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In higher music education, problems have been reported regarding students’ lack of independence in one-to-one instrumental/vocal lessons, little space for reflection, and education based on a hierarchical master–apprentice tradition, regulating and restricting students’ opportunities to learn and reflect. This article concerns video-recorded feedback activities in one-to-one instrumental/vocal lessons in specialist music teacher education, paying special attention to the space offered for student self-reflection and independence. The data comprise video-recorded one-to-one instrumental/vocal lessons between students and teachers. A social semiotic perspective is used to study representations of feedback meaning-making in the interaction between students and teachers as well as the understandings and approaches related to traditions and norms in music education. The findings indicate that feedback is constructed through two contrasting discourses, resulting in various ways of realizing feedback related to reflection opportunities. The negotiating discourse emphasizes opportunities for student self-reflections, drawing on current institutional curricula and government requirements regarding reflection abilities. In contrast, the controlling discourse emphasizes constraints on such opportunities, connected to the hierarchical master–apprentice music tradition. The feedback approaches realizing these discourses are described in terms of space for conversation or exploration as well as a call for attention or re-creation, evident in all studied lessons. The discussion addresses some didactic issues regarding the findings.
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INTRODUCTION

This study examines feedback situations in one-to-one instrumental/vocal teaching in Swedish specialist music teacher programs, paying specific attention to how self-reflection and independence are given space in teacher–student interaction. The ability to critically and independently “reflect on [one’s] own and others’ experiences” (Swedish Code of Statutes [SFS], 2010) is a required learning outcome in all vocational programs in Sweden. Also, reflection abilities are expected as a learning outcome in all education systems in Sweden (Swedish Code of Statutes [SFS], 2009) and many other European countries (Gaunt, 2016). With this learning outcome implemented in music teacher education programs, students’ reflections can be expected to be used in individual instrumental/vocal teaching.

In the literature, feedback is described as one type of activity in the domain of formative assessment practice, defined by Black and Wiliam (2009) as an activity to elicit, interpret and use evidence of student achievement in order to make decisions about the next instructional step. In such decision-makings, the agents, including both teachers and learners and their peers, and the possibility to create discussions are considered important. Feedback is also understood as a strategy to move learners forward (Black and Wiliam, 2009) and as an information provided by a teacher or a peer, regarding aspects of the learners understanding or performance (Hattie and Timperley, 2007). Hattie and Timperley propose that feedback questions regarding goals, progress and feed forward activities have to work together to be reflected and answered, unless they can inhibit the effect of feedback on learning.

The concept reflection is described by several authors in ways appropriate for this study. Dewey (1910/2003) defines reflection as a meaning-making process of experiences related to other experiences, transformed into knowledge that can be practiced. In a similar way, Schön (1984) points out that reflection-in-action is the core of practice with due to its intertwining of thinking and doing. Also, when a practitioner reflects-in-action, it is a form of intuitive understanding, embodied as a feel for the artistic performance. However, Schön also points out that reflecting-on-action, with descriptions of intuitive knowing, can feed reflections and enable individuals to restructure, test and criticize their understandings. Related to artists, Crispin (2021) argues that, even though the reflection is framed verbally, the reflection itself resides inside the artistic practice as a knowing in performing. Since the study concerns musical practices, the concepts of reflection in and on action fits these practices well.

The described definitions of feedback and reflection raises questions of how reflection can be realized in feedback situations in music education, especially when previous research has reported problems regarding students’ opportunities to reflect during teaching (Gaunt, 2008) due to restricted learning practices in Nerland (2007) and reproduction of the master–apprentice teaching tradition (Bull, 2019). The aim of this study is to explore how opportunities for student reflection in feedback situations are constructed and realized in one-to-one instrumental/vocal lessons in specialist music teacher education.



