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ABSTRACT

RESTORING THE MALLEABLE INNER SELF:
A JOURNEY OF LIFELONG TRANSFORMATION AND GROWTH

THROUGH MUSICAL PERFORMANCE

Jungmin Grace Han

Classical music performance has long been perceived as the domain of people
with talent. This pervasive way of thinking can inhibit individuals from reaching their
true musical potential. | argue that this problem has to do with the habitual performing
and teaching practices based upon the body-mind dualism, which ignores intrinsically
connected qualities of the performing body and mind. In this project, | aimed to
understand the intrinsic malleable capacity, or my terms, the malleable inner self, as the
intrinsic measurement for lifelong transformation and growth in the context of musical
performance and its pedagogy. Through autoethnographic narrative inquiry with the life
story interview method as a methodological lens, | used the Korean cellist Ms. Lim’s 30-
year transformative journey as an essential testimony.

This project arises from my call for a need of practice to theory, turned from
“theory to practice” in academic studies, which | came to believe opens up a mode of

inquiry that offers continuous growth, as did Ms. Lim’s lifelong transformative journey.



What | mean by practice here includes not only an experience of the researched but even
more significantly, a method adopted by the researcher to reach the experience. In my
reimagination of Ms. Lim’s narrative—in which | redefine her transformative journey as
a musical pilgrimage—the self is the “capacity within.” | cultivated the idea of the
entirety of the musical self, underlying a sense of wholeness or a sense of the self as a
musical whole, the pinnacle of the restored capacity that comes with the body-mind/self-
music unity. In this sense, the malleable inner self or the malleable capacity within is the
foundational condition to be restored to experience the entirety of the musical self or a
sense of the self as a musical whole.

| further reimagined, from the transformative learning perspective, how this
restored self/capacity can reflect understanding of an essential pedagogy, breaking out of
the extrinsic measurement-oriented pedagogical structure in the context of musical
performance. | conclude that every individual musician at all levels retains an inherent,
malleable musical capacity, which can be restored from the unified, liberated mind-body
as the ultimate musical entity. With the capacity-building perspective, my study
demonstrates that students and teachers can open their own doors for ultimate lifelong
transformation and growth by restoring the malleable inner self, turning away from the

long-standing perspectives in classical music performance and its pedagogy.
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| - OPENING

My Story

In the winter of 2008, I was preparing to audition for a master’s program at Yale.
My professors at the time most likely saw me as a quite successful self-driven young
female cellist. I was especially confident about my ability to play “grand pieces,” such as
the Dvorak cello concerto in B Minor and the Prokofiev Sinfonia Concertante, which
most of my women colleagues were hesitant about or afraid to play due to their
perception of lacking a so-called “powerful style of playing,” which most men cellists are
often considered to have. In retrospect, this particular notion, popular in my musical
environment at that time, amplified my arrogant perception of myself, affected as | was
by my teachers’ and colleagues’ praise. As a result, I devoted even more energy and time
to presenting these kinds of pieces at every possible performing opportunity so I could
“show off.” Their acknowledgment—the most significant judgment of my playing at that
time—had imperatively formed the extrinsic perception of my capacity for musical
performance.

I was working on J. S. Bach’ s Cello Suite No. 6, Haydn D major Cello Concerto,
and other few cello pieces that were requested for the audition. Despite my very diligent
daily practices, | could not make myself feel or get any better at these pieces, as if
nothing more | could humanly do to improve. There was something missing in my
playing of Bach and Haydn. The fear of potential mistakes in my playing was a primary

source of the drive to practice with a formidable passion but I still felt my cello playing



had plateaued at the very limits of my musical capacities. Deep inside my mind, | in fact
was oblivious to the fact that such works had somehow intimidated me. | assumed that
the levels of delicacy in these pieces were not characteristic of my sound.

One day among many days of continually practicing the Bach and Haydn with
constant fear, my mother came back from a cello recital and said, “Jungmin, I met Ms.
Lim at the recital tonight!”

I said to her, “Hmmm who is that?”

“Don’t you remember Ms. Lim? You worked with her for a short while when you
were in middle school. It’s been ten years since then! When I ran into her at tonight’s
recital, | got a weird hunch that you should go work with her. She must be the right
person to work with, especially on your Bach suite.”

My mother was a pianist and keen on the characteristics of my playing—which
later turned out to be the limitations | had not yet been able to notice at that time. My
mother’s mention of Ms. Lim brought back out a quaint memory of working with her as a
novice middle-school cello player. I had little memory of her, except my impressions that
were dark and complicated. Now nearly ten years later, | went to play for her again, for
the first time as a young adult. After the sounds of Bach ended, she had me change my
bow thumb position, so that the shape of my bow hand could remain as rounded as
possible. She then said, “Roll your shoulder down and put your armpit weight onto the
cello; then try the piece again.”

After a brief moment, the sound swiftly came through my whole body which wore
its breaths like transparent and genuine air that could hold and emanate my true musical

imagination. My self was no longer imposing sound on the environment. Rather, | felt as



if my entire body belonged to the sound. The profound corporeal involvement in
cultivating sounds was part of a process of re-forming my musical self as a musical,
artistic whole, restoring the intrinsic body-mind and ultimately self-music connectivity.
At the moment | merged into the sound of music, the dichotomy of subject | and object
music (i.e., “I play music”) disappeared, and only the sound, the sole presence of music,
spoke for itself. Twelve years have passed since then, and my body has never forgotten
that feeling of oneness. My calling as a researcher has thus been indebted to that moment

