVDOVRLQFRUSRUDWHGPXVLFDOIHDWXUHVRIGL̆HUHQWFRXQWULHV
leading to for example the evolution of Nordic Jazz (Silas, 2014). However, the content
RIWHDFKLQJLQ1RUGLFKLJKHUHGXFDWLRQLVQRWOLPLWHGWR1RUGLF-D]]EXWGL̆HUHQWVW\OHV
of jazz are taught.
'H¿QLQJ SRSXODU PXVLF DQG GHVLJQDWLQJ DQ DSSURSULDWH WHUP KDV EHHQ IRXQG
challenging in literature. As a result, philosophizing about popular music generally
VLGHVWHSVWKHLVVXHRIGH¿QLQJLW *UDF\N )LUVWO\popular music and pop must
be distinguished. In general, popular music is understood as rubric including several
GL̆HUHQWPXVLFDOVW\OHVRXWRIZKLFKSRSLVRQHSDUWLFXODUVW\OH )ULWK6WUDZ 6WUHHW
  ,Q DQ DWWHPSW WR GH¿QH SRSXODU PXVLF %RZPDQ   FKDUDFWHULVHV LW WR
exhibit following tendencies: “a) breadth of intended appeal, b) mass mediation and
commodity character, c) amateur engagement, d) continuity with everyday concerns,
e) informality, f) here-and-now pragmatic use and utility, g) appeal to embodied
H[SHULHQFHDQGK HPSKDVLVXSRQSURFHVV´ SS 6KXNHU  GH¿QHVSRSXODU
music as “commercially mass produced music for a mass market” (p. x) and suggests
WKDWLWLQFOXGHVDYDULHW\RIPXVLFDOVW\OHVVXEVXPHGE\WHUPVVXFKDVURFN¶QUROOURFN
SRSGDQFHKLSKRSDQG5 %:KLOHLWKDVEHHQSURSRVHGWKDWSRSXODUPXVLFFDQEH
GH¿QHGWKURXJKEHLQJDSSHDOLQJWRWKHSRSXODUWDVWH 2[IRUG2QOLQH'LFWLRQDU\ 
this notion has been debated by several scholars. For example, Smith points out that
popular music for the most parts is unpopular if measured by relative public attention
(Smith, 2016).
The popular music library of the British Broadcasting Corporation (BBC) suggests that
it might be preferable to use the term light musicEHFDXVH³WKLVWHUPZRXOGH̆HFWLYHO\
cover music of a more transient nature, which would not be expected to have a lasting
DSSHDO H[FHSW WR WKH PRVW GLHKDUG DGKHUHQWV RI D SDUWLFXODU VW\OH RU IRUP´ :LOVRQ
2018). The Finnish Broadcasting Company YLE (Yleisradio, 2017) uses the same term
and it has spread to research in Finland. However, the use of this term has caused debate
because of the etymological meaning of the word, as for example heavy metal hardly can
be described as “light” music. In addition, many popular music artists, for example The
Beatles, have had a lasting appeal in the history of music.

11

Historically, the term non-classical has been used for decades (LoVetri, 2008).
+RZHYHUGH¿QLQJWKH¿HOGWKURXJKVRPHWKLQJWKDWLWLVQRWLVSUREOHPDWLFEHFDXVHLW
may refer to numerous musical styles, not all of which might not be judged as popular.
The term Afro-American music has appeared in music education programs; for example,
it is used at Sibelius Academy of the University of the Arts Helsinki (Taideyliopiston
Sibelius-Akatemia, 2018). This term can also be found problematic as it refers to cultural
tradition that does not fully cover the origins of all popular music.
As an alternative term, rhythmic music has been suggested and used in several
Nordic countries; rytmisk music in Danish, rytmimusiikki in Finnish, and rytmisk
musikk in Norwegian (Kallio & Väkevä, 2017; Rytmimusiikki 2010 visio, 2005). It
has been understood as an overarching term combining popular music, jazz and folk
music (Rytmimusiikki 2010 visio, 2005). Translating the Danish term rytmisk musik
to English as rhythmic music has been objected (Pedersen, 2011) because in Denmark
WKHWHUPSRLQWVWRZDUGVDVSHFL¿FRUDODSSURDFKWRWHDFKLQJZKLFKFRPELQHVUK\WKP
participation, movement, improvisation and playing together (Christophersen, 2009).
Terminology within singing has developed apart from other instruments. In the
United States the National Association of Teachers of Singing (NATS) has decided to use
the abbreviation CCM, contemporary commercial music (LoVetri, 2008). CCM has been
VHHQ DV XQEHFRPLQJ LQ (XURSH EHFDXVH QRW DOO PXVLF ZLWKLQ WKH ¿HOG LV FRPPHUFLDOO\
based (Smith, 2014). As an alternative, the term PCM meaning popular culture musics
has been presented by Hughes (2017) which “not only encompasses the broad gamut
of musical styles in popular culture, but also emphasizes the sociocultural and artistic
underpinnings of contemporary singing practices instead of accentuating their potential
commerciality” (p. 180). Challenges emerge as these terms are not used outside the vocal
context and using them might sever literature of singing from the general literature of
popular music.
The European Association of Conservatoires (2017) and many of its member
institutions use the conjunctive term popular music and jazz. Because of the variation
LQ WHUPLQRORJ\ LW LV EHQH¿FLDO WR PDNH D GH¿QLWLRQ IRU WKLV VWXG\ RQO\ :KHQ WDONLQJ
about popular music and jazz this study means all musical styles and their subdivisions
under the rubric popular music, such as pop, rock, rhythm & blues, hip hop, dance, and
all styles of jazz. During the project organised by this study the abbreviation pop/jazz
was used.
This study also makes a distinction between terms pedagogy and teaching. Pedagogy
as a term is understood as an umbrella term consisting of learning, teaching practices
and other related aspects such as development of curriculum. In this dissertation
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pedagogy also relates to thinking of the participants, their skills and choices. Teaching
is used when discussing the content and practices of teaching, the action. In discussing
literature terminology is presented according to the reference.
$QRWKHUWHUPLQQHHGRIGH¿QLWLRQLQWKLVVWXG\LVLQVWUXPHQWDOWHDFKLQJ7KHVLWXDWLRQ
in which only one teacher and one student are present, is in literature referred to as oneto(on)-one tuition or teaching. In some literature one-to-one teaching of singing is also
referred to as vocal studio or studio teaching, but these terms are not commonly used
(XURSHRULQWKH1RUGLFFRXQWULHV:KHQXVHGLQWKLVVWXG\YRFDOVWXGLRW\SLFDOO\UHIHUV
to the uninstitutionalised private sector of teaching and not to tuition given in music
institutions.

1.5 The researcher’s story
My involvement with popular music and jazz dates back to my childhood when I was
LQWURGXFHGWRGL̆HUHQWPXVLFDOVW\OHV0\IDWKHUSOD\HGVD[RSKRQHDQGFODULQHWRQKLV
free time and my mother sang in a jazz band. Yet, I attended the local music school in
ZKLFK RQO\ ZHVWHUQ FODVVLFDO PXVLF WXLWLRQ ZDV R̆HUHG 7KURXJK DOO WKRVH \HDUV , ZDV
involved in other means of music making in informal environments, learned how to
play the piano by ear and sang popular music and jazz tunes on my own. An exchangeVWXGHQW\HDULQ)DLUEDQNV$ODVNDJDYHPHWKH¿UVWH[SHULHQFHRIIRUPDOWHDFKLQJLQRWKHU
musical styles than classical music. The choir conductor had added a swing choir to the
FXUULFXOXPZKLFKR̆HUHGPHDQRSSRUWXQLW\WRH[SHULHQFHPXVLFDOVSRSXODUPXVLFDQG
MD]]WKURXJKVLQJLQJDQGSOD\LQJWKHSLDQR0\H\HVZHUHRSHQHGDQGIRUWKH¿UVWWLPH,
started to consider music as a possible career.
,HQWHUHG)LQQLVKKLJKHUPXVLFHGXFDWLRQDVDVWXGHQWRIPXVLFHGXFDWLRQLQWKH¶V
and to my disappointment the curriculum mainly included studies based on western
classical music tradition, especially within instrumental studies. At the same time, I also
started working as a musician performing popular music and jazz. After graduating from
Sibelius Academy as a Master, I started teaching music in Finnish comprehensive school
and the upper secondary school. I soon understood that I needed to learn popular music
and jazz also in a formal context and was accepted to vocal teacher program at the Pop &
-D]]&RQVHUYDWRU\LQ+HOVLQNL6LQFHJUDGXDWLQJZLWKD%DFKHORU¶VGHJUHH,KDYHIRFXVHG
only on popular music and jazz teaching and also continued my career as musician.
In the fall of 2018, I started my 16th academic year as a senior lecturer at Metropolia
University of Applied Sciences. I have found Finnish higher education to be an inspiring
13

HQYLURQPHQWWRZRUNLQ¿UVWO\EHFDXVHRIWKHWDOHQWHGDQGPRWLYDWHGVWXGHQWVZLWKZKRP
I have had the privilege to work, and secondly because of the remarkable development of
NQRZOHGJHDQGSHGDJRJ\ZLWKLQWKH¿HOG,KDYHKDGWKHRSSRUWXQLW\WRFKDOOHQJHP\VHOI
by taking on new content and by updating my pedagogical thinking and action through
GL̆HUHQWFRXUVHVDQGGXULQJWKHODVW\HDUVWKURXJKGRFWRUDOVWXGLHV,¶PQRWDFHUWL¿HG
WHDFKHURIDQ\YRFDOPHWKRGRUPRGHOEXW,KDYHDWWHQGHGVHYHUDOFRXUVHVRIGL̆HUHQW
approaches. I have also had the opportunity to develop and implement new curricula,
and above all – make music with people of all ages and skill levels.
The recent decade of my working career with the increasing amount of international
collaboration with colleagues from all over the world has broadened my horizons and
given me more opportunities to develop myself as a teacher, a musician and a researcher.
International interaction always brings forth the concept of language. I have been using
English as a professional language for decades and lived in an English-speaking country.
Still, it is a second language to me.
During my over 30 years of being a music student, a musician, a school music and
a vocal teacher I have witnessed how the formal, institutionalised popular music and
MD]]SHGDJRJ\KDVHVWDEOLVKHGLWVHOIDVDSURPLQHQW¿HOGRIPXVLFHGXFDWLRQLQ)LQODQG
My own vocal teachers belong to the group of progressive teachers who built the formal
education of popular music and jazz at Pop & Jazz Conservatory during the 1970s and
1980s. As a representative of the second generation of popular music and jazz teachers,
EXWWKH¿UVWJHQHUDWLRQWRUHFHLYHDIRUPDOHGXFDWLRQLQWKLV¿HOGDQGEHLQJLQYROYHGLQ
educating the next generation as a part of my position as a teacher educator I felt, that
LWZDVP\GXW\WRDGYDQFHWKLV¿HOGIXUWKHUE\FRQGXFWLQJUHVHDUFKRQLW7KLVGRFWRUDO
dissertation is a result of that inner obligation and is inspired by my own experiences of
ZRUNLQJLQWKH¿HOG

1.6 Structure of the thesis
In chapter 1 I have described the context of this study, popular music and jazz vocal
pedagogy in higher music education in the Nordic countries, and the rationale that led to
conducting this research, the research task and my personal aspirations. The introduction
also includes a section of terminology. In chapter 2 the theoretical underpinning notions
of social constructivism, expertise, development of expertise, collaboration, continuing
professional development (CPD), conversational learning, professional conversations,
and learner-centered teaching are discussed. Chapter 3 presents literature and scholarly
discussion of the educational environment in which the participating teachers of this
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study work. The chapter also includes notions of voice science, master-apprentice model
and one-to-one tuition.
The methodological choices, the data collection procedures and the analysis of the
data are presented and discussed in chapter 4. The results of this investigation are
introduced in several sections; the outcomes of participation in the project and the
development of expertise (5.1), and the notions of popular music and jazz vocal pedagogy
(5.2). Also, the results of popular music and jazz vocal pedagogy as a learner-centered
practice are presented in section 5.3, followed by social constructivist notions growing
RXWRIWKHGDWD  7KHVH¿QGLQJVDUHGUDZQWRJHWKHUDQGGLVFXVVHGLQUHODWLRQWRWKH
WKHRUHWLFDODQGPHWKRGRORJLFDOFKRLFHVRIWKLVWKHVLV FKDSWHU DQG¿QDOO\IROORZHGE\
conclusions (chapter 7), references and appendix.
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2 Theoretical frame
Theoretically this study is situated in the social constructivist notion of learning
presented by Vygotsky (1978; 1986). The general aim was to enhance understanding of
development of expertise of teachers in popular music and jazz vocal pedagogy in higher
music education in the Nordic countries. The investigation was conducted through a
FDVHDFROODERUDWLYHSURMHFWLQZKLFK¿YHYRFDOWHDFKHUVSDUWLFLSDWHG7KHSURMHFWZDV
built as a series of peer-group mentoring sessions (Heikkinen, Jokinen, & Tynjälä, 2012a)
in which a conversational space (Baker, Jensen, & Kolb, 2002) was created within which
the participants engaged in professional conversations.
In the following sections, the theories and concepts forming the framework of this
study are discussed starting from social constructivism and continuing to expertise
and development of expertise. The discussion then moves to collaboration, continuing
professional development (CPD), peer-group mentoring (PGM) and professional
conversations. Finally, the theoretical foundations and practical implications of learnercentered approaches are presented.

2.1 Social constructivism
Social constructivism (Vygotsky, 1978; 1986) positions individuals as active participants
in the learning process constructing and applying knowledge in socially mediated
contexts4. Social constructivism proposes that the content of learning is not independent
of how the learning is acquired and that it is not possible to separate learning from its
social context. Palincsar (1998) suggests that in Vygotskian socio-cultural approach
“mental functioning of the individual is not simply derived from social interaction;
UDWKHU WKH VSHFL¿F VWUXFWXUHV DQG SURFHVVHV UHYHDOHG E\ LQGLYLGXDOV FDQ EH WUDFHG WR
their interactions with others” (p. 351), a notion that separates the thoughts of Vygotsky
IURP WKH QRWLRQV RI 3LDJHW ZKR SURSRVHV WKDW ³FRQWUDGLFWLRQ EHWZHHQ WKH OHDUQHU¶V
existing understanding and what the learner experiences gives rise to disequilibration,
which, in turn, leads the learner to question his or her beliefs and to try out new ideas”
(p. 350). Indeed, what Vygotskian social constructivists mean by learning “is only part
of a larger process of human change and transformation, the process called learning
4

7KHZRUNVRI9\JRWVN\KDYHEHHQVWXGLHGDQGLQWHUSUHWHGE\DYDULHW\RIVFKRODUV³VRPHRIZKRPSUHIHUWRXVHWKH
term cultural-historical” (John-Steiner & Mahn, 1996, p. 191). The term socio(-)cultural has also been adopted in disFXVVLQJ9\JRWVN\¶VWKHRULHV 6KDEDQL 7KHWHUPVDUHKHUHXVHGDFFRUGLQJWRWKHUHIHUHQFH
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by socioculturalists“ (Packer & Goicoechea, 2000, p. 239). On the other hand, as the
cognitive constructivist research and practice is mostly oriented toward understanding
the individual learner, several scholars suggest that sociocultural and constructivist
perspectives are complementary and should be considered as connected and interdependent (Derry, 1996; John-Steiner & Mahn, 1996).
Distinctions need to be made in relation to the notions of social constructionism
(Berger & Luckmann, 1966; Burr, 2003; Gergen, 1985; 2015) and radical constructivism
(von Glasersfeld, 1995). Social constructionism emphasises purposeful creation
of knowledge as “the focus is on revealing the ways in which individuals and groups
SDUWLFLSDWH LQ WKH FUHDWLRQ RI WKHLU SHUFHLYHG VRFLDO UHDOLW\´ 7KRPDV 0HQRQ %RUX̆
Rodriguez, & Ahmed, 2014, p. 3). According to Burr (2003) the position of a social
FRQVWUXFWLRQLVWLVFKDOOHQJLQJWRGH¿QHEXWVKHVXJJHVWVDORQJZLWK*HUJHQ  WKDW
such thinking often includes a critical stance towards taken-for-granted knowledge,
KLVWRULFDODQGFXOWXUDOVSHFL¿FLW\WKDWNQRZOHGJHLVVXVWDLQHGE\VRFLDOSURFHVVHVDQG
that knowledge and social action go together. Radical constructivism presented by von
Glasersfeld (1995) suggests that “knowledge consists of mental constructs which have
VDWLV¿HGWKHFRQVWUDLQWVRIREMHFWLYHUHDOLW\´ +DUG\ 7D\ORUS DQGWKDWWKH
OHDUQHU³FRQVWUXFWVNQRZOHGJHIURPKLVH[SHULHQFHVLQDQH̆RUWWRLPSRVHRUGHURQDQG
hence, make sense of those experiences” (p. 137).
This study is concerned with the development of expertise of the participating
teachers through a collaborative process of learning of an individual in socially mediated
contexts, a focus which directs this study towards the social constructivist approach.
7KHUHIRUHLQWKLVVWXG\,UHO\RQ9\JRWVN\¶VVXJJHVWLRQWKDW
learning is not development; however, properly organized learning results in
mental development and sets in motion a variety of developmental processes
that would be impossible apart from learning. Thus, learning is a necessary and
XQLYHUVDO DVSHFW RI WKH SURFHVV RI GHYHORSLQJ FXOWXUDOO\ RUJDQL]HG VSHFL¿FDOO\
human, psychological functions. (Vygotsky, 1978, p. 90)
6HYHUDOVFKRODUVSURSRVHWKDWLQ9\JRWVN\¶VZULWLQJVWKUHH :HUWVFK 6WRQH 
or four (Eun, 2008; Moll, 2014; Shabani, 2016) interrelated concepts fundamental to
XQGHUVWDQGLQJ KXPDQ GHYHORSPHQW FDQ EH LGHQWL¿HG 7KH ¿UVW FRQFHSW social origin
of mental functionsH[SODLQV³KRZWKHLQGLYLGXDOPHQWDOIXQFWLRQVDULVHIURPVSHFL¿F
social interactions and retain a social nature even in the most private spheres of human
FRQVFLRXVQHVV´ (XQS $VOHDUQHUVWDNHSDUWLQDQGLQWHUQDOLVHWKHH̆HFWV
of a wide range of collaborative activities, “they acquire new strategies and knowledge of
the world and culture” (Palincsar, 1998, pp. 351-352). This way of thinking indicates that
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the origin of knowledge construction should be sought in the social interaction, and in
the particular case of this study within the collaboration between individuals.
The second central concept, the unity or integration of behaviour and consciousness,
³LV DW WKH FRUH RI 9\JRWVN\¶V GHYHORSPHQWDO WKHRULHV EHFDXVH WKLV LV SUHFLVHO\ ZKDW
constitutes human development” (Eun, 2008, p. 137). It is considered as internal activity
arisen from external practical activity, which are not separate and retain the two-way
FRPPXQLFDWLRQ :HUWVFK  6WRQH   /HH   SURSRVHV WKDW LQ 9\JRWVNLDQ
thinking “consciousness is the process that organizes behavior” (p. 70).
The third concept, which is held as one of the most important assets of Vygotsky
(Daniels, 2016; Moll, 2014), suggests that construction of knowledge is a socio-culturally
mediated process. Mediation as a concept concerns “the mechanisms involved in the
transition between social interaction and individual mental functioning” (Eun, 2008,
S DQGLVD̆HFWHGE\WKHSK\VLFDODQGSV\FKRORJLFDOWRROV DQGDUWHIDFWV 6KDEDQL
2016). The latter refer to “both the tools that facilitate the co-construction of knowledge
and the means that are internalised to aid future independent problem-solving activity”
(Palincsar, 1998, p. 353). Vygotsky suggested that psychological tools, such as language,
various systems for counting, works of art, and writing, can be used to direct the mind
and behaviour, whereas “technical tools are used to bring about changes in other objects”
(Daniels, 2016, p. 26). Thus, mediation may occur through symbolic systems or through
another human being (Eun, 2008). Vygotsky argues that “humans master themselves
through external symbolic, cultural systems rather than being subjugated by and in
them” (Daniels, 2016, p. 25).
Finally, as the fourth key concept, the formation of a new psychological system,
“consisting of new interrelationships among individual functions, is what is considered
to be the best result of development in a Vygotskian framework” (Eun, 2008, p. 137).
In addition, Moll (2014) suggests, that “active subjects create themselves through their
social actions” (p. 30).
Shabani (2016) suggests that the emphasis of sociocultural theory is on human
mental activity being a mediated process, “in which symbolic and socioculturally
FRQVWUXFWHGDUWHIDFWVWKHPRVWVLJQL¿FDQWRIZKLFKEHLQJWKHODQJXDJHSOD\DQHVVHQWLDO
role in the mental life of the individual” (p. 2). This function of language can be seen
as “a culturally organized knowledge that is distinguished from formally organized
theoretical knowledge” (Daniels, 2016, p. 101). Such use of language goes against
9\JRWVN\¶V ¿UVW QRWLRQ RI WKH GRXEOH IXQFWLRQ RI ODQJXDJH ZKLFK VWDWHV WKDW ODQJXDJH
serves communication by enabling human beings to socially coordinate actions with
others through the creation of meaning (Moll, 2014). Language as a concept has been
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in the core of this study, as the point of departure was for the participants to engage
LQ SURIHVVLRQDO FRQYHUVDWLRQV /DQJXDJH EHFDPH DQ LQÀXHQWLDO LVVXH DOVR EHFDXVH WKH
SDUWLFLSDQWVGLGQRWVKDUHD¿UVWODQJXDJHDQGZHUHREOLJHGWRXVHWKHLUVHFRQGRUDWKLUG
language, a fact that created challenges to creation of meaning (see 4.5 and 6.6).
Development of expertise is in this study situated within continuing professional
GHYHORSPHQW &3'  DQG LQGHHG 9\JRWVN\¶V VRFLDO FRQVWUXFWLYLVW WKHRU\ XQGHUSLQV WKH
professional development project of this study as he places emphasis on development
taking place in social interaction. Shabani (2016) proposes that from a sociocultural
SHUVSHFWLYH OHDUQLQJ LV D VRFLDOO\ PHGLDWHG SURFHVV LQÀXHQFHG E\ GL̆HUHQW PRGHV RI
semiotic tools, the most important of which is the language and that social mediation
together with dialogic negotiation triggers higher forms of human mental functioning.
7KHUHIRUH6KDEDQLFRQVLGHUV9\JRWVN\¶VSURSRVDODERXWOHDUQLQJLQWKHVFKRROVHWWLQJWR
be applicable to the teachers as well. The developmental theories of Vygotsky “resting on
the notions of social origin of mental functions, unity of behaviour and consciousness,
mediation, and psychological systems can help more vividly understand the professional
growth of teachers in their work places” (p. 1). The following table by Eun (2008)
summarises notions of professional development within a Vygotskian theoretical
framework:
Key theoretical concepts Related professional development practices
Social interaction

:RUNVKRSVFROORTXLDVHPLQDUVPHQWRULQJVWXG\JURXSV

Internalization

,QGLYLGXDOO\JXLGHGDFWLYLWLHV YLGHRDVVHVVPHQWMRXUQDOZULWLQJ 

Mediation

&RQWLQXRXV IROORZXS VXSSRUW WKDW LQFOXGHV WKH WKUHH W\SHV RI
PHGLDWRUVWRROV PDWHULDOVRXUFHV VLJQV QHZVOHWWHUVDQGMRXUQDOV DQG
RWKHUKXPDQV SURIHVVLRQDOQHWZRUNV 

Psychological systems

Development of professional development programs that focus on
FKDQJLQJWHDFKHUV¶DWWLWXGHVDVZHOODVLQVWUXFWLRQDOSUDFWLFHV

7DEOH3URIHVVLRQDO'HYHORSPHQWZLWKLQD9\JRWVNLDQ7KHRUHWLFDO)UDPHZRUN (XQS
The chosen research methods of this study indeed focus on several professional
development practices that can be connected to Vygotskian thinking. Peer-group
mentoring and collegial work as practices enhance social interaction while individual
UHÀHFWLRQ OHDGV WR LQWHUQDOLVDWLRQ 7KH SURMHFW HVWDEOLVKHG D SURIHVVLRQDO QHWZRUN
allowing mediation through others. Thus, the project as a whole acted as a psychological
V\VWHPHYHQLIWKHDLPZDVQRWWRFKDQJHWHDFKHUV¶FRQFHSWLRQVEXWWRR̆HUSRVVLELOLWLHV
for development.
Another notion connecting this study to Vygotskian understanding of learning is the
concept of zone of proximal development (ZPD) (Vygotsky, 1978), originally discussed
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E\ :RRG %UXQHU DQG 5RVV   ZKLFK LQ OLWHUDWXUH KDV RIWHQ EHHQ FRQQHFWHG WR
PHQWRULQJ PRGHOV 7KH WHDFKHU¶V =3' DV D OHDUQLQJ VSDFH FDQ EH LGHQWL¿HG EHWZHHQ
the present level of teaching knowledge and skills and the potential level of knowledge
and skills to be attained with the support of others (Shabani, 2016). In this process,
while providing assistance and guiding development to others, “both participants
transform” (Eun, 2008, p. 142). Even if the roles of the mentor and the mentee were in
this study shifted towards equal mentoring between peers, the foundations of learning
for the participating teachers may indeed be seen as proximal levels of development. In
addition, connecting Vygotskian perspective further to this study, “the group members
FDQ SURYLGH FROOHFWLYH VFD̆ROG IRU HDFK RWKHU WR UHPHG\ WKHLU LQVWUXFWLRQDO SUREOHPV´
(Shabani, 2016, p. 6). The notion of ZPD also connects to development of expertise
(Berliner, 1988; Dreyfus & Dreyfus, 1980), which is discussed in the next section.

2.2 Expertise and development of expertise
Expertise as a phenomenon has been discussed by several scholars over the years, but
WKHUHKDVEHHQQRDJUHHGGH¿QLWLRQRIWKHFRQFHSW)UHQVFKDQG6WHUQEHUJ  KDYH
suggested “the ability, acquired by practice and experience, to perform qualitatively
ZHOOLQDSDUWLFXODUWDVNGRPDLQ´DVDGH¿QLWLRQ S (ULFVVRQDQG/HKPDQQ  
GH¿QH H[SHUW SHUIRUPDQFH DV ³FRQVLVWHQWO\ VXSHULRU SHUIRUPDQFH RQ D VSHFL¿HG VHW RI
representative tasks for a domain” (p. 277). Expertise according to Ericsson (2006)
refers to “the characteristics, skills, and knowledge that distinguish experts from novices
and less experienced people” (p. 3). Hakkarainen (2013), along with Chi (2006) and
(ULFVVRQ  VXJJHVWVWKDW³H[SHUWLVHPD\EHGH¿QHGDVPDVWHU\RIDZHOORUJDQL]HG
body of usable knowledge that a participant can (and does) utilize to focus selectively
RQWKHFULWLFDODVSHFWVRIDFRPSOH[SUREOHP´ S 7KHVHGH¿QLWLRQVDOOSRLQWWRZDUGV
H[SHUW SHUIRUPDQFH EHLQJ GRPDLQ VSHFL¿F ZKLFK LQ WKLV VWXG\ PHDQV H[SHUWLVH XVHG
in teaching popular music and jazz singing. In Nordic higher music education this
UHIHUVWRIRUH[DPSOHWKHDELOLW\WRWHDFKGL̆HUHQWPXVLFDOVW\OHVYRFDOWHFKQLTXHDQG
interpretation as part of popular music and jazz programs.
Ericsson and Lehmann (1996) highlight reproducibility of expert performance by
VWDWLQJ WKDW H[SHUW SHUIRUPHUV RI VSHFL¿F GRPDLQ DUH DEOH WR ³GLVSOD\ WKHLU VXSHULRU
performance reliably upon demand” (p. 277). They also suggest that performers
considered experts should be able to reproduce a performance under controlled
laboratory conditions. On the other hand, they do acknowledge that creating tasks that
FDSWXUHWKHHVVHQWLDOFKDUDFWHULVWLFVRIVXSHULRUSHUIRUPDQFHLQDGRPDLQLVGL̇FXOW7KH
task of teaching is never the same but changes with individuals and the environment,
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which makes reproducing circumstances for an expert performance in teaching
impossible. Ericsson and Lehmann (1996) also agree that expert performance is not
highly automatised but instead involves planning, reasoning, and anticipation, and that
experts “increase their level of performance by structural changes of performance” (p.
291).
&RQVLGHULQJ KRZ WR GLVWLQJXLVK DQ H[SHUW RI D VSHFL¿F GRPDLQ YDULHV DV LQ VRPH
GRPDLQV WKHUH DUH REMHFWLYH FULWHULD IRU ¿QGLQJ H[SHUWV DQG VRPH UHO\ RQ SHHU
nominations by professionals in that same domain (Ericsson, 2006). Researching the
manifestation of expertise Chi (2006) suggests two approaches, retrospective and relative.
A retrospective approach suggests that by looking at how well an outcome of a product is
received one can determine expertise. Indexes, measuring, rating, and examinations are
suggested to belong to this approach. The relative approach studies experts in relation
WR QRYLFHV ZKHQ ³H[SHUWV DUH GH¿QHG DV UHODWLYH WR QRYLFHV RQ D FRQWLQXXP´ SS 
 ([SHUWSHUIRUPDQFHPD\DOVREHLGHQWL¿HGWKURXJKYDU\LQJUHSUHVHQWDWLYHIHDWXUHV
(Ericsson & Lehmann, 1996; Glaser & Chi, 1988). Berliner (2004) has addressed expert
performance within teaching and suggests that expert teachers 1) develop automaticity
and routinisation needed to accomplish their goals, 2) are more sensitive to the task
GHPDQGV DQG VRFLDO VLWXDWLRQ   DUH RSSRUWXQLVWLF DQG ÀH[LEOH LQ WKHLU WHDFKLQJ  
UHSUHVHQW SUREOHPV LQ TXDOLWDWLYHO\ GL̆HUHQW ZD\V   KDYH IDVW DQG DFFXUDWH SDWWHUQ
recognition capabilities, and 6) perceive meaningful patterns in the domain in which
they are experienced. Although expert teachers may begin to solve problems slower,
“they bring richer and more personal sources of information to bear on the problem that
they are trying to solve” (p. 201).
The literature also suggests that expert performance may not only be a positive
feature but that there are downsides to it as well. Chi (2006) suggests that experts
may not be able to “articulate their knowledge because much of their knowledge is
WDFLWDQGWKHLURYHUWLQWXLWLRQVFDQEHÀDZHG´ S ,QDGGLWLRQ&KLSUHVHQWVVHYHQ
important characteristics of ways in which experts may fall short. Firstly, experts often
are domain-limited, in that they do not “excel in recall for domains in which they have no
H[SHUWLVH´ S 6HFRQGO\H[SHUWVPD\WKXVEHRYHUO\FRQ¿GHQWDQGRYHUHVWLPDWHWKHLU
comprehension of the domain. As the third limitation of experts Chi mentions “glossing
over”, “fail[ing] to recall the surface features and overlook details” (p. 25). According
to Chi, experts are often also context-dependent within that domain, in that they “rely
RQFRQWH[WXDOFXHV´ S 7KH¿IWKSRVVLEOHOLPLWDWLRQRIH[SHUWVLVEHLQJLQÀH[LEOHLQ
adapting to changes in problems with “a deep structure that deviates from those that
are “acceptable” in the domain” (p. 26). Chi also considers giving inaccurate prediction,
judgement, and advice as limitations of experts. Finally, as the seventh way to fall short
&KLVXJJHVWVKDYLQJELDVDQGIXQFWLRQDO¿[HGQHVV6KHFRQVLGHUVELDVDVWKHPRVWVHULRXV
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handicap of experts, for example being “susceptible to suggestions that can bias their
FKRLFHV´ S %\IXQFWLRQDO¿[HGQHVVVKHUHIHUVWRIRUH[DPSOHKDYLQJ³PRUHGL̇FXOW\
coming up with creative solutions” (p. 27).
Expert teaching as a domain is in this study seen through the relative approach, as
the successes of teaching and learning cannot be measured. The means that engaging
teachers with high levels of expertise was in this study based on their position in working
life. Still, the focus was not to identify the features of expert performance in the teaching
of the participants, even if this notion underpins the selection of them in the project.
Instead, a space was created for the development of expertise for the participants.
$V VWDWHG EHIRUH PDQ\ VFKRODUV VXJJHVW WKDW H[SHUWLVH LV GRPDLQVSHFL¿F DQG
acquired through lengthy experience (Berliner, 2004). Development of expertise in this
research is considered to be closely related to the notion of lifelong learning. As Ericsson
(2006) suggests, “with the rapid changes in the relevant knowledge and techniques for
most jobs, nearly everyone will have to continue their learning and even intermittently
relearn aspects of their professional skills” (p. 17). Ericsson also proposes that expert
performers set an example by continuously striving to attain and maintain their best
level of achievement. Along with this reasoning, Hakkarainen (2013) suggests that
expertise is relationally connected to the role of the participant in the larger working
community. Taking this thinking further, even experts will meet challenges in the future,
EHFDXVH DW WKH VDPH WLPH WKH\ DFTXLUH H[SHUWLVH LQ D VSHFL¿F GRPDLQ RYHU H[WHQGHG
time, they “have to move repeatedly from one environment of professional activity
to new ones, […] thereby breaking boundaries of their earlier established capacities”
(Hakkarainen, 2013, p. 13). Crossing the professional boundaries of earlier established
capacities is indeed a relevant issue to popular music and jazz vocal pedagogy with the
new emerging knowledge through voice science, the continuingly developing musical
styles, and the new technology allowing teaching to be based more on physiological facts
and measurable factors.
Development of expertise is in literature discussed with varying terms, but the
most commonly used terms are skill-acquisition (Dreyfus & Dreyfus, 1980; 1986)
and SUR¿FLHQF\ VFDOH (Chi, 2006). The development of skill acquisition towards the
VWDJH RI H[SHUW SHUIRUPDQFH ZDV ¿UVW GLVFXVVHG E\ 'UH\IXV DQG 'UH\IXV   
through their Five-Stage Model of Adult Skill Acquisition,QWKHLU¿UVWYHUVLRQRIWKH
model Dreyfus and Dreyfus designated the stages as novice, competence, SUR¿FLHQF\,
expertise and mastery/DWHUWKHVHVWDJHVZHUHUHGH¿QHGDVnovice, advanced beginner,
competent, SUR¿FLHQW and expert (Dreyfus & Dreyfus, 1986). Also, the angles from which
GHYHORSPHQWRIVNLOOVFDQEHLGHQWL¿HGZHUHGHYHORSHGE\'UH\IXVDQG'UH\IXVIURPWKH
previous version to components, perspective, decision, and commitment.
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Skill level

Components

Perspective

Decision

Commitment

Novice

Context-free

None

Analytical

Detached

Advanced
beginner

Context-free and
situational

None

Analytical

Detached

Competent

Context-free and
situational

Chosen

Analytical

Detached understanding and
deciding. Involved in outcome.

3URÀFLHQW

Context-free and
situational

([SHULHQFHG

Analytical

Involved understanding. Detached
deciding.

Expert

Context-free and
situational

([SHULHQFHG

Intuitive

Involved

7DEOH)LYH6WDJH0RGHORI$GXOW6NLOO$FTXLVLWLRQ 'UH\IXV 'UH\IXVS
Because of how the participants were selected, the relevant stages of skill acquisition
LQ WKLV VWXG\ DUH SUR¿FLHQW DQG H[SHUW $FFRUGLQJ WR 'UH\IXV  ZLWKLQ WKH VWDJH
RI SUR¿FLHQW WKH SRVLWLYH DQG QHJDWLYH HPRWLRQDO H[SHULHQFHV RI DQ LQGLYLGXDO ³ZLOO
strengthen successful perspectives and inhibit unsuccessful ones” (p. 179) and the rules
and principles related to the skill in question will gradually be replaced by situational
discriminations. Dreyfus emphasises the assimilation of these experiences in an embodied
DQGQRQWKHRUHWLFDOZD\$SUR¿FLHQWSHUIRUPHUZKHQHQWHULQJDYDULHW\RIVLWXDWLRQV
is able to see certain aspects as more important without standing back and choosing
SODQVRUDGRSWLQJSHUVSHFWLYHV7KHSUR¿FLHQWSHUIRUPHULVDOUHDG\H[SHULHQFHGVRJRDOV
and salient aspects are seen clearly, but not experienced enough to discriminate various
RXWFRPHVRISRVVLEOHUHVSRQVHVWRVLWXDWLRQV7KHSUR¿FLHQWSHUIRUPHU³VLPSO\KDVQRW
yet had enough experience with the outcomes of the wide variety of possible responses to
each of the situations he or she can now discriminate among to react automatically” (p.
179). Still, he or she has to fall back on detached rule to decide what to do.
The expert, according to Dreyfus (2004), is able to see what needs to be achieved
in facing a task, and through the vast experience of situational discriminations also
LPPHGLDWHO\VHHVKRZWRDFKLHYHWKLVJRDO7KHDELOLW\WR³PDNHPRUHVXEWOHDQGUH¿QHG
GLVFULPLQDWLRQV LV ZKDW GLVWLQJXLVKHV WKH H[SHUW IURP WKH SUR¿FLHQW SHUIRUPHU´ S
 ,QVHHLQJWKHVLWXDWLRQV³IURPWKHVDPHSHUVSHFWLYHEXWUHTXLULQJGL̆HUHQWWDFWLFDO
decisions, the brain of the expert gradually decomposes this class of situations into
VXEFODVVHVHDFKRIZKLFKUHTXLUHVDVSHFL¿FUHVSRQVH´ S &KDUDFWHULVWLFRIKLJK
level of expertise is the ability intuitively see what to do “without applying rules and
making judgements” (Dreyfus & Dreyfus, 2004, p. 253). In describing how this level of
expertise is manifested in action, Dreyfus (2004) suggests that normally an expert does
not calculate nor solve problems: “he or she does not even think. He or she just does
what normally works and, of course, it normally works” (p. 180).

24

Critique towards the Five-Stage Model of Adult Skill Acquisition has been based
on the notion that not all skill-acquisition can be described through these stages. Pena
(2010) debates whether the model can explain the acquisition of clinical skills and also
FKDOOHQJHVWKHXVHRILQWXLWLRQLQH[SHUWSHUIRUPDQFHZLWKLQWKH¿HOG+HVXJJHVWVWKDW
“the complex nature of clinical problem-solving skills and the rich interplay between the
implicit and explicit forms of knowledge must be taken into consideration when we want
WRH[SODLQµDFTXLVLWLRQ¶RIFOLQLFDOVNLOOV´ S 
7KH)LYH6WDJH0RGHORI$GXOW6NLOO$FTXLVLWLRQKDVEHHQDSSOLHGWRGL̆HUHQWIRUPV
of professional expertise development such as nursing (Benner, 1984) and software
HQJLQHHULQJ 6KLQNOH &RQVLGHULQJWKH¿HOGRIWKHSUHVHQWVWXG\HGXFDWLRQWKH
model may not well apply as such. Berliner (1988) presents critique towards the model by
suggesting that “this general stage theory about the development of expertise is derived
IURPVSHFXODWLRQVDERXWKRZH[SHUWV\VWHPVLQWKH¿HOGRIDUWL¿FLDOLQWHOOLJHQFHFDQEH
created” (s. 6). Instead, he proceeded to suggest stages of the development of expertise
in pedagogy. It is notable that Berliner in his model uses the term stages of development
instead of skill acquisition, which better describes teaching which can be assumed to
require a wider set of competencies than plain skills.
Berliner (1988) hypothesises that also within pedagogy the stages of development are
QRYLFH DGYDQFHG EHJLQQHU FRPSHWHQW SUR¿FLHQW DQG H[SHUW DOWKRXJK KH UHFRJQLVHV
GL̆HUHQFHV EHWZHHQ WKH GHYHORSPHQW RI LQGLYLGXDOV $FFRUGLQJ WR %HUOLQHU WKH WLPH
spent on each stage can be expected to vary, and he emphasises the importance that the
stages make sense within the domain. He highlights the fact that an individual can show
characteristics of other stages of development depending on the situation, and also that
expertise is contextualised and that “it may not transfer from situation to situation very
well” (s. 6). In describing how these stages manifest in teaching Berliner suggests that at
WKHVWDJHRISUR¿FLHQWLQWXLWLRQDQGNQRZKRZEHFRPHSURPLQHQWDQGZLGHH[SHULHQFH
transfers to holistic recognition of similarities, which enables predicting events more
SUHFLVHO\ DQG VHHLQJ WKLQJV DV DOLNH 6WLOO D SUR¿FLHQW SHUIRUPHU LV ³DQDO\WLF DQG
deliberative in deciding what to do” (s. 5). In comparison, Berliner suggests that experts,
in discerning the importance of pedagogical events, are able to respond to those aspects
that are of importance, use routines, predict classroom phenomena, judge typical and
atypical events, and critically and emotionally evaluate their own teaching performance.
Experts provide richer, more analytic protocols, more principled kinds of thinking, and
a greater facility in understanding students during interactive teaching, as experience
has provided them with mental models of the students. Berliner categorises experts as
“arational”, as they have “an intuitive grasp of a situation and seem to sense nonanalytic,
nondeliberative ways the appropriate response to make” (s. 6). Experts do things that
usually work, and even when they do not, they use deliberate analytic processes. Berliner
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also considers the role of an expert teacher as a coach by stating that expert teachers may
not be ideal coaches, but instead can be excellent models.
The notion of ascending or upward growth of expertise, a fundamental notion
presented by Dreyfus and Dreyfus, and also other scholars applying the model, has
been criticised by Allsup (2015) in his essay on music teacher quality. Allsup prefers
to think that “expertise comes with curiosity and travel” (p. 10). He suggests that there
are earlier and later stages, but no lower and higher ones. Allsup also proposes that
“all aspects of […] musical and pedagogical experiences are intrinsically valuable, and
WKDWGH¿FLWFRPSDULVRQVWRYHWHUDQWHDFKHUVRUWRH[WHUQDOSHUIRUPDQFHVWDQGDUGVDUH
often unhelpful, as when pedagogical and musical capacity is viewed as empty and
QHHGV ¿OOLQJ´ S   7KLV FULWLTXH PD\ ZHOO EH DSSOLFDEOH IRU YRFDO WHDFKLQJ DV ZHOO
The complex nature of the human voice production, the variety of musical styles and
elements within them, and the amount of diverse approaches to singing and pedagogy
FUHDWHVVXFKDODUJH¿HOGWKDWLWLVUHDVRQDEOHWRDVVXPHWKDWHYHQDQH[SHUWSHUIRUPDQFH
of an individual teacher cannot excel in all of its areas.
The case of this study, a group of teachers with high levels of expertise, was chosen
with a preconception that discussing vocal education requires ability to analyse and
perceive the bigger picture. On the other hand, trying to identify the level of expertise
RIHDFKSDUWLFLSDQWZDVQRWFRQVLGHUHGWREHVLJQL¿FDQWLQLQYHVWLJDWLQJWKHRXWFRPHVRI
the collaborative project. Thus, supported by the literature of continuing professional
GHYHORSPHQWWKLVVWXG\XQGHUVWDQGVH[SHUWLVHDVDGRPDLQVSHFL¿FGHYHORSLQJIHDWXUH
of an individual at all stages of development including the level of expert performance.
The literature indeed suggests that even if an individual demonstrates features of expert
performance in some areas, it does not necessarily mean that this expertise transfers to
RWKHUFRQWHQWV7KHUDSLGO\FKDQJLQJ¿HOGRIYRFDOSHGDJRJ\ZLWKLWVGLYHUJHQWFRQWHQW
and new emerging research on voice production requires life-long learning even from
the expert performers.

2.3 Collaboration
Instead of investigating the development of expertise as an individual process this
study, being situated in the Vygotskian social constructivist understanding of learning,
is interested in how the participants articulate their development of expertise in
collaboration with peers. Many scholars indeed emphasise how expertise is embedded in
VRFLRFXOWXUDODFWLRQ+DNNDUDLQHQ  SURSRVHVWKDWH[SHUWV¶NQRZOHGJHUHSUHVHQWV
FXOWXUDOKLVWRULFDO HYROXWLRQ RI WKH ¿HOG DQG LV HPERGLHG LQ VRFLDO SUDFWLFHV RI H[SHUW
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communities and networks. Renshaw agrees, that collaborative learning ”is critical
to developing, deepening and transforming shared expertise and understanding”
(Renshaw, 2013, p. 237).
As discussed earlier, popular music and jazz vocal teachers in Nordic higher music
education often work in an isolated environment (see 1.1), and indeed teacher isolation
has been reported as a challenge within education (Burwell, Carey, & Bennett, 2017;
Cooper, 2013; Heider, 2005; Schlichte, Yssel, & Merbler, 2010). This isolation can be
LGHQWL¿HG ERWK DV D SK\VLFDO DQG PHQWDO FRQGLWLRQ %XUZHOO HW DO   IRU H[DPSOH
discuss how the setting of one-to-one tuition as a physically isolated environment is
not as accessible to research as a regular classroom in school. On the other hand, they
FRQVLGHULWDFRQYHQLHQWHQYLURQPHQWIRUWHDFKHUVWR³FXOWLYDWH¿QHDXUDOGLVFULPLQDWLRQ
and technical control” (p. 2). The isolation of many instrument teachers can be considered
even greater because of lack of colleagues in the same domain. Collaboration is used in
this study as means of overcoming teacher isolation.
In educational and organisational literature collaborative processes are considered
essential means of creating knowledge and promoting creativity. According to Renshaw
(2013) collaborative learning is a powerful means of liberating creativity and bridging
social and cultural divides in the arts, education and the wider society. Also, Barrett
(2014) states that “human cognition, and by extension human creativity, is distributed
materially, socially and temporally, and rests in collective, collaborative practices” (p.
9). Collaboration has been described to reach creative outcomes beyond the capacity
of an individual, and to overcome limitations possessed by them (John-Steiner, 2006;
Sawyer, 2008). Indeed, “new knowledge is co-constructed through dialogue, risk-taking
and the shared exploration of ideas and meaning within the group” (Renshaw, 2013, p.
238). Accordingly, John-Steiner (2006) argues that “generative ideas emerge from joint
WKLQNLQJIURPVLJQL¿FDQWFRQYHUVDWLRQVDQGIURPVXVWDLQHGVKDUHGVWUXJJOHVWRDFKLHYH
new insights” (p. 3).
/LWHUDWXUHRIFROODERUDWLRQLGHQWL¿HVVHYHUDOFRQGLWLRQVXQGHUZKLFKFROODERUDWLRQFDQ
be vibrant and successful. According to Renshaw (2013), in order for the collaborative
process to act as “a catalyst for development, it is essential to create conditions that
DUHEDVHGRQVKDUHGWUXVW´ S 'L̆HUHQWFRQWULEXWRUVEULQJWKHLUYDULHGSUR¿OHRI
skills, knowledge and expertise to the collaborative process (Barrett, 2014), and the
FROODERUDWLRQWKULYHVRQGLYHUVLW\RIWKHVHSUR¿OHV -RKQ6WHLQHU 7KLVGLYHUVLW\
makes the group more creative because “the friction that results from multiple opinions
drives the team to more original and more complex work” (Sawyer, 2008, p. 71), and
also creates “opportunities for expansion” (John-Steiner, 2006, p. 189). In this study the
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diversity of the participants within the profession has been one criterion in case selection
(see 4.5).
Collaboration can also be described as complex, because it is charged both cognitively
and emotionally (John-Steiner, 2006). Nurturing and supporting emotional connection
among the participants requires a non-judgemental, trusting, emphatic and accepting
FRQYHUVDWLRQDO VSDFH UHÀHFWLYH OLVWHQLQJ WR RWKHUV DQG UHFRJQL]LQJ DQG YDOXLQJ WKH
cognitive and emotional dimensions of learning (Baker, Jensen, & Kolb, 2002). The
capacity to work together requires an environment that is committed to such values
bringing a measure of coherence to the work (Renshaw, 2013). John-Steiner points
out, that a joint, passionate interest towards the aim of action is critical to success in
collaboration (John-Steiner, 2006).
The concept ÀRZ, originally suggested by Csikszentmihalyi (1990), is emphasised
in literature as an important factor in collaboration. In order for collaboration to be
VXFFHVVIXO WKH G\QDPLFV FKHPLVWU\ DQG ÀRZ RI HQHUJ\ ZLWKLQ WKH JURXS PXVW EH LQ
EDODQFH 5HQVKDZ 7KHGLYHUVLW\HQKDQFHVSHUIRUPDQFHRQO\ZKHQWKHJURXSÀRZ
factors including some degree of shared knowledge are present. These factors include
³D FXOWXUH RI FORVH OLVWHQLQJ DQG RSHQ FRPPXQLFDWLRQ D IRFXV RQ ZHOOGH¿QHG JRDOV
autonomy, fairness and equal participation” (Sawyer, 2008, p. 71). Renshaw (2013) links
ÀRZ WR FRQYHUVDWLRQV E\ VWDWLQJ WKDW WKH ÀRZ RI D FRQYHUVDWLRQ KDV WR GUDZ RQ ERWK
FRJQLWLYH DQG D̆HFWLYH VXSSRUW IURP ZLWKLQ WKH JURXS +H HPSKDVLVHV WKDW FHQWUDO WR
collaborative conversation is the capacity to make connections.
*DXQWDQG:HVWHUOXQG  VXJJHVWWKDWWKHLQFUHDVHRIUHVHDUFKRQFROODERUDWLRQ
in education happens “hand in hand with the increasingly accepted understanding of
learning as a social endeavor, and of teachers being facilitators and co-learners rather
than doorkeepers of learning” (p. 1). Several scholars have indeed studied collaborative
processes as means of professional development among teachers. Rasku-Puttonen,
(WHOlSHOWR/HKWRQHQ1XPPLODDQG+lNNLQHQ  UHSRUWWKDWWHDFKHUV¶UHÀHFWLRQRQ
their practices in collaboration might result in increased awareness of their own practices
and that establishing discourse communities which empower teachers to improve their
practices is of importance. According to Gaunt (2005) professional isolation, meaning
ERWK RQHWRRQH WHDFKLQJ SUDFWLFHV DQG FRPPXQLFDWLRQ EHWZHHQ VWD̆ FUHDWHV D QHHG
IRU ³GHYHORSPHQW VWUXFWXUHV WKDW DUH FROODERUDWLYH DQG LQYROYH VWD̆ VKDULQJ H[LVWLQJ
experience as well as assimilating new ones” (p. 268). Tillema and Orland-Barak (2006)
discuss how professionals, when engaging in collaborative processes, bring to these
processes their background of perspectives and beliefs about the nature of professional
knowledge and suggest that “activity and participation in collaborative inquiry may play
DPRUHLQÀXHQWLDOUROHLQDWHDP¶VRXWFRPHHYDOXDWLRQWKDQWKHLUXQGHUO\LQJSURIHVVLRQDO
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beliefs brought to the activity” (p. 592). A research of collaboration within a network of
teachers enhanced among many outcomes sense of community and a realisation of the
NH\UROHRIWKHQHWZRUNIDFLOLWDWRU 3KDUR'DYLVRQ:DUU1XUVH\%UD\%HVZLFN:DSVWUD
& Jones, 2012). Gruenhagen (2009) has investigated collaborative processes as means of
enhancing professional development of early childhood music educators. She suggests
WKDW³WHDFKHUV¶SHUFHSWLRQVRIWKHLURZQLQGLYLGXDOJURZWKDQGKRZWKHLUSDUWLFLSDWLRQ
in the conversations impacted that growth illustrate the importance of engaging with
colleagues in collaborative work” (p. 125). The results of her inquiry thus suggest that
“what they learned through participating in these collaborative conversations could be
applied or adapted to other contexts” (p. 148). On the other hand, Neil and Morgan (2003)
suggest that even if school improvement literature abounds with recommendations for
collegiality it must be noted that “collaboration is not always easy either to establish or
maintain” (p. 54).
The existing educational structures in Nordic higher education of popular music
DQG MD]] DUH QRW DEOH WR FUHDWH D FXOWXUH LQ ZKLFK VKDUHG FULWLFDO UHÀHFWLRQ ³LV OLNHO\
to encourage the process of making inter-connections, of cross-fertilization of ideas
and practices, [and] of exploring ways of learning in order to promote creativity and
innovation” (Renshaw, 2013, p. 238), because such processes cannot live in isolation or
in silos of conventions. The project this study investigates addresses the isolation and
lack of professional conversation by enhancing development of expertise of participating
teachers through a collaborative process. On the other hand, within the project I did not
adopt the most common approaches through which collaboration is discussed, such as
Communities of Practice /DYH :HQJHU:HQJHU Professional Learning
Communities (Hord, 1997; DuFour, 2005; Roberts & Pruitt, 2003), Co-operative
Inquiry (Heron, 1996), or Teacher Networks (Pharo et al., 2012). Instead, I adopted the
idea of promoting conversation and knowledge creation through peer-mentoring, which
is discussed in the next section.