FEEDBACK AND REFLECTION IN TEACHING

Feedback through teachers’ use of embodied and musical demonstration as well as verbal comments and reflections, in response to students’ own playing or singing, is common in higher music education (Gaunt, 2008; Sandberg-Jurström, 2016; Georgii-Hemming et al., 2020), music education in public school systems (Cranmore and Wilhelm, 2017), and music instruction outside the school system (Sandberg-Jurström, 2009). However, one-to-one instrumental/vocal teaching in higher music education has been described as a “relatively passive process of direct copying” (Burwell, 2013, p. 280) and as the reproduction of knowledge through students’ trusting their teachers’ knowledge and experience as musical experts (Gaunt, 2011; Holgersson, 2011; Laes and Westerlund, 2018). This relationship is explained as a teacher–student power dynamic, with the teacher controlling rather than negotiating the interaction (Gaunt, 2011). These education models, derived from a master-apprentice tradition common in instrumental/vocal tuitions (Burwell et al., 2019), is also considered to be governed by discursive practices (Nerland, 2007) and regulated by a certain musical belief system (Christophersen, 2012) as to what is legitimate to know and learn. Additionally, such education reportedly inhibits students’ development of self-responsibility, own individual artistic voice, and ownership of the learning process (Gaunt, 2008). Although individual instrumental/vocal lessons are considered to offer students powerful learning models, such as instruction, advising, and coaching (Gaunt et al., 2012) as well as explanation, guidance, imitation, and feedback (Burwell, 2012), they also offer a tradition of teaching these models in isolation (Gaunt, 2008, 2011; Burwell, 2012), hidden behind closed doors (Carey et al., 2013). Also, social approaches to learning and teaching, such as nurturing and cultivating aspects, have been used in one-to-one tuition (Hallam, 1998). Nevertheless, lessons are often described as “secret gardens” (Burwell et al., 2019) where teachers’ work might appear to be private interaction characterized by “businesslike intimacy” with non-verbal interaction (Burwell, 2012, p. 150), and with few opportunities for teachers to engage in shared exchange and reflection (Gaunt, 2016). The lack of reflection opportunities in such situations can be seen as problematic due to universities’ requirements to promote increased equality and strengthened democracy in society as well as lifelong learning, while striving to renew content and teaching methods to achieve lasting participation in the knowledge society (SOU, 2001). That classical music practices in higher music education reportedly legitimize competition, hierarchy, and exclusion, and that this tradition is recreated year after year by educational institutions (Bull, 2019) and is difficult to change (Georgii-Hemming and Westervall, 2010; Jordhus-Lier, 2018), contribute to the problem. In addition, Burwell et al. (2019) has stated that completely cloistered reproduction cycles, in which apprentices themselves become masters teaching skills in isolation, have no place in the twenty-first century.

Even though critical reflection is not considered particularly evident in higher music education institutions, competence in critical thinking and reflection are still emphasized in order for students to become lifelong learners (Johansson and Georgii-Hemming, 2021). Reflective practices in higher music education are considered to have potential to enhance students’ ability to take responsibility for their own learning (Carey et al., 2016), create opportunities for deeper understanding of learning practices (Esslin-Peard et al., 2016), contribute to artistic knowledge development, and secure professional musical success (Georgii-Hemming et al., 2020). Also, as pointed out by Hallam and Bautista (2012), some of the most important regarding musical learning is to provide appropriate opportunities for feedback, reflection, understanding, and meta-cognition. In line with this, Creech and Gaunt (2012) emphasize that a shift from the traditional master-apprentice model is required to implement a more facilitative model where students and teachers reflect, collaborate, and problem-solve together. Likewise, the importance of working in shared knowledge communities of an expert culture, with focus on collaborative activities, innovation and creativity is highlighted (Hakkarainen, 2016). Such a shift from an instructional pedagogical approach to learning through students’ own experiences is considered to benefit the students (Lebler, 2016). As an example, students’ self-reflection using multimodal resources in music, dance, and fashion in higher art education has resulted in improved reflective practices (Barton and Ryan, 2014). Also, students’ extensive reflective work upon their own actions in video documented vocal lessons has resulted in opportunities to utilize the knowledge offered by their teachers (Johansson, 2013). In such cases, music teachers’ reflections on their own teaching processes are considered important for encouraging collaborative dialogues among students, enabling them to build their own approach to learning (Latukefu and Verenikina, 2016). For example, feedback comments in collaborative music classrooms can serve as an opportunity to share personal anecdotes or details, establishing a sense of comfort and intimacy (Chapman Hill, 2019) as well as that collaborative learning with and from peers can create an environment appropriate for mentoring, where students can develop reflective interaction (Gaunt et al., 2012). Also, it is considered that students’ critical reflections related to other students’ contributions in collaborative practices provide a deeper learning as well as a deeper interaction and engagement among the peers (Johansen and Nielsen, 2019). Given the requirement for upper secondary school students to “reflect on their experiences and their individual ways of learning” (Swedish National Agency for Education, 2013, p. 8), developing future music teachers’ critical thinking and reflection on learning processes is crucial.