with Ms. Lim.
Background

Classical music performance has long been perceived as the prerogative of those
who have talent (Lopez-ifiiguez, 2019; Persson, 2009; Sloboda, 1996). This monolithic
and pervasive way of thinking can inhibit individuals from reaching their musical
potential. Notably, this issue is intimately connected with many musicians’ habitual
performing and teaching practices, ignoring intrinsic qualities of the performing mind and
body at the expense of automatic, habitual, skilled movements. | have observed as an
insider that this deeply rooted issue in the conservatory tradition has spread throughout
K-12 instrumental education. In institutions with which | am familiar in the U.S., student-
teachers who go on to teach instrumental music are “trained” on their instrument most
likely by the same conservatory teachers. These conditions perpetuate habitual
performing and teaching practices transmitted from teacher to student. How can we then

break these habitual chains and resurrect life-long development in musical performance?
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More than any other musical experience, performance necessitates delicate skilled
movements as the performer is a first-hand creator of living sounds. Despite its profound
physical requirements, however, abstraction has long dominated ways of understanding
music. In this compositional text-based abstraction, the performing body can be
unrecognized as a key contributor to lifelong transformation and growth in musical
performance. The bypassing of whole-body involvement in performance, | argue at
length, is a consequence of the mind-body dualism rooted in Western culture where the
body has been neglected in favor of the mind (Bresler, 2004; Johnson, 1990; Merleau-
Ponty, 1964; Shusterman, 1995), yielding notions of the “high” musical mind versus the
“low” bodily technique in the tradition of performing musical arts and corresponding
pedagogy (Han, 2019).

What has been overlooked in this paradigm is the living body as the lived agent of
the musical self. At the expense of the static, unconsciously habitual performing body, the
unfortunate result is the dissociation not only of the body from the mind but also of the
self from music, which leads to a failure of lifelong musical transformation and growth. |
argue that this broken relationship—fundamentally caused by the ignored body—appears
as the inhibited, static capacity for musical performance. Instead, | postulate that the body
is in fact the core agent of the inherently malleable capacity within the self. Notably, this
seemingly personal issue is implicated in the socio-pedagogical structure, and driven by
extrinsic measurements (e.g., winning competitions and having showcases). | thus
speculate that the pervasive and erroneous belief in talent-based classical music
performance is sustained by an extrinsic measurement-driven pedagogical culture across

music performance education and instrumental education.



Journey of Breakthrough: The Three Realms

Under an extrinsic goal-driven pedagogical structure, | had conceptualized my
breakthrough experience as a performer, initially catalyzed by Ms. Lim, into the three
realms: the Habituated Realm, the Transformative Realm, and the Regenerative Realm.
When | momentarily crossed paths with Ms. Lim, it struck me as a performer that | still
have the malleable capacity within to be redeemed. However, despite my momentary
breakthrough towards oneness, the entire process of regenerating my musical self was
still encumbered by the extrinsic perception of my musical capacity.

After moving to U.S. to study, my goals for practice, remaining the same, could
not escape my teachers’ expectations and needs during weekly lessons to “master” pieces
that we worked on. The more | strived to meet their expectations, the farther | was from
my musical self. As a result, I lived the same musical being in a reinforcing way to
“show” myself as the finite product. After five years, in the winter of 2014, my
breakthrough came in the form of crisis in my musical being when | went into my
doctoral program. My advisor said, “This is not the way to go. You are not in tune.” After
being humiliated by these few words, | again delved into the transformative realm by
deconstructing my way of playing cello. The crisis turned into an opportunity to reform
my musical being, and it eventually became a core of this study. Figures 1, 2, and 3

depict the initial sketch I made of the three realms in spring of 2017.



Figure 1. The Habituated Realm

Figure 2. The Transformative Realm



Figure 3. The Regenerative Realm

To better understand how the three realms grew out of my experience, | present the

visualization model of each realm along with the descriptions in Figures 4, 5, and 6.

Figure 4. The Habituated Realm Visualized



In hindsight, I had been in a limited space in my body-mind, which had been created by
the unconscious, habitual, skilled movements which | had been initially taught and
trained in. In the visualization model, I symbolize the delusive perception of my musical
being as if my capability of musical performance were to be pre-determined by the
external measurement-driven pedagogical culture. In other words, when | was in this
habituated realm, | was blind to my true potential as if | were a rigidly fixed entity. In this
sense, | visualized the black outer frame as the breakage between the self and music

while the white part depicts my limited capacities at the time.

Figure 5. The Transformative Realm Visualized

The transformative realm did not take shape until I became aware of my hidden
capacity, inspired by the momentary transformative sensation in my session with Ms.
Lim. Ms. Lim’s guidance, which catalyzed a momentary breakthrough was the opening
of the Transformative Realm. My realization of the fact that | had been occupied by the

delusionary habituated realm caused me to seek the ongoing process of becoming,



moving from the entangled to the liberated. It was not easy as | had to seek constant
change in and of myself, resisting the extrinsic measurement-driven socio-pedagogical
enforcement.

In this Transformative Realm or the realm of becoming, every moment when |
practiced the cello, | was breaking the chains of the old, habituated realm, and newly
awakening my body-mind. The endless process of becoming was a sheer aesthetic
experience, recovering capacity of the body-mind and ultimately, sound. This active
reciprocal process of liberating the body and the mind was also a process of seeking the

ultimate sound of music.

Figure 6. The Regenerative Realm Visualized

The constant process of becoming opened the door to the Regenerative Realm
wherein | experienced the primordial sole unity of the liberated body-mind with a sense
of oneness. The body-mind unity ultimately turns into renewed capacity, giving me such

a sense of transcendence as if | did not exist. My imaginary drawing in Figure 6 depicts
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the ultimate sense of the unity, a condition with no border.

Through the visualized model of the three realms from the Habituated to the
Regenerative Realm, | pictured the white part being expanded into a sense of oneness,
breaking out of the capacity that had been limited by the body-mind dualism. My initial
intuitive idea has become the foundation and motive for my reimagination of Ms. Lim’s

narrative in this project (see Chapter V and Chapter V1).

