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 i. 

Music Performers’ Lived Experiences

This second volume, together with the first of a two-volume set, probes the lived experiences and subjectivities of music performers in the western art music tradition, using phenomenological, hermeneutical, empirical, and historical inquiry.

The two volumes widen this research area through close investigations of a variety of rich, complex, and nuanced experiences classical music performers have qua performers, as they interact with musical scores, instruments, performance traditions, other musicking individuals, wider artistic and cultural discourses, norms, and beliefs. The two volumes aim to “humanise” music performers and contribute towards shaping a more performer-centred discipline of Music Performance Studies. The second volume, Music Performers’ Lived Experiences: Personal Perspectives, brings together some of the leading performer-researchers from around the world, who foreground their personal experiences, artistic voices, and insights, not only offering intimate accounts of their creative journeys, challenges, and inspirations but also reflecting on these experiences in ways that contribute to rigorous research. Collectively, the chapters reveal the deeply human dimensions of music-making, and of music scholarship. The lived experiences explored in this volume include coming to know musical form through embodied acts of music-making at the piano; music performance anxiety through the lens of an Autistic woman violinist; developing musical identity and performing personae as a female double bass player; performing Schubert on the piano as a person who experiences the world as socially disabled; engaging with an organ score as an organist and a pianist; creating expressive performances of an operatic score so that each rendition feels, to the performer, as if for the first time; performing from the whole self and sounding like one’s self; exercising agency and leadership as a soloist within ensemble contexts; learning and integrating into public performances western classical improvisation as a cellist; participating in online group improvisation as a beginner and an experienced post-genre improviser; engaging with early recorded classical music performances as a listener and applying the insights gained to one’s own artistic practice as a pianist; and listening, as a performer, to other performers without participating in the performance oneself. Readers will emerge with renewed understanding of, and fresh insight into, the multifaceted world and nuanced experiences of classical music performers.

 ii. Mine Doğantan-Dack is a musicologist and concert pianist. Her edited books include Artistic Practice as Research in Music (2015), Music and Sonic Art (2018), Rethinking the Musical Instrument (2022) and The Chamber Musician in the Twenty-First Century (2022). She is the founder of the Marmara Piano Trio as well as the founder and artistic director of London-based chamber orchestras Ensemble Luce and Ensemble Vita Nova. She teaches music performance studies at the Faculty of Music, University of Cambridge.
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Introduction

Mine Doğantan-Dack

DOI: 10.4324/9781003352785-1



“The simple truth is that the only way to conceive of a point of view is to occupy one”.

(Engelland 2020: 35)



One of my motivations for producing this volume, Music Performers’ Lived Experiences: Personal Perspectives – a continuation of the first volume titled Music Performers’ Lived Experiences: Theory, Method, Interpretation – has been my desire to better understand how fellow performers experience and make sense of their lifeworlds qua performers. Over the years, the conversations I had with my performing partners, and performers more broadly, have repeatedly revealed that contrary to the homogenising tendencies that permeate much musicological scholarship, which disregard performers’ differences and assign them narrowly defined roles based on the primacy of the musical work, there exists a remarkable and inspiring variety in how performers experience, think about, and talk about music-making, and how they see themselves as musicians and relate to the musical world they inhabit. Each performing musician is a world unto themselves, with unique experiences, perspectives, and personal narratives. Engaging more closely with the voices of performers as they observe, reflect on, make sense of, and share their subjective, inner worlds – their lived experiences – is immensely enriching, offering exciting new insights. These first-person accounts not only deepen our understanding of what it means to be a performing musician, but also offer fresh perspectives on the vital role of music in human life.

As I noted in the introduction to the first volume, the subjective world of the classical music performer remains underexplored in scholarly discourses. The use of first-person approaches to explore this world is even rarer. Without rigorous inquiry in this area conducted by performer-researchers themselves, many of the complexities, intricate details, nuances, and meanings of music-making – especially the phenomenological “what-it-is-like” dimension of being a performer – remain overlooked, untold, untheorised. The second volume of Music Performers’ Lived Experiences asks performers, “What is it like?” in relation to a wide range of lived experiences they have as music-makers situated in specific cultural-historical and social contexts, and invites them to examine, reflect on, and communicate both  2. these experiences and the meanings they construct from them. This is not only a matter of filling a research gap but carries disciplinary political implications. Without acknowledging, embracing, and celebrating the plurality of subjective experiences – the multiple ways of being they give rise to in both artistic and academic contexts, and the distinctive ways performers interpret, make sense of, and narrate these lived realities – the pursuit of more inclusive and genuinely diverse socio-cultural environments for all kinds of musickers becomes a far more difficult task. This volume, therefore, seeks not only to make a significant contribution to music performance studies but also advocates recognising and celebrating the multiplicity of performer and performer-researcher identities, grounded in and nourished by personal lived experience. One of the most effective ways to give this recognition concrete form is indeed to ask, “What is it like?”, a question that cannot be addressed in general, abstract terms; it can only be meaningfully answered from the particular embodied, socio-cultural, historical perspectives performers inhabit. It is precisely by attending to and validating this situatedness that this volume brings into view the wealth, complexity, and diversity of performers’ lived experiences and voices.