APPROACHES TO EXPLORING FEEDBACK SITUATIONS

To capture how feedback is used in teacher–student interaction in one-to-one instrumental/vocal teaching in specialist music teacher education, a theoretical design was chosen focusing on how individuals use meaning-making modes, such as bodily gestures, music instrument playing, singing, gaze, and speech, to make sense of the world. In this study, the interest is in rendering such meaning-making activities visible, and in how participants, in accordance with Kress (2010), represent and communicate approaches and attitudes to various phenomena, in this case, how feedback situations emphasizing opportunities for reflection are constructed and realized. In such processes, the term transformation signals the re-articulation of meaning from one to the same mode, for example, from a teacher’s use of a saxophone to a student’s response using the same instrument, whereas transduction signals the re-articulation of meaning from one mode to another, for example, from a teacher’s use of speech to a student’s use of singing. In this study, this implies a focus on teachers’ and students’ knowledge representations through their use of modes, related to attitudes and understandings produced in meaning-making feedback situations during lessons. From this perspective, meaning-making is seen as dependent on the discourses produced in a certain context. With reference to Kress (2010), discourse signals what institutions, such as education or the family, consider knowledge about the world and thus how meanings about the world are organized, produced, and shaped by the “perspectives of a particular institution” (Kress, 2010, p. 110), while multimodal meaning-making is seen as the articulation and realization of discourses. This implies that modes, with their affordances of culturally and socially constructed semiotic resources, let individuals make meanings by representing what they regard as knowledge of the world and the things they want to represent in a certain context, in this case, how ideas regarding reflection opportunities in feedback situations are represented in instrumental/vocal lessons.

Here, feedback is not seen as a question of evaluating the learners, but, in line with Kress (2009), more as an intention to recognize signs of learning, i.e., to hear or see the result of a semiotic meaning-making engagement. In this sense, the study takes into account the view that engagement in the student’s learning process is a question of facilitating learning by using, as Black and Wiliam (2009) advocate, strategies that provide useful lenses for teachers. Providing feedback that moves learners forward is an interesting aspect of the focus on students’ opportunities for reflection in instrumental/vocal teaching. The question of how to create activities that engender progress and feed-forward is in line with this perspective, as is self-feedback oriented to the learners themselves (Hattie and Timperley, 2007).



MATERIALS AND METHODS


Methods

To illustrate the complexity of participants’ use of meaning-making resources (Jewitt, 2006), their interaction and relationships (Baldry and Thibault, 2006), and the understandings and approaches produced in the social practice (Kress, 2010), video documentation, with detailed transcripts (Jewitt, 2006) was used for data collection. The data comprise 18 video-documented instrumental lessons with six teachers and their respective students, a total of three lessons per teacher–student pair, representing several instruments and genres.



Participants and Procedure

Several instrumental teachers at one specialist music teacher educational institution in Sweden were asked to participate in the study. The teachers were chosen based on a desire to sample lessons based on various musical genres and instruments. The six teachers who agreed to participate received written information about the aim and the implementation of the project as well as guidelines regarding de-identification and voluntary participation before signing a written consent form. After that, the teachers asked students to participate, and the six students who agreed received the same information before signing the consent form. These students were all music teacher students from varying grades. Before the study started, both teachers and students were informed about the study’s focus on feedback. They were therefore urged to pay attention to feedback aspects in their lessons, a fact that may have influenced their choice of content and implementation. The video recordings were produced by the teachers over an 8-week period. The lessons lasted 30 min to one hour, and all of them involved the students playing or singing one to three pieces of music on which the teachers made comments.



Analyses

The video recordings were first transcribed with a focus on identifying feedback sequences, after which a detailed transcription was made of the use of modes in feedback sequences in the last six video-recorded lessons. These sequences were analyzed in relation to Halliday’s (2013) three meaning-making principles and functions, the ideational, the interpersonal and the textual functions, of language communication and, in accordance with Kress (2010), linked to a multimodal approach. The ideational function, representing experiences and meanings about actions, states and events in the world through the use of semiotic resources, was used to analyze how teachers and students in their musical meaning-making represented actions linked to reflection in feedback situations. Here, the analyses concerned who did and said what in the interrelation between the teacher and student. Based on the interpersonal function, with focus on how social relations as well as, in line with Baldry and Thibault (2006), attitudes and values are established, maintained, and specified between those engaged in the communication, the analyses aimed to capture how the teachers and students interacted and positioned themselves in feedback situations. To highlight the textual function, representing the formation of complex semiotic message-entities (Kress, 2010), the analyses concerned how the teachers and students, using musical, bodily, or linguistic resources, rhetorically organized and conveyed meaningful messages regarding opportunities to reflect in feedback situations. From this textual angle, the focus also was on how they, with use of body, language, and music performances, motivated and argued for their actions and positions. Based on these functional analyses, it became possible to identify contrasting discourses operating in the meaning-making feedback activities. This overall phase of the analyses was aimed to highlight the participants’ verbally, bodily, and musically communicated views of how to act and use reflections in feedback situations. The analyses were based on the view that discourses are produced in specific institutions (Kress, 2010) as “some aspect of reality from a particular point of view, a particular angle, in terms of particular interest” (The New London Group, 2000, p. 25), and thus conveyed by the participants. Together, these analyses resulted in varying feedback approaches, each highlighting how discourses concerning feedback linked to reflection possibilities are realized in music educational situations. Since the aim of the study is to explore opportunities for student reflections, the analyze is more focused on linguistic than bodily resources, which can be seen as a limitation of the study given the choice of a social semiotic theory and analysis method.