The Malleable Inner Self

My intuitive idea of the malleable inner self has been used in this project as a
symbolic term, referring to the capacity within that is intrinsically open to growth in
musical performance. It has evolved from my reimagination of the transformative
sensation as a young adult musician, conversing with Ms. Lim’s life-long transformative
journey through which she renewed her musical self in her 50s. From this point, | have
redefined the self as the capacity within in a continuously developing sense. In this way,
the malleable inner self becomes capacity itself that is intrinsically malleable and
transformable.

Through this study, | realized that Ms. Lim’s musical journey, as well as my own,
were in fact centered on the cultivating process of the inner self with the restored body-
mind connection. | experienced restoring the connection of the body to the mind was the
regenerative process of the inner self, breaking out of the aforementioned performance
issue of mind-body dualism, inhabiting not only the personal dimension but the

pedagogical structure.
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In Chapter V, | cultivate the idea of the musical pilgrimage as a lens through
which Ms. Lim’s telling of her transformative journey has been epiphanically rendered.
In the context of Ms. Lim’s transformative journey as a musical pilgrimage, | developed
the idea of the entirety of the musical self or the whole musical self as the pinnacle of her
pilgrimage. | discovered through the telling of her journey that the journey to her inner
self, or her body-mind was a pathway to becoming the full self, expanded to a musical
whole. In this sense, the malleable inner self is the condition of becoming the whole or
unified self.

Before | came up with this symbolic term, the malleable inner self, | originally
aimed for this project to explore Ms. Lim’s 30-year musical transformative journey as an
essential testimony. Through the open-ended inquiry process, the aim of the study has
been expanded to understanding the intrinsic malleable capacity in humans or to use my
symbolic term, the malleable inner self as intrinsic measurement for lifelong
transformation and growth particularly in the context of music performance and its

pedagogy. | continue to see Ms. Lim’s narrative as a foundational source of knowledge.

The Path of the Study

Finding My Way to the Study

My path to knowing Ms. Lim’s lifelong journey of breakthrough and her narrative
reflections began with a topic of embodiment in musical performance which was to me
centered in a transformative musical experience. In the summer of 2016, | was
conducting a pilot case study with two other professional cellists about the significant

role of the body in their performance experiences. The “data” from the interviews were
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quite satisfying and straightforward thanks to the semi-structured interview questions. |
was able to find exactly what was in line with my assumption about the role of the body
in performance.

| was then excited to show Ms. Lim the so-called “themes” I had developed. A
large part of the excitement, in hindsight, came from my intention to test a list of the
questions with Ms. Lim in advance. This actually happened when | had a casual visit with
her. However, I soon noticed her face became dark. “I cannot do it this way,” she said. I
had no clue how I could respond to her reaction; it felt as if my research journey was at
the end of its life. But, the blockage, in turn, became the turning point in my rethinking
about what it means to re-search.

Life’s immediacy and lived experience are already replete with meaning. Despite
the nature of educational research centered on humans’ palpable lived experience, the
experience of the researched and their voice, in conventional qualitative research, often
has been fragmented behind the researcher’s pre-theorized concepts. Once | encountered
Ms. Lim’s response, I realized this way of researching her testimony could result in an
inhibited way of knowing. Considering the need for alternative research methods,
narrative research layered with autoethnography has been re-adopted to reconcile the
conflict that occurred within me. Freeman (2004) called for narrative research as a
contextual way of reaching “the ‘data’ of human lives” (p. 63), given the nature of human
life, which in itself is narratively constructed and understood. Clandinin and Rosiek
(2007) define narrative research as “the process of inquiry.” They argued that the process

of inquiry determines the object of the study rather than the other way around (p. 53).
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Atkinson (2007) took a further step and developed the “life story interview” as a
methodology and a method bridging narrative research. By challenging the traditional
notion of research, according to Atkinson, the purpose of the life story interview is to
help bring its own meaning and therefore should not be led by a particular theoretical
framework unless it would be conducive to eliciting the story itself. Atkinson reminds us
the ontology of life story that is “atheoretical,” “pre-theoretical” in his term, and therefore
produces a different way of knowing than that produced by more conventional scientific
paradigms of research methodology. He presents the guidelines for executing the life
story interview method, as follows:

First, in the telling it focuses on helping the storyteller develop his or her
subjective meaning of the story through using open-ended, reflective questions as
much as possible that help bring this out. Second, in the reading of the text of
their story it can focus on objectively identifying themes, issues, or connections
across the story that may be inherent to the lived experience of the story itself or
based on an existing or preferred theory of inquiry, interpretation, or analysis that
may also be based on the research questions used, if any.

It is only when the researcher comes to the life story later, as a text to be
interpreted, with a theoretical framework in hand to read it with, that the life story
takes on a specific theoretical perspective. This becomes the objective theory
applied to the text of the life story, which can then stand alongside the
storyteller’s unique subjective meaning given to his or her lived experience and
expressed within the text and carried in the story itself. (pp. 234-235)

Meanwhile, by looking into Ms. Lim’s story as essential testimony, I could not
escape myself as an integral part of the study. | see myself in this narratively structured
study as not only the experiencer but also the researcher. Although this study is not
primarily about my life, | came to perceive myself in and out of this study as the student-
performer in a moment of Ms. Lim’s life journey and as the researcher of her life story.

