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Welcome to the anthology Higher Education as Context for Music Peda-
£ogy Research.

This anthology is the second publication in the scholarly series
MusPed:Research and concerns the field of higher education. The
anthology consists of 14 chapters, arranged under the following themes:
(i) instrumental music education, (ii) group-oriented and interdisciplin-
ary music education, and (iii) critical examination of music teacher edu-
cation programs. Before describing the specific chapters, we will first
comment on the title of the anthology. These comments, divided into two
parts, are contextually and linguistically oriented towards the growth
and development of music educational disciplines in Scandinavian,
German, and Anglo-American contexts. The first part is titled “Higher
Education as Context” and concerns both higher music education and
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HIGHER EDUCATION AS CONTEXT FOR MUSIC PEDAGOGY RESEARCH

music teacher education. The second part has the title “Music Pedagogy
Research”, and builds on the perspectives of Bildung and Didaktik in
German/Scandinavian fields within Musikpddagogische Forschung/
musikkpedagogisk forskning.

Higher Education as Context

Higher music education is organized through a range of disciplines and
educational programs and takes place at institutions such as music acad-
emies, universities, university colleges, and teacher education programs.
In these contexts, music (as a subject in higher education) is focused and
understood differently — for example, as performance music studies, as
science-oriented studies, or as one of several issues for lifelong learning
or community building. From this, there can be huge variations in norms
and ways to assess quality, among the different educational- and research
cultures. Some research and knowledge development are published as
articles in international, peer-reviewed journals, while other research
ends up in performance, with concerts, videos, and sound production.
The series MusPed:Research is targeted toward the intersection between
the many disciplines, educational contexts, and research traditions in
the manifold field of music education. As a contribution to grasping the
broad field of knowledge, expertise, and identities, a short description is
provided of some of the main institutionalized divisions within the disci-
plines of higher music education.

Musikwissenschaft (Eng: musicology, No: musikkvitenskap) arose as an
independent field of knowledge and research in Germany in the last part of
the 19th century. An example is Adler’s seminal book from 1885, Umfang,
Methode und Ziel der Musikwissenschaft. Originally, this knowledge field
was focused on analyses and understandings of Western classical music.
Today, this field includes a range of approaches and foci, for example eth-
nomusicology, popular musicology, early music performance, music psy-
chology, music philosophy, and music history (Nettl, 2001; Ruud, 2016).
Ruud (2016) also positioned the areas of music therapy, music sociology,
and music education within the field of musicology, and hence placed
context-oriented and practice-oriented approaches to music within the
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HIGHER EDUCATION AS CONTEXT FOR MUSIC PEDAGOGY RESEARCH

musicological field of education and research. Context-oriented and rela-
tion-oriented approaches to music are also labeled as music anthropology
(Blacking, 1976) and concern music not only as a “thing” but also as an
activity or practice oriented toward nurturing relations and communities
(Bartleet & Higgins, 2018; Elliot, 1995; Small, 1998), and are approaches
that have influenced the wider field of music education research (DeNora,
2003; Wright, 2016). According to Nettl (2001), musicology is a field of
knowledge “distinguished from other humanistic disciplines in its theo-
retical (if not always de facto) inclusion of all imaginable kinds of research
into music” (p. 288), and he explains that similarly holistic disciplines in

» «

other arts, as for example “artology,” “dramatology,” and “literaturology”
seems not to have been developed in North American (in 2001).! Today
there exists a range of international research networks and peer-reviewed
journals with specified foci, such as cultural diversity in music educa-
tion (CDIME?), sociology of music education (ISSME?), music analyses,
and philosophy of music education (ISPME*). In several of these research
journals and networks, teacher practice and teacher training are focused.

Teacher education in Scandinavian and German contexts has also
influenced the larger field of music education and music education
research. Building on the German traditions of Bildung and Didaktik,
music was, from the early days, a primary subject and a main activity both
in the compulsory school and in general teacher education in Norway
(Jorgensen, 2001; Seetre, 2014). Bildung (No: danning/dannelse, Sv: bild-
ning) can be explained as a philosophical approach to education that
concerns both personality development and the socialization of humans
to responsible and autonomous individuals (see, for example, Danner,
1994). Didaktik (different from the English word “didactics”) can be seen
as the science of all the factors that affect education in general (Ger: Allge-
meine Didaktik) as well as in specific subjects (Ger: Fachdidaktik) (see, for

1 In Germany, though, Theaterwissenschaft, Literaturwissenschaft, and Kunstwissenschaft have
existed for several decades, with professorships and study programs on several universities (e.g.,
Held & Schneider, 2007; Knudsen, 1950; Weimar, 1989). In Scandinavian countries similar discipli-
nes exists under names as (in Norwegian): teatervitenskap, litteraturvitenskap and kunstvitenskap.

2 Cultural Diversity in Music Education (CDIME).

3 International Symposium on the Sociology of Music Education (ISSME).

4 International Society for the Philosophy of Music Education (ISPME).
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example, Seel, 1999). From this, considerable research on music education
is provided from general teacher educational perspectives, where peda-
gogy, didaktik, teaching, and learning are the common references. Today,
there exists many kinds of educations in Norway that qualifies candidates
to teach music and to conduct music education research. Some of these are
hosted by teacher education institutions (for example teacher education
for compulsory school and early childhood teacher education) and others
by higher music institutions (for example, both performing music edu-
cations and musicological educations). This complex scenery of music/
teacher education and ongoing discussions about quality, aims, and ways
of articulating form an important background for this anthology and for
the chapters that stem from many places in this landscape. One main topic
in the confronting exchanges between music-oriented and education-
oriented higher education contexts includes how new knowledge is devel-
oped and how research should be conducted and what it should look like.
Artistic research, or arts-based research with its manifold terminology
(artistic development, practice-led, arts-oriented, etc., e.g. Leavy, 2017)
has developed as an influential path for research both in higher music
education and in teacher education, and challenges traditional, scientific
research in questioning the emphasis on verbal reflection, methodologi-

cal considerations, and literature review.

Music Pedagogy Research

Musikpddagogik (Eng: music education, No: musikkpedagogikk) devel-
oped as an independent area of education and research in Germany start-
ing in the 1970s;> For example, through important publications, such as
Alt’s Didaktik der Musik (1968) and Abel-Struth’s Grundriss der Musik-
pddagogik (1985), which conceptualized and provided a system of terms
within the fields of Musikpddagogik and Musikdidaktik, through the

5 In Germany, also other arts subjects have institutionalized own study programs, professorships
and research networks in arts specific pedagogies scientific disciplines such as Theaterpada-
gogik, Tanzpiadagogik and Kunstpadagogik. e. g.: Die Gesellschaft fiir Tanzforschung (establis-
hed 1986), Die Zeitschrift fiir Theaterpidagogik (established 1985), IMAGO. Forschungsverbund
Kunstpddagogik (established 2014).
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growth of the fields own professorships and study programs in Musik-
pddagogik at German universities, and through a range of networks and
journals focusing on musikpidagogische Forschung (music education
research).® The development of musikkpedagogikk and musikkdidaktikk
as fields of education and research in Scandinavian countries (especially
in Denmark and Norway) drew heavily on the German tradition, with
Frede V. Nielsens influencing work beginning in the mid-1970s (Nielsen,
1974, 1998, 2003; see also Benum, 1978; Ruud, 1979; Varkey, 2003; Vea &
Leren, 1972), while in Sweden also British researchers highly influenced
the field’s growth (Lindgren et al., 2011). Nielsen has endeavored to intro-
duce and influence the wider field of music education research with a
basis of the German traditions of Bildung and Didaktik as a metalevel
about learning and teaching music with extensive work over several
decades (Nielsen, 2005, 2006, 2007). Georgii-Hemming and Lilliedahl
(2014, p. 134) have explained how they distinguish between the terms
“music pedagogy and general pedagogy as the science of (music) edu-
cation” and “(music) education for the practice of teaching and learning
(music)” and have also explained music didactics as “the scientific study
of all the factors that affect music education and its content” (see also
Kertz-Welzel, 2004 and Ferm Thorgersen et al., 2016 for explanations on
music pedagogy from this tradition). A main event in the Nordic area
was when Frede V. Nielsen, Bengt Olsson, and Harald Jergensen in 1992
established the research network Nordisk nettverk for musikkpedagogisk
forskning (NNPMF)/Nordic Network of Research in Music Education
(NNRME), with a yearly conference from 1994, and the annual publica-
tion NNMPF/NNRME Yearbook from 1995. Today, study programs and
scholarly positions in musikkpedagogikk exist on all levels at universities
in Denmark, Sweden, and Norway.

Considerable effort has been made to translate, contextualize, and
develop the German tradition of Musikpddagogik and Musikdidaktik to
and through the English language (e.g., Georgii-Hemming & Lillliedahl,
2014; Ferm Thorgersen et al., 2016; Johansen, 2017; Kertz-Welzel, 2004,

6 For example, Arbeitskreis Musikpddagogische Forschung (AMPF; established 1965), Diskussion
Musikpddagogik (established 1999), Zeitschrift fiir Kritische Musikpddagogik (ZfKM; established
2002), and Beitrdge empirischer Musikpddagogik (b:em; established 2010).

11
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2014; Nielsen, 2005, 2006; Vogt et al., 2014)” Also, arts educational
research within other arts subjects has made an effort to differentiate
between the term “education” and the term “pedagogy” (e.g., Enghau-
ser, 2007; Risner, 2008). Our aim, in using the term “music pedagogy” in
the title of this anthology, is to emphasize philosophical, theoretical, and
critical meta-perspectives that are fundamental to the German and Scan-
dinavian traditions of Musikpddagogik/musikkpedagogikk as a widening
scope for the discussions in this book. Thus, the diverse chapters con-
cern not only music teaching and learning but also Bildung of humans
and societies as such, with concerns articulated about how, where, with
whom, from what, and with which intentions such activities happen.

The Anthology’s Three Parts and
Fifteen Chapters

The anthology’s chapters are organized by three themes: (i) instrumen-
tal music education, (ii) group-oriented and interdisciplinary music
education, and (iii) critical examination of music teacher education
programs.

Part one comprises six chapters, all focusing on aspects of instru-
mental music education. The first two chapters concern the assessment
of instrumental music performance and the difficulties of articulating
and operating quality norms in performance music. In Chapter One,
Ragnhild Sandberg-Jurstrom, Monica Lindgren, and Olle Zandén exam-
ine views on the criteria for approval in entrance auditions to Swedish
performing music teacher programs and problematize these regard-
ing issues of transparency and broadened recruitment. This chapter is
titled, “A Mozart Concert or Three Simple Chords? Limits for Approval
in Admission tests for Swedish Specialist Music Teacher Education.”
Chapter Two, written by Wenche Waagen, is an inquiry of examiners’
expectationsand understanding of quality in assessing music performance

7 The term “Music Pedagogy” is also used in a contrary meaning to the German/Scandinavian
explanation given here, related to specific disciplines. For example, “popular music pedagogy”,
“piano pedagogy”, and “music history pedagogy”. This refers to different traditions than we build
on in this introduction and is not elaborated on here.

12
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in student bachelor concerts. This chapter, titled “Vurderingskriterier i
utevende musikk: Et verktoy for palitelig vurdering av studentenes bach-
elorkonsert?” [Assessment Criteria in Music Performance: A Tool for
Reliable Assessment of the Students” Bachelor Concert?], is theoretically
based on Sadlers’” distinction between analytical and holistic approaches
to assessment. The third chapter concerns the way a principal instrument
is emphasized in music teacher education and what kind of knowledge
this might provide. Fritz Flamo Eidsvaag and Elin Angelo are the authors
of this chapter, titled “The Craftsmanship That Disappeared? Investigat-
ing the Role of the Principal Instrument in Music Teacher Education Pro-
grams.” In Chapter Four, Robin Rolfthamre uses a philosophical approach
to argue that we must give more attention to what, whom, and why we
educate, and asks how this affects the teacher’s mandate. This chapter is
titled “Can We Buy Virtue? Implications from State University Funding
on the Musical Instrument Performance Teacher Mandate.” In the fifth
chapter of the anthology, “Facing The Soprano: Uncovering a Feminist
Performative T’ Through Autoethnography, Runa Hestad Jenssen elab-
orates on her own path, as a professional musician, toward becoming a
feminist and performative researcher. In the sixth and last chapter in this
part, David Scott Hamnes examines pipe organ educational praxis for
children in Norway. This chapter is titled “Organ Teaching for Children
in Norway: An Educational Field in Development,” and presents a peda-
gogical contribution to the field of organ education.

The second part concerns group-oriented and interdisciplinary music
education and has three chapters. In Chapter Seven, Anne-Lise Heide
examines aesthetic learning processes in a multidisciplinary project in
teacher education in Norway, including the subject’s music and sports,
with a focus on experience, inquiry, and creation. The title of Heide’s
chapter is “Beerekraft — leerekraft: Estetiske leeringsprosesser gjennom
tverrfaglig arbeid i grunnskoleleererutdanningen” [Sustainability Learn-
ing. Aesthetic Learning Processes Through Interdisciplinary Work in
General Teacher Education]. In the eighth chapter, Roy A. Waade and
Anders Dalane examine the subject of performance and concert produc-
tion at a music teacher education program (faglererutdanning i musikk)
in Norway. This chapter is titled “Evaluering av konsertformidling i

13
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hoyere utdanning” [Assessing Music Performance in Higher Education]
and employs the Danish concept of @nskekvistmodellen [The Wishbone
Model] to examine how the students in this subject are supervised and
assessed. In Chapter Nine, dilemmas in the education of choir leaders are
focused. Dag Jansson and Anne Haugland Balsnes here apply theory on
communities of practice and didactical theory, and identify significant
dilemmas that appear in higher education that qualify choir leaders. The
title of this chapter is “Dilemmaer i skandinavisk korlederutdanning”
[Dilemmas in Scandinavian Choral Conducting Education].

In the third part of the anthology, five chapters approach the founda-
tion for music/teacher education through diverse lenses of critical theory.
In Chapter Ten, “Woman and Full Professor in Music Education - Work
Experiences in the Field of Academia” Carina Borgstrom Killen exam-
ines the work experiences of female full professors in music educa-
tion through a field-oriented and gender-critical approach. In Chapter
Eleven, Sunniva Skjestad Hovde examines how music teacher educators
understand the terms “multi-culturalism” and “whiteness/white privi-
leges” and how this is displayed in their everyday lives as music/teacher
educators. The title of this chapter is “Experiences and Perceptions of
Multiculturality, Diversity, Whiteness, and White Privilege in Music
Teacher Educations in Mid-Norway - How They Might Contribute to
Excluding Structures.” Jan Ketil Torgersen and Morten Sether are the
authors of Chapter Twelve, titled “Er jeg musikalsk? Barnehageleererstu-
denters oppfatning av egen musikalitet” [Am I Musical? Early Child-
hood Teacher Students’ Notions of Their Own Musicality]. This chapter
is based on a quantitative survey among early childhood teacher stu-
dents and examines their perception of their own musicality. In Chapter
Thirteen, Ben Toscher explores how administrators and educators in
higher music education (HME) in Norway define and argue for entre-
preneurship as part of HME. This chapter is titled, “Music Teachers’
and Administrators’ Perspectives on Entrepreneurship in Norwegian
Higher Music Education: An Exploratory Pilot Study.” The last chapter
in the anthology is written by Elin Angelo, Jens Knigge, Morten Sether,
and Wenche Waagen, and examines how music/teacher education is
represented on websites at four institutions in Norway. This chapter is

14



HIGHER EDUCATION AS CONTEXT FOR MUSIC PEDAGOGY RESEARCH

critically and theoretically geared through Foucault’s concepts of power/
knowledge and governmentality. This fourteenth chapter in the anthol-
ogy is titled, “The Discursive Terms of Music/Teacher Education at Four
Higher Educational Institutions.”