Research Ethics

The Swedish Research Council’s guidelines regarding information requirements, de-identification, voluntary participation, and consent were followed for both teachers and students. To challenge the researcher’s own assumptions and acknowledge confirmation bias, the analyses and results have been presented and discussed by other researchers at research seminars. In presenting the results, no statements or categories are attributed to the involved institution and participants. When a dialogue is cited, the participants are referred to as T (teacher) and S (student).




RESULTS–CREATING SPACE FOR REFLECTION

Two contrasting discourses operating in the feedback meaning-making related to reflection emerged in analyzing the video-documented lessons. The negotiating discourse emphasizes reflection possibilities, offering a large space for student self-reflection, whereas the controlling discourse emphasizes reflection constraints, offering little or no space for student self-reflection. Both discourses occur in each video-recorded lesson, realized in various ways by the teachers and eliciting various responses from the students, depending on the situation and on how semiotic resources such as instrument/voice, body, and/or language are used. These realizations are constructed as feedback approaches with a mix of verbal, bodily, and musically performed instructions, rationales, and expressions intended to help the students advance in their development processes. The feedback approaches concern space for conversation and exploration of musical aspects, as well as call for attention to and re-creation of teachers’ interpretations and instructions. The findings are structured around how the controlling and negotiating discourses are realized in these feedback approaches. In the following, the findings are illustrated by verbal excerpts, photographs, and musical scores. Four sequences from the third video-recorded lessons were selected, each representing the findings.


Providing Space for Conversation

The approach providing space for conversation emphasizes how the teachers create opportunities for the students to discuss various didactic or musical aspects in interaction with the teacher, reflecting on how to learn to play/sing the music. This approach appears in conversations between teacher and student, often starting with a question or statement formulated by either party. Sometimes the students talk about an aspect of or problem in the music played, and sometimes the teachers talk about some interesting aspects of the instrument, singing voice, or music itself. In both cases, they talk about and negotiate these issues together, with freedom for the students to reflect on how to make their own choices and find their own solutions. Figure 1 and the associated excerpt are taken from a double bass lesson in rhythmic improvised music, in which the student practices “walking bass.” After the student has tried to play a walking bass, the teacher points out that such walking basses can become static even when the chords are changing, and therefore need to be reviewed:


01 T: When they [i.e., chord] still change, you can try to get between them.

02 S: But I feel that it always becomes [plays bb, a, g], in any case, I have nothing else.

03 T: [plays bb, f#, g in the small octave].

04 S: [plays bb, f#, g] or

03 T: Yes.




04 S: [plays b, f#, g] or [plays b, d, g]

05 T: Yes.

06 S: Or [bb, a, g].

07 T: Exactly.

08 S: It also works quite well.

09 T: But you can also play [plays a bass line with chromatic movements up and down from bb].

10 S: Yes.

11 T: What has happened?

12 S: [reflects a few seconds] For the second chord I now really think, there you have G minor [pointing at a book on a chair].

13 T: Yes.

14 S: but it can be both [g major and g minor].

15 T: It can be both, so it doesn’t matter.

16 S: So [inaudible].

17 T: Yes [plays some notes], but it can be fine to have some opening variations.

18 S: Yes.




[image: image]

FIGURE 1. Teacher and student conversation.


In the playing and speech-based dialogue with the teacher, the student reflects on how to play a walking bass sequence based on a certain series of chords. First, he has only one solution to this problem, but after hearing the teacher suggest a solution by playing alternative notes on her bass, the student transforms the teacher’s proposed notes into his own walking bass, developing the possibilities by presenting variations on these notes. This ideational meaning-making process is represented by using several semiotic resources, such as instrumental playing, hearing, and gazes, to see and hear the other person’s musical intention, as well as by verbal reflections, statements, suggestions, and confirmations regarding what and how to play. In the interpersonal interaction, the student claims space for his own reasonings and reflections on how to play a walking bass based on a certain chord sequence, while the teacher is positioned as a listening teacher, offering input in the form of a few words and some notes played, finally pointing out the importance of having some variations to play. The student’s discovery of several ways to play a walking bass related to specific chords, his verbal negotiations of different possible solutions, and the teacher’s confirmations led to new student insights into how to develop the walking bass. In other words, the textual function of providing space for conversation is here realized in a feed-forward situation, in which reflections are encouraged as a tool for further development. In this situation, the negotiating discourse is dominant, especially regarding the teacher’s approach to providing space for the student’s self-reflection, realized not only as a dialogue between teacher and student, but also as a self-reflective conversation with oneself. However, the teacher somewhat controls the situation by helping the student find ways to develop walking bass skills, but the freedom to reason about and negotiate one’s own learning dominates.