The contributors to this volume demonstrate a striking variety in how they experience music-making, as well as in how they negotiate, interpret, and articulate meaning from these deeply personal encounters. Their research, and research narratives, showcase the immense richness of music performers’ lifeworlds, as well as their impressive resourcefulness in finding ways to accurately convey their experiences – a task that is far from easy. Indeed, one notable experience common to the preparation of each chapter in this volume has been the unwavering commitment of each author to discovering or inventing ways of speaking, as it were, that remain true to their subjective experiences. Philosopher Chad Engel-land writes of “the wonderful, life-giving relation of language and experience”, arguing that, “Language not only allows us to articulate experience; it allows us to articulate it in a variety of different ways…. Language gives us a freedom to organize and constitute a state of affairs depending on our interest and purposes. When we carve up the scene, we are both free to be creative and bound to be responsive to what’s there.” (2020: 72–3)

Each chapter in this volume bears witness to such creativity and responsiveness in exploring lived experience from the first-person perspective. While preparing this volume for publication, I found it particularly rewarding that nearly all the contributors reported enhanced self-understanding and knowledge as a result of conducting and writing about the research presented in their chapters. Most of them also noted that engaging so thoroughly with their own experiences fostered a renewed appreciation for the complexity of human experience in general. In this sense, this volume also stands as a testament to the parallel process of personal growth traced by its authors.

Before summarising the chapters, I present here, in table format, the specific lived experience(s) each chapter explores, along with the research method(s) employed and the key concepts discussed. This provides readers with a clear overview of the volume’s scope.
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Table 0.1 
Overview of the volume’s content


	Chapter
	Kind of experience(s) explored (what it is like for the performer)
	Research method(s) and approach used
	Key notions discussed





	1
	what it is like to come to know and live musical form through embodied acts of music-making at the piano
	

	exploratory phenomenological reflection;

	introspection;

	autoethnography;

	embodied, critical analysis;

	conceptual inquiry;

	artistic praxis.




	

	musical form as lived experience in performance;

	felt body;

	affectivity;

	felt experience;

	affect as world- and self-disclosing;

	affective vividness and intensity;

	luminosity of subjective experience;

	pianistic technique;

	affective coupling between sound and movement in performance;

	I-with-music;

	presence, agency, and ownership in performance;

	musical form as lightscape.







	2
	what it is like to experience music performance anxiety as an Autistic woman violinist
	

	autoethnography;

	phenomenological and critical reflection;

	critical review of conceptual frameworks;

	artistic praxis.




	

	neurodiversity;

	autism;

	autistic masking;

	sensory sensitivity;

	hyperawareness of the body in performance;

	music performance anxiety;

	performer presence;

	performing as conversation;

	norms and expectations in western classical music performance.







	3
	what it is like to experience and develop musical identity and performing personae as a female double bass player
	

	autoethnography;

	phenomenological and critical reflection;

	historical contextual analysis;

	artistic praxis.




	

	performer-instrument relationship;

	musical and instrumental identity and persona;

	double bass performance;

	gender norms and expectations in western classical music performance;

	queer-feminist aesthetics;

	queer expression in performance;

	practice of disorientation;

	aesthetics of failure;

	audience gaze;

	scopophilia.







	4
	what it is like to perform Schubert’s music on the piano as a person who experiences the world as (socially) disabled
	

	experiential and autoethnographic inquiry;

	critical conceptual analysis;

	artistic praxis.




	

	disability and ability;

	everyday body vs performing body;

	social model of disability;

	performer’s intentions;

	becoming a pianist;

	pianistic and speech stuttering;

	pragmatism;

	synechism;

	essentialism.







	5
	what it is like to engage with the embodied and affective affordances of a Bach chorale prelude as an organist and pianist
	

	dialogic reflection;

	autoethnographic reflection;

	performance analysis;

	artistic praxis.




	

	interactive affordances of musical instruments;

	phenomenology of organ and piano performance;

	musical meaning;

	feeling shapes;

	musical topics;

	performance interpretation;

	joy in music-making;

	intersubjectivity.







	6
	what it is like to create an expressive performance of an operatic score so that each rendition feels, to the performer, “as if for the first time”
	

	autoethnographic reflection;

	performance analysis;

	conceptual inquiry;

	artistic praxis.




	

	operatic performance practice;

	musical meaning and expression;

	performer’s intentions;

	action-reaction units;

	spontaneity in performance;

	infratextuality;

	epistemology of music;

	practice-led musicology.







	7
	what it is like to perform from the “whole self” and to “sound like myself”; and what it is like to become fragmented into body and mind, and in technique and expression as a performer
	

	cross-disciplinary dialogic inquiry;

	autoethnographic reflection;

	phenomenological reflection;

	critical conceptual reflection;

	artistic reflection.




	

	mental and physical wellbeing of music performers;

	personal expressive voice and authenticity in performance;

	playing “from the inside” and “from the whole self”;

	self-synchrony, and presence in performance;

	bodyfiilness in performance;

	ideology of western classical music performance;

	performance pedagogy;

	objective body vs. lived body;

	shared feeling voyages.







	8
	what it is like to experience agency and leadership as a soloist performing in ensemble contexts
	

	autoethnography;

	qualitative research, with grounded theory coding for data analysis;

	auto-hermeneutics;

	artistic praxis.




	

	nineteenth-century violin virtuosity;

	agency in performance;

	risk-taking in performance;

	experience of “point of no return” in performance;

	leadership style in ensemble performance;

	trust and affective solidarity in ensemble performance;

	impact of tempo choice in ensemble performance;

	coding.







	9
	what it is like to learn, and integrate into public performances, historically inspired stylistic and structural western classical improvisation as a cellist
	

	autoethnographic reflection;

	qualitative research involving reflective diary, audience questionnaire, and interviews;

	focus group discussion;

	performance analysis;

	quantitative audio analysis;

	narrative inquiry;

	artistic praxis.




