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Conclusion

Although our results tally with those already mentioned in scientific literature, more specifically, when it comes to the different work stages of a musician (Chaffin and al, 

2003), we have observed a new work stage that we’ve named Artistic Appropriation. The methodology developed will lead us, in future researches involving 8 subjects, to 

study the entire creative process of interpreting an original musical piece.

Materials and methods
Data collection

• One expert guitarist working on the piece « Why »

by Andrew York

• 14 rehearsal recordings with verbalizations

• Reflexive questionnaires (inspiration, loss of

sense of time, evaluation of what happened during

and between rehearsals)

• Observation of videotaped rehearsals by an expert

• Codification in Nvivo 8

• Explicitation interviews (Vermersh, 2010) to obtain

additional data on what is a creative moment for the

subject

• Self-confrontation interviews (Theureau 2010)

encouraging verbalizations of the action a posteriori

to obtain additional data when extra elaboration

was necessary

Analysis

•Qualitative content analysis of the rehearsals

(Bardin 2007) to determine the work stages

•Analyse par théorisation ancrée/Grounded Theory

Analysis (Paillé 1994) to analyse all data

Results
•Five specific working stages

Scouting-it-out, Section-by-section, Gray stage and Maintenance, confirming previous studies (Chaffin & al,

2003), but also a new stage taking place before Maintenance, the Artistic appropriation (Héroux & Fortier,

2014)

•Auditory reminiscences of the piece (earworms) between rehearsals

These memories eventually became longer and more accurate, but subsided when the subject entered the

Maintenance Stage.

Artistic appropriation stage

In this stage, our subject would seek a feeling of accuracy in the expression (phrasing, dynamics, tone, etc.), 

corresponding to his global image of the piece. To achieve the expressiveness sought, the subject connected 

extra-musical analogies and narratives to the music. For example, he draws analogies between the color grey, 

the sound of a specific chord and the character of the piece, thus improving his technical execution through a 

gesture corresponding to the emotion (sadness in this particular case). He also associated emotions (sorrow, 

regret) with the music and used metaphors to make the musical interpretation more personal and emotional. 

For the subject, the emotions emerging from these analogies and metaphors during the interpretation of the 

piece were indicators that the choices he made were relevant, accurate and coherent. The feeling of 

authenticity and accuracy of the expressiveness in the interpretation was used by the subject as a criterion of 

validation of the quality of his musical interpretation.

Discussion

•Auditory reminiscences as indicators of an

incubation phase

This phenomenon suggests that "something" happens

between rehearsals akin to a form of incubation (Wallas,

1926) of the mental representation of the piece (Héroux,

Fortier & Lambert-Chan 2012).

•The use of creative associations in the work of a

musical piece

According to Lubart (2011) and Lubart & Getz (1997),

analogies and metaphors are the product of emotional

connections between a task (in this case, a work of

interpretation) and past emotions felt in different situations

(in this case, grayness and regret). Thus, we can assume

that the character, With Sorrow, and the title of the piece,

Why, became emotionally significant for the subject,

generating what the authors call a creative association.

•The use of convergent and divergent thinking in the

work of a musical piece

Also, according to Guilford (1968), the creation process is

characterized by a constant back and forth movement

between convergent thinking (evaluation and analysis)

and divergent thinking (analogies and metaphors). Thus,

in the construction of his interpretation, we noted that our

subject used divergent thinking to generate analogies and

narratives, but also used convergent thinking when

evaluating his choices of extra-musical materials before

validating with the score or with the title of the piece.

•The impact of extra-musical material and emotions

on the performer’s body tone

As the use of extra-musical material helped the subject to

bring forth a convincing interpretation of the piece, we can

conclude that those mental tools had a concrete influence

on the instrumental execution. Indeed, researchers

(Damasio, 2010, Bosse, M. Jonker, Treur, 2008) argue

that emotions have physical impacts on the body,

measurable by somatic indicators such as heartbeat

fluctuations, sweat, muscle tone, etc. Consequently, the

emotions triggered by the subject’s extra-musical material

would have altered his muscle tone, thus helping him

achieve the expressiveness sought.
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How to explain the process of creating a musical interpretation:

the experimentation of a methodology

Triggers

• Fixation of the 
formal image

• Detachment from 
the score

• Seek of the 
stabilization of 
the resulting 
sound

Seek of a 
feeling of 
accuracy

• Seek of a feeling 
of authenticity in 
the expressivity

• Emotional and 
physical 
resonance

Extra-musical 
material

• Sensitive 
analogies

• Narratives

• Inhabited 
silences

Impacts

• Ensure a 
convincing and 
consistent sound 
result

• Help to keep 
inspiration and 
concentration

• Appropriation of 
the musical 
material

Introduction
Research on the work of expert musicians 

Elements studied :

• The concept of deliberate practice (Ericsson, 

1997)

• Effective learning strategies (Parncuttt & 

McPherson, 2002)

• Elements that constitute the expression (Juslin & 

Sloboda, 2010)

• The stages of practice (Chaffin & al, 2003).

Elements not studied yet

• The creative aspect of working on an 

interpretation «in situ»  

• The presence of elements related to the music 

worked between repetitions