2.4 Continuing professional development and peer-group mentoring
(VSHFLDOO\ZLWKLQHGXFDWLRQD¿HOGRIH[SHUWLVHZKLFKKDVIDFHGUDSLGFKDQJHDQGQHZ
demands for high standards, teachers have a need to update and improve their skills
through professional development (Craft, 2000). In this study the development of
expertise happens within continuing professional development (CPD), which I consider
DQXPEUHOODWHUP&3'RIWHDFKHUVFDQEHGH¿QHGIRUH[DPSOHDV³DFDUHHUORQJSURFHVV
LQ ZKLFK HGXFDWRUV ¿QHWXQH WKHLU WHDFKLQJ WR PHHW VWXGHQW QHHGV´ 'LD]0DJJLROL
S $QRWKHUGH¿QLWLRQE\$YDORV  GHVFULEHVLWDV³ZLOOLQJQHVVWRH[DPLQH
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where each one stands in terms of convictions and beliefs and the perusal and enactment
of appropriate alternatives for improvement or change” (p. 10). This study understands
the concept along with Hookey (2002) who expands the notion to several meanings:
<
<
<
<

professional development as a process of personal professional change
professional development as the set of activities designed to promote personal
professional change
professional development as a life-long project, and
professional development as an overarching framework for professional change.
(p. 888)

The element that separates CPD from general educational literature is the focus on
the importance of adequate, situational developmental processes designed for adults.
Indeed, the notion of learning taking place through an active intellectual process applies
to all learners (Danielson, 2016). The special requirements for learning of adults is
not a new notion. Adult education, or andragogy ZDV ¿UVW GLVFXVVHG E\ 5RVHQVWRFN
Huessy (1924) and Lindeman (1926) and later developed by for example Knowles (1970)
DQG-DUYLV  .QRZOHV¶VDQGUDJRJ\UHFHLYHGH[WHQVLYHFULWLFLVPIRUEHLQJ³WKHRU\
method, technique, or set of assumptions” (Davenport & Davenport, 1985, p. 152), or
that it failed to present epistemological base (Hartree, 1984). Still, Knowles, Holton and
Swanson (2012) in their revised version suggest that andragogy is a set of core adult
learning principles that apply to all adult learning situations. These six principles are
 WKHOHDUQHU¶VQHHGWRNQRZZK\ZKDWDQGKRZ VHOIFRQFHSWRIWKHOHDUQHUZKLFK
can be described as autonomous and self-directing, 3) prior experience of the learner
including both resources and mental models, 4) readiness to learn, which is life-related
and developmental, 5) problem centered and contextual orientation to learning, and
 PRWLYDWLRQWROHDUQZLWKLQWULQVLFYDOXHDQGSHUVRQDOSD\R̆6DPHHOHPHQWVFDQEH
LGHQWL¿HG LQ 'LD]0DJJLROL¶V QRWLRQ RI visionary professional development (2004) in
which “collaborative decision-making, a growth-driven approach, collective construction
of programs, inquiry-based ideas, tailor-made techniques, varied and timely delivery
PHWKRGV DGHTXDWH VXSSRUW V\VWHPV FRQWH[WVSHFL¿F SURJUDPVSURDFWLYH DVVHVVPHQW
and andragogical […] instruction” (p. 6) are argued for.
Considering adult learning in the profession of teaching, Heikkinen, Jokinen and
Tynjälä (2012b) suggest that often teachers have learnt the most important skills of
teaching at work or in informal environments instead of formal education. Accordingly,
Conway (2007) proposes that “informal experiences are often perceived as more valuable
for professional development than formal ones” (p. 57). Heikkinen et al. (2012b) use
the concept lifewide learning in describing continuing professional learning of teachers,
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ZKLFKPHDQV³OHDUQLQJWKDWWDNHVSODFHZLGHO\LQGL̆HUHQWOLIHFRQWH[WVVXFKDVZRUN
free time, and training” (p. 4). This notion suggests that it is not possible for teachers to
acquire all relevant knowledge and skills in formal education, and therefore emphasises
WKHLPSRUWDQFHRI&3'DWGL̆HUHQWVWDJHVRIWHDFKHU¶VFDUHHUE\GL̆HUHQWPHDQV
It is generally agreed that formal education takes place within institutions and results
in a degree, and that informal learning happens in day-to-day encounters. Heikkinen
et al. (2012a; 2012b) apply the concept nonformal learning to mark learning that is
organised outside of the formal educational system and consists of intentional learning
EXW GRHV QRW OHDG WR IRUPDO FHUWL¿FDWLRQ 7KLV NLQG RI HGXFDWLRQ ³WHQGV WR EH VKRUW
term, voluntary, and have few if any prerequisites” (p. 4). Typically, it has some form of
curriculum and a facilitator to enhance participation. On the other hand, the boundaries
between these three forms of learning have been reported to become lower, as Tuschling
and Engemann (2006) for example report on informalisation of formal learning.
Considering how the project in this study was constructed and executed, learning within
it falls between formal and informal learning. The participants did not receive any
GHJUHHRIFHUWL¿FDWHRIWKHLUSDUWLFLSDWLRQEXWWKHOHDUQLQJLQWKHSURMHFWFDQQRWEHVHHQ
as informal either, as it was structured and organised. The participating teachers were
chosen based on certain prerequisites, the process was facilitated by me, and it followed
a schedule. Therefore, the project organised in this study represents nonformal learning.
The traditional ways of supporting and organizing professional development have
EHHQ FULWLFLVHG IRU EHLQJ LQH̆HFWLYH %DXHU )RUV\WKH  .LQQH\  %DXWLVWD <DX
:RQJ'LD]0DJJLROL*UHJVRQ 6WXUNR*XVNH\*XVNH\
<RRQ5KRGHV6WRNHV +DPSWRQ=ZDUW:XEEHOV%HUJHQ %ROKXLV
2007). According to the critics, such programs or projects have not been related to needs
of the participants, have had little impact on day-to-day responsibilities, have had very
OLWWOHIROORZXSKDYHEHHQYROXQWDU\DQGGLVUXSWLYHRISDUWLFLSDQWV¶GDLO\ZRUNVFKHGXOHV
RU KDYH EHHQ RUJDQLVHG R̆VLWH $OVR %RODP   DUJXHV WKDW ³WKH SHQGXOXP KDV
swung too far in the direction of system-led training, and that we should reassert the
importance of individual professional and career development” (p. 267). Instead,
OLWHUDWXUH FRYHUV YDULRXV ZD\V LQ ZKLFK GL̆HUHQW IRUPV RI PHQWRULQJ FRDFKLQJ DQG
RWKHU FROODERUDWLYH SURFHVVHV KDYH SURYHQ WR EH H̆HFWLYH LQ SURIHVVLRQDO GHYHORSPHQW
(Burns, 1999; Diaz-Maggioli, 2004; McCotter, 2001; Nguyen, 2013; Rasku-Puttonen
et al., 2004; Rhodes & Beneicke, 2002; Rhodes, Stokes, & Hampton, 2004). Zwart et
al. (2007) state that professional development of teachers can be improved through
H[SHULPHQWDWLRQREVHUYDWLRQUHÀHFWLRQWKHH[FKDQJHRISURIHVVLRQDOLGHDVDQGVKDUHG
problem-solving. Rhodes et al. (2004) and Bautista et al. (2017) suggest that provision
RIRSSRUWXQLWLHVIRUWHDFKHUVWRUHÀHFWRQWKHLUWHDFKLQJDQGHQJDJHLQGLDORJXHDERXW
it with other teachers can help to build motivation and commitment. The processes
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of professional development as well as discussion about it has shifted during the last
decades towards collaboration between peers. Rhodes et al. (2004) thus suggest, that
adult learners need to be involved in diagnosing, planning, implementing and evaluating
their own learning, and that they have an inherent need to apply what they have learned.
7KHOHDGHU¶VUROHLQVXFKSURFHVVHVDVIDFLOLWDWRULVWRFUHDWHDQGPDLQWDLQDVXSSRUWLYH
climate that promotes the conditions necessary for learning.
Researches have begun to explore some of the issues related to the professional learning
of music educators and there is “a stronger emphasis on professional development from
both professional and personal perspectives” (Hookey, 2002, p. 887). In their literature
review of high-quality music teacher professional development studies Bautista et al.
  KDYH LGHQWL¿HG VHYHUDO FULWLFDO IHDWXUHV WKDW DOORZ SURIHVVLRQDO GHYHORSPHQW
WR EH H̆HFWLYH DQG WUDQVIRUPDWLYH ³FRQWHQW IRFXV DFWLYH OHDUQLQJ RSSRUWXQLWLHV
collective participation, duration, and coherence” (p. 465). Bauer et al. (2009) propose
that a RQHVL]H¿WVDOO approach in general is not recommendable. They suggest that
³ZKHQSURIHVVLRQDOGHYHORSPHQWLVVXEMHFWVSHFL¿FDQGJURXQGHG LQVWXGHQWOHDUQLQJ
LQVWUXFWLRQDOSUDFWLFHVDQGWKHLPSURYHPHQWRIWHDFKHU¶VXQGHUVWDQGLQJRIWKHFRQWHQW
RIWKHLUGLVFLSOLQHLWZLOOEHPRVWH̆HFWLYH´ %DXHUHWDOS 
Another condition to successful CPD mentioned in literature is for example sustained
professional development as it “appears to have a greater impact on teaching practice
than short-term sessions” (Bauer et al, 2009, p. 121). Conway (2007) suggests that within
music education the participating teachers should be “from various parts of the country
DQG LQ GLYHUVH PXVLF FODVVURRPV´ S   6RPH VWXGLHV UHSRUW RI WKH H̆HFWLYHQHVV RI
workshops in CPD of teachers (Yoon, Duncan, Lee, Scarloss, & Shapley, 2007) and, as a
FRQWUDGLFWRU\¿QGLQJDPRQJVWXGLHVSUDLVLQJDFWLYLWLHVDPRQJSHHUVVRPHEULQJIRUWK
the advantages of “ideas gained through the involvement of outside experts” (Guskey &
Yoon, 2009, p. 496). According to Bolam (2000) the several studies suggest that “the
focus should be on strengthening opportunities for individual teachers to meet their
professional development needs” (p. 278).
There are several concepts under which collaboration between professionals
within CPD can be considered; mentoring (Diaz-Maggioli, 2004), peer-networking
(Rhodes & Beneicke, 2002), and peer-coaching +XVWRQ  :HDYHU  5REELQV
2015). In this study I refer to the collaboration between the participants as mentoring.
Often mentoring is understood as “the action of advising or training another person,
especially a less experienced colleague” (Oxford Online Dictionary, 2018). Rhodes et al.
(2004) suggest, that mentoring implies an extended relationship involving additional
EHKDYLRXUVXFKDVFRXQVHOOLQJDQGSURIHVVLRQDOIULHQGVKLS'LD]0DJJLROL  GH¿QHV
mentoring as “a process of mutual growth, during which mentor and mentee engage
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in cycles of active learning that result in enhancement of practice and empowerment
RI WKRVH LQYROYHG´ S   0DQ\ RWKHU GH¿QLWLRQV DOVR VXJJHVW PHQWRULQJ WR KDYH D
PRUH ODVWLQJ H̆HFW WKDQ OHVV IRUPDO SURIHVVLRQDO UHODWLRQVKLSV EHWZHHQ LQGLYLGXDOV
which usually aim at resolving short-term issues. Even if mentoring in literature often
refers to processes in which novice teachers are being helped to cope with work-related
challenges through receiving guidance and support from more experienced colleagues,
the more recent literature emphasises mutual development over simply giving advice.
Indeed, the concept of mentoring has undergone a transformation over the past years,
¿UVWO\LQFRQVLGHULQJZKDWLVPHDQWE\PHQWRULQJDQGVHFRQGO\LQ³EHLQJDVVRFLDWHGZLWK
collaboration, collegiality, and interaction” (Heikkinen, Jokinen, & Tynjälä, 2012b, p.
13). This notion has drawn mentoring away from emphasizing authority and experience
to equal professionals sharing their knowledge and opinions.
Literature reports various interpretations of mentoring among peers in order to
enhance the professional development of teachers. McCotter (2001) and Zwart et al.
  UHSRUW RI SRVLWLYH H̆HFWV DQG VDWLVIDFWLRQ RI SHHU DFWLRQ DPRQJ H[SHULHQFHG
teachers. Also, Bauer (2007) discusses professional development of experienced
WHDFKHUV EXW KLV GH¿QLWLRQ RI DQ H[SHULHQFHG WHDFKHU UHIHUV WR DOO WHDFKHUV EH\RQG
WKHLU¿UVWZRUNLQJ\HDUDGH¿QLWLRQWKDWUDLVHVVRPHFRQFHUQVRQWKHXQGHUVWDQGLQJRI
experience in teaching. The application of mentoring has thus provided support in the
SURIHVVLRQDOGLDORJXHEHWZHHQWHDFKHUVRIGL̆HUHQWDJHV +HLNNLQHQ-RNLQHQ 7\QMlOl
2012b).
It is notable that all literature of CPD or mentoring programs of music educators
SUHVHQWHG KHUH %DXHU )RUV\WKH  .LQQH\  %DXWLVWD <DX  :RQJ 
Conway, 2007; Gruenhagen, 2009) concerns school music teachers or early childhood
music teachers. In addition, Gaunt (2013) has reported positive results of collaborative
UHÀHFWLYH SUDFWLFHV DPRQJ SURIHVVLRQDO PXVLFLDQV ZKR DOVR WHDFK WKHLU LQVWUXPHQW DW
conservatoires. There seems to be lack of research of mentoring projects between peers
among instrument teachers.
The project under examination in this study is understood as series of peer-group
mentoring (PGM) sessions, a frame presented by Heikkinen, Jokinen and Tynjälä
DE 3HHUJURXSPHQWRULQJLQYROYHVWHDFKHUVLQ³VKDULQJDQGUHÀHFWLQJRQ
their experiences, discussing problems and challenges they meet in their work, listening,
encouraging one another, and, above all, learning from each other, and learning
together” (p. xv). Heikkinen, Jokinen and Tynjälä present PGM as a model of supporting
professional development which is based on the idea that “the relationship between the
mentor and the mentee is reciprocal and both parties have something to give to each
other” (p. xv). The authors consider PGM having its base on the constructivist view of
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learning as they describe the process as not transferring knowledge between individuals
but creating a shared understanding through conversations. Understanding that
knowledge is always interpreted through prior knowledge, conceptions, experiences,
DQGEHOLHIVWKHVDPHWKLQJFDQEHLQWHUSUHWHGLQGL̆HUHQWZD\VDQGVRFLDOLQWHUDFWLRQLV
embedded in forming personal conceptions.
:LWKLQ 3*0 WKH VWDUWLQJ SRLQWV DUH HTXDOLW\ EHWZHHQ WKH SDUWLFLSDQWV DQG UHVSHFW
for autonomy. This parity ”cannot mean that everyone would be equal in terms of
their knowledge and experiences: interaction is enriching precisely due to diversity”
(Heikkinen, Jokinen, & Tynjälä, 2012b, p. 19). Instead, parity should be considered
through existential, epistemic and juridical levels. Existential parity refers to the
equality of all humans and creates symmetrical relations between the participants in a
peer-mentoring group. The epistemic level, “about knowing or about being able to do
something” (p. 19), must be considered in the wider meaning of professional competence,
that a more experienced teacher is assumed to have more knowledge and experience,
but that the younger participants have know-how in other areas of life “that can be
VLJQL¿FDQWDQGIHDVLEOHIRUVXFFHVVLQWHDFKLQJ´ S $WWKHMXULGLFDOOHYHOWKHSDULW\
of the participants must be considered in relation to their responsibilities, duties and
rights. In a peer-mentoring group “young and experienced employees basically share
WKHVDPHOHJDOSRVLWLRQ´ S %HFDXVHWKHSDUWLFLSDQWVRIWKLVVWXG\ZRUNLQGL̆HUHQW
institutions, the juridical level is relevant in considering their work description, that they
engage in similar working environment with similar responsibilities.
Sundli (2007) has presented critique towards mentoring by asking whether it has
become the new mantra for education, and by demonstrating how mentoring may end
XSEHLQJDQREVWDFOHWRUHÀHFWLRQ6KHUHSRUWVPHQWRULQJIUHTXHQWO\EHLQJXQGHUVWRRG
as a synonym for the supervision of teaching practicum. Also, Heikkinen, Jokinen and
Tynjälä (2012b) discuss how mentoring in several countries “has started from the point
of departure of standardization and control, which then makes the mentor the young
WHDFKHU¶V VXSHUYLVRU DQG µTXDOLW\ DVVXUHU¶ ´ S   (YHQ LI WKH FRQFHUQV PD\ ZHOO EH
YDOLGLQVRPHFRQWH[WVLQWKHFDVHRIWKLVVWXG\WKHUHZDVQRFRQWUROOLQJRISDUWLFLSDQWV¶
learning nor was there quality assuring or supervision involved.
The PGM model is originally based on the idea that there are both a mentor and
several mentees in the group, whereas in the project of this research all participants
acted as mentors to each other through professional conversations. Still, relying on
the literature describing the wide range of styles and applications of mentoring within
professional development, and recognizing that mentoring according to Mäki (2012) is
increasingly shifting towards collaboration, collegiality, and interaction, the project of
this study is considered an application of the peer-group mentoring approach.
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2.5 Conversational learning and professional conversations
In this study the collaboration that took place within the series of peer-group mentoring
sessions is understood as professional conversations among colleagues, which according
to literature enhances sharing and developing of expertise (Britt, Irwin & Richie, 2001;
Danielson, 2016; Gruenhagen, 2009: Shaw & Cole, 2011; Tillema & Orland-Barak, 2006).
Such human interaction is in literature referred to either as conversation or dialogue.
6RPH VFKRODUV XVH WKH WHUPV LQWHUFKDQJHDEO\ ZKHUHDV RWKHUV FRQVLGHU GL̆HUHQFHV
between them. For example, Vella (2002) in her Dialogue Education Theory applies
the term dialogue and positions it as the means to the end of learning rather than as
an end in itself. Baker, Jensen and Kolb (2002) apply the term conversation, which is
based on its etymology emphasizing “the communal, sensual, and emotional aspects of
conversation” (p. 10) whereas the etymology of dialogue according to them often refers
to debate and discussion.
7DNLQJWKHGHOLEHUDWLRQRIWHUPLQRORJ\IXUWKHU6HQQHWW  DGGUHVVHVGL̆HUHQFHV
between dialectic and dialogic conversations. In dialectic conversation “the verbal play
RIRSSRVLWHVVKRXOGJUDGXDOO\EXLOGXSWRDV\QWKHVLV´ S :KLOHXQGHUVWDQGLQJWKDW
individuals may not use same words in speaking about the same things, “the aim is to
FRPHHYHQWXDOO\WRDFRPPRQXQGHUVWDQGLQJ´ S ,QGH¿QLQJGLDORJLFFRQYHUVDWLRQ
6HQQHWW VXJJHVWV WKDW VXFK FRQYHUVDWLRQ GRHV QRW UHVROYH LWVHOI E\ ¿QGLQJ D FRPPRQ
ground, as “though no shared agreements may be reached, through the process of exchange
people may become more aware of their own views and expand their understanding of
RQHDQRWKHU´ S 'LDOHFWLFDQGGLDORJLFFRQYHUVDWLRQVWKHUHIRUHR̆HUWZRGL̆HUHQW
ways of collaborating, “the one by a play of contraries leading to agreement, the other
E\ERXQFLQJR̆YLHZVDQGH[SHULHQFHVLQDQRSHQHQGHGZD\´ S 6HQQHWWRQWKH
RWKHUKDQGGRHVQRWVHHWKHGL̆HUHQFHEHWZHHQGLDOHFWLFDQGGLDORJLFFRQYHUVDWLRQDVD
matter of either/or. Both include the forward movement from paying attention to what
another person implies but does not say, and “misunderstandings can eventually clarify
mutual understanding” (p. 39). The aims of this study point towards the ideals of dialogic
FRQYHUVDWLRQVDVWKHIRFXVZDV¿UVWO\WRHQKDQFHOLVWHQLQJDQGUHVSHFWIXOQHVVWRZDUGV
WKHYLHZVSUHVHQWHGE\RWKHUVDQGVHFRQGO\WRGHYHORSWKHSDUWLFLSDQWV¶H[SHUWLVHWKURXJK
the project in which they could gain insights from others. Therefore, in this study, the
professional conversations between the participants are described as dialogic.
This research adopts conversational learning in its framework (Baker, Jensen, &
Kolb, 2002). Conversational learning is “a process of interpreting and understanding
KXPDQ H[SHULHQFH´ S   DQG LV EDVHG RQ .ROE¶V H[SHULHQWLDO OHDUQLQJ WKHRU\  
.ROE GH¿QHV OHDUQLQJ DV ³WKH SURFHVV ZKHUHE\ NQRZOHGJH LV FUHDWHG WKURXJK WKH
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transformation of experience” (p. 38). He conceptualises characteristics of experiential
learning by presenting a model comprising of four phases illustrated as a cycle in which
³OHDUQHUV PRYH WKURXJK WKH F\FOH RI H[SHULHQFLQJ UHÀHFWLQJ DEVWUDFWLQJ DQG DFWLQJ
as they construct meaning from their experiences in conversations” (Kolb, Baker, &
-HQVHQS .ROE¶VH[SHULHQWLDOOHDUQLQJWKHRU\KDVEHHQFULWLFLVHGIRUVHYHUDO
RILWVDVSHFWV$FFRUGLQJWR-DUYLV  LWLVSRVVLEOHWRFULWLFLVH.ROE¶V³H[LVWHQWLDOLVW
assumptions”. (s. 6) The idea of learning being a singular process and that the outcome
is always knowledge has been objected by for example Marton and Säljö (1984), who
through their research of surface and deep learning suggest that there are more than
one type of learning process and more than one type of knowledge. Thus, Kolb has
DOVREHHQFULWLFLVHGRILQDGHTXDWHDGDSWDWLRQRI'HZH\¶VLGHDVVSHFL¿FDOO\KLVFRQFHSW
of immediate, concrete experience has been regarded epistemologically problematic
(Miettinen, 2000).
The critique of experiential learning theory suggests that understanding learning
taking a form of a singular cyclical process is problematic. Conversational learning
approach suggests several simultaneous cycles for understanding learning within
professional conversations. It can be described as “a process whereby learners construct
meaning and transform experiences into knowledge through conversations” (Kolb,
Baker, & Jensen, 2002, p. 51) and “as a process of reaching interpersonal understanding
ZKHUHDOOSDUWLFLSDQWV¶FRQWULEXWLRQVDUHHTXDOO\YDOXHG´ S $SSO\LQJFRQYHUVDWLRQDO
OHDUQLQJLQWKLVSDUWLFXODUVWXG\VHHPVWREHSHUWLQHQWDV.ROE¶VLGHDVDUHVXFFHVVIXOO\
explored and further developed within adult learning by for example Jarvis (1987; 1995).
In conversational learning, “as participants engage in conversation by embracing the
GL̆HUHQFHVDFURVVWKHVHGLDOHFWLFVWKHERXQGDULHVRIWKHVHGLDOHFWLFVRSHQDFRQYHUVDWLRQDO
VSDFH´ %DNHUHWDOS :LWKLQWKLVFRQYHUVDWLRQDOVSDFHRSSRVLQJLGHDVFDQEH
explored, resolved, or embraced through conversations. The authors suggest that such
conversation is a “meaning-making process whereby understanding is achieved through
interplay of opposites and contradictions” (p. 54). Even if the fundamental aim of this
study was not to bring forth and investigate opposing ideas or contradictions as such,
the process of creation of a conversational space enabled the emergence of various ideas
which presented valuable insights to the phenomenon studied. Thus, a conversational
learning space can be created as a physical space, a temporal space, or an emotional space
(Baker et al., 2002). In this research the conversational space created included all of
these forms as the physical space was created by bringing the participants together both
face-to-face and on-line. The temporal dimension was created by organizing the sessions
regularly few months apart and also by creating enough time for in-depth conversations.
The participants also emphasised the importance of emotional space by describing how
essential a secure environment is for receptive and accepting listening of others.
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Kolb, Baker and Jensen (2002) build the theoretical framework of conversational
OHDUQLQJ RQ ¿YH SURFHVV GLDOHFWLFV   DSSUHKHQVLRQ DQG FRPSUHKHQVLRQ   LQWHQWLRQ
and convention, 3) epistemological discourse and ontological discourse, 4) individuality
DQG UHODWLRQDOLW\ DQG   VWDWXV DQG VROLGDULW\ 7KHVH GLDOHFWLFV DGGUHVV WKH GL̆HUHQW
aspects of learning within conversations and provide means of discussing the processes
of learning through conversations described by the participants in the data. Therefore,
WKHVH¿YHGLDOHFWLFVZHUHXVHGDVDIUDPHIRUWKHDQDO\VLVRIGDWDFRQFHUQLQJWKHUHVXOWV
of collaboration.
7KH¿UVWGLDOHFWLFapprehension and comprehension, meaning the dialectic between
concrete knowing and abstract knowing, is a state in which reality is comprehended
through these inseparable means of knowing. Apprehension is “an immediate, feelingoriented, tacit, subjective process” while comprehension is “a linguistic, conceptual,
interpretative process”. Learning is based on “the complex interrelationships of these
two knowing processes” (Kolb et al., 2002, p. 55). Along with the notions of Kolb (2002),
Kolb, Baker and Jensen consider perceptual processes an essential part of conversational
OHDUQLQJ ³'L̆HUHQW FRQYHUVDWLRQDO H[SHULHQFHV WKDW WDNH SODFH LQ YDULHG FRQWH[WV
HQKDQFHRUUHVWULFWGL̆HUHQWVHQVHVDQGKHQFHD̆HFWZKDWLVKHDUGDQGSHUFHLYHGLQWKH
conversation” (Kolb et al., 2002, p. 56).
The second dialectic emphasises intention and extention UHÀHFWLRQ DQG DFWLRQ ,Q
his experiential learning theory Kolb states that perception of experience alone is not
VẊFLHQWH[SODQDWLRQIRUOHDUQLQJDQGVXJJHVWVWKDWVRPHWKLQJPXVWEHGRQHZLWKLWLQ
order for it to transform into learning. Similarly, “transformation cannot alone represent
learning, for there must be something to be transformed, some state or experience that
is being acted upon” (Kolb, 1984, p. 42). Conversational learning considers learning to
EHDVLPXOWDQHRXVSURFHVVRI³LQFRUSRUDWLQJLGHDVDQGH[SHULHQFHWR¿QGPHDQLQJDQG
expressing that meaning in thought, speech and action” (Kolb et al., 2002, p. 57).
Kolb et al. (2002) describe conversational learning having two interconnected
temporal dimensions, linear and cyclical time, of which discursive process follows linear
time and recursive the cyclical time. They have named this dialectic epistemological
discourse and ontological recourse, doing and being. The epistemological discourse
is a discursive process happening in linear time and consisting of individuals ideas,
experiences, and concepts generated in conversations in the past (precourse), present
(discourse) and future (postcourse). On the other hand, ontological is a recursive process
that emphasises going back to previous ideas and experiences to question the new
DVVXPSWLRQVFUHDWLQJDF\FOHLQWLPH³/HDUQHUV¶DELOLWLHVWRVLPXOWDQHRXVO\HQJDJHLQ
these two temporal dimensions will largely determine the depth and quality of learning
generated in conversations” (Kolb et al., 2002, p. 58).
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The fourth dialectic is individuality and relationality, inside out and outside in. It
describes “the tensions between individuality, where a person takes in life experiences
as an individual process, and relationality, where life is an experience of connection with
others” (Kolb et al., 2002, p. 60). Finally, status and solidarity, ranking and linking, as
WKH¿IWKGLDOHFWLFDGGUHVVHVWKHZD\LQGLYLGXDOVHQJDJHLQFRQYHUVDWLRQZLWKHDFKRWKHU
VWDWXV UHIHUULQJ WR ³RQH¶V SRVLWLRQLQJ RU UDQNLQJ LQ WKH JURXS ZKLOH VROLGDULW\ UHIHUV
to the extent to which one is linked interpersonally with others” (Kolb et al. 2002, p.
62). The underlying notion of this proposes that some measure of both are necessary to
sustain conversation.
In literature professional conversation is considered a powerful transformative
process by many scholars. Danielson (2016) suggests that professional conversations
DUHPRUHWKDQMXVWDQRSSRUWXQLW\WRR̆HUVXSSRUWWRDWHDFKHUHQJDJLQJLQDFKDOOHQJLQJ
work. It creates a setting for an “important opportunity to push at the margins, to promote
an examination of underlying principles of learning and teaching” (Danielson, 2016, p.
  3URIHVVLRQDO FRQYHUVDWLRQV KDYH EHHQ GLVFXVVHG DV H̆HFWLYH ZD\V RI FRQVWUXFWLQJ
knowledge also among teachers (Tillema & Orland-Barak, 2006). Shaw and Cole
(2011) report a professional development initiative through professional conversations,
which was found worthwhile for community building, professional development,
and pedagogical practice. Britt et al. (2001) propose professional conversations to be
PRVWXVHIXOIRUWHDFKHUVZLWKVẊFLHQWNQRZOHGJHRIWKHFRQWHQWDVWKH\³ZHUHDEOHWR
focus on pedagogy and to draw connections between aspects of the mathematics they
WDXJKWZLWKRXWUHFRXUVHWRDVSHFLDOLVW¶VDGYLFH´ S ,QWKHLUVWXG\WKHSURIHVVLRQDO
conversations “were a place where teachers felt safe to talk about what did not go well,
something that rarely was analysed in their schools” (p. 50).
Danielson (2016) suggests that the value of professional conversations extends
beyond the particular setting of one session, and that conversations have value both in
the moment and over time. By “participating in thoughtful conversations about practice,
teachers acquire valuable habits of mind that enable them to pursue such thinking on
WKHLURZQZLWKRXWWKHVFD̆ROGLQJSURYLGHGE\WKHSDUWLFXODUFRQYHUVDWLRQ´ S $OVR
Gruenhagen (2009) presents results that support this temporal value, that learning in
collaborative professional conversations can be applied to other contexts.
Conversational learning approach resonates with many features of this study. As a
SHGDJRJLFDO¿HOGZLWKOLPLWHGDPRXQWRIUHVHDUFKDQGOLWHUDWXUHWKHHPSKDVLVRQWKH
distinction between and accessibility of explicit, content-based and information-based
knowledge, and tacit knowledge developed through individual observation, trial and
error, and practice, seems pertinent. Baker et al. (2002) propose that explicit knowledge
is not accessible without its tacit dimensions. The interplay of these two dimensions of
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knowledge “manifest themselves in conversational learning as individuals come together
in a joint meaning-making process” (p. 4). Out of the various forms of conversation,
this research employed a more private approach, in which “the participants have
opportunities to explore sensitive, intimate, confusing, and important topics about
RQHVHOIRWKHUVDQGWKHZRUOG´ S ZKLFKLVFRQVLGHUHGDVDEULGJHXQLWLQJGL̆HUHQFHV
and promoting mutual understanding.

2.6 Learner-centered teaching
As described in sections 1.1 and 2.2, in this study the participants are considered to have
a high level of expertise in their domain. This does not mean that they would not be
learners as well. The notions of lifelong (Tuschling & Engemann, 2006) and lifewide
(Heikkinen, Jokinen, & Tynjälä, 2012b) learning suggest that learning is an ongoing
process even at high levels of expertise. In this study, continuing learning is considered
WKURXJKOHDUQHUFHQWHUHGWHDFKLQJDQRYHUDUFKLQJWKHPHZKLFK¿UVWO\DURVHIURPWKH
data of professional conversations about vocal pedagogy but can also be seen referring
both to the teaching and learning of the participating teachers during the project and to
the way they articulate their teaching practices. The notion of learner-centered teaching
may be considered relevant to this study as its foundations connect to the learning of
adults.
Learner-centered teaching5 &RUQHOLXV:KLWH  +DUEDXJK  7DQJQH\  
GRHVQRWKDYHRQHFRPPRQO\DJUHHGGH¿QLWLRQ6WLOODFFRUGLQJWR(XURSHDQ6WXGHQWV¶
8QLRQ DQ XPEUHOOD RUJDQLVDWLRQ RI QDWLRQDO VWXGHQWV¶ XQLRQV SURPRWLQJ VWXGHQWV¶
interest in Europe, the term is being used by higher education policy-makers (European
6WXGHQWV¶ 8QLRQ    $FFRUGLQJ WR 6HYHULHQV 0HHXZLVVH DQG %RUQ  
there is considerable disagreement about what this approach exactly is, and a range
RI SRWHQWLDO GH¿QLWLRQV H[LVW (YHQ LI WKHUH DUH PDQ\ DSSURDFKHV WR OHDUQHUFHQWHUHG
teaching, one principle is generally agreed on: that the student is at the heart of the
learning process.

2.6.1 Theoretical foundations of learner-centered teaching
The theoretical foundation of learner-centered teaching varies according to approach
and literature. In general, it is tied to existing theories of learning, mostly to the ideals of
5

In literature learner-centered teaching is also referred to as learner-centered instruction (LCI) (Cornelius-White &
Harbaugh, 2010) and student-cent(e)red learning (XURSHDQ&RPPLVVLRQ7DQJQH\ 7KHYDU\LQJWHUPV

are here used according to the reference.
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KXPDQLVPDQGFRQVWUXFWLYLVP &RUQHOLXV:KLWH +DUEDXJK0F&RPEV
7DQJQH\  :HLPHU   &RQVWUXFWLYLVP LV OLQNHG WR OHDUQHUFHQWHUHG WHDFKLQJ
because of its notion of deep learning (Tangney, 2014). It suggests encouragement of
WKH OHDUQLQJ SURFHVV WKURXJK RSWLPDO FKDOOHQJH DQG DGDSWDWLRQ WR GL̆HUHQFHV DQG
HPSKDVLVHVOHDUQHUV¶DFWLYHFRQVWUXFWLQJRIWKHLURZQNQRZOHGJHUDWKHUWKDQSDVVLYHO\
UHFHLYLQJLQIRUPDWLRQWUDQVPLWWHGWRWKHPE\WHDFKHUVRUIURPWH[WERRNV :HLPHU 
The theoretical understanding of learner-centered teaching connects the construction of
knowledge to the socio-cultural notions of learning presented by Vygotsky (Cornelius:KLWH +DUEDXJK:HLPHU ,QDGGLWLRQWKH=RQHRI3UR[LPDO'HYHORSPHQW
=3'  DQG WKH FRQFHSW RI VFD̆ROGLQJ DUH FRQVLGHUHG LQ WKH WKHRUHWLFDO IRXQGDWLRQ RI
OHDUQHUFHQWHUHGWHDFKLQJ :RRG%UXQHU 5RVV9\JRWVN\ 
In United States the development of learner-centered teaching has been closely
connected to Learner Centered Psychological Principles (LCP) created by the American
3V\FKRORJLFDO $VVRFLDWLRQ :RUN *URXS RI WKH %RDUG RI (GXFDWLRQDO $̆DLUV LQ 
and further developed in 1997. LCP is a collection of evidence-based principles that
highlight the active and relational psychological and constructivist aspects of learning,
and which stand in contrast to more traditional ideas of teaching that are focused more
on the authoritative passing of knowledge to a passive, receptive student (Cornelius:KLWH  +DUEDXJK   /&3 FODVVL¿HV OHDUQHUFHQWHUHG SUDFWLFHV DFFRUGLQJ WR IRXU
GRPDLQV FRJQLWLYHDQGPHWDFRJQLWLYHIDFWRUV PRWLYDWLRQDODQGD̆HFWLYHIDFWRUV
  GHYHORSPHQWDO DQG VRFLDO IDFWRUV DQG   LQGLYLGXDO GL̆HUHQFHV IDFWRUV $3$ :RUN
*URXS RI WKH %RDUG RI (GXFDWLRQDO $̆DLUV   0F&RPEV   GLVFXVVHV KRZ
WKH ¿UVW GRPDLQ FRQFHQWUDWHV RQ WKH LQWHOOHFWXDO FDSDFLWLHV RI OHDUQHUV DQG KRZ WKH\
facilitate the learning process, and the second on how motivation and emotions play
an important role in learning. The third domain focuses on the various diverse aspects
of learner development and the importance of interpersonal interactions, and the
IRXUWKRQKRZLQGLYLGXDOGL̆HUHQFHVD̆HFWOHDUQLQJDQG³KRZWHDFKHUVVWXGHQWVDQG
administrators adapt to learning diversity, and how standards and assessment can best
VXSSRUWLQGLYLGXDOGL̆HUHQFHVLQOHDUQHUV´ 0F&RPEVS 
Many humanistic theories and approaches6 have been conneced to the theoretical
foundations of learner-centered teaching. Transformative learning theory by Mezirow
(1991) is frequently mentioned in literature because of its strong focus on the transforming
OHDUQLQJH[SHULHQFHVRILQGLYLGXDOV :HLPHU ,WLVPRVWRIWHQFRQQHFWHGZLWKDGXOW
OHDUQLQJDVLWFRQWDLQV³WKHEHOLHIWKDWDGXOWOHDUQHUVDUHFDSDEOHRIFULWLFDOO\UHÀHFWLQJ
6

Depending on the literature such theories are Attribution Theory (Heider, 1958; Wiener, 1986), 6HOI(I¿FDF\ (Bandura,
1997), Hierarchy of Needs 0DVORZ   Self-Determination Theory (Deci & Ryan, 1985), and Critical pedagogy
)UHLUH 
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on the information they receive, both inside and outside of the classroom” (Braun, 2014,
p. 28). In higher education transformative learning presents itself as teaching which
³SRVHVSUREOHPVDQGHQFRXUDJHVVWXGHQWVWR¿QGVROXWLRQV´ S $FFRUGLQJWR%UDXQ
(2014), in creating transformative learning environments students need to be seen
as individuals, their personal and learning needs must be recognised, and they must
be supported in “taking risks, exploring, testing their own limits and boundaries, and
experimenting with new ideas and new ways of knowing, being, and doing” (p. 168).
Moore (2005) asks an important question whether higher education actually is ready
for transformative learning. Transformative learning has been studied in the context of
one-to-one studio teaching in higher music education by Carey and Grant (2016). They
observed for example implementation and cultivation of responsive relational teaching
enhancing transformative learning.
All the theories mentioned above as foundations of learner-centered approaches
together provide a multidimensional delineation of learning, but also reveal the
vagueness of the approach when considered theoretically. In this study the notion of
learner-centeredness is therefore considered as an overarching theme in education,
XQGHUZKLFKGL̆HUHQWSHGDJRJLFDOSUDFWLFHVFDQEHGLVFXVVHG

2.6.2 Teaching according to learner-centered ideals
,Q WKH VDPH ZD\ DV WKH GH¿QLWLRQ WKH SULQFLSOHV RI WHDFKLQJ LQ OHDUQHUFHQWHUHG
literature vary according to the origin and are considered to depend on the students,
the teacher, the relevant department, the higher education institution and academic
GLVFLSOLQH$VVXJJHVWHGE\(XURSHDQ6WXGHQW¶V8QLRQ¶VUHSRUWWKHGH¿QLWLRQRIOHDUQHU
centered teaching also varies according the social norms and the organisation of the
VRFLHW\ (XURSHDQ 6WXGHQWV¶ 8QLRQ  S   ,W LV JHQHUDOO\ DJUHHG WKDW OHDUQHU
centered teaching is “an approach to teaching and learning that prioritizes facilitative
relationships, the uniqueness of every learner, and the best evidence on learning
processes to promote comprehensive student success through engaged achievement”
&RUQHOLXV:KLWH +DUEDXJKS[[YLL 
The term facilitative in describing the relationship between a student and a teacher
suggests that many educators are, or should be, deliberately moving away from teachercentered instruction towards facilitative relationships that foster the formation, process,
DQGFRPSOHWLRQRIVHOIDFWXDOL]LQJDQGGHPRFUDWLFJRDOVSHGDJRJLFDOÀH[LELOLW\DQGWKH
YDOXH RI KHOSLQJ VWXGHQWV GLVFRYHU KRZ WR OHDUQ PRUH H̆HFWLYHO\ &RUQHOLXV:KLWH 
Harbaugh, 2010). Learner-centered teaching thus takes into consideration “the various
factors and histories associated with the learner” (McCombs, 2008, p. 2). Curricula need
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WREHÀH[LEOH³ZLWKEDVLFVNLOOVLQWHJUDWHGLQWRDXWKHQWLFDQGUHDOZRUOGSUREOHPVROYLQJ´
0F&RPEVS DQGWHDFKHUVDUHSURSRVHGWRXVHGL̆HUHQWLDWHGLQVWUXFWLRQDQG
enhance lifelong and continuous learning (McCombs & Miller, 2007; Tomlinson, 2014).
:HLPHU  SURSRVHV¿YHNH\FKDQJHVLQHGXFDWLRQWKDWSURGXFHOHDUQHUFHQWHUHG
teaching; 1) the role of the teacher, 2) the balance of power, 3) the function of content,
4) the responsibility for learning, and 5) the purpose and process of evaluation. These
¿YHFKDQJHVSURYLGHDVXLWDEOHIUDPHIRUGLVFXVVLQJWKHGDWDFROOHFWHGLQWKLVSURMHFWDV
it is very practical in nature.
7KH¿UVWNH\FKDQJHWKHUROHRIWKHWHDFKHULPSOLHVWKDW³VWXGHQWVDUHLQYLWHGWRVKDUH
their own views and take initiative in developing and completing their own individual
RU FRRSHUDWLYH OHDUQLQJ HQGHDYRXUV´ &RUQHOLXV:KLWH  +DUEDXJK    7KH
students should be working on problems on their own or with other students, asking
TXHVWLRQVVXPPDUL]LQJFRQWHQWDQGR̆HULQJFULWLFDODQDO\VLVDQGWKHUROHRIWKHWHDFKHU
VKRXOG EH WR VXSSRUW WKLV OHDUQLQJ SURFHVV /HEOHU  :HLPHU   0F&RPEV
proposes (2008) that in learner-centered environments students and teachers solve real
world and complex problems in joint inquiry. This naturally leads to the notion that
not only do teachers know the subject matter they teach but understand that they also
are learners, and as learners they are actively involved in their own learning processes
(McCombs & Miller, 2007). Even if the changed role of the teacher is more that of a
facilitator of learning than a master pouring the knowledge on the student, this role must
be considered widely, and learner-centered teaching is not an all-or-nothing proposition
:HLPHU 
The second key change, the balance of power, suggests that within learner-centered
approaches the power is shared with the students instead of it being transferred to
WKHP &DUH\ *UDQW0F&RPEV 0LOOHU &RUQHOLXV:KLWHDQG+DUEDXJK
(2010) acknowledge that society positions teachers as authorities with legitimate power
in the classroom, and indeed this asymmetrical relationship challenges to the notions of
SRZHU,QFRQVLGHULQJGL̆HUHQWIRUPVRISRZHUZLWKLQWKHFRQWH[WRIWHDFKLQJ&RUQHOLXV
:KLWHDQG+DUEDXJK  LGHQWLI\IRXUIRUPVRISRZHUexpert power, which relates
WRWHDFKHUV¶FRQWHQWH[SHUWLVHLQDFHUWDLQ¿HOGDQGDELOLW\XVHWKDWNQRZOHGJHRUVNLOOV
in teaching to provide feedback to students, reward power that manifests as the ability
WR LQÀXHQFH RWKHUV WKURXJK UHLQIRUFHPHQW coercive power which refers to setting
behavioural limits through punishment, and attractive power which is built on belief by
OHDUQHUVWKDWWKHWHDFKHUVKDUHVWKHLULQWHUHVWVDQGLVQRWWKHUHPHUHO\IRUWHDFKHU¶VRZQ
VHOILQWHUHVWV&RUQHOLXV:KLWHDQG+DUEDXJK  FODLPWKDWDWWUDFWLYHSRZHULVWKH
most consistent with the ideals of learner-centered teaching.
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2IWHQWKHWHDFKHUV¶DXWKRULW\LVVRWDNHQIRUJUDQWHGWKDWPRVWWHDFKHUVDUHQRORQJHU
DZDUH RI WKH H[WHQW WR ZKLFK WKH\ GLUHFW VWXGHQW OHDUQLQJ :HLPHU   7KHUHIRUH
the balance of power is closely connected to the role of the teacher, because the shift to
more facilitative roles naturally leads to a shift in power from the teacher to the student.
This is believed to create self-motivated learning, because the student has control over
how, what and when they learn and also the choice and control over what they want
to achieve (McCombs & Miller, 2007). It must be acknowledged that “the process of
EHFRPLQJDQLQGLYLGXDOOHDUQHULVJUDGXDO´ :HLPHUS DQGWKHDPRXQWRI
GHFLVLRQPDNLQJPXVWEHEDODQFHGDJDLQVWVWXGHQWV¶LQWHOOLJHQWPDWXULW\DQGDELOLW\WR
operate in conditions where they have more freedom but also more responsibility.
$FFRUGLQJ WR :HLPHU   WKH WKLUG NH\ FKDQJH LQ OHDUQHUFHQWHUHG DSSURDFKHV
is the function of content, which contains a dual purpose: to acquire knowledge and to
develop learning skills. Covering the content has become a teacher responsibility, even
if “teaching, on its own, never causes learning” (p. 115), and merely covering the content
does not promote learning or develop important learning skills. McCombs (2008)
suggests that knowledge and skills needed for our future world and present realities
must equip learners with “the capacity for complex and systematic thinking, for focused
LQTXLU\ DQG UHÀHFWLRQ RQ ZKR WKH\ DUH DQG ZKDW WKH ZRUOG QHHGV´ S   $ OHDUQHU
centered curriculum is “the curriculum of life, with basic skills integrated into authentic
and real world problem solving” (p. 3).
The fourth key change that produces learner-centered environments emphasises
VWXGHQWV¶ UHVSRQVLELOLW\ IRU OHDUQLQJ 6HYHULHQV 0HHXZLVVH  %RUQ  :HLPHU
  $FFRUGLQJ WR (XURSHDQ 6WXGHQWV¶ 8QLRQ   VWXGHQWV DUH DOORZHG WR VKDSH
their own learning paths but also are responsible to actively participate in making their
educational process a meaningful one. This key change is also closely connected to
the power relations in teaching and to the role of the teacher. Through the paradigm
shift to learner-centered approaches students gain control, power and at the same
time responsibility. Before this shift can actualise, “teachers have to recognize those
LQVWUXFWLRQDOSUDFWLFHVWKDWPDNHVWXGHQWVGHSHQGHQWOHDUQHUV´ :HLPHUS 
Enhancing development for responsible learners in teaching may also appear
FKDOOHQJLQJ :HLPHU   VXJJHVWV WKDW LQ SURPRWLQJ VXFK GHYHORSPHQW WKHUH
should be logical consequences to both action and inaction of the students, consistency
between what the teacher says and does, predictability and holding all students to the
same standards. Having high standards and expectations, a belief that students can
reach them, a strong commitment to helping them to reach their aims, and genuine
caring are important features in developing responsible learners (McCombs & Miller,
 :HLPHU   &RUQHOLXV:KLWH DQG +DUEDXJK   WKXV FRQQHFW FDULQJ
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to warmth and acceptance of learners. Expressions of caring need to be genuine and
VKRXOG¿WFRPIRUWDEO\ZLWKWKHWHDFKHU¶VSHUVRQDOLW\ :HLPHU 7KXVWKH\KDYH
WREHSHUFHLYHGDQGH[SHULHQFHGE\DQGUHOHYDQWIRUWKHVWXGHQWWREHUHDOO\H̆HFWLYH
(McCombs, 2008).
7KHSXUSRVHDQGSURFHVVHVRIHYDOXDWLRQDVWKH¿IWKNH\FKDQJHLQFUHDWLQJDOHDUQHU
centered environment challenges the present structure and hierarchy of education
which has led to the idea that “teachers have the professional responsibility to certify
WKH OHYHO DW ZKLFK VWXGHQWV KDYH PDVWHUHG WKH PDWHULDO´ :HLPHU  S   $W
the same time, it is acknowledged that “traditional grades do not assess all learning”
:HLPHUS /LWHUDWXUHRIOHDUQHUFHQWHUHGWHDFKLQJSURSRVHVDVKLIWWRZDUGV
a dual purpose for evaluation, to provide feedback to the student to generate learning.
Unlike standardised test scores or a teacher passing judgement evaluation is in learnercentered approaches understood through harnessing the power of grades to motivate
students, making evaluation experiences less stressful, using evaluation to only assess
OHDUQLQJDQGXVLQJPRUHIRUPDWLYHIHHGEDFN :HLPHU $QHVVHQWLDOSDUWRIVXFK
evaluation process is that students are involved in activities that develop their self- and
peer-assessment skills. These skills need to be taught explicitly and are best developed
through practice in which “students are given the opportunity to compare their ideas
with their peers and their teachers, whilst contributing to developing their curricula in a
PHDQLQJIXOPDQQHU´ (XURSHDQ6WXGHQWV¶8QLRQS $OVRWKHFULWHULDDQGKRZ
they are applied should be shared with the students.
Traditionally learner-centered practices have been most evident in early childhood
settings (Pierce & Kalkman, 2003), but the desirability of student-centred learning
endorses also contemporary discussion on teaching in higher education (Blackie, Case,
& Jawitz, 2010; Kember, 1997). Blackie et al. (2010) draw a conclusion based on writings
by Barnett (2008) and Rogers (1959) that the purpose of higher education is “to enable
VWXGHQWV WR µEHFRPH WKHPVHOYHV¶ WR FRPH WR D SRLQW ZKHUH WKH\ DUH DEOH WR HYDOXDWH
their own performance and to appreciate their own giftedness” (p. 641). Thus, they
propose that student-centred teaching is a threshold concept, by which the academics
can really pay attention to the students and their learning as “it involves a shift from
PHDVXULQJRQH¶VVXFFHVVDVDWHDFKHUE\KRZPXFKRIWKHV\OODEXVLVVXFFHVVIXOO\FRYHUHG
WRPHDVXULQJRQH¶VVXFFHVVE\KRZPXFKWKHVWXGHQWVDFWXDOO\OHDUQDQGZLWKZKDWGHSWK
of understanding” (p. 638).
The paradigm shift to learner-centered approaches has been supported in Europe
for example by The Bologna Process (1999), in which higher education institutions
DQGDFDGHPLFVWD̆ZHUHHQFRXUDJHGWRSODFHVWXGHQWVDWWKHFHQWUHRIOHDUQLQJWRKHOS
them manage their expectations and to be able to consciously and constructively design
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WKHLUOHDUQLQJSDWKVWKURXJKRXWWKHLUKLJKHUHGXFDWLRQH[SHULHQFH (XURSHDQ6WXGHQWV¶
Union, 2010). Student-centred learning was also raised as a prominent topic in higher
education research through the Leuven/Louvain-la-Neuve Ministerial Communiqué in
2009:
:HUHDVVHUWWKHLPSRUWDQFHRIWKHWHDFKLQJPLVVLRQRIKLJKHUHGXFDWLRQLQVWLWXWLRQV
and the necessity for ongoing curricular reform geared toward the development
of learning outcomes. Student-centred learning requires empowering individual
OHDUQHUVQHZDSSURDFKHVWRWHDFKLQJDQGOHDUQLQJH̆HFWLYHVXSSRUWDQGJXLGDQFH
structures and a curriculum focused more clearly on the learner in all three cycles7.
(European Commission, 2009)
The notions suggested by the Bologna Process have been criticised for example for
being purposeful and preferring applied research and measurability for the outcomes
(Keeling, 2006), but in relation to this study they provide an example of the force by
which student-centred learning has been advanced in European higher education.
There is a wide base of literature of learner-centered principles being adapted to
KLJKHUHGXFDWLRQ %ODFNLH&DVH -DZLW]%URZQ:ULJKW0\HUV 0\HUV
2015; Pierce & Kalkman, 2003; Severiens, Meeuwisse, & Born, 2015; Tangney, 2014;
:HEEHU 3LHUFHDQG.DONPDQ  GHPRQVWUDWHKRZWKHIRXUGRPDLQVRI/&3
FDQEHDGDSWHGLQKLJKHUHGXFDWLRQWKURXJKGLUHFWHGUHÀHFWLRQLQZKLFKVWXGHQWVDUH
KHOSHGWRUHFRJQLVHDQGFRQIURQWWKHLUSULRUNQRZOHGJHWRUHÀHFWRQWKHLUQHZOHDUQLQJ
H[SHULHQFHV DQG WR JDLQ XQGHUVWDQGLQJ RI GL̆HUHQW ZD\V RI OHDUQLQJ WKURXJK VKDUHG
UHÀHFWLRQV7DQJQH\¶V  UHVHDUFKDPRQJDUWDQGGHVLJQVWD̆RIKLJKHUHGXFDWLRQ
proposes that in learner-centered environments learning is more than a mere cognitive
IXQFWLRQ 6LJQL¿FDQW WR WKH OHFWXUHUV¶ WHDFKLQJ ZDV VHHLQJ WKH VWXGHQW KROLVWLFDOO\ DQG
³EXLOGLQJVHOIFRQ¿GHQFHDQGVHOIEHOLHIDQGHPSRZHUPHQW´ S 
%URZQ:ULJKW  FODLPVWKDWLQDOHDUQHUFHQWHUHGSURFHVVHVWKHVWXGHQWJDLQV
H[SHULHQFH IXQFWLRQLQJ ERWK DV OLDLVRQ DQG DV OHDGHU :HEEHU   UHSRUWV SRVLWLYH
H̆HFWVRIOHDUQHUFHQWHUHGDVVHVVPHQWLQKLJKHUHGXFDWLRQWKURXJKDVVHVVPHQWDFWLYLWLHV
designed primarily to foster student learning. Myers and Myers (2015) discuss how
there has been a shift in teaching strategies towards more learner-centered approaches,
even if many instructors still rely on traditional forms of assessment. According to the
authors this should be seen in relation to class size increase. According to their research
7

$FFRUGLQJWRWKH(XURSHDQ8QLRQWKHstF\FOHOHDGVWRDTXDOL¿FDWLRQZKLFKLQPDQ\FRXQWULHVLVODEHOOHG³%DFKHORU´
(&76FUHGLWV WKHndF\FOHWRDTXDOL¿FDWLRQODEHOOHG´0DVWHU´ ±(&76FUHGLWV DQGWKHrd cycle to
doctoral programmes.
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comparing student-centred and lecture-based higher education courses Severiens,
0HHXZLVVHDQG%RUQ  SURSRVHWKDWVWXGHQWV¶SHUFHSWLRQVKDYHDJUHDWHULPSDFWRQ
academic success in student-centred courses, and that student-centred courses are more
VXEMHFWRUYXOQHUDEOHWRVWXGHQWV¶SHUFHSWLRQV
Higher music education is facing the same challenges as other disciplines discussed
LQWKLVVHFWLRQ:HVWHUOXQG  GHVFULEHVWKHSHGDJRJLFDOFXOWXUHRIPXVLFHGXFDWLRQ
as being based on the apprenticeship tradition, in which teachers “deliver their musical
H[SHUWLVH XVLQJ SHGDJRJLFDOO\ UHOHYDQW PHWKRGV WKDW ZLOO KHOS WKHP WR KDYH H̆HFWLYH
mastery and control over the process of learning” (p. 119). Lebler states that
if the modern conservatorium is to prosper in a rapidly changing cultural and
economic landscape, it will need to provide a learning experience that is musically
inclusive and likely to a produce multi-skilled and adaptable graduates who are
self-monitoring and self-directing in their learning. (Lebler, 2007, p. 206)
Lebler also suggests that music teachers need to demonstrate commitment to learnercentered approaches instead of acting through the roles of performance experts or
mentors.
It is notable that there appears to be very little critical literature of learner-centered
teaching. In her paper on fallacies of student-centred learning in music education Björk
  SURSRVHV WKDW VXSHU¿FLDO UHSUHVHQWDWLRQV RI VWXGHQWFHQWUHG OHDUQLQJ FDQ ³JHW
even an experienced and well-intentioned music teacher into educational and ethical
trouble” (p. 131). These fallacies include generalisation, thinking that student-centred
OHDUQLQJLVDOOJRRGRUDOOEDGDQGWKHQRWLRQRIµDYDLODELOLW\KHXULVWLF¶DQRWLRQRULJLQDOO\
presented by Tversky and Kahneman (1973). By this notion Björk means that what the
teacher sees of the student during the lesson is invariably all that is needed to make wise
student-centred decisions. As antidotes to the fallacy of generalisation Björk suggests
combining rich experience of the musician with research-based knowledge, making
GLDORJXH DQ LQWHJUDWHG SDUW RI WHDFKLQJ DQG OHDUQLQJ VWD\LQJ VẊFLHQWO\ RSHQ VR WKDW
NQRZLQJLVQRWDVVXPHGWREHLPPHGLDWHDQG¿QDOO\³NHHSLQJXSFRQWLQXDOFRQYHUVDWLRQ
with colleagues” (p. 133). As antidotes to availability heuristic Björk suggests for example
DZDUHQHVV WKDW OHDUQLQJ PD\ EH LQÀXHQFHG E\ RWKHU SHRSOH WKDQ WKH WHDFKHU DQG WKH
student. She emphasises longer processes by stating that “what the teacher can come to
think of immediately is usually not all there is to the teaching and learning situation” (p.
133). Björk (2017) argues that student-centred learning and traditional teaching should
not be considered as dichotomies and emphasises joint inquiry with the student, the
teacher and other relevant persons.
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Research of learner-centered approaches in higher education often concerns classroom
teaching. I have not encountered any research of learner-centered teaching in the context
of instrumental one-to-one teaching. That may well be, because this instructional form
is already considered learner-centered. On the other hand, “instrumental tuition has
been conceptualized predominantly in terms of the master-apprentice model” (Creech
& Gaunt, 2012, p. 698), a model which does not resemble features of learner-centered
teaching.
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3 Popular music and jazz vocal pedagogy and music
education research
As discussed in chapter 1, the context of this study, popular music and jazz vocal
SHGDJRJ\LQWKH1RUGLFKLJKHUPXVLFHGXFDWLRQLVDYHU\VSHFL¿F¿HOG2QRQHKDQGLW
relates to all the notions of music teaching as a profession, and on the other hand, it has
VHYHUDOVSHFL¿FIHDWXUHVZKLFKDUHGLVFXVVHGLQWKLVFKDSWHU,QJHQHUDOPXVLFWHDFKLQJ
can be described as a profession in that, “music teachers deal with the teaching and
learning of music as problem solving processes” (Brøske Danielsen & Johansen, 2012,
p. 32). According to Brøske Danielsen and Johansen (2012) the theoretical knowledge
that this profession requires “should include experience-based and theory-based, as well
as research-based knowledge, along with the skills required to apply such knowledge
wisely to solve the problems at hand” (p. 33). They also propose that the knowledge base
of music teaching relates to the knowledge bases of musicology and education, and the
use of its diverse elements can be described as “a practical synthesis” (p. 37) of these
HOHPHQWV 7KXV WKH\ VXJJHVW WKDW WKH GL̆HUHQFH EHWZHHQ D SURIHVVLRQ DQG D UHJXODU
YRFDWLRQLVGHVLJQDWHGE\WKHPDUNHUVRISURIHVVLRQDOLVPVXFKDVVFLHQWL¿FRUVFKRODUO\
knowledge. Indeed, the participants of this study are required to deal with teaching and
learning processes and possess both theoretical and practical knowledge and experience
in popular music and jazz as musical styles. The participants are also required to have
extensive knowledge about the human voice as an instrument.
The small amount of literature concerning popular music and jazz vocal pedagogy
LQFRPSDULVRQWRWKHH[WHQVLYHOLWHUDWXUHRI:HVWHUQFODVVLFDOPXVLFYRFDOSHGDJRJ\LQ
JHQHUDO VXJJHVWV WKDW WKH ¿HOG VWLOO UHPDLQV XQGHU VWXGLHG 7KH OLWHUDWXUH FRQFHUQLQJ
general music education or school music teacher education does not well relate to this
context. Several features of popular music and jazz vocal pedagogy, such as one-to-one
WXLWLRQ DUH LQ H[LVWLQJ OLWHUDWXUH PRVWO\ GLVFXVVHG LQ WKH FRQWH[W RI :HVWHUQ FODVVLFDO
music, a fact that relates to the notion suggested by Meyer and Edwards (2014), that
WHDFKLQJRIFODVVLFDOPXVLFVWLOOSUHYDLOVLQKLJKHUPXVLFHGXFDWLRQ:KLOHWKLVPD\EHWKH
situation globally, Nordic countries are known for adapting other musical styles, such as
popular music, world music, and folk music to higher education (Heimonen, 2004). This
makes the Nordic countries an interesting context for this study.
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According to Callaghan et al. (2012) the teaching of contemporary vocal styles in
higher education is divided into commercial music8, jazz and musical theatre training.
This is not the case in the Nordic countries, in which these musical styles are often taught
within the same institutions and by the same teacher. This creates challenges for teachers
DVWKH\DUHUHTXLUHGWRUHFRJQLVHDQGPDVWHUWKHZLGHUDQJHRIVSHFL¿FHOHPHQWVLQKHUHQW
in the many styles of popular music and jazz.
7KLV VHFWLRQ RXWOLQHV ¿UVW WKH H[LVWLQJ SRSXODU PXVLF DQG MD]] YRFDO SHGDJRJ\
literature in instrumental music education research followed by literature of popular
music and jazz pedagogy in general music education research. Because instrumental
teaching mostly takes place in one-to-one situations, this literature is also discussed.
Finally, the literature on voice science and modern technology is included, as it has had
D VWURQJ LQÀXHQFH RQ SHGDJRJLFDO SUDFWLFHV LQ WKLV ¿HOG GXULQJ WKH ODVW GHFDGHV 7KH
aim of the following sections is to outline the educational environment in which the
participating teachers work and from which the issues addressed in this study emerge.

3.1 Popular music and jazz vocal pedagogy in instrumental music
education research
Several authors contributing to the literature of popular music and jazz vocal pedagogy
VXJJHVW WKDW LW VKRXOG QRW EH GLVFXVVHG WKURXJK :HVWHUQ FODVVLFDO VLQJLQJ WUDGLWLRQ
nor should its outcomes be considered through the aesthetic values of classical singing.
Bartlett (2014) suggests that the statement from American Academy of Teachers of
6LQJLQJ  FDQEHFRQVLGHUHGDVDEHQFKPDUNEHFDXVHLWUHFRJQLVHVWKHLQḢFLHQFLHV
RI D ³RQH VL]H ¿WV DOO FODVVLFDO WUDLQLQJ DSSURDFK´ ZKHQ JHQHUDOLVHG WR FRQWHPSRUDU\
PXVLFVW\OHV S ZKLOH2¶%U\DQDQG+DUULVRQ  VXJJHVWWKDWWKHSDVWSHGDJRJLFDO
WUDGLWLRQ³GRHVQRWWDNHLQWRDFFRXQWWKHSUR¿OHUDWLRQLQWKHWZHQWLHWKFHQWXU\RIDUDQJH
of musical cultures, styles and techniques, which has forced a rethink of European
canonic approaches to singing pedagogy” (p. 2). Kayes, Fisher, and Popeil (2014) state
that “the role of the modern vocal pedagogue is to explore, learn, and ultimately be
able to impart the intricacies of each vocal genre to the next generation while honoring
traditions and values” (para. 1). It is notable that several music institutions in the Nordic
FRXQWULHVKDYHIRUGHFDGHVLQFOXGHGWHDFKLQJRIRWKHUYRFDOWHFKQLTXHVWKDQWKH:HVWHUQ
classical vocal tradition in education (see 1.2).