	

	stylistic and structural improvisation in the classical genre;

	cello performance practice;

	personal artistic voice in performance;

	creativity, authenticity and spontaneity in performance;

	risk-taking in performance;

	emotional interactions between co-performers and between performers and audience members;

	trust and empathy among co-performers in ensemble improvisation;

	eye gaze between co-performers;

	collaborative creativity in performance;

	lifelong learning as a performer.







	10
	what it is like to for a beginner and an experienced post-genre improviser to participate in online group improvisation workshops during the COVID-19 pandemic
	

	dialogic reflection;

	participant observation;

	ethnographic interview;

	autoethnographic reflection, with running commentary;

	thinking at the edge;

	visual imagery as elicitation tool to access subjective experience;

	artistic praxis.




	

	post-genre improvisation;

	affordances of online environments for improvising;

	Zoomesphere;

	latency;

	digital avatar and embodiment;

	presentation of the self online in and for performance;

	theatre of home;

	musical furnishing;

	collaboration;

	inclusivity in music-making.







	11
	what it is like to engage with early recorded classical music performances as a listener, and apply the insights gained to one’s own artistic practice as a classical pianist
	

	autoethnographic reflection;

	critical and reflective listening;

	conceptual inquiry;

	artistic praxis.




	

	performance style;

	recreating historical performances;

	intangible qualities in performance;

	schwung;

	music-making in 3D;

	music-making on a slackline;

	agogic cadencing;

	
portamento;


	phonetic playing.







	12
	what it is like to listen as a performer-listener, in action (i.e. while performing), and to other performers without participating in the performance oneself
	

	autoethnographic reflection;

	critical review of conceptual frameworks and taxonomies.




	

	performer-listener;

	embodied cognition;

	evaluative listening;

	affiliation and empathy in listening;

	mimetic participation;

	instrument-specific listening;

	vicarious performance-listening;

	peripersonal space.










 8. In the first chapter of the volume, I expand on my earlier research on embodied affectivity in performance, reflecting on what it is like to come to know the form – the large-scale structure – of pre-notated tonal pieces of music through embodied acts of music-making at the piano. The kinds of subjective experiences I discuss are primarily affective in nature and studying them involves getting and staying in touch with, and developing heightened awareness of, the embodied and felt dimension of one’s experiences. Since there has been little to no research into how such affective experiences manifest in the performer’s consciousness, and what it is like to undergo them, my inquiry is exploratory in nature and aims to establish groundwork for future research in this highly complex and unchartered domain. The central argument I develop in this chapter is that the performer comes to know musical form by affectively organising the whole of a piece through an experiential process that mutually constitutes both her performing self and the music she makes. Focusing on selected solo piano miniatures, I examine the music- and self-disclosing dimensions of this affective encounter, offering descriptions of what it is like to play certain passages and how they generate their affective impact in actu, in the moment of playing. In this connection, I introduce two notions that I consider crucial for understanding the felt dimension of musical form as lived in performance: my-sound-my-movement couplings and the luminosity of I-with-music that the affective encounter generates. Exploring this rich and complex experiential realm not only broadens the epistemological boundaries of music performance research and presents a new way of thinking about musical form, but has some far-reaching implications for instrumental pedagogy, with the potential to foster feelings of belonging, security, ownership, freedom and agency in performance. The starting point for such a pedagogy is to teach and learn how to become aware of, reflect on and articulate with greater accuracy the textures of our embodied-affective experiences as performers.

Chapter 2 introduces the reader to experiences that transpire at the intersection of music performance anxiety and Autistic perception. As a classically trained Autistic woman violinist, Alexandra Gorton explores what it is like to experience anxiety as a performer by focusing on elements that have not been systematically studied in the literature, such as sensory(-motor) and social difference. Her vivid recollection of an “ordinary” performance is rich with tactile, aural, visual, and somatosensory details, illustrating a mental and emotional landscape marked by discomfort – and self-criticism. She contrasts “the practice-room-me” with the onstage self, demonstrating how music performance anxiety alters perception and embodiment in real time. Her powerful metaphor of being onstage “like a hologram – recognisable but not relational” encapsulates the dissonance between internal experience and external expectation. Gorton argues that authentic Autistic musical expression challenges classical music’s rigid conventions and the score’s centrality by foregrounding the presence and subjectivity of the performer. The emphasis she places on performer presence – a varied, relational, and deeply personal phenomenon – is one of the chapter’s most significant contributions, calling for performance environments that value and support diverse ways of being an authentic self on stage. Her words – “my experience is constituted exactly as it needs to be” – is  9. a striking reminder that lived experience cannot be measured by external standards of correctness or conformity.

Chapter 3, by Margarethe Maierhofer-Lischka, explores, from her perspective as a female double bass player, how musical identity is shaped through embodied, instrumental, and performative experiences. She reflects on the gendered perceptions tied to her instrument, describing how she is often judged not primarily as a musician, but as a woman playing what is culturally coded as a “man’s instrument”. This entanglement of identity and instrument serves as a starting point for her broader critique of classical music’s gender norms. Through an analysis of nineteenth-century depictions of male bassists, Maierhofer-Lischka reveals how public imagery has historically reinforced gendered musical archetypes. Drawing on queer-feminist theory and her own lived experiences, she argues that gendered musical identities are shaped not only by social expectations but also by the physical and expressive affordances of instruments themselves. Through two case studies, she discusses the interpretive and expressive freedom that contemporary repertoire can afford performers, enabling them to challenge rigid performance norms and expectations, including gendered instrumental identities. The chapter proposes that musicians construct “musical personae” through queering strategies that resist these rigid roles and aesthetics in performance. Maierhofer-Lischka concludes by calling for a reimagining of the performer-instrument relationship as dynamic, co-creative, and queer. In her words, “musicians and instruments can be considered ‘queer messmates’… that mutually challenge, co-create and impact each other’s personae”.