As a result of this reflection, I brought autoethnography into a layered methodology for

this study. Ellis and Bochner (2000) wrote,
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Autoethnography is an autobiographical genre of writing and research that
displays multiple layers of consciousness, connecting the personal to the cultural.
... Autoethnographers vary in their emphasis on the research process (graphy), on
culture (ethnos), and on self (auto) ...Different exemplars of autoethnography fall
at different places along the continuum of each of these three axes. Researchers
disagree on the boundaries of each category and on the precise definitions of the
types of the ethnography. (pp. 739-740)
Given the ontology of the autoethnography as a layered methodology for this study, I
came to rethink my project as a two-layered journey of transformation as the researcher
and the performer. While my interpretation of the performer’s journey of breakthrough
aforementioned of course centers on Ms. Lim’s lifelong transformative journey, it also
entails my transformative experience as a performer who has been profoundly influenced
by Ms. Lim. In the context of the breakthrough journey as the researcher, | particularly
emphasized my research process, what Ellis and Bochner (2000) called “graphy,” and
adopted reflexive ethnography with a confessional tale in which “the researcher’s
experiences of doing the study become the focus of investigation” (p. 740). By using

reflexive ethnography, | strived to bring out the reimagining process of breakthrough as

the researcher budded from my transformation as a performer.

Research Questions

In process of the inquiry based upon my turn to the autoethnographic life story
interview method (Atkinson, 2007; Ellis & Bochner, 2000), the first research question
has been designed to bring forth the lived experience as a foundational source of
knowledge as holistically as possible; the second and the third research questions have
been developed in accordance with the autographic nature of the study focused on my

process of reimagining Ms. Lim’s telling. In this process, I developed my concept of the
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malleable inner self or the intrinsically malleable capacity as a working aim and guide for
this study. Below are the three research questions:

1.  What narrative has Ms. Lim told in terms of her lifelong transformation and
growth in musical performance?

2.  How does Ms. Lim’s narrative inform my reimagination of embodiment
(i.e., the performing body) and its relation to the intrinsically malleable
capacity for musical performance?

3. How does Ms. Lim’s narrative inform my reimagination of a pedagogy

underlying the intrinsically malleable capacity for musical performance?

The Roadmap of the Remaining Chapters

| shared an overview of this project in this current chapter. In Chapter I, I unfold
my conceptual path developed out of the personal reflection on my breakthrough
experience as a young adult performer influenced by Ms. Lim. In Chapter IlI, | expand
my argument on autoethnographic narrative research for this particular study. Based on
the ontology of the life story interview method (Atkinson, 2007) as an element of
narrative research, Chapter IV has been reconstructed as a cohesive story as holistic as
possible in Ms. Lim’s first-person voice without my interruption. In Chapter V and
Chapter VI, with the reflexive autoethnographic writing, I theorize Ms. Lim’s narrative
by interweaving my reimagination of her narrative in scholarly contexts.

The process of doing research has been reflected from the way in which |
interviewed with her to the way in which the chapters have been designed and composed.

By titling Chapter II, V and VI as My Path to Reimagination, My Reimagination I, and
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My Reimagination I, | intend to show the expansion of my way of knowing from my
own transformative experience as a performer developed into my scholarly journey as a
researcher through Ms. Lim’s telling of her lifelong transformative journey or her
musical pilgrimage in my reimagination.

This project has been developed out of my grappling to reform a methodological
framework in practice to theory, by acknowledging Ms. Lim’s narrative knowledge as an
essential testimony prior to my reimaginative process of her telling in theoretical contexts
(see Chapter I11 for more details). Breaking my complacent way of knowing in “theory to
practice” with pre-theorized concepts (i.e., based on other scholarly frameworks), |
executed my first role as life story researcher (Atkinson, 2007). | gradually came to
understand why Ms. Lim was sensitive to an approach in which she would be heard. Her
own life-devoted transformation was not amenable to fragmentation nor could it be
subjugated by a few words in the face of so-called “clear concepts.” Her testimony
should be respected as invaluable lived knowledge in itself as it is; indeed, the
manifestation of her sole musical ontology has grown out of her life-journey. A year
later, | knocked on her door, and talked about my long-standing conundrum and decision
about my turn towards shaping my approach in terms of my vulnerability. “That method
can be a savior,” said Ms. Lim with a faint smile on her lips. It was not the only time she

said the word, “save.”
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I1-MY PATH TO REIMAGINATION

Preface

My project originally aimed to explore Ms. Lim’s 30-year transformative journey
as an essential testimony. Through the open-ended inquiry process based upon the life
story interview method (Atkinson, 2007), the aim of my study has grown to embody
understanding of human intrinsic malleable capacity, or, to use my symbolic term, the
malleable inner self, as a measurement for lifelong transformation and growth,
particularly in the context of music performance and its pedagogy.

In this chapter, I reflect on and imagine my momentary breakthrough as a young
adult performer along with my initial intuitive idea of the Journey of Breakthrough,
presented in Chapter 1. The title of this chapter—My Path to Reimagination—manifests
my intention to unfold my way of knowing as it budded from my own experience in the
form of a concept map, which then bridges to my scholarly reimagination of Ms. Lim’s
narrative in Chapter V and Chapter VI. Thus, this chapter provides my exploratory
understanding of the capacity for musical performance inspired by my breakthrough as a
performer with Ms. Lim in the following categories: Body—the Lived Capacity of
Knowing; Body, Mind, Sound—the Lived Agents of Musical Capacity and ; The Unity

of the Body and the Mind—the Selfless, Infinite Musical Capacity.
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Body—The Lived Capacity of Knowing

Based on my transformative experience as a young performer, | imagine that the
human body itself is the nature and is the inherent form. The human body is self-evident.
We are born with responsive bodies that inherently reason for us with pre-established
alignment and coordination. We human beings are not subjects who either externally
formed our bodies or internally designed how they function. But we tangibly experience
bodily movements as flowing from the way the body is created and discover the
preexisting logic of the nature that is deeply rooted in our bodily structures. This inherent
bodily logic is ineffable in that it is tangibly discovered by our corporeal actions and
sensibilities. The ways and directions in which we use our bodies create certain kinds of
internal sensation and energy within the body intermingled with mind.