Providing Space for Exploration

The focus on providing space for exploration concerns how the teachers provide space for students to creatively explore new aspects of their learning and musical performance processes. By first introducing certain musical elements, such as new chords or walking bass sequences, varying singing styles, or new possibilities for violin or guitar playing, and encouraging the students to develop or discover specific insights, such as a new instrumental technique, the teachers offer the students space to explore, reflect on and negotiate how different musical resources can be used. This can be done through joint playing or singing, such as improvised call-and-response sessions or having one party play the melody while the other plays the accompaniment. The teachers use semiotic resources such as speech, instrumental playing, gestures, and gazes to represent musical or instrumental features, and the students respond by developing the teachers’ representations into new performances. In this exploration process, the students’ freedom to reflect on and negotiate how to create their own solutions and interpretations is dominant. This approach is illustrated by Figure 2 and the associated excerpt from a folk music lesson, in which the activity starts with the teacher asking for a drone-based accompaniment on the three first strings on the guitar.


T: You play with these three strings now [points at the three first strings on the student’s guitar], and you can only touch this string [points at the student’s third string]. How would it sound if you accompanied me now in the A part of this [song]?




[image: image]

FIGURE 2. The teacher instructing the student.


In Figure 3, the score shows four bars from the melody played by the teacher (A) and four bars with available strings and notes for the student’s drone-based accompaniment (B).


[image: image]

FIGURE 3. Melody (A) and available guitar strings (B).


In these four bars and throughout the song, the student tries to find suitable notes on the third guitar string (D), while the two first strings (A and E) function as drones (capo tasto on the seventh string), providing rhythmic accompaniment in interplay with the teacher’s melodic playing. The student uses bodily resources such as gazes to pay attention to the teacher’s finger movements when he is playing the melody on the guitar. The student also uses hearing to listen to what the teacher plays and to explore which notes might be a suitable accompaniment for the teacher’s played melody. In this ideational exploration sequence, the student transduces his sight and hearing into the notes and rhythms he finds most appropriate for accompanying the melody. In the interpersonal interplay, the teacher assumes a rather low-key position when only playing the melody, waiting for, looking at, and listening to what the student can discover in his exploratory music making. However, in the last bar shown in Figure 3, the student could not find the note he was searching for despite active exploration. Figure 4 illustrates the dialogue after the exploratory playing session.
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FIGURE 4. Teacher and student searching for (A) and finding (B,C) a specific note.


Since the guitars are tuned differently and use capo tasto on different frets, it becomes rather difficult for both the student and teacher to immediately understand what the other is playing, even though they are playing in the same written key. However, the teacher tries to help the student to find the desired note in the fourth bar, using gazes, gestures, and listening resources (turns 01, 03, and 07) to find out what the student is playing and wants to play. The student is still actively searching for the specific note (turns 04 and 06), using the same resources as the teacher, but eventually finds the note himself (turn 08), the major third in a dominant chord. Before playing together again, using the suitable notes (see Figure 5), the teacher confirms and praises the appropriate choice (turns 9 and 10).
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FIGURE 5. Chosen notes and strings for drone-based interplay.


All the activities in this session can be seen as constituting a creative and exploratory process, ultimately resulting in a functioning drone-based accompaniment. The ideational meaning-making can be described as a way, using several semiotic resources such as language-based instructions and questions as well as gestures, gazes, hearing, and guitars, to offer the student the opportunity and freedom to develop his musical performing via an exploratory and reflective approach. The interpersonal situation with the teacher’s support can also be seen as the negotiation of appropriate choices that lead forward to new insights and learning for both the student and teacher. Linked to the textual function of space for exploration, the negotiating discourse is dominated by the encouragement of exploration, reflection, and discussion realized in the musical meaning-making. Simultaneously, the teacher to some extent controls the situation by giving the student special conditions, such as specific strings appropriate for a specific melody.