In Chapter 4, Stefan Sunandan Honisch offers a compelling reflection on his experiences as a pianist who engages with the world as a (socially) disabled person, using Franz Schubert’s Impromptus op. 90 nos 3 and 4 as a focal point for his inquiry. Drawing on pragmatism, particularly the work of Charles Sanders Peirce, Honisch challenges essentialist and dualist notions of identity, arguing that being a “disabled” pianist is not a fixed or unified category. Instead, the performing self emerges through the dynamic processes of musical performance, transcending normative binaries such as abled/disabled. He critiques the prevailing notion in scholarship that musicians with disability perform both the music and their disability on stage and argues that musical performance is an act of becoming – becoming a pianist in his case – and not the expression of a pre-existing disabled identity. As he explains, “Distinguishing between having a disabled body in the everyday world and becoming a performing body at the piano allows me to recognise the difference between having a socially disabled body (which I have), and a phenomenologically disabled body (which I do not).” His experiential inquiry into selected passages from the two Schubert Impromptus powerfully substantiates his argument that “the questions all pianists ask are different in degree, but not – fundamentally – in kind”. Honisch’s conclusion is that the question he started his inquiry with, i.e. “What is it like to be a disabled pianist?”, is not one that his sensory, kinaesthetic, and cognitive experiences of playing the piano help him answer with any certainty. For accessibility, this chapter employs bold font to emphasise key concepts and theoretical claims, while endnotes remain in 11-point font.

 10. In the next chapter, Chapter 5, Daniel Leech-Wilkinson and I explore, in dialogue, our experiences of engaging with J. S. Bach’s chorale prelude BWV 678, “Dies sind die heil’gen zehn Gebot”, as organist and pianist. We reflect on some of the tactile and affective differences between our respective instruments and highlight the crucial role of an instrument’s technical and expressive affordances in shaping musical meaning. We note that “Our conversation, inspired by the wondrous embodied and affective affordances of Bach’s notes, stands as a testament to the contingency, fluidity, variety, complexity and breadth of (musical) meanings that pieces of music always carry, and to the consequent openness and flexibility of their expressive boundaries in performance”. With its layered rhythms and gestures, BWV 678 reveals itself to us as an endlessly fascinating piece. Our attempts to communicate the nuanced, embodied, and deeply personal experiences it awakens colour our chapter with rich metaphors and multimodal imagery, which, we hope, will enable our readers to connect empathetically with the musical worlds that emerge from our personal journeys with this piece. Leech-Wilkinson’s unexpected realisation as the piece unfolds that he is “dancing a saraband” at the organ is captured with particular vividness. Our conversation in this chapter evolves into a reflection on how joy in music-making can be transformative as it reorients one’s sense of self. Our dialogue also becomes a shared performance of intersubjectivity, celebrating the multiplicity of meanings that pieces of music afford.

Chapter 6, by Dillon Parmer, draws on his experience of singing Tamino in Mozart’s Die Zauberflöte to propose a new, performance-based theory of musical expression. Challenging traditional musicological models that overlook performers’ lived experiences, he introduces the notion of “infratextuality”, a process by which performers generate expressive meaning in real-time through a series of intentional responses to emotional cues. Parmer illustrates this process by reference to “action-reaction units” – emotionally charged, moment-to-moment shifts in intention that determine how each musical phrase is delivered. He argues that these action-reaction units are not derived analytically from the score but are constructed by the performer to animate a certain character and shape the music’s expressive arc. In this connection, he discusses how Tamino’s Portrait Aria can acquire different expressive meanings depending on how the performer generates and embodies specific emotional responses within each action-reaction unit. Expression is thus understood as something that is performed into being, rather than something discovered in abstract musical structures or in how performers shape these structures. These internal, creative forces originating in the subjective encounters of performers with music produce expressive outcomes that feel fresh and spontaneous in each performance of the same musical material – as if one sings it “for the first time” every time. Parmer’s chapter advocates for an alternative epistemology in music scholarship grounded in the act of making music, promoting a practice-led musicology that recognises performers not as passive transmitters of pre-existing musical meaning, but as active creators whose lived experiences and knowledge shape the ways music becomes meaningful.

Chapter 7, co-authored by John Crawford, Maiko Kawabata, Monia Brizzi, and myself, offers a critical reflection on the systemic and structural issues that  11. continue to trouble classical music performance education. We focus particularly on the detrimental impact of its longstanding ideological agenda on the experience of freedom and authenticity performing musicians (want to, can, and do) have in music-making. One of the most pressing concerns we highlight in this connection is the near-complete neglect in pedagogies of how performance students feel, in their bodies and affectively, when making music. Instead, the emphasis remains almost exclusively on correctness, technical perfection, and fidelity to tradition. In examining the reasons for and consequences of this neglect, we emphasise the difference between the objective body and the subjectively lived body; draw on our personal experiences in therapeutic work with performing musicians; reflect on early joyful music-making experiences as a model; consider the experience of being present during music-making; highlight pedagogical encounters with our students, and trace the journey towards “sounding like myself”. Our reflections lead us to conclude that without addressing the ideological and systemic barriers that inhibit expressive freedom and artistic agency, interventions at the individual level are unlikely to bring about lasting and meaningful change. In this connection, we write that “If change is to come about, we must acknowledge and value, in each and every music pedagogical, institutional and clinical encounter, the unique, embodied and situated self of each music performer in its wholeness – most of all in the one-to-one instrumental studio, which has been notoriously resistant to change”.