The body, in that sense, is the lived agent that impacts the capacity of knowing.
Sheer understanding and knowing the body is thoroughly predicated on lived experience.
Once the body is objectified, its intrinsic essence is elided because this inherent quality of
the body is designed to be corporeally explored, discovered, and experienced. When the
body is experienced in this way, the predesigned organization of the body that represents
the quality of nature is fully activated and known solely by the corporeal actions and
experiences of individuals. Merleau-Ponty (1964) profoundly acknowledged and
explained sensory fields and the whole organization of the body as a manifestation of
nature itself:

Knowledge and communication sublimate rather than suppress our incarnation,
and the characteristic operation of the mind is in the movement by which we
recapture our corporeal existence and use it to symbolize instead of merely to

coexist. Through its “sensory fields” and its whole organization the body is, so to
speak, predestined to model itself on the natural aspects of the world. (p. 7)
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Merleau-Ponty described the body as “the visible form of our intentions” and “our
expression in the world,” which makes it more than a mere means or instrument.
According to him, even our most subtle bodily movements help to shape “pure
knowledge” and our perception of things. Johnson (1987) also believes that our reality is
shaped by the patterns of our bodily movement, and the centrality of human embodiment
directly influences the ways in which we find, develop, and comprehend meanings of
things. Shusterman (2004)* furthermore powerfully iterates the body as “the active agent
of lived experience” with improved awareness of our bodily states and feelings beyond
the body’s external representation.

These scholars view the body as a central subject that does in fact complete the
knowledge of the world, inverting the traditional perspective on the body as a means or
instrument. Merleau-Ponty (1964) disputes the traditional notion of the body and
reiterates the inseparable nature of the body/mind, borrowing Descartes’ idea that “the
soul is not merely in the body like a pilot in his ship; it is wholly intermingled with the
body” (p. 9). The integral body/mind perspective values the body as “the active agent of
lived experience” (Shusterman, 1999) and this corporeal experience involves individual’s
perceptions and feelings in and of the body, which are inextricably intertwined with the

mind.

! American philosopher Shusterman (1999) first coined the term Somaesthetics, explaining that “the
appreciation of bodily beauty and sensory acuity was central to the concerns we now call aesthetics, not
only among the Greeks and Romans but also in Asian philosophical traditions” (p. 307). Recognizing the
value of western and eastern somatic education (such as the Alexander Technique and Feldenkrais, as well
as Hatha Yoga and Tai chi), Shusterman wrote that “from this somaesthetic philosophical perspective,
knowledge of the world is improved not by denying our bodily senses but by perfecting them” (p. 302).
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However, these intrinsic qualities of the body are unseen. | believe that all things
on the earth were created visible and invisible. There coexist phenomena and foundation.
Foundation stands on its own but phenomena cannot exist without the foundation. The
foundation, in nature, is underground, covered by the phenomena like the root of a tree is
invisible and covered by the tree. The phenomenon visually captures our perception and
makes us unconscious of the unseen component that intrinsically completes the totality of
nature. This pervasive tendency misleads us into overlooking the presence of the unseen
and intrinsic bodily essence and function, embedded in the visible exterior body. This
exterior body and observable movements immediately occupy our eyes and hinder seeing
what is virtually happening in the body—the body’s internal malleable capacity, and its
inherent design and function that actively produce the core of knowledge. Human
instinctive perception is drawn to the visible before the invisible, the outward before the
inward, which causes not only a fragmented worldview but also a confined and repressed
self, creating the dualism of body and mind. This dualism yields and replicates an
incomplete and fragmented understanding of embodiment.

The intrinsic intertwined relationship between the body and mind is viably
explored, learned and discovered in depth through the lived experience, overcoming the
mind/body dualism and fragmentation of the world. The action-driven cultivation of the
body itself is the sheer process of experiential understanding of the unity of the pre-
embedded nature in human beings. The invisible sensation of the body becomes tangible
only to those directly experienced in how the body creates meaning and reacts to the
inward self and outward world. The lived experience renders this invisible unity that pre-

exists in us to be tangibly cultivated and understood. The following section will discuss
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further the interrelatedness of the performing body, the musical mind/imagination, and

sound.

Body, Mind, Sound—The Lived Agents of Musical Capacity

Music performing art is predicated upon the immediacy of sounds. The musician
ultimately aims at transparently transforming musical imagination into the lived sounds
of music (Han, 2019). The imagination is musically, viably lived through tangible sound
initiated and created from the performing body. The performing body is in that sense the
intrinsic subject that creates the art of music. The performing body cultivates sounds
through which the musical mind or imagination lively resides. Musical imagination also
cultivates the performing body, but only to a certain extent because the imagination is too
abstract to cultivate intrinsic sophistication of the body to the full extent in which the
musical mind is fully realized as living sound.

Johnson (1987) discussed imagination as central to “making sense of our
experience and knowledge of reality” (p. iX), and presents a notion of the body where
“embodied imaginative structures of human understanding make up our network of
meanings and give rise to patterns of inference and reflection at all levels of abstraction”
(p. xiv). Johnson’s notion of imagination and embodiment implicitly responds to the
central question concerning the lived rediscovery of musical capacity, defining what
makes and matters to music performance in that imagination is only completed by the
living sound.

The music is the sound breathed with the imagination. The performing body is

then the lived agent of musical imagination fully manifested as sound. The musical
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imagination cannot be projected in the sound without the action of the body. In that
sense, the performing body is the active subject in which the ultimate musical beauty is
achieved. Imaginative sound is explored, experienced in the body, and ultimately
actualized through the body. The ultimate musical beauty is the sound through which a
fully liberated musical mind and body live interwoven together.