8

The etymology of commercial music here comes from contemporary commercial music (CCM) and refers to popular
music.
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Callaghan, Emmons, and Popeil (2012) suggest that whilst “the subject matter of
singing is voice, music, and language” (p. 559), the pedagogy of singing requires the teacher
to “meld technique content knowledge with musical performance craft knowledge in a
V\VWHPDWLFDSSURDFKWKDWIDFLOLWDWHVWKHVLQJHU¶VWXQLQJRIWKHLQVWUXPHQWZKLOHSOD\LQJ
it” (p. 566). They go on to suggest that teachers today are required to understand “the
SK\VLFDOIDFWRUVDQGVDIHO\DQGḢFLHQWO\SURGXFHWKHDSSURSULDWHVRXQGDQGWHDFKLQJ
approach suited to a range of students” (p. 559). As early as 1990 Miles and Hollien (see
 DUJXHGWKDWWKHUHDUHSURPLQHQWGL̆HUHQFHVLQYRLFHSURGXFWLRQEHWZHHQFODVVLFDO
singing traditions and belting9 (see 3.3). The prevailing opinions of educators suggest
that appropriateness of the sound should direct the pedagogy to adapt to the musical
style and its aesthetic values.
&RQVLGHULQJ UHVHDUFK RI SRSXODU PXVLF YRFDO SHGDJRJ\ WKH ¿UVW FKDOOHQJH RFFXUV
LQ WU\LQJ WR GH¿QH WKH ¿HOG ,Q WKHLU DWWHPSW WR LOOXVWUDWH WKH GL̆HUHQW IHDWXUHV RI
popular music singing Callaghan et al. (2012) state, that “contemporary vocal styles
exhibit wide variability in tonal preferences and are microphone-based” (p. 576). The
importance of the progression from voice as acoustic instrument to the technologically
processed contemporary singing voice is emphasised by Hughes (2014), who suggests
that “pedagogical strategies must therefore include the singing voice in the context
of technological treatment” (p. 293). Technologies must therefore be viewed as
extensions of the contemporary singing voice. Callaghan et al. (2012) further describe a
contemporary singer as “a cocreator, adding, inventing, and changing the original tempo,
key, rhythm, and even genre” (p. 576) making a comparison to classical singers who,
according to them, have to be musical interpreters honouring the composer. However,
VXFK GH¿QLWLRQV FDQ EH SUREOHPDWLF DV RQH PLJKW VXJJHVW WKDW QRW DOO SRSXODU PXVLF
singing is microphone-based, and not all classical vocal music is fully composed. Kayes,
)LVKHUDQG3RSHLO  LGHQWLI\WKHGL̆HUHQFHVEHWZHHQFODVVLFDODQGSRSXODUPXVLFDV
concerning “written versus oral tradition; historical/cultural context; use of voice; word
articulation, dynamics, vibrato, phrasing; stylistic idioms; vocal registers; pitch range;
resonance characteristics; and learning cultures” (para. 1).
In comparison to popular music, jazz has a long history of inclusion in Nordic higher
music education programs. Jazz singing has also been studied by several scholars in
WHUPV RI D SHGDJRJ\ 0DQ\ ZULWHUV HPSKDVLVH WKH LPSRUWDQFH RI VSHFL¿F HOHPHQWV RI
WHDFKLQJSUDFWLFHVGHVLJQHGIRUMD]]VLQJHUV)RUH[DPSOH+DUJUHDYHV D LGHQWL¿HV
VLJQL¿FDQWGL̆HUHQFHVEHWZHHQOHDUQLQJPRGHVRIMD]]VLQJHUVDQGWKHLULQVWUXPHQWDOLVW
counterparts, such as motor feedback, verbal capacity, embodiment, music learning
experiences, and role, which refers to “the social and musical functions assumed
9

%HOWLQJLVDFRPPRQ\HWQRWFOHDUO\GH¿QHGWHFKQLTXHRIVLQJLQJ
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by musicians during performance” (p. 277). Vocal teachers have been found to take
GL̆HUHQWOHDUQLQJURXWHVWKDQLQVWUXPHQWDOWHDFKHUV %XUZHOO DQGVLQJHUVKDYH
EHHQ REVHUYHG WR GL̆HU LQ OHDUQLQJ PRGHV IURP LQVWUXPHQWDOLVWV +DUJUHDYHV  
/LWHUDWXUH VXJJHVWV WKDW WKHVH GL̆HUHQFHV KDYH QRW EHHQ DFNQRZOHGJHG LQ WHDFKLQJ
practices within jazz.
The vast majority of literature has approached vocal jazz pedagogy through discussing
LPSURYLVDWLRQ RQH RI WKH PDLQ HOHPHQWV RI MD]] 0DGXUD :DUG6WHLQPDQ 
2014) has discussed vocal improvisation through analysing Australian and American
LPSURYLVHUHGXFDWRUV¶LQÀXHQFHVDQGSHGDJRJLFDOYLHZV+HU¿QGLQJVVXJJHVWWKDWWKHUH
DUHQDWLRQDOGL̆HUHQFHVLQKRZLPSURYLVHUHGXFDWRUVDSSURDFKPXVLFDQGLPPHUVLRQ
in the musical style and the motivation in engaging with improvising are emphasised as
GHWHUPLQDQWV RI VXFK GL̆HUHQFHV +DUJUHDYHV E  SUHVHQWV WKUHH FRPPRQO\ XVHG
pathways to teaching vocal jazz improvisation: immersing students in the sounds of jazz,
a conscious learning of the musical building blocks of jazz and encouraging singers to
LPSURYLVHRQDQLQVWUXPHQW%HOO  LQDGGLWLRQWRUHSRUWLQJVHYHUDOGL̆HUHQFHVLQ
the learning of jazz of singers and jazz instrumentalists, also emphasises playing piano as
a necessary part of the process of learning jazz vocalisation. However, this requirement
seems controversial for higher education as it suggests that jazz improvisation should
not be approached through voice only. Adding to literature calling for teaching practices
designed for singers Hargreaves (2016) presents the example of the 12-key approach10,
which according to her study is less useful for singers because of physiological limitations
of the vocal instrument.
:DGVZRUWK :DONHU   UHSRUWV HQVHPEOH GLUHFWRUV¶ DQG SHUIRUPHUV¶ YLHZV RQ
teaching vocal improvisation through various strategies; “(a) listening to jazz singers,
(b) listening to jazz instrumentalists, (c) imitative ability (call-and-response, etc.), (d)
playing the piano, (e) music theory knowledge (chord symbols, scales, etc.), (f) applied
voice study, (g) singing in a traditional choir, (h) transcribing solos, (i) playing an
instrument (besides the piano), (j) learning jazz standards, (k) music reading skills, (l)
vocalizing harmonic structures (bass lines, guide tones, etc.), (m) physicalizing rhythmic
IHHO VQDSSLQJ ¿QJHUV VKLIWLQJ ZHLJKW HWF  DQG Q  DSSOLHG LQVWUXPHQWDO VWXG\´ SS
  :DGVZRUWK :DONHU¶V VWXG\ UHYHDOV FRQVLVWHQF\ LQ WKH WHDFKLQJ WHFKQLTXHV
employed but also suggests that teaching and learning processes may not be quite
understood. In addition, several scholars in the United States have addressed teaching a
vocal jazz ensemble in their doctoral dissertations, a fact that connects with the tradition

10

7KHNH\DSSURDFK³LQYROYHVOHDUQLQJDVRQJVFDOHDUSHJJLRRUPRWLILQRQHNH\WKHQWUDQVSRVLQJDQGSUDFWLFLQJ
LWLQWKHRWKHUNH\V´ +DUJUHDYHVS 
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RIYRFDOMD]]HQVHPEOHVDVDFRPPRQWHDFKLQJSUDFWLFHLQWKH8QLWHG6WDWHV :DGVZRUWK
:DONHU 
Instead of trying to merge all musical styles into one ideal pedagogy, researchers have
WXUQHGWKHLULQWHUHVWWRWHDFKLQJDSSURDFKHVGHVLJQHGIRUGLVWLQFWPXVLFDOVW\OHV2¶%ULDQ
and Harrison (2014) suggest that each style or content requires a unique pedagogy.
Chandler (2014) suggests that while popular music singing shares commonalities with
RWKHUVLQJLQJVW\OHV³WKHVSHFL¿FVDUHGLVWLQFWLYHDQGQRQJHQHULFUHTXLULQJDOHYHORI
specialized knowledge, training and competence by the people teaching it” (p. 33). In
relation to vocal education for singers of popular music Bartlett (2014) proposes that
research “with singers rather than about them” (p. 34) might better bring to focus “the
real world demands of CCM music styles, gig environments, and vocal health issues
IDFHG E\ WKLV VLJQL¿FDQW DQG WDOHQWHG JURXS RI SHUIRUPHUV´ S   7KH OLWHUDWXUH RQ
musical theatre singing has increased particularly during the recent decades with several
VFKRODUV LGHQWLI\LQJ D QHHG IRU D VSHFL¿F SHGDJRJLFDO DSSURDFK IRU PXVLFDO WKHDWUH
VLQJHUV %M|UNQHU  (GZLQ  /R9HWUL 6DXQGHUV%DUWRQ  0HDQV :HHNO\
2014; Melton, 2007). Through her research of teaching gospel singing Robinson-Martin
(2014) proposes that teachers should be aware of all aesthetic components of gospel
VLQJLQJDQGDGGUHVVVWXGHQWV¶PXVLFDOGHYHORSPHQWIURPWKRVHDQJOHV
The artistic aspects of popular music singing have been addressed by Bartlett (2011;
2014). Her research has investigated the work of professional popular music singers
and suggests that they “create a market for their music through the development of
VSHFL¿FVWDJHSHUVRQDHZKHUHWKHLUYRFDOLQGLYLGXDOLW\DQGVW\OHLQQRYDWLRQGHWHUPLQHV
their career success and longevity” (Bartlett, 2014, p. 27). Hughes (2017) has discussed
artistry and its pedagogical implications in relation to curricular components in popular
music singing suggesting that the aim of these curricular components should be “to
facilitate artistry, artistic vision and practice through a range of exploratory and creative
processes” (p. 187). Interdisciplinary studies concerning the outcomes of popular music
vocal pedagogy include, for example, research on stardom in popular music (Hamlen
Jr, 1991). Vocal teaching in higher education also relates to musicological research on
GL̆HUHQWPXVLFDOVW\OHVVXFKDVDQDO\VHVRISHUIRUPDQFHSUDFWLFHVRI$IULFDQ$PHULFDQ
gospel music (Legg & Philpott, 2015) and thinking in jazz (Berliner, 1994).
Research of popular music and jazz singing pedagogy in the Nordic countries, the
context of this study, is limited but growing. Zangger Borch (2008) includes some notions
of pedagogy and voice science in his artistic dissertation and Puurtinen (2010) analyses
WKHSRVLWLRQRIYRFDOH̆HFWVLQKHUVLQJLQJLQKHUDUWLVWLFGRFWRUDOGHJUHH%HUJHVHQ6FKHL
 LQYHVWLJDWHVLGHQWLW\IRUPDWLRQRISURIHVVLRQDOVLQJHUVRIGL̆HUHQWPXVLFDOVW\OHV
while Valtasaari (2017) studies an intervention through voice teaching on the voice quality
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DQGH[SUHVVLRQVRIVWXGHQWVLQDWHDFKHUHGXFDWLRQSURJUDPPH+DNDQSll:DDUDPDD
and Laukkanen (2018) have studied emotion recognition in CCM and classical singing
VW\OHV SURSRVLQJ WKDW WKHUH DUH VWDWLVWLFDOO\ VLJQL¿FDQW GL̆HUHQFHV EHWZHHQ VLQJHUV LQ
these styles, as valence and activation were better perceived than emotions, and the
recognition percentage was higher among CCM singers. Tarvainen (2012) has researched
HPSDWKHWLFOLVWHQLQJE\ZKLFKVKHPHDQVWKHERGLO\EDVHGXQGHUVWDQGLQJRIDVLQJHU¶V
vocal interpretation. The research presented here, even if very interesting and enhancing
new understanding of singing, does not shed light to the pedagogy of popular music
DQGMD]]VLQJLQJ7KHUHHYLGHQWO\LVDODFNRIUHVHDUFKLQWKLV¿HOG1RUGLFYRLFHVFLHQFH
DQRWKHU¿HOGRIVFLHQFHD̆HFWLQJSHGDJRJ\LVGLVFXVVHGLQVHFWLRQ
In mapping the literature of popular music and jazz singing pedagogy it becomes
evident that while empirical studies are few, there is an array of guidebooks which address
GL̆HUHQWPXVLFDOVW\OHVDQGWHFKQLTXHV6HYHUDOJXLGHERRNVRQSRSXODUPXVLFDQGMD]]
singing (Berkman, 2009; Clayton, 2001; van Doorn, 2016; Niemack, 2004; Peckham,
5DZOLQV6SUDGOLQJ6WROR̆:HLU=HJUHH
2002) present a range of techniques and styles to be applied by the individual teacher.
The U.S. based National Association of Teachers of Singing (NATS) has published a
series of guidebooks under the name So You Want to Sing: A Guide for Professionals.
%RRNVLQWKLVVHULHVDGGUHVVDUDQJHRISRSXODUPXVLFVLQJLQJVW\OHVURFNµQ¶UROO (GZDUGV
2014), musical theatre (Hall, 2014), country (Garner, 2016), gospel (Robinson-Martin,
2016) and folk music (Mindel, 2017). The series also contains one book on jazz singing
(Shapiro, 2016). Most recently, in the guidebook So You Want to Sing CCM: A Guide
for Performers (Hoch, 2018) the editor draws together the opinions of a group of wellNQRZQWHDFKHUVLQWKH¿HOG7KHLUUHVSRQVHVWRDVHWRITXHVWLRQVLOOXVWUDWHWKHGL̆HUHQFHV
RIWKHDSSURDFKWKDWHDFKZULWHUEULQJVWRSHGDJRJ\+RFKLGHQWL¿HVVLPLODUFKDOOHQJHV
to those presented in the rationale of this study; for example, the challenge of varying
terminology and pedagogical approach in the training of popular music singers.
As discussed in the rationale of this study, vocal pedagogy has during the last decades
EHHQD̆HFWHGE\VHYHUDOYRFDOPHWKRGVRUPRGHOV7KHPRVWZLGHVSUHDGYRFDOPHWKRGV
or models in the Nordic countries are Complete Vocal Technique, CVT (Sadolin, 2008)
and Estill Voice Training, EVT (McDonald Klimek, Obert, & Steinhauer, 2005). Other
methods such as Speech Level Singing, SLS (Riggs & Carratello, 1992), Singing Success
(Manning, 2017), Somatic Voicework (LoVetri, 2017), Voiceworks (Popeil, 2018),
and Vocal Power Method (Howard, 2018) are widely spread globally but they are not
FRPPRQLQWKH1RUGLFFRXQWULHVGXHWRODFNRIFHUWL¿HGWHDFKHUVBalance in Phonation
Voice Training%L3 (HUROD LVWKH¿UVW)LQQLVKPHWKRGWKDWRUJDQLVHVFHUWL¿FDWLRQ
courses for teachers while in Sweden Zangger Borch has founded the Voice Centre which
HGXFDWHVFHUWL¿HGYRFDOFRDFKHVLQKLVWHDFKLQJPHWKRG =DQJJHU%RUFK 
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Singers also engage with methods that focus on voice through body work such as
Alexander Method (Head, 2017), Feldenkrais Method (Grant, 2014; Nelson & Blades,
2005) and the Rosen Method (Mayland, 2005). In addition to these, some authors prefer
to look at the process of singing from a more holistic standpoint (Harrison, 2006; Sell,
2005). These approaches are discussed and marketed in similar ways as vocal methods or
models. Additionally, a range of related methods exist for the production of theatre voice
promoting the synthesis of acting and singing. Such approaches have been presented for
example by Linklater (2018), Kayes (2000) and Melton (2007). Common to most vocal
methods and models is that they do not take a stance in musical issues such as phrasing
or aesthetics but separate vocal technique from its musical context.
Many of the vocal methods and models as discussed above are commercially based
DQGRIWHQDUHPDUNHWHGDFWLYHO\E\WKHLUFUHDWRUVWKURXJKFRXUVHVDQGFHUWL¿HGWHDFKHU
programs. In order to endorse their concepts of singing, some authors have conducted
their own agenda-driven research of vocal technique and in some cases have created
WKHLU RZQ LQGLYLGXDOLVHG YRFDEXODU\ IRU GL̆HUHQW YRFDO SKHQRPHQD 0HWKRGV RU
PRGHOVRIWHQDOVRUHJXODWHWKHZD\VLQZKLFKFHUWL¿HGWHDFKHUVSUHVHQWLQIRUPDWLRQWR
students as a way to protect their brand and for consistency of teaching practice. Some
music education authors have raised ethical concerns related to the restrictive use of
methods, arguing that “an ethical crisis is evident in […] music education methodologies
when in the process of securing ends against the uncertainties of change, creative or
LPDJLQDWLYH RSWLRQV DUH IRUHFORVHG RU OLPLWHG´ $OOVXS  :HVWHUOXQG  S  
Similarly, Regelski (2009) criticises method-based teaching which focuses attention
on the details and delivery of instruction, whether or not that instruction results in a
PXVLFDOO\SUDJPDWLFGL̆HUHQFH%HQHGLFW  VWDWHVWKDW´LQGLVFULPLQDWHXVHRI>«@
DQ\PHWKRGGHÀHFWVRXUDWWHQWLRQIURPLQWHUURJDWLQJLVVXHVVXFKDVZKDWRXUSXUSRVH
ZRXOGEHLIDUHFRQVWUXFWLRQRIVRFLHW\EDVHGXSRQFULWLFDOO\UHÀHFWLYHOHDUQLQJIUDPHG
our engagements” (p. 222).
7KHUH LV YHU\ OLWWOH UHVHDUFK RQ WKH H̆HFWV RI YRFDO PHWKRGV RU PRGHOV RQ VLQJHUV
In connection to CVT, Brixen, Sadolin, and Kjelin (2012) have presented a paper on
the acoustic detection of its vocal modes and two studies explore these vocal modes
(Sundberg, Bitelli, Holmberg, & Laaksonen, 2017; Thuesen, McGlashan, & Sadolin,
2017). In Finland the vocal technique suggested by CVT is currently being studied in
a multidisciplinary doctoral research project at the University of Oulu. However, the
results of that study are not available at the time of writing this current dissertation.
McClellan (2011) has presented a comparative analysis of SLS and traditional vocal
WUDLQLQJ LQ KLV GRFWRUDO GLVVHUWDWLRQ +RZHYHU GXH WR VWULFW FRQ¿GHQWLDOLW\ LVVXHV
related to SLS teaching, his analysis does not provide actual comparison between the
WZR DSSURDFKHV $OVR WUDGLWLRQDO YRFDO WUDLQLQJ LV FKDOOHQJLQJ WR GH¿QH DQG WKHUHIRUH
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D FRPSDULVRQ EHWZHHQ WKHVH DSSURDFKHV LV GL̇FXOW 1RWLFHDEOH LQ 0F&HOODQ¶V VWXG\ LV
the part in which he discusses teachers who are against or for SLS by name. It can be
assumed that such stance creates and deepens the segregation of vocal teachers into the
silos of vocal methods or models. On the other hand, such research design can be seen as
an attempt to suggest that popular music singing cannot be taught through the aesthetic
and technical values of classical singing.
Fantini, Fussi, Crosetti, and Succo (2017) have conducted a research on singers
educated according to Estill Voice Training (EVT) and singers with no such education.
7KH\ VXJJHVW WKDW DFRXVWLF DQG SHUFHSWXDO DQDO\VLV ³VKRZHG VLJQL¿FDQW GL̆HUHQFHV
between the two groups of singers regarding both sound perturbation control and
spectral energy distribution control ability” (p. 150). These authors do recognise the lack
of prospective approach as a limitation to their study. Still, similarly to McClellan who
according to his study concludes that “if an artist aspires to have a career as a popular
singer, then Speech Level Singing might be the best route to take” (pp. 77-78), Fantini
HW DO   SURSRVH WKDW ³(97 PLJKW UHSUHVHQW DQ H̆HFWLYH HGXFDWLRQDO V\VWHP IRU
developing voice quality control abilities in contemporary commercial singing” (p. 151).
These conclusions appear to promote a certain method through advertising couched in
research.

3.2 Popular music and jazz pedagogy in general music education
research
In Nordic higher education popular music and jazz vocal teaching is also part of general
music education. Therefore, the literature on general music education is also relevant to
this study. Similarly to the previously presented literature, popular music and jazz have
been mostly discussed separately in this corpus (Smith, Moir, Brennan, Rambarran, &
Kirkman, 2017; Cooke & Horn, 2002; Frith, Straw, & Street, 2001). Considering popular
music education in general, Green (2002) proposes that the ways popular musicians
OHDUQR̆HUVIRUPDOPXVLFHGXFDWLRQDQDOWHUQDWLYHDQGVXFFHVVIXOPHWKRGIRUWHDFKLQJ
In turn, Smith et al. (2017) argue that the presence of popular music has within the
last decades grown in schools, universities and conservatories up to the point where it
³GHVHUYHVUHFRJQLWLRQDVLWVRZQ¿HOG´ S 
According to Till (2017) the key question is, are the teaching traditions of western
classical music uncritically applied, or are new pedagogical approaches created for the
needs of popular music. Similarly, Lebler (2007) discusses how the teaching approaches
of popular music should be carefully considered. In teaching that focuses on training
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particular skills or acquisition of knowledge, approaches based on transmission of
content may be appropriate. However, Lebler also argues that “it is necessary for
VWXGHQWV WR GR PXFK WKDW KDV SUHYLRXVO\ EHHQ WHDFKHUV¶ EXVLQHVV´ LQ SRSXODU PXVLF
education (p. 207). Alternative teaching approaches suitable for popular music include
PHWKRGV VXFK DV ³ÀLSSHG FODVVURRP VWXGHQWGLUHFWHG OHDUQLQJ FROODERUDWLYH OHDUQLQJ
DQGSDUWLFLSDWRU\DVVHVVPHQW´ 7LOOS $FFRUGLQJWR/HEOHUDQG:HVWRQ  
and Lebler (2008) connecting education to the realities of working life has also to be
considered, especially in under-graduate programs in which popular music is taught
along the practices of music industry.
Similarly to the literature on jazz vocal pedagogy based on instrumental music
education, general music education literature on jazz pedagogy is more extensive than
literature on popular music pedagogy (Ake, 2002; Barratt & Moore, 2005; Johnston,
2013; Prouty, 2008). Vast amount of this literature approaches jazz pedagogy from the
viewpoint of improvisation. A research focusing on four prominent jazz educators in
higher education reveals common pedagogical themes such as an array of unique teaching
exercises, facility with non-traditional vocabulary, the establishment of a safe and
egalitarian teaching space, lack of evaluation, leader as guide, comfort with spontaneity,
and pedagogue as performer/improviser (Hickey, 2015). Louth (2012) suggests that a
dialectical approach to improvisation pedagogy “is best suited to address the problem
of balancing discipline and freedom when improvisation is taught in formal academic
FRQWH[WV´ S   -RKDQVHQ D  KDV LGHQWL¿HG WKDW MD]] LPSURYLVDWLRQ VWXGHQWV
emphasise the development of a personal sound or voice and quest for autonomy and
ownership with respect to the choice and utilisation of learning material. Thus, Johansen
(2013b) proposes that learning improvisation through copying from recordings,
a common teaching practice in jazz, may be interpreted as means to personalise the
acquired knowledge in order to operationalise it in improvisatory performing practices.
,QDGGLWLRQ%MHUVWHGW  KDVLGHQWL¿HGGL̆HUHQWODQGVFDSHVEHORQJLQJWRWKHQRWLRQ
“didactic loci of jazz improvisation” (p. 509).
In the Nordic countries jazz has been a part of higher music education for decades
(see 1.2). The literature also mentions Scandinavia as an exception in considering how
general music education researchers have discussed popular music (Till, 2017). Indeed,
the early inclusion of popular music into Nordic music curricula and study programs
“entailed an early academisation of the topic” (Dyndahl, Karlsen, Graabraek Nielsen, &
Skårberg, 2017, p. 439). Väkevä (2006) suggests that music institutions in the Nordic
FRXQWULHV KDYH EHHQ IRUFHG WR GHYHORS WKHLU PHWKRGV DQG UHÀHFW VHULRXVO\ RQ WKH
nature of the pedagogy of popular styles, and “this calls for a systematic study of the
learning bases of these styles, indicating new directions for music education research”
(p. 127). Popular music researchers have since melded as an international discursive
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community “empowering it to create a space for popular music in academia” (Holt, 2017,
p. 5). The academic interest concerning popular music as well as its related processes
of socialisation and learning have been discussed for example from the viewpoints of
democracy (Christophersen & Gullberg, 2017; Karlsen, 2012), censorship (Kallio, 2015),
aesthetic values (Christophersen, 2009) authenticity (Dyndahl & Nielsen, 2014; Kallio,
:HVWHUOXQG 3DUWWL DQGIRUPDODQGLQIRUPDOOHDUQLQJ 3DUWWL.DUOVHQ 
Väkevä, 2012). At the time of writing this thesis, music education scholars are discussing
IRU H[DPSOH WKH H[LVWHQFH DQG FRQWHQW RI GL̆HUHQW GHJUHH SURJUDPV RI SRSXODU PXVLF
such as studio production (Askerøi & Viervoll, 2017).
:LWKLQ 1RUGLF KLJKHU PXVLF HGXFDWLRQ LPSURYLVDWLRQ LV RIWHQ FRQVLGHUHG WR EH D
generic skill that cuts through many musical styles. As an example, the Academy of Music
and Drama of University of Gothenburg has named one of their degrees Improvisation,
ZKLFK R̆HUV ³D ZLGH ¿HOG RI LPSURYLVDWLRQDO PXVLF WKDW RIWHQ WUDQVFHQG JHQUHV´
(Academy of Music and Drama, 2018). As another example, Metropolia University of
$SSOLHG6FLHQFHV  LQDGGLWLRQWRR̆HULQJFRXUVHVRQWKHEDVLFVRILPSURYLVDWLRQ
DFURVVGL̆HUHQWPXVLFDOVW\OHVKDVDGDSWHGSHGDJRJ\RILPSURYLVDWLRQWRLWVFXUULFXOXP
6XFKJHQHULFDSSURDFKWRLPSURYLVDWLRQKDVDOVREHHQGLVFXVVHGE\0DF'RQDOG:LOVRQ
and Miell (2012), who suggest that improvisation provides the opportunity to challenge
musical and cultural hegemonies and develop new ways of collaborating and thinking
creatively.
Considering the literature of popular music and jazz pedagogy as whole, Mantie (2013)
VXJJHVWV WKHUH DUHLQWHUQDWLRQDOGL̆HUHQFHV LQGLVFRXUVHV ZKLFK DUHUHÀHFWLYH RIERWK
GL̆HULQJPXVLFHGXFDWLRQSUDFWLFHVDQGGL̆HULQJFRQFHSWLRQVRIZKDWPXVLFHGXFDWLRQ
should be. It is notable, that within the educational literature of popular music, research
and discussion focuses mainly on school music teacher education, and there seems to be
a lack of research on the education of professional popular musicians.

3.3 Voice science
2QHRIWKHPRVWLQÀXHQWLDOFKDQJHVLQYRFDOSHGDJRJ\KDVEHHQWKHLQFUHDVLQJHPSKDVLV
on new research of vocal science. Beginning in the late 1980s research has been also
conducted on singing styles other than western classical tradition. This has brought new
understanding of vocal technique concerning for example popular music styles which
has changed the conceptions of, and ways in which, human voice is trained. According
to McCoy (2014) these advances “are particularly apparent in the application of acoustic
voice analysis in teacher education and as biofeedback in singer training” (p. 11). For
58

H[DPSOH QHZ NQRZOHGJH KDV EHHQ DFKLHYHG IURP WKH ¿HOGV RI ³YRFDO SK\VLRORJ\ DQG
acoustics, linguistics, neurobiology, and teaching and learning” (Callaghan, Emmons, &
3RSHLOS 7RGD\YRLFHWUDLQHUVPXVW¿QGZD\VWRDVVLPLODWHQHZNQRZOHGJH
from vocal anatomy, speech pathology and phonetics into their professional competence
and “make them practical and useful for performance students” (Sansom, 2016, p. 157).
,QDGGLWLRQUHVHDUFKHUVKDYHGHVFULEHGKRZGL̆HUHQWVRXQGVZLWKLQGL̆HUHQWVLQJLQJ
VW\OHVDQGH̆HFWVDUHSURGXFHGDQGSURSRVHGWKDWWKH\GRQRWQHFHVVDULO\FRPSURPLVH
YRFDO KHDOWK 7KH GL̆HUHQFHV EHWZHHQ FODVVLFDO DQG RWKHU VW\OHV RI VLQJLQJ ZHUH ¿UVW
discussed in the context of musical theatre by researchers such as Estill (1988), Miles
and Hollien (1990), Sundberg, Cramming, and LoVetri (1993), and Titze (2005). In
EHOWLQJDVLQJLQJVW\OHXVHGLQPDQ\PXVLFDOVW\OHVEXW¿UVWUHVHDUFKHGZLWKLQPXVLFDO
WKHDWUH SURPLQHQW GL̆HUHQFHV EHWZHHQ FODVVLFDO DQG PXVLFDO WKHDWUH VLQJLQJ KDYH
been observed through research. For example, Sundberg et al. (1993) have conducted a
research comparing pharynx, source, formant, and pressure characteristics in operatic
and musical theatre singing. Later, Bestebreurtje, and Schutte (2000) studied resonance
VWUDWHJLHVVSHFL¿FDOO\WRGHVFULEHWKHEHOWLQJVW\OHDQG%M|UNQHU  KDVLQYHVWLJDWHG
WKHGL̆HUHQFHLQVXEJORWWDOSUHVVXUHYRLFHVRXUFHDQGIRUPDQWIUHTXHQF\FKDUDFWHULVWLFV
:KLOH3RSHLO  DQG6XQGEHUJ7KDOHQDQG3RSHLO  GLVFXVVWKHPXOWLSOLFLW\RI
EHOWLQJPDQ\DXWKRUVVXJJHVWWKDWEHOWLQJDVDWHUPKDVQRJHQHUDOO\DJUHHGGH¿QLWLRQ
(Spivey, 2008a; 2008b; Edwin, 2010).
7KH UHVHDUFKHUV DOVR WXUQHG WRZDUGV WKH GL̆HUHQW VLQJLQJ VW\OHV RI SRSXODU PXVLF
$FRPSDULVRQRIDIHPDOHVLQJHU¶VYRLFHVRXUFHLQFODVVLFDOSRSMD]]DQGEOXHVVLQJLQJ
was conducted by Sundberg and Thalen (2001), and the spectrum characteristics of
country singers was researched by Cleveland, Sundberg, and Stone (2001). Zangger
Borch and Sundberg (2011) investigated phonatory and resonatory characteristics of
singing within rock, pop, and soul, while Howard (2010) used an electrolaryngograph
LQRUGHUWRUHVHDUFKWKHGL̆HUHQWDVSHFWVRIYLEUDWLQJYRFDOIROGVGXULQJVLQJLQJGL̆HUHQW
styles. The somewhat controversial term pharyngeal voice used in SLS method has been
discussed and challenged by Buescher and Sims (2011). Guzman, Lanas, Olaviarria, and
$]RFDU   KDYH VWXGLHG ODU\QJHDO DQG SKDU\QJHDO FRQ¿JXUDWLRQ LQ QRQFODVVLFDO
singing styles and suggested that rock singing is the style with the highest degree of both
laryngeal and pharyngeal activity.
2QH HOHPHQW VHSDUDWLQJ SRSXODU PXVLF VLQJLQJ IURP :HVWHUQ FODVVLFDO VLQJLQJ
WUDGLWLRQKDVEHHQWKHXVHRIYRFDOH̆HFWV11 which are various elements added to voice
11

Some literature also uses the terms extreme vocal effects or extended vocal techniques.
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production. Terms such as distortion, growl, grunt, and scream are often applied,
EXW WKH\ GR QRW KDYH DJUHHG GH¿QLWLRQV DV WKHUH DUH GL̆HUHQW XQGHUVWDQGLQJV RI KRZ
they are produced. Sakakibara, Fuks, Imagawa, and Tayama (2004) have researched
WKHSURGXFWLRQRIDYRFDOH̆HFWWKH\FDOOJURZO12. Zangger Borch, Sundberg, Lindestad,
and Thalen (2004) have studied vocal fold vibration and voice source aperiodicity in
distorted tones. Several researchers have showed interest in extended vocal techniques
during the last decades. Eckers et al. (2009) have studied the voice production of death
metal singers, and Edgerton (2014) has discussed extended vocal techniques such as
WKURDWVLQJLQJ&ḊHU1DVU5RSHUR5HQGRQ:LHQKDXVHQ)RUEHV6HLGQHUDQG1DZND
 KDYHUHVHDUFKHGWKHXVHRIYRFDOH̆HFWVDQGSDUWLDOJORWWDOYLEUDWLRQDQGVXJJHVW
WKDWXVLQJWKHPZDVQRWKDUPIXOWRUHVHDUFKSDUWLFLSDQWV¶YRLFHV
New technology and software have changed the ways in which voice teachers can
respond to their students in particular teaching situations. Teachers can now use for
H[DPSOHYRLFHVSHFL¿FDFRXVWLFDQDO\VLVVRIWZDUHVRXQGDFTXLVLWLRQKDUGZDUHVSHFWUXP
analysers, software measuring vibrato, pitch accuracy and timbre, and phonetic
WUDQVFULSWLRQ VRIWZDUH WR HQKDQFH WKHLU WHDFKLQJ 0F&R\   :HOFK +RZDUG
+LPRQLGHV DQG %UHUHWRQ   DV ZHOO DV +RZDUG %UHUHWRQ :HOFK +LPRQLGHV
'H&RVWD :LOOLDPV DQG +RZDUG   KDYH VWXGLHG WKH XVHIXOQHVV RI UHDOWLPH
visual feedback in teaching singing and suggested that it can provide more meaningful
feedback for the student and the teacher in singing lessons. As McCoy (2014) states it,
voice pedagogy may now be “based on reality” (p. 18).

3.4 The teaching environment
Instrumental teaching in Nordic higher education is mostly conducted as one-to-one
WXLWLRQ:LWKLQRQHWRRQHWXLWLRQWUDLWVRIPDVWHUDSSUHQWLFHPRGHODOVRUHIHUUHGWRDV
expert-novice apprentice model in the literature, are often found (Gaunt, 2005; Kennell,
:HVWHUOXQG ,QRUGHUWRPRUHFRPSUHKHQVLYHO\GHVFULEHWKHHQYLURQPHQW
in which the participants of the project of this study worked, the following sections
discuss research of one-to-one tuition and the master-apprentice model.

127KHWHUPLQRORJ\DURXQGYRFDOHIIHFWVYDULHVEHWZHHQUHIHUHQFHVDQGGH¿QLWLRQVDUHQRWDJUHHGRQ
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3.4.1 One-to-one tuition
The main focus in this study corpus is the adaptation of one-to-one teaching method to
SRSXODUPXVLFDQGMD]]SHGDJRJ\DFNQRZOHGJLQJWKHORQJWUDGLWLRQRI:HVWHUQFODVVLFDO
instrumental learning, which has been, and still is, established as a continuing core
activity of vocal and instrumental tuition (Carey, Lebler, & Gall, 2012; Creech & Gaunt,
 7KHD̆RUGDQFHVDQGFRQVWUDLQWVRIRQHWRRQHWXLWLRQKDYHEHHQVWXGLHGE\VHYHUDO
music education scholars (Gaunt, 2009; 2011; Heikinheimo, 2009; Johansson, 2013;
2¶%U\DQ  =KXNRY   *DXQW &UHHFK /RQJ DQG +DOODP   VXJJHVW WKDW
students often look towards a one-to-one teacher as a mentor and that the “aspects of
the intimacy and trust established with a teacher [provide] the potential for a mentoring
relationship” (p. 40). According to Creech and Gaunt (2012) teachers and students are
deeply committed to the one-to-one practices which allow “scope for the transmission
of detailed content in terms of technical expertise, musical knowledge, and approach to
the interpretation of repertoire” (p. 695). Thus, Gaunt (2005) states that the intensity
and privacy of the engagement of the teacher and the student within one-to-one tuition
resembles “the intimacy of personal or therapeutic relationships more than conventional
teaching/learning relationships” (p. 268).
Serra-Dawa (2014) has researched the teacher-student relationship in one-to-one
YRFDO WXLWLRQ IURP WKH YLHZSRLQW RI DGXOW DWWDFKPHQW IURP ERWK WKH WHDFKHUV¶ DQG WKH
VWXGHQWV¶ VLGH 6KH REVHUYHV WKDW WHDFKHU GRPLQDWLRQ LV DQ LPSRUWDQW IDFWRU RI VXFK
attachment, as personal characteristics and professional conditionings are involved,
which she suggests imposing an attitude of being “in charge” (p. 209). Interestingly, in a
few teacher-student dyads an inversion of roles was observed, and “the characterisation
clearly presented students with more dominant characteristics or teachers with insecure
style of attachment” (p. 209).
Literature also suggests challenges within the interpersonal relationship between
the teacher and the student. As one critical feature Creech and Gaunt (2012) identify
WKHEDODQFHRISDUWLFLSDWLRQDVUHVHDUFKKDVIRXQGORZSURSRUWLRQVRI³VWXGHQWWDON¶´RU
students asking questions and high proportions of “teacher talk” devoted to technical
FRPPDQGV S   ,Q D VWXG\ E\ %XUZHOO   WHDFKHUV¶ TXHVWLRQLQJ VWUDWHJLHV
W\SLFDOO\ GLG QRW VWLPXODWH VWXGHQWV¶ FUHDWLYLW\ H[SORUDWLRQ DQG VNLOOV DV PDWXUH DQG
independent learners. Also, Zhukov (2012) has observed “the predominance of teacher
demonstration, general directives and praise as most frequent teaching strategies
HPSOR\HGLQOHVVRQV´ S 7KH¿QGLQJVRI=KXNRY¶VVWXG\HPSKDVLVHWKHLPSRUWDQFH
of teacher modelling as the predominant teaching strategy in advanced instrumental
music lessons. Gaunt (2011) proposes that even if in her study an assumption of shared
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understanding existed, “in fact the reality of the boundaries of the relationship, […]
were largely constructed by the teacher” (p. 175). Creech and Gaunt (2012) state that the
dynamics of power in the relationship between the student and teacher has an extensive
impact which often remains tacit.
Johansson (2013), based on her research on one teacher and three classical vocal
students suggests that problems and learning obstacles experienced in one-to-one
WXLWLRQPD\EHUHGH¿QHGDQGXVHGDVOHDUQLQJRSWLRQVE\VWXGHQWVDVZHOODVWHDFKHUV
The intersubjectivity of the relationship between the teacher and the student has also
been studied by Collens and Creech (2013), who propose one-to-one tuition relationship
to be “an emotionally imbued and intersubjectively co-created encounter between
two human beings” (p. 161) and continue that in the existence of certain conditions in
the relationship “there is the possibility for the emergence of collaboration, trust, and
mutually enhancing experience” (p. 161).
Burwell et al. (2017) discuss how in addition to one-to-one environment creating
a dedicated and undisturbed space for the interaction between the teacher and the
student the isolated teaching environment also may “serve to disguise and perpetuate
assumptions, attitudes and practices” (p. 2) often embedded within the traditions of
apprenticeship and conservatory culture. Such isolation, which often is not a conscious
choice of the teacher, has not contributed to the development of coherent pedagogies, as
“the activity of the teacher–student dyad […] is inaccessible to others, and teachers are
often obliged to develop their work in relative isolation, relying on reference points that
are limited to their personal histories and accumulating experience” (p. 2).
Vast majority of literature presented in this section concerns either instrumental
WXLWLRQRUWXLWLRQRI:HVWHUQFODVVLFDOWUDGLWLRQ7KHUHVHHPVWREHSDXFLW\RIUHVHDUFK
concerning one-to-one tuition of singers in popular music and jazz. Among the very few
research reports on popular music and jazz vocal pedagogy Carey and Grant (2015), in an
HPSLULFDOVWXG\RIWHDFKHUV¶DQGVWXGHQWV¶SHUFHSWLRQVRIRQHWRRQHWXLWLRQVXJJHVWWKDW
RQHWRRQHWXLWLRQLVRIWHQFRQVLGHUHGHVVHQWLDOWRVWXGHQWV¶OHDUQLQJDQGGHYHORSPHQW
and also that the relationship between the teacher and the student in one-to-one tuition
extends to the aspirations of the students as professional musicians. Based on a case
study of a transformative teaching in jazz vocal pedagogy, Carey & Grant (2016) found
no indication of teacher modelling as being an important aspect of teaching, but instead
emphasised encouragement of students “to be actively involved in their learning, from
setting the agenda in lessons to discovering their own solutions to challenges they face,
WKHUHE\GHYHORSLQJLQWKHPVHOIVẊFLHQF\´ S 
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:LWKLQ RQHWRRQH WXLWLRQ RI SRSXODU PXVLF DQG MD]] VLQJLQJ WZR TXHVWLRQV DULVH
in relation to teaching practices. Firstly, the teacher and the student do not share the
VDPH LQVWUXPHQW HVSHFLDOO\ LI WKH\ KDYH GL̆HUHQW YRLFH TXDOLWLHV RU DUH RI RSSRVLWH
gender. Secondly, in popular music and jazz there often is not one ideal way to sing but
many personal means of expression are allowed, a fact that creates a need for creative
pedagogical practices excluding teacher modelling.

3.4.2 The master-apprentice model
Apprenticeship is based on acquiring practical know-how skills “through modelling,
GHPRQVWUDWLRQ LPLWDWLRQ DQG DSSOLFDWLRQ´ :HVWHUOXQG  S   :HVWHUOXQG
VXJJHVWVWKDWLQDSSUHQWLFHVKLSWKHWHDFKHULVWKHPDVWHUZKRLGHQWL¿HVWKHJRDOVDQGKRZ
they should be achieved. The model presupposes the recognition of the teacher-given
goals and the means of achieving them by the student, as the teacher “is the initiator
DQGYHUL¿HURIWKHDFWLYLW\´ :HVWHUOXQGS &DOODJKDQ(PPRQVDQG3RSHLO
(2012) suggest that the master-apprentice tradition has continued to prevail in vocal
pedagogy “despite a breakdown in the assumptions underpinning it, and despite modern
educational pressures” (p. 559).
Burwell et al. (2017) connect the apprentice model and one-to-one tuition. They
propose that modelling and participation are linked to isolation of the teaching
environment “where the student is presented with a single exemplar” (p. 3). Even if
contemporary higher music education provides students with group-based activities, the
models presented in one-to-one tuition by the teacher may be considered closer and more
LPPHGLDWH 7KLV FUHDWHV FKDOOHQJHV IRU VWXGHQWV ³WR FRQVFLRXVO\ FKRRVH WKH LQÀXHQFHV
they adopt” (p. 3). On the other hand, in one-to-one environment the teacher can select
GHPRQVWUDWLRQV³WKDWUHÀHFWWKHLQGLYLGXDOVWXGHQW¶VFRQFHUQVDFURVVYDU\LQJFKDOOHQJHV
and stages of development” (p. 3). Burwell et al. suggest that the collaboration between
the teacher and the student in one-to-one tuition is a closed setting and may emphasise
WKHVWXGHQW¶VDFFRXQWDELOLW\WRWKHWHDFKHUZKLOHUHGXFLQJWKHWHDFKHU¶VDFFRXQWDELOLW\
to the institution. This may cause passivity among students as there is “potential for the
teacher to dominate lesson interactions, if not through personal intentions then through
cultural assumptions” (p. 8).
Many scholars see potential for development in the ways instrumental teaching is
VWUXFWXUHG*DXQWDQG:HVWHUOXQG  VWDWHWKDWFROODERUDWLYHOHDUQLQJLVEHFRPLQJ
one of the most powerful ways to deal with challenges of development in higher music
HGXFDWLRQ 6HYHUDO UHVHDUFKHUV KDYH LQYHVWLJDWHG WKH D̆RUGDQFHV RI FROODERUDWLYH
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processes within instrumental teaching. For example, Nielsen, Johansen and Jorgensen
 EULQJIRUWKWKHEHQH¿WVRISHHUOHDUQLQJLQLQVWUXPHQWDOSUDFWLFLQJDQG/DWHNHIX
DQG 9HUHQLNLQD   GLVFXVV KRZ YRFDO VWXGHQWV¶ VHOIGLUHFWHG OHDUQLQJ KDV EHHQ
enhanced through expanded collaborative practices, but also make a point that their
results do not suggest abandoning one-to-one tuition in higher education. Christophersen
(2013) brings forth several challenges in the dynamics of power within collaborative
OHDUQLQJ 6KH VXJJHVWV WKDW ³GHVSLWH SHUFHLYHG EHQH¿WV RI FROODERUDWLYH OHDUQLQJ XQ
UHÀH[LYHSUDFWLFHVPD\SURPRWHDQDSSHDUDQFHRIFRQVHQVXVGLDORJXHDQGLQFOXVLRQ
and of an absence of distributed power, that are highly questionable” (p. 85).
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4 Methodology
7KHIROORZLQJFKDSWHUSUHVHQWVWKHGL̆HUHQWPHWKRGRORJLFDOFKRLFHVPDGHLQWKLVVWXG\
beginning with the philosophical and ontological foundations underpinning the choice of
qualitative approach. The chapter also addresses facilitation as means of researching the
professional conversations that took place in the project. The reasons for choosing case
VWXG\DVDGHVLJQDQGKRZWKHFDVHKDVEHHQGH¿QHGDQGVHOHFWHGDUHDGGUHVVHG$OVR
WKH PXOWLSOH VRXUFHV DQG GL̆HUHQW SKDVHV RI GDWD FROOHFWLRQ DQG P\ RZQ LQYROYHPHQW
in it are discussed in detail. Finally, in order to enhance transparency in the study, the
methods applied in analysis and a description of the analysis process are presented.

4.1 Qualitative approach
,WLVHVVHQWLDOWRGH¿QHWKHGL̆HUHQWSKLORVRSKLFDOIRXQGDWLRQVXQGHUO\LQJDUHVHDUFKDQG
choose an approach that matches the worldview, personality, and skills possessed by the
researcher (Merriam, 2009). In this study I adopt a qualitative approach in investigating
the development of expertise of the participating popular music and jazz vocal teachers,
because this means exploring a social human problem that cannot be studied on the basis
of quantitative data (Silverman, 2000). Qualitative research has been found applicable
in applied research, which aims at improving the quality of practice of a particular
discipline (Merriam, 2009). The nature of the research questions in this study also
imply that the answers cannot be found through quantitative enumerations but require
exploration of a context that consists of unclear variables. The epistemological stance of
this study is based on the notion that the knowledge this study is interested in lies in the
WKLQNLQJRIWKHSURIHVVLRQDOVZRUNLQJLQWKH¿HOGDQGFDQEHYLHZHGE\EULQJLQJWKHVH
professionals together to discuss real working life experiences.
Ontologically this study investigates multiple realities and experiences and presents
this multiplicity through the voices of the participants. Therefore, methods that value
diversity are applied in order to build a complex and holistic picture of the process. I
report detailed views expressed by the participants in order to present “the multiple
dimensions of a problem or issue and [display] it in all of its complexity” (Creswell, 1998,
p. 15).
Silverman (2006) argues that the main strength of qualitative research is “its ability
to study phenomena which are simply unavailable elsewhere” (p. 43). Scholars generally
agree that qualitative approach is appropriate when conducting inquiry “in a natural
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setting where the researcher is an instrument of data collection who gathers words
and pictures, analyses them inductively, focuses on the meaning of participants, and
describes a process that is expressive and persuasive in language” (Creswell, 1998, p.
14). As a situational approach qualitative research requires that the researchers connect
meanings closely to the context and assumes that the researcher shares certain features
with the participants (Schreier, 2012). Thus, qualitative approach allows the researcher
to be an active learner in the process (Creswell, 1998). As a colleague of the participants,
my aim was not to position myself above the participants or pass judgement on them
EXW VWXG\ WKH SKHQRPHQRQ WKURXJK H[SORULQJ ³WKH VWRU\ IURP WKH SDUWLFLSDQWV¶ YLHZ´
(Creswell, 1998, p. 18).
Some literature criticises qualitative research by stating that in order for it to be
YDOLGLWQHHGVWREHEDVHGRQ³RSHUDWLRQDOGH¿QLWLRQVRIYDULDEOHVH[SHULPHQWDOGDWD
ṘFLDOVWDWLVWLFVRUWKHUDQGRPVDPSOLQJRISRSXODWLRQV´ 6LOYHUPDQS 7KH
generalizability of qualitative inquiry has also been challenged with the same reasoning.
I agree with Schreier (2012), who opposes such views by suggesting that objectivity does
QRWPDNHVHQVHLQTXDOLWDWLYHUHVHDUFKEHWZHHQKXPDQVDQGWKDW³UHÀH[LYLW\EHFRPHV
LPSRUWDQW LQVWHDG´ S   5HÀH[LYLW\ RI WKH SDUWLFLSDQWV VKRXOG EH FRQVLGHUHG DV DQ
important asset and they should be seen as experts of the research question and treated
DV ³SDUWQHUV GXULQJ WKH UHVHDUFK SURFHVV´ 6FKUHLHU  S   0\ UHÀH[LYLW\ DV D
researcher is discussed in section 6.6.

4.2 Researching professional conversations
Professional conversations were used as a methodological choice in generating data in
this study. I assumed that by researching professional conversations between teachers
ZLWKDKLJKOHYHORIH[SHUWLVHLPSRUWDQWLQVLJKWVZRXOGHPHUJH7KHDLPZDV¿UVWO\WR
PDNHWKHSURMHFWZRUWKWKHSDUWLFLSDQWV¶WLPH 6HQQHWW DQGVHFRQGO\WRGLVWULEXWH
power for the participants to decide about the content of the professional conversations.
Facilitation was used as a methodological tool which framed my action as the
researcher in the project. Facilitation is commonly used in business and organisational
settings. Apart for the word being used as a verb in the sense of making an action
or a process easy or easier (Oxford Dictionary, 2018), Bens (2012) suggests it can
also be considered as a leadership role in which the decision-making power resides
in the participants. This feature frees the facilitator to focus on creating a climate of
FROODERUDWLRQDQGSURYLGHVWKHJURXSZLWKWKHVWUXFWXUHLWQHHGVWREHH̆HFWLYH&DGZHOO
(1997) suggests that facilitators should provide structure, focus on results, and manage
66

time and the agenda. Facilitators must thus encourage participation, show empathy,
remain objective, avoid manipulating or embarrassing anyone, and stay committed
to the process. The facilitator also uses questioning and probing to encourage deeper
exploration (Bens, 2012). The literature emphasises neutrality of the facilitator, but
this may sometimes be hard to maintain, as often facilitators have their own insights
of the matter in question (Bens, 2012). This was especially true in this research, as I am
GHHSO\LQYROYHGLQSRSXODUPXVLFDQGMD]]YRFDOWHDFKLQJP\VHOI%HQVVXJJHVWVGL̆HUHQW
techniques in maintaining neutrality in facilitating. She sees asking questions as a way
to lead the process without overstepping the boundaries. Through well formulated
questions the facilitator may prompt the group members to consider alternative solutions
RU DQJOHV 2̆HULQJ VXJJHVWLRQV LV DOVR FRQVLGHUHG D QHXWUDO ZD\ RI IDFLOLWDWLQJ ³LI WKH
FRQWHQWLVSUHVHQWHGDVDQR̆HULQJLQVWHDGRIDQRUGHUWKHERXQGDU\RIQHXWUDOLW\LVQRW
crossed” (Bens, 2012, p. 13). Sometimes stepping away from the facilitator position in
order to bring in important facts is acceptable, but this should be clearly communicated
to the group.
Facilitation has also been successfully applied in educational research (Pharo et al.,
2012). Danielson (2016) suggests that with skilled facilitation “conversations can help a
WHDFKHUUHÀHFWGHHSO\RQWKHLUSUDFWLFHDQGVHHSDWWHUQVRIERWKVWXGHQWEHKDYLRUDQGWKH
results of teacher actions” (s. 20). These features of facilitation connect it to continuing
professional development of teachers. In order to be able to use appropriate and
varied facilitating tools and keep the project interesting for the participants, I studied
facilitation and attended a course presenting various facilitative tools. My aim was also
to clarify, how I could combine the organisational tasks such as keeping structure and
time, the involvement of all participants in the process, and using my content knowledge
DQGXQGHUVWDQGLQJRIWKH¿HOGDVSRVLWLYHDVSHFWVZLWKRXWLQÀXHQFLQJWKHFRQWHQWDQG
outcomes of the discussion. All facilitative tools used during the project were considered
carefully and are reported in data collection (see 4.5.2).

4.3 Case study
I chose case study as the research design in investigating the development of expertise
of the participants through professional conversations. Case study allowed investigation
RI WKH ERXQGHG FDVH RI ¿YH WHDFKHUV LQ DQ XSFORVH LQGHSWK DQG GHWDLOHG PDQQHU
(Bassey, 2000; Creswell, 1998; Flyvbjerg, 2011; Merriam, 2009; Stake, 1995; 2000; Yin,
2003). Flyvbjerg (2011) connects case studies to development of expertise by stating that
common to all experts is the ability to “operate on the basis of intimate knowledge of
several thousand concrete cases in their areas of expertise” (p. 303). Thus, case studies
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produce “the type of context-dependent knowledge that research on learning shows to
be necessary to allow people to develop from rule-based beginners to virtuoso experts”
(Flyvbjerg, 2006, p. 221).
The demarcation of the boundaries of the researched case is decisive in considering
whether a case study is an appropriate method (Flyvbjerg, 2011). The case of this
VWXG\ ZDV LGHQWL¿HG DV WKH SDUWLFXODU JURXS RI SRSXODU PXVLF DQG MD]] YRFDO WHDFKHUV
participating in a particular project. This case is not merely the object of the study, but
a bounded system, around which there are intrinsic boundaries of time (11 months),
space (a conversational space), and activity (professional conversations) (Harrison,
Birks, Franklin & Mills, 2017; Merriam, 2009). Such boundaries comport to the
essential features of this case study in which the bounding of case selection, time frame,
implementation of the project, methods of data collection and analysis are systematic
and rigorous.
Several scholars (Creswell, 1998; Merriam, 2009; Silverman, 2000; Stake, 2000; Yin,
 SUHVHQWGL̆HULQJSKLORVRSKLFDOIRXQGDWLRQVRIWKHFDVHVWXG\DSSURDFK+DUULVRQ
et al. (2017) and Yazan (2015) suggest that a distinction of a philosophical stance can
be made between Yin, Stake and Merriam, the foundational case study methodologists
ZKRVH VXJJHVWLRQV ³ODUJHO\ LPSDFW HGXFDWLRQDO UHVHDUFKHUV¶ GHFLVLRQV FRQFHUQLQJ
case study design” (Yazan, 2015, p. 134). Epistemologically Yin can be placed in the
positivist or realist-post-positivist stance because of his positivist view on emphasizing
objectivity, validity and generalizability in building a case study design (Yazan, 2015).
6WDNH¶VDSSURDFKRQWKHRWKHUKDQGFDQEHSODFHGRQWKHVWDQFHRIFRQVWUXFWLYLVPDQG
existentialism, as he conceives qualitative case study researchers “as interpreters, and
gatherers of interpretations which require them to report their rendition or construction
of the constructed reality or knowledge that they gather through their investigation”
(Yazan, 2015, p. 137).
<D]DQ  VHHVWKHSKLORVRSKLFDOSHUVSHFWLYHVRI0HUULDPEHLQJFORVHWR6WDNH¶V
views and emphasises that reality is being constructed by individuals interacting with
their social worlds. Merriam (2009) understands reality not as an objective entity but
rather as “multiple interpretations of reality” (p. 22). The ontological stance of the
present study is based on understanding realities as experiences that are multiple in
existence and embedded in social contexts. In this study I apply the approach to case
study proposed by Merriam, that a case study is “an in-depth description and analysis
of a bounded system” (p. 40). Thus, I consider my position as a researcher in this study
VLPLODUO\ WR 0HUULDP ZKR VXJJHVWV WKDW ³UHVHDUFKHUV GR QRW µ¿QG¶ NQRZOHGJH WKH\
construct it” (p. 9).
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0HUULDP   SURSRVHV WKDW WKH VSHFL¿FLW\ RI IRFXV RI FDVH VWXG\ DSSURDFK DV
particularistic, descriptive, and heuristic makes it “an especially good design for
practical problems – for questions, situations, or puzzling occurrences arising from
everyday practice” (p. 43). By particularistic Merriam suggests that case studies focus
on a particular situation or phenomenon, in this case the project as a bounded system.
Therefore, the case itself is important “for what it reveals about the phenomenon and
for what it might represent” (p. 43). By case study being descriptive Merriam refers to
the precondition of complete, literal description of an entity. Heuristic according to
Merriam refers to the illuminative features of the case study: that it discovers, extends
DQGFRQ¿UPVDVSHFWVRIWKHSKHQRPHQRQIRUWKHUHDGHU
The aim of this study was to understand the phenomenon using the case as an
illustration (Creswell, 1998), and “in the process, to see things we otherwise might not
have seen” (Donmoyer, 2000, p. 63). In choosing the case study research design I relied
on the notion that “in-depth knowledge of an individual example is more helpful than
ÀHHWLQJNQRZOHGJHDERXWDODUJHUQXPEHURIH[DPSOHV´ *HUULQJS 7KLVFDVH
R̆HUHGDSRVVLELOLW\WRVWXG\WKHLQWHUDFWLRQDQGWKLQNLQJRIWKHSDUWLFLSDQWVIRU³ERWK
their uniqueness and commonality” (Stake, 1995, p. 1). Gerring (2007) suggests that
“the product of a good case study is insight” (p. 7). Through in-depth investigation this
study aimed at gaining insights to popular music and jazz vocal pedagogy from the
WHDFKHUV¶SHUVSHFWLYHVDQGWKXV³WDNHXVWRSODFHVZKHUHPRVWRIXVZRXOGQRWKDYHWKH
opportunity to go” (Donmoyer, 2000, p. 61). On the other hand, it must be acknowledged
that “a complete description of the phenomenon is impossible” (Donmoyer, 2000, p.
63) and the outcome of a case study is the expanded understanding through which the
phenomenon can be viewed.
A case study requires data collection over time through detailed, in-depth process
involving multiple sources of information rich in context (Creswell, 1998). The data of
this in-depth case study is indeed rich and was collected using multiple sources providing
comprehensive depth and breadth to the study (for more see 4.5). In case study approach
WKHFRQWH[WLVVLJQL¿FDQWWRXQGHUVWDQGLQJWKHFDVHDQGWKHGDWD(YHU\FDVHLVGHOLQHDWHG
by contextual variables such as political, economic, social, cultural, historical, and/or
organisational factors (Harrison et al., 2017). In this study contextual variables can be
LGHQWL¿HGIRUH[DPSOHLQWKHJHRJUDSKLFDOGHPDUFDWLRQRIWKHFDVHWKH1RUGLFFRXQWULHV
and the position of popular music and jazz in higher education as a historical variable.
%RWKPXVLFDOVW\OHVDUHWRGD\SURPLQHQW¿HOGVRIKLJKHUPXVLFHGXFDWLRQLQWKH1RUGLF
countries, but the historical perspective reveals how they still are comparatively new in
UHODWLRQWR:HVWHUQFODVVLFDOPXVLFWHDFKLQJWUDGLWLRQDQGLQPDQ\FRXQWULHVWKHFODVVLFDO
tradition still prevails. This is especially true with popular music, as jazz was introduced
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WRKLJKHUHGXFDWLRQHDUOLHU7KXVWKHLQVWLWXWLRQVRUGHSDUWPHQWVR̆HULQJSRSXODUPXVLF
and jazz studies often are small in size (see 1.3).
Some aspects emphasised as key features of case study method by methodological
literature were compromised in this study. Merriam (2009) states that being
“anchored in real-life situations, the case study results in a rich and holistic account
of a phenomenon” (pp. 50-51). Because of the small amount of popular music and
jazz vocal teachers working in higher education, and especially because of the small
amount of them working within each institution, the requirement of “situating the case
within its setting” (Creswell, 1998, p. 61) could not be met, nor could the professional
FRQYHUVDWLRQVEHRUJDQLVHGLQSDUWLFLSDQWV¶LQVWLWXWLRQV³LQUHDOOLIHFRQWH[W´ <LQ
p. 1). Also, the fact that the project of this study was organised by me separates it from
real-life situations. Still, considering that the focus of this study was on the descriptions
of development of expertise and teaching practices and not the factual teaching of the
participants, I did not consider this feature to be bounded by the physical location of the
professional conversations. Therefore, the knowledge gathered in the project may be
considered as another form of context-dependent knowledge as the participants would
still provide real-life context experiences into these conversations.
According to Gerring (2007) the methodological status of the case study is still
VXVSHFWHGDQGRIWHQLGHQWL¿HGZLWKORRVHO\IUDPHGDQGQRQJHQHUDOLVDEOHWKHRULHVELDVHG
case selection, informal and undisciplined research designs, weak empirical leverage,
subjective conclusions, nonreplicability and causal determinism. Also Stake (2000)
QRWHVWKDWFDVHVWXGLHVDUHEHOLHYHGWREH³XVHIXOLQWKHVWXG\RIKXPDQD̆DLUVEHFDXVH
they are down-to-earth and attention-holding but that they are not suitable basis for
generalization” (p. 19). These views have been objected by for example by Flyvbjerg
(2006; 2011) and Donmoyer (2000) who both have made convincing propositions of
KRZFDVHVWXGLHVKDYHPXFKWRR̆HUHSLVWHPRORJLFDOO\)RUH[DPSOHZKHQFRQVLGHULQJ
generalizability of case studies, Donmoyer draws on the schema theory and states that
“the purpose of research is simply to expand the range of interpretations available to
the research consumer” (p. 63). Flyvbjerg (2006) proposes that general, theoretical
and context-independent knowledge is not more valuable than concrete, practical and
context-dependent knowledge provided by case studies. In addition, he suggests that
the generalizability of a case depends on how the case has been chosen, that “formal
generalization, whether on the basis of large samples or single cases, is considerably
RYHUUDWHGDVWKHPDLQVRXUFHRIVFLHQWL¿FSURJUHVV´ S DQGWKDW³LWLVIDOVL¿FDWLRQ
QRWYHUL¿FDWLRQWKDWFKDUDFWHULVHVWKHFDVHVWXG\´ S 7KLVFDVHVWXG\KDVIRUFHG
PH WR VHW DVLGH P\ SUHFRQFHLYHG QRWLRQV DQG WKHRULHV DQG UHTXLUHG PH WR UHÀH[LYHO\
³¶FORVHLQ¶RQUHDOOLIHVLWXDWLRQVDQGWHVWYLHZVGLUHFWO\LQUHODWLRQWRSKHQRPHQDDVWKH\
unfold in practice” (p. 235). The limits created by the sensitivity and integrity of the
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investigator must also be considered in case study design (Merriam, 2009). The fact
that the researcher is the primary instrument of data collection and analysis has its
advantages but also creates a challenge, as the investigator has to rely on his or her
instincts and abilities throughout the study. Aspects of sensitivity and integrity in this
study are addressed in section 6.7.