In Chapter 8, Katharina Uhde reflects on her experiences of performing Joseph Joachim’s Hungarian Fantasy for solo violin and orchestra, the manuscript of which she discovered in an archive at the University of Łódź, Poland in 2016. This discovery led her not only to revive the piece on stage for the first time since 1853, but to challenge the musicological image of Joachim as a “non-agent” who downplayed his virtuosity to “let the music speak for itself” and staged himself as a mere vessel for great composers. The research presented in this chapter also contests the common myth that a soloist must always lead. Uhde emphasises that effective leadership, particularly when performing nineteenth-century virtuoso music, involves a complex form of agency beyond just leading; it requires a willingness to follow as well. To interpret and understand her own experiences of performing Joachim’s Hungarian Fantasy with orchestral and piano accompaniment, Uhde analyses six performance videos using grounded theory coding. Combining this data with reflection on her lived experience, she identifies moments of unexpected risk and near loss of control in orchestral performances that triggered heightened expressiveness and emotional intensity. The shift she experienced in her agency during such moments created what she describes as a thrilling “point of no return”, transforming pressure into inspiration. Uhde concludes her chapter by contemplating if this discovery can be applied for pedagogical purposes, noting that “if I were to teach a high-risk performing attitude to my violin students, it would necessitate rethinking my modus operandi, which has been, up to now, to prepare them to be able to perform virtuoso music feeling ‘in control’ throughout”.

Chapter 9, by Pauliina Haustein, presents an artistic research project that explores the author’s experiences as a cellist integrating classical improvisation into  12. chamber music contexts. Despite ongoing curricular reforms, classical performance pedagogy largely remains bound to a “paradigm of reproduction”, which limits the creative agency of performers. Haustein positions improvisation as central to reimagining classical musicianship as a creative practice and frames it as both a skill and a mindset rooted in risk-taking and relational spontaneity. The project Haustein discusses in this chapter involved designing, rehearsing, and performing four concerts, to investigate how improvisation shapes performance-audience interaction and the overall concert experience. Data was collected through self-reflection, audience feedback, as well as video/audio analysis. Given that most instructional resources focus on keyboard improvisation, leaving a pedagogical gap for string players and ensembles, she designed her personal, rigorous practice regime, integrating harmony, voice-leading, and real-time responsiveness into daily cello work. Through intensive exercises, ensemble rehearsals, and stylistic improvisation grounded in historical practices, Haustein was able to develop both inner hearing and technical spontaneity. While initially challenging, ensemble improvisation sessions further strengthened active listening, emotional openness, and creative responsiveness. The chapter effectively shows that reintegrating improvisation into western classical performance practice can transform the lived concert experience for both performers and audiences.

In Chapter 10, Raymond MacDonald and Tia DeNora engage in a dialogical exploration of what it is like for a beginner and an experienced post-genre improviser to play together in the Glasgow Improvisers Orchestra (GIO), focusing on their shared and individual experiences of participating in online improvisation workshops during the COVID-19 pandemic. The authors draw on ethnographic and embodied methodologies to foreground lived experience, and to illustrate how meaning emerges in unscripted, Zoom-based musical collaboration. The chapter opens with a reflective account of their improvisation during an artistic-academic event in 2019 – a precursor to GIO’s “theatre of home” – highlighting the playful experimentation and relationship-centred creativity the occasion afforded. Their discussion of the virtual GIO sessions reveals the expressive freedom, novel forms of participation, and sense of empowerment that arise when participants “furnish” their virtual spaces in unique and personal ways. They also emphasise the role of the visual dimension of being-online-together, where visual expression becomes an integral part of the improvisation. A key theme in this chapter is latency – both technical and metaphorical – which the authors treat not as a limitation but as a perceptual and creative resource that can encourage openness, surprise, and new modes of listening and relating. The chapter is further enriched by a series of evoca tive images created by the authors themselves as part of their journey into experiential enquiry and sense-making.

Chapter 11, by Sigurd Slåttebrekk, expands the artistic insights that the author has gained from his earlier Chasing the Butterfly project (2008), which involved recreating Edvard Grieg’s 1903 recordings. The expressive world of early recordings, which engages the listener through a vivid sense of depth and gravitational play, provides the inspiration for imagining what it might be like to apply the key features of this playing style to even older repertoire, specifically to the music of  13. Franz Schubert. Slåttebrekk argues that the early recorded interpretations he references in the chapter cannot be derived solely from the notation of the music, and that such interpretations “repeatedly confirm what we already know: the written score is only an imperfect representation of a composer’s vision”. In reflecting on the dynamic features he encounters in early recordings, and on his own embodied responses to these features as a listener, he proposes new terminology such as “music-making in 3D”, “agogic cadencing”, and “phonetic playing”, and discusses the challenges involved in incorporating these features into his own playing. One of the most prominent challenges in this connection is the management of the multiple musical layers and directional tendencies he identifies in the music without losing the overall coherence of the expressive delivery. This requires a delicate balance of physical freedom and control. In his own words: “My goal in this endeavour is to achieve a synthesis of clarity and complexity – clarity that conveys a sense of immediacy, and complexity that invites listeners to revisit a recorded performance, uncovering new layers with each experience. The tightrope may slacken, but I try not to fall off”. To artistically convey the insights and understanding he has developed from studying early recordings, Slåttebrekk presents, as part of this chapter, his own performances of Schubert’s Impromptus op. 90 no. 3 in G♭ major and op. 142 no. 3 in B♭ major.