The performing body is a tangible being only cultivated by actual bodily
movements and sensibilities. This ongoing corporeal process—of reawakening and
sophisticating the performing body’s sensitivities—gives infinite possibilities of what we
will be able to discover further in our performing body. It is therefore incongruent to
objectify the end of cultivating the performing body. Merleau-Ponty (1964) advocated
this principle and wrote,

They are open, inexhaustible systems which we recognize through a certain
style of development, although we are never able, in principle to explore them
entirely, and even though they never give us more than profiles and perspectival
views of themselves. (p. 7)

Therefore, the process of rediscovering musical capacity cannot be separated from the
never-ending journey of corporeally (re)discovering and (re)awakening motor
sensitivities hindered by the habitual performing body. Relearning and liberating the
entangled body resurrects the malleable musical capacity whereby the musical
imagination becomes transparently actualized in the living sound. In my former published
article, I conceptualized how the disentangled or liberated body affects sound capacity:

Phase 1: Newly discovered performing body

Phase 2: Rebuilt relationship between the musician and the instrument

Phase 3: Expanded sound capacity

Phase 4: Recovered freedom of musical expression
Phase 5: Restored malleable musical capacity and capability. (Han, 2019)
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The degree of reawakening and cultivating bodily internal movements/paths is the
transformative subject that may block or provide access to the experiential logic of the
performing body and directly impacts the sounds of music, emanating the ultimate beauty
of music. What does mind—if body and mind are interconnected-then have to do with
musical capacity? In what ways does mind influence the ultimate beauty of music? The

subsequent section will explore these questions.

The Unity of the Body and the Mind—T he Selfless, Infinite Musical Capacity

The world and history of humans have never been free from problems,
compartmentalizations and paradoxes. If our body does “perfect the knowledge of the
world”—as Shusterman (1999) and a few other scholars believe—how should and can we
understand and overcome a fragmented self and world? I could not find an answer to this
question until I tangibly recovered and experienced the pre-existing unity in and of my
musical body/mind. The rediscovery of the self’s pre-existing unity required the
corporeal journey of deconstructing and reconstructing myself, challenging and
overcoming habituated, compartmental ways of being.

After becoming aware that | had resided in the habituated realm, the limited space
of my performing body indeed was the door that opened the journey in seeking the body-
mind unity. From this awareness, | have been enabled to gradually rediscover the hidden
capacity of my body, turning from the unconscious, habitual body into the body
recovered and breathed with new sensations and sensibilities. The regenerated body felt
ineffably liberated, feeling and sensing the sounds of music coming through the whole

body beyond hearing only with my ears. This is the moment when I tangibly experienced
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the beauty of the natural mind-body unity within as if the self were to be expanded to
another world being melted into infinite space of music. It was indeed the experience of
becoming freed from the self.

The relationship of my selfless transcendent experience was predicated on
effortful processes of realizing and then corporeally deconstructing a corrupted,
fragmented, habituated way of being. However, the ultimate end of this effortful process
turned into freedom from effort, which | felt was a gift from the sheer natural body-mind
unity restored. The early 20th-century philosopher of aesthetics, Collingwood (1924)
discusses the effortless beauty of nature:

Natural beauty has no opposite: it is either seen or not seen. ... It is something
for which no one has worked, something that has come absolutely and exquisitely
right by no effort, but by a pure act of divine grace. ... Natural beauty is thus
beauty in its immediacy, a beauty whose special quality is its freedom from effort,
from the attempt to realize something unrealized. (p. 54)

The term of the selfless or self-denying has been described in many ways, including as
“permeable or indistinct boundaries between self and other beyond logical, explicit
description” (Rosenbaum, 2012, p. 274); “nonlocal reality” (Dossey, 2014); and “God’s

Realm, or Heaven Realms” (Epstein, 1995, p. 31). Epstein elaborated this blurred space

of self and other, and body and mind in particular:

In the Buddhist cosmology, the Heaven Realms are places of sensual bliss and
gratification of rapture and aesthetic pleasures. They are inhabited by beings with
subtle bodies, not prone to illness, who delight in music and dance and exist in
extended versions of what has come to be called peak experiences, in which the
participant dissolves into the experience of pleasure, merging with the beloved
and temporarily eradicating the ego boundaries. ...the God Realm represents the
person’s ability to relax ego boundaries to dissolve temporarily, to acknowledge
the joy of connection and of aesthetic and intellectual pleasures. (p. 31)
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According to Epstein, the loss of ego leads us to the space where we can be extended or
transformed, merging into “peak experiences” of “sensual bliss and gratification of
rapture and aesthetic pleasure.” The Bible further emphasizes that the loss of self enables
us to begin to have an invisible yet more intrinsic and permanent power of living, saying
that “For whoever would save his life will lose it, but whoever loses his life for my sake
will save it” (Luke 9:24).

The musical subject must be music itself, not the musician themselves. A
musician must not be the dominant or colonizing subject but be the conducive facilitator
in following the natural unity within the self. The musician’s self-ego then must die away
in order for music to speak to itself. This is when the musical capacity becomes infinite
as if the self were not to exist anymore. Giving in the self ironically does not result in
emptiness but infinite possibilities. How should we then understand the performer’s ego
of the self?

While discussion of the ego goes far beyond this paper, | realized that the ego or
self-centric mind of musician is often intermingled with non-musical purposes for the
performer-self to be acknowledged (i.e., winning competitions). Music then loses its
space for itself, being condescended to a means of achieving a non-musical aim. It
occupies one’s musical capacity as a fixed entity and hinders the sheer value of music.
The sheer end of the musical mind therefore is egoless.

Mind affects the body and the body cannot fool or deceive a current state of the
self’s being. The fully liberated performing body thus solely stays freed from the self-
centered, or the non-musical mind of the musician. The intrinsic power and energy of the

body emanates only when the body is not affected and manipulated by the self-ego of
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musician. Candace Pert, the former chief of Brain Chemistry National Institute of Mental
Health said, “I can no longer make a strong distinction between the brain and the body...
the research findings... indicate that we need to start thinking about how consciousness
can be projected into various parts of the body” (p. 3).