'HÀQLQJDQGVHOHFWLQJWKHFDVH
0HWKRGRORJLFDOOLWHUDWXUHR̆HUVGL̆HUHQWZD\VRIIXUWKHUGH¿QLQJWKHFDVHVWXG\ &UHVZHOO
1998; Gerring, 2007; Miles & Huberman, 1994; Stake, 1995; Yin, 2003). As my aim was
not to compare the individual teachers but consider them as a unit taking part in the case
studied, as certain people developing their individual expertise through a collaborative
process, this research design should be considered a single-case study (Stake, 1995).
From the three variations of case study presented by Stake – intrinsic, instrumental and
collective – the features of this project and the way it was conducted mostly resemble
instrumental case study, as it aims to accomplish more than understanding the particular
FDVH <LQ   DOVR SURSRVHV D IXUWKHU ZD\ RI GH¿QLQJ D FDVH VWXG\ DV exploratory,
descriptive or explanatory 7KH GH¿QLWLRQ RI D FDVH VKRXOG EH FRQVLGHUHG WKURXJK
the questions asked in the study. An exploratory study aims at developing pertinent
hypothesises and propositions for further inquiry instead of enumerating the answers.
This study asks how the participating popular music and jazz vocal teachers of Nordic
higher education articulate their development of expertise and pedagogical thinking
within the project, questions that clearly point towards exploratory ways of looking at
WKH SKHQRPHQRQ 7KHUHIRUH WKLV VWXG\ FDQ EH GH¿QHG DV DQ LQVWUXPHQWDO VLQJOHFDVH
study with an exploratory design.
I built the case of this study using what some scholars call purposeful sampling
(Creswell, 1998; Gerring, 2007; Miles & Huberman, 1994). Gerring (2007) proposes that
the goals of representativeness and causal leverage must be met through purposive and
non-random selection procedures. The information-oriented selection of the participants
was based on the expectations about their information content, which maximised the
XWLOLW\RILQIRUPDWLRQRIWKLVVWXG\ )O\YEMHUJ ,GRQRWFRQVLGHUWKHWHUPµVDPSOLQJ¶
appropriate in addressing my colleagues as its etymology leans towards quantitative
enumerations, and therefore I refer to the procedure with the term purposeful selection.
In literature of social sciences, the optimal number of participants in a collaborative
study can vary from four to eight (Breen, 2006; Liamputtong, 2011) depending on the
research design. I originally recruited six participants from Denmark, Finland, Norway
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and Sweden which I considered optimal for allowing enough time for each participant
to express their views in the professional conversations, creating possibilities of longterm networking with international colleagues, and creating a trustworthy environment
IRUWKHFRQYHUVDWLRQV7KHJHQGHUGLVWULEXWLRQ¿YHIHPDOHDQGRQHPDOHWHDFKHUZHOO
represented the existing condition within Nordic higher music education, where the vast
majority of the teachers are female. In August 2015 the only male participant withdrew
IURP WKH SURMHFW 6LQFH WKHUH ZDVQ¶W D SRVVLELOLW\ WR UHFUXLW DQRWKHU PDOH SDUWLFLSDQW
DQG DOVR EHFDXVH WKHUH ZRXOG EH VHYHUH GL̇FXOWLHV LQ SURWHFWLQJ WKH DQRQ\PLW\ RI
PDOHSDUWLFLSDQWVLQJHQHUDO,FRQWLQXHGZLWK¿YHIHPDOHSDUWLFLSDQWV7KHUHDVRQVIRU
emphasising anonymity are discussed in section 6.7.
As discussed in section 1.3, this research is concerned with a rather small target
population: popular music and jazz vocal teachers working in full-time positions in higher
music education in the Nordic countries. The exact number of the target population has
not been compiled in statistics, but my estimation of the number of such teachers is
XQGHU0\SUHYLRXVNQRZOHGJHRIWKH¿HOGZDVXVHGLQVHYHUDOZD\VLQFDVHVHOHFWLRQ
within the target population, for example in considering that the educational culture
may have similar traits in the Nordic countries, especially if compared to the rest of
Europe and the wider world. Thus, the Nordic context provided a large enough target
population to conceal the identity of the participants.
$IWHUGH¿QLQJWKHEDVLFWDUJHWSRSXODWLRQLWZDVQHFHVVDU\WRGH¿QHVXEFULWHULDZLWK
which the purposeful selection could be accomplished. I created these sub-criteria with
the aim to select a case in which the diversity of teachers of the target population would be
present. Firstly, the selection pursued to engage both teachers with long careers in higher
HGXFDWLRQDQGWHDFKHUVZKRKDYHUHFHQWO\MRLQHGDKLJKHUHGXFDWLRQVWD̆7KLVFULWHULRQ
assumed that the more adept the teacher, the more her pedagogical thinking is based
RQ DQG D̆HFWHG E\ KHU ORQJ ZRUNLQJ H[SHULHQFH ,Q SDUDOOHO WKH \RXQJHU WKH WHDFKHU
the more her pedagogical thinking is based on her recent formal education. The second
VXEFULWHULRQGLUHFWHGPHWRUHFUXLWWHDFKHUVZLWKGL̆HUHQWEDFNJURXQGVDPRQJSRSXODU
PXVLFDQGMD]]VW\OHVDV,DVVXPHGLWWRKDYHDQH̆HFWRQWKHLUSHGDJRJLFDOWKLQNLQJ
As the third sub-criterion I considered varying educational backgrounds, because it
PLJKWDOVRKDYHDVLPLODUH̆HFW)RXUWKO\SDUWLFLSDQWVIURP'HQPDUN)LQODQG1RUZD\
and Sweden do not necessarily share a common mother tongue and being able to have
professional conversations in English was considered a requisite. Most of the literature
and research on popular music and jazz singing as well as the most common language of
repertoire is English, which therefore can be considered the professional language of the
¿HOG7KH¿QDODQGREYLRXVO\DYHU\LPSRUWDQWFULWHULRQIRUWKHVHOHFWLRQZDVWKDWWKH
possible participants showed interest in taking part in the project.
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,QRUGHUWRSURWHFWWKHSDUWLFLSDQWV¶DQRQ\PLW\WKHGHPRJUDSKLFVDUHKHUHSUHVHQWHG
without connecting country of origin, age, educational and musical background and
working experience. In summary, the participants were between ages 36 to 52 and
had from 1 to 25 years of working experience each in higher education at the time of
WKHSURMHFW7KHLUHGXFDWLRQDOEDFNJURXQGZDV0DVWHU¶VGHJUHHRUHTXLYDOHQWRIPXVLF
HGXFDWLRQSHUIRUPDQFHRUPXVLFRORJ\LQGL̆HUHQWFRPELQDWLRQV7KH\GHVFULEHGWKHLU
musical background to be jazz, pop, folk, gospel, traditional dance music and western
FODVVLFDO WUDGLWLRQ DOVR LQ GL̆HUHQW FRPELQDWLRQV ,Q DGGLWLRQ WR WKH IRUPDO GHJUHHV
PHQWLRQHG DERYH DOO SDUWLFLSDQWV KDG WKH SHGDJRJLFDO FRPSHWHQFH DQG FHUWL¿FDWH
UHTXLUHG E\ WKHLU FRXQWULHV¶ PLQLVWULHV RI HGXFDWLRQ ,Q UHSRUWLQJ WKH SDUWLFLSDQWV DUH
given pseudonyms. It is notable, that even if a participant would have only one year of
working experience in higher music education, it is likely that she would not be a novice
in her profession as teachers receiving full-time teaching positions in higher education
in the Nordic countries often have established a career in vocal pedagogy beforehand e.g.
as part-time teachers.

4.5 Data Collection
7KH GDWD RI WKLV VWXG\ ZDV FROOHFWHG IURP D SURMHFW WKDW ZDV RUJDQLVHG DPRQJ ¿YH
popular music and jazz vocal teachers working in full-time positions the Nordic higher
music education, in which they developed their expertise by sharing their professional
knowledge and skills, and by addressing challenges of their daily work they themselves
had raised for discussion. The project lasted 11 months and was conducted during 20157KHGL̆HUHQWGDWDFROOHFWLRQWHFKQLTXHVXVHGLQWKLVVWXG\ZHUHGHWHUPLQHGE\WKH
theoretical orientation of the research, by the research questions, and by the bounded
case of this study (Merriam, 2009). Thus, the data was collected using multiple sources,
as a case study “involves the widest array of data collection as the researcher attempts to
build an in-depth picture of the case” (Creswell, 1998, p. 123).
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Collaboration in the internet platform

Phase 1:
Individual
LQWHUYLHZV
face-to-face
or online

Phase 2:
Peer-group
mentoringsessions
face-to-face

Phase 3:
Peer-group
mentoring
session
online

Phase 4:
Peer-group
mentoring
session
online

Phase 5:
Peer-group
mentoring
sessions
face-to-face

Phase 6:
Individual
ZULWWHQ
UHÀHFWLRQV

5HVHDUFKHU¶VGLDU\
)LJXUH7KHGDWDFROOHFWLRQSURFHVV
Figure 1 illustrates the timeline of the project including the six phases of data collection
and the varying data collection methods used in them. In addition, data was collected
XVLQJDFORVHGLQWHUQHWSODWIRUPDQGDUHVHDUFKHU¶VGLDU\

4.5.1 Individual semi-structured interviews (phase 1)
7KH¿UVWSKDVHRIGDWDFROOHFWLRQZDVLQGLYLGXDOVHPLVWUXFWXUHGLQWHUYLHZV,QWHUYLHZV
were chosen as a data collection strategy because they are considered appropriate when
conducting intensive case studies of a few selected individuals (Merriam, 2009). I was
interested in how the participants articulated their pedagogical thinking and considered
interviews necessary as “we cannot observe behavior, feelings, or how people interpret
the world around them” (Merriam, 2009, p. 88). Instead, through interviews I was able
WROHDUQDERXWWKHSDUWLFLSDQWV¶H[SHULHQFHVIHHOLQJVDQGDWWLWXGHV .YDOH %ULQNPDQQ
 7KHUHIRUH,DFTXLUHGWKHSDUWLFLSDQWV¶SUHFRQFHSWLRQVRIVKDULQJH[SHUWLVHWKHLU
thoughts on what part of their expertise they would like to share, and their thoughts of
working life challenges they wish to raise for the professional conversations through
individual interviews. Interviews thus allowed me to distance my own preconceptions of
professional challenges in this project (see 6.6).
The importance of preparing for the interviews is emphasised by many scholars,
because “there are few standard rules or common methodological conventions” (Kvale
& Brinkmann, 2009, p. 15). Merton, Fiske and Kendall (1990) suggest that the persons
interviewed must be known to have been involved in a particular situation and that “a
distinctive prerequisite of the focused interview is a prior analysis of the situation in
which the subjects have been involved” (p. 4). Such interview then “focuse[s] in the
VXEMHFWLYHH[SHULHQFHVRISHUVRQVH[SRVHGWRWKHSUHDQDO\VHGVLWXDWLRQLQDQH̆RUWWR
DVFHUWDLQWKHLUGH¿QLWLRQVRIWKHVLWXDWLRQ´ S ,OLQNHGWKHVHSUHSDUDWLRQVFORVHO\WR
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the bounding of the case and the case selection described in the previous section. Careful
SUHSDUDWLRQDOVREHQH¿WWHGWKHDQDO\VLVDV³HTXLSSHGLQDGYDQFHZLWKDQDQDO\VLVRIWKH
situation, the interviewer can readily distinguish the objective facts of the case from
WKHVXEMHFWLYHGH¿QLWLRQVRIWKHVLWXDWLRQ´ S .YDOHDQG%ULQNPDQQ  VXJJHVW
WKHPDWLVLQJDVWKH¿UVWVWHSZKLFKLQFOXGHV³IRUPXODWLRQRIUHVHDUFKTXHVWLRQVDQGD
WKHRUHWLFDOFODUL¿FDWLRQRIWKHWKHPHLQYHVWLJDWHG´ S 3ODQQLQJDQLQWHUYLHZVWXG\
then involves planning both its procedures and techniques.
, ¿UVW GHWHUPLQHG WKH W\SH RI VWUXFWXUH DQG WKH QXPEHU RI WKHPHV DFFRUGLQJ WR
desired data acquisition (Merriam, 2009). Out of the structural options of interviews I
chose semistructured interview in which the questions are presented similarly but not
identically to all interviewees and the answers are not restricted to any form (Eskola &
Suoranta, 1998; Hirsjärvi & Hurme, 2011; Merriam, 2009). Semistructured interviews
SURFHHG DFFRUGLQJ WR FKRVHQ WKHPHV DQG TXHVWLRQV FDQ EH SUHVHQWHG ÀH[LEO\ ZLWK
no predetermined wording or order, which allows the interviewer to respond “to the
situation at hand, to the emerging worldview of the respondent, and to new ideas on the
topic” (Merriam, 2009, p. 90). Thus, they give the interviewer more freedom to lead the
discussion and enable the voice of the interviewee to be heard (Hirsjärvi & Hurme, 2011).
6LQFH WKH LQWHUYLHZ PHWKRG ZDV RQO\ XVHG LQ WKH ¿UVW SKDVH RI WKH SURMHFW WKH VHYHQ
stages of an interview inquiry presented by Kvale and Brinkmann (2009)13ZHUHPRGL¿HG
and compressed into one phase. The themes for the interviews were determined by the
research questions as “the way in which questions are worded is crucial consideration in
extracting the type of information desired” (Merriam, 2009, p. 95).
7KH SDUWLFLSDQWV RI WKLV VWXG\ OLYHG LQ GL̆HUHQW 1RUGLF FRXQWULHV VR WKH SUDFWLFDO
issues of organizing the interviews had to be considered carefully. I decided to conduct
the interviews online except with one participant who preferred to meet face-to-face.
, FRQVLGHUHG WKLV GLVSDULW\ QRW WR KDYH D VWURQJ LQÀXHQFH LQ WKH RXWFRPHV %HFDXVH
interviews are conversations in which ”knowledge is constructed in the inter-action
between the interviewer and the interviewee” (Kvale & Brinkmann, 2009, p. 2), I needed
to establish an environment in which the verbal and non-verbal communication between
myself and the interviewee would be enabled online and proposed using a video chat
application. I aimed to create common and clear language avoiding technical jargon
in order for everyone to understand the themes similarly. I prepared to use probes,
“questions or comments that follow up something already asked” (Merriam, 2009, p. 100)
if needed. Because the participants requested the themes of the interviews in advance, I
decided to formulate them into broad but clear questions. I sent these questions to the
13

The seven stages of an interview inquiryDFFRUGLQJWR.YDOHDQG%ULQNPDQQ  DUH WKHPDWLVLQJDQLQWHUYLHZ
SURMHFW GHVLJQLQJ LQWHUYLHZLQJ WUDQVFULELQJ DQDO\]LQJ YHULI\LQJDQG UHSRUWLQJ
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participants two weeks prior to the interview. I video and audio recorded all interviews
with two devices in order to secure the data collection.
After the interviews, the data collection and analysis intertwined. In order to
continue with the collaborative part of the project, the topics the participants wished to
UDLVHIRUWKHSURIHVVLRQDOFRQYHUVDWLRQVQHHGHGWREHLGHQWL¿HG$VDUHVXOWRIWKLV¿UVW
phase of analysis I compiled eight questions which acted as frame for the professional
conversations:
1) +RZFDQZHSUHYHQWRXURZQYRFDOFKDOOHQJHVRULQWHUHVWVIURPLQÀXHQFLQJRXU
teaching?
2) :KDWGRZHWHDFKZKHQWKHUHLVQRULJKWRUZURQJ"
3) +RZFDQZHJXLGHWKHVWXGHQWVWR¿QGWKHLURZQYRLFH"
4) +RZGRZHGHDOZLWKWKHLQGLYLGXDOGL̆HUHQFHVLQVWXGHQWV¶LQVWUXPHQWDOVNLOOV
with limited resources?
5) How much and what kind of knowledge is needed?
6) How can we prepare female students to challenge the gender roles in the music
business?
7) :KDWDUHWKHULJKWFULWHULDLQHYDOXDWLQJSRSXODUPXVLFDQGMD]]VLQJLQJ"
8) +RZFDQZHQDYLJDWHEHWZHHQGL̆HUHQWYRFDOPHWKRGV"
The citations from the interviews from which the eight questions were compiled from are
presented in the results section of this report in sections 5.2.1–5.2.8.

4.5.2 Collaborative professional conversations (phases 2-5)
Vast majority of the data was collected through professional conversations among the
participants. The concepts of peer-group mentoring, and professional conversations were
considered as theoretical underpinnings of this research (see chapter 2) but also applied
as methodological choices. The participants met in peer-group mentoring sessions.
These encounters were considered as conversational spaces in which the participants
engaged in professional conversations that enabled exploring, resolving and embracing
GL̆HUHQWVRPHWLPHVRSSRVLQJLGHDV,SRVLWLRQHGP\VHOIDVDIDFLOLWDWRUZKLFKVXJJHVWV
that I was a part of the professional conversations but only with the task of providing
structure, time and probes.
The reason for having both face-to-face and online sessions during the project was
based on both practicality and funding. Eventually, there were two face-to-face peergroup mentoring sessions that lasted for two days each and two online sessions, which
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were organised with Adobe Connect14 software. All sessions were video recorded with
two devices. An internet scheduling tool was used to settle the dates for the various
sessions. Next, the phases of organizing and executing the data collection are presented
with the aim to provide an accurate illustration of the decisions made by myself as the
researcher and the decisions made by the participants.
Phase 2
,Q RUGHU WR HQKDQFH SDUWLFLSDQWV¶ LQYROYHPHQW LQ WKH SURFHVV , XVHG D IDFLOLWDWLQJ WRRO
rank ordering15WR¿QGRXWLQZKLFKRUGHUWKH\ZRXOGOLNHWRDGGUHVVWKHHLJKWTXHVWLRQV
acting as the structure for the professional conversations. The participants were also
asked at what phase of the project would they want to share their expertise with others.
7KH¿UVWVHWRISURIHVVLRQDOIDFHWRIDFHFRQYHUVDWLRQVWRRNSODFHLQ+HOVLQNL)LQODQGRQ
Dec. 3-4, 2015. The session started with introductions, discussion of the ground rules,
the position of the facilitator and data management during and after the project. The
GL̆HUHQWZD\VWRFRQFHDOWKHSDUWLFLSDQWV¶DQRQ\PLW\LQUHSRUWLQJDVZHOODVWKHZD\VLQ
which the project would be discussed with outside parties were addressed together. As
a part of the orientation of the group, I asked the participants to choose two postcards
from a pile, one picture representing the positive expectations towards the project and
one describing their concerns, and to write these thoughts on the cards. I promised
to save the cards until the end of the project, and they were used in the collaborative
UHÀHFWLRQDVPHDQVRIUHÀHFWLQJEDFNWRWKHEHJLQQLQJRIWKHSURMHFW
The participants had given the most votes to the question How much and what
kind of knowledge is needed? which started the professional conversations. I chose
writing relevant words or issues through individual brainstorming as an appropriate
facilitative tool. The participants produced many ideas, which were written on sticker
notes, placed on the wall, discussed and categorised together (see 5.2.1 for results). As
WKH¿QDOIDFLOLWDWLYHWRRORIWKHGD\,DVNHGWKHSDUWLFLSDQWVWRWHOODVXFFHVVVWRU\IURP
their teaching career in order to enhance sharing of experiences among participants.
7KHVHVWRULHVZHUHUHÀHFWHGRQWKURXJKTXHVWLRQVWhat did you hear in this story? and
What skills were used?.
7KH VHFRQG GD\ VWDUWHG ZLWK D VHVVLRQ LQ ZKLFK WKH ¿UVW SDUWLFLSDQW VKDUHG WKH
expertise she had chosen with others. These sessions are not reported in results because
14

$GREH&RQQHFWLVDVRIWZDUHLQZKLFKSHRSOHFDQMRLQDPHHWLQJURRPWKURXJKLQWHUQHWFRQQHFWLRQDQGLQZKLFKDOO
participants are able to see each other during the meeting.
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5DQNRUGHULQJLVDIDFLOLWDWLRQWRROWKDWKHOSVLGHQWLI\WKHSULRULWLHV7KHSURFHVVLQYROYHVWDNLQJYRWHVWRQDUURZWKH
QXPEHURIRSWLRQV &DGZHOO 
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describing them might compromise the anonymity of the participants. I assumed the
participants use these teaching methods in their work actively and could be recognised
from them. Nevertheless, the discussions following these sessions have been included
in the data and are reported in results. The day continued with addressing the question
+RZFDQZHJXLGHWKHVWXGHQWVWR¿QGWKHLURZQYRLFH", which was approached through
WKUHH IDFLOLWDWLYH TXHVWLRQV :KDW LV D VLQJHU¶V RZQ YRLFH" :KDW VNLOOV RU NQRZOHGJH
DUH UHODWHG WR LW" DQG :KDW SHGDJRJLFDO WRROV GR \RX XVH LQ JXLGLQJ \RXU VWXGHQWV WR
¿QGWKHLURZQYRLFH"7KHSDUWLFLSDQWVDQVZHUHGWKHVHTXHVWLRQV¿UVWLQGLYLGXDOO\WKHQ
shared their thoughts with another person and combined both answers into one. Finally,
these two sets of answers were presented to all participants and they were combined
together collaboratively. The results are presented in section 5.2.2.
The question concerning evaluation, What are the right criteria in evaluating popular
music and jazz singing?, was addressed through a video of a student performance
brought by one of the participants. After the video I asked what aspects the participants
had paid attention to and how they would assess the performance. These thoughts were
categorised using the same categories as in the previous question (see 5.2.3 for results).
7KH ¿QDO FRQYHUVDWLRQV RI WKLV VHVVLRQ FRQFHUQHG FUHDWLQJ DQ LQWHUQHW SODWIRUP IRU
FROODERUDWLRQRXWVLGHWKHVHVVLRQVDQGZULWLQJLQGLYLGXDOUHÀHFWLRQDIWHUHDFKVHVVLRQ
I also encouraged the participants to give direct feedback on processes of facilitation.
Phase 3
7KH¿UVWRQOLQHVHVVLRQZDVKHOGRQ)HEUXDU\7KHSDUWLFLSDQWVORJJHGLQIURP
WKHLUKRPHVRUZRUNSODFHV7KHUHZHUHVRPHWHFKQLFDOGL̇FXOWLHVDVP\KRVWFRPSXWHU
crashed and one participant ended up being absent from parts of the conversations due
to problems with internet connection. Also, some participants were not accustomed to
the use of Adobe Connect and needed guidance during the session. I did not consider
sharing expertise to be successful online, so sessions of sharing expertise were moved
to the second face-to-face session. Instead, What do we teach when there is no right or
wrong? as the next most voted question was addressed. I asked everyone to say one to
three things they felt were relevant to the topic, and after that commenting was free (see
5.2.4 for results). The conversation about the question How do we navigate between
GL̆HUHQWYRFDOPHWKRGV" continued in the same manner as the previous (see 5.2.5 for
results). Finally, I used Adobe Connect poll IHDWXUHWR¿QGRXWLIWKHSDUWLFLSDQWVZHUH
interested in having another on-line meeting before the last face-to-face sessions in
)LQODQGDQGDOODJUHHG7KLV¿UVWRQOLQHVHVVLRQODVWHGDOWRJHWKHUPLQXWHV
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Phase 4
The second on-line session was held on March 7, 2016. The question How do we deal
ZLWKWKHLQGLYLGXDOGL̆HUHQFHVLQVWXGHQWV¶LQVWUXPHQWDOVNLOOVZLWKOLPLWHGUHVRXUFHV"
engaged the participants in a lively conversation that lasted the whole online session
(see 5.2.6 for results). During the conversation I used the poll feature in acquiring the
DPRXQWRIRQHWRRQHWXLWLRQLQSDUWLFLSDQWV¶LQVWLWXWLRQVDQGWKHFKDWIHDWXUHDOORZLQJ
the participants to comment in writing and see other comments in real time during the
conversations. All the chat entries were also included in research data. The second online
session lasted 120 minutes.
Phase 5
The second set of face-to-face professional conversations was held in Finland on June
8-9, 2016. In planning I reserved enough time for the rest of the participants to share
their expertise. Since this session took place ten months after the interviews, many
participants had forgotten about what they had originally suggested as their expertise
to be shared. I reminded them of the original topic, but also allowed them to change
LWLIQHZLQWHUHVWLQJWRSLFVKDGHPHUJHGGXULQJWKHSURMHFW7KH¿UVWGD\LQFOXGHGWZR
SDUWLFLSDQWVVKDULQJWKHLUH[SHUWLVH6LPLODUO\WRWKH¿UVWVHVVLRQVRIVKDULQJH[SHUWLVH
this particular phase is not reported due to anonymity reasons, but the discussions
WKDWIROORZHGWKHVHVVLRQVDUHLQFOXGHGLQWKHGDWD$VWKHODVWHYHQWRIWKH¿UVWGD\WKH
question +RZFDQZHSUHYHQWRXURZQYRFDOFKDOOHQJHVRULQWHUHVWVIURPLQÀXHQFLQJ
our teaching? was addressed (see 5.2.7 for results).
The last day of face-to-face sessions started with sharing expertise by one participant
after which the last of the eight questions, How can we prepare female students
to challenge the gender roles in the music business?, was addressed. Because the
FRQYHUVDWLRQGLGQRWÀRZHYHQZLWKWKHKHOSRIIDFLOLWDWLYHSUREHV,FKRVHWRWHOODVWRU\
from my own experiences as an awakener for the conversation. This choice may not
be considered a facilitative one, but it seemed to solve the problem because afterwards
WKHFRQYHUVDWLRQÀRZHGQDWXUDOO\WRGL̆HUHQWDVSHFWVRIJHQGHULQPXVLFHGXFDWLRQDQG
music business (see 5.2.8 for results). After the last participant shared her expertise, I
GLUHFWHGWKHIRFXVWRFROODERUDWLYHUHÀHFWLRQ,FKRVHDIDFLOLWDWLYHWRROSUHVHQWHGE\RQH
RI WKH SDUWLFLSDQWV HDUOLHU LQ WKH SURMHFW LQGLYLGXDOO\ GHVFULELQJ WKH SURMHFW ZLWK ¿YH
adjectives. I asked the participants to elaborate on some of them in order to understand
the context of each word better. The postcards that were written in the beginning of the
SURMHFWZHUHSUHVHQWHGDQGUHÀHFWHGRQ0\¿QDOTXHVWLRQLQWKHIDFHWRIDFHVHVVLRQV
ZDV ³:KDW¶V QH[W"´ 7KH SDUWLFLSDQWV GLVFXVVHG RSWLRQV RI FRQWLQXLQJ WKH SURMHFW WKH
¿QDQFLDOLVVXHVUHODWHGWRLWDQGRSWLRQVRIXVLQJH[LVWLQJQHWZRUNVWRVWD\LQWRXFK7KH
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participants were also interested in knowing how the process would continue for myself
(see 5.1 for results).

,QGLYLGXDOZULWWHQUHÁHFWLRQV SKDVH
Personal documents, such as writings, are according to Merriam (2009) “a reliable
VRXUFH RI GDWD FRQFHUQLQJ D SHUVRQ¶V DWWLWXGHV EHOLHIV DQG YLHZ´ S   6XFK GDWD
is very personal in nature, so in considering using personal writings as means of data
collection it must be taken into account that “the writer is the only one to select what he
or she considers important to record” (p. 143). Indeed, one of the multiple means of data
FROOHFWLRQLQWKLVFDVHVWXG\KDVEHHQWRFROOHFWLQGLYLGXDOZULWWHQUHÀHFWLRQVIURPWKH
SDUWLFLSDQWVDWGL̆HUHQWSKDVHVRIWKHSURMHFW
,Q WKH EHJLQQLQJ RI WKH SURMHFW , KDG DVNHG WKH SDUWLFLSDQWV WR LQGLYLGXDOO\ UHÀHFW
on in writing after each session and also had reminded them of this request after each
session. Still, at the end of the project I discovered that not everyone had done so. One
participant also informed me that the data from her computer had gone missing. Because
the use of English as a language had created several challenges during the project, I
EHOLHYHGLWWREHVLJQL¿FDQWWRJDWKHUUHÀHFWLYHGDWDDOVRLQZULWLQJZKLFKSURYLGHGWKH
participants more time and accuracy to express their thoughts. Therefore, I changed the
ODVWSKDVHRULJLQDOO\SODQQHGDVLQGLYLGXDOLQWHUYLHZVWRLQGLYLGXDOZULWWHQUHÀHFWLRQV
I reformulated the premeditated interview themes to questions and sent them to the
participants with the request to return their answers in four weeks before the details of
WKHSURMHFWZRXOGEHIRUJRWWHQ$OOSDUWLFLSDQWVUHWXUQHGWKHLUUHÀHFWLRQV

4.5.4 Researcher’s diary and the internet platform
,QRUGHUWRDFTXLUHGDWDIURPWKHUHVHDUFKHU¶VSRLQWRIYLHZ,FRQVLGHUHGDUHVHDUFKHU¶V
diary an appropriate means of data collection. This researcher-generated document
was created to learn more about the situation being investigated (Merriam, 2009). I
constructed this “regular, personal and contemporaneous record” (Alaszewski, 2006,
S DVDGRFXPHQWLQZKLFK,ZURWHHQWULHVUHÀHFWLQJRUJDQLVDWLRQDOWDVNVFKRLFHVRI
facilitation, timeline and the schedules within the project, and personal feelings related
to the project. It provided access to occurrences unavailable elsewhere and was also used
to “overcome one major cause of bias: recall or memory problems” (Alaszewski, 2006,
p. 26). Thus, it provided data of the ways I perceived the project, a notion relevant in
considering transparency and validity of the research. Entries to the diary begin from
WKH SUHSDUDWLRQV RI WKH ¿UVW IDFHWRIDFH VHVVLRQ LQ )LQODQG 1RYHPEHU   DQG
FRQWLQXHXQWLOWKHSDUWLFLSDQWVKDGUHWXUQHGWKHLUZULWWHQUHÀHFWLRQVRQ-XQH
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It must be acknowledged, that the diary is a product of my perceptions and at certain
points lacks temporally and content wise coherent entries.
In the beginning of the project, I suggested a closed internet platform in order to
enable collaboration between the organised sessions. A closed Facebook group16 was
DJUHHGRQDQGFUHDWHGDIWHUWKH¿UVWGD\RIWKHIDFHWRIDFHFRQYHUVDWLRQV7KHLQWHUDFWLRQ
in the Facebook group has been included in the data of this research. The group has been
in active mode, although not much used, until the submission of this dissertation, and it
will be permanently closed along with the destruction of all data.

4.6 Analysis
The analysis of the data was recursive and dynamic. It included three phases: analysis
RIWKHLQWHUYLHZVDQDO\VLVRIWKHSURIHVVLRQDOFRQYHUVDWLRQVDQGUHÀHFWLRQVDQGDQDO\VLV
based on the chosen overarching theme. In addition to discussing these phases the
following section also provides a timeline of the process as the data collection and
analysis at times intertwined.

4.6.1 Analytic strategies
The interest of this study was both in how the participants articulate their development
of expertise within the project and how they articulate their pedagogical thinking and
action. Therefore, the overall strategy was to choose analysis methods that would
PRVWFRQYHQLHQWO\VXLWWKHQHHGVRIWKHYDULHGGDWDFROOHFWHGLQGL̆HUHQWSKDVHVRIWKH
project. I combined two approaches, thematic analysis approach, TA, (Clarke, Braun,
+D\¿HOG DVLWLVFRPSDWLEOHZLWKFRQVWUXFWLRQLVWSDUDGLJPV %UDXQ &ODUNH
2006), and qualitative content analysis, QCA, (Schreier, 2012) because it is “a method
for describing the meaning of the qualitative material in a systematic way” (Schreier,
2012, p. 1). Thus, QCA suits studies in which “there are no previous studies dealing with
the phenomenon or when it is fragmented” (Elo & Kyngäs, 2008, p. 107). The ways in
which these methods were applied are presented among the analysis process.
The case in this study consists of 5 participants (n=5). Gerring (2007) suggests that
³WKHUHLVDQHOHFWLYHḊQLW\EHWZHHQWKHFDVHVWXG\IRUPDWDQGTXDOLWDWLYHVPDOO1ZRUN´
S DQGWKDW³RQO\LQWKHFDVHVWXGLHVGRHVTXDOLWDWLYHDQDO\VLVFRPSULVHDVLJQL¿FDQW
portion of the research” (p. 34). Every case study should according to Yin (2003) strive
16

,Q)DFHERRNJURXSVFDQEHPDGHLQDZD\WKDWWKH\DUHQRWYLVLEOHWRRWKHUXVHUV
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WR KDYH D JHQHUDO DQDO\WLF VWUDWHJ\ E\ GH¿QLQJ SULRULWLHV RI ZKDW WR DQDO\VH DQG ZK\
$QDO\VLQJFDVHVWXG\HYLGHQFHLVRQWKHRWKHUKDQGGL̇FXOWEHFDXVH³WKHVWUDWHJLHVDQG
WHFKQLTXHVKDYHQRWEHHQZHOOGH¿QHG´ <LQS 0\SRVLWLRQDVWKHUHVHDUFKHU
DOORZHGFORVHLQYROYHPHQWZLWKWKHSURFHVVDQGWKHUHIRUHDÀH[LEOHDQDO\WLFVWUDWHJ\7KH
DQDO\VLVZDVJXLGHGE\WKHQHHGVRIWKHSURMHFWIRUH[DPSOHWKH¿UVWURXQGRIDQDO\VLVZDV
conducted after the interviews in order to gather topics for professional conversations,
and the last phase of data collection was reformulated after a close inspection of the
existing data. The aim of the analysis was not to mechanically code and reduce data, but
LQVWHDGWRRUJDQLVHDQG¿QGPXOWLSOLFLW\ZLWKLQFHUWDLQFDWHJRULHVRUWKHPHVDQGWRVHH
emergence of meanings (Stake, 1995). In interpreting the data, I aimed to present the
quotations accurately within the context and tried not to simplify the content. If at points
GL̆HUHQFHVRUVLPLODULWLHVLQWKHSDUWLFLSDQWV¶YHUEDOLVDWLRQVZHUHFRQVLGHUHGLWZDVQRW
with the intention to generalise but instead to understand the complexity of popular
music and jazz vocal teaching within the higher education context.
Throughout the project the participants used a foreign language and this aspect had
be acknowledged in the analysis. The participants are considered as professionals with
high level of expertise in their domain and reporting their thoughts in the spoken and
SDUWO\GHIHFWLYHODQJXDJHRIWKHWUDQVFULSWLRQVVXFKDVPL[WXUHRIGL̆HUHQWODQJXDJHV
or the use of non-existent words, would not do them justice. Because of this challenged
DQG OLPLWHG DFFHVV WR GL̆HUHQW OLQJXLVWLF H[SUHVVLRQV RQ EHKDOI RI WKH SDUWLFLSDQWV ,
excluded analysis methods that involve making advanced interpretations of the chosen
words, such as discourse analysis. The incomplete quotations were paraphrased through
a careful process of maintaining the original tone and meaning of what the participant
had said. These paraphrased sentences were approved and corrected by each participant
in question (see 6.7).
Creswell (1998) proposes that in the analysis of a case study the researcher should
make “detailed description of the case and its setting” (p. 153). Especially if the case
presents a chronology of events, Creswell suggests “analysing the multiple sources of
data to determine evidence for each step or phase in the evolution of the case” (p. 153). In
WKLVVWXG\UHSRUW,UHSRUWWKHGL̆HUHQWSKDVHVRIGDWDFROOHFWLRQLQFKURQRORJLFDORUGHU
but I did not consider the chronology of the events as a fundamental feature in analysis.
Stake (1995) suggests that in analysing a case study, new meanings of cases are reached
through both direct interpretation and categorical aggregation, clustering data into
categories to ease the search for meaning. I used both means in this study.
Computer programs are suggested to be useful in case studies especially when the
data is extensive (Creswell, 1998; Merriam, 2009), as long as the software does not
“take place of a careful analysis of the material” (Creswell, 1998, p. 156). In this study,
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,FRQGXFWHGWKH¿UVWSKDVHRIDQDO\VLVRIWKHLQGLYLGXDOLQWHUYLHZVPDQXDOO\DVWKHGDWD
was limited, but the data collected from the professional conversations and the written
UHÀHFWLRQVZDVLQWXUQH[WHQVLYH$VLWZDVLPSRUWDQWWREHDEOHWRFRQQHFWTXRWDWLRQV
IURPGL̆HUHQWFKURQRORJLFDOFRQYHUVDWLRQV$WODVWLVRIWZDUHZDVHPSOR\HGLQWKLVSKDVH
of analysis.

4.6.2 Analysing the interviews
,FRQGXFWHGWKH¿UVWSKDVHRIDQDO\VLVRQWKHGDWDFROOHFWHGWKURXJKWKHLQWHUYLHZVE\
using thematic analysis. The process started by transcribing each interview, and the
themes of the interview guide were also applied as themes of analysis (see appendix 1).
The demographic information was tabulated as presenting it by each participant would
FRPSURPLVHWKHLUDQRQ\PLW\7KHSDUWLFLSDQWV¶DQVZHUVWRGL̆HUHQWTXHVWLRQVZHUHWKHQ
categorised. At this stage of the process the analysis focused on data concerning themes
IRUPHGDVTXHVWLRQVµ:KDWDUHWKHELJJHVWFKDOOHQJHVRISRSXODUPXVLFDQGMD]]SHGDJRJ\
LQKLJKHUPXVLFHGXFDWLRQ\RXZLVKWRUDLVHXSIRUGLVFXVVLRQDQGGHYHORSPHQW"¶DQG
µ:KDWDVSHFWVRI\RXUH[SHUWLVH\RXZRXOGOLNHWRVKDUH"µ7KHTXHVWLRQFRQFHUQLQJKRZ
the participants understood sharing knowledge with colleagues and students was not
attended to at this point and was addressed with the subsequent data later.
6RPH RI WKH SDUWLFLSDQWV¶ DQVZHUV WR WKH TXHVWLRQ RI WKH FKDOOHQJHV ZHUH HLWKHU
WHDFKHURULQVWLWXWLRQVSHFL¿FDQGFRXOGQRWEHIRUPXODWHGLQWRPRUHJHQHUDOWRSLFVIRU
the professional conversations and were excluded also from the analysis. I compiled the
ideas mentioned by more than one participant. I then formulated both the compiled
topics and the ones mentioned by only one participant into eight questions (see 4.5.1).
Thus, the participants suggestions to sharing their expertise were listed in order to
make sure that I would reserve enough time in the following sessions of the project. The
UHVXOWVRIWKLV¿UVWSKDVHRIDQDO\VLVERWKWKHHLJKWTXHVWLRQVFRQFHUQLQJWKHFKDOOHQJHV
of the participants daily work and ideas of expertise to be shared, informed the next data
collection procedures.

$QDO\VLQJWKHSURIHVVLRQDOFRQYHUVDWLRQVUHÁHFWLRQVDQGUHVHDUFKHU·VGLDU\
The project produced a large recorded data which would have meant extensive time spent
in transcribing the recordings. Therefore, the transcription of the data was conducted
by an external party and was executed based on the audio recordings. As the person
GRLQJ WKH WUDQVFULSWLRQ ZDV QRW DFTXDLQWHG ZLWK WKH SDUWLFLSDQWV¶ VSHDNLQJ YRLFH DQG
dialect in English, some parts were not transcribed, and several mistakes occurred in the
transcripts. In order to correct the mistakes and add the missing parts, I carefully read
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WKHWUDQVFULSWLRQVDQGYLHZHGWKHYLGHRUHFRUGLQJVDJDLQ7KHEHQH¿WRIWKLVSURFHGXUH
ZDVJDLQLQJGHHSHUXQGHUVWDQGLQJRIWKHGDWD$WWKLVSRLQWWKHZULWWHQUHÀHFWLRQVZHUH
added to the data. The data generated by the internet platform was originally intended
WREHDGGHG DVZHOOEXWDVWKHUHZHUHQRUHOHYDQWHQWULHVDSDUWIURPWKHUHVHDUFKHU¶V
organisational ones, this data was excluded. Altogether 6007 quotations remained in
Atlas.ti after removing quotations with no relevant content.
The second phase of analysis conducted on the data described above was approached
through qualitative content analysis (QCA) (Schreier, 2012). Elo and Köngäs (2008)
suggest that QCA may be used in an inductive or deductive way. In inductive approach
of QCA, the coding is data-driven and “includes open coding, creating categories and
abstraction” (p. 109). In deductive approach the data is tested against “categories,
concepts, models or hypotheses” (p. 111). In this study I apply the view of Merriam
(2009) according to whom qualitative study typically moves from inductive data analysis
WKURXJKXVLQJERWKLQGXFWLYHDQGGHGXFWLYHDQDO\VLVWRWKH¿QDOVWDJHVRIDQDO\VLVZKLFK
are primarily deductive. Even if all categories and codes were informed by the research
questions and were “congruent with the orientation of the study” (Merriam, 2009, p.
184), the process in general was data-driven.
7KHVHFRQGSKDVHRIDQDO\VLVZDVFRQVWUXFWHGDORQJZLWK6FKUHLHU¶V  QRWLRQVRI
eight steps of qualitative content analysis:
1) Deciding on your research questions
2) Selecting your material
3) Building a coding frame
4) Dividing your material into units of coding
5) Trying out your coding frame
6) Evaluating and modifying your coding frame
7) Main analysis
 ,QWHUSUHWLQJDQGSUHVHQWLQJ\RXU¿QGLQJV S
During the process I reformulated the research questions several times, but their focus
did not change. The questions aimed to investigate the ways in which the participants
articulated their development of expertise within the project and how their pedagogical
thinking manifested in the professional conversations. I conducted the second step of
QCA, selecting the material, through purposeful selection of the case (see 4.4).
The third step of QCA, creating the coding frame, was informed by the two investigated
levels mentioned above. I coded each participant and myself as the facilitator as
categories should there be need to combine answers of individual persons, but because
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RIDQRQ\PLW\LVVXHV,GLGQRWFUHDWHLQGLYLGXDOSDUWLFLSDQWSUR¿OHV,DOVRXVHGWKHHLJKW
inductively constructed compiled questions as categories (see 4.5.1). Thus, I created the
categories collaboration, sharing expertise, ethics, and FRQ¿GHQWLDOLW\. The interviews,
WKHUHVHDUFKHU¶VGLDU\DQGLQWHUDFWLRQRQWKHLQWHUQHWSODWIRUPZHUHQRWLQFOXGHGLQWKH
analysis at this point. The fourth step of QCA is dividing and segmenting the material
into units of coding (Schreier, 2012). Because the data was generated from conversations
between the participants, each comment created a natural unit for analysis. I tried out,
HYDOXDWHGDQGPRGL¿HGWKHVHFDWHJRULHVRXWDQGDGGHGteaching methods and schooling
in higher education as categories. Finally, I created two practical categories, change
name and facilitative toolsWRKHOSFRQFHDOLQJSDUWLFLSDQWV¶LGHQWLW\DQG¿QGP\RZQ
involvement in the process. I did not use development of expertise as a category at this
stage, as the notion grew out of the data later.
In QCA all data must be examined and coded (Schreier, 2012). Indeed, the following
step, main analysis of the extensive data, was time consuming and took several months. I
marked quotations with more than one code should they concern more than one category.
I noticed that the data of the interviews concerning sharing expertise with students and
colleagues was repeated by the participants in various professional conversations, and
therefore I chose not to add this data from interviews to the analysis.
As the next phase, I considered data coded in each category starting from the eight
questions. In some categories the amount of quotations was quite large, and I needed to
create second level of sub-categories. I revisited the data of the question How do we deal
ZLWKWKHLQGLYLGXDOGL̆HUHQFHVLQVWXGHQWV¶LQVWUXPHQWDOVNLOOVZLWKOLPLWHGUHVRXUFHV"
and created sub-categories: voice as an instrument, age of singers, teaching rehearsing
VNLOOV  HPSKDVL]LQJ VWXGHQWV¶ UHVSRQVLELOLWLHV SODQQLQJ DQG UHÀHFWLQJ IRFXVLQJ and
other solutions,QWKHGDWDRIWKHTXHVWLRQ+RZFDQZHQDYLJDWHEHWZHHQGL̆HUHQWYRFDO
PHWKRGV"¶,LGHQWL¿HGWKHIROORZLQJVXEFDWHJRULHVJDLQLQJNQRZOHGJHWREHFHUWL¿HG
or not, methods as languages, teaching according to methods, contradictions and
navigating.
My focus then turned to data coded with categories collaboration, sharing expertise,
HWKLFV FRQ¿GHQWLDOLW\ WHDFKLQJ PHWKRGV and schooling in higher education. Several
problems occurred that were not visible in the earlier testing of the coding frame.
7KHVH FDWHJRULHV ¿UVWO\ FRQWDLQHG GDWD WKDW ZRXOG FRPSURPLVH WKH DQRQ\PLW\ RI WKH
participants, because their identities could be recognised from the descriptions of their
teaching practices. Secondly, the quotations in teaching methods and schooling in
higher education were mostly duplicated in the data of the eight questions. Therefore,
I chose to exclude some quotations of teaching practices and analyse some of them in
other categories. The data under collaboration was quite large and varied and seemed
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WRRYHUODSWKHGDWDRIVKDULQJH[SHUWLVHHWKLFVDQGFRQ¿GHQWLDOLW\,LQGXFWLYHO\FUHDWHG
another set of sub-categories: D̆RUGDQFHVDQGFRQVWUDLQWVRIWKHFROODERUDWLYHSURMHFW
H[SHFWDWLRQV DQG FRQFHUQV VDIH DQG FRQ¿GHQWLDO HQYLURQPHQW WLPH WKH UROH RI WKH
researcher as the facilitator, professional conversations face-to-face and online,
ODQJXDJHFROODERUDWLYHUHÀHFWLRQRQWKHSURMHFWH̆HFWVRQSURIHVVLRQDOWKLQNLQJDQG
or action, the future, criticism towards the project and organisation of the project. The
coding frame is presented in table 3.
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MAIN CATEGORIES

1st LEVEL OF SUB-CATEGORIES

2nd LEVEL OF SUB-CATEGORIES

Anna
Birgitta
People

Cecilia
Daniela
(PPD
)DFLOLWDWRU
+RZFDQZHSUHYHQWRXURZQYRFDOFKDOOHQJHVRU
LQWHUHVWVIURPLQÀXHQFLQJRXUWHDFKLQJ"
:KDWGRZHWHDFKZKHQWKHUHLVQRULJKWRUZURQJ"
+RZFDQZHJXLGHWKHVWXGHQWVWR¿QGWKHLURZQ
YRLFH"

+RZGRZHGHDOZLWKWKHLQGLYLGXDOGLIIHUHQFHVLQ
VWXGHQWV¶LQVWUXPHQWDOVNLOOVZLWKOLPLWHGUHVRXUFHV"
TXHVWLRQV

9RLFHDVDQLQVWUXPHQW
Age of singers
7HDFKLQJUHKHDUVLQJVNLOOVDQG
HPSKDVL]LQJVWXGHQWV¶UHVSRQVLELOLWLHV
3ODQQLQJDQGUHÀHFWLQJ
)RFXVLQJ
Other solutions

+RZPXFKDQGZKDWNLQGRINQRZOHGJHLVQHHGHG"
+RZFDQZHSUHSDUHIHPDOHVWXGHQWVWRFKDOOHQJH
WKHJHQGHUUROHVLQWKHPXVLFEXVLQHVV"
What are the right criteria in evaluating popular
PXVLFDQGMD]]VLQJLQJ"

+RZFDQZHQDYLJDWHEHWZHHQGLIIHUHQWYRFDO
PHWKRGV"

Collaboration
Themes related to the project

Practicalities

*DLQLQJNQRZOHGJH
7REHFHUWL¿HGRUQRW
Methods as languages
Teaching methods
Contradictions
Navigating
Affordances and constraints of the
collaborative project
([SHFWDWLRQVDQGFRQFHUQV
6DIHDQGFRQ¿GHQWLDOHQYLURQPHQW
Time
The role of the researcher as a facilitator
Professional conversations face-to-face
and online
Language
&ROODERUDWLYHUHÀHFWLRQRQWKHSURMHFW
7KHHIIHFWVRQSURIHVVLRQDOWKLQNLQJDQG
or action
The future
&ULWLFLVPWRZDUGVWKHSURMHFW
Organisation of the project

Sharing expertise
(WKLFV
&RQ¿GHQWLDOLW\
Teaching methods
Schooling in higher education
)DFLOLWDWLRQWRROV
&KDQJHZRUGQDPH

Table 3: The coding frame
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7KHFRGLQJIUDPHSUHVHQWVKRZ,¿UVWGHYHORSHGWKHRULJLQDOPDLQFDWHJRULHVSHRSOH
eight questions, themes related to the project, and practicalities. Then I developed the
¿UVWOHYHORIVXEFDWHJRULHVDQGDIWHUDWWHQGLQJWRWKHGDWDDJDLQ,FUHDWHGWKHVHFRQG
OHYHORIVXEFDWHJRULHVZLWKLQVRPHRIWKH¿UVWOHYHOVXEFDWHJRULHV
7KHHLJKWKSKDVHRI4&$LQWHUSUHWLQJWKH¿QGLQJVVWDUWHGIURPWKHTXRWDWLRQVFRGHG
under the categories of the eight questions. The gathered data seemed to supplement the
knowledge base RISRSXODUPXVLFDQGMD]]YRFDOSHGDJRJ\IURPVHYHUDOGL̆HUHQWDQJOHV
DQGSURYLGHGLQWHUHVWLQJLQVLJKWVLQWRWKH¿HOG:KLOHFDUHIXOO\DWWHQGLQJWRWKHGDWDDQ
overarching motif started to emerge to me. The ideals of learner-centered teaching were
manifested in several ways in how the participants described their pedagogical thinking
and action. Therefore, as the third phase of analysis, I revisited the eight questions
in order to investigate the data in relation to the fundamentals of learner-centered
WHDFKLQJ$WWKLVSRLQW,FRQVLGHUHGWKHXVHRIP\UHVHDUFKHU¶VGLDU\LQDQDO\VLVFDUHIXOO\
It provided data that was unavailable elsewhere, especially concerning the organisation
of the project, reasoning behind the schedule and facilitation. Therefore, parts of the
diary were added to the analysis, but it must be acknowledged that analysis of the diary
was thematic instead of following the steps of QCA.
As explained in section 4.6.1, I had paraphrased the quotations from the conversations
and sent them to the participants for revision. Four participants requested none or only
minor changes, but one participant suggested extensive changes in her quotations,
LQFOXGLQJWKLQJVVKHRULJLQDOO\KDGQRWPHQWLRQHGLQFRQYHUVDWLRQVRUZULWWHQUHÀHFWLRQV
After a careful consideration of research ethics, I decided to accept all requests that
could be considered unsuccessful paraphrasing on my behalf. Also, I proceeded with
deleting all requested quotations but decided to address this procedure in discussion. As
adding quotations that were not originally said in the conversations could be considered
PDQLSXODWLRQ RI WKH GDWD , KDG WR EXLOG D VSHFL¿F VWUDWHJ\ 6KRXOG WKH QHZ PDWHULDO
clarify original quotations that were unclear because of language issues, they were added
WRWKHGDWDEXWPDUNHGDVµUHYLVHG¶5HTXHVWHGFKDQJHVWKDWGLGQRWPHHWWKLVSUHUHTXLVLWH
were not added to the data. This procedure was approved by the participant in question.
0HUULDP¶V  VXJJHVWLRQRIGDWDH[FOXVLYHQHVVWKDW³DUHOHYDQWXQLWRIGDWDFDQ
be placed in only one category” (p. 186), was somewhat compromised in the analysis
process. The professional conversations included quotations by the participants that
provided insights to more than one category. I considered it valuable to include these
insights to all relevant categories even if I understood this feature of analysis as being not
REOLJDWRU\$FFRUGLQJWR0HUULDPFRQFHSWXDOFRQJUXHQFHLVWKHPRVWGL̇FXOWFULWHULRQ
of categorizing and coding to apply, as categories should be of the same conceptual
level. In this research the idea of creating sub-categories suggested by Schreier (2012)
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was applied, which allowed to build the coding frame in a way that consisted of main
FDWHJRULHVRIVDPHFRQFHSWXDOOHYHODQGGL̆HUHQWOHYHOVRIVXEFDWHJRULHV
In general, the analysis process turned out to be responsive to research questions
because it provided means of answering all of them. The analysis was also exhaustive,
because there were “enough categories to encompass all relevant data” (Merriam, 2009,
p. 186).
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5 Results
Because the data of this study was collected through a collaborative project based on
active participation of the participants, in presenting these results I have chosen a strategy
that respects this participation. In order for the reader of this dissertation to “vicariously
H[SHULHQFHDSKHQRPHQRQ´ 0HUULDPS ,¿UVWJLYHWKHPLFURSKRQHWRWKH
participants and present their conversations and comments in a loyal manner. The
IROORZLQJ VHFWLRQ  SUHVHQWV WKH UHVXOWV FRQFHUQLQJ WKH ¿UVW UHVHDUFK TXHVWLRQ KRZ
the participants articulated their participation in the project and their development
of expertise within it. Next, the data relating to the second research question, how the
pedagogy of popular music and jazz singing is articulated by the participants is presented
(5.2). Then the previous results are considered from the standpoint of learner-centered
WHDFKLQJ  DQG¿QDOO\WKHGDWDLVGLVFXVVHGLQUHODWLRQWRVRFLRFRQVWUXFWLYLVWQRWLRQV
(5.4).