Enjoy the book!
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Abstract: Against the background of problems with unarticulated concepts of
quality and assessment criteria when assessing music, this article concerns how the
limit for approval is constructed and legitimised by jurors when assessing entrance
auditions to Swedish specialist music teacher education. The data comprise video
documented auditions, focus group conversations, and stimulated-recall based
interviews, involving jury members at four music education departments. Social
semiotic theory is used to study how jurors assess applicants’ knowledge representa-
tions in main instrument tests, what is considered decisive for an approval, and how
this set limit is legitimised. Four approaches have been constructed: the demanding
education and profession, the supposed capacity of the applicant, the flexible admis-
sion situation, and the care of the applicant. What is considered to be the minimum
requirement for approval in these constructions differs markedly, which shows a
striking difference between the views of jurors within and between institutions on
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how the applicants’ musical performances on a main instrument should be assessed.
These findings are discussed in relation to two possible scenarios of revised admis-
sion tests.

Keywords: admission tests, assessment, music teacher education, social semiotic
theory, video observations, interviews

Admission tests with specific selection requirements have long been
used as a sorting tool for both specialist music teacher and music per-
formance educational programmes. However, the design of these tests
has varied between different educational institutions and programmes
as have the skills, knowledge and attitudes tested (Jorgensen, 2009). The
eight specialist music teacher programmes in Sweden qualify students to
teach a variety of music subjects including instrumental courses at upper
secondary schools. To enter any of these programmes, the applicants’
have to demonstrate skills on a) a main instrument; b) singing to own
accompaniment; ¢) interplay and musical leadership; d) music theory and
aural skills. In every test, juries listen to and assess the applicants’ perfor-
mances based on common criteria and standards communicated by the
institutions. In the main instrument tests, the applicants are also ranked
for selection to available places. Although the performance at admission
tests, and what is recognised as sufficient for approval, seem decisive for
accessing applied education, the area is largely unexplored, and there is
a great need for research, especially regarding the assessment procedure.
In addition, previous research has reported that assessment criteria and
norms in higher music educations are not always clearly conceptualised
(Harrison et al., 2013; Olsson & Nielsen, 2018). If unarticulated percep-
tions of knowledge and quality in music are common in higher music
education, the credibility and value of assessments in tests for admission
to higher music education programmes may be weakened. In Sweden, as
in many other western countries, universities must strive for strength-
ened societal democracy by promoting broadened recruitment. From
this perspective, it is important to review various selection methods, not
least given the lack of positive results in a recent Swedish experimental
study of aptitude testing and assessment procedures for access to teacher
education (Universitets- och hogskoleradet, 2018). Hence, the interest in
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this article, which is part of a larger project about assessment of entrance
auditions to Swedish specialist music teacher education financed by the
Swedish Research Council, is what is considered decisive for approval on
main instrument in entrance auditions. The purpose is accordingly to
critically examine jurors’ views of the limit for approval in main instru-
ment auditions to Swedish specialist music teacher programmes, and to
problematise these with regard to issues of transparency and broadened
recruitment.

Assessing Music

Entrance tests with performance auditions on a main instrument are
reportedly the most common requirement for both the bachelor of music
programmes in Europe (Tomatz, 1996) and the music teaching pro-
grammes in USA (Payne & Ward, 2020). Assessments of performance
auditions regarding main instrument are reported to concern techni-
cal skills, artistic expression, knowledge of music styles, and commu-
nication (Olsson, 1997; Sandberg-Jurstrom et al., in press). However,
assessments of music skills can be seen as complex and problematic,
for both applicants, evaluators and institutions, due to lack of transpar-
ency regarding what is assessed, how judgments are made in different
practices, and how criteria are used and interpreted (Olsson, 2014). The
need for greater clarity was called for in a study of ensemble playing in a
bachelor of music programme, where teachers’ unfamiliarity with doc-
uments and procedures, and students’ problems with the grading pro-
cess resulted in confusion and lack of transparency about how to assess
ensemble playing (Harrison et al.,, 2013). Although sharply articulated
criteria were used for technical proficiency in music bachelor courses,
the assessments of sense of style, expression and communication used
tuzzy criteria with lack of appropriate concepts (Olsson & Nielsen, 2018).
Also, non-musical aspects, such as personal traits fitting to teacher pro-
fession, are assessed in instrumental tests to specialist music teacher
education (Sandberg-Jurstrom et al., in press), despite lack of such crite-
ria on the institutions, and despite leadership skill tests in other parts of
the admission tests.
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Hence, there are many challenges in assessing musical performance
fairly and reliably, for example the degree to which a single performance
is indicative of the performer’s “true” ability. This includes the evalua-
tor’s ability to draw reliable conclusions about this ability from a single
performance, and intra-rater reliability, for example the effect of pre-
viously made assessments on an adjudicator’s subsequent evaluations
(Bergee, 2007). Analytic criteria, through the use of rubrics and rating
scales, are said to be effective by articulating specific aspects of perfor-
mances (Bergee, 2003; Stanley et al., 2001) and describing what consti-
tutes acceptable performances (Latimer et al., 2010). Analytic assessment
has also been a way of addressing both inter- and intra-rater reliability
(Bergee, 2003). Several studies have found that analytic assessments
result in higher inter-rater reliability than holistic assessments, especially
if the holistic assessment is only communicated through a grade (Ciorba
& Smith, 2009). However, as Jonsson and Svingby (2007) notice, there
is a risk that “the essence” of a performance can be lost in the pursuit
of highly reliable analytic scoring. Likewise, Eisner (2007) argues that
judgments in the arts need to bring out the subtle and significant and
therefore require refined sensibility narratives and not only the use of
measurement. Although analytic criteria provided useful focus during
assessment at a tertiary conservatory, examiners preferred fewer criteria
and greater focus on subjective responses (Stanley et al., 2001). In spite
of using a 30-item rubric for evaluating solo instrumental performances
in secondary school, the jurors still made holistic judgements, especially
when the assessments were set in the cut point between different achieve-
ment levels (Wesolowski et al., 2018). Also, different results depending on
the assessment strategy used have been noticed in bachelor of music pro-
grammes. Evaluators using analytic criteria gave higher ratings for tech-
nical skills and lower ratings for musical expressions, while the opposite
was the case when using own personal criteria (Iusca, 2014). However,
Sadler (2015) questions the idea that pre-determined criteria are necessary
to make fair and reliable qualitative judgments. He claims that judges
can make trustworthy assessments “backwards”, by starting from holis-
tic appraisals of a performance and then analysing the criteria (qualities)
and standards (degree of these qualities) that are most critical or decisive
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for the overall quality of the assessed artefact or performance. Standards
clarified and instantiated by a selection of works or performances can,
according to Sadler (2014), enable mutual “tuning” among the assessors.
Also, Sadler (2017) points out that the passing grade, the minimum level
of achievement, “should represent satisfactory and suitably competent
(not marginal) achievement” (p. 93).

Although previous research reports what is assessed, how assessments
are made and the effect and questioning of rating resources, little is
known of limits for approval. The standards for approval on main instru-
ment at most of the institutions involved in this article are formulated
using only two criteria: technical competence and artistic performance,
thus opening for fairly holistic assessments. Hence, the main issues in the
study are (a) how standards for approval are articulated and interpreted
and (b) how the set limit for approval is legitimised.

Theoretical Considerations

The theoretical framework used in this article is designed to capture
how instrumental/vocal skills are represented by applicants’ in auditions
for specialist music teacher programmes, and verbally articulated and
assessed by jurors. Using a social-semiotic approach, individuals’ mean-
ing-making activities can be rendered visible through their choice and
use of historical and socially available semiotic modes to represent and
communicate their understandings of, attitudes to, and interpretations
of various phenomena in the social world (Kress, 2010). In this regard,
multimodal meaning-making, is seen as the realisation and articulation
of particular aspects of the reality in ways appropriate to the interests of
social actors in specific contexts. This implies that semiotic modes, such as
speech, images and gestures, offering variations of resources, let individu-
als represent what they regard as knowledge of the world. In such processes
the term transduction is used to signal a re-articulation of meaning from
one mode to another (Kress, 2010). In the present study, this approach
provides the opportunity to see and hear how applicants transduce pieces
of music into music performances by using instrumental, vocal and bodily
resources as well as musical resources such as dynamics and timing. It
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also provides the opportunity to see and hear what understandings of
music style and practice the applicants’ express and communicate in their
performances. According to Kress (2009), knowledge assessment in an
institutional context is intended to recognise signs of learning, i.e. to see
the result of a meaning-making engagement. This implies how jurors see,
hear and understand the applicants’ communicated representations of
skills and understandings in order to recognise required knowledge, and
how jurors transduce their own multimodal experience into descriptions
and evaluations. Thus, the focus in this study is mainly on jurors’ verbally
expressed values and assessments of the applicants’ knowledge represen-
tations, and how the jurors legitimise their statements.

Participants and Analysis

For data collection, video documentation illustrating the use of semiotic
resources (Jewitt, 2006), focus group/individual interviews addressing
specific themes (Wibeck, 2000), and stimulated recall method for com-
ments on video recorded situations (Calderhead, 1981) were used. The data
comprise video documented entrance auditions and audio or video docu-
mented conversations with jury members. Some of these were structured
individual conversations, while others were focus groups with two to four
participants. In all, 59 jury members from four Swedish institutions offer-
ing music teacher education programmes participated. The institutions
were chosen from a total of eight institutions offering specialist music
teacher education programmes, and the selection was based on variation
in institutional background, current organization, teacher programme
profile and musical genre. Most of the interviews were conducted within
two weeks of the entrance auditions, and a few within two months. The
jurors were invited to select videos of the auditions they assessed and
were asked to comment on the quality of the applicants’ performances.
They were asked to use the videos to remind themselves of their thoughts
and evaluations at the time of the auditions, and the few jurors who were
not present at the auditions were simply asked to comment on what they
saw and heard in the videos. They were also asked to reflect on entrance
auditions for specialist music teacher education in general.
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In the first step of analysis, in order to understand what is going on in
the performances, parts of the selected video-recorded sequences were
transduced by the researchers into musical scores illustrating what is
visible and audible in the applicants’ music playing. In the presentation
of the findings these transcriptions are visible as well. Furthermore, this
step also concerned the researchers short analyses of the transcriptions.
The second step of analysis, includes codifying of the jurors’ detailed
descriptions of what they could see and hear in the applicants’ perfor-
mances, as well as the qualities and skills that caught their attention in
the representations. The third step of analysis, concerned distinguishing
and categorising variations in the jurors’ meta-reflections about what was
communicated and recognised as acceptable knowledge and skills in the
applicants’ representations. In addition to identifying constructions of
the acceptable limit for approval, the jurors’ rhetorical strategies to legit-
imise these constructions were also analysed, and what seemed to be at
stake when deciding the limit for a pass.

The Swedish Research Council’s guidelines regarding information
requirements, de-identification, voluntary participation and consent were
followed for both jurors and video-recorded applicants. For ethical rea-
sons and the risk for recognition, de-identification has been made without
references in the quotations. In presenting the results, no statements or
categories are attributed to specific institutions, juries or individual jurors.
When a dialogue between jurors is cited, a dash is used before each state-
ment. In the block quotations, deleted passages are indicated with ellipses.

Approaches to the Limit for Approval

In the analysis of what is considered decisive for an approved main instru-
ment test, and how limits of approval are legitimised, four approaches
have been constructed: the demanding education and profession; the
supposed capacity of the applicant; the flexible admission conditions, and
the care of the applicant. In the following, the researchers’ transcriptions
and short analyses of excerpts from the auditions are followed by quota-
tions from the jurors’ comments on the applicants’ performances and the
researchers’ analyses of jurors’ statements.
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The Demanding Education and Profession

The construction of the demanding education and profession is based on
the view that the applicants’ knowledge representations, and the limit for
approval, must be at a level that ensures good or very good potential for
development and prospect for managing the education and the future
professional life.

In Figure 1, an applicant’s use of vocal and bodily resources are high-
lighted where the end of an improvised part in a jazz song switches to the
regular melody:
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Figure 1 Excerpt from a singer's performance

How the applicant used the voice, intonated and articulated the tones
shows signs of some vocal technical skills. The applicant’s gaze and the
movements with hands and arms can be seen as a communicative act
directed both to the pianist in the band and the jury, although the gaze
is only directed in these directions a few times during the excerpt. The
applicant’s use of bodily resources and way of transducing notes and
chords into improvised singing can all be seen as a genre-based interpre-
tation. A juror verbalises a similar understanding of the applicant’s skills:

I also listen to the feel for rhythm, the timing, and he is very distinct ... What

you can hear is that he may not be so much into jazz ... he is not especially
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free rhythmically in his phrasing, but he sings very accurately ... you hear that
he is musical ... I think one should sing without the music [in front of him],
which he does not, and I would like to see a little more expression ... but he
opens a little and communicates with the audience, that is, us ... what mainly
makes him approved is that number one, he sings in pitch, he nails the notes,
he has a free [sound], he has a very good technique ... he is totally relaxed [in
the body].

What is recognised as approved knowledge in this statement is that the
applicant has developed good technical and performing skills. It also is
suggested that an approved level does not necessarily require much expres-
sion, clear bodily communication with fellow musicians, good knowledge
of jazz or knowing the music by ear even if this is considered desirable.
Necessary representations of knowledge are legitimised as follows:

If you haven't worked so much with shuffle, that is triplet phrasing, then it
would be, because we have so much jazz in the education so you need some of

that ... it’s part of the tools that must be in place to get through ...

It's rhythmically improvised music ... the whole package should be there. It
must be anchored rhythmically in the bodies, in the music making, otherwise

it will not work.

The requirement to be able to use jazz-related music resources is related to
the possibility of managing a five-year music teacher education with focus
on the jazz field, which is not seen as feasible without adequate skills.
Within this construction also the limit of approval is legitimised through
adaptation to the structure of the education, especially with regard to the
demands of the ensemble courses, which according to some jurors define
the high level:

Yes, and they usually have the ensemble, and it kick-starts. It is not [organised
in] ability groups, it is also mixed ensembles and then you look at, will this one
manage to get started in this ... has [the applicant] the knowledge to solve or

problematise the songs and learn them.

In the symphony orchestra with XX they play very challenging repertoire.

Sometimes it's Beethoven ... It’s original stuff.
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The proficiency level needed for participation in the institution’s orches-
tras and smaller ensembles, and the capacity to solve problems that may
arise in the repertoire, is taken as arguments for requiring a high level
of skills and knowledge. The limit for approval is also legitimised by the
small number of instrumental lessons that are provided. Accordingly, the
limit for approval is based on adaptation to the structure of the education
to ensure quality linked to the education requirements.

The construction of the demanding education and profession is also
based on assertions suggesting that the applicant’s performed know-
ledge representations should be at a very high level, equal to the approved
limit demanded for admission to a bachelor of music. Since very high
instrumental or vocal skills are required in order to cope with the high
demands of both the studies and the coming profession, a demand for
well-founded technical and interpretative knowledge representations is
therefore strongly emphasized. The importance of such skills is exempli-
fied in the statement below:

Now this is university studies and you know what the first year is like. It’s pretty
tough. There is no time for ten hours a day practicing the violin, so [those skills]
must already be at hand, so we need to set a level where they are so skilled that
they have time to tackle other subjects the first and second year ... we want
those who are self-propelled ... So, for me there is no difference ... the level ...
should be at least as high for music teachers as it is for musicians because it is
the same profession. And the students we send out from here should be able to
take care of all different kinds of children and young people and talents, and
be able to help them to become amateur musicians or have great fun in groups

or those who want to be able to apply here. And then they have to know a lot.