Calling for Attention

The approach of calling for attention sheds light on the teacher’s attempt to create conditions for the student to consider the teacher’s interpretations and instructions as well as implicit calls for responses or reflection. Here the teacher’s feedback is expressed not only through comments such as “fine” and “good” when responding to student performances, but also through instructions, stories, and experiences about how to work with the instrument or voice to perform the music. By using linguistic narratives, embodied expressions, dramatized interpretations, and directed gazes and gestures demonstrating special aspects, the teacher implicitly signals communication open to responses and further reflections about how to perform the music, as well as communication about how to reflect on further development issues. Sometimes the teacher seems to be waiting for verbal responses from the student, who sometimes answers with a short response or, most often, with no response at all, which results in a learning process of feed-forward based on controlling rather than negotiating. This construction is illustrated in Figure 6 and the associated excerpt from a classical saxophone lesson, which begins after the teacher has interrupted the student’s performance.
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FIGURE 6. Teacher talking about (A) and expressing (B,C) music dramatically.


In this ideationally based scenario, the teacher draws attention to how to express the music more dramatically. He uses semiotic resources such as language as well as his arms and hands to illustrate how to feel the dramatic expression in the music (turns 05 and 09) and behave like a dramatic actor (turn 11), both in the deep breath before the actual phrase (turn 03) and to reinforce the desired musical expression. The student in turn responds to and reinforces the teacher’s comment about breathing through using gestures and speech and laughing happily (turns 04 and 06). Related to the interpersonal function, the teacher dominates the scene with his dramatic representations, while the student takes a low-key position by listening to the teacher, only responding with a few words. The situation can be described as an invitation from the teacher to the student to verbally reflect on and negotiate musical expression, and thus as feed-forward to further the development of the music meaning-making. However, as there are only a few student responses, here and throughout the lesson excerpt, the teacher’s instructions function more as a call for the student to pay attention to and perform the music in a way adapted to the teacher’s expressed views. With no negotiations or joint reflections about the music, the function of the teacher’s activities become controlling and guiding rather than emphasizing the freedom to reflect and negotiate. However, after the teacher’s instructions, the student’s responses are expressed in a sensitive performance of the music. The musically realized reflection and negotiation of the teacher’s instructions illustrate the student’s perception of how to play and develop the music, using the teacher’s feed-forward on how to dramatize the music as a starting point. The textual function, i.e., call for attention, is here permeated with both control, realized as the teacher’s instructions with no student verbal reflections, and to some extent with freedom to negotiate, realized as what are probably the student’s own reflections during the music meaning-making.



Calling for Re-creation

Calling for re-creation focuses on invitations to students to recreate their teachers’ instructions on how to learn and play the music. This construction is realized in different ways: through the teachers’ illustrative instrumental or vocal musical performances; by using language in verbal instructions and dramatizations; or by using the body in embodied dramatizations. The students respond through imitations and re-creations, by singing/playing, talking, or using the body as a resource. The construction is also realized by teachers and students playing or singing together, with the teachers playing/singing the desired notes, rhythms, and dynamics to illustrate how to play the music, while the students, in real time, recreate the teachers’ performances. These can be described as feed-forward situations in that they somewhat involve the students’ visual, auditory, and mental reflections on how to recreate the music, i.e., the students’ reflections through their own seeing, hearing, thinking, and embodied actions. In these contexts, the controlling discourse is dominant in that the teachers’ detailed instructions and their interpretations of the music are determinative. In the vocal lesson shown in Figure 7, the teacher is sitting at the piano asking the student to expressively interpret a very dramatic song about a poor woman, illustrating how to realize this.
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FIGURE 7. Teacher dramatizing the text with facial expression.



01 T: And how do you say this to me now?

02 S: “Feel [i.e., smell] how I stink, rat sweat rotten fish” [singing].

03 T: Yes, you can mirror it in the face [keeps her hands close to her face].

04 S: I think that I’m a little happy that I smell so very bad.

05 T: Yes, a little like this [turns her face a little upward to the right]. Feel how I say it, again, “Feel how I stink” [turns her head a little to the left].

06 S: “Feel how I stink, rat sweat rotten fish” [reads the text, laughs].

07 T: Yes, you can exaggerate that character, not only in the speech, but I mean, “Feel how I stink,” can you, you [turns to an imaginary audience] should feel how I stink [dramatizes the text with her upper body and face].



Related to the ideational function, the teacher uses her language, body, and the face to present the lyrics expressively (turns 02 and 05): she exaggerates the character in the lyrics (turn 05), invites the student to do the same (turn 05), and emphasizes the importance of exaggerating and feeling the lyrics in the body when communicating to an audience (turn 07). At the beginning of the sequence, the student offers some of her own reflections (turn 04), but later she transforms the teacher’s body- and language-articulated text into her own verbal articulation (06). The teacher dominates the scenario, while the student is listening, waiting, and transforming. In the next sequence, 2 min later, the teacher is standing beside the piano (see Figure 8).
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FIGURE 8. Teacher dramatizing the text with words and facial grimaces (A) and the whole body (B).