5.1 Results of participants’ articulation of their participation and
development of expertise
In general, all participants held a positive attitude towards taking part in the project,
GLVFXVVLQJZRUNLQJOLIHUHODWHGLVVXHVDQGVKDULQJWKHLUH[SHUWLVH7KHZULWWHQUHÀHFWLRQ
from Anna illustrates the general atmosphere of the professional conversations.
$11$,DOZD\V¿QGLWVWLPXODWLQJWRFRQVLGHUKRZHGXFDWLRQFDQEHEHWWHU
and hear other people’s thoughts about it. However, there is not often
time and possibilities to do it, because there are so few of us in each
school which has popular music and jazz vocal studies. This has been a
rich thing to get to do.
7KH SDUWLFLSDQWV¶ DWWLWXGHV WRZDUGV VKDULQJ WKHLU NQRZOHGJH VNLOOV DQG WHDFKLQJ
methods can also be gathered from one encounter between Cecilia and Daniela during
the session in which Daniela shared her expertise.
CECILIA: This is perfect, I’m going to steal this idea.
DANIELA: It’s sharing, you don’t have to steal it.
CECILIA: It’s perfect, ah, thank you.
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Expectations and concerns
The participants joined the project with either mixed feelings or no expectations. They
UHÀHFWHG RQ WKHVH H[SHFWDWLRQV ERWK LQ WKHLU LQGLYLGXDO ZULWWHQ UHÀHFWLRQV DQG LQ WKH
¿UVWIDFLOLWDWLYHWDVNWKH\ZHUHJLYHQZKHQWKHSURMHFWVWDUWHGZKLFKZDVWRFKRRVHWZR
postcards from a pile, one picture expressing their positive and the other their negative
H[SHFWDWLRQV WRZDUGV WKH SURMHFW ,Q WKHVH UHÀHFWLYH WH[WV WKH SDUWLFLSDQWV H[SUHVVHG
enthusiasm towards professional conversations:
$11$ , GLGQW UHDOO\ KDYH DQ\ VSHFL¿F H[SHFWDWLRQV , WKRXJKW LW VRXQGHG
very interesting and was looking forward to meeting vocal teachers
DQGMXVWWDONDERXWLVVXHVWKDWZHPHHWLQRXU¿HOG
BIRGITTA: I expected to meet talented experienced teachers with huge
NQRZOHGJH DQG D ORW RI GL̆HUHQW YLHZV RQ WKH WHDFKLQJ DQG WR OHDUQ
IURP WKHP DQG WR VKDUH P\ RZQ VWX̆ $OVR WR JHW FRQQHFWLRQV LQ
Scandinavia and to get a feeling of how other higher education works
in other countries.
CECILIA: I didn’t have any expectations.
DANIELA: To be honest, I didn’t have any special expectations towards this
project due to my very hectic life. However, I was hoping that we get
along well and have good conversations about vocal education, and
also, I was looking forward to hearing what kind of curricula and
SHGDJRJLFDODSSURDFKHVGL̆HUHQWVFKRROVKDYH
EMMA: I felt at once that this was something I needed and would learn a lot
from. A rare chance!
'$1,(/$ , KRSHG WKDW ZH HQMR\ WKH GL̆HUHQW SRLQWV RI YLHZV DQG HQG XS
having a great organised group.
EMMA: After having taught popular music and jazz singing over seven years
pretty much isolated I was very positive towards sharing knowledge,
learning, seeing the bigger picture and loosening the chains. My motives
ZHUH¿UVWDQGIRUHPRVWWROHDUQPRUHDERXWKRZYRFDOSHGDJRJXHVLQ
popular music and jazz are thinking about their own teaching, since
my own formal vocal training was mostly within the classical genre.
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The project also raised concerns:
BIRGITTA: I hope I’m not alone. I hope we have a lot in common, and that
we can identify things in ourselves and in each other, and also in what
we are sharing.
DANIELA: My fear or concern is will I have patience to really go into these
discussions and focus on the topics because of my busy life with so
many distractions.
EMMA: My concern was, that it would be sad if we were all in our own
islands, just wanting to share our own views but not listening to the
others.
ANNA (revised): I was afraid of getting stuck not being able to meet or
understand others, which would make it harder to see what things are
really like. If you stand above everybody else, you don’t see things on
the ground.
EMMA: I was very much looking forward to participating in this project, and
at the same time I was a bit afraid. Afraid because my education is not
a popular music and jazz education and that I wouldn´t be considered
as a ”real vocal pedagogue”.
CECILIA: I was afraid that my English skills wouldn’t be adequate enough.
,QWKHHQGRIWKHSURMHFWWKHSDUWLFLSDQWVZHUHDVNHGWRUHÀHFWRQWKHLUH[SHFWDWLRQV
All participants mentioned that their expectations were met and even exceeded. Birgitta
UHÀHFWHGKRZWKHSRVLWLYHH[SHFWDWLRQVKHKDGZDVDFWXDOO\QRWPHWEXWVKHFRQVLGHUHG
it a positive thing.
BIRGITTA: In my positive postcard “Susanna is leading this, but she has food
in the box for all of us, and we are talking together down the line”. I
think it’s nice that my positive card was not true. I wrote that “you
have food and we are followers”, but we actually had to do it ourselves.
That’s nice, but I couldn’t see it clearly in the beginning. So, you have
been leading us, but everybody has had to get involved.
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6DIHDQGFRQ¿GHQWLDOHQYLURQPHQW
7KH SDUWLFLSDQWV H[SUHVVHG WKDW KDYLQJ D VHFXUH FRQ¿GHQWLDO DQG WUXVWZRUWK\
HQYLURQPHQW ZDV YHU\ LPSRUWDQW IRU VXFFHVVIXO FROODERUDWLRQ &RQ¿GHQWLDOLW\ ZDV
discussed and agreed on in the beginning of the project. The participants agreed that
WKH WRSLFV RI FRQYHUVDWLRQ ZHUH QRW FRQ¿GHQWLDO DV WKH\ DOUHDG\ KDG EHHQ SUHVHQWHG
in conferences and posters by me as the researcher. However, all conversations from
ZKLFK D SHUVRQ RU DQ LQVWLWXWLRQ FRXOG EH LGHQWL¿HG ZHUH DJUHHG WR EH FRQ¿GHQWLDO
The participants also agreed that they were allowed to discuss the project and share its
D̆RUGDQFHVLQWKHLUKRPHLQVWLWXWLRQVZKLOHUHVSHFWLQJWKHDQRQ\PLW\RIRWKHUV
Collaborative work and atmosphere were described in individual and collective
UHÀHFWLRQVLQWKHIROORZLQJZD\
CECILIA: I was very impressed with the group. People were warm and easy
to get along with. People were open minded and wanted to co-work
together. There was no age or skill ”racism”.
BIRGITTA: Our group was relaxed and easy going, but still worked without
loosing focus and wasting time. It was obvious that the more we got to
know each other, the more open discussions and honesty we had. We
got deeper into the conversations and got more out of them.
ANNA (revised): I have valued the approach and openness, which I
think relates also to the facilitator’s openness in the project. The
responsiveness and listening keeps one growing.
DANIELA: I think everyone was really friendly and we had a nice atmosphere
and great discussions.
$11$ , WKLQN WKDW DOO SDUWLFLSDQWV KDYH DQ RSHQ DSSURDFK WR WKH ¿HOG RI
VLQJLQJ DQG DOVR VHHP WR KDYH RSHQQHVV WRZDUGV GL̆HUHQW WKRXJKWV
about technique and so on.
CECILIA: The atmosphere among us is very warm and friendly. It has been
easy for me, because being myself has been enough.
Birgitta also mentioned the importance of free collaboration outside of the organised
sessions:
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BIRGITTA: Things that happened in between the sessions, hanging out
together, is a big part. We had some good conversations on both nights.
7LPH
The participants in general expressed their positive thoughts towards having time to
discuss work-related issues with colleagues. Many mentioned the lack of time as a reason
for not having done it more before. Birgitta suggested that one thing that facilitated the
project was that it ran over a longer period (the collaborative part of the project lasted
VHYHQPRQWKV 2QWKHRWKHUKDQG'DQLHODZURWHWKDW³PD\EHZHFRXOG¶YHJRQHDELW
deeper in the discussions sometimes”. She suspected that it would have happened after
a couple of more meetings.
Language
The question of language proved to be a hindrance for some participants. Cecilia and
Emma described how they were not used to speaking English and felt that the choice of
language used in the project lessened their contribution. They both felt a lack of words
and terminology during the conversations. Still, when the project proceeded Cecilia
JDLQHGFRQ¿GHQFHDQGPHQWLRQHGEHLQJKDSS\WRKDYHVXUYLYHGZLWKKHU(QJOLVK
Professional conversations face-to-face and online
Participants agreed on that meeting face-to-face is easier and more productive than
meeting online. They described their participation in online meetings as being generally
KDUG DQG XQFRPIRUWDEOH $QQD DQG 'DQLHOD KDG GL̇FXOWLHV LQ IRFXVLQJ GXULQJ WKH
conversations and were easily distracted. Emma mentioned that online she could not
contribute as much as she wanted to, and that her speech contained too much stuttering.
She also mentioned not being able to stop to think when interacting online. Cecilia
agreed that discussions online did not allow enough time for her to think, as getting into
WKHFRQYHUVDWLRQWDNHVWLPH$QQDHPSKDVLVHGWKHLPSRUWDQFHRIVHHLQJWKHSDUWLFLSDQWV¶
faces and hearing their voices. For her, seeing them on a screen or hearing them via
speakers was not authentic.
The experience of having conversations online was not a completely negative one.
The participants had also noticed that online conversations worked better, when they
already knew each other and had interacted face-to-face before. They also mentioned
that preparing for the online conversations helped.
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BIRGITTA: I had thoughts about what we were trying to zoom into in the
¿UVWRQOLQHPHHWLQJ%XWWKHVHFRQGWLPH,KDGWKRXJKWDERXWLWEHIRUH
and made some notes for myself. I felt that it really helped, but I can’t
say why. It was just much easier to be a part of the conversation and
be focused all the time.
6HYHUDO SDUWLFLSDQWV DOVR UHÀHFWHG WKDW SDUWLFLSDWLQJ RQOLQH JHWV EHWWHU WKURXJK
experience. Birgitta had taken part in online meetings before and mentioned that one
can get better and more comfortable through experience. Emma shared that thought.
6KHIHOWWKDWWKH¿UVWRQOLQHFRQYHUVDWLRQZDVKDUGHUWKDWWKHVHFRQG&HFLOLDDOVRYDOXHG
the experience of being a part of an on-line meeting.
&(&,/,$,OHDUQHGKRZRQOLQHPHHWLQJVZRUNDQGZKDWWKHGL̇FXOWLHVZLWK
them are. I learned that people don’t necessarily always have to be
around the same table but can also be participate from abroad. That
was a very nice learning experience.
(YHQ$QQDZKRZDVYHU\FULWLFDOWRZDUGVRQOLQHFRQYHUVDWLRQVVWLOOUHÀHFWHGWKDW³LW
has been better than nothing”.
The role of the facilitator
My greatest concerns in organizing and conducting the project was my dual role as
a colleague of the participants and a researcher. These considerations had led to the
result that I positioned myself as the organiser and facilitator of the conversations (see
  7KH SDUWLFLSDQWV DOVR DFNQRZOHGJHG WKLV FKDOOHQJH DQG UHÀHFWHG RQ LW RQ VHYHUDO
occasions during the project.
BIRGITTA: It has been good that Susanna asked the questions but didn’t join
the discussions. It could have been hard not to push things in a certain
direction.
DANIELA: The leader of this project was very well organised but still very
ÀH[LEOHDQGWKDWKDGDELJLQÀXHQFHRQWKHDWPRVSKHUHLQWKLVSURMHFW
ANNA: And you have really been the facilitator. I’ve been thinking about that
a lot, because you have given so much thought to this aspect, even if
you have many things to say.
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BIRGITTA: You obviously have a lot of strong opinions about these things.
You are also a very talkative person, which is very nice, but it could
have dominated. So, I think it’s brilliant that you were able to do it this
way, otherwise I would have had a hard time.
,QP\UHVHDUFKHU¶VGLDU\WKHUHDUHDIHZHQWULHVLQZKLFK,KDYHUHÀHFWHGRQZKHWKHUWR
participate or not in the conversation.
RESEARCHER’S DIARY: Thought for a while to bring it in the conversation
but then decided not to – it’s my thought and not a part of this discussion.
RESEARCHER’S DIARY: Since we had 45 minutes left, I decided to take on
the gender question. I asked for stories, but it seemed that they didn’t
have any themselves and were quiet. So, I decided to tell one of mine
to start with. I liked the way the conversation started from it, even if it
ZDVDELWGL̇FXOWLQWKHEHJLQQLQJ
.HHSLQJWKHFRQYHUVDWLRQÀRZLQJPHDQWWKDW,KDGWRREVHUYHWKHSDUWLFLSDQWVFDUHIXOO\
and simultaneously watch the clock and let the conversation take its course.
ANNA: The facilitator had the courage to keep the conversations open, and
not control in detail what we talked about. That all facilitated the
energy and the desire to continue.
RESEARCHER’S DIARY: After the conversation following Anna’s sharing
of knowledge, I could see that we naturally went to question ‘How
GR ZH GHDO ZLWK LQGLYLGXDO GL̆HUHQFHV EHWZHHQ VWXGHQWV¶ VR , OHW WKH
FRQYHUVDWLRQJRWKHUH,WKHQOHWWKHFRQYHUVDWLRQÀRZEXWDVNHGVRPH
TXHVWLRQVDJDLQEHFDXVH,QRWLFHGWKDW,ZDVJHWWLQJGL̆HUHQWDQVZHUV
and ideas every time.
Organizing the project
3ODQQLQJDQGRUJDQL]LQJWKHSURMHFWZDVDFFRUGLQJWRWKHUHVHDUFKHU¶VGLDU\YHU\WLPH
FRQVXPLQJ$SDUWLFXODUFKDOOHQJHZDV¿QGLQJMRLQWWLPHVIRUWKHSDUWLFLSDQWV6L[RQOLQH
VFKHGXOHTXHVWLRQQDLUHVPDSSLQJDYDLODEOHWLPHVZHUHPDGHDWGL̆HUHQWSKDVHVRIWKH
SURMHFW%HFDXVHRIWKHVHLWLQHUDU\GL̇FXOWLHVWKH¿UVWIDFHWRIDFHVHVVLRQZDVKHOGDV
late as in the beginning of December. The same challenge was evident also with the
VHFRQG IDFHWRIDFH VHVVLRQ ZKLFK ZDV SRVWSRQHG XQWLO -XQH EHFDXVH RI SDUWLFLSDQWV¶
EXV\ VFKHGXOHV ,Q DGGLWLRQ ¿QGLQJ WZR KRXUV IRU DQ RQOLQH PHHWLQJ QHHGHG VHYHUDO
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DGMXVWPHQWVDQGRQHDJUHHGVHVVLRQKDGWREHSRVWSRQHGEHFDXVHRIRQHSDUWLFLSDQW¶V
changed schedule. After setting the dates, organizing the travel arrangements and
accommodation, reserving meeting rooms, gathering all equipment for collaboration
and beverages took several working days.
(QWULHVLQWKHUHVHDUFKHU¶VGLDU\DQGWKHSDUWLFLSDQWV¶UHÀHFWLRQVERWKVXJJHVWWKDWD
well-organised process creates an appropriate environment for successful collaboration.
The participants could concentrate on the professional conversations when sessions,
breaks, meals and free time were scheduled realistically.
RESEARCHER’S DIARY: Everyone seemed to be very happy that all food
including refreshments were provided. It is nice to say, ‘take what you
ZDQW¶,IDOOGRHVQ¶W¿WLQWKHEXGJHW,ZLOOSD\IRULWP\VHOIEHFDXVHLW
has a lot to do with a respectful and task related atmosphere within the
group.
ANNA: The project was very well organised which made things a lot easier,
since there´s always the lack of time.
Another time-consuming feature of the project was the creation of online meetings. I
spent a lot of time testing software, creating user accounts and sorting recording options.
Also, since many participants had not participated in online meetings before, I had to
make a guide for them including both technical instructions and how to operate the
software from their computers during sessions.
&ULWLFLVPWRZDUGVWKHSURMHFW
The participants presented also some criticism towards the project. The following
UHPDUNVZHUHPDGHDWGL̆HUHQWSKDVHVRIWKHSURMHFW
BIRGITTA: A weak point is that we were only women.
CECILIA: It was amazing how just by talking those questions really melted.
Except curriculum type of problems. ”WHAT should we teach in real
life” But of course there isn’t any right answer.
&ROODERUDWLYHUHÀHFWLRQRQWKHSURMHFW
7KHFROODERUDWLYHUHÀHFWLRQRQWKHSURMHFWZDVFRQGXFWHGE\DVNLQJWKHSDUWLFLSDQWVWR
ZULWH¿YHDGMHFWLYHVWKDWLQWKHLURSLQLRQGHVFULEHGWKHSURMHFW7KHDGMHFWLYHVPHQWLRQHG
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were: fun, long, mindful, open-minded, surprising, intense, fruitful, productive,
UHZDUGLQJ HDV\ DFFHSWLQJ FRQIXVLQJ FRQ¿GHQW FKDOOHQJLQJ FODULI\LQJ LQVWUXFWLYH
communicative, interesting, exhausting, painful, hurtful, developing and inspiring.
In addition, respectful debating was mentioned. The participants were then asked to
HODERUDWHRQVRPHRIWKHDGMHFWLYHV$WWLPHV,DOVRMRLQHGWKHFROODERUDWLYHUHÀHFWLRQDQG
these comments are included in results.
BIRGITTA: I pick mindful, that was my word. What I meant by that is, that
at the same time as we have these discussions, I can look inside myself
and I get a clearer idea about what I do and what I don’t want to do.
)$&,/,7$7256RE\WDONLQJWRRWKHUSHRSOHDQGKHDULQJGL̆HUHQWLGHDVDQG
WKRXJKWV\RXDFWXDOO\FRQ¿UP\RXUFKRLFHVRUZKDW\RXKDYHGRQH"
BIRGITTA: Exactly, well said.
(00$ ,W KDV EHHQ FRQ¿UPLQJ DOVR IRU PH IHHOLQJ D OLWWOH ELW RXW LQ WKH
GDUNQHVVWU\LQJWR¿QGDZD\DQGWKHQVHHLQJWKDW,¶PQRWLQDWRWDOO\
wrong direction in my thinking. So that has been very good. And also
new ideas and new thoughts and developing myself as a teacher. Not
only being where I am, but also wanting to change.
$11$ UHYLVHG  2ULJLQDO , WDNH WKH WZR WKDW DFWXDOO\ JR WRJHWKHU ¿UVW
accepting because everybody is afraid of saying something that nobody
else understands. But it has also been very exhausting. Everyone
listens and accepts each others story. It’s exhausting, because you try
to understand what others are talking about and really try to see into
their world.
DANIELA: It’s been very fruitful, productive and rewarding, this whole
project and the whole year actually. It has opened my eyes and also
made me think more. And also confusing in a way, that I have been
WKLQNLQJIURPGL̆HUHQWDQJOHV
&(&,/,$:HOOLW¶VEHHQIXQ2IFRXUVHDORWRIZRUNEXWVWLOOIXQWR¿QDOO\
have time to discuss things. It’s been also interesting. The atmosphere
among us is very warm and friendly and easy for me, because being
myself has been enough. And also, instructive because there has been
a lot of learning going on. What everyone brought on the table was
interesting.
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EMMA: It was challenging to communicate via computers.
EMMA: I have written a lot of notes, so it has been fruitful also in that sense.
EMMA: I would put one more word and that’s unique. I feel like I’ve been part
of something unique that you don’t get a chance to do very often.
I took part in this conversation by telling about my own observations while presenting
some of the preliminary results in conferences, that this project seems to be very rare.
,DVNHGWKHSDUWLFLSDQWVZKHWKHUWKH\FRQVLGHUHGYDOXHDQGEHQH¿WVLQKDYLQJWHDFKHUV
IURP GL̆HUHQW 1RUGLF FRXQWULHV DV SDUWLFLSDQWV $QQD DQG %LUJLWWD WKRXJKW WKDW WKHVH
FRXQWULHV KDYH GL̆HUHQW FXOWXUHV DQG WUDGLWLRQV 6HYHUDO SDUWLFLSDQWV GLG QRW DQVZHU
the question, but after I pointed out some of the similarities as well, for example vocal
teacher education, Birgitta considered the context globally:
BIRGITTA: And maybe also, since no one has been doing this kind of research,
we have to start from somewhere. It could have been too big a ‘piece of
cake’ to have the whole world. There’s a whole another way of thinking
in Southern Europe. I think it would have been too big a project to keep
together.
BIRGITTA: Now you have built yourself a position from where you can
compare Southern Europe to this. But you need somewhere to stand
¿UVW
The future
The participants envisioned collaboration that would continue in the future:
DANIELA: It would be nice that this group would carry on, so it wouldn’t be
only this year.
EMMA: I hope we can continue meeting and sharing our experiences and
learn from each other.
Many participants expressed that now, after getting to know the other participants and
KRZWKH\ZRUNEHWWHUWKHUHZRXOGEHPDQ\EHQH¿WVLQFRQWLQXLQJWKHSURMHFWZLWKWKHVH
WHDFKHUV7KH\ZRXOGIRUH[DPSOHOLNHWROHDUQPRUHDERXWWKHDSSURDFKHVDQGSUR¿OHV
GL̆HUHQWLQVWLWXWLRQVKDYH
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ANNA: Had we continued, I would have found it useful to know more about
why each and everyone of us chooses to work the way they do. I’m also
UHDOO\FXULRXVDERXWWKHGL̆HUHQFHVEHWZHHQRXUFRXQWULHVDQGVFKRROV
why your school and you yourself work the way you do and if there is
DVSHFL¿FSUR¿OHLQ\RXU¿HOGDW\RXULQVWLWXWLRQ$OVRKDYHZHDVYRFDO
WHDFKHUVWDNHQRXURZQVWDQFH7KHUHDUHPDQ\QRUPVLQRXU¿HOGDQG
,WKLQNLWLVLQWHUHVWLQJWRWU\WRVHH\RXUVHOIIURPWKHRXWVLGHDQG¿QG
out why I have chosen the focus I have, what the background and also
the consequences are.
DANIELA: It also would’ve been nice to visit each others’ institutions and
observe how they work.
BIRGITTA: Maybe combining visiting with singing with students or
something.
EMMA: I would also like to come and get some lessons from you. Maybe I
apply my institution for some money to come.
BIRGITTA: Since we now know more about how each one of us work, it could
be nice if we organised some kind of a master class among us. You or
me singing a song and then discussing how we would work with it, to
OHDUQGL̆HUHQWZD\V,WFRXOGEHLQWHUHVWLQJEHFDXVHLW¶VREYLRXVWKDW
ZHKDYHVRGL̆HUHQWZD\VWRJRLQWRWKHZRUN:HFRXOGOHDUQPRUH
from each other.
Networking through existing platforms was mentioned as an alternative way to
continue collaborating together. Financial issues were seen as the biggest challenge in
GHYHORSLQJ IXWXUH FROODERUDWLRQ DV ¿QGLQJ IXQGLQJ IRU LQIRUPDO JDWKHULQJV ZRXOG EH
GL̇FXOW 7KH SDUWLFLSDQWV DOVR ZRQGHUHG ZKHWKHU WKH UHVHDUFK SURMHFW ZRXOG UHTXLUH
them to get together later. Birgitta emphasised that before applying for funding there
needs to be an idea of the content. She mentioned that she prefers to continue with
WKLV JURXS EHFDXVH WKHUH DUH PDQ\ EHQH¿WV IURP NQRZLQJ HDFK RWKHU DOUHDG\ 7KH
participants agreed to keep the Facebook group active for future collaboration.
7KHH̆HFWVRQSURIHVVLRQDOWKLQNLQJDQGRUDFWLRQ
7KHSDUWLFLSDQWVZHUHDVNHGWRUHÀHFWRQWKHH̆HFWVRIWKHSURMHFWWRWKHLUSHGDJRJLFDO
WKLQNLQJDQGRUDFWLRQLQWKHODVWSKDVHRIWKHSURMHFWLQGLYLGXDOZULWWHQUHÀHFWLRQV7KH
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IHZTXRWDWLRQVFRQFHUQLQJWKHVHH̆HFWVH[SUHVVHGGXULQJWKHSURIHVVLRQDOFRQYHUVDWLRQV
are also included in these results.
%,5*,77$ ,Q D ZD\ WKH ZKROH WKLQJ HQGHG XS EHLQJ YHU\ GL̆HUHQW IURP
ZKDW,H[SHFWHGEXWQRWLQDEDGZD\,WIXO¿OOHGP\H[SHFWDWLRQVEXW
the way we worked together was not how I thought it would be. It was
much more relaxed and easy-going, without loosing focus and wasting
time. I liked the process very much. And somehow, I both learned
something and also got a clearer view on my own teaching.
EMMA: I was positively surprised how similar my thoughts were to the other
SHGDJRJXHV¶WKRXJKWVWKDW,ZDVQRW´ZD\R̆´LQP\WKLQNLQJ,QEHLQJ
SDUW RI WKH FRQYHUVDWLRQV RI WKH GL̆HUHQW WRSLFV , OHDUQW $ /27 DQG
DW WKH VDPH WLPH JDLQHG D ORW PRUH FRQ¿GHQFH LQ P\ RZQ WHDFKLQJ
I have a better feeling of what direction my teaching in action will
be, especially in topics regarding the students’ own responsibility to
UHÀHFWNQRZWKHLURZQYRLFHDQGWRUHKHDUVH
ANNA: It’s been nice to hear and see demonstrations about how we all work.
However, my main motivation to be there wasn’t to get new ideas, that
is something that we need to work on all the time. I think everyone
¿QGVWKHLURZQZD\DQGZHFDQLQVSLUHHDFKRWKHUWRGHYHORSRXURZQ
thinking and our own ideas.
DANIELA: Even though some topics were self evident and felt maybe
XQQHFHVVDU\WRGLVFXVVDW¿UVWLWZDVVWLOOYHU\JRRGWRWDONDERXWWKH
WRSLFV ZLWK RWKHU YRLFH WHDFKHUV ,W¶V JRRG WR TXHVWLRQ DQG UHÀHFW RQ
our own thoughts, methods, ways of thinking and ways of teaching
(physically and mentally) every once in a while. Also, to have
possibilities to share some thoughts with others. These conversations
made me analyse my own doing more. I have been teaching for a long
time and I’m still interested in learning more and developing my own
teaching.
%,5*,77$ ,¶P PRUH DZDUH RI GL̆HUHQW SURVSHFWLYHV DQG VROXWLRQV LQ P\
teaching. I have a clearer angel on my own doing, because I have been
a part of a lot of conversations and having to clarify what I do myself
in teaching. Since there is so little supervision at my institution it has
given me a chance to open up with the ideas I have, and it has given me
a strong feeling of knowing that I need to do it more.
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CECILIA: This project made me realise that it’s not all about the years of
experience, it’s more about the state of mind and attitude. There’s no
reason for me to think less of myself as professional. Also, problems
are quite same no matter where we are, lack of money, lack of time...
Emma mentioned how this project inspired her to develop a similar project in her own
institution crossing also musical styles.
EMMA: I my institution there are a few vocal pedagogues. We have been very
busy doing our own ”thing”, and as we also teach other subjects the time
has been our enemy. A direct result of my taking part in the project is
that we are now taking time together to develop a common ground for
the vocal teaching, the expectations for student development, and will
soon be working more in detail on assessment criteria. We are also
planning more group teaching, workshops and master classes (we
had some before, but there will be more), for the students. As singers
DQGVLQJLQJSHGDJRJXHVZHFRPHIURPGL̆HUHQWWUDGLWLRQVDVGRWKH
students. But we are looking at this as one of our strengths in our music
education program. I am excited and inspired to work for an even
EHWWHUWHDFKLQJWKDWDOORZVXVWRWKLQNGL̆HUHQWO\EXWDWWKHVDPHWLPH
to have some joint visions.
Daniela had noticed changes in her approaches to teaching and content.
DANIELA: After this project, I will be more active in contacting other vocal
teachers, asking more questions and sharing thoughts about vocal
education. This project broadened my way of thinking in many aspects
of vocal education. I got to be more aware of how I’m teaching and also
how would I like to teach; to be able to guide and help the students to
¿QGWKHLURZQYRLFHVDQGWKHLURZQFDUHHUV,DOVRVWDUWHGWRSUHSDUH
new exercises to my students more often. My role has also changed
a bit from “only vocal jazz education” to more “genre free vocal
education”. Maybe this project also helped me divide these certain roles
in my teaching and also gave me more understanding to other ways of
teaching.
Emma mentioned that because she recorded the conversation following a video of a
student performance, she could use that material to write an article about assessment
and evaluation. The group gave her a permission to do that.
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5.2 Results of the participants’ articulation of their pedagogical
thinking and practices
The professional conversations in the project of this study were structured according to
the eight questions I had compiled from the interviews in which the participants were
asked what challenges of their work they would like to raise up for the professional
conversations of this project. In the analysis these eight questions provided the study
with appropriate categories. The results are presented in the order the questions
ZHUH DGGUHVVHG LQ WKH SURFHVV $V WKH SURIHVVLRQDO FRQYHUVDWLRQV VRPHWLPHV ÀRZHG
naturally from one question to another, several questions were also addressed in other
FRQYHUVDWLRQV ,Q DQDO\VLV DOO TXRWDWLRQV FRQFHUQLQJ D VSHFL¿F TXHVWLRQ SUHVHQWHG LQ
GL̆HUHQWFRQYHUVDWLRQVRUUHÀHFWLRQVDUHFRQVLGHUHGDVDZKROH

5.2.1 How much and what kind of knowledge is needed?
7KLV TXHVWLRQ ZDV FRPSLOHG IURP GL̆HUHQW LGHDV HPHUJLQJ LQ WKH LQWHUYLHZV 0DQ\
participants mentioned the challenges in choosing what to teach out of such a large
¿HOGRIPXVLFDODQGYRFDOVNLOOV7KLVZDVUHIHUUHGWRHJZKHQFRQVLGHULQJWKHZLGWKRU
depth of knowledge and skills, when talking about the amount of information available
and when choosing the repertoire. As described in section 1.2, popular music and jazz
education in the Nordic countries usually includes many musical genres. Balancing in
between the requirements of the curriculum and students wishes of what they want to
study was also found challenging.
Before the discussion, in order to make sure everyone understood the question
similarly, I asked the participants whether they thought it concerned the quality and the
depth of knowledge, or a list of things students need to know. The participants understood
the question as pertaining to the background of teaching and repertoire. One participant
mentioned that within institutions there is a certain amount of knowledge one needs to
have and that teaching has to adapt to this requirement. An important aspect seemed
to be the individual needs of students. Teaching also has to adapt to what the skills are
needed for. As the facilitator I tried to create a common ground for the discussion by
asking again whether they were thinking of the depth of the knowledge or the quality
of the knowledge. As an example, I mentioned surface and in-depth knowledge. This
question was not answered as such but the participants felt that the question is related to
the individuality of the teacher and the student. Students and their needs and ambitions
were mentioned as the most important aspect.
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ANNA: Some of the students are going become really focused on something.
But for example, to be able to work with choirs, you have to learn how
WRVLQJVWUDLJKWRQDQRWH6RGL̆HUHQWDQJOHVGHSHQGLQJRQZKRWKH\
are and what they’re going to be.
BIRGITTA: I think it also depends on what kind of student you have. If you
have a student who is working towards being an artist, sometimes the
PRUH\RXOHDUQWKHKDUGHULWJHWVWRUHDOO\¿QG\RXURZQYRLFH7KH\
can do everything and at the same time they don’t know what they are
doing. Sometimes people develop that special sound without knowing
the concept or what they can not do. It creates limitations.
The collaborative work started with a brainstorming session. I asked the participants
to write on sticker notes as many things as possible connected to the question ”How
much and what kind of knowledge is needed”. After putting the notes on the wall, we
QRWLFHGWKDWVRPHWKRXJKWVUHIHUUHGWRVWXGHQWV¶VNLOOVDQGVRPHWRWHDFKHUV¶VNLOOVDQG
DOVRWKDWVLPLODUWKHPHVFRXOGEHLGHQWL¿HG7KHVHWKHPHVZHUHFDWHJRULVHGDV PXVLF
skills, 2) technical skills, 3) psychological skills and 4) pedagogical skills. A few notes
were not related to any of these and remained uncategorised.
7KH ¿UVW FDWHJRU\ µPXVLF VNLOOV¶ FRQVLVWHG RI LGHDV DERXW NQRZOHGJH DQG VNLOOV LQ
basics of music (ear training, sight reading, analysis), music history, “present music”,
improvisation, other instruments and choosing repertoire. Many comments emphasised
WKH LPSRUWDQFH RI NQRZLQJ ZKDW LV FRQVLGHUHG FRUUHFW ZLWKLQ GL̆HUHQW PXVLFDO VW\OHV
and also understanding variety within these styles. One participant mentioned in
several discussions that the student needs to know this, but they are still allowed to
make personal choices and sing how they wish. The participants did not clarify whether
they had thought such knowledge and skills to be required from the teacher or from the
student, but it can be understood from the context, that these competences referred to
the student.
7KHSDUWLFLSDQWVSODFHGLGHDVFRQQHFWHGZLWKWKHVLQJHU¶VLQVWUXPHQWWRWKHFDWHJRU\
µWHFKQLFDOVNLOOV¶7KHFRQWH[WVXJJHVWVWKDWWKHWHDFKHULVH[SHFWHGWRKDYHWKHVHVNLOOVLQ
order to teach them. There were several ideas about the knowledge of the human body,
the voice as an instrument, its functions and its kinaesthetic feeling. Technical skills
were also seen to be in close connection to interpretation. One sticker note, ”knowing
the most common vocal techniques to communicate with the students” concerned the
WHDFKLQJVNLOOVDQGUHIHUUHGWRGL̆HUHQWYRFDOPHWKRGVRUPRGHOVEXWODWHULQDQRWKHU
conversation it was also mentioned, that knowing about the most common vocal methods
is useful for the student as well.
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7KH FDWHJRU\ µSV\FKRORJLFDO VNLOOV¶ FRQVLVWHG RI VHYHUDO GL̆HUHQW YLHZSRLQWV $V
a central psychological skill for teachers the participants mentioned knowledge of
LQWHUDFWLRQLQWKHFODVVURRP7HDFKHUVQHHGWRDFFHSWKRZELJRIDQLQÀXHQFHWKH\KDYH
RQWKHVWXGHQWDQGKRZWKH\H̆HFWWKHHQHUJ\LQWKHURRP,QVSLULQJZDVVHHQLPSRUWDQW
as well as learning to “shut up” and draw boarders if needed. One participant mentioned
WKDWLWLVLPSRUWDQWQRWWRSURMHFWRQH¶VRZQYRFDOLQWHUHVWVRUFKDOOHQJHVRQWKHVWXGHQW
7KH WHDFKHUV¶ DQG WKH VWXGHQWV¶ PLQGVHW ZHUH PHQWLRQHG VHYHUDO WLPHV WKURXJK VXFK
WHUPVDVµGDULQJ¶µJURZLQJLQEUDYHQHVV¶µKDYLQJFRXUDJH¶µKDYLQJDFRQQHFWLRQWRRQH¶V
IHHOLQJV¶DQGµEHLQJKRQHVWZLWKZKDWRQH¶VVNLOOVUHDOO\DUH¶6RPHLGHDVSODFHGLQWKLV
category were very practical and connected to working life demands. For example, ‘being
LQVKDSHDVDVLQJHU¶UHIHUUHGWRWKHSK\VLFDOUHTXLUHPHQWVRIDVLQJHUDQGXQGHUVWDQGLQJ
GL̆HUHQWMRERSWLRQVWRNQRZLQJKRZWRJHWHPSOR\HGLQZRUNLQJOLIH6RPHLGHDVZHUH
according to the participants relevant to more than one category. For example, technique
and personal expression were also seen as psychological skills.
The ideas placed under the category pedagogical skills mostly concerned the teacher.
6LQFHDOOSDUWLFLSDQWVZHUHWHDFKLQJLQVFKRROVWKDWR̆HUYRFDOWHDFKHUHGXFDWLRQWKHVH
ideas can also be understood also as being connected to teacher training. As a starting
SRLQW GHYHORSLQJ SHGDJRJLFDO VNLOOV ZDV VHHQ DV WKH WHDFKHU¶V UHVSRQVLELOLW\ 9DOXLQJ
VWXGHQWV¶LQGLYLGXDOLW\ZDVDOVRVHHQDVYHU\LPSRUWDQW7KHWHDFKHUVKRXOGKDYHVẊFLHQW
knowledge about human psychology, understand and acknowledge individual abilities
and goals of the students and acknowledge their progression. The individuality of the
student was also emphasised in comments such as “being aware of the special person
in the room” and “knowing how to make use of the unique sound and make it grow”.
The sticker note “understanding that it depends on to whom we give the knowledge”
SRLQWHGRXWWKDWDQLPSRUWDQWSHGDJRJLFDOVNLOOLVWDNLQJWKHVWXGHQWV¶LQGLYLGXDOZD\V
of learning into account.
At times themes of psychology and pedagogy intertwined. The participants mentioned
IRUH[DPSOHDFNQRZOHGJLQJRQH¶VRZQLQWHUHVWVDVDQHGXFDWRUWHDFKHUDQGDVDQDUWLVW
as a pedagogical skill. Also, the mindset of the teacher and the student was challenged in
the thought of “not judging but accepting”, which emphasises that learning and teaching
should be approached positively, and in the idea of “learning through failure”, a notion
that underlines the importance of trying despite of the outcome.
Teaching the students to take the responsibility and at the same time learning how
not to take responsibility as a teacher was seen important. This requires teaching the
students proper learning skills and being a good listener and communicator. On the
other hand, “giving precise knowledge based on experience” was mentioned, which
GHVLJQDWHVWHDFKHU¶VSHUVRQDONQRZOHGJH7KHSDUWLFLSDQWVDOVROLVWHGFRQFUHWHWHDFKLQJ
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ideologies and methods as pedagogical skills such as supporting knowledge layer by
layer (constructive thinking), understanding that usually slowly, little by little, works
better than all in, answering the demand (teaching what the student wants to know)
and having a bag of concrete things if pictures fail. I understand this notion to concern
teaching through mental images, a common method used in vocal teaching. The content
of teaching should also prepare the students for working life as suggested by one note:
“making students understand what work possibilities they may have as a singer or as a
WHDFKHU´³+RZWRORRNIRUDQGFKRRVHUHSHUWRLUH´ZDV¿UVWVHHQDVDPXVLFVNLOOEXWZDV
also mentioned as a pedagogical skill.
There were two sticker notes, that the participants did not place under any category.
7KH ¿UVW ¶LQVWUXPHQW YV KXPDQ ERG\¶ FDQ EH LQWHUSUHWHG LQ VHYHUDO ZD\V %HFDXVH
of time limits, the participants could not go deeply into all ideas mentioned, and this
LGHD ZDV QRW GLVFXVVHG IXUWKHU 7KH VHFRQG XQFDWHJRULVHG VWLFNHU QRWH ¶3$ VNLOOV DQG
PLFURSKRQHWHFKQLTXH¶GLGQRWFRQQHFWGLUHFWO\WRPXVLFRULQVWUXPHQWVNLOOVEXWZDV
still found important.

+RZFDQZHJXLGHWKHVWXGHQWVWRÀQGWKHLURZQYRLFH"
In the interviews the participants mentioned several challenges that concerned the
FRQFHSWµRQH¶VRZQYRLFH¶
DANIELA: Finding your own voice is very important. Because of too much
DYDLODEOHLQIRUPDWLRQVWXGHQWVGRQ¶WJHWWREHWKHPVHOYHVDQG¿QGWKHLU
own voices, understand who they are, what their voice is or what their
special way of doing things is.
BIRGITTA: The challenge for the students in our area is, that it depends so
PXFKRQWKHP7KH\QHHGWR¿QGRXWZKDWWKH\ZDQWWRGRDQGKRZ
they sound.
EMMA: You are supposed to make your own unique sound. Your person is
so important when you sing, who you are, how you interpret the songs
DQGZKDW\RXZDQWWRVD\DWWKHVDPHWLPHWU\LQJRXWGL̆HUHQWWKLQJV
EXWQHHGLQJWR¿QG\RXURZQGLUHFWLRQ
Considering how to facilitate this question I realised that the concept needed to be
GH¿QHG , FUHDWHG IRXU TXHVWLRQV ZKLFK , KRSHG ZRXOG FODULI\ WKH FRQFHSW 7KH ¿UVW
TXHVWLRQFRQFHUQHGWHUPLQRORJ\:KDWLVDVLQJHU¶VRZQYRLFH"WKHVHFRQGFRPSHWHQFHV
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:KDW VNLOOV RU NQRZOHGJH DUH UHODWHG WR LW"DQG WKH WKLUG WHDFKLQJ :KDW SHGDJRJLFDO
WRROV GR \RX XVH LQ JXLGLQJ \RXU VWXGHQWV WR ¿QG WKHLU RZQ YRLFH" 2ULJLQDOO\ , KDG
IRUPHGDIRXUWKTXHVWLRQDERXWWKHHQGUHVXOW:KDWVKRXOGWKHJRDORIJXLGLQJEH"EXW
GXULQJWKHGLVFXVVLRQ,UHDOLVHGWKDWWKLVTXHVWLRQZRXOGEHDQVZHUHGWKURXJKWKH¿UVW
three questions.
I then asked the participants to individually answer these three questions in writing.
I formed two groups based on where they were seated. Birgitta and Cecilia formed one
group, and Anna, Daniela and Emma the other. The participants shared their sentences
and the thoughts behind them with their group and then combined their ideas. These
FRPELQHG LGHDV ZHUH WKHQ SUHVHQWHG WR HYHU\RQH 7R WKH TXHVWLRQ ´:KDW LV D VLQJHU¶V
own voice?” two groups answered:
BIRGITTA and CECILIA: It’s a combination of the instrument and what the
singer wants to say.
ANNA, DANIELA and EMMA: Singer’s own voice is a combination of
physiology, psychology and the self- and musical awareness, and also
the decisions we make with the instrument and music.
These sentences were then discussed, and the two groups combined their ideas as
following:
It is a combination of the physiology, psychology, self and musical
awareness, and what the singer wants to say with the instrument and
the music.
7RWKHTXHVWLRQ´:KDWVNLOOVRUNQRZOHGJHDUHUHODWHGWRLW"´WKHWZRJURXSVDQVZHUHG
BIRGITTA and CECILIA: It’s a combination of teacher’s skills to read and
understand the student and together use and choose tools and methods
ZLWKGL̆HUHQWDQJOHV>«@ WKHHQGRIWKHVHQWHQFHLVGHOHWHGEHFDXVHRI
anonymity)
ANNA, DANIELA and EMMA: To be in the moment and present, as your own
self.
In discussing these answers, it became evident that the participants had thought of
GL̆HUHQWDQJOHV,DVNHGZKHWKHUWKHFRQYHUVDWLRQZDVDERXWWKHWHDFKHURUWKHVWXGHQW
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being in the moment and present. They agreed that both angles would be important and
DJUHHGRQWKHVHWZRVHQWHQFHVDV¿QDODQVZHUV
For the teacher it is the skills to read and understand the student and
WRJHWKHUFKRRVHDQGXVHWRROVDQGPHWKRGVZLWKGL̆HUHQWDQJOHV>«@
For the student it is to be in the moment and to be present as yourself.
7R WKH TXHVWLRQ ´:KDW SHGDJRJLFDO WRROV GR \RX XVH LQ JXLGLQJ \RXU VWXGHQWV WR ¿QG
their own voice?” the two groups answered:
%,5*,77$ DQG &(&,/,$ ,W¶V D FRPELQDWLRQ EHWZHHQ SUHVHQWLQJ GL̆HUHQW
ways of singing to allow the student to sound like they want, to make
a lot of recordings and improvisations to get the students to hear what
FRPHVWKURXJKDQGJHWWKHVWXGHQWWR¿QGRXWZKDWWKH\OLNHRUZKDW
they have special.
ANNA, DANIELA and EMMA: Allowing the students to search themselves
and letting them acknowledge who they are now. And also, that they
are constantly growing.
In the discussion that followed participants considered the meanings of the chosen
words. They mentioned that some words were not clear or wide enough to describe the
phenomenon. For example, “hearing what comes out” could be understood as only being
connected to the voice or in terms of development. Instead, Birgitta suggested this theme
should be approached through questions such as: Is this me? Can I recognise myself?
Is this my voice? Is this what I want to say? After the discussion I facilitated forming a
synthesis and all participants accepted the following sentence:
,W LV SUHVHQWLQJ GL̆HUHQW ZD\V RI VLQJLQJ DOORZLQJ WKHP WR VHDUFK
for themselves and their musical expression, using recordings and
improvisation to get the students to hear what comes through, helping
WKHP WR ¿QG RXW ZKDW WKH\ OLNH OHWWLQJ WKHP DFNQRZOHGJH ZKR WKH\
are now and at the same time understanding that they are constantly
growing and developing, and helping them understand what is the
special thing they’ve got and why they are doing music.
This topic was not easy to verbalise. Some participants said that the formulation
RIWKLVVHQWHQFHZDVQRWDGHTXDWHHQRXJKDQGWKLQJVZHUHPLVVLQJ%HLQJWRRVSHFL¿F
would make it impossible to include everything, but it was also hard to describe the
109

phenomenon in wider terms. Still, the participants appreciated the chance to discuss the
topic. At this point the choice of continuing to other matters was made and I asked the
participants to think about this in their own time and maybe return to it later.
7KHLGHDRIVWXGHQWV¶RZQYRLFHZDVPHQWLRQHGODWHULQRWKHUGLVFXVVLRQVLQZKLFKWKH
participants shared their ideas on how to approach it pedagogically. Daniela described
how she often faces situations in which her student approaches singing very technically
ZLWKTXHVWLRQVOLNHµ:KDWNLQGRIDVRXQGVKRXOG,KDYHLQDVRQJ"¶RUµ:KDWVKRXOG,GR
KHUHRUZKDWH̆HFWVKRXOG,KDYH"¶6KHVXJJHVWHGWKDWVWXGHQWVRIWHQGRQRWWUXVWWKHLU
RZQYRLFHVZKRWKH\DUHDQGKRZWKH\VRXQG,QVWHDGRI¿QGLQJWKHGHVLUHGVRXQGIURP
RXWVLGHWKH\VKRXOGWUXVWWKDWWKHVRXQGRIWKHLURZQYRLFHFDQEHDSSOLHGLQGL̆HUHQW
styles. Cecilia shared some of her teaching practices in dealing with this challenge:
CECILIA: To those students who don’t know what to do or what they want,
I give a lot of listening tasks. They have to listen to a lot of music and
bring it to our lessons, music that they don’t like at all, artists or songs
that they hate for some reason, and music that they love. The idea is to
WU\WR¿QGRXWZK\WKH\KDWHRUORYHFHUWDLQPXVLF7KLVZD\WKH\WU\WR
¿QGRXWWKHLURZQJRDOVDQGLGHDVRIZKDWWKH\ZDQWWKHPVHOYHV,FDQ
KHOSWKHPWR¿QGWKHLURZQYRLFHDQGRZQPLQGDQGZKHUHWKH\FDQJR
during the time we work together.
Others had acknowledged the same challenge. Interestingly, they mentioned using
VRQJZULWLQJDVDWRROEHFDXVHZKHQRQHZULWHVRQH¶VRZQPXVLFWKHUHLVQRYRFDOLGHDOWR
copy. Birgitta described it as “a direct way to oneself”. Cecilia had also asked the students
to approach songs through sheet music only, which could be approached without an aural
reference. Many participants agreed that the culture of having references is very common
LQWKLV¿HOG$FFRUGLQJWR'DQLHODWKLVPD\EHFDXVHGE\WKHVLQJLQJFRPSHWLWLRQVRQ
television.

5.2.3 What are the right criteria in evaluating popular music and jazz singing?
The issue of evaluation was approached through watching a video of a student
performance brought by one of the participants. In the general conversation before the
YLGHRWKHSDUWLFLSDQWVVKDUHGWKHLULQVWLWXWLRQV¶FRQYHQWLRQVLQDVVHVVPHQWZKLFKYDULHG
remarkably. Depending on the school there were two to four teachers in the panel. In
some institutions the teacher of the student could be part of the panel, in others that had
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not even been considered. Some institutions used adjudicators17, some did not think it
was necessary. Also, numbers, letters and/or verbal assessment were used depending on
the institution. Some teachers mentioned that their institution uses recorded videos in
assessment, if a panel member could not be present in the performance.
Before showing the video, the participant informed others that she had asked for the
VWXGHQW¶VSHUPLVVLRQWRVKRZLWDQGWKDWVKHKDGQRWWDXJKWWKHVWXGHQWRQWKHYLGHR
KHUVHOI6KHDOVRPHQWLRQHGWKDWLQKHULQVWLWXWLRQWKH\KDYHDFXVWRPRI¿UVWGLVFXVVLQJ
WKHVWXGHQWV¶SKDVHRIVWXGLHVDQGWKHUHTXLUHGOHYHOZLWKLQWKHSDQHO,QWKHVHGLVFXVVLRQV
the assessment board also considers whether the student is studying to become an artist
or a teacher, and what musical style the student focuses on. She also mentioned that the
SHUIRUPDQFHLQTXHVWLRQZDVYLGHRWDSHGLQWKHPRUQLQJZKLFKPD\EHDGL̇FXOWDQG
unusual time to perform.
$IWHUZDWFKLQJWKHYLGHR,IDFLOLWDWHGWKHFRQYHUVDWLRQZLWKWKHTXHVWLRQµ:KDWGLG
\RX SD\ DWWHQWLRQ WR"¶ $OO DVSHFWV WKH SDUWLFLSDQWV PHQWLRQHG GXULQJ WKH ¿UVW URXQG
of comments were written down: pitch, vocal technique, body work, energy, presence,
feeling, contact, working with the band, going for it, boldness, working with the
audience, lyrics and choice of repertoire. I then asked whether these could be connected
to some of the categories we had formed earlier in the question ‘How much and what
NLQG RI NQRZOHGJH LV QHHGHG¶ 7KH SDUWLFLSDQWV LGHQWL¿HG PXVLF VNLOOV WHFKQLFDO VNLOOV
DQGSV\FKRORJLFDOVNLOOV7KH\DOVRQRWLFHGWKDWWKHFDWHJRU\µPXVLFVNLOOV¶ZDVPLVVLQJ
from the aspects they had paid attention to, so musical interpretation and expression
were added to the previous list. The conversation continued by combining aspects
WKDW WKH SDUWLFLSDQWV KDG PHQWLRQHG 7KH ¿UVW PXVLF VNLOO WKDW ZDV PHQWLRQHG DV DQ
object of assessment was pitch, which according to the participants is the correlation
of support, articulation and interrelation of ear and muscles. The participants also
mentioned dynamics, sense of subdivisions, and choices of instrumentation. As
technical skills they mentioned breathing, use of body muscular work, grounding and
body balance, energy level, coordination, balance of vocal folds and air pressure, use of
registers, ornamentation and loudness. Relating to psychological skills the participants
mentioned having feelings and controlling them, having thoughts behind the lyrics, and
having a strong stage presence. Matters concerning the performance on stage were also
mentioned: contact with others on stage, energy to and from the band, active listening,
the use of microphone and microphone stand, contact with audience, choosing the right
songs and the set up of the performance.

17

$GMXGLFDWRUVDUHPHPEHUVRIWKHDVVHVVPHQWERDUGFRPLQJIURPRXWVLGHRIVFKRRO¶VRZQFROOHJLDOERG\
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:KHQ WDONLQJ DERXW WKH FRQFHSW µHQHUJ\ OHYHO¶ WKH QRWLRQ RI YHUEDOL]LQJ DEVWUDFW
matters in feedback was addressed. Cecilia had experienced that not every student
understands for example the concept of high energy or lack of energy. She mentioned
that not everyone learns through mental images, either. Cecilia asked whether the
SDUWLFLSDQWVNQHZGL̆HUHQWZD\VRIH[SUHVVLQJWKHFRQFHSWRIHQHUJ\
(00$6WXGHQWVSUDFWLFHWRJHWWKHHQHUJ\WRÀRZWKHZD\ZHZDQWLWWR
BIRGITTA: Video recording it maybe in order for them to see themselves.
ANNA: It’s important to say it in a way, that nothing needs to be taken away,
WKDWWKHVWXGHQWVKRXOGXVHWKHHQHUJ\DQG«
DANIELA: Channel it.
BIRGITTA: Yeah. So, it’s not a bad thing, it’s normal.
FACILITATOR: Could you say the same in a very concrete way without
using abstract terms? What could we say to a student who just doesn’t
understand the concept of energy?
CECILIA: For me it might be two things. One is posture, so it’s balanced
according to the way the student wants to use his or her voice, the
muscle work. It also has to do with the vocal folds and air pressure.
They have to be in a balance. Even if the student wants to shout there
still needs to be balance or it will hoarse his voice.
DANIELA: In my opinion we are talking about music that has lyrics. If the
music includes a vocalist, everything is really tied to the thought behind
the lyrics. If one is really in them, they form the intention of what do
RQHZDQWVWRVD\ZLWKWKHPXVLF,IWKDW¶VODFNLQJRUJRLQJWRDGL̆HUHQW
GLUHFWLRQLW¶VVXSHU¿FLDO2QHVKRXOGQ¶WPLVVWKHZKROHSRLQWZK\DP
I singing this song, am I really standing behind it, do I want to sound
like this, is there authenticity behind it. That comes with the lyrics.
CECILIA: The type of person who doesn’t understand the concept of energy,
doesn’t understand how to put emotion in lyrics, either. So maybe the
kinaesthetic way of explaining, that there must be your body behind
WKHO\ULFVZRUNVEHWWHU%XWWKLVLVYHU\GL̇FXOW
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FACILITATOR: It’s one of the key questions in giving feedback as teachers.
Are we understood? Are we talking about things that are clear to us but
are not received by the student?
CECILIA: This is the reason why a few of my colleagues have gone to the
Vocal Methods way of explaining singing.
(00$,W¶VFRQFUHWHDQGLW¿WVWKHLUQHHGVZKHQWKH\GRQ¶WIHHOWKLVZD\
DANIELA: I’m still very much behind the thought that you have to have the
feeling and emotion.
FACILITATOR: How would you describe feeling an emotion if the student
says I did have it?
DANIELA: I would say what were you thinking, what was your attitude,
what story did you have, how did you feel, why did you choose this
song? I would really go deep into what was your feeling, what had
happened before and what was about to happen, what did you want to
say there. I would search for the emotions from the thought behind the
story. Through that I would have got it through because I’ve used these
GL̆HUHQWHPRWLRQVPDQ\WLPHV6WXGHQWV¿QGWKLQJVZKHQWKH\UHDOO\
have to go into their own lives. It’s not just performing, it’s about how
they are and how they feel and what they have experienced.
CECILIA: I have used feeling emotions for example if the song is about
sadness. Of course, I don’t want to push anyone to think of their
childhood and when they were sad, not that far. I might ask if they
can think of something sad but not too sad, and where they felt it, a
concrete feeling if they think of something bad is happening. I get the
process started through these real physical feelings. It works.
BIRGITTA: But sometimes if you ask do you feel it here or do you feel it there,
still for some it’s totally air.
$11$ , XVH SRODULVDWLRQ )RU H[DPSOH EHLQJ LQ WKLV SRVLWLRQ >OHDQLQJ
IRUZDUG@DQGUXQDQGEHLQJLQWKLVSRVLWLRQ>OHDQLQJEDFNZLWKRSHQ
FKHVW@DQGUXQDQGEHLQJLQPLGGOH$VNWKHVWXGHQWVWRUXQDQGWKHQ
KDYHWKHPOLHGRZQ$QGIHHOWKHGL̆HUHQFHWKH¿UVWZDVKLJKHQHUJ\
here’s the low. So, polarizing actually works really well.
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BIRGITTA: It’s the same like taking a song and putting it up to a double
WHPSRDQGWKHQVXGGHQO\\RX¿QG\RXURZQWHPSR
CECILIA: That’s concrete.
BIRGITTA: There’s this exercise, I can show it to you. First you are standing
still and then you start falling and your feet just start walking. But I
don’t force them to walk further than they want and I stop when they
want to stop. This can give the student a very good idea of when you
don’t force things it feels like this, instead of pushing it by stomping
hard.
7KHVHWHDFKLQJPHWKRGVSRODULVDWLRQRIKLJKDQGORZHQHUJ\DQGIHHOLQJWKHGL̆HUHQFH
between pushing and not pushing were added to the previous list. The participants
then returned to the challenge of giving grades. Everyone agreed that giving grades was
GL̇FXOW (PPD HYHQ PHQWLRQHG WKDW VKH WKRXJKW LW ZDV GHYDVWDWLQJ IRU WKH OHDUQLQJ
SURFHVV &HFLOLD KDG WULHG WR VROYH WKH GL̇FXOWLHV E\ XVLQJ DQ HYDOXDWLRQ IRUP ZKLFK
included all aspects that were being assessed. After giving a number to all aspects on the
LQVWLWXWLRQ¶VVFDOHVKHFDOFXODWHGWKH¿QDOJUDGHIURPWKHDYHUDJH&HFLOLDH[SUHVVHGWKDW
she did not want to give numbers at all but preferred the evaluation form to grades based
only on intuition, because the form at least made all aspects of assessment visible. Other
participants wondered whether some things were more important in assessment than
others. Birgitta explained how for example problems in pitch may be an easily solvable
technical problem and therefore she would put too much emphasis on it in evaluation.
The challenge of evaluation was also addressed in another session when discussing
VWXGHQWV¶ YDU\LQJ LQVWUXPHQWDO VNLOO OHYHOV , DVNHG WKH SDUWLFLSDQWV ZKHWKHU WKH
challenges in varying instrumental skill levels relate to challenges in evaluating students.
Cecilia mentioned that in her institution there was no joint understanding of evaluation
EHFDXVH RI GL̆HULQJ YLHZV RQ UHTXLUHPHQWV IRU YRFDOLVWV %LUJLWWD H[SODLQHG WKDW WZR
VWXGHQWVPLJKWJHWWKHVDPHJUDGHIURPKHUEXWIRUGL̆HUHQWUHDVRQVDQGFULWHULD)RU
KHUWKHJUDGHFDQKDYH³DGL̆HUHQWÀDYRXULQVLGH´E\ZKLFKVKHPHDQWWKDWWKHJUDGH
PD\HPSKDVLVHGL̆HUHQWHOHPHQWV'DQLHODPHQWLRQHGWKHLPSRUWDQFHRIFRQFHQWUDWLQJ
RQWKHVWXGHQWV¶RZQSDWKDQGGHYHORSPHQW6KHSRLQWHGRXWWKDWWKLVFDQEHGL̇FXOWLI
there is change of teacher at some point. The new teacher does not know from where the
student has begun. Still, she believed in emphasizing individual competencies. Anna saw
this challenge in close relation to curriculum development:
ANNA: I often think about this in relation to how do we design a curriculum
for a future that is actually unknown. We don’t know what their future
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LV JRLQJ WR ORRN OLNH DQG SUREDEO\ LW¶V JRLQJ WR ORRN TXLWH GL̆HUHQW
from present. The things that matter in the future are for example
independent learning skills like we discussed, to be able to plan your
work in between lessons. Things like how you handle the unknown are
not as easy to evaluate. If you work on your technique, if you work
on getting to know music and if you work on theory, then you have
a wider possibilities of handling those unknown things, but it can be
easier to evaluate the more concrete things like how far they have
technically gone.
Emma understood evaluation as an on-going action regardless of the situation:
EMMA: Evaluation is always going on, we are always evaluating phrasing
or how the rehearsing has been going. We always evaluate together
with the students, and the students evaluate themselves.

5.2.4 What do we teach when there is no right or wrong?
,QWKH¿UVWLQWHUYLHZVWZRSDUWLFLSDQWVPHQWLRQHGWKHFKDOOHQJHVFRQFHUQLQJWKHFRQWHQW
LQYRFDOWHDFKLQJZKDWWRLQFOXGHIURPWKHH[WHQVLYH¿HOGVRIYRFDOWHFKQLTXHWUDGLWLRQV
of musical styles, and other related topics. They contemplated whether there is a right
and a wrong way to sing. One teacher told about her experiences from her student years,
ZKHQ ´WKH WHDFKHUV ¿OOHG PH ZLWK WKHVH ULJKWV DQG ZURQJV´ 6LPLODU H[SHULHQFHV ZHUH
later mentioned also in the professional conversations. The fourth question presented
in the process was formed as a compilation of the following comments of the interviews:
BIRGITTA: A big challenge is that it depends so much on the person. It’s not
like in classical singing where we have rules. If the music is from a
certain decade or country, it should sound a certain way. There are a
lot of rules to hold on to, and I think the challenge for the students in
our genre is, that it depends so much on them. How can we get into
who they are, what they want to share with the world and how do
they want to sound? There’s not even a rule there. And even if there is
some aesthetic rule, you can still break that rule and say you know you
shouldn’t so that, but you I do that anyway.
BIRGITTA: I really try not to say this is wrong, this is right, this sounds good,
this sounds bad. I never do that. Because I think that’s not my job. It’s
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a big world for them because there’s a lot of personal choices in it. But
that’s also what makes it interesting.
ANNA: It’s challenging because of the freedom in the choice of repertoire, and
how to build it up.
7KLV TXHVWLRQ ZDV GLVFXVVHG LQ WKH ¿UVW RQOLQH PHHWLQJ )LUVW WKH SDUWLFLSDQWV DOO
VKDUHG RQH WKRXJKW DERXW WKH WRSLF IURP ZKLFK WKH FRQYHUVDWLRQ QDWXUDOO\ ÀRZHG WR
GLVFXVVLQJGL̆HUHQWULJKWVDQGZURQJVDQGWHDFKLQJPHWKRGVWKH\XVHWRWDFNOHWKLVLVVXH
ANNA: The student is the most important thing, the center. And what the
students’ character, voice and personality are. And their thoughts
about the message. I usually take it from there, start with the student
DQGZRUNZLWKERWKWKHVRQJV¿QGLQJWKHLURZQYRLFHLQDVRQJDQG
their technique, when they need it.
CECILIA: I’ve found myself thinking a lot of what is right and wrong in
music. Can there be right or wrong? Can this be right only for me? In
my subjective opinion this is right and that is wrong, but how to make
someone else learn without me being too subjective, too much inside
my own opinions, but instead trying to be as objective as possible?
%,5*,77$,R̆HUP\VWXGHQWVVROXWLRQV$QG,JLYHWKHPWKHUHVSRQVLELOLW\WR
¿QGRXWZKDWLVULJKWIRUWKHP,WPHDQVWKDW,KDYHP\H[SHULHQFHRI
WKLQJVWKDWFRXOGZRUNZLWKWKHVRQJRUZLWKWKHWHFKQLTXHDQG,R̆HU
my student that knowledge. But then they have to take responsibility
about if it feels right for them.
The participants presented varying views in considering teaching tradition. This was one
of the topics in which teachers did not thoroughly agree on.
DANIELA: I think we teach tradition in many ways. And we do that from
our own experience. What do the students want to take from that? But
I think our responsibility is to teach the tradition and how it has been
done. And also, what makes certain things sound certain way. But
after that it’s up to the student.
BIRGITTA: But although you know the tradition you can still feel free to do
VRPHWKLQJGL̆HUHQWO\DQGVD\¶WKLVLVP\RSLQLRQWKDW¶VKRZ,ZDQWWR
do it’.
116

As discussed earlier, some institutions use adjudicators in evaluating student
performances. This was found problematic because of many reasons:
EMMA: Sometimes as a teacher you have to say what you think are the right
solutions out of your own experience. But here are some rights or
wrongs when it comes to their exams and assessment in them. I think
it’s far too hard sometimes to manoeuvre everything, because there is
no right and wrong and the students still have to choose. Sometimes
they don’t know what kind of opportunities they have, so you have to
present them with something from which they can choose. And then
they’re going to be assessed in this something, because they have to
get a grade. Also, the adjudicators may have some criteria, that makes
things right or wrong in students’ singing.
BIRGITTA: Who can judge if it’s right or wrong then?
EMMA: It’s a double standard. There shouldn’t be right or wrong so the
VWXGHQWV FDQFKRRVHWKHLUZD\DQG¿QG WKHLURZQYRLFH$WWKHVDPH
time someone from the outside comes and assesses what the students do
using some kind of criteria. The adjudicators have views about what’s
right and wrong, so sometimes it’s a bit scary to let the students choose
WRRIUHHO\%XWZKHQWKH\KDYH¿QLVKHGWKHLUVWXGLHVWKH\FDQFKRRVH
They do learn a lot of things this way, but at the same time it has to be
the student’s will at the centre, building up the student’s voice as it is.
,GLUHFWHGWKHFRQYHUVDWLRQWRWKHVHFULWHULDE\DVNLQJZKDWWKHSDUWLFLSDQWV¶LQVWLWXWLRQV
base their evaluation on. In many institutions the criteria were quite general and applied
to all instruments. Such criteria included for example musicality and technical level
as well as knowledge in tradition. Daniela mentioned that every school should have a
curriculum because it is ”the only way to evaluate”. But at the same time, she expressed
that these criteria may only be for schools, not for real life. Anna mentioned on several
occasions, that not all students are self-directed, and that they often ask the teacher to tell
them exactly what is required and what they need to do. Anna explained her pedagogical
thinking in such situations:
ANNA: I see it as a mission to give them the freedom of evaluating themselves
what they are doing. I try to strengthen them in the ability to trust their
ideas, to trust their own creativity and to trust that they actually can
ask themselves; “where am I, where do I want to go and how do I get
there?”. It doesn’t have to be the teacher saying what they need. So, the
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freedom of making those decisions is their responsibility. I see it really
as a mission, since our society seems to set us demands to accomplish
certain results. I think we can give them so much more than that.
,QRUGHUWRPDNHVXUHWKHGL̆HUHQWYLHZVZHUHXQGHUVWRRGFRUUHFWO\,DVNHGDJDLQLI
the participants thought that concerning tradition there is a right or wrong.
DANIELA: Yes, but they need to know to what to compare that right or
ZURQJ,QRUGHUWR¿QGWKHLURZQYRLFHWKH\KDYHWRNQRZZKDWWKHUH
LV WKDW WKH\ FDQ GR 7KH\ QHHG WR WU\ GL̆HUHQW WKLQJV DQG WKH\ QHHG
some guidance.
BIRGITTA: Still, when we teach about traditions, they have freedom to say
yes or no. It’s a personal solution. If I sing jazz in a folk way, I can do
that, and you can’t say that it’s wrong. You can say that I’m breaking
the tradition, but I have a right to do that as a singer. So, I would say
WKDWLWVWLOOGRHVQ¶WJLYHXVDULJKWRUDZURQJ%XWPD\EH\RXFRXOG¿QG
right or wrong in hearing issues, knowing the scales, singing in pitch
or making it swing, taking responsibility on the stage, communicating
and all these kinds of things are maybe a little easier to evaluate. We can
at least see, if it works. If there are three four professional musicians in
the panel and they agree, then maybe they are right. So, I don’t think
right or wrong is about tradition.
CECILIA: If I have students who know what they want, it’s much easier to
teach them the tradition and rules of how it used to be done. They know
how to use that information. But there are a lot of students that just
don’t know what to do, and they take everything the teacher says as
“words from God”. In these cases what to teach when there is no right
or wrong is problematic for me. I don’t want to give orders or sound
like this is the only way to do things. That’s why I like the idea that it’s
not necessary to obey the tradition.
DANIELA: Maybe I sounded too harsh in talking about right or wrong.
I’m not saying, that I would tell the student that now you are doing
something wrong. It’s just a matter of teaching them what there is and
the possibilities of what they can do. So, as it has been said, it’s easier
to evaluate scales, pitch and these certain things. We can just mark a
yes down on the paper, this was good. But then there are many things
we cannot evaluate because they require long-term studying and
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learning, like how to interpret music on their own. And they need a lot
of studying and a lot of guidance to know what there is and what styles
there are.
The challenges in evaluation were seen in close connection to the previous question in
WKH¿UVWJURXSGLVFXVVLRQ¿QGLQJRQH¶VRZQYRLFH
ANNA: I’m thinking about the discussion we had last time about the students
¿QGLQJWKHLURZQYRLFH,WPLJKWEHDQDQVZHUDJRDOPD\EHWKDWWKH
students have to take responsibility and really work with themselves,
EHFXULRXVDQGH[SORUH¿QGRXWZKDWWKH\ZDQWZKDWNLQGRIPHVVDJH
they have and what kind of songs they want to sing.
3DUWLFLSDWLQJWHDFKHUVKDGFUHDWHGGL̆HUHQWWHDFKLQJSUDFWLFHVLQHQKDQFLQJVWXGHQWV¶
ability to evaluate themselves. Birgitta emphasised communication with the student, the
words the teacher chooses. Often, instead of giving her own opinion, she involved the
student with questions like ”Is this how you wanted to sound?” or ”Does it hurt you?”.
She said that teaching through questions prevents both the teacher and the student from
evaluating everything and enhances discussion. Anna used the same teaching method
but also saw challenges in it. She wanted to be a teacher who asks questions and makes
the students responsible, but at the same time she sees that some of them are not ready
for that. Anna mentioned that she has to give them some ideas to start with. Birgitta
agreed that the teachers should give the student skills and knowledge for example about
the traditions and vocal techniques, but that in more personal matters she cannot give
the students right answers.
BIRGITTA: I still think that I’m more of a coach in these situations, when I
KHOSWKHPWR¿QGWKHDQVZHUVZKLFK,WKLQNWKH\DOUHDG\KDYHLQVLGH
themselves if they search.
7KHDLPVRIWKHYRFDOVWXGLHVVKRXOGDFFRUGLQJWRWKHSDUWLFLSDQWVUHÀHFWWKHJRDOV
of the students, for example whether they want to become artists or teachers. Daniela
DGGHGLQVWLWXWLRQV¶UHTXLUHPHQWVDVDQRWKHUUHOHYDQWDVSHFWWKHWHDFKHUKDVWRWDNHLQWR
consideration. Birgitta pointed out, that the present schooling system does not prepare
the students to think for themselves and take responsibility. She thinks higher education
LVWRRODWHRIDVWDJHWROHDUQWRUHÀHFWRQRQHVHOI$QQDDJUHHGWKDWWKLVNLQGRIWKLQNLQJLV
quite new to many of her students. She had noticed that some students do not even know
KRZWRUHKHDUVH$QQDVXPPDULVHGWKLVLGHDRIYDULHW\LQWHDFKHU¶VSRVLWLRQVDVIROORZV
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ANNA (revised): I think all of us agree on, that we go in and out of being
a library, an expert, a coach and a teacher, who knows what has to
be changed in vocal technique. So, we actually have a very wide
SHUVSHFWLYHRIGL̆HUHQWUROHVWKDWZHDFWRQDOOWKHWLPH$QGVRPHWLPHV
just be the one who asks questions, who walks by their side creating the
permissive atmosphere in which they are allowed to succeed, fail and
fall.