In the final chapter of the volume, Chapter 12, John Rink explores the listening practices of performers. The central question driving the chapter is whether, and in what ways, the lived experience of performers, as they listen to other performers without participating in the performance themselves, differs from that of non-performing listeners. Rink grounds his discussion on the key assumptions of embodied cognition research, emphasising the embodied, empathic, and interactive nature of listening, particularly from the perspective of a performer-listener. He opens the chapter with an account of his early fascination with sound, and narrates emotionally charged, visceral listening experiences he had while performing as well as “just listening”. This personal narrative is followed by a detailed survey of the research literature on different listening practices, which reveals “a mosaic” of approaches and terminology, including “participatory listening”, “serious listening”, “performative listening”, and “positional listening”. Rink broadens the scope by specifying “instrument-specific listening” and “vicarious listening” as important dimensions of the performer-listener experience. He suggests that for performers, the act of performing extends beyond their own moments on stage; the possibility of simply disengaging and “just listening” to others’ performances is seldom available. He backs up this claim with examples of “vicarious performance-listening” – listening in a way that feels as though one is participating in the performance firsthand. In his words, “In the act of vicarious performance-listening, as in so many listening contexts, the lived experience of music has the power to define not only what we have heard, but who we are and have the potential to become”. The way Rink seamlessly weaves in this chapter the insights of other scholars with his personal reflections on listening as a performer mirrors his experience of merging musical identities while listening to other performers. To  14. reflect this fluidity and integration, this chapter eschews in-text referencing, and resorts to the Chicago notes-and-bibliography style.

In his seminal work titled Researching Lived Experience, phenomenologist Max van Manen wrote: “Lived experience is the breathing of meaning. In the flow of life, consciousness breathes meaning in a to and fro movement: a constant heaving between the inner and the outer” (1990: 36). Living itself is inherently a process of meaning creation, as our consciousness does not merely record phenomena but actively shapes, interprets, and expresses them. To study lived experience is, therefore, not simply to add anecdotes or illustrations to existing theories about human psychology, culture, society, history, or education but to engage with the source of meaning-making itself. It is to interrogate the very frameworks that condition what and how we experience. In this sense, the 12 chapters in this volume do more than report music performers’ lived experiences; they fully recognise the epistemological weight of lived experience, revealing its constitutive role in knowledge production and demonstrating how it provides the foundational ground from which theory can conceptualise, analyse, and organise phenomena.

The chapters also collectively embody the phenomenological insight provided in the epigraph – that the only way to think, imagine, grasp, and appreciate a point of view is to inhabit one; and that first-person perspectives reveal dimensions of meaning that remain inaccessible to external accounts. While each of the chapters offers a distinctive perspective on being a music performer and making music, readers will also observe recurring themes across the volume that reveal shared values, concerns, and aspirations. These include: the importance of experiencing agency, ownership, presence, spontaneity, and freedom – of being and becoming oneself – in performing; the pursuit of consistently positive performing experiences and self-transformation; the need to challenge and transcend deeply rooted and limiting norms, expectations, and stereotypes within classical music performance culture; the aspiration to become oneself anew and to merge with the music in each act of performing; and the recognition of the primacy of the social dimension of music-making, and the valued intersubjective encounters and sense of togetherness it affords. In fact, many of these themes surface powerfully also in the first volume, Music Performers’ Lived Experiences: Theory, Method, Interpretation. The contributions in both volumes also gesture, in different ways, towards resisting static notions of performance, instead recognising it as always emergent, weaving together sensorial, emotional, cognitive, embodied, and social threads into acts and events that feel both deeply personal and radically shared. Engaging with such lived experiences – of musickers and also creative artists more broadly – is particularly urgent and valuable in our troubled times of “declining optimism”, “deepening geopolitical and geoeconomic tensions”, “a growing sense of societal fragmentation”, and “uncertainty” (Elsner et al. 2025) as this engagement foregrounds values, aspirations, and solidarities that can help sustain meaningful, fulfilling ways of being, and guide us towards more cohesive and flourishing ways of being together. Even in the face of overwhelming contemporary challenges and threats, the curiosity, creativity, generosity, integrity, and beauty I have encountered as editor in the  15. research endeavours and narratives of each of my contributors make it impossible for me not to feel optimism for the future of humanity.

To reiterate a point I made in the introduction to the first volume: the complexities of studying lived experience call for multifaceted research approaches that embrace first-, second-, and third-person perspectives. Consequently, my emphasis on the importance of first-person approaches in this volume is not meant to diminish the vital contributions of second- and third-person approaches to our understanding of the endlessly fascinating world of music performance, but rather to advocate for creating more space within the discipline for first-person methods and narratives, and the subject positions they entail. Needless to say, there remains much work to do, and these volumes invite researchers and performer-researchers to consider perspectives beyond the western classical tradition, to engage with wind and brass players, percussionists, conductors, as well as with performers with diverse backgrounds, training, and aspirations. I hope the two volumes will inspire further enquiry into the subjective world of music performers and encourage scholars to attune themselves more closely to the lived experiences of performing musicians.

I also hope that the second volume, Music Performers’ Lived Experiences: Personal Perspectives, will serve as a benchmark for performer-researcher endeavour, shaping standards and advancing critical conversations in the field, and that it will stand not only as a testament to the current state of practice but also as a model of how performance and research can be brought together into productive dialogue – thereby inspiring and guiding both established and emerging performer-researchers to contribute to and further develop the field.
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“No account of the whole can be complete if it doesn’t account for the accounting of the whole, that is, if it doesn’t make sense of our curious wonder about the whole”.

(Engelland 2020: 6)




“[A] home cannot be ‘given’ from any external perspective. Rather, it is … experienced as such from the perspective of the participants, as belonging to a home”.