The excerpt shows how the applicants’ knowledge representations are
related to, above all, the high demands on skills in the main instru-
ment tests in bachelor music programmes, with the suggestion that the
musician and the specialist music teacher require the same high instru-
mental skills. The demand for a very high level on the main instrument
already at the start of the programme is legitimised by the high pace in
the studies and the time competition with other courses included in the
music teacher programme. Very high demands are also argued for with
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reference to the education’s university status as well as to the necessity to
secure the future music teacher’s need for high instrumental skills. Simi-
lar reflections are made by other jurors, for example:

This training programme, at least in our house, requires an awful lot of prior
knowledge because you don’t have much time for your own instrument ... are
we talking about reality or what we want? We want something completely dif-
ferent. We want a Mozart concert, just like the musician programme ... You
have to know how the instrument works at that level, having nailed the basic

technique, and the left hand speed and position changes, all that.

This statement suggests that the very high requirements for instrumen-
tal skills are not always met in the applicant’s knowledge representa-
tions, but rather constitute a wishful thinking. In other statements, past
specialist music teacher educations are highlighted as exemplary, with
higher quality requirements and significantly more instrument lessons.
This construction thus signals that a change has taken place over the
years and that there now is a need for higher demands on the appli-
cants, which in the jurors’ statements shows a desire not only to adapt
the requirements to the current educational programme, but also to a
historical context.

The Supposed Capacity of the Applicant

The starting point for the construction of the supposed capacity of the
applicant is conversations about an absolute lowest, marginal limit for
a pass. This construction is based on jurors’ reflections on applicants
whose knowledge representations are judged to be mostly below the
jurors’ suggested limit for approval, and therefore between fail and
pass, but that are nevertheless being recognised as acceptable. Here, in
spite of an applicant’s lacking qualifications, the jurors hope that he or
she will be able to learn the skills that the education and the profession
require.

Figure 2 illustrates an applicant performing their own composition in
which music-related resources, such as singing and guitar accompani-
ment, and bodily resources are used:
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Figure 2 Excerpt from a guitarist's performance

The applicant shows some instrumental technical skills with the voice, as
well as with three simple and rhythmically played chords on the guitar.
Head movements and directed gazes coordinated with accentuation on
certain words can be seen as signs either of genre-based interpretation,
difficulties in singing higher notes or attempts at communicating inten-
sity to the listeners (bars 1, 3 and 4). The jurors evaluate the applicant’s
skills as follows:

Yes, it’s only three chords for a very long time and the melody is, yes, it is unbe-

lievably plain. The text is horrible.

The guitar playing, monotonous, without variations, just the typical pop chords
everyone plays, nothing original. He doesn’t contribute with variation in the
accompaniment there, mediocre ... its exactly the same level of energy, no

change.

The applicant’s knowledge representations are obviously not recognised
as acceptable. The jurors wish for resources such as more interesting text,
more chords, originality, varied accompaniment and variations in energy
levels. They also miss chords other than those associated with the pop
genre, despite the fact that a pop focus is prioritised in this test. In the
argumentation about the applicant’s communicated skills, there are con-
siderable doubts about an approval:

30



A MOZART CONCERT OR THREE SIMPLE CHORDS?

He feels very unaware of what music can be, like form, dynamics, phrases, di-
rections, it is just like a single, it is very unaware, very immature and then, he
is not really young and the question is, how much can this guy develop given
he has not come further at 22 or whatever? How much more can he improve,
and should he teach high school students at the high school where all kinds of
individuals are studying, including future world stars too. Should they have him

as a music teacher?

The suggested lack of musical skills and understanding, the age of the
applicant and the development possibilities are related to the oppor-
tunity to, within five years, teach music in a high school where some
students can be on a very advanced level. However, the applicant was
approved, albeit below the very limit for approval, and due to a single,
narrowly passed test on another instrument. In jurors’ statements, the
phrase “benefit of the doubt” is often used, suggesting that inadequacies
could somehow be overcome during the education. In this construc-
tion a lack of skills on the main instrument can be compensated by
skills on other instruments or by competencies shown in other parts of
the admission tests. Although the jurors show signs of doubt about an
applicant’s capacity to cope with the education, may still be admitted if
the skills are likely to be developed so that the applicant can become a
“decent” teacher. It is also suggested that the tests can be seen as diag-
nostic rather than excluding, implying that applicants with low skills
are suggested to have possibilities to learn enough during five years
given the right support. Thus, the “door is slightly open” for these appli-
cants, which might call for institutional adaptation to applicants rather
than the opposite.

The Flexible Admission Conditions

The construction of the flexible admission conditions is based on the idea
that the limit for approval does not necessarily have to be fixed, but can
be changed depending on contextual and institutional conditions. The
view of what is recognised as acceptable skills is considered as dependent
on available education places and the number of applicants at the time
of application. Also the jurors’ views of what to be assessed as well as the

31



CHAPTER 1

absence of clearly stated standards are considered to affect the limit for
approval.

Oneapplicant drummer’s use of the drum set and the body as resources,
when playing with a guitarist in a jazz song, is illustrated in Figure 3:
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Figure 3 Excerpt from a drummer’s performance

The applicant’s transduction of the original song to the drum set takes
place with a steady and simple drum pattern (bar 1-3) with some added
rhythms on the snare drum and the cymbals (bar 4-5). Some communi-
cation with fellow players through gazes is visible (bar 1-3). The volume is
the same throughout the song, the applicant’s body is rigid and the play-
ing is rhythmically static. In the jurors’ reflections, several depreciating
metaphorical linguistic resources are used:

For the present it is a pass, obviously, but it is puppyish ...

Yes, it is.

But also, the fill-ins, I mean these digidigi, that is. It feels very quiet, aah, young-
ish and a bit, unmusically is the wrong word, but like.

Almost unstructured or nearly careless.

Like, slapish ...
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He is banging himself through it rather than playing, in my opinion.
Interviewer: But what makes him approved, nevertheless?

Well, but he keeps it together, so it doesn't fall like a house of cards ... were
like still standing. It’s okay, but he hasn’t really added anything. It is very in-
side, it is very, like, eh, simple stuff and equally thick and bad dynamics, quite

uninteresting.

In the juror’s dialogue, the low technical level, the dull performance, the
rigid body movements and immature performance seem to be redeemed
by the playing holding together. Not only is the performance approved,
but an even lower level could have been accepted. Also, the applicant’s

instrumental skills are not considered decisive:

It will nearly always be alright, no matter what level they are at. It’s just to take
it where they are ... he has the water surface here, you know (points under his
nose) ... but he survives, so to speak. It is not here (points over the nose), so it
would work in an ensemble situation, though a bit on the border ... but I could
actually accept someone doing it even worse. I just want to know, well just feel

that it is not completely like black.

Here it is implicated that it is entirely possible to learn what is required
during the five-year education provided that the applicant can function
in different ensemble situations. What is recognised as crucial is, if any-
thing, the ability to develop further with a teacher’s support despite few
technical and interpretative resources represented. However, the final
decision for approved is legitimised on the basis of institutional and con-
textual conditions:

Again, it’s a bit about how, how broad the line-up is (a dry laughter). This year
he probably would have been [accepted], when they are five applicants ...
Interviewer: But do you change the limit for approval depending on how many

the applicants are?

Well it’s about the competition, sort of. Like, we have to have something, so at

the end we have to set the bar on the basis of this year’s applicants.

The limit for approval here is very flexible, depending on the number of
applicants and their result of the tests, given that it is important to fill
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up the places available. It also happens that administrative staff asks for
approval despite low scores due to vacant places. The lack of an absolute
assessment scale is also considered to contribute to variations of the limit
for approval. However, to ensure the quality, admitted applicants are con-
sidered to have at least some potential for development. As a result, the
level of approval may change year by year at the same institution, and
applicants can be assessed on the basis of different premises, depending
on the jurors, institution and the admission situation. One consequence
of these statements is that the threshold for pass is flexible and unstable
with fuzzy conceptions of quality and a strong adaptation to the prevail-
ing conditions.

The Care of the Applicant

In the jurors’ conversations of what cannot be approved, a limit for
approval describing what is insufficient and not recognised as accept-
able skills, is also expressed. The construction of the care of the appli-
cant is based on statements in which applicants, due to undeveloped
and insignificant musical qualities in their performances, are not con-
sidered to be able to learn what is required during the course of the edu-
cation and therefore will not become good enough teachers. Starting
the programme with such qualifications would be far too difficult for a
future student.

Figure 4a illustrates an excerpt from the original composition and 4b
the applicant’s use of musical and bodily resources when playing four
bars from the classic piano repertoire:

Andantino con moto
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Figure 4a Excerpt from the original composition
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The torso is straight and fairly stiff, illustrated by the whole note in the score. The arms are slightly
mobile following the music played. The hands and fingers are rather stiff. The eyes are not in view.

Figure 4b Excerpt from a pianist's performance

The applicant’s transduction from the original sheet of music to piano
playing includes missing notes, rhythmic indistinctness, an unsteady
pulse, relatively too much pedal and a lack of prescribed changes in
dynamics and tempo. The performance is interrupted after several flaws.
The applicant seems to focus on the printed music throughout the perfor-
mance, and the body is fairly rigid. Two jurors reflect on the applicant’s

knowledge representations as follows:

She has already made two mistakes here ... it was a tie and then it was a wrong
note and then it was rhythmically a bit limping at the beginning ... then it says
piano crescendo and fairly obviously back to pianissimo ... and bit by bit strin-
gendo ... it is very very clear instructions but she has none of that. Exactly the

same nuances right through ... it doesn't feel that there is an idea.

There is a lot to do with her hand ... the body is rather free, but she doesn’'t use

her arms in an organic or good way.

The applicant’s skills are not considered to be at a sufficient technical or
interpretative level given several flaws, such as the rhythmical problems,
lack of dynamics and expression as well as improper use of arms and
hands. It is considered important to understand, use and reinforce the
music with the body. The consequence of insufficient knowledge repre-

sentations is argued:

35



CHAPTER 1

I imagine her in the role of piano teacher, and what kind of musical ideas will

you have to give your students, eight or sixteen or whatever [age] they are.

It’s troublesome if you start from a too low level, it will not be good for anyone,
not the person in question, not for the fellow students, not for the students, or

for the students this person will teach, and not for society at large.

You really wouldn't put them in a totally uncomfortable experience. And it’s
not just that it drags down the others. It can also be very disruptive for their

future.

Here, a rejection of applicants is motivated by care for them. Other-
wise, they should “probably have a number of tough life stories and sad
people”. With low skills, it is considered difficult to learn enough to be
able to mediate something essential to future students. Low skills on the
instrument are also considered to impair the applicants’ ability to func-
tion in interaction with other students. The level of knowledge is here
legitimised as a care of the applicant, since insufficient skills are expected
to result in problems both for the applicant and for future fellow students.
Thus, this construction emphasizes not only the importance of secur-
ing the requirements of the education and profession, but above all the
well-being of the future student.

Discussion

There is a striking difference between the views of how jurors define
and argue for limits for approval when assessing applicant’s musi-
cal performances on main instruments. What is considered to be the
requirement for approval differs markedly from the highest level with
very high requirements, such as a Mozart concert, to the lowest level
with acceptance of major deficiencies, by way of singing and playing
three simple chords. The jurors also judge the applicants on the basis of
premises other than the criteria and standards communicated to both
evaluators and applicants through the institutions” information chan-
nels. The applicants’ potential for musical development, their capacity
to meet the educational and professional requirements and their ability
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to adapt to teachers and fellow students as well as future students, school
and society is presented as essential by the jurors. Person-related eval-
uations of applicants’ knowledge representations are also voiced, and it
does not seem uncommon that the level for pass is adapted to the ratio
of the number of applicants to the available places. Such lack of trans-
parency regarding criteria used to evaluate an applicant has also been
reported by Harrison et al. (2013), and by Olsson and Nielsen (2018) who
have found unarticulated or fuzzy criteria in higher music education.
Also, the varying views regarding competences needed for admission
to the education coincide largely with ideas about what and how much
is considered necessary and possible to learn during the music teacher
education and what competences a future music teacher is expected to
possess after completed education. The compass of expected knowledge
and skills necessary for admission found in this study is thus paralleled
by the scope of exit expectations, from being able to probably become a
rather functioning teacher at an ordinary secondary school to becom-
ing a highly-qualified teacher for advanced music students at a music
profile upper secondary school.

In the light of these variations, we will discuss the findings from the
perspective of the transparency. We also take the opportunity to sug-
gest what to consider when developing the tests by outlining two sce-
narios. Scenario 1 is related to the design of the admission situations in
our study, where jointly set tests and standards are common in most of
the institutions. In this scenario, homogeneous specialist music teacher
training programmes are strived for, where similar structure, criteria
and limit for approval in the programmes require a common lowest
level for admittance, here linked to the construction of the demand-
ing education and profession. Based on this scenario, today’s skill tests
would need to be revised and developed so that they assess only musical
skills and knowledge. Analytical criteria would be the basis here, rather
than the fairly holistic criteria, with place for a variety of interpreta-
tions, that can be said to take precedence today. This type of homo-
geneous proficiency test has been advocated in previous research and
proved effective and reliable (Bergee, 2003; Wesolowski et al., 2018).
Furthermore, the joint development of a combination of verbalised and
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instantiated standard for approval suggested by Sadler (2014) could
provide the necessary “tuning” and harmonisation of an assessment
culture. Such standards could clarify the judgement process, both for
applicants and for jurors, and may deter from assessing other compe-
tencies than musical skills. Although this scenario would assure trans-
parency to obtain a place on a specialist music teacher programme, no
matter where in the country the applicant chooses to study, it could ren-
der a broadened recruitment more difficult unless the tests are opened
for other traditions of music-making.

Scenario 2 is related to the findings of varying approaches of limits for
approval, regardless of jurors, jury groups and institutions. This scenario
is based on a completely different logic. Here, variation and pluralism are
sought instead of homogeneity, and variation in requirements is seen as
an advantage and not a problem. Educational institutions with differing
profiles generate different criteria and standards for approval and rank-
ing. Here, Sadler’s (2014) clarification of standards through examples can
be useful both to provide consistency of grading within institutions and to
clarify the differences between institutions regarding demands and pro-
files. Applicants can then choose a university based on their own musical
profile and background, which would create opportunities for applicants
with a broader spectrum of competencies to enter a music teacher pro-
gramme. In this scenario, explicitly marketed variations of requirements
for approval between institutions can from a national perspective be a
way of widening recruitment to the music teacher profession and thereby
contribute to a strengthened democracy. Regardless of which scenario is
realised, however, criteria and standards for the approved level, as well as
criteria for ranking approved applicants, must strive for transparency in
order for the tests to be considered reliable and fair as a selection tool for
music teacher education in Sweden.
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CHAPTER 2

Vurderingskriterier i utevende
musikk - et verktay for palitelig
vurdering av studentenes
bachelorkonsert?

Wenche Waagen
Norges teknisk-naturvitenskapelige universitet

Abstract: At the Norwegian University of Science and Technology (NTNU),
Department of Music (IMU), new assessment guidelines were implemented during
spring 2019, which had consequences for the assessment of bachelor concerts. The
assessment guidelines offered two substantial new tools for external examiner use
in summative assessment: They contained predefined assessment criteria and mark
descriptions adapted to the expected learning outcome on the main instrument.
In this chapter, I attempt to find out how the new tools function in practice and
whether they clarify the task for the external examiners and increase transparency.
A focus group interview with six examiners who used the guidelines at IMU is used
to shed light on different aspects of the summative assessment. Sadler’s theory of
qualitative assessment and the twin concepts of holistic and analytic assessment are
used as a basis for my discussion.