When inviting the student to interpret the song, the teacher exaggerates her articulation using some undefined semiotic resources such as words and facial grimaces (turn 01) and her whole body to represent the content of the lyrics, here in a rather cocky way (turn 05). The student responds by transducing the teacher’s dramatized spoken performance into her singing voice by performing expressively, although not as powerfully as the teacher (turns 02 and 06). Regarding the interpersonal function, the teacher positions herself as very active with powerful speech and embodied expressions, while the student applies a calmer approach when trying to express the song in a way similar to the teacher’s. The teacher’s activities using language and embodied expressions in these sequences can be described as a request to recreate what she is representing to the student. At the same time, there is space for the student to reflect on and negotiate how this re-creation should take a form appropriate for herself. However, whether or not the student reflects on her own is hard to discover in this sequence. It instead seems that the student is trying to imitate and thus re-create her teacher’s expressive interpretation. Here, feedback is, according to the textual function, constructed as leading toward the teacher’s obvious set goals for how to interpret the song, resulting in a controlling approach realized as a request for re-creation and reproduction.




DISCUSSION

The article has highlighted how feedback in one-to-one tuition is regulated by two contrasting discourses, resulting in various ways of realizing feedback situations linked to reflection opportunities. While the negotiating discourse emphasizes opportunities for student self-reflection, the controlling discourse emphasizes restrictions on such opportunities. The feedback approaches realizing these discourses are described as providing space for conversation or exploration as well as calling for attention or re-creation, evident in all studied lessons. These feedback approaches are more or less regulated by control and freedom to negotiate related to reflection opportunities, since reflection is given more or less space in the teaching context. The first two approaches offer more space for reflection than do the other two, since the teachers explicitly allow space for reflection and the students actively take the opportunity to reflect during the lessons, searching for solutions and exploring new aspects. At the same time, the teachers to some extent control the situations by helping the students find appropriate ways to solve current problems. This controlling discourse is even more obvious in the approach calling for re-creation, in which students’ opportunities to reflect and make their own decisions about musical interpretation are limited by the teachers’ implicit request for imitation and reproduction. Likewise, calling for attention is constructed as a way of controlling the students’ musical interpretations and expression. However, an interplay between the two discourses is visible in this approach. Although there is some space for reflection in these two last approaches, the student reflection apparently takes its starting points in the teachers’ ideas about how to interpret, shape, and express the music, implicitly realized and shaped by the students in their own musical performances. Nevertheless, the two discourses are working side by side in each lesson, and used by all the studied teachers, obviously needed to achieve their considered goals of teaching.

The teachers’ representations of feedback dominated by the controlling discourse can be seen as strongly linked to the master–apprentice music tradition, in which copying (Burwell, 2013), learning inhibition (Gaunt, 2011), hierarchy, re-creation, and reproduction (Gaunt, 2011; Holgersson, 2011; Laes and Westerlund, 2018; Bull, 2019), as well as certain approaches to learning (Nerland, 2007; Christophersen, 2012) regulate the education. In this study, the teachers’ instructions and requests for the reproduction of demonstrated music-related aspects as well as their decisions about what has to be learned and communicated, and how, are in line with this tradition. That some students adopted a calmer, more reactive posture by listening, re-creating, and reproducing their teachers’ instructions, instead of demanding space in which to negotiate how to articulate and express the music can, according to previous reports of students’ confidence in teachers as musical experts (Gaunt, 2011; Holgersson, 2011), be seen as a result of this tradition. On the other hand, the present findings regarding the teachers’ calls for conversation or exploration dominated by the negotiating discourse, in which the students’ reflections, explorations, and independence are in focus, can be related to later institutional curricula and government requirements regarding reflection (Swedish Code of Statutes [SFS], 2009, 2010) as well as equality, democracy, and lifelong learning (SOU, 2001), requirements considered necessary for teacher students to become well-functioning teachers. Previous reported improved reflective practices (Johansson, 2013; Barton and Ryan, 2014) can be seen as a result of these requirements. In the present study, these requirements were found to be met by the teachers, who allowed space for students to reflect on, comment on, or address specific issues during the lessons, and they could be met by the students themselves by taking space in which to reflect on various issues. Instead, some of the students adopted a calmer and more passive posture, making few or no verbal statements.

Is it possible to create more space for student reflection and independence in group teaching? With group instrumental/vocal lessons, the teachers probably have greater latitude to create an open atmosphere and avoid previously reported secretive and private teaching interactions (Gaunt, 2011; Burwell, 2012; Carey et al., 2013; Burwell et al., 2019) in favor of joint discussion and reflection between teacher and students. Since collaborative teaching situations reportedly encourage and benefit teacher students’ learning and reflection (Latukefu and Verenikina, 2016; Lebler, 2016; Chapman Hill, 2019), such situations would probably increase teacher students’ opportunity to make space for their own reflections.