(Steinbock 1995: 233, emphasis in original)



Over the years, performing in public has acquired a homecoming quality for me such that each concert I play feels, to varying degrees, like an act of returning and being at “home”, blending experiences of belonging, connectedness, comfort, safety, and agency. The intensity with which such a blend manifests itself during any given performance depends on the degree of my familiarity with the different particulars of the occasion, which renders the lived experience of each performing event unique in terms of its tapestry of personal meanings.1 In this connection, the performance I gave, of Mozart’s Piano Concerto K. 459, no. 19 in F major, to round off the past concert season brought forth an especially prominent feeling of being at home, due to the felicitous convergence of several factors heightening my sense of familiarity (Figure 1.1). In the past, I had given many chamber music and concerto concerts, including another performance of K. 459, in the same spacious venue, which discourages the emergence of an “up-here-down-there” or “us-versus-them” division between musicians and their audiences owing to the absence of a raised stage. There are no fixed seats, and the audience can sit as close to me as they like. In fact, I much prefer spatial proximity with my listeners when I play as this generates the feeling of making the music together – they become more like guests I welcome to my house, and perhaps I become their guest in return. Furthermore, some of the musicians in the London Concert Sinfonia are personally known to me as we had shared various music-making experiences in the past. The old but well-maintained 1920 Bösendorfer grand in the venue has become a good friend and a reliable artistic collaborator since I first performed on it several years ago, and I anticipate walking up to it eagerly, knowing that it will welcome my touch. I should also mention that I sit quite low when I play, and since not all concert venues have
 17.  18. a piano bench that can go low enough, I bring my own adjustable folding chair to each performance. During my latest performance of Mozart’s F major concerto, there were also some familiar faces in the audience, making the occasion even more welcoming.


[image: This image shows a full colour concert flyer for the author's performance of Moart's Piano Concerto no. 19 in F major, K. 459 with London Concert Sinfonia]
Figure 1.1 
Concert flyer for the author’s performance of Mozart’s Piano Concerto no. 19 in F major, K. 459 with London Concert Sinfonia
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However, the crucial factor that securely held together the different elements involved in this relational dynamics during the performance – establishing psychological groundedness and sustaining the lively feeling of homecoming that I experienced – was my intimate knowledge of the music I played, which rendered Mozart’s score my own and ensured that it “fitted like a kid glove …[and] lay contentedly in its warm familiarity deep within [my] consciousness” (Weir 1995: 352). In fact, even if all else in a performance environment is unfamiliar, owning the piece I play through a personal embodied-affective knowledge and understanding of it would still create some sense of homecoming since this is, for me, the most stable foundation upon which all other relational dynamics play out – between myself and the specific piano I perform on, the performance space, the audience, and my co-performers if there are any. In addition to incorporating compositional details – harmonic moves, rhythmic patterns, textural shifts, etc. – and the multi-sensory nuances of the expressive shapes these musical materials acquire under my hands, this intimate knowledge is also holistic in that it encompasses a personal embodied-affective mapping of the whole of a piece – i.e. of its “large-scale structure” or “form”, to use music analytical terms. Such mapping facilitates an “uninterrupted flow” of music-making that withstands the “inherently indeterminate and unpredictable” environments live performing entails (Doğantan-Dack 2012: 38). Indeed, during the performance of Mozart’s F major concerto last season, it was my thoroughly bodily internalised and personalised knowledge of the music’s form that enabled me to respond seamlessly when the conductor accidentally knocked over the stand-light of the concertmaster with his baton in the middle of a tutti section in the first movement: I swiftly left my piano chair, repositioned the stand-light, returned to the piano and resumed playing at my next entry – all without any sense of interruption – maintaining the continuity of (my experience of creating) the piano part and ensuring cohesion in the string section. Crucially, this internalised knowledge wove my performing self into the fabric of the music. In other words, I did not merely know, from an architectural overview of the score, where I was in the music at each moment or what musical material was coming up next; more critically, I knew how my performing body and self would unfold or become with each phrase of the piano part – how they would manifest and be lived in their effortful-gestural contour and trajectory – even though it was impossible (and, indeed, undesirable) to foresee every experiential nuance, given the uniqueness of each live performance and the contingencies it entails. Indeed, I consider such (temporally extended) awareness of my performing body and self in relation to the music I play an integral part of my knowledge and understanding of that music, and of its score. While various authors have questioned the psychological relevance of music’s large-scale structure – not only for listeners (e.g. Cook 1987; Karno and Konecni 1992; Levinson 1997; Tillmann and Bigand 1996), but also for performers (Leech-Wilkinson 2012)2 – musical form has experiential reality for me  19. in the sense of being “characterized by having a subjective ‘feel’ to [it], that is, a certain quality of ‘what it is like’, or what it ‘feels’ like to have [it]” (Zahavi 1999: 111). Furthermore, I regard the experience of creating and living, in real-time, the form of a piece that I know intimately a decisive aspect of what makes performing so rewarding. Similar to Daniel Barenboim, I find “being able to live a certain piece from beginning to end without any interruption, without getting out of it” one of the most fulfilling dimensions of live performing and share Edward Said’s rejoinder that “It’s an experience, really, of a kind of immediacy that is all-consuming” (Barenboim and Said 2003: 36).