5.2.5 How can we navigate between different vocal methods?
As discussed in section 3.1, popular music and jazz vocal pedagogy has during the last
decades been shaped by international, commercially based vocal methods or models. In
WKH¿UVWLQWHUYLHZVWZRSDUWLFLSDQWVPHQWLRQHGFKDOOHQJHVWKDWGL̆HUHQWYRFDOPHWKRGV
and models have put on their professional identity and daily work. Emma described how
VKH KDV IRXQG LW FKDOOHQJLQJ QRW ZDQWLQJ WR EHFRPH D FHUWL¿HG WHDFKHU RI WKH PHWKRG
she was the most acquainted with because of outside pressure. She mentioned it would
make her become too focused on the ideals of that method. Also, getting the knowledge
of methods is expensive. Anna also explained how she in her work tries to think deeper
instead of just using methods.
7KLVWRSLFZDVDGGUHVVHGLQWKH¿UVWRQOLQHGLVFXVVLRQ,QWKHEHJLQQLQJ,DVNHGWKH
participants about their background in vocal methods or models. Most participants had
studied several methods or models, such as Complete Vocal Technique (CVT), Estill
Voice Training (EVT), Speech Level Singing (SLS), Anne Rosing Method, Singing Success
DQGFODVVLFDOVLQJLQJWHFKQLTXHZKLFKPDQ\SDUWLFLSDQWVPHQWLRQHGDVDµPHWKRG¶ZKLFK
WKH\KDGVWXGLHGRQO\IRUDVKRUWSHULRG1RQHRIWKHSDUWLFLSDQWVZHUHFHUWL¿HGWHDFKHUV
of any of these methods.
In order to address this phenomenon from a neutral starting point, in formulating the
TXHVWLRQDERXWYRFDOPHWKRGVRUPRGHOV,XVHGWKHYHUEµQDYLJDWH¶,EHOLHYHGWKHYHUEWR
KDYHDPRUHQHXWUDOPHDQLQJDQGEULQJIRUWKWKHGLYHUVHH̆HFWRIPHWKRGVDQGPRGHOV
RQWKH¿HOG7KHUHVXOWVDUHSUHVHQWHGKHUHDFFRUGLQJWRWKHWKHPHVWKDW,LGHQWL¿HGIURP
the professional conversation.
Gaining knowledge
Firstly, the methods and models were seen as means to gain more knowledge:
ANNA: I want to know as much as I can.
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CECILIA: I’m interested in everything including singing and technique and
also how people explain things.
Methods or models were also as understood as ways to get more tools for teaching:
%,5*,77$)RUPHLW¶VWRKDYHGL̆HUHQWDQJOHVDQGWRKDYHDVPDQ\ZD\VDV
possible to help the student.
'$1,(/$ ,¶G DOVR OLNH WR GLJ GHHSHU LQWR GL̆HUHQW PHWKRGV WR PD\EH ¿QG
some new answers or ways to explain things. So, I think it’s very nice
WRKDYHGL̆HUHQWPHWKRGV
In several comments the participants mentioned, that there are too many methods or
models for a teacher to master. Many participants stated that they wanted to learn more
about many methods.
EMMA: I’m very interested in knowing more about all methods, there are a
ORWRIWKLQJVWKDW,GRQ¶WNQRZVRPXFKDERXW,ZLOOKDYHWR¿QGVRPH
way to learn more about them, to be ready.
CECILIA: I think it would be interesting and nice for me if I could educate
P\VHOI HQRXJK WKDW LI VRPHRQH ZLWK D GL̆HUHQW PHWKRG EDFNJURXQG
would came to me I wouldn’t have to start searching the latest
knowledge.
7REHFHUWL¿HGRUQRW
)RUDOOSDUWLFLSDQWVQRWEHLQJDFHUWL¿HGWHDFKHURIRQHPHWKRGRUPRGHOZDVDLQIRUPHG
choice:
DANIELA: I don’t believe that only one can be a solution, there are so many
kinds of us.
6RPHSDUWLFLSDQWVWKRXJKWWKDWFRQQHFWLQJWRRQHPHWKRGRUPRGHODVDFHUWL¿HGWHDFKHU
ZRXOGOLPLWWKHLUYLVLRQRIWKH¿HOG
EMMA: I want to learn more but I don’t want to be a method teacher, I want
to see the bigger picture.
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&(&,/,$ , KDYH EHHQ DVNHG WR JR WR D WHDFKHU FHUWL¿FDWLRQ SURJUDP EXW ,
don’t feel like it, I want to be neutral. I appreciate how methods can
help us, but I don’t want to be a method teacher.
ANNA: I don’t want to pick a method.
(PPDKDGH[SHULHQFHGSUHVVXUHRIJHWWLQJDFHUWL¿FDWLRQ
(00$,VRPHWLPHVIHHOWKDW,VKRXOGEHDFHUWL¿HGPHWKRGWHDFKHUEHFDXVH
so many are studying to become that. What kind of singing teacher
DP , ZKHQ , GRQ¶W KDYH WKH FHUWL¿FDWLRQ" 2Q WKH RWKHU KDQG , GRQ¶W
want to have it. I sometimes feel pressure that everyone should have
DFHUWL¿FDWLRQHVSHFLDOO\ZKHQWHDFKLQJVLQJLQJLQKLJKHUHGXFDWLRQ
Cecilia explained that the situation can also be the other way around, that teachers with
FHUWL¿FDWLRQDOVRIHHOSUHVVXUH
&(&,/,$6RPHWLPHVWKHUHLVWKHVDPHSUREOHPDOVRZLWKDFHUWL¿FDWLRQ,W¶V
either whether you are or whether you’re not.
Methods as languages
The terminology produced by methods or models among popular music and jazz singing
ZDVGLVFXVVHGIURPGL̆HUHQWDQJOHV.QRZLQJGL̆HUHQWWHUPLQRORJ\DQGXQGHUVWDQGLQJ
the physiology behind them was one important reason for studying more than one
method:
CECILIA: It’s very useful to know the language the students are using.
BIRGITTA: It’s like having a joint language. When students call certain
singing phenomenon something, then I know what they are talking
about and use the same names or tell them “in my terms I would call
LW´ ,W HDV\ WR FRPPXQLFDWH ZLWK GL̆HUHQW VWXGHQWV $V D WHDFKHU ,
think it really helps to know about the techniques but also the language
about it.
DANIELA: Every method or model wants to help with voice technique of
singers and every method or model has certain terms that can help. I
think it’s very convenient to use one term from another method or
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another term from another. Some words just work better in certain
situations, so I feel comfortable using all that I’ve learned.
7HDFKLQJDFFRUGLQJWRPHWKRGV
All teachers welcomed methods and mentioned that they combine knowledge from
GL̆HUHQWPHWKRGVLQWKHLUWHDFKLQJ
DANIELA: There are many methods and models that can be useful for certain
people. I think they are good, but you have to always think who can
EHQH¿WIURPDFHUWDLQPHWKRG
&(&,/,$ ,W LV UHIUHVKLQJ DQG LQWHUHVWLQJ ZKHQ SHRSOH ZLWK GL̆HUHQW
backgrounds come together and we can discuss things.
BIRGITTA: I think we really need some ‘boxes’ in the beginning, and now we
know that there can be many boxes, we can search within them all.
'$1,(/$ ,¶G DOVR OLNH WR GLJ GHHSHU LQWR GL̆HUHQW PHWKRGV WR PD\EH ¿QG
some new answers or ways to explain things.
CECILIA: This abstractness is the reason why a few of my colleagues have
JRQHIRUYRFDOPHWKRGV,W¶VFRQFUHWHDQGLW¿WVWKHLUQHHGVEHFDXVHWKH\
don’t feel this more abstract way.
ANNA: The more tools I have, the more I pass them forward when they are
needed. So, I don’t want to present the method, I just want to give the
needed tools.
Teachers also saw challenges in using methods in teaching:
BIRGITTA: As teachers we have to trust, that even though the student cries,
my intuition tells me that this is the right way to go. And the more we
do that and the more we can see that we can trust that. Of course, that
draws us to do what feels right, instead of having a method.
BIRGITTA: As a teacher you try to be in connection with your intuition all the
time as a part of the improvisation style. When you don’t have an exact
idea, that will make you able to see who the student is in front of you,
instead of having this method.
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BIRGITTA: Having vocal lessons isn’t bad but you can really tell, who has
learned what method. You can hear it in the sound and it’s so boring.
But of course, it’s to get more knowledge about your voice.
The participants agreed that the basis of teaching should be in the individuality of the
student. According to several participants, the use of tools from one method only limits
the options of the teacher:
BIRGITTA: We need to teach them, even if it sounds like hippy, that they are
unique. That must be the basis from which we work instead of “I have
a method”, because that’s not unique.
ANNA: A starting point for me is to think of the student as an intellectual
and equal. When they come into my room, I don’t think that I’ll put
something on them, that’s not my starting point. It is to make an
incentive.
BIRGITTA: It’s much easier for the teacher to just say: we do it like this, I
have this method. I often think that’s why singing can end up with very
much technique.
Contradictions
7KH SDUWLFLSDQWV DOVR PHQWLRQHG WKDW WKH DUULYDO RI GL̆HUHQW PHWKRGV KDV FDXVHG
contradictions:
EMMA: I have some colleagues within classical singing that are very negative
WRZDUGVPHWKRGVDQG,KDYHRQHFROOHDJXHWKDWLVDFHUWL¿HGPHWKRG
teacher. There is a lot of resistance among teachers, especially those
who are practical teachers.
&(&,/,$:KHQWKH¿UVWPHWKRGFDPHWKHUHZDVDELJEDWWOHRIZKDWLVULJKW
and what is wrong and what is good and what is not. Promotion of
the method was very strong, and it made some teachers very anxious.
They wondered whether they had to teach everybody with this same
system.

124

Navigating
In general, the atmosphere in the conversation of vocal methods can be described along
with Emma:
(00$:HRQO\KDYHRQHYRLFHDQGGL̆HUHQWZD\VRIXQGHUVWDQGLQJLW
/LYLQJZLWKDQGLQEHWZHHQGL̆HUHQWYRFDOPHWKRGVZDVPHQWLRQHGWREHHDV\E\PDQ\
participants:
ANNA: I take courses, read books and listen to the examples and then I try to
QDYLJDWHEHWZHHQWKHGL̆HUHQWYRFDOPHWKRGV
EMMA: I don’t feel like I have so many things to navigate in between because
I don’t know so much about the other methods.
%,5*,77$,GRQ¶W¿QGLWKDUGWRQDYLJDWHHLWKHU,WHOOP\VWXGHQWVWKDWZKDW
I work most with this one method, but I don’t only use that. They know
that is not my religion and that things don’t have to be that way. I
tell them that for me this method has worked, but I’ve also searched in
other directions.
CECILIA: Most of my closest colleagues are now method teachers and we
have very good conversations about teaching. I have noticed that they
use the same tools as I do, even though they are method teachers and
I’m not. A good way to navigate.
BIRGITTA: When I do things with students, I tell them from whom I have
learned these things. It feels good to be totally open about that.
DANIELA: When I teach, I have to start from my own point of view, that I
have to tell where I get this from. So that it’s not the fact or the truth
for the student. It’s very comfortable navigating between all these
methods.
(00$ , XVH GL̆HUHQW WHUPLQRORJ\ QDYLJDWLQJ LQ EHWZHHQ :KDW NLQG RI
words I use depend on what’s helping the student. But it’s also a little
bit confusing to navigate.
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5.2.6 How do we deal with the individual differences in students’ instrumental skills
with limited resources?
This question was formed as a combination of several notions the participants mentioned
LQ WKH LQWHUYLHZV 7KH ¿UVW SDUW RI WKH TXHVWLRQ UHIHUV WR GL̆HUHQFHV LQ VWXGHQWV¶
instrumental skills when they enter higher education. Some participants mentioned
that in their institutions up to half of the students entering the program have low
instrumental skill levels, while the rest have studied years in pre-higher education and
are more advanced. Cecilia for example described how the hardest part of her work is
trying to teach students with lower skills levels how to become professionals. The second
part of the question focuses on the amount of vocal lessons and amount of time available.
It was generally agreed upon that it is a question of money because the less money there
LVWKHOHVVOHVVRQVFDQEHR̆HUHG&HFLOLDDOVRIRXQGLWKDUGWRSURYLGHWKHVWXGHQWVZLWK
individual processes, because some need more support that others.
The conversation revealed immense variety in the amounts of one-on-one tuition
LQ GL̆HUHQW LQVWLWXWLRQV 7KH\ DUH QRW UHSRUWHG KHUH LQ GHWDLO EHFDXVH RI VHFXULQJ WKH
SDUWLFLSDQWV¶DQRQ\PLW\EXWLWLVQRWDEOHWKDWLQGLYLGXDOWHDFKLQJUHVRXUFHVYDULHGIURP
having four 45 minutes lessons per semester to having six times more lessons. In some
institutions there was also group teaching available for singers in addition to one-on-one
tuition.
The participants shared their thoughts and ways to manage this situation. Daniela
pondered over the fact that she needs to accept that some students do not get very far
within their formal studies. She mentioned that it is important and also challenging
to provide them with enough information to continue learning outside of lessons and
school. Birgitta mentioned the large amount of content in teaching as another challenge.
,WZDVDOVRPHQWLRQHGWKDWVRPHWLPHVGL̇FXOWFKRLFHVQHHGHGWREHPDGH'DQLHODIRU
example explained that she did not have enough time to work with how to express the
lyrics, because the students had to learn so many other things. She was concerned that
the present tuition hours per semester are not enough to enhance deeper understanding
of the instrument. Anna had also experienced, that it takes time to build faith for the
students to trust what they already have as a starting point. Emma described how she
XVHV WKH WLPH GL̆HUHQWO\ ZLWK GL̆HUHQW VWXGHQWV 6RPH VWXGHQWV EHQH¿W IURP KDYLQJ
shorter lessons more regularly and some are able to have longer lessons less frequently.
However, she emphasised that the frequency of the lessons was always the decision of
the student.
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9RLFHDVDQLQVWUXPHQW
$FFRUGLQJWRWKHSDUWLFLSDQWVWKHOHDUQLQJSURFHVVRIWKHYRLFHDVDQLQVWUXPHQWGL̆HUV
IURPWKHOHDUQLQJSURFHVVRIRWKHULQVWUXPHQWV$VWKHGL̆HUHQFHZDVKDUGIRU$QQDWR
explain verbally during the conversation, the quotation here is taken from the corrections
Anna sent when checking her quotations:
ANNA (revised): When I learned to play the piano, I developed my muscle
memory through what I see in my hands, notes or chords. I’ve
KHDUG DERXW SK\VLRORJLFDO GL̆HUHQFH EHWZHHQ EHLQJ D VLQJHU DQG
an instrumentalist: For instrumentalists, synapses (electrical and
muscular relations) must be formed, from the brain to the lips or hands
DQG¿QJHUVDQGWKHQWRPHFKDQLFDOLQVWUXPHQWV7KLVLVGL̆HUHQWIURP
the singer whose instrument is directly linked to the brain, this is the
main reason why the process through which the singer learns his
LQVWUXPHQWLVIXQGDPHQWDOO\GL̆HUHQWWKDQKRZPRVWLQVWUXPHQWDOLVWV
learn to play theirs. There is an extra step on the road compared to
singers who are directly linked from the brain to the mouth from birth,
through speaking. Jazz pedagogy for singers must be better adapted to
the unique human instrument. This is even more critical when it comes
to teaching in vocal improvisation. Singer may not always be helped
by going “the instrumental” way.
Since most parts of the instrument cannot be seen, understanding its functions takes
more time. Some participants mentioned that this emphasises the need for adequate
time on teaching and more lessons:
DANIELA: Voice as an instrument is so abstract. There should be more time
WR¿QGWKLQJVVRWKDWWKH\DUHDEOHWRH[SODLQLWWRWKHLUIXWXUHVWXGHQWV
7KHOHDUQLQJSURFHVV RIVLQJLQJZDVDOVRMXGJHG WREHGL̆HUHQW EHFDXVH RIUHDVRQV
UHODWHG WR VWXGHQWV¶ DJH 'DQLHOD KDG QRWLFHG WKDW VLQJHUV RIWHQ ODFNWKH NQRZOHGJH LQ
basic music skills compared to other instrumentalists, for example in music theory.
Cecilia mentioned this was due to the fact that singers generally start learning their
instrument later than other instrumentalists, often as late as around the age of 16. If
the student enters the music school later in life, it is hard to meet the required learning
RXWFRPHVLQKLJKHUHGXFDWLRQ:KLOHWKHRWKHULQVWUXPHQWDOLVWVKDYHEHHQZRUNLQJIRU
\HDUVRQWKHLULQVWUXPHQWDOWHFKQLTXHYRFDOLVWVDUHRQO\¿QGLQJWKHLUYRLFHLQVLQJLQJ
However, Cecilia had noticed a change in this situation:
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CECILIA: This might change, because nowadays students can start the vocal
lessons and studying music earlier. Research has shown that it’s not
dangerous or a bad thing for children to take singing lessons.
The participants did not see insurmountable problems in teaching singing to children.
Birgitta noted that children sing from when they are born anyway. Anna continued how
LQKHUFRXQWU\LVZDVEHOLHYHGWKDWFKLOGUHQJRLQJWKURXJKWKHYRLFHFKDQJHVKRXOGQ¶W
take lessons, but she also thought that the situation has changed. Yet, there are things
to consider in teaching children: for instance, some participants suggested that teaching
VKRXOG QRW LQWHUIHUH ZLWK WKH QDWXUDO ZD\ RI FKLOGUHQ¶V VLQJLQJ DQG QRW PDNH WKHP
think too much. Daniela also raised imitation as an important aspect of learning. She
mentioned that it is very important to have good vocal examples for imitation.
7HDFKLQJUHKHDUVLQJVNLOOVDQGHPSKDVL]LQJVWXGHQWV¶UHVSRQVLELOLWLHV
Because of the limited amount of one-to-one tuition, teaching rehearsing skills and
practice routines was considered very important. Good practice routines can make up
for scarce tuition time, but this was also found challenging, because some students lack
practice routines:
ANNA: Some of my students are really experienced singers and we can
ZRUNPRUHRQWKHLQGLYLGXDOVWX̆%XW,DOVRKDYHVLQJHUVWKDWDUHOHVV
H[SHULHQFHGDQGWKH\RIWHQODFNSUDFWLFHURXWLQHV:HFDQ¿QGWKLQJV
that are really important to practice every day, but to actually get the
routines working is harder with the ones that are not so experienced.
,Q 'DQLHOD¶V H[SHULHQFH VLQJHUV RIWHQ KDYH H[SODQDWLRQV IRU DUULYLQJ DW WKH OHVVRQ
unprepared, such as that they have not had time to rehearse or they have not understood
how. In her opinion this is mostly just avoiding the responsibility:
DANIELA: It’s quite challenging to turn the thinking the other way around,
that they wouldn’t think practicing is a responsibility but an inspiring
thing to do.
In some comments the challenge of passing the responsibility on to the student
in a teacher-student relationship was addressed. For example, Birgitta proposed that
students should understand that one learns mostly working outside of lessons. Still, some
students just try to make the teacher happy instead of taking charge of their learning:
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ANNA: Rather than thinking about teaching I think about learning, because,
as somebody already said, it is about the interaction. I’m not
supposed to just give the knowledge they should have. It’s a two-way
communication, we explore things together.
$QQDKDGDOVRQRWLFHGWKDWLQWKHEHJLQQLQJWKHVWXGHQWVORRNIRUKHUFRQ¿UPDWLRQDOO
the time. She considered this understandable because the teacher needs to be more in
lead when the student does not know enough yet. But she also emphasised that later the
teacher has to let go more and more. Birgitta told an example about her similar thoughts
in teaching:
BIRGITTA: Instead of me telling them that they are standing in the right
position, they take the responsibility of thinking how it feels for example
to be in the right position. This is another way of thinking, the whole
starting point actually. They have to be much more involved, and to be
able to reproduce the feeling instead of the teacher telling this is right
and this is wrong.
ANNA: That’s a part of trusting yourself when you start actually listening to
yourself and how things feel.
The participants had also witnessed how learning popular music and jazz singing can
be frustrating. Anna said that many students want “frustration-free lessons” and instead
of having to think themselves they want a list of things they need to do. She mentioned
that it is sometimes tempting to go into the role of being the leader as doing the opposite,
OHWWLQJWKHVWXGHQWVEHLQFKDUJHFDQOHDGWRXQFHUWDLQW\DQGIUXVWUDWLRQRQWKHVWXGHQWV¶
behalf. Anna emphasised that in such situations the teacher still has to stay calm.
As a tool for enhancing individual practicing Birgitta mentions making recordings
during the lesson: it is easier for the students to rehearse and exercise when they can
focus with the recording. Daniela said she has suggested recording to students, but she
WKLQNVWKDWLWLVWKHVWXGHQWV¶UHVSRQVLELOLW\WRPDNHWKHUHFRUGLQJ(QKDQFLQJPRWLYDWLRQ
and inspiration was seen as one solution for supporting individual practicing. Birgitta
mentioned that it is important that the students know why they need to learn certain
things, because seeing the idea behind the work inspires and motivates them.
BIRGITTA: In order to make the student work both in the classroom and
home, they have to know why they need to learn these things, working
needs to inspire them so it feels like there’s an idea behind the work and
they can see where they are going. It’s the same with making a vocal
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exercise. If you don’t know why you are doing it, then you can’t see if
you get a result.
$11$+RSHIXOO\WKHVWXGHQWUXQVRXWDIWHUWKHFODVVWR¿QGDSUDFWLFHURRP
You hope that you light up their own desire to keep on working. The
little time we have is not enough for them, and I try to encourage them
WR ¿QG SHRSOH WR SOD\ ZLWK VR WKH\ DFWXDOO\ KDYH VRPHWKLQJ IRUFLQJ
them to work.
BIRGITTA: All my students are on the bachelor program and there are no
EHJLQQHUVEXWRIFRXUVHWKH\FDQVWLOOKDYHYHU\GL̆HUHQWLQVWUXPHQWDO
VNLOOV,QWKHEHJLQQLQJ,ZRUNDORWZLWKWU\LQJWRKHOSWKHP¿QGRXW
what they like about singing, what they like about their voice and
to give them some fundamentals from which to start. Because often
they don’t see that. They have passed the entrance exam, because they
have some skills and they have some nice music in them, but still it
can be very hard for them to really feel who they are. I record their
VLQJLQJ VR WKH\ FDQ ¿QG RXW WKHPVHOYHV ZKDW WKH\ OLNH DERXW WKHLU
voice and realise that something sounds actually really good. Then I
build on that, instead of them wanting to change who they are. That
makes them stronger. Often, when they start in the higher education,
they get frustrated because they see how much there is to learn, and
it seems to them that they know so little. Still, we both know that they
KDYHVRPHWKLQJDQGLW¶VLPSRUWDQWWR¿QGLWDQGPDNHLWELJJHUWRVWDUW
from there.
DANIELA: Also, vocalists should write songs, music and lyrics, in order to
get motivated.
BIRGITTA: Also, I work on intentions, because if you have an intention
of being in the music, that can protect you from asking everybody
ZKHWKHUWKH\OLNHLW6RPHRIWKHP¿QGWKDWWKH\GRPXVLFEHFDXVHWKH\
want to make the world bigger or want spread love, but not meaning
the religious thing. They must try to understand why they do it, what
do they want to share or that they want to connect with people. This
higher thought can actually protect you from people’s opinions about
what you are doing.
EMMA: I don’t know, you just have to try something. You always have to
think about these things and try to talk and make the singing lesson
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inspirational enough for them to want to work. And sometimes even
that doesn’t work. There’s no answer I feel.
BIRGITTA: I can just inspire them and give some advice, but the big work is
their work.
3ODQQLQJDQGUHÀHFWLQJ
Planning vocal studies both in terms of time and direction was seen as a good way to teach
UHKHDUVLQJ VNLOOV 0DQ\ SDUWLFLSDQWV UHSRUWHG WKDW WKH\ XVH SUDFWLFH GLDULHV UHÀHFWLRQ
tasks and essays to help the students to manage their use of time. Emma mentioned that
she also gives the students examples of what a rehearsal diary could look like. In general,
the participants had experienced that diaries help many students:
CECILIA: I use practice diary, 5 year/semester/month/week plans, and
answering questions ‘how, why, what, when and who’. I usually
SUHVHQWWKHSUDFWLFHURXWLQHVWX̆WRDJURXSRIVWXGHQWV7KHVHDUHWKH
main points I use with everyone, but of course I don’t force them to do
D ¿YH\HDU SODQ LQ WKHLU HGXFDWLRQ RU WKHLU VLQJLQJ %XW WKDW LV ZKDW
,R̆HU,KDYHIRXQGRXWWKDWVRPHVWXGHQWVKDYHDOUHDG\GRQHSODQV
before, but when I ask if someone has taught them how to organise
their practicing or the routines of the week, they say no. The students
have told me that this helps them to focus on the things that matter, and
on the things that are important to them.
ANNA: I try to establish grounds for assurity. That means reassuring them
to trust their ability when they don’t feel like doing it or get stuck. And
also, that the uncertainty is a part of the learning process. I actually
have tried to give them tools for structuring their learning. If you have
PLQXWHVVWUXFWXUHWKDWKRXUVRWKDW\RXKDYH¿YHRUWHQPLQXWHVIRU
ZDUPLQJXSDQGVRRQ,QWKH¿UVWOHVVRQZHJRWKURXJKZKDWWKH\FDQ
do in warming up and, depending on how tired they are by then, add
more time for that. Then they have the vocal technique part, if there´s
something special they work on right now. They should dedicate next
PLQXWHVWRWKDWDQGWKHQ\RXJRWKURXJKVRPHVSHFL¿FPDWHULDOIRU
15 minutes. Then there also is the creative part, in which you create
new things and develop them having an improvisational approach to
the music the last session of the hour. It can also be about spending time
with theory. When they understand that everything demands time, but
the little you do every day makes a great progression, it’s easier not to
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get overwhelmed. Hopefully after giving my students these tools they
can actually decide how much time they need for each part, so I don’t
have to decide for them. But in the beginning, it’s easier when they have
something really concrete as a tool, so they can start scheduling their
use of time.
EMMA: We have the essay at the end of the year and then they use a diary
RU D ORJ DV D VWDUW , WKLQN WKDW WKH GLDULHV DQG WKH UHÀHFWLRQ DUH IRU
those who aren’t used to rehearsing. It can be helpful to make a plan.
We don’t necessarily say that they should follow their plan, for some
it doesn’t work and for some it works. I tell my students that the diary
is more for themselves than for me. It’s not for me to see what they’ve
GRQHRULIWKH\VKRXOGZRUNKDUGHU7KH\VKRXOG¿QGWKHLURZQGULYLQJ
force and what inspires them and what makes them want to sing more.
I work with them a bit by making them read and write about their own
goals. Also write about how they want to work with their instruments
DQG WKDW ZD\ JLYH WKHP WKH RSSRUWXQLW\ WR UHÀHFW RQ WKHPVHOYHV DV
musicians. Then I can read these and help them to develop these things.
And this I do outside of the lessons.
The diaries were seen as an important tool to teach the students to take responsibility
for their own learning. By keeping a diary, it is easy to see the how much time is spent
on rehearsing. The participants had experiences of both singers who work too little and
VLQJHUVZKRZRUNWRRPXFK7KHGLDU\ZDVDOVRKHOSIXOLQ¿QGLQJDZD\WRUHKHDUVHWKDW
¿WVWKHVWXGHQWV¶QHHGV
BIRGITTA: I don’t have to for example tell them that they should work harder,
they can see that they are not rehearsing every day. Sometimes they
have to make arrangements or other tasks, but they are in the school
as singers, so they have to make it a priority. If they do everything with
DH̆RUWWKHUH¶VQRWHQRXJKWLPHOHIWIRUVLQJLQJ6RPHWLPHVWKH\
just have to tell themselves that they need to practice vocals every day,
10 minutes, an hour. Having time to do that every day gets them in
connection with the voice. Often such routines make them want to work
PRUHZLWKWKHYRLFHEHFDXVHWKH\IRFXVLQVWHDGRIÀRDWLQJDURXQGRU
GRLQJRWKHUVWX̆
ANNA (revised): In our institution they have to write a lot. It seems that the
art is not worth anything if we don’t write about it. Sometimes I think
they should just do it practically, because this is one of the few things
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you can actually just do. And then, once in a while, you have to think
about it. I haven’t experienced diaries as something that makes a huge
GL̆HUHQFH
Two participants mentioned that they sometimes also ask their students to change
the order in which they begin rehearsing. Birgitta for example asks the students in one
period to begin with vocals and then continue with other things such as theory and piano
playing and then change the order in the next period. Anna also extends changing the
order to rehearsing vocals:
%,5*,77$ , WU\ WRJHWKHU ZLWK WKH VWXGHQWV WR ¿QG RXW ZKDW WKH\ QHHG WR
rehearse and then make a schedule which is realistic. In the beginning
I’m really strict. Every time I meet the student, I want to know what
they have worked with it, what they have rehearsed, what they have
found out and how I can help them to move on. Normally that works
ZHOO,ILWGRHVQ¶WZRUNZHKDYHWR¿QGRXWZK\:HUH\RXQRWDEOHWR
or why couldn’t you pull yourself together? I’m there to help but still,
every time, it’s their responsibility to do the work.
Focusing
Focusing was seen important by the participants. For the vocal teacher focusing might
mean for example paying attention to the skills that the students already have instead of
skills they do not have:
BIRGITTA: In dealing with not enough time, it’s important that we don’t focus
too much on the things that the students are not able to do. We have a
tendency to teach what is important by in which order we do things
with the student. If you always use half of the lesson in technique, it
gives them the idea that the important thing here is the vocal technique.
Even if we know that they need to work on certain things, we shouldn’t
do it every time. It’s important to think about the balance and also the
order of things.
For a student focusing can mean for example spending enough time with one thing.
Daniela had experienced that students often come to lessons with an aim to learn many
new things, because there is so much knowledge and skills available:
DANIELA: It’s about getting them to focus on that one thing for a longer time.
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Emma also shared the concern of balancing between time and the things the student
needs to work on. Both Emma and Anna mentioned how teachers want to give their
students as much as they possibly can, but that there should be a balance in how much
knowledge one lesson may contain. Some participants mentioned that they use smallgroup tuition as a tool to motivate and inspire students:
CECILIA: I don’t have one method that I use but what I’ve tried to bring to
my work is to have as much group work for singers as possible. In
WKHVHJURXSVZHWDONDORWDERXWVLQJLQJIHHOLQJVWHFKQLFDOVWX̆KRZ
and why to practice and that kind of things. So, they don’t need me
as much. I’m not the master of knowledge throwing them ideas that I
think are right. They talk to each other and connect, make friends and
colleagues who they can trust after graduation. That is my solution for
KRZWRGHDOZLWKWKHGL̆HUHQWOHYHOV7KRVHJURXSVDOVRKHOSEHFDXVH
it’s easier for me to have those kinds of discussions when there’s more
people around. The teacher says this is important but is it? Let’s talk
about it.
ANNA: I think about that as well because I have some students that are more
beginners. Sometimes I make groups with my students, because they
inspire each other so much. Especially it makes those who haven’t come
as far taking bigger steps, when they see someone daring to do things.
$OOWKHFROODERUDWLRQIHHGEDFNFULWLFDOWKLQNLQJDQGUHÀHFWLRQDUHVR
good when you work in groups.
%HFDXVHRIGL̆HUHQWHGXFDWLRQDOVWUXFWXUHVVRPHWHDFKHUVIDFHWKHVLWXDWLRQZKHUH
they have to teach students that are beginners in singing even in higher education. These
VWXGHQWV PD\ IRU H[DPSOH KDYH DQRWKHU ¿UVW LQVWUXPHQW RU WKH VFKRRO PLJKW DFFHSW
students with various levels of knowledge and skills:
FACILITATOR: Did some of you have students that are more in the beginner
level? Some of you work in schools with only fairly advanced students
and some in schools that accept students with a lower instrumental
and musical knowledge and skill level. Issues that you have to deal
ZLWKVHHPWREHYHU\GL̆HUHQWZLWKWKHVHJURXSV&DQ\RXVKDUHDQ\
ideas of working with beginners?
EMMA: Many of my students have never played an instrument and they don’t
know music theory. But they all have been singing. We all have music
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in ourselves, but I have to lead them all the time and do the rehearsing
during our lessons, because they never rehearse on their own.
'$1,(/$ ,W¶V YHU\ GL̇FXOW EHFDXVH WKH OHYHO RI VWXGHQWV YDULHV 7KH ¿UVW
student may be a beginner and the next student can be a bit further
DOUHDG\VRLW¶VGL̇FXOWWRDGDSWWRWKHVHVLWXDWLRQV%XW\HVWKHUHDUH
some students who don’t even have the courage to sing during the
lesson. It’s challenging to get them to open up and also to give the
guidance that they need at that point. So, it’s about the balance of
how much information you can give to help them to move forward. I
WKLQNWKH¿UVW\HDUXVXDOO\LVVSHQWRQEXLOGLQJWKHFRQQHFWLRQZLWKWKH
student. It’s very slow, slow motion. But then you have the curriculum
and you really need to accomplish certain things, for example if they
study to become music teachers. They only have a certain amount of
WLPHDQGKDYHWRVWDUWIURPWKH]HUROHYHODQGEHFRPHDPXVLFWHDFKHU«
CECILIA: Some students that are accepted with a low skill level and don’t do
WKHUHTXLUHGZRUNYHU\VRRQ¿QGRXWWKDWWKH\FDQ¶WPDNHLW7KH\JR
and study something else.
DANIELA: There have been a few students of the beginner level that have
really worked hard. In the beginning they have realised that it’s a great
chance for them, so has been very rewarding to see that you can really
start from a zero point and develop very fast.
EMMA: I think that’s very important with the beginners, to make them trust
you and relax and also trust themselves, just in a bit more guided way.
BIRGITTA: It is not important if it’s beginners or students on a higher level.
It is, as a teacher, trying to be in connection with your intuition all
the time. That’s a part of the improvisational styles, that you don’t
have an exact idea. That will make you be much more in contact with
your intuition. So, the more you let go and the more you just shut
up and think, the better. My best lessons have been the ones where I
WRWDOO\EDFNR̆DQGGRMXVWSHUFHQWRIZKDW,QRUPDOO\GRLQVWHDG
of me taking the total leadership and them wanting me to give them
something. That’s so important and it doesn’t matter if it’s a beginner
or an advances student. It’s a way of thinking and being a teacher.
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ANNA: It doesn’t matter if you want to be a professional or not, music for me
is a way to express myself. Even if the students won’t be at the highest
level, they can still use music as means of expression.
DANIELA: I think students that are in the beginning are much easier to
work with, because they don’t have any requirements. More advanced
students come to the lessons more focused on “I have a problem”, which
is great. But at the same time, they are thinking too much that “I need
WKLV,QHHGWKDW´,W¶VGL̇FXOWWU\LQJWRUHDOO\JHWLQWRWKHPXVLFZLWK
them, because they think too technically. With both kinds of students, it
should be more about expressing themselves in music, starting to think
about what they want to sing, what the song is about or what the lyrics
are about. Also, what is your story, how do you really feel through these
lyrics, has this happened to you or what’s your situation in this song.
Those are the most important things for me when I start working with
the students, because they really have to have an idea of what they want
to express in the music. That will automatically give them something in
their voice and we can work from there on. Some people are very shy
about expressing their feelings or their thoughts. They don’t connect
with this idea that they would have to say something about yourself,
they try to take a role like in a play. That is a problem because then they
are think outside themselves. I always try to start from the song and
their expression and through that work on techniques or improvisation
if they are stuck in the melody. So, it’s about listening to the student
and asking them questions. It’s about observing but still trying to dig
LQWRWKHLUHPRWLRQV7KHUHDUHLQGLYLGXDOGL̆HUHQFHVEHFDXVHHYHU\RQH
LVGL̆HUHQW,GRQ¶WNQRZLIWKHUHLVDQ\PHWKRGEHKLQGWKLVMXVWJRLQJ
into the song.
BIRGITTA: In the beginner level is really important that they have a strong
feeling of what they like in their own doing. Most of them need to work
less with their brain and more with their body. I really try to help by
taking away the pressure of being good, because then they are just
there.
Other solutions
The issues of money, time and responsibility were linked together closely as shown in the
following discussion:
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CECILIA: I have realised time after time that resources are the thing that I
PRVWZRXOGOLNHWRKDYH,WKLQNRIKRZWR¿QGPRUHUHVRXUFHVDQGDW
WKHVDPHWLPH,NQRZWKDW,¶PQRWWKHRQHZKRKDVWKHSRZHUWR¿QG
them.
BIRGITTA: Just to be able to give them more lessons?
CECILIA: Whatever it is they need. But more money because the money with
what we run our system is so small. But, as my boss says, concentrate
RQWKLQJVWKDW\RXFDQD̆HFWDQGWU\WRIRUJHWZKDW\RXFDQ¶W
BIRGITTA: But it’s not all the students who need more lessons, I’m not sure
about that. They need to be better at working by themselves. Having
more lessons can also be again taking the responsibility away from
them, that they just go to school every week. It’s also about what we
do and how they work. That is sometimes more important than how
many lessons they get.
Some teachers wanted to focus on the bigger picture and saw challenges in not having a
joint understanding of learning outcomes within the institution:
'$1,(/$,W¶VJRRGWRNQRZZKDWRWKHUWHDFKHUVDUHWHDFKLQJVRWKDW\RX¿QG
the balance in what you have to teach. If you’re the only one teaching
singers and you don’t have any connection to the other teachers, it is
GL̇FXOWWR¿QGRXWZKDWWKH\KDYHWROHDUQ6RRQHRIWKHELJFKDOOHQJHV
LVWRFRPPXQLFDWHZLWKRWKHUWHDFKHUVDQGWR¿QGRXWZKDWWKH\DUH
teaching, so that everything is planned for the student, so that they will
get enough information to provide as much information for them as
possible.
&(&,/,$,¿QGP\VHOIWKLQNLQJWKHELJJHUSLFWXUHQRWRQO\WKHLQVWUXPHQWDO
skills but the whole package of education. One problem is that in our
working community we don’t discuss these things much. Within the
vocal teachers it’s quite clear how we want to do things, but the big
picture is a problem. There is not only one direction everybody wants
to go to. All teachers want to help our students to be as good as possible,
but the idea of how to get there varies.
7KHUHZHUHDOVRRWKHUVROXWLRQVRQKRZWRGHDOZLWKLQGLYLGXDOGL̆HUHQFHV
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(00$+RZ,GHDOZLWKWKHLQGLYLGXDOGL̆HUHQFHVLVE\XVLQJWKHFKRLFHVRU
repertoire, what they are singing, taking that as my starting point.
ANNA (revised): We call it civil disobedience. Sometimes we also have to
think as individuals and not just obey what someone says. So, if I have
another point of view and don’t say it, then who’s going to say it? I at
times don’t obey the curricula. Instead, we set goals with every student
and sometimes the direction changes. You just have to stay open. It
GRHVQ¶WPDNHDGL̆HUHQFHLIWKH\¶UHEHJLQQHUVRUDGYDQFHG0D\EHWKH
beginners need more language and more examples of things they can
do, try them out and after that they can I play it their own.
Birgitta also mentioned how popular music and jazz are in some institutions treated
GL̆HUHQWO\LQFRPSDULVRQWRFODVVLFDOVLQJLQJLQWKHDPRXQWRILQGLYLGXDOWXLWLRQ
BIRGITTA: It’s stupid that classical singers have longer lessons because
it’s “a known thing” that singing classical music is very hard. I think
popular music and jazz singers should have the same amount, because
WKH\KDYHWKHELJFKDOOHQJHLQ¿QGLQJZKDWWKH\ZDQWWRVD\,W¶VVXFK
a personal thing, developing your own sound and your own way of
doing music.
$QQDH[SODLQHGWKDWVKHWULHVWRWHDFKKHUVWXGHQWVDµSKLORVRSK\¶ZKLFKVKHKRSHVWR
continue through the rest of their lives. She believed that if the students apply a learning
DSURFHVVLQZKLFKWKH\¿UVWVWDUWVHDUFKLQJIRUVRPHWKLQJWKHQ¿QGLWDQGWKHQSUDFWLFH
it daily, it will not be only the time in school that matters but that they will also continue
GHYHORSLQJDIWHUWKHVFKRROLV¿QLVKHG,QDGGLWLRQ&HFLOLDPHQWLRQHGWKDWVKHLVYHU\
interested in using the internet more in teaching, for example using student videos or
teaching online. She had used a web-based platform and thought it was very useful
in sending videos or exam recordings. She was interested in using the platform more
H̆HFWLYHO\DQGZLWKWKHDLPIRUKHOSLQJWKHVWXGHQWVWRGRWKHLUKRPHZRUNZLWKRXWWKH
teacher.

+RZFDQZHSUHYHQWRXURZQYRFDOLQWHUHVWVRUFKDOOHQJHVIURPLQÁXHQFLQJ
our teaching?
7KH WRSLF RI WHDFKHU¶V RZQ YRFDO LQWHUHVWV DQG FKDOOHQJHV D̆HFWLQJ WHDFKLQJ ZDV
PHQWLRQHGE\WZRSDUWLFLSDQWVLQWKH¿UVWLQWHUYLHZV

138

BIRGITTA: Another challenge is to take care of not putting all your own
issues on the student. It could for instance be, that you as a person have
always had a hard time with breathing. Then, if you don’t be careful,
you have a very big focus on breathing with every student, even though
it already works for that person. Then there are some things you will
RYHUVHHDQGVRPHWKLQJV\RXGRQ¶WVHH,W¶VDERXWWR¿QGWKDWEDODQFH
to take care of not losing yourself in it.
ANNA: It’s important that students feel that they have the ownership of the
knowledge. It’s easy to say we give the students space and freedom
to develop their music but of course our ideas as teachers will shine
through anyway. So, I think the biggest challenge is to work on
\RXUVHOYHVDVWHDFKHUVWREDFNR̆DOLWWOHRIWKRVHLGHDVWKDWZHDFWXDOO\
have.
I compiled these ideas into a question “How can we prevent our own vocal interests or
FKDOOHQJHVIURPLQÀXHQFLQJRXUWHDFKLQJ"´7KHIRUPLQJRIWKLVTXHVWLRQZDVGL̇FXOWDQG
¿QGLQJVXLWDEOHYRFDEXODU\WRGHVFULEHWKHRULJLQDOPHDQLQJVZDVKDUG,H[SODLQHGP\
choice of words to the participants by elaborating that “what we ourselves are interested
in should not lead us as teachers, that it might not be what the student needs or is
interested in”. Before the discussion started, I mentioned a comment this question had
UDLVHGLQDFRQIHUHQFH³:K\QRWOHWWHDFKHUV¶RZQLQWHUHVWVD̆HFWWHDFKLQJEHFDXVHLWLV
what they know the best?”. In the conversation it became clear that not all participants
agreed with the idea, either. Even the participants, who had brought this question up in
the interviews, presented controversial comments.
$QQDVDZWKLVWRSLFLQFRQQHFWLRQWRWHDFKHUV¶LGHQWLW\
$11$ <RX JHW FRQ¿UPDWLRQ IURP WKH VWXGHQW E\ SUHVHQWLQJ HYHU\WKLQJ
you can. You put yourself at risk as a teacher when you don’t present
yourself directly as the master. The student may already know that
you are, but when you choose not to show it all the time, it may feel like
an identity crisis for some teachers.
This topic also rendered misunderstandings in the conversation. For example, it was
misunderstood that Anna by her comment meant having or not having knowledge of the
content which lead Birgitta to ponder over whether teachers should teach things they do
QRWNQRZDERXW$QQDHODERUDWHGKHU¿UVWFRPPHQWUHJDUGLQJWHDFKHULGHQWLW\
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ANNA (revised): What I was talking about was that you have the knowledge
but as a teacher you keep yourself from showing it. If you don’t, it can
feel like a bigger risk. It’s a decision whether you put all your knowledge
forward when needed.
Anna also suggested that teaching almost anything is possible by presenting questions
OLNHµKRZGRHVLWIHHO¶DQGPDNLQJWKHVWXGHQWVGLVFRYHUWKHDQVZHUWKHPVHOYHVLQVWHDG
of the teacher showing it.
$V D IDFLOLWDWLYH FKRLFH , EURXJKW WKH RULJLQDO TXHVWLRQ DERXW WHDFKHU¶V RZQ YRFDO
challenges or interests back to discussion. I tried to bring perspective to the conversation
by telling an example from my working life:
FACILITATOR: I have seen the same phenomenon in teacher training.
Students teach their students the things they themselves are working
on, even if the student is not ready for it. Then we have to tell them
that this is their own project but that they need to think what their
student needs. The question here is, should the student decide what the
challenges and interests are and should we work towards those instead
of our own.
After this example, more views and opinions emerged. Daniela mentioned that she did
not believe in the teacher forcing his/her own topics on students but also mentioned that
the teachers can use the ideas they are learning themselves in the lesson:
DANIELA: I’m thinking of the bigger picture, because we are all individuals
that have their own strengths. It’s good that we are using our
personalities as teachers. In the ideal world students would come to
you because you are a fantastic teacher and they can get things they
want from you.
BIRGITTA: That’s how you get private students. You do the thing you do and
students want that from you. It’s so nice when you are picked because
of the sound you have or the things you do. That makes everything
easier.
Birgitta mentioned how in many music institutions students cannot choose their
WHDFKHUV , VDZ WKLV DV DQ RSSRUWXQLW\ WR EULQJ LQWR WKH GLVFXVVLRQ WKH GL̆HUHQFHV LQ
private sector teaching and being employed in higher education institutions, where
students are usually pre-assigned to certain teacher:
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ANNA (revised): It’s really important that you think about why you make
GHFLVLRQV\RXPDNH2QHPLJKWIRUH[DPSOHWDONGRZQRIVSHFL¿FJHQUHV
like classical music. I don’t think you should do that. It’s actually really
important to think about what is your driving force, is it the student or
is it yourself.
Daniela commented that the curriculum sets the goals and ways of working. Birgitta
believed that because of themselves, teachers sometimes miss other things. She used the
verb “to project” in describing this phenomenon, proposing that it is important for the
teacher not to project herself too much on the student.
I then asked the participants whether they are expected to teach a variety of musical
genres when they teach in an institution and whether they had experienced situations
in which what the student was interested in a musical style that was not of their main
interest and knowledge:
CECILIA: Yes, and it was fun. I don’t know anything about this certain genre
and the technical use of voice in it, but I’m not afraid of trying. I told
her already in the beginning, that I don’t know much about this and
I that I knew many very good teachers she could call to get more
knowledge. We talked about the sound, the use of voice and using
H̆HFWV 7KH VWXGHQW EURXJKW DXGLR H[DPSOHV DQG ZH WULHG WRJHWKHU
By active listening, hearing where the student was at, what she was
doing, what she wanted to do and using the knowledge that I have on
physiology and anatomy, we ended up having a really nice session. I
learned new things at the same time.
BIRGITTA: I think it’s nice to be honest. I would never pretend that I knew
something when I don’t. But I never promise that I know everything.
For me it feels good just to say that I can help even if I can’t do that
myself. I don’t have to sing like Beyoncé but still I can help the person,
because I know how she does it.

5.2.8 How can we prepare the female students to challenge the gender roles in
music business?
The last topic addressed during the project was the one concerning gender roles in music
business. In her interview Anna brought it up. Because of several challenges with the
language, this quotation is from the revised data:
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$11$ UHYLVHG  :RPHQ IRU H[DPSOH LQ WKH ¿HOG RI MD]] QRW RQO\ LQ
institutions, can be pushed into new ditches by having to adapt more
masculine qualities because we value typical masculine features such
as being ahead and daring to take risks. I think it is a challenge even
though it’s really great that women have become braver. Wearing high
heels or not is our decision to make - it shouldn’t be about that. We have
WREHDEOHWRKDYHGL̆HUHQWZD\VRIH[SUHVVLQJRXUVHOYHV,VHHWKLVDV
a larger challenge in the society, not only within music and feminist
thinking.
I noticed that starting conversation about this topic was hard. In order to raise
thoughts and opinions I told one gender related experience from my early days as a
PXVLFLDQ0\H[DPSOHSURYRNHGDOLYHO\FRQYHUVDWLRQRQWKHWRSLF¿UVWDERXWWKHIHPDOH
dominance in vocal students. In all of the institutions represented by the participants,
there were mostly female and very few male majors in vocals, and one institution even
had only female singers. At the same time, there were very few women playing other
instruments in their institutions. According to Birgitta there are things we as teachers
FDQQRWD̆HFWEXWZHFDQVWUHQJWKHQZRPHQE\HPSKDVL]LQJUHKHDUVLQJDQGEHFRPLQJ
good:
BIRGITTA: We need to help our female students to be good at what they are
doing and not play the silly girl.
Birgitta also suggested that in her country male vocalists rehearse more and are more
competitive than their female counterparts. Anna had noticed that because of their
GL̆HUHQWUROHFRPSDUHGWRRWKHULQVWUXPHQWVYRFDOLVWVVRPHWLPHVGRQRWJHWUHVSHFWLI
they do not play another instrument well, and because of that they may feel like outsiders.
%LUJLWWDSURSRVHGLWLVQ¶WQHFHVVDULO\EHFDXVHRIWKHUROHEXWEHFDXVHWKH\ODFNNQRZOHGJH
BIRGITTA: Sometimes they don’t know enough. It gives the singers power
when, even if they maybe not very good at playing piano, they know
the chords and they know what they want. Especially when they
have written the songs themselves. If they are able to lead the band,
something happens to the respect, they are seen in another light. We
can help them to understand that they can get more power by knowing
more.
Anna also raised the question of knowledge in this context. She wondered what is
considered knowledge:
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ANNA: Is it expressing feelings or is it that they can theoretically tell what
they are doing? It can be so many things. In the music institutions we
sometimes tend to value certain knowledge.
However, in her experience raising the gender issue by organizing events and conferences
for women only does not work:
$11$ 7KH IHPDOH VWXGHQWV GRQ¶W ZDQW WR EH VHHQ DV ³ZRPHQ´ LQ WKH ¿HOG
they just want to be musicians.
Some participants suggested that, since most of the vocal students and almost all
teachers are female, male students sometimes feel left out. Emma explained how in her
institution some male students had started their own group to discuss singing among
males, because there were no male vocal teachers.
The conversations also addressed the choices of instruments by girls and boys. The
SDUWLFLSDQWV PHQWLRQHG WKDW WKH FKDQJH QHHGV WR KDSSHQ HDUOLHU LQ FKLOGUHQ¶V OLYHV
&HFLOLDJDYHDQH[DPSOHRIKRZLQVWLWXWLRQVGLUHFWO\D̆HFWWKHFKRLFHVRILQVWUXPHQWV
&(&,/,$:KHQ,VWDUWHGSOD\LQJP\¿UVWFODVVLFDOLQVWUXPHQWWKHWHDFKHUV
ZHUHR̆HULQJ\RXQJVWXGHQWV¶FKRLFHVRILQVWUXPHQWVWKDWZRXOGEULQJ
more students to certain teachers. They said that in the auditions they
were considering which instrument is the best for that child, but it was
just talk. And because it has been like this for many years, it has been
SLDQRÀXWHDQGYLROLQR̆HUHGIRUJLUOV$QGWKLVVWLOOD̆HFWV
&HFLOLDDOVRDFNQRZOHGJHGWKHLQÀXHQFHRIIULHQGVLQFKRRVLQJLQVWUXPHQWV
CECILIA: At a certain age, girls want to be exactly like their friends, so they
take the same instruments as their friends.
%LUJLWWD WKRXJKW WKDW JLUOV¶ SRZHU FDPSV PXVLF FDPSV IRU JLUOV RQO\ DUH D JRRG LGHD
because they aim to change the way the young girls see themselves, that for example
playing drums is possible for them. She also mentioned the importance of role models:
BIRGITTA: Because we haven’t seen many women behind the drums, we
don’t think that it is a possibility for making a living, being a girl and
a drummer.
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%LUJLWWDIXUWKHUH[SODLQHGWKDWWKHVRXQGLGHDOVRIGL̆HUHQWLQVWUXPHQWVDUHRIWHQPDOH
GRPLQDWHGDQGWKLVOHVVHQVZRPHQ¶VSRVVLELOLWLHVLQSOD\LQJGL̆HUHQWLQVWUXPHQWV6KH
feels it is a loss for music:
BIRGITTA: When women play drums, they may feel like they should sound
like guys playing the drums. It’s a shame for music, because we could
have much more colour. We know when we hear a girl playing drums,
EHFDXVHLW¶VVRGL̆HUHQWDQGLW¶VVRQLFH
Anna gave an example of male dominated social environment. A young girl had noticed
that in her jazz band female players dress a lot like men. The girl had wondered whether
she was supposed to be more like a guy and asked if she is allowed to be a girl in jazz
scene. According to Anna teenagers are concerned about such things, and she feels that
dealing with these issues is tricky.
Daniela brought the preferences of media to the conversation:
DANIELA: There has been a lot of discussion about not having women as
instrumentalists. I don’t see it as a problem, but the media makes it
one. In newspaper interviews they try make it a big thing, so maybe
we shouldn’t respond to it so much. It is a problem, but if we start
making a huge thing out of it, we continue making it a big problem. I’ve
never faced situations in which I’ve felt like “I’m a woman” or “I’m a
singer”, just a good atmosphere. Situations in which there has been an
interviewer asking how I feel about working with men, or older men in
audience asking what my real job after going home from a singing gig
is, are strange. It’s a social and media problem but I feel that the whole
musician community is still on better grounds.
The participants also wondered whether women are more drawn to certain musical
genres. Emma had noticed that even if women often play the piano, all improvising
pianists she knows are men and that she had often wondered why. Anna considered
that not many women are drawn to the complexity of jazz improvisation. Birgitta added
that often women want to be more in control, and it is not possible to be in control when
LPSURYLVLQJ+RZHYHU$QQDQRWLFHGWKDWWKH¿HOGZDVFKDQJLQJPHDQLQJWKDWRQHFDQ
improvise in many ways. Hence, she believed improvisation is not “all about harmonics”
DQ\PRUHDQGWKHVHRWKHURSWLRQVDWWUDFWGL̆HUHQWNLQGRISHRSOH
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The participants were not supportive to the 50-50 model18, as they proposed that
music should be in the center and that there are so many ways of playing and saying
things. They emphasised that discussion about music should be all about the music,
“freedom”, “equality” and “individuality”. Instead of focusing on “who is telling” it should
be about “what is being told”. On the other hand, Birgitta mentioned that sometimes
really big changes need to be made to wake the people up.
I led the conversation to another angle of the gender issue mentioned in the original
TXRWDWLRQ RI WKH LQWHUYLHZV E\ DVNLQJ LI WKH UHTXLUHPHQWV DUH GL̆HUHQW IRU ZRPHQ
and men. I asked them whether female performers have to look or dress better than
male performers as hinted in the original comment. According to Cecilia commercial
marketing wants to use beautiful people, men and women. However, she herself was
interested in how a performance is visualised rather than in how people look. Yet the
¿HOGLVQRWWKHVDPHIRUHYHU\RQH
CECILIA: Yes, I think that women must do more work to get respected.
$QQDKDGQRWLFHGWKDWUHODWLQJWRDJLQJLVGL̆HUHQWIRUPHQDQGZRPHQ6KHPHQWLRQHG
women have to keep on looking young whereas men are allowed to get old, even if they
still have to look good. Birgitta thought this depends on the genre:
BIRGITTA: You have much more freedom if you move away from pop. And
just to be not beautiful but special. You can be that in so many ways.
Daniela had noticed that some vocalists enjoy being looked at, carry themselves
PRUHQDWXUDOO\RUZDQWWRZHDUPRUHPDNHXSRUÀDVK\FORWKHV6KHIHOWWKDWZHVKRXOG
QRWWU\WR¿WHYHU\WKLQJLQWRQRQJHQGHUUROHVEXWLQVWHDGWKLQNRILQGLYLGXDOLW\&HFLOLD
was concerned about social media and what is written or said out loud there. She had
encountered hidden sexism and even harassment for example in social media. She was
also concerned that the feelings of individuals that have been harassed were understated
E\VD\LQJWKDW³LW¶VQRWWKDWGDQJHURXVLW¶VMXVWWDONLQJLW¶VMXVWZRUGV´
I directed the conversation then back to the remaining part of the original question,
which concerned how we can prepare students to meet such problems or maybe even
to challenge them. Emma suggested that it should be a topic for conversation not only
ZLWKZRPHQEXWZLWKDOOVWXGHQWV$QQD¶VLQVWLWXWLRQKDGEHHQLQYROYHGDJUHDWGHDOZLWK

18

PRGHOKHUHUHIHUVWRWKHLQLWLDWLYHRIPRUHJHQGHUEDODQFHGVRFLHW\LQZKLFKWKHDLPLVWRUDLVHWKHQXPEHURI
ZRPHQLQOHDGHUVKLSSRVLWLRQVWR

145

gender work up to the point where people had been tired out, but she still felt it was
needed:
ANNA: We push women and say that you have to take your space. I don’t
always like this, because it’s not only about that. Guys are maybe
generally better at taking more space, but we need to mention other
values as well. Are we teaching each other to give space, to give freedom
– freedom to also be quiet or shy, both as a man and a woman.
(PPDDGGHGWKDWLWLVDOVRLPSRUWDQWIRUDOOWREHDEOHWREHVHO¿VK0DQ\PHQDOVRKDYH
SUREOHPVZLWKVHOIFRQ¿GHQFH+RZHYHU$QQDVWDWHGWKDWLQRXUVRFLHW\ZRPHQQHHG
to deal with more with such issues. Birgitta said that teachers need to talk about these
matters and set an example:
BIRGITTA: We need to teach them to stay strong, not to push people away
but to be able to be themselves, because that’s what it’s all about. We
have a big role in these students’ lives. We need to be aware, that if we
set an example and try to stand up against these things, the student
sees that. So, it’s not always about talking but also about what we do
ourselves.
Emma agreed but was concerned that it might be impossible to prepare students for
such learning experiences. She said that the awareness of the topic is important and that
we should talk about it more, opening up the possibility of change and enabling people
WRPDNHGL̆HUHQWFKRLFHV%LUJLWWDEHOLHYHGWKDWWHDFKHUVFDQGH¿QLWHO\LQVSLUHVWXGHQWV
in this respect. The conversation then continued to more general issues of gender such
DVJHQGHUIUHHUHVWURRPVLQVFKRROVDQGWKHQHZZD\VRIGH¿QLQJRUQRWGH¿QLQJJHQGHU
The participants proposed that small things can make a strong statement, even if there
is resistance.
Birgitta mentioned one more gendered issue which is closely related to music
education, the entrance exams:
BIRGITTA: More men will get accepted to higher music education if we have
four men deciding, that’s just how it is. We should also have women
DQGSHRSOHZLWKGL̆HUHQWHWKQLFEDFNJURXQGWKHUH$FFRUGLQJWRWKHVH
men they chose the best, but it’s from their perspective only.
Anna proposed that a mixed board is one way an institution can show that these questions
are acknowledged. Birgitta pointed out that in business world it would nowadays be
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impossible to have a job interview where there would be four men about the same age
GHFLGLQJ,QVWHDGWKHUHPXVWEHSHRSOHRIGL̆HUHQWDJHVDQGDWOHDVWRQHRUWZRZRPHQ
She believed that being aware of these things may lead to change. Blind auditions used
by most orchestras were also mentioned as an example of how to address the gender
issue. Daniela pointed out that this way it is the skills that matter, as they should.
Emma asked the participants whether they thought that in the admissions female
instrumentalists should be favoured over males should they be equally good. She
mentioned that in some countries there is legislation saying that there has to be women
in all boards of institutions. Birgitta pointed out the problem, that there are not that
many to choose from since not many girls are playing the drums or the bass. She did not
believe that people in her country would want to apply that rule, even if according to her
knowledge one institution has decided to accept a female applicant over male should
they be equally good. Anna agreed, because she argued that the women who are accepted
want to know if they are accepted because of what they bring in, not because there was a
place for a woman. On the other hand, Birgitta mentioned that such policies could create
IURQW¿JXUHVLQWKHORQJUXQZKLFKLVVRPHWKLQJWKDWLVQHHGHG&HFLOLDZDQWHGWRNQRZ
ZKHWKHUDSSOLFDQWVKDGWRPDUNGRZQWKHLUJHQGHULQWKHDSSOLFDWLRQIRUPLQGL̆HUHQW
countries. It appeared that the procedures vary: some institutions require marking
GRZQWKHJHQGHULQWKHDSSOLFDWLRQZKLOHVRPHGRQ¶WEXWWKDWWKHVRFLDOVHFXULW\QXPEHU
automatically informs the registered gender of the applicant. In general, the participants
suggested that this is a hard topic but very important to discuss.