Keywords: bachelor concert, holistic and analytic assessment, marc descriptions,
examiners, interview

I stortingsmeldingen Kultur for kvalitet i hoyere utdanning (Meld.
St. 16 (2016-2017)) varslet regjeringen at den vil stille krav om sensor-
veiledninger ved alle eksamener, med forhandsdefinerte kriterier og

Sitering av dette kapitlet: Waagen, W. (2021). Vurderingskriterier i utovende musikk - et verktoy for pali-
telig vurdering av studentenes bachelorkonsert? I E. Angelo, J. Knigge, M. Seether & W. Waagen (Red.),
Higher Education as Context for Music Pedagogy Research (s. 41-64). Cappelen Damm Akademisk.
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karakterbeskrivelser. Sensorveiledninger presiserer, ut fra emnets leerings-
mal og innhold, hva studenten forventes a kunne. Hensikten er & bidra
til en mer ensartet vurdering sensorene imellom, og a styrke studentens
rettssikkerhet og kvalitet i utdanningene. Tidligere hadde UH-radets’
generelle, kvalitative beskrivelser av vurderingskriterier (UH-radets
utdanningsutvalg, 2016) ligget til grunn ved eksamener i utevende
musikkutdanninger. Radet for utevende musikkutdanning (RUM) ned-
satte en arbeidsgruppe som utarbeidet felles og fagspesifikke forslag til
sensorveiledninger, blant annet i hovedinstrumentfaget. Eksterne og
interne sensorer har na gjort erfaringer med disse. For a utdype min
overgripende problemstilling, som er & undersgke hvorvidt forhdndsde-
finerte vurderingskriterier i utovende musikk er et tjenlig verktoy for a
fremme palitelig vurdering av studentenes bachelorkonsert, har jeg stilt
folgende tre spersmal: Hvilke forventninger og forstaelser legger sensorer
til grunn i mete med studentenes bachelorkonsert? Hvordan erfarer sen-
sorer forhandsdefinerte kriterier i mote med studentenes bachelorkon-
sert? I hvilken grad har sensorene nytte av karakterbeskrivelsene?

Sentralt i denne studien star begrepsparet holistisk og analytisk (krit-
eriebasert) vurdering. Med en holistisk modell utgar sensorer fra hel-
hetsinntrykket av studentens framfering og setter en karakter. Med en
analytisk modell utgar de fra forhandsdefinerte kriterier. I det folgende
vil jeg sette eksamenskonserten inn i en utdanningskontekst.

Vurdering i utevende utdanninger foregar primeert i tre ulike situasjoner:

(i) Som diagnostiserende vurdering, under inntaksprever, der
leererpanelet lytter etter potensial og utviklingsmuligheter.?

(i) Som formativ vurdering (vurdering for lering), der tilbake-
meldinger og individuell veiledning har som intensjon a styrke

studentenes leering underveis.

1 Dette er et profesjonsrdd under Universitets- og hogskolerddet og er et samarbeidsorgan for de
utgvende og skapende musikkutdanningene i Norge. Siden 2019: Nasjonalt fagorgan for uteven-
de og skapende musikk (FUM).

2 Istudien til Sandberg-Jurstrém, Lindgren og Zanden i artikkelen «A Mozart concert or three
simple chords? Limits for approval in admission tests to Swedish music teacher education» fore-
kommer bade diagnoser og prognoser over spkernes utviklingsmuligheter og potensial for &
klare utdanningen.
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(iii) Som summativ vurdering (vurdering av leering), som er den for-
melle informasjonen til omverdenen om leeringsutbyttets kvalitet.
Den gir informasjon om studentenes kompetanse, ofte pa slutten
av et oppleeringslop (Stobart & Gipps, 1997; Harlen, 2006). Her
faller bachelorkonserten inn. Den har en form for eksternt kon-
trollsystem, med ekstern sensor for bedemming.

Det formaliserte vurderingssystemet for utevende musikkutdanninger i
Norgeervokstfram pabakgrunnavtradisjoner, kultur, seerskilte vurderinger
av kunstnerisk kvalitet og epistemologiske antagelser. Vurderingspraksiser
ma ses pa bakgrunn av dette. Hovedinstrumentfaget er karakterisert av en
individualisert undervisningsform, der den formative vurderingen er en
integrert del av samhandlingsmenstret mellom lerer og student. A veere
leerer i faget innebeerer & utvikle et personlig, nert og subjektivt forhold
til studenten. Dette stdr i motsetning til bachelorkonserten, der det stilles
krav om en ikke-subjektiv og distansert holdning. Oppleringstradisjonen
kjennetegnes av instruksjon, ofte med sokelys pa teknisk og uttrykksmes-
sig artisteri. Den hviler pa informert bedemming fra ekspertsensorer som
kommer til konsensus, der den eksterne sensoren ofte har hatt siste ord i
tvilstilfeller. Sensorene er vanligvis selv utgvere pa ekspertniva.

Bachelorkonserten handler om a kvalitetsvurdere studentens behersk-
else av et repertoar, i sanntid, med kun ett forsek. Etter at studenten har
jobbet med sin kunstneriske utvikling i fire ar, gis det en formell vurder-
ing basert pa den ene prestasjonen. Det er ikke knyttet klagerett til den
formelle vurderingen. For studenten blir denne ene eksamenskonserten
av desto storre betydning. Sadler sier om den summative vurderingsfor-
men at «it is essentially passive and does not normally have immediate
impact on learning, although it often influences decisions which may
have profound educational and personal consequences for the student»
(Sadler, 1989, s. 120). Jeg anser det derfor som maktpaliggende at kvalitets-
vurderingen oppleves palitelig og troverdig, nemlig at man kommer fram
til en karakter som kan rettferdiggjores, med basis i et eksplisitt vurder-
ingsgrunnlag. En kvalitetsvurdering som ikke har tydeliggjort et vurder-
ingsgrunnlag, kan bli oppfattet som esoterisk viten, en type kunnskap
som andre ikke har innsyn i.
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Det er en rekke utfordringer knyttet til vurdering av kunstneriske prestas-
joner generelt. Det er for eksempel et misforhold mellom den musikalske
erfaringen og ordene vi bruker for & beskrive den (Johnson, 1997, s. 272).
Musikkutevelsen har en innebygd kompleksitet, der mange kvalitative og
skjennsmessige aspekter, som klangfarge, folsomhet, nerve, frasering, eks-
pressivitet og artisteri, gjor den krevende a samtale om. Disse refererer Sadler
(1989, 2009b) til med begrepet «multiple criteria». I tillegg til de vanskelig
verbaliserbare dimensjonene er det et komplisert samvirke mellom dem, noe
som gjor at den overordnede utforelsen innebeerer noe mer enn summen av
delene. Noen av kriteriene er uskarpe, preget av gradvis overgang fra en til-
stand til en annen, i motsetning til fag der epistemisk kunnskap vurderes, og
der overgangene er diskontinuerlige. De mange skjonnsmessige aspektene
ved musikkuteving er eksempler pa abstrakte konstruksjoner med tvetydig
mening som md ses avhengig av konteksten. Svaret pa kvalitet ligger heller
ikke i hver sin ende av et kontinuum av riktig eller galt. I studentens uteving
formidles en intensjon: Pa den ene siden er idealet et personlig uttrykk, pa
den andre siden skal det veere innenfor stilistiske rammer.

Sluttvurderingen gis i form av en bokstavkarakter (klassisk og
kirkemusikk) eller som «bestatt» eller «ikke bestatt» (jazz). Karakteren
skal reflektere nivaet som er nddd, med basis i standarden for bachelorek-
samener, uavhengig av innsats eller leeringsprosess. Sadler (1989, s. 129)
definerer en standard slik: «A standard or reference level is a designated
degree of performance or excellence.» Kvalitetsnivaet vil forventes a veere
ulikt ved en bacheloreksamen og en mastereksamen. Karakteren ledsages
gjerne av en samtale der den formelle vurderingen legitimeres. Slik kan
den summative vurderingen ha formative elementer i seg (Harlen, 2006).
Folgende vurderingskriterier legges til grunn for karakterfastsettelse og
tilbakemelding til studenten i utovende musikk:

Bachelor, klassisk og kirkemusikk
« musikalsk bevissthet (kunstnerisk uttrykk, tilstedevaerelse, karakter,
stilforstéelse, tolkning)
« kommunikasjon (samspill, publikumskontakt, presentasjon og
formidling)
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o instrumentbeherskelse (klangbehandling, frasering, dynamikk,
rytmikk, teknikk)
« konserten som helhet (dramaturgi, repertoar, konsentrasjon)

Bachelor, jazz

« musikalsk bevissthet (geher- og rytmikkvalitet, harmonisk
forstaelse, stilistiske aspekter, kreative idéer, formbevissthet, dyna-
misk sensitivitet)

« sanntidskvaliteter (improvisasjonsevne, nerver)

« samspillferdighet (rollebevissthet i ensemblet, kommunikasjon,
bandledelse)

« instrumentkontroll (klangbehandling, teknikk, variasjon)

o konserten som helhet (uttrykksvilje, konsentrasjon, sjangerover-
skridelse, kunstnerisk og konseptuell ambisjon) (Radet for utevende
musikk, 2018)

Karakterbeskrivelsene har implementert vurderingskriteriene som
forventet laeringsutbytte. De er uttrykt som ulike kvalitetsnivaer ved
prestasjonen, fra sd svakt til stede at man ikke anser leeringsmalene som
nadd (F), til en fremragende prestasjon (A) (se vedlegg). De samme prin-
sippene ligger til grunn for «bestatt» eller «ikke bestatt».

I det folgende presenterer jeg tidligere forskning og teoretisk ram-
meverk for artikkelen. Deretter kommer fokusgruppeintervjuet med
datainnsamling, resultater og analyse, med noen mulige implikasjoner
av studien helt til slutt.

Tidligere forskning

Forskningslitteraturen viser ulike oppfatninger av formell vurdering i
utevende musikk.

Det har blant annet veert en viss motvilje i musikk- og bildekunst-
miljeer (Olsson, 2010; Sandberg, 1996), da karaktersystemer har veert
ansett som reduksjonistiske pa grunn av de estetiske fagfeltenes karakter.
Teori rundt musikalsk uteving understreker at den er kompleks og av
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interaktiv natur, der mange faktorer pavirker hverandre samtidig som
den skjer i sanntid (Sadler, 1989; Saunders & Holahan, 1997; Swanwick,
1998). Vurdering basert pa helhetsinntrykk, ofte personlig fundert og med
fa begrunnelser, har derfor karakterisert utevende instrumentalmiljoer.
Ifolge Soep (2004) vil en eksamenskarakter kunne gjenspeile bare deler
av helheten, og det vil bli forenklende forklaringer. Andre (Johnson, 1997)
har vist til et semantisk problem ved a oversette det musikalske spraket til
verbalsprak, som aldri kan fange opp nyansene og hvordan parametrene
virker sammen. Dette til tross for en rekke studier som understotter inn-
foringen av kriteriebasert vurdering i utevende musikk.

Sadler (1985, 1989, 2005, 2009a, 2009b, 2015) har vert sentral i den
vurderingsteoretiske diskursen, med klargjoring av vurdering som kon-
sept, funksjonen av vurderingskriterier og med et kompatibelt syn pa
begrepsparet kriteriebasert og holistisk. Saunders og Holahans (1997,
s. 270) studie av 926 sokere til Connecticut All-State Band, som ble
vurdert av 36 instrumentaldommere, viser at kriteriespesifikk vurdering
kan brukes i vurdering av treblaser- og brasstudenters framferinger, med
substansiell reliabilitet. Vurderingsgrunnlaget var tonekvalitet, teknikk
og artikulasjon, rytmisk neyaktighet, interpretasjon og bladlesing. Stu-
dien viser til at det framkommer mindre informasjon nar alternative
vurderingsformer er brukt. Gynnild (2010) gjor en kasusstudie som
retter oppmerksomhet mot bruken av kriterier i vurdering av sang, der
fagleererne mener redskapet bidrar til en mer konsistent vurdering. Flere
har funnet hoye nivaer av reliabilitet ved bruk av kriteriespesifikk vurder-
ing (Azzara, 1993; Bergee, 2003; Rothlisberger, 1993). En intervjustudie
med 15 leerere ved Sydney konservatorium (Stanley et al., 2002) kartla
hvordan leererne beskrev holistiske og kriteriespesifikke tilnserminger til
vurdering. Funnene indikerer at kriterier gir et nyttig fokus, idet de bidrar
til & artikulere gnskelige framforingsaspekter som tilbakemeldinger til
studentene. Studien konkluderer ogsa med a understreke behovet for
at sensorer trenes i et komplementaert syn pa holistisk og kriteriebasert
vurdering, og saerskilt i prosedyrer for bruk av kriterier der nivéet pa stu-
dentens framfering varierer i lopet av en solokonsert. Ogsa i Newsome
(2015) sin studie, som ble lagt til grunn for utarbeidelsen av de nasjo-
nale sensorveiledningene, argumenteres det for at instrumentalutevende
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miljeer ber finne en vurderingsmodell som balanserer «the traditional»
og «the academic model», med serskilt henvisning til at det vil kunne
hjelpe studentene i ovingsarbeidet. Samtidig viser hun til at ren kriterie-
basert vurdering kan gjore at man gar glipp av viktige estetiske aspekter
som det er umulig & verbalisere. Hun anbefaler derfor et kriteriesett som
forst utfordrer sensorer til a ta stilling til konserten som helhet, for de tar
stilling til et sett med vurderingskriterier.

Vinge (2011) argumenterer for & behandle relasjonen mellom kriter-
iebasert og holistisk vurdering som et kontinuum istedenfor to adskilte
modeller. Ser man til studier fra andre fag som har kommet langt innen
vurderingsforskning, for eksempel tekstvurdering, har det vist seg at en
«nedenfra og opp»-tilneerming med standardiserte vurderingskategorier
gir storre grad av palitelighet og samsvar i vurderinger enn «ovenfra og
ned»-tilneerminger (Matre & Cameron 2018). I dag er hoyere musikkut-
danninger preget av store forventninger om forskning, publikasjoner,
standardisering av emner, grader og posisjoner (Angelo et al., 2019). Hen-
synet til studentens rettssikkerhet er fremmet med storre styrke.

Teori

Mitt teoretiske utgangspunkt er Sadler og hans begrepspar holistisk
og analytisk (kriteriebasert) vurdering. Pa mange méter argumenterer
Sadler for begge modellene, alt etter hvor han er i sin vitenskapelige pro-
duksjon. Med den holistiske modellen setter sensorer en karakter basert
pé helhetsinntrykket av studentens framfering, for sa & gi den substans
ved a referere til detaljer (Sadler, 2005, s. 179). Vanligvis landes et karakter-
forslag raskt (Sadler, 2009b, s. 46). Sadler karakteriserer vurderingsmaten
som intuitiv eller impresjonistisk. Holistisk vurdering far gjerne karak-
ter av private og subjektive refleksjoner: «<With a global approach judges
usually employ personally selected criteria to classify, score, or rank a
performance in relation to others» (Stanley et al, 2002, s. 47). Thompson
og Williamon (2003, s. 26), peker pa at erfarne musikere utvikler et slags
indre mentalt system, basert pa svert hoy ekspertise, og til og med et som
er spesifikt for det stykket som blir framfert. Sadler (2009b) viser til en
mulig begrensning ved den holistiske modellen som felge av at sensorer
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kan ha ulike standarder, og av at kjennskap til enkeltstudenters person-
lighet kan blande seg inn eller fore inn fordommer.