My aim in this chapter is to reflect on what it is like to know the form of prenotated tonal pieces of music through embodied acts of music-making at the piano – a process that simultaneously renders the piece my own. As suggested by many of the terms I used in the opening paragraph, the subjective experiences I consider in this connection are fundamentally affective in nature – i.e. they concern embodied-psychological feeling states, or felt experiences. Since there has been no research on how such affective experiences manifest in the performer’s consciousness and what it is like to experience them, the inquiry I present is exploratory and aims to establish introductory groundwork for future research in this highly complex, uncharted territory. The main idea that will emerge from my discussion is that musical form is experientially constituted and known by the performer as an affectively organised whole, through a process that mutually constructs the maker – i.e. the performer – and the made – i.e. the music as performed. Although this offers a novel scholarly perspective on musical form, it should not seem entirely unexpected because all experiences – indeed, all perception, cognition, and motor activities – are infused to varying degrees with affect. The subjective character and the thickness or fullness of our engagement with the world is shaped primarily through such felt experiences.

A large body of research that has emerged over the last few decades strongly indicates that affectivity – the capacity to be affected or to experience affects – is a constitutive dimension of (self-)consciousness, embodiment, and subjective experience, as well as the phenomenology of the self (e.g. Panksepp 1998; Damasio 1999, 2003; Davidson et al. 2003; Gallagher 2005; Ratcliffe 2008; Sander and Scherer 2009; Zadra and Clore 2011; Fuchs 2013; Jones 2013; Slaby and Wüschner 2014; Colombetti 2017; Salvatore et al. 2024). An affective state functions as a “neurophysiological barometer” (Duncan and Barrett 2007: 1185) or an embodied interpretative mechanism that registers and assesses sensory and contextual information by highlighting what is salient and relevant to the subject. It positions the individual within her physical and social environments by orienting her toward their personal significance, and disclosing objects, events, situations, and processes as valorised and imbued with pre-reflective meaning3 “long before the mind engages in propositional manipulation of [them]” (Asma and Gabriel 2019: 14). In this process, the felt body plays a central role as the “sounding board” (James 1884: 191) and “the arena in which affective self-consciousness manifests itself” (Slaby and Stephan 2008: 509). In contemporary research, felt bodily changes – i.e. interoceptive or somatic markers signalling shifts in the body’s internal landscape – are  20. not “merely seen as accompaniments of [affective] intentionality, but increasingly as inextricable from the evaluative awareness of the person’s current situation” (Slaby 2012: 151, emphasis in original). Indeed, bodily sensations are widely regarded as the sine qua non of affect.

Crucially, because it integrates sensory perception with felt bodily information, affect is not only world-disclosing but also “self-disclosing” or “self-disclosive” (Slaby and Stephan 2008: 506; Slaby and Wüschner 2014: 214). The bodily resonances that an affective state involves are registered not only as indicators of the personal significance of various phenomena in the world, but also as “specific modifications of our personal existence” (Slaby and Stephan 2008: 511, emphasis added). As a result, one finds and feels “oneself in a certain relation to something … an evaluative awareness of which goes hand in hand with a registering of one’s existential situation” (Slaby and Stephan 2008: 506). I not only feel the affective impact of phenomena in my physical, psychological, and social environments, but also experience my self shifting through a range of felt states as a result of these affective encounters. Slaby (2012) argues that self-disclosure during an affective experience is intimately connected to one’s embodied sense of agential potential: “Whatever is encountered in the environment”, he notes, “is processed by default through one’s corporeal sense of ability, through the feeling of one’s capacity to act or to come to grips and cope with what affects one” (Slaby 2012: 152). It is through the mediation of a pre-reflective sense of I can/I can’t – “an embodied sense of capability (or its marked opposite, a specific sense of inability or incapacity in relation to something that confronts one)” (Slaby 2012: 152, emphases in original) – that affect enables a person to have a visceral sense of what is at stake in any given situation, and to discern “the opportunities for and costs of acting on the environment …[and pursue] beneficial consequences such as conserving energy, attaining goals, and avoiding danger” (Zadra and Clore 2011: 681). Affect is thus fundamentally relational in nature, emerging from the dynamic interplay between self and world. Just as our senses afford us the ability to differentiate phenomena and navigate the world, affect affords us the capacity to resonate with phenomena in ways that make them matter personally. In discussing affect, Clore and Huntsinger compare its workings to those of light, which is not directly perceivable but “can be seen only in reflection”, arguing that “[t]he effect of both affect and light depend on what they illuminate” (2009: 39). In illuminating and revealing the world in a particular way, affect simultaneously discloses a particular way of being-in-the-world, suffusing subjective experience with significance and mattering.

Given the increasing importance of affect as an area of research and a tool for analysis in the humanities and the social sciences – a development that has been recognised as an “affective turn” in scholarship (e.g. Clough and Halley 2007; Gregg and Seigworth 2010; Wetherell 2012; Thompson and Biddle 2013; Knudsen and Stage 2015; Mouslim et al. 2025) – it is conspicuous that music performance studies in general, and the area of analysis and performance in particular, have not yet encountered the impact of this scholarly re-orientation in a sustained manner. Even though much progress has been made in the twenty-first century towards acknowledging and understanding the performer’s indispensable role  21. in the generation of musical meanings, and moving away from the trope of the self-effacing and disappearing music performer that permeated the textualist and structuralist agenda of western art music scholarship for a long time (Cook 2013; Doğantan-Dack 2022a), discourses in music performance studies largely continue to represent the performer as an absent presence by neglecting to foreground her affectivity, and thereby her fleshly and wilful particularity, in relation to the act of music-making and the music she makes (Doğantan-Dack 2020).4 Specifically, the self-oriented dimension of affective experiences that emerge during music-making – which discloses to the performer the continuously shifting felt dynamics of her performing body and her particular way of being-with-the-music – is entirely overlooked in analytical studies.

In some of my previous research, I put forward the experience of being affected – simultaneously by one’s lived performing body as it interacts with the musical instrument
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