The fact that reflective practices and collaborative dialogues are considered to contribute to, improve and secure students’ learning (Johansson, 2013; Barton and Ryan, 2014; Carey et al., 2016; Esslin-Peard et al., 2016; Hakkarainen, 2016; Lebler, 2016; Georgii-Hemming et al., 2020; Johansson and Georgii-Hemming, 2021) reinforces the importance of encouraging students to independently reflect on their own learning processes and development opportunities as well as on musical interpretations, problem solving, exploration, and new discoveries. Such competencies is needed to increase teacher students’ opportunities, in their future work as teachers in elementary, secondary, and upper secondary schools, to realize curriculum goals regarding their students’ reflections on their own experiences, as described by the Swedish National Agency for Education (2013). To achieve this, teachers should, in line with Black and Wiliam (2009) statement regarding the importance of discussions between teachers and students, and according to the requirements of reflections set forth in the Swedish Code of Statutes to a greater extent provide space for students’ capacity to act so that they can become reflective and independent learners. A collaborative work, where teachers and students reflect and solve problems together (Creech and Gaunt, 2012) as well as collaboration between students resulting in deeper interaction and engagement (Johansen and Nielsen, 2019), where student can think reflectively about their development (Gaunt et al., 2012) can probably further develop teacher students to be independent reflective teachers helping their future students to reflect.

Although this study was limited in scope, its findings regarding feedback approaches and interaction patterns regulated by either the controlling or negotiating discourse generate knowledge of both potentials and limitations regarding reflection opportunities in instrumental/vocal teaching, appropriate for the field of music didactics and for music teacher students’ professional development. In this sense and with reference to Gaunt (2011) and Hakkarainen (2016), the study also contributes to discussions of how to enable teachers to reflect critically on their own teacher–student relationships and of how reflection opportunities can become part of staff development, building teamwork for student coaching instead of teaching in isolation. Here, reflection-on-action (Schön, 1984) could act as a possible tool for higher education instrumental and vocal teachers to watch and self-reflect on their own videotaped lessons, aiming to identify more opportunities to engage their students in reflective thinking. If such reflections are made collaboratively with colleagues, the reflections can, with regard to Schön, enable the teachers to restructure their understandings of how to act, criticize themselves and test other colleagues’ suggestions.
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01T:

02 S:

Yes, now you express this. You are
[gets up, walks away from the piano,
keeps her arms bent and hands
clenched], “my snot is black and my
farts are” ugh ugh [recites the text
while showing powerful expression
with her voice, body, and face, and
through other sounds].

“My snot is black and my farts are
purple” [sings with less expression
than the teacher].

06 S:

07 T:

Sure, and you are a little cocky

now — whatever you want to call it.

Yes, indeed.

Ha [shows strength and determina-

tion in her body and face], try to
show this with your body.

“My snot 1s black and my farts are
purple” [sings with a little more
expression in her voice, face, and
body].

Sure.
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07 T:

The note you are trying to find
1s the dominant feeling
[points at the student’s third
guitar string].
Yes.
Where would we end up
then? [looking at the stu-
dent’s guitar].
Here it was the fifth.
Exactly.
What I’m looking for is
almost. ..
Then we’ll see [looking at his
own guitar].

08 S: Maybe it’s this [presses the
6™ fret on the third string,
smiles].

09 T: Exactly, that’s nice, very
nice. Wow, that’s going to
be great [looking at the stu-
dent’s guitar].

10 T: [searching for the same notes
on his own guitar].
Let’s see, it’s the third and
then you have the others that
color it a little [playing the
notes when talking]. We’re
trying that, because some-
where in part B I heard you
wanted this note.

11 S: Yes [laughing].
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01 T: Here you have a breath.

02 S: Yes.

03 T: We talked about breathing,
that a breath is noted here.
And then you wonder, “But
why should I take a breath
here?”

04 S: Dramatic breathing [extends
arms to the sides and laughs a
little].

05 T: Exactly, you have charged
so much drama, so you have
simply become like this
[draws air into the mouth,
makes a dramatic gesture
with the right hand] and you
want to bet [bends the arms
with outstretched hands],
because now you really have
a lot to say [raises the arms
next to the head] and you
never know when you will
be ready [bends the arms
with outstretched hands].

06 S: [laughs]

07 T: And then you need a lot of
air, it’s a breath like this.

08 S: Mm.

09 T: And then you simply have
to change yourself, so you
have to be dramatic in your
mind as well [raises and
shakes his right hand
vigorously].

10 S: Yes, yes.

11 T: It’s not enough just to play,
it’s only if you, as an actor,
you have to believe in your-
self, then you should act
naturally in this role.
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