Den kriteriebaserte modellen tar utgangspunkt i en prosedyre der
sensorer gjor vurderingen med basis i forhdndsdefinerte kriterier. Disse
ses i lys av standarden vurderingshandlingen foregar ut fra. Sadler
(1989) definerer kriterier som dimensjoner ved framferingen som er
relevante for vurdering. I hvert kriterium ligger et spekter av ulike
kvalifikasjonsnivaer. Om man antar at instrumentkontroll og samspill-
ferdighet er sentrale kriterier ved bade bachelor- og masterkonserter, vil
forventningene matte tilpasses to ulike, standardiserte nivaer. Sadler
(1989) beskriver hvordan kriterier tjener flere viktige funksjoner. For
det forste minimaliserer de tilstedeveerelsen av vilkarlighet og bidrar til
detaljerte og eksplisitte tilbakemeldinger til studentene gjennom sys-
tematikk. De er nyttige for klargjoring og kommunikasjon, gir substans
og konsentrert oppmerksomhet. Videre forenkler kriteriene bedem-
melsesprosessen idet de reiser en vurderingsstrategi som lar seg over-
fore pa flere i samme utdanningsklasse. De kan fungere som et verktoy
for 4 undersoke eventuell uenighet i vurderingsprosessen, og et hierarki
av utdypende vurderingskriterier viser hvor det kan vare aktuelt med
kompromisser.

Innvendingene mot forhandsoppsatte kriterier gar pa at de ikke
klarer 4 reflektere alle aspekter ved en framforing, og at de kan bli en
overforenkling av det sensor herer. Vinge (2011, s. 206) er inne pa det
samme nar han papeker at det ofte vil vaere umulig & fastsette klare
leeringsmal eller vurderingskriterier i musikkfaget, av den enkle grunn
at man ikke kan forutse hva elevene «bringer til bordet». Studenters
bachelorkonsert kan ha usammenlignbart repertoar, og kriteriene kan
falle ulikt ut for ulike sjangre og ulike instrumentgrupper. Kriterier
som stilforstéelse, uttrykksvilje og intonasjon kan substansielt fortone
seg ulikt fra stykke til stykke. Noen kriterier vil veere relevante for visse
instrumenter og mindre relevante for andre. Intonasjon pa et hoytpres-
terende niva ma vurderes ulikt i for eksempel Bernsteins «I hate Music»,
i Mozarts «Alleluia» og i en blues. «Professional qualitative judgement
consists in knowing the rules for using (or occasionally breaking) the
rules» (Sadler, 1989, s. 124).
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Kvalitativ vurdering av komplekst lzeringsutbytte
i musikk

Kvalitativ vurdering i fag med komplekst leeringsutbytte er forankret i
aksiologiske verdier (Sadler, 1985, s. 287). Disse er en type underliggende
eller overbyggende verdier som er mer eller mindre ubevisste for oss
selv, noe som stiller sensorer overfor betydelige utfordringer. Eksempler
er sannhet, skjonnhet og rettferdighet, og i en bredere utdanningskon-
tekst vil individuelt uttrykk og frihet vaere aksiologiske verdier. Verdiene
er mye mer enn preferanser, smak og behag — snarere er de personlige
overbevisninger. Som abstrakte ideer har de utviklet seg i et komplekst
samspill av erfaringer, tradisjoner, verdsettelser og sosial diskurs. Disse
verdiene kan forklare hvorfor vi betrakter visse kriterier som mer tungt-
veiende enn andre i vurderingshandlingen, eller hvorfor sensorer fort
kan lande péa en helhetsoppfatning av konsertframforingen, fordi krit-
eriene appellerer til en dypt forankret oppfatning av estetisk sensibilitet.
Derfor er det viktig at forbindelsen mellom klasseromerfaringer og fun-
damentale menneskelige verdier droftes og synliggjores.

Grunnlaget for holistisk vurdering er innforstitt kunnskap, som
er basert pa arelang erfaring. En musiker kjenner sitt instrument, har
hort en rekke versjoner av den samme trompetkonserten, kjenner
den gjennom innstudering og utallige framforinger. Slike laerere pro-
sesserer intuitivt det de herer, til komplekse avgjorelser og indikerer
en karakter. I denne studien er «konserten som helhet» definert som
et eget vurderingskriterium. Til syvende og sist er «kvalitet» et inte-
grert konsept som bestar av uendelig mange ulike kriterier, og som
karakteriserer et arbeid som helhet (Sadler, 2009b). Sentralt i vurderin-
gen av kvalitet star gjenkjenning. Sadler naermer seg her det Polanyi
(2000) betegner som «tacit knowledge», altsd at mennesker sitter inne
med en betydelig mengde kunnskap som ikke lar seg artikulere fullt ut.
Polanyis legendariske eksempel er gjenkjenning av et ansikt i en stor
folkemengde. Kompleksiteten i ansiktet gjor det vanskelig a sette ord
pa hva vi kjenner igjen, men ikke vanskeligere enn at dagens fantom-
tegnere blir stadig dyktigere til & konstruere ansikter som ligner mer og
mer en verbal beskrivelse. Tilsvarende kan utgvende musikkmiljoers
sensorer styrke verbaliseringskompetansen ved & la kriterier spille en
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viktig rolle i kvalitativ vurdering. Resultatet vil bli deres «fantomtegn-
ing» av den utgvende prestasjonen som blir vurdert.

Metode

Datagenereringen har et kvalitativt design basert pa fokusgruppeinter-
vju. Fokusgruppeintervjuer framholdes som velegnet nar man ensker
a utvikle kunnskap som gir en dypere forstaelse av meningsdannelse
i gruppen (Madriz, 2000; Wibeck, 2010). Min hensikt med dette var a
belyse vurderingsfeltet gjennom en fri uttrykksform der deltagerne
kunne dele erfaringer, utveksle meninger og historier relatert til vurder-
ingsutfordringene de alle kjenner til. P4 den maten ville jeg legge til rette
for dataskaping i fellesskap. Samtaleformen bidrar til spontane svar, slik
at selve interaksjonen kan generere data.

Utvalg for studien er seks sensorer som var engasjert til bachelorek-
samen varen 2019. Det at de var tilgjengelige til samme tid, gjorde det
mulig 4 samle dem til samtale rundt vurderingstematikk. De ble kontak-
tet en maned i forveien, med invitasjon til a delta. De ble informert om
hensikt og metode, om at det ville bli gjort opptak, og om at materialet
ville bli avidentifisert og konfidensielt behandlet. Prosjektet var meldt til
NSD - Norsk senter for forskningsdata. Alle gnsket & delta. Sensorene
representerer en homogen fagkultur som utevere pa hoyt niva: fem med
kunstmusikkbakgrunn og en med jazzbakgrunn. Likevel utgjor de et
spekter hva angdr instrumentfordeling, sjangerfordeling og erfaring. De
representerer instrumentene klassisk sang, jazzsang, trombone og orgel.
En oppga a vaere sensor for forste gang, to hadde lang erfaring som intern
sensor, mens tre oppga arelang erfaring som bade intern og ekstern sen-
sor i og utenom norske utdanningsinstitusjoner. Fire var studentenes
fagleerere. Den formelle sensorveiledningen de brukte under eksamen,
er utviklet med tanke pa kunstneriske fellesnevnere for et standardisert
bachelornivd (Réadet for utovende musikk, 2018).

Intervjuet ble gjennomfort dagen etter at de hadde sensurert stu-
dentenes bacheloreksamener. Instituttets studio ble stilt til disposisjon,
og en lydtekniker gjorde opptaket. En forstekonsulent fra instituttets
eksamensadministrasjon deltok i tilfelle det skulle oppsta spersmal rundt
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selve eksamensavviklingen. Jeg fungerte som moderator, ensket velkom-
men og ledet intervjuet. To momenter ble presisert innledningsvis: At alle
skulle forseke a gi hverandre plass i samtalen, og at det her ikke finnes
«rette eller gale» svar. Dette mener jeg forhindret asymmetri mellom
deltagerne, og et trygt klima ble etablert. Jeg betrakter det ogsa som et
godt utgangspunkt at jeg har en tilsvarende musikkutdanning som inter-
vjuobjektene, og at jeg selv er laerer. A veere pa innsiden av tematikken
skaper tillit og gjor det lett & folge opp tankegods. Etter intervjuet tok
jeg og administrasjonens representant et tilbakeblikk pa intervjuet for
a oppsummere vart helhetsinntrykk. Fokusgruppeintervjuet ble deretter
transkribert i detalj. Med en liten gruppe sensorer har jeg forsekt a iva-
reta forskningsetiske hensyn ved & unngé opplysninger som kan identi-
fisere kildene. Av etiske grunner er ogsa alle sitater oversatt til norsk. Jeg
har tillatt meg a sta fritt med tanke pa hvilket kjonn jeg tilskriver mine
informanter.

Analysen av datamaterialet ble gjort ut fra Giorgis fenomenologiske
analysemetode slik den er beskrevet i De Castro (2003), supplert med et
hermeneutisk perspektiv (Gadamer, 2010). Metoden épner for a undersoke
bade opplevelser, erfaringer og meninger hos sensorene for a beskrive
fenomenets essens: vurderinger av kunstnerisk kvalitet. Sensorenes
forstaelser vokser samtidig fram i relasjonen mellom dem underveis i
intervjusamtalen. Tanker om vurderingsprosessen blir dermed noe som
ogsa forhandles fram gjennom dialog idet de pendler mellom forforstaelse
og forstaelse, helhet og del. I beste fall oppnar man at gruppas «tacit
knowledge» blir gjort eksplisitt om faktorer som kan virke konstituer-
ende pa vurderingspraksis. For min egen utforsking av materialet var det
et poeng a ta et skritt tilbake for a tilstrebe undring og dpenhet og a sette
min egen forforstaelse eller subjektivitet i parentes. I forste trinn av anal-
ysearbeidet ble det transkriberte intervjuet lest med tanke pa & gripe hel-
heten og fange opp tendenser av meninger og menstre i samtalen, i trad
med fenomenologisk reduksjon: Hva er det som trer fram? Flere histor-
ier om bruken av karakterskalaen dukket opp, samt et tilbakevendende
onske om at verktoyene ma brukes til a gi stottende tilbakemeldinger til
studentene. Sa ble intervjuet systematisk gjennomgétt for & identifisere
meningsbarende elementer som ser ut til 8 dominere i gruppen, og som
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svarer pa forskningsspersmélene. Dette resulterte i koding av sentrale
utsagn som var relevante for fenomenet som skulle utforskes. «A zoome
ut og zoome inn» var et slikt gjennomgaende utsagn. Uttalelsene ble
analysert og transformert ved a gjengi deltagernes realitetsoppfatning i et
fagsprak for a trenge inn i de dimensjonene og utfordringene man meter
nar man skal verbalisere kvaliteten i det kunstneriske uttrykket.

Resultater

Resultatene fra intervjuet har gitt innsikt i folgende tre analysekategorier:

(1) forventninger til eksamenskonserten
(2) kriteriebasert eller holistisk vurdering
(3) karakterbeskrivelsenes bidrag i vurderingsarbeidet

Teksten videre er strukturert med disse kategoriene som underover-
skrifter. Sensorene benevnes med S1, S2 og sa videre. For a vere tro mot
sensorenes forstielsesprosess vil jeg i det folgende rette sokelyset mot
sitater fra intervjuet.

Forventninger til eksamenskonserten

Fire av sensorene sier de ikke stiller med forventninger til eksamenskon-
serten, eksemplifisert av utsagnet nedenfor. To kommenterer ikke dette,
men er avventende.

S1: Jeg forventer ingenting. Jeg prover 4 se hva studenten tilbyr ... utgar fra det.
Sa sammenligner jeg forventninger etterpd, jeg prover & ikke sette opp noe pa
forhand. Noen har en konsert rettet mot moderne musikk, ensemblestoff. Noen
holder seg innen visse stiler. Noen kan kommunisere med barn. Jeg prover a la

liksom alt komme inn, sé jeg prover a veere ganske nullstilt.

Utsagn av denne art viser en av utfordringene ved et sett definerte krit-
erier som skal gjelde for alle, uavhengig av instrument og repertoar.
Samme sensor bemerker ogsé viktigheten av samtalen med intern sensor

etter konserten: «Da spor jeg absolutt hvordan det her tilsvarer i hans
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oyne, hvordan den her prestasjonen tilsvarer det forventede. Hevdet det
seg? Sank det? Eller var det som forventet? Jeg synes det ma ogsa vere
menneskelig.»

S2 er opptatt av overgangen fra det a ha veert studentens leerer i tre ar,
til a lytte uten forventninger pa denne ene eksamensdagen: «Vi faglaerere
ma nullstille oss. Dette er det som gjelder, a lytte og se med blanke ark.
Dette har vi fatt streng beskjed om, sa det du har tenkt tidligere, kan du
bare glemme». S4 poengterer at han er sensor for forste gang og dermed
ikke har eksamenskonteksten a relatere seg til og folgelig ingen konkrete
forventninger. Men som aktiv musiker i en arrekke mener han at utever-
erfaringen likevel gjor ham forberedt:

S4: Jeg kan bare snakke om det jeg opplevde i gér, jeg snakker om én erfaring.
Jeg ante ikke hva jeg kunne forvente ... eller ... jeg hadde jo en forventning om
d fa en opplevelse. Men pa hvilket nivé, hadde jeg ingen anelse om. Selv om man
ikke lager bevisste forventninger, s& har man noe i hodet, en slags uartikulert
forventning. Og om man ikke har vert aktiv pedagog, sa har man veert aktiv

sanger i mange ar og herer vel forskjellen pa sunt og usunt.

«Sunt og usunt» relaterer etter alt & domme til studentens stemmebruk
og peker mot eksperters intuitive mater a prosessere et auditivt inntrykk

over i en karakter pa, uten & ga veien om vurderingskriterier.

Kriteriebasert eller holistisk vurdering

Samtalen indikerer en samstemthet blant sensorene nar det gjelder a
onske forhandsdefinerte kriterier velkommen. Flere mener at de under
eksamen har et lyttefokus som kombinerer helhet og enkeltparametre,
og at det foregar en vekselvirkning mellom dem. Likevel kan enkelte
uttalelser antyde at de starter med helhetslytting forst, for deretter a spe-
sifisere hva denne bestar av. Folgende illustrer dette:

S1: Ser vi pa det som helhetssyn eller som detaljert? Der er egentlig samme ting,
det er bare et sparsmél om hvor mye du zoomer inn og zoomer ut. Zoomer du
ut, sa horer du helhetsinntrykket. Og nar du skal gjere vurderingen, sa er du
nedt til & zoome inn. Hva var det for mangler som gjorde at den kunstneriske

tingen der ikke fungerte? Hva var det som gjorde at det var veldig godt? Da far
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man zoome inn og si at de kvalitetene var helt fantastiske, men de manglene
fantes. Sa altséd: Selvfolgelig synes jeg at det er veldig godt at dette er pa papir.
Men, altsd, bade i eksamenssituasjonen og nér vi underviser vare egne student-
er, sé er det jo de her kriteriene vi driver med hele tiden. Den perfekte helheten
bestar jo av en masse perfekte detaljer. Nei, det fins ingen konflikt her, synes jeg,

i det hele tatt.

Uttrykket «& zoome inn og zoome ut» er tilbakevendende i samtalen. S4
fastslar at kriteriene hadde hjulpet veldig med a klargjore egne tanker
for konserten, serskilt pa bakgrunn av at han var engasjert som sensor
for forste gang. S3 (representerer utevende jazztradisjon) bringer til torgs
betydningen av improvisasjon. Dette er trolig et serskilt viktig vurder-
ingskriterium: «Det vil alltid veere et fokus pa improvisasjonsevnen, uan-
sett hvilken type musikk jazzstudentene velger & framfore pa eksamen, sa
er det dette a ha det helhetlige overblikket, det ligger der alltid.»