5.3 Popular music and jazz vocal pedagogy as a learner-centered
practice
The data acquired through the project provides a rich and diverse collection of insights
LQWR WKH HGXFDWLRQDO ¿HOG 7KH WRSLFV RI FRQYHUVDWLRQV VXJJHVWHG E\ WKH SDUWLFLSDQWV
themselves, already implied what are some of the challenges the participating teachers
face in their daily work. A careful reading of the data indicated that considering each
question separately would provide a segmented picture of the phenomenon and would
GLVUHJDUG LWV FRPSOH[LW\ DQG PXOWLSOLFLW\ ,QVWHDG , LGHQWL¿HG DQ RYHUDUFKLQJ WKHPH
arising from the data. The varied ways the participants articulated their pedagogical
thinking and described their teaching practices pointed clearly towards learner-centered
teaching. Therefore, the data is in this section revisited as a whole.
$VWKHWKHRUHWLFDOIRXQGDWLRQVDVZHOODVGL̆HUHQWDSSURDFKHVWRWHDFKLQJYDU\DPRQJ
learner-centered teaching (see 2.6), it provides a diverse but yet coherent grounds for
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discussing the results of the data. For the purpose of structure, in discussing these
HPHUJLQJIHDWXUHVRIOHDUQHUFHQWHUHGWHDFKLQJLQWKHGDWD,KDYHDGRSWHGWKH¿YHNH\
FKDQJHV LQ SUDFWLFH SUHVHQWHG E\ :HLPHU   DV D IUDPH ZKLFK FORVHO\ UHODWH WR
HYHU\GD\ZRUNRIDWHDFKHUDQGWKHUHIRUH¿WWKHSUDFWLFHEDVHGGDWD7KHVHNH\FKDQJHV
are: 1) the role of the teacher, 2) the balance of power, 3) the function of content, 4) the
responsibility for learning, and 5) the purpose and processes of evaluation.

5.3.1 The role of the teacher
7KH OLWHUDWXUH GH¿QHV WKH UROH RI WKH WHDFKHU LQ OHDUQHUFHQWHUHG WHDFKLQJ DV EHLQJ D
facilitator, who is focused on promoting learning by closely observing the students, their
DFWLRQDQGQHHGVLQVWHDGRIVROHO\IRFXVLQJRQKLVRUKHURZQZRUN &RUQHOLXV:KLWH 
+DUEDXJK0F&RPEV 0LOOHU0F&RPEV:HLPHU 7KLVLGHDO
was evident in many conversations in which the participants explained their thoughts
about their role as teachers. For instance, Cecilia explained how she does not want to
be the master who just gives students the knowledge they need. Also, Birgitta described
that the basis of her pedagogy is built on the fact that “teaching needs to adapt to what
WKHVNLOOVDUHQHHGHGIRU´%HFDXVHRIWKHYDULHW\RISURIHVVLRQDOSUR¿OHVZLWKLQSRSXODU
PXVLFDQGMD]]VLQJLQJNQRZLQJZKDWLVQHHGHGIRUWKDWVSHFL¿FVWXGHQWUHTXLUHVRSHQ
dialogue between the student and the teacher. In order to reach the learning goals both
the needs and ambitions of the student and the work-life knowledge and experience of
the teacher need to be present. Still, as Anna explained, the ownership of the knowledge
belongs to the student.
The changing role of the teacher was presented and vividly addressed in the
conversation of the question “How can we prevent our own vocal interests or challenges
D̆HFWLQJRXUWHDFKLQJ"´7KHVDPHQRWLRQZDVLQFOXGHGLQRQHSDUWLFLSDQWVVWLFNHUQRWH
stating that the teacher should not project her own issues on the student, which was
also mentioned as an important pedagogical skill. Both these ideas and the conversation
that followed imply that in learner-centered teaching the interests or challenges of the
teacher are not that relevant in teaching because the starting points are the students and
their needs. Many participants mentioned that they can make use of their own special
skills or knowledge but do not force these topics on students. They also mentioned
how important it is to recognise and value the individuality of the student both in the
uniqueness of their vocal sound and as learners.
7KHLGHDRIRQH¶VµRZQYRLFH¶HPSKDVLVHGLQSRSXODUPXVLFDQGMD]]HPHUJHGDVDWRSLF
in which the learner-centered understanding of role of the teacher manifested strongly.
:KDW WKH VWXGHQW¶V µRZQ YRLFH¶ LV DFFRUGLQJ WR WKH SDUWLFLSDQWV LV GHWHUPLQHG E\ WKH
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VWXGHQW DQG WKH UROH RI WKH WHDFKHU LV WR JXLGH KLP RU KHU WRZDUGV LW ,Q GH¿QLQJ WKH
FRQFHSWRIRQH¶VµRZQYRLFH¶WKHSDUWLFLSDQWVYDOXHGWHUPLQRORJ\WKDWVXJJHVWHGVWXGHQW
EHLQJSODFHGDVWKHFHQWUHRIDFWLRQ7KURXJKVXFKH[SUHVVLRQVDV³SUHVHQWLQJGL̆HUHQW
ways”, “allowing and helping students to search”, “getting students to hear”, and “letting
students acknowledge who they are”, the participants positioned themselves more as
supporters and stimulators of learning. They also emphasised that teachers should
reassure the students that they have a valuable voice and a personal way to make music,
and that they do not have to take references from outside, not even the teacher. On the
other hand, this teaching approach was not considered to be very easy. It was mentioned,
that the ideas and ideals of teachers “shine through anyway”, even if teachers try to give
VWXGHQWVWKHVHOIGULYHQIUHHGRPWR³VHDUFKDQG¿QG´WKHLURZQYRLFHV%HFDXVHRIWKHVH
challenges, many participants used song-writing or improvisation as pedagogical tools
to direct the students into singing without vocal references.
The role of the students working on their problems, asking questions, summarizing
FRQWHQWDQGR̆HULQJFULWLFDODQDO\VLVDSSHDUHGDVFOHDUWKHPHVDFURVVWKHSDUWLFLSDQWV¶
UHVSRQVHV 6HYHUDO SDUWLFLSDQWV UHÀHFWHG WKDW LQ WKHLU RZQ OHDUQLQJ H[SHULHQFHV WKH\
had been confronted with situations in which their teachers had imposed strong ideas
RI³ULJKWVDQGZURQJV´7KLVWUDQVIHUVW\OHRISHGDJRJ\PDQLIHVWHGLQWKHSDUWLFLSDQWV¶
own experiences as students of singing, had led them to search for alternative, less
prescriptive approaches in their own teaching practices.
$V WKH FRPSLOHG TXHVWLRQ ³:KDW GR ZH WHDFK ZKHQ WKHUH LV QR ULJKW RU ZURQJ"´
demonstrates, the absence of commonly agreed ideal of singing had caused some
uncertainty among the participants. They had varying views towards this matter. For
VRPH YRFDO KHDOWK DQGRU VW\OLVWLF UHTXLUHPHQWV JDYH D IUDPH WR WKH µULJKW ZD\¶ RI
VLQJLQJIRURWKHUVHYHQWKHVHDVSHFWVZHUHDPDWWHURIVWXGHQWV¶FKRLFHEXWVKRXOGEH
XVHGNQRZLQJO\0DQ\SDUWLFLSDQWVPHQWLRQHGWKDWWKH\DYRLGVD\LQJµULJKWRUZURQJ¶RU
µJRRGRUEDG¶DQGLQVWHDGGLVFXVVWKHLVVXHRIFRQFHUQZLWKWKHLUVWXGHQWVIURPGL̆HUHQW
perspectives.
,WZDVPHQWLRQHGVHYHUDOWLPHVWKDWWHDFKHUVVKRXOGQRW¿[WKHLUSHGDJRJLFDOWKLQNLQJ
and action in advance. In many comments, participants explained how the individuality
of the student can be the focus, when the teacher sees and hears the student in front of
them without any preconceptions of for example a particular musical style or certain
vocal technique. They emphasised “seeing the bigger picture” and choosing pedagogical
tools that were useful for individual students. For all participants this meant moving away
from using one vocal method only. Emma for example mentioned how she had chosen
QRWWREHFRPHDFHUWL¿HGPHWKRGWHDFKHUEHFDXVHLWZRXOGPDNHKHUWRRIRFXVHGRQWKH
LGHDOVRIWKDWVSHFL¿FPHWKRG'DQLHODH[SODLQHGWKDWXVLQJRQHPHWKRGRQO\ZRXOGQRWEH
149

DVROXWLRQIRUDOOVWXGHQWVDQGVLWXDWLRQV$OOSDUWLFLSDQWVYDOXHGWKHNQRZOHGJHGL̆HUHQW
PRGHOV RU PHWKRGV KDYH SUHVHQWHG WR WKH ¿HOG +DYLQJ NQRZOHGJH RI D ZLGH UDQJH RI
methods and the terminology used by several methods was seen to be important. The
participants emphasised that being able to use the same language of singing phenomena
DV WKH VWXGHQW DOORZHG WKH WHDFKHU WR XQGHUVWDQG WKH VWXGHQWV¶ PHDQLQJV EHWWHU 7KH
UHTXLUHPHQWRIWKHWHDFKHUWRDFTXLUHNQRZOHGJHRIWKHVWXGHQW¶VODQJXDJHEULQJVIRUWK
\HWDQRWKHUOHDUQHUFHQWHUHGIHDWXUHLQWKHSDUWLFLSDQWV¶SHGDJRJLFDOWKLQNLQJ
The participants mentioned both in the interviews and in the professional
FRQYHUVDWLRQVKRZWKH\VDZWKHLUWHDFKLQJDVVHHNLQJDQGWU\LQJGL̆HUHQWVROXWLRQVWR
problems together with the student. This joint inquiry suggests that the participants
positioned themselves as learners as well. Anna and Cecilia described how it was
FKDOOHQJLQJ WR WHDFK VWXGHQWV ZKR ORRN IRU WKH WHDFKHUV¶ FRQ¿UPDWLRQ RU FRQVLGHU WKH
WHDFKHUV¶ZRUGVDVWKHWUXWK,WZDVDJUHHGWKDWVWXGHQWVQHHGWR¿QGWKHLURZQWUXWKV
DQG DV WHDFKHUV WKH\ KDG FKRVHQ WR SUHVHQW WKHLU VWXGHQWV ZLWK GL̆HUHQW RSWLRQV 7KH
SDUWLFLSDQWV¶YLHZVWKXVDGDSWHGWRWKHQRWLRQWKDWOHDUQHUFHQWHUHGWHDFKLQJLVQRWDQ
µDOORUQRWKLQJSURSRVLWLRQ¶WKDWVRPHWLPHVLQWKHLQWHUHVWRIWKHVWXGHQWWKHWHDFKHU
needs to take a more active role in the process. The participants had noticed that this
DFWLYH UROH LV QHHGHG PRUH LQ WKH EHJLQQLQJ RI WKH VWXGHQW¶V OHDUQLQJ SDWK DQG WKH
more advanced the student is, the more the teacher has to let go of her control. Birgitta
described how she considered the intuition of the teacher in guiding the student to be
important in learning processes. This view can be seen as opposing learner-centered
teaching, but it also indicates that the role of the teacher may shift depending on the
situation and the individual. Anna for example suggested that teachers should stop and
think about their motivation to teach and consider whether the driving force in pedagogy
is the student or themselves as teachers.

5.3.2 The balance of power
7KHVHFRQGNH\FKDQJHLQOHDUQHUFHQWHUHGWHDFKLQJSURSRVHGE\:HLPHU  LVWKH
balance of power between the learner and the teacher. In general, the data suggests
that the participating teachers have taken extensive steps in sharing the power with
the student. They expressed on several occasions how in their opinion teachers should
EH DZDUH RI WKHLU LQÀXHQFH RQ WKH VWXGHQWV DQG UHFRJQLVH WKHLU RZQ OLPLWDWLRQV DQG
preferences. The data also includes several comments which suggest that the control and
responsibility of learning mostly belong to the student, but that sometimes power needs
to be shared. These comments emphasised the importance of giving the students power
and freedom but also suggested that the knowledge of the teacher based on experience
plays an important role in learning processes.
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&RQVLGHULQJ WKH GL̆HUHQW IRUPV RI SRZHU VXJJHVWHG E\ &RUQHOLXV:KLWH DQG
+DUEDXJK  H[SHUWSRZHUUHODWLQJWRWHDFKHUV¶FRQWHQWH[SHUWLVHDQGWKHLUDELOLW\
use it in teaching, was mentioned several times. The notion was also disputed in the
conversation concerning whether teachers can teach subject matter not very familiar to
them. There seemed to be some disagreement about this. One participant suggested that
through certain teaching practices such as helping the learner to discover new things
WKURXJKDVNLQJTXHVWLRQVRQHFDQDOVRWHDFKWKLQJVWKDWDUHQRWRIRQH¶VRZQVSHFLDOW\
but not everyone agreed with this notion. According to the participants in favour of
teaching through questions, it challenges the understanding of the role of the teacher as
the master having extensive skills and knowledge to share. In these situations, expertise
H[LVWV EXW LV XVHG GL̆HUHQWO\ 7KH VHFRQG IRUP UHZDUG SRZHU FRQFHUQV WKH DELOLW\ WR
LQÀXHQFH VWXGHQWV WKURXJK UHLQIRUFHPHQW 7KLV QRWLRQ DSSHDUHG VOLJKW GL̆HUHQWO\
LQ WKH GDWD DV WKH SDUWLFLSDQWV PHQWLRQHG DYRLGLQJ SRVLWLYH WHUPV VXFK DV µJRRG¶ RU
µULJKW¶ZKLFKYHU\RIWHQDUHXVHGDVUHLQIRUFHPHQWLQWHDFKLQJ,QVWHDGWKHSDUWLFLSDQWV
suggested that reinforcement should be found in students themselves. Coercive power,
setting behavioural limits through punishment, was not considered relevant among the
participants. Instead, attractive power, the belief by the learners that the teachers share
WKHLULQWHUHVWVDQGGRQRWWHDFKPHUHO\IRUWKHLURZQVHOILQWHUHVWVFDQEHLGHQWL¿HGLQ
all professional conversations concerning pedagogy. All participants had adopted this
attitude in their professional thinking and during conversations provided insights into
GL̆HUHQWDVSHFWVRILW
7KHSDUWLFLSDQWVRQVHYHUDORFFDVLRQVGHVFULEHGWKHLUH̆RUWVLQVKDULQJWKHSRZHUZLWK
the students, but they had also encountered challenges in doing so. For example, even
if Anna wanted to be a teacher who asks questions and makes students responsible, she
could see that not everyone was ready for it. The participants had noticed that students
need help and some concrete tools to start with in the beginning. This does not oppose
the principles of learner-centered teaching, because in it the power of decision should
EHEDODQFHGDJDLQVWVWXGHQWV¶PDWXULW\DQGDELOLW\,QWKHFRQWH[WRIKLJKHUHGXFDWLRQ
LWZDVDVVXPHGWKDWWKLVUHTXLUHPHQWRIDFFHSWLQJPRUHSRZHURYHURQH¶VRZQOHDUQLQJ
SURFHVVHV GHYHORSV H̆HFWLYHO\ GXULQJ WKH \HDUV RI VWXG\LQJ 7KXV WKH SDUWLFLSDQWV
mentioned experiences of teaching students who had made tremendous progress during
their studies by accepting more power and responsibility.

5.3.3 The function of content
The dual function of the content in learner-centered teaching, both to acquire knowledge
and to develop learning skills, was manifested as one important theme in the data. The
participants on several occasions expressed their concerns for the lack of time in relation
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to all knowledge that should be addressed and skills that should be acquired. According
to the literature of learner-centered teaching, merely covering the content does not
SURPRWH OHDUQLQJ RU KHOS WKH VWXGHQWV WR GHYHORS LPSRUWDQW OHDUQLQJ VNLOOV :HLPHU
2013; McCombs, 2008). As the compiled questions “How much and what kind of
NQRZOHGJHLVQHHGHG"´DQG³+RZGRZHGHDOZLWKWKHLQGLYLGXDOGL̆HUHQFHVLQVWXGHQWV¶
instrumental skills with limited resources?” imply, the participants considered that there
is too much content to teach and therefore choices need to be made. Anna described how
she sometimes, as an act of civil disobedience, does not obey the curriculum, but instead
changes the direction of her teaching according to the needs of the student.
The participants were also very concerned about how their students can acquire
WKH QHFHVVDU\ OHDUQLQJ VNLOOV 7KH\ LGHQWL¿HG VHOIUHJXODWHG OHDUQLQJ DQG WKH DELOLW\ WR
SODQRQH¶VRZQOHDUQLQJDVLPSRUWDQWVNLOOVWREHWDXJKWLQRUGHUWRHQKDQFHVWXGHQWV¶
lifetime learning. For example, Daniela mentioned how she has had to accept that not all
students are “ready” within the time available in lessons and within the years of studying
in the program, and she had often wondered how to provide her students with skills they
needed to learn things by themselves.
&RYHULQJWKHFRQWHQWLQJHQHUDOFDQEHLGHQWL¿HGDVDSDUWLFXODUO\FKDOOHQJLQJWDVN
for popular music and jazz vocal teachers in Nordic countries, as there generally is no
detailed curriculum and teachers are required to use their judgement in choosing the
FRQWHQW 7KH FRQWHQW RI WHDFKLQJ W\SLFDOO\ FRQVLVWV RI DHVWKHWLFV RI GL̆HUHQW PXVLFDO
styles, relevant vocal techniques and various topics related to performance skills. The
participants had varying views on whether obeying the traditions of musical styles
should be required. For Daniela it was a responsibility to teach her students the tradition
and the musical and aesthetic choices within it. She explained that the students need
WKLV NQRZOHGJH VR WKDW WKH\ FDQ UHÀHFW WKHLU RZQ FKRLFHV WR LW %LUJLWWD RQ WKH RWKHU
hand thought it was a matter of opinion, and that students should have a freedom to
refuse to obey traditions. Daniela linked the issue to institutional teaching by saying
that in institutions students need to gain certain knowledge and that teachers should
adapt to that. Anna above all valued the idea of the student possessing ownership of the
knowledge. In their daily teaching practices, the participants had added methods which
instead of covering the content challenged the students to use the knowledge and skills
they already have and build their learning processes on those strengths. As methods for
such teaching the participants mentioned working in groups and songwriting.
Anna had been thinking about how to build a curriculum for a future that is unknown.
This notion relates to the suggestions of a learner-centered curriculum, in which the basic
skills are integrated into authentic and real-world problem solving. The participants
shared the deliberation that in higher music education teaching needs to adapt to what
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the skills are needed for. For an artist it is essential to have in-depth knowledge of the
QDUURZ¿HOGRIWKHLUVSHFLDOLW\DQGIRUYRFDOWHDFKHUVRUFKRLUGLUHFWRUVLWPLJKWEHPRUH
useful to have a wider knowledge base. They thus expressed concerns that there is not
enough time to accomplish either one of these goals.

5.3.4 The responsibility for learning
In learner-centered environments student responsibility and activity are emphasised
:HLPHU  6HYHULHQV 0HHXZLVVH  %RUQ  (XURSHDQ &RPPLVVLRQ  
The responsibility for learning is closely connected to the power relations in teaching and
to the role of the teacher. Through the paradigm shift to learner-centered approaches
the student gains control, power and responsibility, but this shift requires recognition
RI SUDFWLFHV WKDW PDNH VWXGHQWV GHSHQGHQW RQ WKHLU WHDFKHUV :HLPHU   %LUJLWWD
mentioned how not only teachers have to teach students to take responsibility, but they
also have to learn not to take responsibility themselves. She described her own teaching
DV R̆HULQJ KHU VWXGHQWV VROXWLRQV WR GL̆HUHQW SUREOHPV DQG JLYLQJ WKH VWXGHQWV WKH
UHVSRQVLELOLW\WR¿QGZKDWLVULJKWIRUWKHP
Considering features that promote the development of responsible learners, some
QRWLRQVSUHVHQWHGE\:HLPHU  UHVRQDWHZLWKWKHGDWDRIWKLVVWXG\DQGVRPHGRQRW
Her suggestion of the demand for logical consequences to both action and inaction of the
students were present in conversations when the participants described their encounters
with students who avoid responsibility and act passively towards their own learning.
7KH\H[SUHVVHGGL̆HULQJYLHZVZKHWKHUWKHWHDFKHUVKRXOGVKRZKLVRUKHUIUXVWUDWLRQWR
WKHVWXGHQWLQVXFKFDVHV&HFLOLDH[SODLQHGKRZVKHVRPHWLPHVXVHVKHUµDQJU\IDFH¶WR
make the student understand that they are not working properly. Birgitta on the other
KDQG DSSURDFKHV VXFK VLWXDWLRQV GL̆HUHQWO\ EHFDXVH VKH UHODWHV JHWWLQJ HPRWLRQDOO\
involved more to parenting. In general, the participants were concerned about the lack
of practice routines among the students, which in turn causes low achievement levels.
'DQLHODIRUH[DPSOHKDGIRXQGLWFKDOOHQJLQJWRWXUQVWXGHQWV¶WKLQNLQJWKHRWKHUZD\
around, in the sense that learning to practice instrumental skills would not be a mere
responsibility but an inspiring thing to do.
To the second feature promoting responsible learners—the consistency between
what the teacher says and does, being predictable, and holding all students to the same
standards—the participants also presented several views. They understood that they
should be, and also were, role models to their students. Birgitta for example mentioned
how teachers should set an example by trying to stand up against gendered inequality
within music business. She mentioned that when students acknowledge this inequality,
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they are empowered to do something about it. In general, all participants valued having
high standards and expectations for their students, and also a belief that the students
can reach their own goals. They also expressed commitment to helping the students to
reach their own aims. On the other hand, as the compiled question “How do we deal
ZLWKWKHLQGLYLGXDOGL̆HUHQFHVLQVWXGHQWV¶LQVWUXPHQWDOVNLOOVZLWKOLPLWHGUHVRXUFHV"´
demonstrates, varying skill levels may create challenges in this respect. The participants
mentioned this as a problem especially in relation to reaching the objectives of the
curriculum, which may not be achievable to all students.
&DULQJRIRQH¶VVWXGHQWVLVDOVRPHQWLRQHGDVDIHDWXUHSURPRWLQJUHVSRQVLEOHOHDUQHUV
&RUQHOLXV:KLWH DQG +DUEDXJK   FRQQHFW FDULQJ WR ZDUPWK DQG DFFHSWDQFH RI
learners. Such genuine attitude towards students can be seen as an underpinning feature
RI DOO SDUWLFLSDQWV¶ SURIHVVLRQDO WKLQNLQJ 6WXGHQWV HYHQ WKH QRQUHVSRQVLEOH RQHV
were always discussed with appreciation and dignity. It can be gathered from various
comments that the participants see themselves as co-learners walking alongside with
their students and in general have a close and trustful relationship with them. Oneto-one tuition creates natural surroundings for the teacher to get to know the student
more deeply and to express genuine feelings of care. The participants seemed to commit
VWURQJO\WRWKHOHDUQLQJRIWKHLUVWXGHQWVZKLFK:HLPHUDOVRPHQWLRQVDVDQLPSRUWDQW
feature of learner-centered teaching. They also mentioned several times that teaching
through learner-centered ideals was not always easy. Students sometimes refuse to accept
the responsibility and seek for ready-made answers and frustration-free lessons without
“having to think”. They had noticed that many students need practice in becoming more
self-determined in their studies. The most commonly used tools by the participants to
support development of responsible learners were diaries and rehearsal plans.

5.3.5 The purpose and processes of evaluation
In general, teachers are required to certify the level at which their students perform and
LQYRFDOWHDFKLQJWKLVXVXDOO\PHDQVJLYLQJJUDGHVWRRQH¶VRZQVWXGHQWVDVZHOODVWR
other singers. The scale with which the participants assess singing is the same used in
other subjects as well. The challenges of this requirement are clearly seen in the compiled
TXHVWLRQ³:KDWDUHWKHULJKWFULWHULDLQHYDOXDWLQJSRSXODUPXVLFDQGMD]]VLQJLQJ"´DQG
DOVRLQFORVHUHODWLRQWRWKHFKDOOHQJH³:KDWGRZHWHDFKZKHQWKHUHLVQRULJKWRUZURQJ"´
7KHGL̆HUHQWFRQYHUVDWLRQVUHYHDOHGWKDWLQWKHSDUWLFLSDQWV¶LQVWLWXWLRQVFULWHULDKDGQRW
been discussed enough, and in some cases, there was no joint understanding of them.
Cecilia explained how in her institution the evaluation was not agreed on because the
content of teaching was not agreed on, either. Birgitta mentioned how in her institution
WZRSHRSOHPLJKWJHWWKHVDPHJUDGHEXWZLWKYHU\GL̆HUHQWUHDVRQV'DQLHODFRQFOXGHG
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that the only way teachers can evaluate is using the curriculum. But at the same time, she
thought, that the criteria embedded in the curriculum were only for school and not for
real life. The basic notion of evaluation in learner-centered approaches, both providing
feedback to the student and also generating learning, was addressed frequently by the
participants.
The ways the participants were required to evaluate their students were not according
WRWKHPYHU\OHDUQHUFHQWHUHGDQGLQJHQHUDOWKH\ZHUHQRWVDWLV¿HGZLWKWKHV\VWHP
Emma stated that giving grades was devastating for the whole learning process. Cecilia
mentioned that if she could choose, she would not give numbers at all. The participants
also mentioned that some things were easier to assess with numbers or letters. Daniela
for example explained that it was easier to assess scales and pitch with numbers. On
the other hand, Birgitta explained that she did not focus that much on things she knew
FRXOGEHHDVLO\¿[HGVXFKDVSLWFKSUREOHPVUHODWHGWRYRFDOWHFKQLTXH&HFLOLDGLGQRW
value assessment based on intuition only, so she had tried to solve the problem with an
evaluation form, which included all sectors of assessment. She assessed these sectors
VHSDUDWHO\DQGXVHGWKHDYHUDJHDVWKH¿QDOJUDGH7KLVVWUXFWXUHZDVSUREOHPDWLVHGE\
other participants, because they wondered whether all things were as important. Still,
they mentioned that such a list was good to have as a reference of all things that should
be considered in assessment.
The participants found assessing student concerts or exams especially problematic
if external adjudicators were used as members of the board. Emma had noticed that in
such cases there is “a right or wrong”, because these external board members have their
own criteria which they use in evaluation. But since there is no general agreement on
the matter, the criteria of the teacher and the criteria of the external board member may
EHTXLWHGL̆HUHQW,QVXFKFDVHVWKHVWXGHQWVGRQRWNQRZZLWKZKDWFULWHULDWKH\DUH
being assessed with. Emma called this a “double standard”. She comprehended that this
SURFHGXUHLVDJDLQVWWKHLGHDWKDWVWXGHQWVDUHDOORZHGWRFKRRVHWKHLUZD\DQG¿QGWKHLU
own voice.
All participants valued self-assessment highly in their daily practices. Anna
expressed that she saw a need of shift in power relations also in assessment. By giving
the students the freedom to self-evaluate they are also given strength to trust their ideas
and creativity. Anna explained that in such process there is no need for the teacher to
be telling what is needed. According to the data, adapting the learner-centered notion of
intrinsic motivation for learning and emphasis on cooperation rather than competition
between the students, were considered viable solutions by the participants, as they had
experienced several ethical and practical challenges in the traditional ways of assessment.
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5.4 Social constructivist notions growing out of the data
There seems to be a coherence in considering the ways the participants articulated their
development of expertise and the methods they apply in their own teaching. Shabani
(2016) proposes that social constructivist notions connect both to the learning of
students and teachers within their professional development. Both levels investigated
in this study indeed support that proposition. This section presents the emergence of
VRFLDO FRQVWUXFWLYLVW QRWLRQV ¿UVWO\ LQ UHODWLRQ WR WKH ZD\V (XQ   FRQQHFWV WKHP
to professional development programs, and secondly in relation to the way they are
manifested in the ways the participants described their pedagogical thinking and action.
The project of this study can be considered as a form of social interaction, a Vygotskian
key theoretical concept that Eun relates to CPD programs including workshops, colloquia,
seminars, mentoring or study groups. Indeed, this project enhanced collaboration
between colleagues, and included mentoring and moments that can be described as
workshops when the participants shared their expertise to each other. Processes of
internalisation, the second key concept relevant in Vygotskian thinking, were constituted
LQ WKH GDWD ZKHQ WKH SDUWLFLSDQWV LQGLYLGXDOO\ UHÀHFWHG RQ ZKDW WKH\ OHDUQHG GXULQJ
WKH SURIHVVLRQDO FRQYHUVDWLRQV 7KHVH UHÀHFWLRQV FRQWDLQHG QRWLRQV RI WKH QHHG DQG
importance but also concerns of social interaction with peers. Some participants also
UHÀHFWHGRQGHYHORSHGWHDFKLQJSUDFWLFHVDVDUHVXOWRIWKLVVRFLDOLQWHUDFWLRQ7KHVDIH
DQGFRQ¿GHQWLDOHQYLURQPHQWDOORZHGWKHPWRPDNHDQH̆RUWWRWUXO\XQGHUVWDQGHDFK
RWKHU¶V YLHZSRLQWV DQG WKURXJK WKDW H̆RUW VRPHWLPHV DOVR JHW FRQ¿UPDWLRQ RI WKHLU
present teaching practices and deeper understanding of the pedagogical choices they
had made during their teaching careers.
According to Vygotskian understanding of learning, internalisation of social
interaction occurs through mediation (Daniels, 2016; Eun, 2008; Moll, 2014). The peergroup mentoring sessions in this project provided an environment for “social mediation
with dialogic negotiation” (Shabani, 2016, p. 3). Out of the three types of mediators
related to professional development practices, “tools, signs and other humans” (Eun,
 DWOHDVWWZRFDQEHLGHQWL¿HGIURPWKHGDWD,QWKLVVWXG\WRROVRIWHQLQWHUSUHWHG
as material sources, were for example demonstrations of teaching practices gained
GXULQJWKHSURFHVVDQGWKURXJKZKLFKWKHSDUWLFLSDQWVUHÀHFWHGRQWKHLURZQWHDFKLQJ
practices. The most evident means of mediation in this project was for it to occur
through other humans. This “professional network”, as Eun (2008) has named the third
mediator within CPD programs, allowed the participants to develop their expertise by
UHÀHFWLQJRQWKHLURZQSUDFWLFHVDQGFUHDWLQJQHZXQGHUVWDQGLQJRISHGDJRJ\LQVRFLDO
LQWHUDFWLRQ7KHSDUWLFLSDQWV¶UHÀHFWLRQVVXJJHVWHGLQFUHDVHGZLOOLQJQHVVWRFROODERUDWH
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with colleagues also in the future. Thus, the ways in which the participants described
OHDUQLQJUHVRQDWHVZLWKWKHQRWLRQRIVFD̆ROGLQJ :RRG%UXQHU 5RVV9\JRWVN\
1978), as other participants provided each other help in individual learning processes.
Considering the fourth theme in mediation presented by Moll (2014), that learners are
active subjects who create themselves through their social actions, the participants
LQGHHGFDQEHXQGHUVWRRGDVµDFWLYHVXEMHFWV¶LQWKLVSURMHFW%LUJLWWDPHQWLRQHGLQKHU
UHÀHFWLRQWKDW³ZHDFWXDOO\KDGWRGRLWRXUVHOYHV´
The role of language, a symbolically and socioculturally constructed artefact as
GH¿QHG E\ 6KDEDQL   ZDV RQH RI WKH HVVHQWLDO QRWLRQV XQGHUSLQQLQJ WKLV VWXG\
Firstly, language is a factor in the creation of silos among popular music and jazz vocal
teachers, as vocal methods and models have created their own terminologies to describe
GL̆HUHQWYRFDOSKHQRPHQD$VDUHVXOWYRFDOWHDFKHUVVXEVFULELQJWRGL̆HUHQWPHWKRGV
do not necessarily share a common professional language. Secondly, in this study some
SDUWLFLSDQWV UHÀHFWHG RQ WKHLU LQVẊFLHQW DELOLW\ WR XVH (QJOLVK DV D KLQGUDQFH IRU
communication. The use of foreign language in conversations indeed created challenges
in meaning-making and must be considered as an ethical dilemma in this study.
The fourth key theoretical concept, new psychological systems, Eun (2008) connects
with the development of CPD programs. The data suggests that this project was a
successful CPD program for the participants. It was structured according to the needs of
adult learners (Craft, 2000; Diaz-Maggioli, 2004; Knowles, Holton, & Swanson, 2012),
and situated within education aimed at professional development of teachers enhancing
better teaching and better learning of students.
Several implications of social constructivist notions emerged from the ways the
participants described their pedagogical thinking and action. They described their
teaching processes to be collaborative and taking place in social interaction with the
student. The idea of “searching together” with the student instead of the teacher being
the master passing on the “right” knowledge resembles Vygotskian notions of pedagogy,
according to which the processes of teaching and learning are much more than simple
transmissions of prescribed knowledge and skill (Daniels, 2016). The participants
emphasised social interaction in their teaching practices, for example when saying that
teachers have to learn not to take responsibility themselves or suggesting that teaching
has to adapt to what skills are needed for, and indeed positioned students constructing
and applying knowledge in socially mediated contexts. They also described the use of
several internalisation tools, such as directing the students to keep practice diaries and
to record themselves.
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Mediation seems to play an essential part in the pedagogical thinking of the
participants; it emerged for example in the conversation about how to guide the
VWXGHQWVWR¿QGWKHLURZQYRLFHV%\GHVFULELQJWKHLUWHDFKLQJPHWKRGVWKURXJKYHUEV
VXFKDVµDOORZLQJ¶µSUHVHQWLQJ¶µKHOSLQJ¶DQGµOHWWLQJ¶WKHWHDFKHUVFOHDUO\UHIHUUHGWRWKH
mediation processes of the student instead of focusing on the transmission of knowledge
and skills. The participants also brought forth the concept of language in teaching by
stating that teachers should learn the language used by the students concerning vocal
phenomena in order to communicate with them better.
The importance of secure and trustworthy environment arose from the data both
IURP WKH YLHZSRLQW RI WKH WHDFKHUV¶ RZQ OHDUQLQJ DQG LQ WKH ZD\V WKH\ GHVFULEHG WKH
WHDFKLQJHQYLURQPHQWWKH\DLPWRFUHDWH$VDQH[DPSOHWKHLUUHÀHFWLRQVVXJJHVWLWZDV
important that students felt secure to both succeed and fail in their vocal lessons. The
participants also mentioned the importance of providing the students the learning skills
they need to develop their instrumental and musical skills in the future. These learning
skills can be considered a tool for mediation. Also, the participants described using small
group tuition as a teaching practice, which clearly points towards mediation through
social interaction.
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6 Discussion
The aim of this study was to provide insights into Nordic popular music and jazz vocal
teaching in higher music education through a project in which the participants shared
their expertise and addressed challenges arising from their daily work. I studied this
context on two levels. Firstly, I was interested in how the participants articulated their
professional development of expertise during the project (5.1). Secondly, I was interested
in how the participants articulated their pedagogical thinking and practices of popular
music and jazz vocal teaching within the project (5.2). Section 5.3 described results
of how the unifying theme of learner-centered practices arose from the professional
FRQYHUVDWLRQV DQG ¿QDOO\ DOO GDWD ZDV GLVFXVVHG LQ UHODWLRQ WR 9\JRWVNLDQ VRFLDO
constructivist notions (5.4).
 7KH PXOWLSOH ¿QGLQJV RI WKLV VWXG\ LQGHHG SURYLGH DQ DUUD\ RI LQVLJKWV WKDW VKHGV
OLJKWWRWKHUHVHDUFKTXHVWLRQV$WDJHQHUDOOHYHOWKHUHVXOWVRIWKLVVWXG\FRQ¿UPP\
presumption of the scarcity of collegial collaboration. Both collaborative and individual
UHÀHFWLRQVRIWKHSDUWLFLSDQWVVXJJHVWWKDWWKH\FRQVLGHUVRFLDOLQWHUDFWLRQZLWKFROOHDJXHV
essential and value the possibility of having professional conversations with peers, and
that they have not had enough of such collaboration in their working life. The results
thus VXSSRUWOLWHUDWXUHVXJJHVWLQJWKDWFROODERUDWLYHSURFHVVHVDUHH̆HFWLYHLQHQKDQFLQJ
professional development and overcoming feelings of isolation in teaching (Barrett,
2014; Cooper, 2013; Renshaw, 2013).
:LWKLQWKHSURMHFWUHSRUWHGLQWKLVVWXG\WKHSDUWLFLSDQWVEURXJKWWKHLUYDULHGSUR¿OHV
of skills, knowledge, and expertise to the professional conversations (Barrett, 2014). The
data also describes how the conversations were cognitively and emotionally charged
-RKQ6WHLQHU DQGKRZHOHPHQWVRIJURXSÀRZVXFKDVRSHQFRPPXQLFDWLRQZHOO
GH¿QHGJRDOVDQGHTXDOSDUWLFLSDWLRQZHUHSUHVHQW 6DZ\HU 7KHHQYLURQPHQW
ZDVGHVFULEHGDVVHFXUHFRQ¿GHQWLDOZDUPDQGIULHQGO\7KXVWKHZD\WKHSDUWLFLSDQWV
ZRUNHGWRJHWKHUZDVGHSLFWHGDVUHOD[HGDQGHDV\JRLQJEXWDWWKHVDPHWLPHH̆HFWLYH
7KHGDWDWKXVSURSRVHVWKDWWKHSDUWLFLSDQWV¶H[SHFWDWLRQVWRZDUGVD³XQLTXH´SURMHFW
were met and even exceeded and their concerns of participation did not actualise.
In what follows, the theoretical and methodological concepts of this study,
development of expertise, continuing professional development, peer-group mentoring,
conversational learning, and professional conversations are revisited in relation to the
data, followed by the discussion of popular music and jazz vocal pedagogy manifested
in the data.
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6.1 Discussion of development of expertise
The participants of this study possessed high levels of expertise based on their position in
ZRUNLQJOLIH+RZHYHUSRSXODUPXVLFDQGMD]]YRFDOWHDFKLQJLVD¿HOGLQZKLFKWKHOHYHO
RIH[SHUWLVHLVGL̇FXOWWRGH¿QHDVQRREMHFWLYHFULWHULDFDQEHIRXQG7KHUHWURVSHFWLYH
QRWLRQ WKDW WKH OHYHO RI H[SHUWLVH FRXOG EH GH¿QHG WKURXJK KRZ WKH RXWFRPH RI WKH
WHDFKHU¶VDFWLRQLVUHFHLYHGGRHVQRWVXLWYRFDOSHGDJRJ\HLWKHUDVLWZRXOGEHLPSRVVLEOH
WR GHWHUPLQH ZKDW SDUWV RI VWXGHQWV¶ NQRZOHGJH DQG VNLOOV DUH FRQQHFWHG WR D VSHFL¿F
teacher and teaching process. Also, sometimes the results of learning do not appear
LPPHGLDWHO\ EXW WDNH WLPH WR DFWXDOLVH LQ WKH VWXGHQWV¶ SHUIRUPDQFH )LQDOO\ ZKHWKHU
WHDFKLQJLVFRQVLGHUHGVXFFHVVIXOLVPRVWO\DPDWWHURIRSLQLRQRQWKHOHDUQHU¶VVLGH7KH
selection of these participants as representatives of high levels of expertise was based on
peer-nominations by professionals of the same domain (Ericsson, 2006), as they have
been recruited to higher education, a working life position that usually requires a high
level of expertise and peer review in the recruiting process.
The focus of this research has not been to identify the level of expertise of each
SDUWLFLSDQWEXWLQVWHDGHQKDQFHGHYHORSPHQWRIH[SHUWLVHDWDOOVWDJHVRIWKHSDUWLFLSDQWV¶
careers. This study holds the preconception that development of expertise in teaching is
an ongoing process which does not stop even at the level of expert performance. The
¿QGLQJVRIWKLVVWXG\LQGHHGVXJJHVWWKDWHYHQWKHPRVWH[SHULHQFHGWHDFKHUVEHQH¿W
IURP SURIHVVLRQDO FRQYHUVDWLRQV 7KH SDUWLFLSDQWV IRU H[DPSOH UHÀHFWHG WKDW WDONLQJ
DERXWWKHLURZQSHGDJRJLFDOFKRLFHVDVZHOODVSUREOHPVROYLQJLQGL̆HUHQWVLWXDWLRQV
provided them with a clearer understanding of the reasons behind their previously
constructed pedagogical thinking and practices.
Interestingly, the data of the interviews reveals that the question What aspects of
your expertise you would like to share?ZDVGL̇FXOWIRUPRVWSDUWLFLSDQWVWRDQVZHU
Only one participant, the oldest and the one with the longest experience in higher music
education, was able to respond to it directly and describe the kind of expertise she would
like to share. Others were struggling to propose what such expertise could be. The matter
ZDVGLVFXVVHGIXUWKHUDQG¿QDOO\DOOSDUWLFLSDQWVZHUHDEOHWRSURSRVHDWOHDVWRQHDVSHFW
RIWKHLUH[SHUWLVHWKH\FRXOGVKDUHZLWKRWKHUV,LGHQWL¿HGVLPLODUHPRWLRQDOGL̇FXOWLHV
DQGUHOXFWDQFHLQVKDULQJRQH¶VH[SHUWLVHLQWKHLQWHUQHWYRWLQJZKHQRQO\RQHSDUWLFLSDQW
volunteered to share her expertise early in the process. Thus, many participants seemed
to be insecure of sharing their expertise during the process.
7KHVH XQFHUWDLQWLHV SURYLGH DQ LQWHUHVWLQJ ¿HOG IRU GLVFXVVLRQ DV WKH\ OHDG RQH
to wonder why teachers in such positions in working life would feel insecure about
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sharing their knowledge and skills. In suggesting some reasons, I here rely on my own
H[SHULHQFHVRIZRUNLQJLQWKH¿HOGDQGLWPXVWEHXQGHUVWRRGWKDWWKHVHFRQVLGHUDWLRQV
are only speculative. Firstly, it may be that sharing their knowledge and skills with
peers was an unfamiliar practice to the participants because of their isolated working
environment. Competition, especially after the arrival of vocal methods or models, has
EHHQ VRPHWLPHV KDUVK LQ WKH ¿HOG RI YRFDO SHGDJRJ\ 7KH WHDFKLQJ SUDFWLFHV DSSOLHG
by teachers in higher music education have been challenged and accused of being for
example teacher-centered (McClellan, 2011), and the reactions of the participants may
be comprehended as safeguarding themselves and their pedagogical thinking.
$QRWKHUDVSHFWH[SODLQLQJWKHSDUWLFLSDQWV¶UHOXFWDQFHWRVKDUHPD\EHWKHSKDVHRI
the project in which these questions were asked. During the time of the interviews and the
¿UVWLQWHUQHWYRWLQJWKHSDUWLFLSDQWVKDGQRW\HWPHWHDFKRWKHU,QWKHLU¿QDOUHÀHFWLRQV
all participants mentioned the importance of a trustworthy and secure environment for
the professional conversations, and this environment had not yet been jointly created at
the time.
A further explanatory reason may be also that the participants felt insecurities
FRQFHUQLQJ WKHLU RZQ NQRZOHGJH :RUNLQJ LQ LVRODWLRQ GRHV QRW FUHDWH RSSRUWXQLWLHV
WR UHÀHFW RQ RQHV WHDFKLQJ WR WKDW RI RWKHUV DQG WKHUHIRUH RQH PD\ QRW EH FRQ¿GHQW
DERXW RQH¶V NQRZOHGJH DQG DFWV ZLWK XQFHUWDLQW\ $V DQ H[DPSOH (PPD LQ KHU
UHÀHFWLRQH[SUHVVHGUHOLHIWKDWVKHZDVQRWµZD\R̆¶LQKHUSHGDJRJLFDOWKLQNLQJ6WLOODOO
SDUWLFLSDQWVZHUHDEOHWRVKDUHNQRZOHGJHDQGVNLOOVDQGDOORIWKHPDOVRUHÀHFWHGWKDW
they had learned from each other. Therefore, according to this data the insecurities seem
WREHEDVHGPRUHRQWKHSDUWLFLSDQWV¶SHUVRQDOIHHOLQJVRILQVHFXULW\WKDQRQWKHLUDFWXDO
competences.

6.2 Discussion of continuing professional development
The project of this study provided the participants a nonformal environment for
FROODERUDWLRQ ,W ZDV FRQVWUXFWHG DFFRUGLQJ WR PDQ\ IHDWXUHV RI H̆HFWLYH FRQWLQXLQJ
professional development (CPD) for adult learners emphasised in the literature (Bauer,
Forsythe, & Kinney, 2009; Danielson, 2016; Diaz-Maggioli, 2004; Knowles, Holton &
6ZDQVRQ 7KHGDWDVXJJHVWVWKDWWKLVSURMHFWDVDIRUPRI&3'ZDVUHÀHFWHGRQDV
successful because of several reasons. Firstly, the professional conversations focused on
VXEMHFWVSHFL¿FFRQWHQWLQVWHDGRIPRUHJHQHUDOSHGDJRJLFDOLVVXHV$VWKHSDUWLFLSDQWV
were able to suggest topics for the conversations, they could address matters of their
FRQFHUQ ZLWK FROOHDJXHV RI WKH VDPH HGXFDWLRQDO ¿HOG 6HFRQGO\ WKH VWUXFWXUH RI WKH
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SURMHFWHQKDQFHGWKHSDUWLFLSDQWV¶DXWRQRPRXVDQGVHOIGLUHFWHGVHOIFRQFHSWV .QRZOHV
Holton, & Swanson, 2012) by distributing as much power to them as possible. The data
suggests that the participants were able to understand the grounds of the project but
were surprised of how much they were in charge of the conversations.
The developmental approach of the project was grounded in student learning, as the
topics suggested by the participants were closely connected to their teaching practices
and aimed at better learning of students. The project applied problem-centered
methods (Knowles, Holton, & Swanson, 2012). Instead of having a leader controlling
WKH FRQYHUVDWLRQV WKH XVH RI D IDFLOLWDWRU DQG YDU\LQJ IDFLOLWDWLYH WRROV ZHUH UHÀHFWHG
on as positive features by the participants. The structure and timeline I provided were
considered supportive elements. As a downside to facilitation and formulating the topics
DVTXHVWLRQVP\UHVHDUFKHU¶VGLDU\VXJJHVWVWKHSHUSOH[LW\LQODQJXDJH7KHZRUGLQJVRI
WKHFRPSLOHGTXHVWLRQVDWWLPHVFDXVHGPLVXQGHUVWDQGLQJVDQGQHHGHGWREHFODUL¿HG
$OOSDUWLFLSDQWVUHÀHFWHGRQLQWULQVLFYDOXHDQGSHUVRQDOSD\R̆VRISDUWLFLSDWLQJLQ
WKH SURMHFW .QRZOHV +ROWRQ  6ZDQVRQ   )LUVWO\ PDQ\ SDUWLFLSDQWV UHÀHFWHG
on improved teaching practices. This improvement was articulated as having a better
IHHOLQJ RI WKH GLUHFWLRQ RI WHDFKLQJ LQFUHDVHG DZDUHQHVV RI WHDFKLQJ DQDO\VLQJ RQH¶V
own teaching more, and preparing new exercises for students. The participants also
GHVFULEHGKRZWKHLUH\HVZHUHRSHQHGKRZWKH\JRWDGHHSHUXQGHUVWDQGLQJRIGL̆HUHQW
ZD\V RI WHDFKLQJ DQG KRZ WKH\ FRXOG VHH GL̆HUHQW VROXWLRQV LQ WKHLU WHDFKLQJ 7KLV
new pedagogical thinking was portrayed as broader, deeper and clearer. One strongly
HPHUJLQJ WKHPH RI WKH SDUWLFLSDWLRQ ZDV JDLQLQJ FRQ¿GHQFH LQ WHDFKLQJ IRU H[DPSOH
JHWWLQJ FRQ¿UPDWLRQ IRU WKH GLUHFWLRQ RI WHDFKLQJ DQG XQGHUVWDQGLQJ WKDW WKHUH LV QR
reason for one to think less of oneself as a professional. The participants were thus
activated into taking part in collegial conversations in the future. Daniela for example
mentioned that after the project she has been more active in contacting other vocal
teachers, asking more questions and sharing thoughts of vocal education.
:KHQGHVLJQLQJWKHSURMHFWRIWKLVVWXG\,KRSHGWKDWLWZRXOGJHQHUDWHDSRVVLEOH
PRGHORIKRZWHDFKHUVFRXOGFROODERUDWHH̆HFWLYHO\ZLWKFROOHDJXHVRIWKHVDPHGRPDLQ
The result of one participant creating a similar project in her home institution in order
to develop a common ground for vocal teaching and work on the assessment criteria
suggests that this study can be considered successful in that sense, too. In addition,
WKHSURMHFWLQTXHVWLRQFRQQHFWHGWHDFKHUVIURPGL̆HUHQWPXVLFDOVW\OHVDQRWLRQWKDW
VRXQGVYHU\SURPLVLQJDVDGHYHORSPHQWDOSURMHFWZLWKLQWKH¿HOG
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The few critical comments from the participants concerned for example the fact that
there were only women participating in the project. This criticism can be considered to
H[WHQGWRWKHJHQHUDOVLWXDWLRQRIJHQGHUGLVWULEXWLRQLQWKH¿HOGLQWKHVHQVHWKDWWKHUH
are very few male vocal teachers in full-time positions in Nordic higher music education.
Also, according to one participant, the time available did not allow all conversations
WR JR GHHS HQRXJK LQWR VSHFL¿F TXHVWLRQV ZKLFK VXJJHVWV WKDW ¿QGLQJ WKH IRFXV RI LQ
SURIHVVLRQDOFRQYHUVDWLRQVDQGJRLQJGHHSLQWRGL̆HUHQWLVVXHVWDNHVWLPH
The results of this research support one rationale of this study presented in section
1.1, that there is not enough collaboration between popular music and jazz vocal teachers,
and that many of them often feel isolated. The administrators of higher music education
institutions should indeed take into consideration creating more opportunities of
FRQWH[WVSHFL¿FFRQWLQXLQJSURIHVVLRQDOGHYHORSPHQWSURJUDPVIRUWKHLUHPSOR\HHV

6.3 Discussion of peer-group mentoring
The outcomes of this study support the notion that the relationship between the
participants of various ages and with diverse working experience becomes reciprocal
LQSHHUJURXSPHQWRULQJ +HLNNLQHQ-RNLQHQ 7\QMlOlE 7KHUHÀHFWLRQVRIWKH
participants propose that the project advanced equality and autonomy among them.
The respectful and approving atmosphere was mentioned by all participants, and they
were able to see beyond age or years of working experience. This observation connects
to literature suggesting that parity, if understood as a requirement for all participants
to be equal in terms of knowledge and experience (Heikkinen, Jokinen, & Tynjälä,
2012b), can be bypassed through mentoring projects. The juridical parity, the amount
of responsibilities, duties and rights, was already addressed in the case selection, in
which one prerequisite was that the participants were positioned in similar jobs (see
 7KHUHZHUHVWLOOVRPHGL̆HUHQFHVLQKRZWKHSDUWLFLSDQWVGHVFULEHGWKHLUOHDUQLQJ
which can be understood in relation to their working experience. The more experienced
teachers reported that through these conversations they could better understand the
pedagogical choices they had made in their working lives, while the less experienced
WHDFKHUVGHVFULEHGWKDWWKHFRQYHUVDWLRQVFRQ¿UPHGWKHLUSUHYLRXVFKRLFHVRIWHDFKLQJ
practices or assured that they were on the right path.
On the other hand, the data of this study does not support the literature on the sense
of community (Pharo, et al., 2012). Even if the collaboration during organised sessions
ZDV DFWLYH DQG WKH ¿QGLQJV VXJJHVW LW ZDV SURGXFWLYH DQG EHQH¿FLDO QR VXVWDLQDEOH
community was created. The internet platform was used only twice by the participants,
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and the data does not reveal any other communication among the participants, either.
Throughout the project the participants expressed positive feelings towards being part
of this group and having time to talk about a variety of matters, yet simultaneously they
limited their use time to the organised sessions only. Several geographical, temporal
DQG RUJDQLVDWLRQDO UHDVRQV PD\ KDYH KDG DQ H̆HFW RQ WKH DFWLYLW\ EHLQJ OLPLWHG 7KH
geographical context of this study, Denmark, Finland, Norway and Sweden, may have
been one reason for the lack of collaboration, as several participants expressed concerns
of communicating via internet. They preferred to collaborate face-to-face and as this
was not possible outside the organised sessions, this could explain the absence of
collaboration. The geographical context also meant, that the participants did not share a
¿UVWODQJXDJHDQGWKDWDOOFRPPXQLFDWLRQKDGWRKDSSHQLQDIRUHLJQODQJXDJH
Many participants spoke of very busy schedules in their personal lives, which could
DOVREHVHHQLQKRZGL̇FXOWLWZDVWR¿QGMRLQWWLPHVIRUWKHSURIHVVLRQDOFRQYHUVDWLRQV
7KLV IDFW FRXOG KDYH D̆HFWHG WKH FROODERUDWLRQ RXWVLGH WKH RUJDQLVHG VHVVLRQV DV ZHOO
because after returning home the participants could not invest more time to stay in
touch with others. Another possible factor explaining the absence of collaboration might
be how the project was constructed. From the very beginning, the participants were not
UHTXLUHGWRWDNHSDUWLQRUJDQL]LQJWKHSURMHFWDQGWKLVPD\KDYHKDGDQH̆HFWRQWKH
way they felt obligation towards the project. It may be that because of how the project
was organised, the participants positioned themselves as members taking part in my
project, rather than considered themselves to have ownership of it. The results of this
study may thus suggest that a sustainable community cannot be created from outside.
The case selection was based on my previous collaboration in international professional
networks and it may be that the participants would have collaborated more actively with
some other participants.

6.4 Discussion of conversational learning and professional
conversations
The project of this study can be considered a conversational space (Baker et al., 2002).
)URPWKHGDWDJHQHUDWHGE\WKLVFRQYHUVDWLRQDOVSDFHWKHHPHUJHQFHRIWKH¿YHGLDOHFWLFV
RIFRQYHUVDWLRQDOOHDUQLQJDSSURDFK %DNHUHWDO FDQEHLGHQWL¿HG)LUVWO\WKH
UHÀHFWLRQVRIWKHSDUWLFLSDQWVSURYLGHGLQVLJKWVWRWKHSURFHVVHVRIapprehension and
comprehension. They described thoughts of apprehension, that are concrete, immediate,
tacit, and subjective, such as having concerns about not being able to be responsive
enough to the views of others or feeling the need to change and develop as a teacher. The
notions of comprehension, abstract, conceptual, linguistic, explicit and objective, can
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DOVREHLGHQWL¿HGLQWKHGDWDIRUH[DPSOHZKHQWKHSDUWLFLSDQWVZLVKHGWRKHDUDERXWWKH
pedagogical thinking of others and get new ideas for teaching, or when the participants
GHVFULEHGWKHSURMHFWDVDQH\HRSHQLQJH[SHULHQFH7KHSDUWLFLSDQWV¶UHÀHFWLRQVVXJJHVW
that the subjective feeling-oriented learning processes and conceptual interpretative
learning processes indeed intertwined in this project and that the participants were
engaged in both modes simultaneously.
The features of intention and extension, which Baker et al. (2002) elaborate as
UHÀHFWLRQDQGDFWLRQZHUHSUHVHQWWKURXJKRXWWKHSURMHFWZKHQWKHSDUWLFLSDQWVZHUH
evoked with new ideas and teaching methods through sharing their expertise. They
UHÀHFWHG RQ WKLV QHZ NQRZOHGJH E\ FRQVLGHULQJ WKHLU GDLO\ SUDFWLFHV IRU H[DPSOH
WKH QHHGV RI WKHLU LQGLYLGXDO VWXGHQWV 7KH QRWLRQV RI UHÀHFWLRQ DQG DFWLRQ ZHUH DOVR
LOOXVWUDWHGLQWKH¿QDOUHÀHFWLRQVE\WKHSDUWLFLSDQWVLQZKLFKWKH\GLVFXVVHGKRZWKH\
had applied these new methods in action in their work.
7KURXJKWKHPDQ\UHÀHFWLYHSKDVHVRIWKHSURMHFWDWHPSRUDOLQGHSWKLQVLJKWZDV
provided which illustrates the epistemological discourse (Baker et al., 2002). The linear
attribute of this project created a natural setting for investigating how the participants
joined it with their preconceptions based on their previous experiences. They for
example had expectations of great professional conversations, but also fears of not being
understood by others. This precourse of conversational learning approach was then
followed by discourse, which in this study meant the professional conversations. The
participants on several occasions mentioned how important it was to understand and
YDOXHYLHZVGL̆HUHQWIURPWKHLURZQ$VWKHpostcourse,WKHSDUWLFLSDQWVDOVRUHÀHFWHG
RQUHSOLFDWLQJDQGDGDSWLQJLGHDVWKH\KDGOHDUQHG7KXVLQFROODERUDWLYHUHÀHFWLRQWKH\
envisioned a future for this project or similar other projects. The ontological recourse,
a cyclical process of conversational learning theory, was present for instance when the
participants questioned their previous understandings. A more experienced teacher
mentioned how through the conversations she could better understand the pedagogical
choices she had made during her earlier years of working as a vocal teacher, and a
OHVV H[SHULHQFHG WHDFKHU UHÀHFWHG RQ OHDUQLQJ QHZ ZD\V WR DSSURDFK FHUWDLQ WHDFKLQJ
situations.
Individuality and relationality as the fourth dialectic refers to processes going inside
out and outside in. The pedagogical thinking constructed in isolation by the participants
ZDV LQ WKLV SURMHFW HLWKHU FRQ¿UPHG RU FKDOOHQJHG LQ LQWHUDFWLRQ ZLWK RWKHUV 2QH
SDUWLFLSDQWIRUH[DPSOHUHÀHFWHGKRZVKHZDVUHOLHYHGWKDWVKHZDVQRW³R̆´ZLWKKHU
thinking as a teacher, and another reported realizing that teaching is not about the years
of experience but rather about the attitude.
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7KH¿IWKGLDOHFWLFLVFRQFHUQHGZLWKstatus as a social ranking, solidarity as equality,
DQGVWDWXVDQGVROLGDULW\LQUHODWLRQWROHDGHUVKLS7KHGDWDVXJJHVWVWKDWWKHGL̆HUHQFHV
in age and skills were tolerated in the project of this study and many participants
described a trusting and accepting environment during the project. Leadership in this
SURMHFW ZDV UHÀHFWHG RQ DW PDQ\ SRLQWV E\ ERWK WKH SDUWLFLSDQWV DQG WKH UHVHDUFKHU
Facilitation was considered an appropriate and successful means of executing the project
and it was thought to distribute power to the participants.