When one’s mental capacity is seized and habituated, bodily movement is also
unlikely to be awakened and transformed as body affects mind and mind also influences
body reciprocally. Johnson similarly states that “the metaphorical projections are
experiential structures of meaning in that the metaphorical projections are highly
constrained by other aspects of our bodily functioning and experience” (p. xvi). For
example, | experienced that the way | was previously taught as it was imposed by such
non-musical purposes not only occupied my mental/mind capacity but also confined my
bodily capacity. | as a result had been able to produce very few, only simple
characteristic of sound that were in some ways robust and rigid. This kind of sound, in
retrospect, turned out to be the evidence of the body confined/fixed mind capacity at that
moment.

The liberated performing body is thus self-evident in the liberated mind.
Therefore, seeking the ultimate or infinite musical capacity is seeking selflessness.
Adorno (1975) believed that one’s imagination liberates us from the repressed under the
society’s culture industry, which has no value and is not satisfying us. Conversely, the
infinite musical capacity, in which music speaks for itself, does tangibly live up pure
freedom beyond one’s imagination. Freedom in that sense is not just an abstract or ideal
concept at least in the performative act of music. Rather, it is the realistic and tangible,

yet transcendent experience realized through the natural unity embedded in the body-
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mind. The physical nature and its beauty in our body-mind are predesigned to let music
speak itself when we acknowledge and respect them, turning the old dualistic or
compartmental selves into the primordial sole unity.

| as musician experience the sheer freedom from the self when | solely get back
into the unity of the natural law in my body and mind. This palpable unity is unveiled
within me with the sheer joy of selflessness. | was not able to meet this ultimate invisible
reality until | challenged and turned away from my habituated and fragmented being. The
humbler | become, the more transparent my music becomes. The freedom is experienced
and achieved within as if | were not to exist and the sound solely existed on its own. The
sustainable and permanent unity remains active in the invisible. The invisible entirety is

no longer idealistic but rather actively experienced in the liberated musical body-mind.

Epilogue

In this chapter, | addressed my exploratory understanding of the musical capacity,
which has been developed out of my breakthrough experience as a young adult music
performer. Paradoxically I had to invite fractionate and dualistic terms in order to picture
the nature of the unity and selflessness. There is no such perfect word that could capture
the living space where body, mind, sound, selflessness back to the sole unity, liberating
those separate/individual names to be an unnamed primordial entity.

Sociologist John Van Maanen (2011), in his book Tales of the Field, described a
dilemma: “Reading about writing is like writing about reading. it often leaves our
practices untouched because it is so remote” (p. 141). Philosopher Lydia Goehr

(Philosophy of Art Lecture at Columbia University, 2016) similarly pointed out the
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discrepancy between doing art and writing about the doing art, giving the analogy of
“grasping the ungraspable” that the text cannot fully capture; the lived art as the art itself
disappears as soon as it is conceptualized and articulated. That may be why Merleau-
Ponty (1964) has said the following:

The meaning of a work of art or of a theory is as inseparable from its
embodiment as the meaning of a tangible thing — which is why the meaning can
be never fully expressed. The highest form of reason borders on unreason. (p. 4)
Writing about “the ungraspable”—that is graspable only through lived experience—urged
me to do a different act of art. This kind of art was the virtual activity of dissecting and

reconstructing the lived experience in a different language to accompany my

reimagination. It will continuously grow out as lived experiences will never end.
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11 - NARRATIVE RESEARCH

Overview

Our lives never separate from stories. We live and think narratively as we story
our daily lives and their meanings. Ellis and Bochner (2000) iterated the intrinsic
interconnection between life and narrative:

Life both anticipates telling and draws meaning from it. Narrative is both about
living and part of it. Personal narrative, the project of telling a life is a response to
the human problem of authorship, the desire to make sense and preserve
coherence over the course of our lives. (p. 746)

The choice of methodology in qualitative research is the essential subject that guides the
researcher to seek answers to the question of how we gain knowledge of the world
(Denzin & Lincoln, 2011). Given this inseparable relationship between not only narrative
and lived experience but also the researched and the researcher, the methodology of my
study has layered the autoethnographic narrative inquiry with the life story interview
method (Atkinson, 2007; Clandinin & Connelly, 2000; Ellis & Bochner, 2000). In the
context of the reflexive autoethnography, | have revealed my research process starting
with my personal story as a motive for this study to sharing my reimaginative process in
the style of a confessional tale in which “the researcher’s experiences of doing the study
become the focus of investigation” (Ellis & Bochner, 2000, p. 740; Van Maanen, 2011).
Employing the life-story interview method, | have explored Ms. Lim’s narrative as an

essential testimony about lifelong musical transformation and growth as holistically as

possible.
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After my pilot case study was executed in June of 2016 (see Chapter 1), the
autoethnographic narrative inquiry with the life story interview has been re-chosen in
resolution to my dilemma of how | as a qualitative researcher may have had brought forth
life experience beyond the traditional norm of qualitative research that considers human
communication as “an object” rather than “a process consisting of sequences of
interactions and the dynamic human activity of studying them” (Ellis & Bochner, p. 746).

Narrative inquiry, in contrast to traditional academic research, is a fluid inquiry
“aimed at understanding and making meaning of experience” (Clandinin & Connelly,
2000, p. 80). The narrative inquirer considers lived experience as “both the beginning and
ending points of inquiry” (Clandinin & Rosiek, 2007, p. 55). In contrast to the positivist-
oriented researcher who primarily focuses on a theory of knowledge or epistemology in
order to understand the nature of reality or ontology, the narrative inquirer
quintessentially values human experience as “the first and foremost fundamental reality”
that humans can possibly have and epistemology can be discovered from and within the
lived experience as perceived by the narrative inquirer.