Karakterbeskrivelsenes bidrag i vurderingsarbeidet

Sensorene problematiserer det de kaller en «inflasjon i toppkarakterer»
i utevende utdanninger, og at studentene faktisk blir skuffet nar de far
en C. Etter at de har lest karakterbeskrivelsene for eksamenen, gir to av
dem uttrykk for at det var oppklarende a se at gjennomsnittskarakteren
C indikerer en prestasjon som viser god kunstnerisk kapasitet og ingen
apenbare mangler. Det vil gjore det lettere for dem a bruke Ci storre grad,
og a legitimere den. S1 papeker at han hadde lest opp for en kandidat hva
som sto under en D, noe som bidro til at kandidaten forsto at C var et bra
resultat. Dette folges opp av S6: «Veldig ofte kommer vi ut med en A, A, B,
B, B, A og har ikke sett skyggen av en C. Jeg var tilfreds i gar da vi hadde
bade en B og en C.»

S3 bringer inn en erfaring med en sensor som ville stryke en student
fordi hun ikke herte noe improvisasjon, men opplevde musikken som
komponert. Dette i motsetning til den interne faglaereren som herte
mange improviserte elementer. Det hadde fort til en lengre diskusjon. Her
ligger flere dilemmaer: Hvor gar skillet mellom improvisert og gjennom-
komponert musikk? Hvor mye skal det improvisatoriske elementet vekt-
legges nar studenten ellers viser tekniske og uttrykksmessige ferdigheter
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pa et habilt niva? Hvor gar grensen mellom «bestéitt» og «ikke bestatt» i
en vurderingsskala med kun to karakterer?

Samtalen ledet etter hvert over pa hva studentene kommer til a leve
av etter endt studium, om svaret skal ha konsekvenser for hva man
vurderer, og om urimeligheten ved & vurdere kun én sluttprestasjon i
lys av tre—fire ars arbeidsinnsats. Her var oppfatningene differensiert.
Et ytterpunkt representeres av S4, som framhever prevesang for pro-
fesjonelle musikere, og «det du presterer der og da, er det som er det
avgjorende», noe som legitimerer en tilsvarende eksamen. Det motsatte
synspunktet hevdes av S1:

S1: Jeg er enig, sdnn ser musikerlivet ut, jeg har selv veert orkestermusiker i 40
ar. Ting er sann her: Det kommer jobb ledig i orkesteret. Det kommer 60-70
sokere. Det er én vinner og 69 tapere. Sann ma det ikke vere i en utdannings-
situasjon. Gar man til et orkesterspill eller livekonsert, da er det der og da det
gjelder. Hvor mange av bachelorstudentene som gar ut hvert ar i Norge, kom-
mer til & leve som utevende instrumentalister? Dette er en skole, det er ikke en

solistkonkurranse. Det er ikke «livet er hardt, og det skal vi vise».

S5 verdsetter de musikktilpassede karakterbeskrivelsene, men uttryk-
ker misneye med standpunktkarakterer som forsvant. Disse avspeilte
studentens innsats over tid. Flere er enige, og feolgende uttalelse er

representativ:

S1: Hva skjedde med den kontinuerlige evalueringen? Er fire &rs arbeid intet
verd hvis man har en dérlig dag? Forhépentligvis kan sensorer veere sa smarte
og sa erfarne at man herer at her er et menneske som faktisk underpresterer i
dag. Da mé man telle det til kandidatens fordel. For jeg synes det er helt umen-
neskelig ... om det er fire ars arbeid, sa er det plutselig en voldsom deep, og sa

skal den henge igjen resten av livet.

Bade S1, S4, S5 0g S6 tar til orde for at antall sensorer ber vere flere enn
to. De bruker ord som rettssikkerhet og rettferdighet ved a veere tre. Flere
foreslar en gjennomgaende sensor pa alle eksamener:

S1: Vi snakker om rettssikkerhet pa studentens vegne ... vi var fire messing-
blésere i gdr. Om en middels god student skal ta sin eksamen, og det er to andre

genier, da er det veldig viktig at man sammenligner mot disse kriteriene og ikke
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bare i forhold til hverandre. Om man har en gjennomgaende sensor pd huset
som kan sikre en sa objektiv bedemming til karakterskalaen som mulig, sa tror

jeg det er onskelig.

S6 papeker at «for en ekstern sensor er det fare for at en kan fole seg
presset av den laereren som har hatt studenten», og da er det fint & vaere
tre. S5 rapporterer gode erfaringer med a trekke studentene selv inn i
vurderingsarbeidet gjennom studiedret: «Mange studenter har et ganske
sunt syn pa hvor de star, og kan godt bli med i den debatten. Dette skjer
jo faktisk, i realiteten, hver eneste time.»

Diskusjon

Sensorgruppas samtale rundt sine «forventninger» til bachelorkonser-
ten avdekker ulike forstaelser av hva som ligger i begrepet forventninger,
og det kan diskuteres om sporsmalet de fikk, var presist nok. I et her-
meneutisk perspektiv meter nemlig ikke sensorene forutsetningslose til
konserten. De har for eksempel rike utovende erfaringer, de har lest og
anvendt kriteriebeskrivelsene, og de vil veksle mellom sin forforstaelse av
oppdraget og den framforhandlede forstaelsen i samtalene med faglerere
etter konserten. S4 sin uttalelse er treffende: Fra & fastsla at han ikke moter
med forventninger fordi dette var det forste sensoroppdraget, korrigerer
han seg selv i retning av & ha forventninger om en opplevelse, til a lande
pa at han faktisk har en uvartikulert forventning. S2, som er faglerer,
ser det som et mal a lytte uten forventninger, som en strategi for ikke-
subjektivitet overfor studenter hun har fulgt i tre ar. S1 representerer en
tredje forstaelse, nemlig ikke a lande noen forventninger for han har hert
studentens repertoarvalg og stilvalg, som kan ta ulike retninger. Sistnevnte
har i en arrekke veert sensor ved bacheloreksamener, og vedkommende
har sannsynligvis en taus kunnskap om standarden i ryggmargen, noe
jeg tolker som en forklaring pa hvorfor ikke bachelorstandard blir en vid-
ere tematikk pd dette tidspunktet. Vedkommende vektlegger ogsa sam-
talen med faglerer etter konserten om hvordan prestasjonene samsvarer
med faglerers oppfatninger. Sadler (1985) reiser i en slik sammenheng
sporsmal ved om altfor blanke ark kan bidra til at man ikke reflekterer
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i stor nok grad over standarden for vurdering. Det indikeres for eksem-
pel av utsagn som relaterer bachelorkonserten til framtidige provespill og
provesang. Hva vurderes studentene i forhold til? Vurderes de ut fra om
de skal bli profesjonelle musikere, eller vurderes de til et bredt yrkesliv?
Det er nemlig grunn til & drefte hvorvidt det legges et for smalt leering-
sutbytte til grunn for eksamen, sa lenge det kun er bachelorkonserten
som gjores til gjenstand for formell vurdering med ekstern sensor. Biggs
(1999) viser til at det er mer sannsynlig at studentene oppnar forstaelse av
fagstoffet nar det er samsvar mellom leeringsutbytte, leeringsaktiviteter
og vurderingsformer.

Sensorpanelet skal gjore sin vurdering ut fra et pa forhand gitt sett
med kriterier, der konserten som helhet er et eget kriterium. De uttryk-
ker klart at de ikke ser noen motsetning mellom helhet og del. Sadler
(1985) sier om dette at det sentrale er at man ikke betrakter kriteriene
som separate, uavhengige dimensjoner, men som elementer av hensikts-
messighet. De ma ses i en kontekst. Sensorene mener ogsa at de kontinu-
erlig veksler mellom & lytte helhetlig og a lytte til de ulike elementene i
framferingen. Uttrykket «a zoome inn og zoome ut» dekker dette. Kvale
og Brinkmann (2009) viser hvordan en hermeneutisk meningsfortolk-
ning nettopp fordrer en kontinuerlig bevegelse mellom del og helhet og
mellom helhet og del, hvor forforstaelsen hele tiden ma settes pa prove
og endres. En forsamtale sensorene imellom, hvor man reflekterer over
standarden for bachelor, kunne innga - og i et bredere yrkesperspektiv
enn provespill.

Kriterier oppleves som nyttige idet de bidrar til & artikulere
tydelig begrunnede tilbakemeldinger til studentene. Dette vil styrke
péliteligheten og er i trad med intervjuundersokelsen til Stanley et al.
(2002). Samtidig viser Sadler (2009b) til at man med ren kriteriebasert
vurdering kan gd glipp av samvirket mellom estetiske aspekter, med
begrunnelse i de uendelig mange kriteriene som til dels er tvetydige.
Skjont han fastslar at ogsa den holistiske vurderingen i ettertid ned-
vendigvis ma begrunnes med referanse til kriterier (Sadler, 2005, s. 179).
Studentene ma tidlig i studiet bli gjort kjent med vurderingskriteriene,
diskutere dem og utvikle egen vurderingskompetanse. Pa det viset kan
kriterier fungere som en felles referanse for eving, undervisning og
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veiledning. Studentene trenger a hore et stort antall forbilledlige fram-
foringer. Her kan den holistiske vurderingen veaere et utgangspunkt
for a trene pa operasjonalisering av begrepene artisteri og kunstnerisk
kvalitet. Pa sin side forutsetter gode ovingsstrategier en kriteriebasert
tilnerming.

Det er et sporsmal om ikke det a gjore sensorers ekspertise til en form
for «taus kunnskap» i lengden kan komme til a vanskeliggjore analyser
og saklige diskusjoner omkring vurdering. Rostvall og West (2003) adva-
rer mot historisk legitimerte praksiser i instrumentaloppleringen, med
en-til-en-undervisning, som en slags «black box», en privatisert aktivitet
der kunnskap og metoder sjelden deles systematisk. Dette vil i verste fall
kunne gjore leerergruppen isolert og gi dem fa muligheter for utvikling
av undervisningsferdigheter. Profesjonsutevelse krever ogsa at man kan
formidle og begrunne den. Eik (2013, s. 126) trekker fram sprékliggjoring
som en forutsetning for profesjonsutevelse, og hun peker pa at utgveren
ogsd ma kunne sette ord pa den delen av utevelsen som preges av skjonn
og improvisasjon. Mot denne bakgrunnen vil det & bygge en samtale-
kultur rundt kvalitet i konsertframfering kunne styrke sensorers og leere-
res vurderingspraksis og profesjonalitet.

Karakterbeskrivelsene synes & ha positive implikasjoner nar det gjelder
ettersamtalen med studentene. En indikator er sensorenes erfaring med
a bruke karakterbeskrivelsene aktivt overfor studenten for a legitimere
en karakter og en storre del av skalaen. De fleste sensorene rapporterer
erfart misnoye blant studenter som har fatt karakteren C. Er det rett og
slett kun en ukultur som har utviklet seg rundt eksamenskonserter, at alt
under A eller B forteller deg at du ikke er en habil musiker? Har studen-
tene kunnskap om vurderingskriteriene og nivabeskrivelsene i karakter-
systemet? Om dette sier Gynnild (2010, s. 27):

Faktisk er det slik at de aller fleste tilfeller der det forekommer misnoye, er det
slik at karakterkriteriene i liten grad er blitt kommunisert pd forhdnd, og at

vurderingen derfor kommer som en overraskelse pa studentene.

For a styrke rettsikkerheten til studentene ma alle sider ved vurderin-
gen gjores sa transparent som mulig. Studenten ma ha innsikt i hvilke

kriterier og premisser som legges til grunn, og han eller hun ma vere
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sikker pa at beslutningene skjer pa en rettferdig og likeverdig mate. A
gjore vurderingskriteriene kjent for studentene tidlig vil kunne styrke
leringsutbyttet og kvaliteten i utdanningen. Sensorgruppa bruker
selv begrepet rettssikkerhet i forbindelse med karaktersetting. Antall
sensorer har betydning. Dette stottes av tidligere forskning (Bergee,
2003; Fiske, 1975, 1977). Bergees studie (2003) viser at paliteligheten
oker med at vurderingspanelet oker, og gjerne til flere enn tre, aller
helst til 5-7. Han tar ogsa til orde for at ikke alle sensorene trenger a
veere spesialister pa samme instrument som studentene. Sensorgruppa
anser sluttsamtalen med studentene som det aller viktigste aspektet ved
sluttvurderingen.

Dohn (2006) peker pé det etisk og kompetansemessig problematiske i
a veere «intuitiv ekspert» i a sette karakterer. Det leder oss til spersmalet
om det trengs okt bevissthet rundt bruk av skalaen «bestétt» eller «ikke
bestatt». I en rapport fra en arbeidsgruppe oppnevnt av Universitets-
og hogskoleradet (2015) slas det fast at ogsa denne skalaen skal relateres
til i hvilken grad leeringsutbyttet er oppnadd. I rommet mellom de to
karakterene ligger en rekke nyanser av kvalitetsnivaer, men hvor ligger
minimumsprestasjonen for a fa «bestatt»? Hva kjennetegner kvalitets-
nivaet til en student som ikke bestar? Kritiske samtaler, erfaringsdeling
og tolkningsfellesskap vil kunne styrke bevisstgjoring rundt anvendelse
av skalaen.

Konklusjon

Resultatet av denne studien indikerer sensorgruppens stotte til kriterie-
basert vurdering av studentenes bachelorkonsert. Kriterier gir poten-
sial for en transparent, argumenterende og palitelig vurderingspraksis.
De har vist seg & veere gode verktoy for tydelige og begrunnede tilbake-
meldinger til studentene, men de ma tilpasses instrumentkontekst, vaere
standardorientert og ikke anvendes mekanisk. Det empiriske materialet
peker ogsa mot at de fagspesifikke karakterbeskrivelsene har veert til
nytte for sensorene, og at de seerskilt har gjort det lettere & legitimere
en nyansert bruk av karakterskalaen overfor studentene. Imidlertid har
denne studien et lite utvalg, den er hentet fra ett fagmiljo, og den har
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begrenset instrumentrepresentasjon. Den viser derfor at det er behov for
a gjennomfore tilsvarende forskning et annet sted med andre informan-
ter for & kunne si noe om hvorvidt materialet ogsa har holdbarhet i en
storre kontekst.

Det er behov for a knytte sensorers intuitive og holistiske kvalitets-
oppfatning til spraklig artikulert viten. Det vil komme bade sensorer,
leerere og studenter til gode, framfor a gjore ekspertkunnskap til en
esoterisk viten som kan komme til & hindre yrkesgruppens utvikling av
refleksjons- og vurderingsferdigheter. Et rammeverk for sluttvurderin-
gen synes a kunne styrke fagmiljoene, der leringsutbytte, mal, vurder-
ingsformer og vurderingsskala henger godt sammen og er i trad med et
bredt leeringsutbytte og et allsidig yrkesliv.

Det gjenstar mye forskning pa hvordan sensorer faktisk ender opp med
a gi den karakteren de gir, og pa hvordan de vekter ulike prestasjoner
i lopet av en students eksamenskonsert. Andre sentrale sporsmail er i
hvilken grad sensorer vurderer ved a sammenligne med andre studenter
pa samme instrument, eller ved orientering mot leeringsutbyttebeskriv-
elser. A arkivere sensorers vurderingsmateriale fra eksamenskonserter
kan derfor vise seg a bli et godt empirisk grunnlag for videre forskning i
vurderingsfeltet.

Denne studien peker mot folgende mulige implikasjoner for praksis
ved utgvende musikkutdanninger:

A revurdere sma sensorgrupper av hensyn til rettferdighet og

palitelighet.

~ A vurdere et bredere, formelt vurderingsgrunnlag til bachelorek-
samen.