6.5 Discussion of popular music and jazz vocal pedagogy
The data concerning teaching popular music and jazz singing in higher music education
LOOXVWUDWHV D ZLGH PXVLFDOO\ DQG SHGDJRJLFDOO\ ULFK HGXFDWLRQDO ¿HOG LQ ZKLFK WKH
teachers make daily demanding choices based on their pedagogical thinking and previous
experiences. The data of this study supports the existing literature suggesting that
teachers should apply learner-centered methods in their teaching (Carey & Grant, 2016;
Serra-Dawa, 2014), as the participants in general had found solutions to work-related
challenges from learner-centered notions. Similarly to Serra-Dawa (2014), who proposes
WKDWWHDFKHUVDGDSWWRVWXGHQWVDVWKHYDULDEOHHOHPHQWLQWKLVVWXG\WKHSDUWLFLSDQWV¶
DGDSWDWLRQWRWKHLUVWXGHQWV¶QHHGVFDQLQGHHGEHLGHQWL¿HG2QWKHRWKHUKDQGWKLVGDWD
GRHVQRWVXSSRUWWKH¿QGLQJVRI6HUUD'DZDVXJJHVWLQJWKDWWKHLQYHUVLRQRIUROHVRIWKH
teacher and the student would be based on “the insecure style of attachment” (p. 208)
on behalf of the teacher. The inversion of roles in this data was an informed choice as
WKHSDUWLFLSDQWVRQVHYHUDORFFDVLRQVHPSKDVLVHGVWXGHQWV¶UHVSRQVLELOLW\IRUWKHLURZQ
OHDUQLQJ7KH\SRVLWLRQHGWKHWHDFKHUDVWKHVXSSRUWHURIWKHVWXGHQWV¶OHDUQLQJSURFHVV
6HYHUDOFKDOOHQJHVLQSDUWLFLSDQWV¶GDLO\ZRUNVHHPWRLQWHUWZLQHDQGWRJHWKHUFUHDWH
a logical continuum of challenges. “How much and what kind of knowledge is needed?”
DGGUHVVHVWKHFRQWHQWRIWHDFKLQJZKLOH³:KDWGRZHWHDFKZKHQWKHUHLVQRULJKWRU
ZURQJ"´DQG³+RZFDQZHSUHYHQWRXURZQYRFDOLQWHUHVWVRUFKDOOHQJHVIURPLQÀXHQFLQJ
our teaching?” bring forth the notion of values and preferences in teaching that content.
³:KDWDUHWKHFULWHULDLQHYDOXDWLQJSRSXODUPXVLFDQGMD]]VLQJLQJ"´WKHQDGGUHVVHVWKH
evaluation in the situation when there may not be a right or a wrong way to sing, and
¿QDOO\WKHTXHVWLRQ³+RZFDQZHJXLGHWKHVWXGHQWVWR¿QGWKHLURZQYRLFH"´UHODWHVWR
SDUWLFLSDQWV¶WKRXJKWVDQGVXJJHVWLRQVRIKRZWRGHDOZLWKWKHSUHYLRXVFKDOOHQJHV7KH
¿UVWTXHVWLRQGHPRQVWUDWHVKRZWKHWHDFKHUVKDYHWRPDNHFKRLFHVRIZKDWWRLQFOXGHLQ
their teaching and whether to address fewer things in depth or more things on a more
surface level. This challenge also relates to choosing repertoire, as there are often no
repertoire lists teachers are required to cover. The choices of content were according to
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WKHSDUWLFLSDQWVPDGHEDVHGRQWKHFXUULFXOXPRIWKHLQVWLWXWLRQEXWFRQÀLFWLQJYLHZV
suggested emphasising what the skills are needed for, not obeying the curriculum, and
WU\LQJ WR SUHSDUH WKH VWXGHQWV IRU WKH QHHGV RI WKH IXWXUH 7KH SDUWLFLSDQWV LGHQWL¿HG
GL̆HUHQWQHHGVIRUGL̆HUHQWMREVDQDUWLVWQHHGVWRKDYHDPRUHGLVWLQFWµRZQYRLFH¶ZKLOH
DVLQJHUZRUNLQJZLWKFKRLUVRUDVDYRFDOWHDFKHUKDYHGL̆HUHQWZRUNLQJOLIHGHPDQGV
7KHSDUWLFLSDQWVLGHQWL¿HGIRXUFDWHJRULHVRIVNLOOVDQGNQRZOHGJHPXVLFWHFKQLTXH
psychology and pedagogy. The skills or knowledge relating to music mentioned were of a
more general nature and were supposed to be taught outside the vocal lessons, e.g. in ear
training, sight reading, analysis and music history classes. The participants of this study,
as teachers of higher music education, clearly took a stance in promoting the need for
such skills and knowledge, even if these requirements in curricula have been challenged
in recent educational discussions, especially concerning popular music education (Fleet,
2017). The conversation of musical skills thus addressed the notion of musical styles,
teaching tradition and variety within them. The participants presented alternative views
RQ WKH LPSRUWDQFH RI WHDFKLQJ WUDGLWLRQV RI GL̆HUHQW PXVLFDO VW\OHV 7KH SDUWLFLSDQWV
FRQQHFWHGWKLVFKDOOHQJHWRWKHQRWLRQRI¿QGLQJRQH¶VRZQYRLFHQRWKDYLQJDULJKWRUD
wrong way to sing and emphasised that the students should be allowed to search for their
RZQH[SUHVVLRQVDQGPDNHFKRLFHVWKDWDUHDJDLQVWWUDGLWLRQ,QJHQHUDOWKHSDUWLFLSDQWV¶
YLHZVVHHPHGWRGL̆HUEDVHGRQZKHWKHUWKHFRQYHUVDWLRQVFRQFHUQHGLQVWLWXWLRQVWKDW
IRFXVRQMD]]RQO\RULQVWLWXWLRQVWKDWR̆HUDQGUHTXLUHXQGHUVWDQGLQJRIDZLGHUUDQJH
of musical styles. From these conversations, I deduce that in jazz knowing and being
able to perform according to a certain tradition was considered more important than in
popular music.
7KHTXHVWLRQ³:KDWGRZHWHDFKZKHQWKHUHLVQRULJKWRUZURQJ"´SURYLGHGDQRWKHU
angle to content of teaching and pedagogy by asking how teaching relates to something
being judged right or wrong. Especially in relation to vocal technique the participants
contemplated what is considered right or wrong. Some considered the often-presented
notion of healthy singing as their aim while others mentioned that unhealthy singing
is sometimes a choice, although it should be an informed one. There exists various
successful vocal performances and even long careers as artists that according to some
understandings of healthy singing are conducted in an unhealthy manner. In the context
of this study, these thoughts connect to advancements in voice science, through which
many vocal techniques previously considered harmful and unhealthy have been studied
to be safe and healthy.
The absence of right or wrong indeed raises a question: according to whose truth
are the students taught? The question “How can we prevent our own vocal interests
RU FKDOOHQJHV IURP LQÀXHQFLQJ RXU WHDFKLQJ"´ VXJJHVWV WKDW WKH SDUWLFLSDQWV ZHUH
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FRQFHUQHGDERXWWHDFKHUFHQWHUHGQRWLRQVVXFKDVWKHWHDFKHU¶VRZQDVSLUDWLRQVJXLGLQJ
the teaching. On several occasions they emphasised that teachers should be able to
distinguish their own musical and vocal preferences and challenges from their teaching.
Thus, in relation to vocal methods or models they emphasised telling their students
where the understandings of singing at use come from. In the master-apprentice model
the basic principle is for the master to hold the truth and pass it on to the student, and
these notions presented by the participants clearly moved away from that model.
There is a natural connection between the absence of right or wrong and evaluation.
7KHGDWDVXJJHVWVWKDWGL̆HUHQW1RUGLFLQVWLWXWLRQVRSHUDWLQJLQWKLV¿HOGKDYHYDU\LQJ
processes of evaluation, the biggest variation being in the use of numbers, letters or
YHUEDO IHHGEDFN DQG WKH XVH RI WKH VWXGHQW¶V RZQ WHDFKHU RU DQ H[WHUQDO DGMXGLFDWRU
in the board. The conversation of evaluation revealed several ethical dilemmas. In the
SDUWLFLSDQWV¶LQVWLWXWLRQVWKHFULWHULDIRUHYDOXDWLRQZHUHHLWKHUYHU\JHQHUDODQGFRQFHUQHG
all instruments, was not agreed on at all, or the same grade could be given according to
varying criteria. In institutions where an external adjudicator is used, there might not
be agreed criteria even between the institution and the adjudicator. Ethical challenges
indeed emerge in assessment if the board members do not share an understanding of
the desired performance and criteria. First and foremost, this raises questions whether
a musical performance can be assessed with grades at all and whether such assessment
is transparent and equal. They ways the participants were required to evaluate students
did not resemble the learner-centered ideals of evaluation, and many presented strong
criticism towards assessing with grades. Also, not having a joint understanding of criteria
leads to a situation in which these criteria cannot be shared with students who then in
turn have no knowledge what their assessment is based on. The current situation indeed
seems to challenge the equality of students and their right for transparent evaluation.
Even if the participants of this study were also open to other means of evaluation,
DFFRUGLQJ WR P\ RZQ H[SHULHQFHV QRW DOO WHDFKHUV ZRUNLQJ LQ WKLV ¿HOG DUH ZLOOLQJ WR
move away from grades. Grades have been defended for example with the obligation to
SURYLGH LQIRUPDWLRQ RQ VWXGHQW¶V NQRZKRZ WR IXWXUH HPSOR\HUV DQG WKH LQVWLWXWLRQV¶
obligation to rank students. Grades have also been seen as ways to motivate students.
These arguments may hold some truth, but on the other hand, if no national criteria
H[LVW WKH HYDOXDWLRQ LV ERXQG WR EH LQVWLWXWLRQ VSHFL¿F DQG GLSORPDV IURP GL̆HUHQW
institutions are not comparable.
7KHTXHVWLRQ³+RZFDQZHJXLGHWKHVWXGHQWVWR¿QGWKHLURZQYRLFH"´RQRQHKDQG
SUHVHQWVDSRVVLEOHVROXWLRQWRGLOHPPDGLVFXVVHGDERYH¿QGLQJRQH¶VRZQYRLFH2Q
the other hand, it brings forth a fundamental feature of vocal teaching as it refers to
VRPHWKLQJWKDWKDVQ¶WPDQLIHVWHGLWVHOI\HWDQGZKLFKWHDFKHUVDUHQRWDEOHWRGHVFULEH
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7KH PHDQV RI JXLGLQJ WKH VWXGHQWV ZHUH DGGUHVVHG IURP ERWK WKH VWXGHQW¶V DQG WKH
WHDFKHU¶VSHUVSHFWLYHVLQWKHFRQYHUVDWLRQV,QVWHDGRIWKHYHUE³WHDFKLQJ´WKHYHUEVWKH
participants used in describing this guidance were approbative in nature; “allowing”,
“letting”, “helping”, and “searching”. In trying to avoid restrictive use of musical
references and imitating other singers the participants used songwriting or approaching
songs from sheet music as teaching practices. These teaching practices seem to be in
slight contrast with a common teaching approach emphasised by many educators, that of
mimicking existing musicians e.g. transcribing and learning the performances of famous
PXVLFLDQV FI*UHHQ $FFRUGLQJWRWKLVGDWDJXLGLQJRIWKHVWXGHQWVWR¿QGWKHLU
own voices requires space and freedom instead of sticking only to rules and traditions.
2QHRIWKHLVVXHVPHQWLRQHGLQWKHUDWLRQDOHRIWKLVVWXG\WKHH̆HFWRIFRPPHUFLDO
YRFDO PHWKRGV RU PRGHOV RQ WKH ¿HOG ZDV DOVR DGGUHVVHG E\ WKH SDUWLFLSDQWV 7KH
FRPSLOHGTXHVWLRQ³+RZFDQZHQDYLJDWHEHWZHHQGL̆HUHQWYRFDOPHWKRGV"´DGGUHVVHV
encounters the participants have had with vocal methods and models. They have been
WKH IRFXV RI PDQ\ HPRWLRQDO FRQYHUVDWLRQV ZLWKLQ WKH ¿HOG $W WKH VDPH WLPH DV WKH\
have brought new understanding of popular music and jazz vocal techniques, they have
introduced several ethical issues. The participants of this study had made an informed
FKRLFH RI QRW EHLQJ D FHUWL¿HG WHDFKHU RI RQH PHWKRG EXW LQVWHDG EHLQJ DFTXDLQWHG
with many methods. The data of this study proposes that challenges arise if in formal
institutionalised education teaching is given according to one vocal method or model
only. In Nordic countries, due to the often-small size of the departments, there indeed
are some institutions in which one method predominates the content of teaching up
to a point that a student is not able to receive teaching through any other pedagogical
DSSURDFK:KHQVWXGHQWVDUHWDXJKWDFFRUGLQJWRMXVWRQHSUHFRQFHSWLRQRIVLQJLQJDQG
are able to use the terminology of that one method only, moving from one institution to
DQRWKHUPD\EHGL̇FXOWVKRXOGWKHSUHGRPLQDWLQJPHWKRGEHGL̆HUHQWRUVKRXOGWKH
QHZLQVWLWXWLRQQRWWHDFKDFFRUGLQJWRPHWKRGVDWDOO$OVRDVGL̆HUHQWPHWKRGVSURYLGH
YDU\LQJH[SODQDWLRQVWRVLQJLQJOLPLWLQJWHDFKLQJWRRQHPHWKRGPD\LQKLELWWKHVWXGHQWV¶
SRVVLELOLWLHVRIUHFHLYLQJGLYHUVHNQRZOHGJHRIWKH¿HOG7KXVWHDFKLQJDFFRUGLQJWRRQH
method or model only sustains and deepens the silos created by methods and models.
In relation to vocal methods or models the participants mentioned several challenges:
³RXWVLGH SUHVVXUH´ WR EHFRPH D FHUWL¿HG WHDFKHU RI D FHUWDLQ PHWKRG UHVLVWDQFH WR
methods by teachers who have a more practical approach, and strong promotion of
PHWKRGVFDXVLQJDQ[LHW\LQVRPHWHDFKHUV7KHUHOHYDQFHRIWKHVHWRSLFVLVDOVRFRQ¿UPHG
by my own experiences. I belong to several professional groups in social media and the
discussion around vocal methods or models is often disapproving and sometimes even
condemning.
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The participants of the project have working life positions in formal higher music
HGXFDWLRQ ZKLFK PHDQV WKDW WKH\ GR QRW KDYH WR ¿QG WKHLU VWXGHQWV ZLWKLQ WKH WHUPV
RIWKHPDUNHWHFRQRP\7KLVIDFWPD\KDYHDQH̆HFWRQKRZWKH\FRQVLGHUWKHQHHGRI
EHLQJDFHUWL¿HGPHWKRGWHDFKHU2QWKHRWKHUKDQGKLJKHUHGXFDWLRQLQVWLWXWLRQVDUH
today competing against each other in both reputation and getting apt students, and
the quality of teaching can be seen as one important asset in this competition. Still, in
the Nordic countries, the reputation of individual teachers is not as meaningful as in
some other societies and the attractivity rates of higher music education in the Nordic
countries have remained high among applicants.
7KHSUHYLRXVGLVFXVVLRQLOOXVWUDWHVKRZLQWKLVHGXFDWLRQDO¿HOGWKHUHDUHFKDOOHQJHV
that have caused teachers to act with caution. For instance, when I asked the participants
to check the paraphrased quotations, one participant asked her critical comments
concerning vocal methods of models to be removed from the report. I deleted them as
UHTXHVWHGEXWWKLVLQFLGHQWUDLVHVFRQFHUQVDVLWSURSRVHVWKDWWHDFKHUVLQWKH¿HOGQHHG
to consider carefully their output in relation to vocal methods or models and that they
indeed need to “navigate” to avoid running aground. The same need of self-protection
FDQDOVREHLGHQWL¿HGLQKRZ,FRQVWUXFWHGWKLVVWXG\2QHRIWKHUHDVRQVIRUQRWFKRRVLQJ
practitioner research as a research design was due to the fact that I had concerns about
being exposed to strong criticism based on my teaching practices and pedagogical views.
3UHVHQWLQJWKHSUHOLPLQDU\UHVXOWVRIWKLVVWXG\LQFRQIHUHQFHVDQGVHPLQDUVFRQ¿UPHG
some of my concerns. At times members of the audience demanded to know the identity
of the participants. According to my own interpretation of the situation these persons
asking disagreed strongly with some view presented in the data. I have also been asked
whether I am withholding some of the positive results concerning vocal methods or
PRGHOV 7KHVH H[SHULHQFHV KDYH FRQ¿UPHG P\ XQGHUVWDQGLQJ WKDW LQ UHSRUWLQJ WKH
results of this study, utmost measures need to be taken in protecting the anonymity of the
participants. In general, in suggesting ways to develop and change the current situation
RISRSXODUPXVLFDQGMD]]YRFDOSHGDJRJ\,SURPRWHPRUHVFLHQWL¿FDQGLQGHSHQGHQW
research of both pedagogy and voice science, and more open respectful collaboration
between teachers in order to create a more positive atmosphere among practitioners.
7KHFRQYHUVDWLRQRIWKHTXHVWLRQ³+RZGRZHGHDOZLWKWKHLQGLYLGXDOGL̆HUHQFHVLQ
VWXGHQWV¶ LQVWUXPHQWDO VNLOOV ZLWK OLPLWHG UHVRXUFHV"´ UHYHDOHG FRQVLGHUDEOH YDULDWLRQ
LQ WKH DPRXQW RI RQHWRRQH WXLWLRQ LQ SDUWLFLSDQWV¶ LQVWLWXWLRQV +DYLQJ RQO\ D IHZ
LQGLYLGXDORQHWRRQHOHVVRQVSHUVHPHVWHUGH¿QLWHO\PDNHVDQHQRUPRXVGL̆HUHQFHLQ
how teaching practices can be applied. This challenge also connects to what kind and
how much knowledge is needed, what is evaluated and how evaluation is conducted.
One participant also was alarmed that singers in popular music and/or jazz have fewer
lessons than their classical singer counterparts. The conversation did not reveal whether
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this pertains to other countries, but it does raise concerns whether popular music and
MD]] VWLOO DUH FRQVLGHUHG OHVV YDOXDEOH DQG QRW ZRUWK LQYHVWPHQWV LQ PDQ\ FRXQWULHV¶
higher music education.
7KHGDWDFOHDUO\EULQJVIRUWKKRZWKHKXPDQYRLFHDVDQLQVWUXPHQWGL̆HUVIURPDOO
other instruments. For example, it is for the most parts not visible and therefore harder
to comprehend, and it changes considerably with age. The participants had noticed that
singers tend to begin their vocal studies later in life compared to other instrumentalists
because of the anatomic and physiological features related to the development of the
instrument. On the other hand, the participants had noticed a change in attitudes
towards teaching singing to children. The latest research has challenged the previous
conventions of allowing the students to take vocal lessons only after their voice change.
The issue of age raises a question how vocal studies can be more adequately organised for
singers before the level of higher education in music or culture schools. The participants
mentioned that the reason for many singers not to be as advanced for example in music
theory as other instrumentalists is that they do not have the opportunity to begin their
studies at the same age.
One participant presented her concern of how jazz and improvisation are often taught
WRVLQJHUV%HFDXVHRIGL̆HUHQWPRWRUSURJUDPPLQJQHHGVWKHUHLVDGLVSDULW\LQKRZ
vocalists learn for example musical patterns or scales. Her demand for better adapted
teaching practices for singers is supported by the existing literature of pedagogy of jazz
DQG LPSURYLVDWLRQ %HOO  +DUJUHDYHV D E 0DGXUD :DUG6WHLQPDQ
:DGVZRUWK:DONHU 
The solutions to varying challenges presented by the participants during the
conversations, such as accepting that students graduate with varying instrumental
VNLOOOHYHOVXWLOL]LQJWKHWLPHDWXVHGL̆HUHQWO\ZLWKGL̆HUHQWLQGLYLGXDOVWHDFKLQJWKH
VWXGHQWVWRSODQWKHLUVWXGLHVDQGUHÀHFWRQWKHLUDGYDQFHPHQWDQGWHDFKLQJWKHVWXGHQWV
proper rehearsal skills and practice routines for the future, can be considered learnercentered practices. Furthermore, this connects with idea of curriculum for the future
mentioned by the participants. Such pedagogical thinking suggests that the knowledge
and skills essential in the future may not be the ones needed today. Therefore, higher
PXVLFHGXFDWLRQQHHGVWRFDUHIXOO\FRQVLGHUKRZLWVFXUULFXOXPUHÀHFWVWKHQHHGVRIWKH
future, which according to the data of this study means being able to take over new
musical styles, elements, and technology once they emerge in working life.
7KH SDUWLFLSDQWV¶ FRQVLGHUDWLRQV RI WKH UHVSRQVLELOLW\ RI OHDUQLQJ DOVR UHÀHFW WKH
literature of learner-centered approaches suggesting that the responsibility of learning
belongs to the student. On the other hand, many participants mentioned balancing with
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WKLVQRWLRQWREHGL̇FXOWDVVRPHVWXGHQWVUHMHFWWKHUHVSRQVLELOLW\RUGRQRWKDYHWKH
learning skills needed. Students who focus on making their teacher happy and looking
IRU WKH WHDFKHU¶V FRQ¿UPDWLRQ UHÀHFW WKH IHDWXUHV RI GHSHQGHQW OHDUQHUV :HLPHU
2013). A concern raised by one participant, whether the schooling today makes students
dependent learners, indeed creates challenges for higher education, as acquiring
DGHTXDWHOHDUQLQJVNLOOVWKDWODWHLQHGXFDWLRQPD\EHWLPHFRQVXPLQJDQGGL̇FXOW
The notion of gender emerged in the interview of one participant. Even if this issue
may seem disconnected to the themes of this study, it soon became clear that it is closely
FRQQHFWHG WR WKH SDUWLFLSDQWV¶ SHGDJRJLFDO WKLQNLQJ $W ¿UVW WKH\ GLG QRW VHHP HDJHU
to address the question “How can we prepare the female students to challenge the
JHQGHU UROHV LQ PXVLF EXVLQHVV"´ 7KLV VXJJHVWV WKDW WKH\ IRXQG WKLV WRSLF GL̇FXOW ,Q
the beginning the conversation of the gendered challenges concerned women only, but
later it was also mentioned that among some musical styles it connects also to men. The
reason for the conversation to concern mostly women may be the gender distribution
LQSDUWLFLSDQWV¶LQVWLWXWLRQVDVWKH\PRVWO\WHDFKZRPHQ6WLOOVHYHUDOUHVHDUFKUHSRUWV
propose that music and music business are male dominated environments (Connell &
Gibson, 2003; Smith, Choueiti, & Pieper, 2018).
A further question arose from the concern that female singers today are often
required to adopt more masculine qualities in music business, and on the other hand
feminine qualities in their appearance. The conversation also presented some beliefs
of the reasons for the position of women in music. Singers may adapt a certain role
EHFDXVHRIWKHRIWHQXQUHFRJQLVHGGL̆HUHQFHVLQWKHOHDUQLQJSURFHVVHVRIVLQJHUVDQG
RWKHU LQVWUXPHQWDOLVWV HJ +DUJUHDYHV D  %HFDXVH RI WKHVH GL̆HUHQW OHDUQLQJ
paths singers may not seem as capable to apply certain musical elements as quickly and
H̆HFWLYHO\ DV LQVWUXPHQWDOLVWV 7KLV LV VXSSRUWHG E\ WKH UHFRJQLWLRQ WKDW VLQJHUV ZKR
play an instrument get more respect from other musicians. Playing another instrument
is also mentioned in the literature as means for developing improvisation and musical
XQGHUVWDQGLQJ7KHSDUWLFLSDQWV¶LGHDVUHVRQDWHZLWKWKRVHRI+DUJUHDYHV D ZKR
DUJXHVWKDWWKHUROHRIDVLQJHULQDEDQGKDVGL̆HUHQWUHTXLUHPHQWVHVSHFLDOO\LQUHODWLRQ
to communication with the audience and interpreting the lyrics. During the conversation
one participant was concerned of female singers adapting the role of a musically ignorant,
³DVLOO\JLUO´DVVKHSXWLW7KLVVXJJHVWVWKDWVRPHVLQJHUV¿QGLWHDVLHUQRWWRWDNHSDUWLQ
musical interaction and focus mainly on their vocals and performing. The participants
proposed that teachers should empower singers through passing adequate knowledge
and encouraging them to use their knowledge in band situations. In this the teachers
themselves can act as role models. They also pointed out the need of women playing
GL̆HUHQWLQVWUXPHQWVDVUROHPRGHOV6XFK¿QGLQJVSURSRVHWKDWVLQJHUVLQZRUNLQJOLIH
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need encouragement and support in building their professional identity as musicians,
not only as vocalists.
The conversation linked the issue of gender also to evaluation. The participants had
H[SHULHQFHGWKDWPHQDQGZRPHQWHQGWRKDYHGL̆HUHQWSUHIHUHQFHVLQPXVLFDQGRQH
participant even suggested that in entrance exams “much more men will get in if we have
IRXUPHQVLWWLQJWKHUH>LQWKHERDUG@WKDW¶VMXVWKRZLWLV´7DNLQJWKLVFRQVLGHUDWLRQ
HYHQ IXUWKHU JHQGHU PD\ KDYH D VWURQJ LQÀXHQFH LQ HYDOXDWLRQ LQ JHQHUDO (GXFDWRUV
should indeed carefully consider what their preferences in playing or singing are based
on. This challenge also closely connects with another conversation suggesting that
teachers need to question their predilections and in assessment move away from their
subjective preferences. In general, challenges of gender were not discussed in a thorough
manner nor were they addressed with the adequate terminology used in literature, but
this line of thinking still brings forth how teachers need to be aware of the gender issues
DQGWKXVUDLVHVTXHVWLRQVZKHWKHUPXVLFDVDSURIHVVLRQR̆HUVVLPLODUSRVVLELOLWLHVWRDOO
regardless of gender. Thus, as the participants were able to point out so many genderEDVHGFKDOOHQJHVLQWKH¿HOGWKHQHHGIRUPRUHDFDGHPLFGLVFXVVLRQRIWKHWRSLFPXVW
be emphasised.
Considering all data concerning popular music and jazz vocal pedagogy, the strong
emergence of learner-centered approaches in teaching practices extending also to the
content of teaching may be explained through the environment in which the teachers
work. If the teacher is not able to master all musical styles but is still required to teach
them, the teaching might take a form in which it is not based on mastery but in which the
student takes the lead. As Lebler (2007) aptly puts it, in such situations “the student must
act as a master” (p. 207). Also, if the teacher considers that in singing there is no “right
RUZURQJ´WKHSHGDJRJ\DSSOLHGPXVW¿QGDOWHUQDWLYHURXWHVLQZKLFKWKHVWXGHQWWDNHV
the responsibility for searching for his or her artistic expression. For being able to work
in the environment described in this study, the participants emphasised the importance
of having an extensive teacher education degree including not only knowledge and skills
RIPXVLFDQGYRFDOWHFKQLTXHVEXWDOVRDGHHSXQGHUVWDQGLQJRISHGDJRJ\DQGVẊFLHQW
knowledge of psychology. Indeed, such degree in vocal pedagogy is common in many
1RUGLFFRXQWULHV¶HGXFDWLRQDOV\VWHPVEXWUDUHHOVHZKHUH
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&ULWLFDOFRPPHQWVRIPHWKRGRORJ\DQGUHÁH[LYLW\
7KH GL̆HUHQW PHWKRGRORJLFDO DQG IXQFWLRQDO FKRLFHV RI D UHVHDUFK PXVW EH FULWLFDOO\
DGGUHVVHG,QWKHFDVHRIWKLVVWXG\LW¿UVWO\KDVWREHFRQVLGHUHGZKHWKHUWKHTXDOLWDWLYH
approach has been appropriate to investigate the context. According to methodological
literature, the qualitative approach is applicable in research that focuses on meaning in
a context (Merriam, 2009). Qualitative research is also mentioned to be appropriate for
studies in which a context is explored through a small group of people in order to present
a complex, detailed understanding of the issue (Creswell, 1998). The described notions
suit the aims of this study and as these meanings could not have been acquired through
quantitative enumerations and statistic conclusions. I chose instrumental case study
DSSURDFK DV D PHWKRG IRU WKLV UHVHDUFK $ORQJ ZLWK )O\YEMHUJ¶V    WKLQNLQJ
,UHOLHGRQWKHQRWLRQWKDWWKURXJKDFDVHVWXG\UHDGHUVDUHR̆HUHGLQVLJKWVWRFRQWH[W
dependent knowledge and expertise, and that such knowledge and expertise are at the
heart of expertise development.
Merriam (2009) proposes several strategies for enhancing the validity and
UHOLDELOLW\ RI D TXDOLWDWLYH VWXG\ ,QWHUQDO YDOLGLW\ LV FRQFHUQHG ZLWK UHVHDUFK ¿QGLQJV
being congruent with reality. Still, reality itself does not provide basis for considering
validity, it being “holistic, multidimensional, and ever-changing” (p. 213), and therefore
unreachable. Validity should instead be seen through the multiple constructions of
understandings of multiple experiences of the context by the people under investigation,
and through considering whether these constructions have been accessed in the study.
Merriam (2009), who represents the interpretive-constructivist perspective to case study
approach, suggests that “triangulation remains a principal strategy to ensure for validity
DQGUHOLDELOLW\´ S 'DWDWULDQJXODWLRQFDQ¿UVWEHDFFRPSOLVKHGE\FROOHFWLQJGDWD
through multiple methods and then “comparing and cross-checking data collected
WKURXJKREVHUYDWLRQVDWGL̆HUHQWWLPHVRULQGL̆HUHQWSODFHV´ S ,FROOHFWHGWKH
data of this study through multiple methods, and cross-checked it at several points, for
H[DPSOH ZKHQ FRQVLGHULQJ GL̆HUHQW SKDVHV RI GDWD FROOHFWLRQ WRJHWKHU ,QYHVWLJDWRU
triangulation, the notion that there should be more than one investigator collecting and
analysing the data could not be thoroughly met in this study (Merriam, 2009). Even if
the data collection and analysis were conducted by myself alone, my supervisors were
engaged in evaluating the process and the doctoral community of Sibelius Academy was
used in opening its possibilities and limitations concerning for example the theoretical
underpinnings, chosen methods and implementation.
By external validity, Merriam (2009) refers to the applicability of the results to other
VLWXDWLRQV,QWKLVFDVHVWXG\,GLGQRWFRQVLGHUJHQHUDOL]LQJ¿QGLQJYLHZVWKDWVKRXOG
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represent the experiences of all vocal teachers, meaningful. Instead, I aimed to produce
multiplicities and excesses of meaning and subjectivities through the data. In this study
the general lies in the particular, in the sense that “what we learn in a particular situation
we can transfer or generalize to similar situations subsequently encountered” (Merriam,
2009, p. 225).
Even if the aim was to include all data in the analysis process, the possibility remains
WKDWVRPHWKRXJKWVZHUHOHIWXQQRWLFHG:KLOHUHDGLQJWKHGDWD ,ZDVDWWHQWLYHWRP\
theoretical and methodological perspectives of voice, truth and meaning (Jackson &
Mazzei, 2012). It still must be accepted that the existing data is partial and incomplete
and does not represent the participants as such, only what they have chosen to tell me
and the other participants. The implications of these conditions directed me to consider
what can be asked of data as told by the participants. Often in humanistic inquiry
methodological aims “are against interpretive imperatives that limit so-called analysis
and inhibit the inclusion of previously un-thought data” (Jackson & Mazzei, 2012,
p. viii). My decision to focus on the overarching theme arising from the professional
conversations was based on the critique, that instead of the compiled eight questions,
the meanings of the articulations by the participants were the most relevant matters in
this study.
One of the biggest issues challenging the validity of this study was the language
used. The reason why English, a foreign language to all involved, was chosen has been
discussed in section 4.4. Most of the participants had to translate their thoughts to
(QJOLVK EHIRUH H[SUHVVLQJ WKHP (YHQ ZKHQ XVLQJ RQH¶V ¿UVW ODQJXDJH 6WDNH  
suggests that “translation from experiential language to formal language diminishes
and distorts some of the meaning” (p. 86). Therefore, it must be acknowledged that the
FKRLFHRIODQJXDJHKDVKDGDQH̆HFWRQWKHTXDOLW\DFFXUDF\DQGDPRXQWRIWKHGDWDDQG
concerned both the output of the participants and myself. In dealing with the challenge
of language, I encouraged the participants to use their mother tongue if needed, at times
VXJJHVWHGRSWLRQVIRUZRUGVDQGWUDQVODWHGZRUGVGLUHFWO\IURPWKHSDUWLFLSDQWV¶PRWKHU
tongue. The challenge of language does not concern the vocabulary only, but also the
meanings behind the words. It must be acknowledged that the people involved in the
VWXG\PD\KDYHGL̆HUHQWXQGHUVWDQGLQJVRIWKHZRUGVXVHG6WLOOHYHQLIWKHUHPD\KDYH
been a loss of detailed information expressed in the vivid meanings of spoken language,
having a joint language enhanced equality and collaboration between the participants
and was crucial to the success of the project. My own action challenging the validity
through language, for example paraphrasing quotations, was addressed by having all
quotations approved by the participants (see 4.6.1 and 4.6.3). In reporting, the use of a
IRUHLJQODQJXDJHPD\KDYHD̆HFWHGWKHUHVXOWDVLWKDVOLPLWHGWKHZD\VLQZKLFK,ZDV
DEOHWRGHVFULEHGL̆HUHQWRFFXUUHQFHV
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:KHWKHUWKH UHVXOWV DUHFRQVLVWHQW ZLWKWKH GDWDLVHPSKDVLVHG E\0HUULDPDVWKH
reliability of the research. By this she means that “a researcher wishes to concur that,
given the data collected, the results make sense – they are consistent and dependable”
(Merriam, 2009, p. 221). In this study, I used excessive time in making sure that all data
was included in analysis and that all perspectives mentioned during the professional
conversations were reported. In order to strengthen the reliability, all events during the
GL̆HUHQWSKDVHVRIFDVHVHOHFWLRQGDWDFROOHFWLRQDQGDQDO\VLVDUHGHVFULEHGLQGHWDLO7KLV
process also allowed the strengths and limitations of this study and my own action to be
visible to the reader. I also had to acknowledge that “the way the case and the researcher
interact is presumed unique and not reproducible for other cases or researchers” (Stake,
1995, p. 135). The reliability of this study may also be discussed through asking questions
such as +DGWKHGDWDEHGL̆HUHQWKDGWKHFRQWH[WRIWKHVWXG\EHHQRWKHUWKDQWKH1RUGLF
countries? or +DG WKH RXWFRPHV EH GL̆HUHQW KDG WHDFKHUV ZRUNHG LQ RWKHU ZRUNLQJ
life positions?. The answer to both of these questions with the most probability is yes.
Higher music education in the Nordic countries provides a very distinct context, and the
data collected in this project is therefore unique. The value of this study does not lie in
replicability but in the insights it provides.
According to Merriam (2009), the integrity of the researcher should be considered
WKURXJKUHÀH[LYLW\³WKHSURFHVVRIUHÀHFWLQJFULWLFDOO\RQWKHVHOIDVUHVHDUFKHU´ S $V
HDFKUHVHDUFKHU¶VVW\OHDQGFXULRVLW\DUHXQLTXH 6WDNH WKHUHVHDUFKHUPXVWH[SODLQ
her “biases, dispositions, and assumptions regarding the research to be undertaken”
(Merriam, 2009, p. 219). This issue is also addressed in literature as “bracketing”
7X̆RUG  1HZPDQ   ZKLFK HPSKDVLVHV VXUIDFLQJ RQH¶V SUHFRQFHSWLRQV DULVLQJ
from personal experience with the research material and monitoring them “throughout
the research endeavour as both a potential source of insight as well as potential obstacles
to engagement” (p. 85). In this study I selected the case based on my previous encounters
with Nordic colleagues and used my judgment in selecting the case according to the
criteria I created (see 4.4). Facilitation was used in this process as means of distributing
power to the participants during data collection (see 4.2). Literature on the other hand
suggests, that even if facilitating is often seen as a way to get around power issues, this
seldom is possible. According to Rogers (2010) “facilitating a group involves the use of
SRZHUDQGLQÀXHQFH±HLWKHUE\WKHIDFLOLWDWRUE\WKHJURXSRUE\VRPHEOHQGRIWKHVH
two” (p. 52). The power relations may also change during the process, as in the beginning
of the process the authority is more related to the facilitator but during the process swifts
WRWKHJURXSLWVHOI$WWKH¿QDOVWDJHVLWPD\EHSRVVLEOHIRUWKHIDFLOLWDWRUWRVWHSDVLGH
and leave the group the responsibility of the process (Rogers, 2010). Therefore, it must
EHDFNQRZOHGJHGWKDWWKHFKRLFHVPDGHE\P\VHOIDVWKHIDFLOLWDWRUKDYHKDGDQH̆HFWRQ
data collection.
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My integrity as a researcher is indeed essential in this study as I am a colleague of
WKHSDUWLFLSDQWVZRUNLQJLQWKHVDPH¿HOG,WPXVWEHDFNQRZOHGJHGWKDWP\SRVLWLRQ
LQ WKH ZRUNLQJ OLIH KDV FUHDWHG ERWK FKDOOHQJHV DQG DGYDQWDJHV WR P\ UHÀH[LYLW\ DV D
researcher. Thus, it may be assumed that the worldview and theoretical assumptions of
this study have been informed by my own views. Yet, positioning myself as the facilitator
enabled bracketing my personal views in the professional conversations up to a point,
despite the fact that my dispositions were still present in all stages of this research.
My own experiences and knowledge as a vocal teacher have on one hand helped me to
XQGHUVWDQGWKHGDWDGHHSHUEXWRQWKHRWKHUKDQGKDYHD̆HFWHGZKDW,KDYHKHDUGDQG
what was left unheard. In order to enhance transparency of my position, my own story
was presented in section 1.5.

6.7 Ethical considerations
In doing research ethical issues and responsibilities must be considered thoroughly. This
consideration aims to discuss how the ethical dilemmas of this study were addressed,
DQGDOVRWRUHÀHFWXSRQOLPLWDWLRQVZLWKLQWKLVVWXG\At the time of the data collection
RIWKLVVWXG\7KH8QLYHUVLW\RIWKH$UWV+HOVLQNLGLGQRW\HWKDYHDQṘFLDOHWKLFVERDUG
regulating research conduct, and therefore the research design, implementation, analysis
and reporting has been conducted according to the recommendations from the Finnish
Advisory Board on Research Integrity (2012). This research was conducted among
volunteering adults in which case the recommendation does not require a permission
or obligation to report to the authorities. Nevertheless, the methods and conventions
DSSOLHGFRQIRUPHGWRVFLHQWL¿FFULWHULDDQGDLPHGWREHHWKLFDOO\VXVWDLQDEOH
:LWKLQWKHFDVHVHOHFWLRQRIWKLVVWXG\WKHSRVVLEOHSDUWLFLSDQWVZHUHDSSURDFKHGZLWK
an email inquiring their willingness to participate and providing them with the research
SODQDQGLQIRUPDWLRQUHJDUGLQJWKHHVWLPDWHGXVHRIWLPHDQGH̆RUWGXULQJWKHSURMHFW
(appendix 1). The agreeing responses were received via email, and this correspondence
was considered an informed consent. The institutions of the participants also signed a
letter of intent (LOI) because of the funding applications for the project. After receiving
WKHFRQ¿UPDWLRQVDERXWWKHLUSDUWLFLSDWLRQLQWKHSURMHFWP\DLPDVDUHVHDUFKHUZDV
“to work from a position that is continually, ethically sensitive, to those whose lives
we investigate, honoring research commitments made” (Birch & Miller, 2012, p. 106).
7KH SDUWLFLSDQWV ZHUH DOVR QRWL¿HG WKDW WKH\ FRXOG ZLWKGUDZ DW DQ\ VWDJH ZLWKRXW
FRQVHTXHQFHV0LOOHUDQG%HOO  DUJXHWKDW³WKHLGHDRIµFRQVHQW¶VKRXOGEHRQJRLQJ
and renegotiated between researcher and researched throughout the research process”
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(p. 61). This was indeed the case in this study, as one participant withdrew before the
project started.
In this study I have been concerned with several ethical issues related to the
participants. Firstly, I considered essential that the teachers taking part in the project
would be positioned as participants instead of research subjects (Birch & Miller, 2012).
Thus, Schreier (2012) proposes that the participants of a study must be treated in an
ethically responsible manner, not hiding information from them, or tricking them into
telling more than they feel comfortable with. Secondly, in addition to the anonymity of
the participants being a methodological choice, it indeed is an important ethical issue.
The number of vocal teachers of the target group, teachers of popular music and jazz
singing in a Nordic higher education institution working in a full-time position, is quite
small. The processes and challenges of anonymisation have been discussed by several
researchers (Moosa, 2013; Nespor, 2000). Challenges indeed arise as “the information
required to make accounts persuasive and true to central participants can identify
settings and individuals even to those less fully involved, including outside observers or
people who simply know or work with participants” (Nespor, 2000, p. 548).
7KLUGO\LQWRGD\¶VZRUNLQJOLIHYRFDOWHDFKHUVDUHRIWHQSXWLQFRPSHWLWLYHSRVLWLRQV
DQGWKHWKRXJKWRIRSHQO\VKDULQJH[SHUWLVHFDQSURYHWREHGL̇FXOW,WZDVWKHUHIRUH
very important that the set-up of this research was built in a way that it would not have
DQHJDWLYHLPSDFW RQWKH WHDFKHUV¶ FDUHHUV4XDOLWDWLYH FDVH VWXG\ LV DKLJKO\ SHUVRQDO
research approach in which personal perspectives and interpretations are encouraged
(Stake, 1995, p. 135). The previous knowledge of the researcher implied that openly
VKDULQJ RQH¶V RSLQLRQV WKRXJKWV DQG LQVHFXULWLHV PLJKW H[SRVH WKH SDUWLFLSDQWV WR
negative public attention. Therefore, in reporting, the names of the participants as well as
any clues to the nationality or home institutions of the individuals were anonymised at an
HDUO\VWDJH$OVRDQ\VSHFL¿FWHDFKLQJPHWKRGVRISDUWLFLSDQWVZHUHOHIWRXWLQUHSRUWLQJ
as individual teachers could have been recognised. Another attempt at concealing the
participants identity was to arrange the face-to-face collaborative sessions in Finland
where I could organise them discreetly. Still, the physical presence of myself and the
participants at a public location could have revealed the identity of the participants.
7KXVHYHQLIWKHLVVXHVRIFRQ¿GHQWLDOLW\RIDOOSURIHVVLRQDOFRQYHUVDWLRQVZHUHGLVFXVVHG
with the participants it may be assumed that they have discussed their participation with
their families or colleagues.
Ethical considerations connect closely to the data collection as well. Interviews “may
imply a certain simplicity, but this simplicity is illusory” (Kvale & Brinkmann, 2009,
S   DV LQWHUYLHZV DUH QRW FRQYHUVDWLRQV EHWZHHQ HTXDO SDUWQHUV EXW GH¿QHG DQG
controlled by the interviewer. In using interviews as means of collecting data, I had
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to acknowledge that the knowledge produced “depends on the social relationship of
LQWHUYLHZHU DQG LQWHUYLHZHH ZKLFK UHVWV RQ WKH LQWHUYLHZHU¶V DELOLW\ WR FUHDWH D VWDJH
where the subject is free and safe to talk of private events recorded for later public
use” (Kvale & Brinkmann, 2009, p. 16). My position in the professional conversations
also created an ethical challenge. The use of facilitation and transparently reporting
my facilitative choices have been the means to conduct my investigation in an ethical
PDQQHU,QJHQHUDO,DFNQRZOHGJHWKDW,FDQQRWOHDUQDERXWSHRSOH¶VH[SHULHQFHVEXW
instead about indirect representations of those experiences (Silverman, 2006). In the
FDVHRIWKLVVWXG\WKLVPHDQVWKDWWKHGDWDUHSUHVHQWVWKHGHVFULSWLRQVRIWKHSDUWLFLSDQWV¶
thinking and teaching practices, but not direct observations of them.
There were advantages and disadvantages in my role in the data collection. On the
RQHKDQGP\SRVLWLRQDVDFROOHDJXHZRUNLQJLQWKHVDPH¿HOGKHOSHGPHXQGHUVWDQGWKH
VWUXFWXUHVDQGXQGHUSLQQLQJVEHKLQGWKHXVHGZRUGVDQGDOORZHGPHWR¿QGDGHOLFDWH
balance between my concern for pursuing interesting knowledge and ethical respect for
the integrity of the subjects (Kvale & Brinkmann, 2009). On the other hand, my own
perceptions and preconceptions challenged my ability to perceive matters not familiar
to me. I also had to acknowledge that there may have been a risk of social desirability
D̆HFWLQJ WKH FRQYHUVDWLRQV DQG WKH UHVXOWV DQG WKH H[LVWHQFH RI D YLGHR FDPHUD PD\
KDYHD̆HFWHGWKHLQWHUDFWLRQEHWZHHQSHRSOH$OODYDLODEOHPHDQVZHUHXVHGWRFUHDWHD
WUXVWZRUWK\DQGVHFXUHHQYLURQPHQWIRUWKHSDUWLFLSDQWV$FFRUGLQJWRWKHSDUWLFLSDQWV¶
UHÀHFWLRQVRQWKHSURMHFW,ZDVVXFFHVVIXOLQWKLVSXUVXLW)LQDOO\LQWKHEHJLQQLQJRIWKH
project questions concerning archiving and/or destroying the data after my dissertation
ZDV ¿QLVKHG ZHUH GLVFXVVHG WRJHWKHU 7KH SDUWLFLSDQWV GHFLGHG WKDW DOO GDWD ZLOO EH
removed permanently from any storage devices and all paper documents containing
data will be destroyed.
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7 Conclusions
I began this investigation with an interest to provide insights into popular music and
MD]]YRFDOSHGDJRJ\LQ1RUGLFKLJKHUPXVLFHGXFDWLRQIURPWKHWHDFKHUV¶SHUVSHFWLYHV
7KH1RUGLFFRXQWULHVDUHDVSHFL¿FJHRJUDSKLFDODQGFXOWXUDOFRQWH[WLQZKLFKHGXFDWLRQ
of popular music and jazz has already for decades been given in higher music education
institutions through degrees in performance, composition, music education, and
during the recent decades also in music production and songwriting. The departments
of popular music and /or jazz are often small in size, and many teachers work in an
LVRODWHGHQYLURQPHQWZLWKRXWFROOHDJXHVIURPWKHVDPH¿HOG$OVRPDQ\RIWKHWHDFKHUV
are required to teach several musical styles in these institutions. Being a teacher of this
SDUWLFXODU¿HOGP\VHOI,KDGLGHQWL¿HGVHYHUDOFKDOOHQJHVZKLFK,DLPHGWRDGGUHVVLQ
this dissertation, such as isolation of teachers, lack of academic research of pedagogy,
and lack of collaboration among teachers across the silos created by vocal methods or
models.
As a study combining the notions of development of expertise of teachers and
popular music and jazz vocal pedagogy this dissertation has covered varied theoretical
and methodological grounds including social constructivism (Vygotsky, 1978; 1986),
expertise (Chi, 2006; Ericsson, 2006; Ericsson & Lehmann, 2006), development of
expertise (Berliner, 1988; Dreyfus & Dreyfus, 1986), collaboration (Barrett, 2014;
*DXQW  :HVWHUOXQG  5HQVKDZ   FRQWLQXLQJ SURIHVVLRQDO GHYHORSPHQW
(Hookey, 2002), peer-group mentoring (Heikkinen, Jokinen & Tynjälä, 2012a; 2012b),
conversational learning (Kolb, Baker & Jensen, 2012) and professional conversations.
Thus, this thesis connects the data to the notions of adult learning and the nexus of
formal, informal and nonformal learning. I chose instrumental single-case study with
an exploratory design as a design as it enabled drawing a large and rich data through
PXOWLSOH VRXUFHV IURP WKH FDVH 7KLV VWXG\ R̆HUV XSFORVH DQG LQGHSWK LQVLJKWV LQWR
popular music and jazz vocal pedagogy, as well as provides new understanding to
processes which support the development of expertise of teachers.
As representatives of the rapidly changing profession, the popular music and jazz
vocal teachers are required to take on new knowledge and skills provided for example by
educational research, emergence of new musical styles, voice science, and new technology.
This current situation brings forth the need for adequate continuing professional
development programs for vocal teachers through which they are enhanced to further
develop their professional expertise. I was particularly interested in investigating the
notion as a socially constructed process. By organizing a series of peer-group mentoring
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sessions in which the participants engaged in professional conversations my aim was to
enhance sharing of knowledge and skills among the participants. The qualitative research
DSSURDFK DOORZHG PH WR LQYHVWLJDWH ¿UVWO\ KRZ WKH SDUWLFLSDWLQJ WHDFKHUV DUWLFXODWHG
their development of expertise within the collaborative project. The results derived
from this data support the previous research on the importance of learner-centered
learning opportunities for teachers, as well as professional development of teachers
at all stages of their careers. All participants emphasised the importance of having the
time and possibility to engage in professional conversations with their colleagues in a
VDIHDQGFRQ¿GHQWLDOHQYLURQPHQWDGGUHVVLQJPDWWHUVWKDWWKH\KDGFKRVHQWKHPVHOYHV
According to this data, collaborative processes can be used successfully in overcoming
teacher isolation, be it due to national boarders, institutions, or vocal methods or models.
7KHSDUWLFLSDQWVUHÀHFWHGRQYDULRXVSD\R̆VDVUHVXOWVRISDUWLFLSDWLRQLQWKHSURMHFW
VXFK DV LPSURYHG WHDFKLQJ SUDFWLFHV LQFUHDVHG DZDUHQHVV RI SHGDJRJ\ FRQ¿GHQFH LQ
WHDFKLQJDQGFOHDUHUXQGHUVWDQGLQJRQRQH¶VSUHYLRXVO\DGDSWHGWHDFKLQJSUDFWLFHV2Q
WKHEDVLVRIWKHVH¿QGLQJV,HQFRXUDJHDOOSRSXODUPXVLFDQGMD]]YRFDOWHDFKHUVWRWDNH
SDUWLQSURIHVVLRQDOFRQYHUVDWLRQVZLWKFROOHDJXHVDQGVKRXOGDVDIHFRQ¿GHQWLDODQG
non-judgemental environment emerge, share their knowledge, skills and pedagogical
concerns with others and search for solutions together.
Secondly, my interest was focused on how the participants articulated their
pedagogical thinking and teaching practices within the project. The data illustrates a
PXVLFDOO\DQGSHGDJRJLFDOO\ULFKDQGYDULHG¿HOGLQZKLFKWKHWHDFKHUVKDYHWRPDNH
challenging decisions in relation to for instance the content of teaching, evaluation,
and according to what or whose aesthetic values the teaching is given. On the basis of
the conversations concerning the eight compiled questions derived from the individual
interviews, a paradigm shift from master-apprentice model to learner-centered teaching
FDQFOHDUO\EHLGHQWL¿HG$FFRUGLQJWRWKLVGDWDWKHSDUWLFLSDQWVKDYHDSSOLHGOHDUQHU
centered ideals creatively in their teaching practices and they emerge as contemporary
teachers applying the latest knowledge of learning and singing, use their professional
reasoning in choosing what content and concepts to apply with individual students, and
HQKDQFHVWXGHQWV¶UHVSRQVLELOLW\DQGRZQHUVKLSRIWKHLUOHDUQLQJSURFHVV
The project organised in this study presents one possible structure for a developmental
SURMHFWZKLFKFDQEHDSSOLHGLQDQ\HGXFDWLRQDOFRQWH[W7KLVSRVVLELOLW\ZDVFRQ¿UPHG
in the data as one participant mentioned having organised a similar project crossing the
boundaries of musical styles in her home institution. According to this data, a reasonably
ODUJHDPRXQWRIZRUNRQWKHRUJDQLVHUV¶EHKDOIDQGDGHTXDWHIXQGLQJDUHUHTXLVLWHVIRU
organizing similar projects in the future. On the other hand, the cost of this project
was rather high because of the chosen geographical context: had the anonymity of the
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participants not been an essential issue, a similar project could have been organised
nationally with less expenses.
There are several implications of this study to music education in general and
VSHFL¿FDOO\WRSRSXODUPXVLFDQGMD]]HGXFDWLRQ7KHSUDFWLFDODQGWKHRUHWLFDO¿QGLQJV
of this research, for instance the strong emergence of learner-centered teaching,
VXJJHVWWKDWQHZDQGH̆HFWLYHZD\VRILQVWUXPHQWDOWHDFKLQJUHSODFLQJWKHSUHYLRXVO\
DSSOLHG WHDFKHUFHQWHUHG DSSURDFKHV PD\ LQGHHG EH IRXQG LQ WKH ¿HOG 7KLV VWXG\
provides popular music and jazz vocal pedagogy with alternative ways of thinking about
responsibilities and power relations in one-to-one vocal tuition and some practical ideas
of how to apply learner-centered notions in teaching practices.
7KHUHVXOWVRIWKLVVWXG\SURYLGHWKHHPSOR\HUVDQGDGPLQLVWUDWRUVZLWKVLJQL¿FDQW
grounds to enhance participation of teachers in adequate continuing professional
GHYHORSPHQW SURJUDPV GHVLJQHG IRU WHDFKHUV¶ QHHGV DQG DVSLUDWLRQV 7KLV LV HVVHQWLDO
HVSHFLDOO\ IRU WHDFKHUV WKDW PD\ EH WKH RQO\ UHSUHVHQWDWLYHV RI WKHLU ¿HOG LQ WKHLU
institutions. The data is in harmony with literature suggesting that investment in
DSSOLFDEOH&3'SURJUDPVZLWKPRVWFHUWDLQW\SD\VR̆LIWKHWHDFKHUVDUHHQKDQFHGWR
GHYHORSWKHLUH[SHUWLVHLQWKHLUVSHFL¿FGRPDLQDQGLIWKH\KDYHFRQWURORYHUWKHFRQWHQW
of conversations or workshops.
This study also brings the issues of vocal methods or models in formal institutionalised
music education into the discussion. The notion of only one commercial vocal method
or model prevailing in publicly funded music institution should be considered critically.
My claim, based on this study, is that educational programs should consider developing
pedagogy on the available independent academic research and apply more than one vocal
method or model in teaching in order to provide the students with a more comprehensive
XQGHUVWDQGLQJRIWKLVGLYHUVHHGXFDWLRQDO¿HOG
Two implications for future research should be highlighted. Firstly, more academic
research is needed of the teaching practices of popular music and jazz singing in general.
Investigations on several themes, such as the content and desired outcomes of teaching,
the assessment of musical performance, and development of curricula to meet the future
QHHGVZRXOGEHQH¿WDOOWHDFKHUVDQGVWXGHQWVLQWKH¿HOG6HFRQGO\DVWKLVVWXG\SUHVHQWV
VRPHSURPLVLQJDQGFRQ¿UPLQJQRWLRQVRIOHDUQHUFHQWHUHGWHDFKLQJIURPWKHWHDFKHUV¶
perspectives, further investigations are needed on learner-centered teaching of popular
music and jazz singing from the perspective of the student.
Popular music and jazz education has in the Nordic countries established itself as a
SURPLQHQW¿HOGRIPXVLFHGXFDWLRQDWDOOHGXFDWLRQDOOHYHOV7KHUHIRUHWRSHRSOHRIDOO
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ages and skill levels singing in various environments wanting to learn more of popular
PXVLFDQGMD]]WKLVGDWDVXJJHVWVWKDWWKH\LQGHHGFDQEHQH¿WIURPYRFDOOHVVRQVZLWKD
professional popular music and jazz vocal teacher.
Summarising the main contribution of this dissertation, according to this study
popular music and jazz vocal teachers working in higher music education in the Nordic
countries are committed to the needs and goals of the student, and do not impose their
RZQ DHVWKHWLF LGHDOV RI VLQJLQJ RQ WKH VWXGHQWV EXW LQVWHDG R̆HU WKHLU SURIHVVLRQDO
H[SHUWLVH IRU WKH VWXGHQWV LQ RUGHU WR KHOS WKHP ¿QG WKHLU RZQ YRLFHV ,Q WKLV ZRUN
they need adequate collaborative CPD programs to develop their professional expertise
further and continuously improve their pedagogical thinking and teaching practices for
WKHEHQH¿WRIWKHVWXGHQW
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Appendix 1: The letter of consent
Hi everyone,
This mail is sent to XXXXXXX from XXXXXXX, XXXXXXX from XXXXXXX,
XXXXXXX from XXXXXXX, XXXXXXX from XXXXXXX, XXXXXXX from XXXXXXX,
and XXXXXXX from XXXXXXX. I plan to get a few more people participating but this
group is a great start.
I have told you all a little bit about my project (XX XXXXXX XXX XX XXXXXXXX) and
asked if you care to join in. Attached is the recent version of my research plan, which
I wrote for my “Nordic Network for Research in Music Education” presentation next
Tuesday. In it you can read more about my aims, plans and research questions.
6RZKDW,¶PDVNLQJIRU\RXLV
1. a semi-structured interview around next August, which is possible to do
with skype, themes/questions will be sent to you beforehand
2. two two-day-seminars together in October-November, possibly located
in southern Sweden, which is about in the center of Denmark, Norway,
Finland and Sweden :-), discussing topics that you have raised up in the
interviews
3. LQGLYLGXDOZULWWHQUHÀHFWLRQEHIRUHLQEHWZHHQDQGDIWHUWKHVHPLQDUV
(not long stories, maybe a couple of sentences once a week)
4. your activity in a closed internet platform where we are able to
discuss between the seminars and share thoughts
5. stimulated recall interview in the beginning of 2016 (in which I ask you
about the process and some detailed questions in which we may use
video recordings of the seminars)
6. not money but your time - as I will apply funding to organise the
seminars and to pay for your travel and accommodation expenses
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To be able to apply funding from Nordplus Higher Education by 2.3.2015 I need a letter of
intent from you all. How I understand this letter, it is namely a letter of intention meaning
that you intent to participate in the process. If there should come problems along the
way (for example with schedules) I will not hold you to this LOI. But for now, and for
the funding I really need it. So, if you still intent to participate, will you please print
the attached form, sign it, scan it and send it back to me during this week (latest by
27.2.2015).
I will be more than happy to answer any other questions that may arise from this material.
,¶PGRLQJWKLV3K'EHFDXVH,WKLQNRXU¿HOGLVZRUWKRIDVFLHQWL¿FUHVHDUFKDQGWKDWWKH
teachers working in it should be heard!
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Appendix 2: The interview guide
a) Age, educational and musical background?
b) :KDWNLQGRIDQGKRZORQJZRUNLQJH[SHULHQFHGR\RXKDYHLQSRSXODUPXVLF
DQGMD]]VLQJLQJSHGDJRJ\LQJHQHUDODQGVSHFL¿FDOO\LQKLJKHUHGXFDWLRQ"
c) :KDWLW\RXUSUHVHQWMREGHVFULSWLRQDQGZKDWDUHUHTXLUHGRXWFRPHVRI\RXU
teaching?
d) How do you understand sharing knowledge in your profession both to students
DQGFROOHDJXHV":KDWDVSHFWVRI\RXUH[SHUWLVH\RXZRXOGOLNHWRVKDUH"
e) :KDWDUHWKHELJJHVWFKDOOHQJHVRISRSXODUPXVLFDQGMD]]SHGDJRJ\LQKLJKHU
music education you wish to raise up for discussion and development?

212

$SSHQGL[7KHTXHVWLRQVIRUZULWWHQUHÁHFWLRQV
 :KDWZHUH\RXUH[SHFWDWLRQVWRZDUGVWKLVSURMHFWDQGKRZZHUHWKH\PHW"
 :KDWDUHWKHH̆HFWVRIWKLVSURMHFWRQ\RXUSURIHVVLRQDOWKLQNLQJDQGRUDFWLRQ"
3) In your opinion, what were the things that facilitated and/or constrained this project?
4) Is there anything else you wish to mention?
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/LVWRIÀJXUHV
Figure 1: The data collection process
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