— A trekke studenten aktivt inn i vurderingspraksiser.

- A utvikle et artikulert tolkningsfellesskap eller fagfellefellesskap

for a styrke refleksjonene rundt hvordan kvalitet i utevende musikk

skal bedemmes, og hvordan man kan gjore disse bedemmingene

transparente.

Det vil kreve substansiell utstaking av en kurs der pedagogisk styrking og
bevisstgjoring av det utovende fagpersonalet er et mal.
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CHAPTER 2

VEDLEGG

Karakterbeskrivelse for eksamen i utevende musikk, bachelor (klassisk
og kirkemusikk)

Karakter | Betegnelse Beskrivelse av karaktertrinnene

A Fremragende | Karakteren reserveres for kandidater som viser kunstnerisk kapasitet
som klart utmerker seg. En fremragende prestasjon som pa en
overbevisende mate viser sammenheng mellom valg av musikalsk
materiale, dramaturgi, stilforstaelse og tolkning. Kandidaten
demonstrerer et sveert hayt teknisk niva og overbevisende
kommunikasjonsevner med medspillere og publikum.

B Meget god En prestasjon som viser stor grad av kunstnerisk kapasitet.
En meget god framfgring med en overbevisende kombinasjon
av musikalsk bevissthet, instrumentbeherskelse og
kommunikasjonsevne.

C God En prestasjon som viser god kunstnerisk kapasitet. En framfering
med god musikalsk bevissthet, instrumentbeherskelse og
kommunikasjonsevne. Det er ingen apenbare mangler ved
framfaringen.

D Noksa god En prestasjon med noen mangler. Framfaringen viser likevel
samlet sett musikalsk bevissthet, tekniske ferdigheter og
kommunikasjonsevne pa et akseptabelt niva.

E Tilstrekkelig | En prestasjon der musikalsk bevissthet, instrumentbeherskelse
og kommunikasjonsevne til sammen ikke tilfredsstiller mer enn
det minimum som skal til for a vise at laeringsmalene i emnet er
oppnadd.

F Ikke bestatt En prestasjon der musikalsk bevissthet, instrumentbeherskelse og
kommunikasjonsevne er sa svakt til stede at man ikke kan anse
laeringsmalene for oppnadd.

Karakterbeskrivelse for eksamen i utgvende
musikk, bachelor (jazz)

Bestatt Kandidaten kan uttrykke seg kunstnerisk, viser akseptabel form- og
stilforstaelse, formidlingsevne, gode improvisasjonsferdigheter og tilstrekkelige
instrumentale og musikalske ferdigheter. En helhetlig konsertopplevelse der
prestasjonen viser akseptabel oppfyllelse av vurderingskriteriene, og der man
kan anse laringsmalene for nadd.

Ikke bestatt | Kandidatens evne til & uttrykke seg kunstnerisk framstar som begrenset.
Konsertopplevelsen som helhet, musikalsk bevissthet, formidling,
improvisasjonsferdighet, musikalsk og instrumental mestring er ikke pa et
tilstrekkelig niva. En prestasjon der oppfyllelsen av vurderingskriteriene er sa
svakt til stede at man ikke kan anse laeringsutbyttene for oppnadd.
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In March 2018, a group of generalist music teacher students from the
Norwegian University of Science and Technology (NTNU) and a group
of specialist music students from the Conservatory in Amsterdam dis-
cussed the need for specialist music knowledge, principal instrument
skills, handicraft, and musical skills in their future profession as music
teachers. As part of this discussion, the students were asked by the
facilitator to place themselves on an axis from left to right, where the
left side reflected the standpoint that specialist music knowledge was
crucial for teaching music in school and the right side that specialist
knowledge was less important. The Norwegian generalist students gen-
erally positioned themselves further to the right and the specialist stu-
dents further to the left. This reflected a great difference in their views
on the knowledge and skills that are necessary for music teachers. This
exercise led to a follow-up discussion among the students about how
their music teacher education programs emphasize specialist music
knowledge differently.

Ongoing discussions in the international field of music education
research concern the content, forms, and aims that should constitute
music teacher education programs (e.g., Bowman, 2007; Johansen, 2007;
Kaschub et al., 2014; Seetre, 2014, 2018). A central topic in these discus-
sions is the relative importance of generalist knowledge and special-
ized knowledge for the effective teaching of music in schools (e.g., De
Vries, 2015; Dobrowen, 2020; Holden & Button, 2006). In this chapter,
we approach this topic by examining how skills with a principal instru-
ment is emphasized in music teacher education programs that qualify
people to teach in Norwegian primary and secondary schools. Histori-
cally, music education builds on a master-apprentice tradition, wherein
a master (for example, of the violin or piano) teaches learners at various
levels (Gies, 2019). This tradition is also found in music teacher education
programs in Norway (Seetre, 2014). Today, this tradition is challenged or
supplemented by music technology, and there is reason to believe that
the same challenges concerning authentic and inauthentic learning and
learning spaces as presented by Eiksund and Reistadbakk (2020), is also
valid in the education of music teachers. For teaching classroom music in
primary and secondary schools, the debates center on who are best suited
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as teachers, those with expertise on an instrument or those with exper-
tise in classrooms and teaching young pupils (Daniel & Parkes, 2017; De
Vries, 2015; Hennessy, 2000; Holden & Button, 2006; Rusell-Bowie, 2009;
Seddon & Biasutti, 2008; Wiggins & Wiggins, 2008). These debates reveal
a lack of confidence among generalist school teachers towards teaching
music, which does not necessarily correspond to a lack of skills or formal
music education. The debates also point to a frequent notion about music
as a “special” subject in school that requires and nurtures given talent
(Hennessy, 2000; Ruddock & Leong, 2005; Russell & Bowie, 2013). We
aim to contribute to these discussions by examining the research ques-
tion: How is a principal instrument emphasized in music teacher educa-
tion in Norway? We were curious to find out how much time is dedicated
to the student’s principal instrument in diverse music teacher education
programs and how music teacher educators reflect upon the time spent
on principal instruments. Our data material for this study is derived from
(1) a survey of institutions that offer music teacher education programs
qualifying people to teach music in Norwegian primary and lower sec-
ondary schools and (2) reflection texts from six music teacher educators
working in these institutions. By using the theoretical and philosophi-
cal premises from Aristotle’s concept of techné and the concept of deep
learning in educational theory and curricula (Fullan & Langworthy, 2013;
Fullan et al., 2018; NOU, 2015: 8), the discussions about the role of the
principal instrument in music teacher education can be deepened and the
division between generalist/specialist musical skills challenged.

Our motivation for this study partly relates to the new curriculum for
primary and lower secondary schools introduced in Norway (2020)' and
to its increased focus on music as a practical and creative subject, as well
as the introduction of the concept of deep learning in the curriculum. For
example, music is presented as a subject with creative power that fuels the
pupil’s urge to explore, create, and experiment. Deep learning concerns
the pupil’s gradual development in understanding the concepts, systems,

1 Fagfornyelsen [the Renewal of subjects]/ LK20 is an education reform gradually introduced
in Norwegian primary, lower secondary, and upper secondary education and training during
2020. See https://www.udir.no/laring-og-trivsel/lareplanverket/fagfornyelsen/hva-er-nytt-fage-
ne-les-vare-korte-oppsummeringer#147424
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methods, and contexts within a particular subject area, as well as topics
and issues that intersect several areas. Central to the idea of deep learn-
ing is that students engage in analyzing and problem-solving and that
they reflect upon their own learning to construct a lasting understand-
ing (NOU, 2015: 8). These aspects of deep learning make it relevant for
examining the place of the principal instrument in music teacher educa-
tion. Our motivation also builds on previous research on the subject of
music in compulsory schools in Norway (e.g., Bandlien, 2019; Dobroven,
2020; Fredriksen, 2018) and other Scandinavian countries (e.g., Georgii-
Hemming & Westwall, 2010; Holgersen & Holst, 2020; Lindgren &
Ericsson, 2011) and international research on music teacher education
(e.g., Bowman, 2007; Kaschub et al., 2014). A main topic in this research is
how music education in schools can be understood as an individual pur-
suit, with little support provided by the school as an organization and the
professional community (Benedict & Schmidt, 2014; Dobrowen, 2020;
Fredriksen, 2018; Georgii-Hemming & Westwall, 2010). Another major
topic is the underlying tension between the positioning of the subject of
music as an arena for the pupil’s general growth and well-being, or as an
arena in which to gain specific musical knowledge and skills (Bowman,
2007; Lindgren & Ericsson, 2011). A third main topic relates to the music
teacher’s competence, background, and tasks, and to the critical ques-
tioning of who is best suited to teach music in the compulsory school;
the specialized music teacher or the generalist teacher who teaches music
as one of several school subjects (Dobrowen, 2020; De Vries, 2015, 2013;
Hennessy, 2000; Holden & Button, 2006; Wiggins & Wiggins, 2008).
Previous research elaborates on how teachers with different educational
backgrounds, as specialists or generalists, tend to choose different con-
tent and activities in their music teaching. For example, Seetre et al. (2016)
found that teachers in the lower grades (1-4) often are female, seldom
use instruments in their classes, and have low participation in non-
formal musical activities outside of school (choirs, wind bands, etc.), while
music teachers in the higher grades often are male, use instruments, and
are more oriented towards individual musical activities, such as com-
posing, listening, and playing. Interestingly, a study about music and
other arts subjects in generalist teacher education in Sweden (Lindgren
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& Ericsson, 2011) revealed that a lack of specialized competence is seen as
a sign of pedagogical quality, as this equalizes the position between the
teachers and the students and makes the subjects (e.g., music) seem less
threatening.

In this chapter, we follow up on the discussion between the Norwe-
gian and Dutch music teacher students (from the start of the chapter), by
examining how a principal instrument is emphasized in music teacher
education programs. The chapter has four parts. The first part elaborates
on the concepts of techné and deep learning, which serve as the theoret-
ical premises for our discussion. The second part explains our research
design: (i) how we mapped the diverse music teacher educational pro-
grams that exist in Norway, and the hours spent on a principal instru-
ment in these programs, and (ii) how we conducted the work of gaining
reflection notes from six educators in these programs. After analyzing
and discussing these in the chapter’s third part, we end the chapter with
some concluding remarks on the (perhaps artificial) division between
specialist and generalist music teachers, and about a possible reconsider-
ation of principal instruments in transgressive and transformative music
teacher education.

Theoretical Perspectives

To theoretically dive into the new curriculum’s emphasis on practical and
creative work in music and deep learning, Aristotle’s concept of techné
serves as our entrance. Our use of the term techné is philosophically
geared through Heidegger’s philosophy on art, and music-pedagogically
geared through Varkey et al’s thoughts about music and craftsmanship
(Aristotle, 2011; Heidegger, 2006; Varkey et al., 2020). The Greek con-
cept of techné (English: art) concerns the necessary knowledge of bring-
ing something new into the world and implies both technical skills and
artistic sensitivity. Technical skills are undoubtedly needed to play an
instrument, and performing musicians need technical knowledge. This
knowledge may also be necessary for music teachers in teaching pupils
to play and sing alone and together with others. However, the Aristo-
telian term techné does not refer to mere technical skill, but rather to
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the knowledge that allows one to perceive the sense of “being” and be
able to put this into one’s work, in artworks (Heidegger, 2006). Related
to music and art, this interpretation of techné coincides with the term
“handicraft” and with the aesthetic aspects of artistic expression and
craftsmanship. In this sense, handicraft does not relate to mere techni-
cal skill but to a way of knowing that is crucial for bringing something
new and authentic into the world. In this view, techné (both skills and
sensitivity) is needed to “do” (make/create/explore) music, as required
in the curriculum (The Norwegian Directorate for Education and
Training, 2019). Importantly, techné is not about the superficial sKkills
needed to reproduce (as machines) but is deeply rooted in the essence
of human beings. Music, understood as an object, is also suggested to
imply depth, with different layers of meaning that correspond to differ-
ent layers of human consciousness (Nielsen, 1998, pp. 137-139). From this
perspective, refinement in playing a principal instrument can be seen as
revealing forms of knowledge that contain depth in relation to the craft,
the music played, and the human being.

The concept of deep learning has flourished in international educa-
tional literature and research from mid-2000 and is heavily emphasized
in the 2020 curriculum for compulsory schools in Norway (Ministry
of Education and Research, 2017; NOU, 2015: 8). This idea can be traced
back to the mid-1970s (Marton & Siljo, 1976) and refers to the distinction
between surface learning (simple memorization of new ideas) and deeper
learning (actively integrating new ideas with previous knowledge and
creating new connections between concepts) (Ahrony, 2006; Biggs, 1999).
The concept of deep learning has been employed in general research on
education, teaching, and learning (e.g., Biggs, 2004; Filius et al., 2018;
Hay, 2007), in research on different subjects and in diverse contexts (e.g.,
Rillero, 2016; Hall et al.,, 2004), and in music education research (e.g.,
Ferm & Johansen, 2008). So far, however, we have not found studies
that employ this term specifically with regard to teaching and training
in a principal instrument. Garrison et al. (2001) emphasized that the
whole person needs to be engaged to promote deep learning cognitively,
socially, and affectively. Deep learning is thus meaningful learning that
goes beyond the acquisition of new skills and information.
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Michael Fullan and his colleagues explain deep learning as a means to
develop learners to become creative, connected, collaborative, engaged,
and healthy individuals with skills to pursue their own visions in an
ever-emerging world (Fullan et al., 2018, 2013). Fullan describes deep
learning skills as concerning character (e.g., honesty, self-regulation,
perseverance, responsibility, and self-confidence), citizenship (e.g., sen-
sitivity and respect for others), communication, critical thinking, prob-
lem solving, collaboration, creativity, and imagination. The Ludvigsen
Committee* (NOU, 2015: 8), which has thoroughly prepared and influ-
enced the new curriculum in Norway, defines deep learning as the
understanding of concepts and interrelationships within one discipline
or across disciplines, which is developed and nurtured gradually and
over time. They explain deep learning as characterized by processes in
which the pupils become absorbed by the learning material over time,
are given suitable challenges, and receive useful feedback. The stu-
dents’ own reflections on their learning are emphasized as necessary to
improve their understandings of the connections between disciplines
(NOU, 2015: 8, p. 14). However, a critique of the curriculum’s explana-
tion of deep learning is that it is one-sided, targeted towards the cog-
nitive perspective of learning, but lacks the perspectives of childhood
and adolescence, as well as humanity and society as a whole, which
are needed to fully grasp the complexity of learning in primary and
secondary schools (Ostern et al., 2019). In our study, the tensions and
topics around the concept of deep learning, as related to the above dis-
cussions of the concept of techné, serve as a framework in which to
discuss the mapping and the reflections on the importance of principal
instruments in music teacher education.

2 The Ludvigsen Commitee’s mandate was to assess and report on what pupils need to learn in
school in a perspective of 20 to 30 years (NOU, 2015: 8, p. 3).

71



CHAPTER 3

Research Design

In Norway, several paths can be chosen to gain formalized qualifica-
tions to teach music in primary (grades 1-7) and secondary (grades 8-10)
schools. Some of these paths are clearly targeted towards music and musi-
cians, with pedagogical courses as an add-on education. Others are clearly
targeted towards classroom teaching and the teacher profession. To gain
an overview of this varied landscape, our first step was to map what edu-
cation programs confer the formal qualification of music teacher in com-
pulsory schools in Norway, and the amount of lesson hours on a principal
instrument these programs offer. Our second step was to approach six
music teacher educators from the two types of music teacher education
programs that are most targeted towards the teacher profession (types
1 and 2, which will be explained in the results section) and ask them to
reflect openly on four questions about the role of the principal instru-
ment in their education.

In 2018-2020 we conducted the mapping part first through finding the
diverse institutions that offer music teacher education in Norway. This
information was found in the Ministry of Education and Research’s list of
state-owned universities and university colleges* and through web searches
of private institutions, such as the Barratt Due Academy. In total, 12 insti-
tutions were located. Secondly, we found the relevant contacts and e-mail
addresses via the different institutions’ web pages and forwarded our ques-
tions to the music education program leaders. These questions concerned
(1) the amount of principal instrument lessons given to each student during
their music teacher education, and (2) the duration of these lessons (appen-
dix 1). These steps provided us with the information to map the landscape
and identify huge differences in the amount of lesson time given to princi-
pal instruments and the duration of these lessons (appendix 3). To further
explore how the principal instrument was viewed in these education pro-
grams, we needed qualitative data. To generate these, we designed a short
reflection note, with four questions, and emailed them to six music teacher

3 Inreality, almost 60% of those who teach music in the compulsory schools have no credit points
in music, but this study does not focus on that aspect (Statistisk Sentralbyra, 2019).

4 https://www.regjeringen.no/en/dep/kd/organisation/kunnskapsdepartementets-etater-og-virk-
somheter/Subordinate-agencies-2/state-run-universities-and-university-co/id434505/
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educators (later referred to as E1-E6), including a question on their willing-
ness to participate. E1-E3 are from the specialist music teacher education
(SMTE) and E4-Es are from generalist teacher education (GTE). E6 is from
both SMTE and GTE. These six reflection notes are seen as examples, not
as representative of music teacher educators’ views on the place of the prin-
cipal instrument in music teacher education. The questions were designed
to encourage freely written reflections on the educators’ meanings about
the role of the principal instrument in their education (appendix 2). The
written form was chosen to provide the teachers with the freedom to write
and revise whenever they had time.

The analysis of the reflection texts was done through a qualitative,
inductive approach, identifying the reoccurring themes across the texts
(Braun & Clarke, 2006; Creswell & Creswell, 2018). The six reflection
texts (altogether 20 pages) were arranged in groups relating to what
kind of music teacher education program the educators were engaged in:
(i) specialist music teacher education or (ii) generalist music teacher edu-
cation. Secondly, we read the texts with the aim of grasping a general
description of these programs, along with the overall meanings ascribed
to the role of the principal instrument in these programs. To facilitate
this process, we wrote notes in the margins of the texts, collected these
notes in a new document, and used these to write a small description of
the two programs, which is presented in the results section of this chap-
ter. As a third step, we aimed to identify the reoccurring aspects that
the six educators expressed across the programs and then form these
into themes for deepening the discussion. This step was implemented
through a process of further synthesizing the reflection texts, bracketing
segments and highlighting words and expressions that reoccurred in the
six texts. From this investigation, we identified three themes: subject-
specific, human-specific, and learning-specific. These themes were
then advanced and discussed by mirroring them against the concepts
of techné and deep learning (Aristotle, 2011; Heidegger, 2006; Varkoy
et al., 2020). Our backgrounds and experiences as music teachers and
music teacher educators were both fruitful and challenging in this ana-
lytical work; fruitful because we could relate to the contexts and prac-
tices described and challenging because we aimed for the analysis to
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grow from the data and not from our background and preunderstand-
ings. To meet this challenge, we constantly returned to the raw texts
throughout the whole process and adjusted the in-progress analysis of
the descriptions and the wording of the themes with regard to what the
six educators actually wrote. In the following section, quotes and critical
questions are provided to improve the transparency of the research pro-
cess. This study has been conducted in line with the Norwegian Guide-
lines for Research Ethics in the Social Sciences, Humanities, Law and
Theology (NESH, 2016) and the guidelines and requirements from the
Norwegian Data Protection Services (NSD). All six educators who pro-
vided reflection notes are anonymized, and direct consultation with the
NSD has ensured that the whole research process is conducted in line
with the GDRP rules for privacy protection.

Results and Discussion
The Mapped Landscape

Several paths can be followed to gain formal qualifications as a compul-
sory school music teacher in Norway. This study’s first step provided us
with an overview of the diverse music teacher education programs that
qualify people to teach music in the compulsory schools in Norway.
Five formalized educational paths were found, two of them clearly tar-
geting the teacher profession (1, 2) and three targeting the professions of
musicians or musicologists, including a practical-pedagogical study pro-
gramme, 60 ECTS (PPU) (3, 4, 5).

1. Specialist Music Teacher Education, [no: fagleererutdanning] (BA -
3-4 years, 180/240 ECTY)

2. Generalist Teacher Education, [no: grunnskolelererutdanning]
(MA - 5 years, 300 ECTS in total, music: 30/60/135 ECTYS)

3. Music Performance Education, [no: utevende musikkutdanning]
(BA - 3/4 years 180/240 ECTS) + PPU

4. Bachelor in Musicology, [no: BA i musikkvitenskap] (3 years, 180
ECTS) + PPU

5. l-year Music course, [no: drsstudium i musikk], (60 ECTS) + PPU
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The mapping work also showed that the hours spent on principal instru-
ment teaching in these programs were quite diverse (see appendix 3 for
details). This might be obvious because the programs are differently
targeted, but we were surprised to find huge differences also within the
same educational programs in different institutions. To give an example:
if a student chooses the second path, (2) GTE and the subject Music 1
(30 ECTS), only two out of eight institutions offer principal instrument
lessons. If the student adds Music 2 (30 ECTS) for further specialization,
three out of eight institutions offer lessons in principal instrument. How-
ever, this is not required to teach in primary and lower secondary schools
in Norway. Some institutions also offer music as the master specialization
subject (MA) in the GTE program. The table below shows the different
music subjects or paths in the Generalist Teacher Education program in
the different institutions and the total duration of principal instrument
lessons that these programs offer.

Table 1 Principal instrument lessons in GTE

nstitution | OsloMet | NTNU | UiA INN USN UiS UiT HVL
Subject
Music 1 105 min | O min 180 min [Omin [Omin | O min 0 min 0 min
Music 2 105 min | 150 min | O min Omin |Omin [Omin 0 min 360
min
MA 0 min 450 Not Not Not Not Not 0 min
min offered | offered | offered | offered | offered

If we focus solely on the subject Music 1, Norwegian University of
Science and Technology (NTNU), Inland Norway University of Applied
Sciences (INN), University of South-Eastern Norway (ISN), University
of Stavanger (UiS), and Western Norway University of Applied Sciences
(HVL) offer zero principal instrument lessons. However, if the student
is enrolled at the University of Agder (UiA), he/she will get a total of
180 minutes of lessons spread out over two semesters. Oslo Metropolitan
University (OsloMet) also offers a total of 105 minutes of principal instru-
ment lessons within the subject Music 1.

The differences between the education programs are also remarkable
in the first path, (1) Specialist Music Teacher Education. This program
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qualifies people for teaching music in Norwegian primary, lower, and
upper secondary schools, and are located at different institutions; both
earlier conservatories/music academies (UiA, NMH, UiT) and teacher
educations (INN, Nord, HiVolda, HVL). The Norwegian Academy of
Music (NMH) offer the most with a total of 65.25 hours of lessons on a
principal instrument per student. In comparison, The Arctic University
of Norway (UiT) which also offers a specialist program in music teach-
ing, does not include principal instrument teaching.

Table 2 Principal instrument lessons in SMTE

Institution INN Nord UiA HiVolda NMH HVL UiT
Path
SMTE 2160 2160 2880 810 min 3735 2160 0 min
min min min min min

SMTE: Specialist Music Teacher Education

The studies in music performance, musicology, and the 1-year course in
music are equally diverse in the amount of lessons provided on a princi-
pal instrument, but since these types of programs are not first and fore-
most music teacher education, we refer readers to appendix 3 for further
details’

To summarize the findings: Although many of the aforementioned
education programs provide qualifications for the same music teacher
professions in primary and lower secondary schools, the differences
between them are evident. These differences not only relate to the dif-
ferent programs but also to different institutions. Which university the
students choose, therefore, determines if and how many lessons they will

get on their principal instrument.

5 Students with education in music performance or musicology will, in either case, need PPU to
become qualified to teach music from the sth grade and up. Fulfilled conservatory education or
musicology, with PPU, does not qualify one to teach music in grades 1-4.
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Analysis of the Reflection Texts

As described, six reflection texts were gathered, three from educators in
the generalist music teacher education program [no: grunnskolelererut-
danning] and three from educators in the specialist music teacher edu-
cation program [no: fagleererutdanning]. The analytical work on these
texts was geared towards describing the contexts and the educators’ reoc-
curring themes about the principal instrument. In the following sub-
sections, we first employ the reflection texts to describe these two types
of education programs, (i) specialist music teacher education and (ii) gen-
eralist teacher education, and then we (iii) discuss the identified themes
(subject-specific, human-specific, and learning-specific aspects) in rela-
tion to the concepts techné and deep learning.

(i) Specialist Music Teacher Education

Three of the reflection texts (E1, E2, E3) were from teachers in specialist
music teacher education programs. The descriptions of the different edu-
cations show variations in the practice fields that the educations target;
e.g. Nord University targets: primary, lower and upper secondary school
and UiT targets primary and lower secondary school. In E1-E3’s texts,
the principal instrument seems emphasized not (only) as a main sole sub-
ject, but as a basis for other subjects, such as “music and communication”
[no: musikkformidling] and “ensemble and leading” [no: samspill og
ensembleledelse]. Specialized skill on one main instrument is explained
in all three texts as a prerequisite to be able to play with others, perform
for an audience, and conduct qualified and varied music lessons. Educa-
tor 3 describes this as follows:

Without skills on a principal instrument, I think the teacher will be poorer as a
music-expert and will lack much insight into what it means to acquire a craft.
These skills are transferable to other instruments and are absolutely fundamen-
tal to understanding what can be expected of a given group in specific situa-

tions. (Reflection text, E3)

Here, not only the specialized expertise but also the process of gaining
expertise on a main instrument are emphasized as crucial in terms of
becoming aware of future pupils’ endeavors to take part in and perform
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music in given situations. The reflection texts from the teachers in this
type of music teacher education program explain that the students
learn several instruments and might change their choice of a principal
instrument over the three-year educational program. Educator 2 sees
this as problematic in relation to a continuous and deepening learning
process:

This means that students cannot access deep learning on their instrument,
which is required if you are to be able to develop and have a good and construc-

tive process. (Reflection text, E2)

According to this educator, the students should stick to the same princi-
pal instrument throughout their whole education to ensure they experi-
ence a long-term, ever-deepening, and continuous learning process.

The three educators from the music-specific teacher education program
all describe an educational culture in which the principal instrument is
regarded as a cornerstone of their programs, and where there is a broad
consensus that aspiring music teachers need specialized knowledge and
skills on an instrument to learn about themselves as well as about music
and teaching. Teacher E6’s expressions (which has a background from
both GTE and SMTE) undermines this and shows a reluctance towards
E1-E3 description. E6 points to a culture where the principal instrument
has not been emphasized. He explains a culture where to have compe-
tence on several instruments are seen as more important than having one
dedicated principal instrument.

(ii) Generalist Teacher Education

Educators 4, 5, and 6 are teachers in the generalist teacher education pro-
gram, which clearly targets the primary and lower secondary schools and
qualifies the students to teach several subjects (for example, music and
mathematics). In this program, all the students receive training in band
playing and experience with band instruments, such as piano, guitar, bass
and drums. This is explained by E4 and E5 as fundamental, and the band
instruments are considered the most useful instruments through which
to teach classroom music. E6 also points to that the relevance of a princi-
pal instrument in a classroom setting depends on which instrument the
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teacher or teacher student plays. The principal instrument is not empha-
sized in the same way as in the subject-specific music teacher education
program, but the “skills to play” are highlighted as important in both E4’s
and Es’s texts. E5 explains that:

... the skills to play are demanded in order to function as a music teacher in
compulsory schools, both to play for and with the pupils, support their learn-
ing processes, understand music from a performer’s perspective, and adjust
the learning content/music according to the pupils and contexts. (Reflection

text, E5)

However, music teacher students in these two generalist teacher edu-
cation programs cannot necessarily choose the principal instrument
that they know from before or want to learn. E4 writes that “the stu-
dents have to choose either singing, guitar or piano,” and E5 points out
that the students can only choose a principal instrument that is offered
by the teaching staft in the institution, and that the subject “principal
instrument” occurs for the first time in the 4" year of the education
program.

The principal instrument is positioned in a different way in these reflec-
tion texts than in the texts from the educators in the music-specific teacher
education program. E4 and E5 describe educational cultures in which the
music educators agree that the student’s skills to play and sing are funda-
mental, but that the instrumental training as well can happen on “useful”
instruments for classroom teaching, such as guitar and piano.

(iii) Principal Instrument - Art, Craft, and Deep Learning
From the descriptions of the two types of music teacher education pro-
grams above, we now will discuss the three themes that reoccurred in the
educators’ reflection texts about the role of the principal instrument. These
themes relate to the use of the principal instrument for (a) subject-specific
concerns, (b) human-specific concerns, and (c) learning-specific concerns.
These are discussed in the following paragraphs and elaborated in relation
to this chapters theoretical premises.

A topic emphasized in all six reflection texts is that mastering an
instrument is essential to understanding and being able to teach music.
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Even though the principal instrument is not the most weighted subject in
the student’s timetable, the ability to play for and with others is explained
as a basis for understanding music as a subject, as well as an important
area of learning. One educator explained that the principal instrument is
the foundation for all music disciplines, such as music communication,
choir, projects, concerts, and piano accompaniment (E3). These diverse
musical disciplines and activities all include communication with oth-
ers, and insights around finding and taking one’s right place. For exam-
ple, in a band setting, a musician’s role is different when playing the bass
or a percussion instrument or singing solo. The fundamental aspects of
the music (steady rhythm, correct harmonical progression, etc.) need to
work in order for the melody to be revealed or to support the soloist.
Experience and security playing a principal instrument are fundamen-
tal to this. Primary school music teachers have been shown as espe-
cially vulnerable in relation to security and self-confidence in this area
(Hennessy, 2000; Holden & Button, 2006). From the six reflection
texts in this study, the emphasis on skill with a principal instrument
in the teacher education program is seen to contribute to a safe plat-
form that reassures teachers of their musical skills. Thus, the subject-
specific explanations explicitly underline handicraft knowledge as cru-
cial. This includes not only the technical skills to play an instrument,
such as the ability to play both easy and advanced music and handle
difficult passages, but also the musical sensitivity to create, perform, and
be affected by musical expression. Handicraft, in this sense, refers not to
the superficial skills necessary to produce music, but rather the insights
into oneself as a player in relation to one or several music instruments
and diverse pieces or styles of music. In mirroring these explanations to
the Greek concept techné (Aristotle, 2011; Heidegger, 2006), handicraft
concerns both art and craft as interdependent, in a form of knowing that
is essential for musical creation and communication. Exactly this type
of knowing might seem a prerequisite to operationalizing the subject of
music in school as described in the curriculum (The Norwegian Direc-
torate for Education and Training, 2019). In their reflections, all the edu-
cators underline that mastering an instrument is the basis of knowledge
for teaching music in school - not only for their own confidence and
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musical knowledge - but also to facilitate their pupils’ learning paths.
Music teachers are viewed as requiring the ability to play both with and
for their students, which is a basic part of their role. As E1 writes, “With-
out mastering an instrument, they would become ‘fake’ music teachers,”
and thus this ability relates to their trustworthiness, knowledge, and
responsibility as music teachers. Several of the educators point to the fact
that many music teachers in primary and secondary schools in Norway
have no formal music education and emphasize the importance of music
teachers knowing how to play an instrument and sing. Although there
were variations between the generalist teacher educators and the special-
ist music educators regarding their view on what 