The narrative study as a consequence reaches “a very different conception of
knowledge seeking knowledge of human experience that remains within the stream of
human lives” (Clandinin & Rosiek, 2007, p. 44). In other words, the ontology of life
experience is considered the utmost for the narrative inquirer to study in that the
experience is the primary subject that lives up knowledge within. In that sense, narrative
knowledge, which lies solely within the lived experience from the narrative inquirer’s
perspective, is distinct from scientific knowledge which, as Lyotard (1984) argued, does

not represent “the totality of knowledge” (p. 7).
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Atkinson (2007) illuminated the narrative inquirer’s different concept of
knowledge, that is, that the totality of knowledge can be discovered within the life as
whole. He suggested the life-story interview as a genre of narrative inquiry that plays a
role as both methodology and method to bring forth multi-layered nature and meanings,
from parts-to-whole, of lived experience within the full-reaching life context. Atkinson
wrote,

Between the parts and the whole of the life being narrated, the life story
interview represents a bridge from seeing an individual life in its parts to seeing it
as a whole. The life story is told in parts, chronologically or thematically, and
these stand out as key parts to a life but are also able to be seen as parts that fit
together as a whole life. At the same time, the life-as-a-whole perspective is not
lost when particular life story questions or focused research questions illuminate
or highlight a part of the life. These more specific parts of a life gotten at by in-
depth questions of any sort would still be best understood in the context of the
whole life. (p. 239)

Atkinson (2007) argued that the life story interview enables the narrative inquirer to look
into multi-layered aspects of life while still maintaining “the life as-a-whole” perspective
which respects the ontology of experience. Atkinson, meanwhile, in line with the
Clandinin and Rosiek’s (2007) notion of the narrative inquiry that seeks and examines
“experience with an eye to identifying new possibilities within that experience” (p. 55),
emphasized and elaborated the mode of interpretation as the significant point of the life
story interview. He argued that “a fundamental interpretive guideline is that the
storyteller should be considered both the expert and the authority on his or her life” (p.
239). Kouritzin et al. (2009) similarly noted comprehensiveness as the nature of life -
story research, which entails potential ways of knowing in interpretations with theories

and insights. She reiterates the quintessential role of life-story researcher:

Unlike the researcher role in more traditional methodologies, the life history
researcher must remember to follow rather than lead, to listen rather than query,
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to hold back rather than probe. Life histories are unique in creating the
possibilities for going beyond the conventional notions of what constitutes useful
knowledge, for brushing with the muted subjectivities of those we research, and
for revealing the transmutation of unobservable experience. (pp. 29-30)

Through these ontological and epistemological premises, I looked into Ms. Lim’s life
story as foundational knowledge about lifelong musical learning and growth, from which

my phrase, the malleable inner self, has been developed as an intrinsic measurement of

the capacity in a malleably growing sense.

Representational Issues

The discrepant relationship between text and lived experience has been
acknowledged in the “crisis of representation” in qualitative research. * Denzin and
Lincoln (2011) have said, “Qualitative researchers can no longer directly capture lived
experience. ... it confronts the inescapable problem of representation but does so within a
framework that makes the direct link between experience and text problematic” (p. 19).

Behind such discrepancies, memory is fleeting and fading, and thus never fully replicates
or recovers what happened in the past. Nevertheless, memory is the fundamental core
source of life story research. Michielsens (2000) discussed, in terms of the academic use
of memory, the “memory frame” referring to “the role of concepts and cognition in
telling life-stories” (p. 183). She wrote,

The way that memory works, poses much greater difficulties than simply the
process of forgetting. How is research on the reconstruction of life histories

! Denzin and Lincoln (2011), in The Handbook of Qualitative Research, unfolded eight historical moments
across qualitative research:; The traditional (1900-1950), the modernist (1950-1970), blurred genres (1970-
1986), the crisis of representation (1986-1990), the postmodern, a period of experimental and new
ethnographies (1990-1995), post-experimental inquiry (1995-2000); the methodologically contested present
(2000-2004), and the fractured future (2005-present). These moments overlap with the present definition (p.
3).
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possible, given that remembering is inherently a selective process, guided by the
life experiences of the subjects in the research? The combination of social reality,
current ideology, and personal capacity for remembering, language and cognitive
mapping dictates the life-story. How is an academic use of life histories possible,
given the relationship between memory, language and social reality? (p. 183)

A few scholars have responded to this issue of memory, arguing that life-story research—
through processes of telling and documenting the lived experience—seeks to study
memories of how the researched has experienced, understood, and recollected her life
events, which bring forth meanings of the narrator’s own lives, not an exact record of
what exactly happened or the events themselves (Kouritzin, 2004; Riessman, 1993;
Shopes, 2011). Smith and Watson (2010), writing from the narrative researcher’s
perspective, called for the nature of “narrated memory” juxtaposed in contexts of
“meaning-making,” “history,” and “context’:

Remembering involves a reinterpretation of the past in the present the
remembering subject actively creates the meaning of the past in the act of
remembering. Thus, narrated memory is an interpretation of a past that can never
be fully recovered. We inevitably organize or form fragments of memory into
complex constructions that become the changing stories of our lives. Acts of
remembering take place at particular sites and in particular circumstances... The
memory invoked in autobiographical narrative is specific to the time of writing
and the contents of telling. It is never isolatable fact but situated association. (pp.
22-23)

This “act of remembering” is tied back to the authority of experience owned by the
researched. Smith and Watson (2010) wrote that “the primary kind of evidence asserted
in autobiographical acts, the basis on which readers are invited to consider the narrator a
uniquely qualified authority” (p. 33). My study in its nature came from the authority of

Ms. Lim’s experience and thus it is essential to see not only the experience but also her

ownership of the experience. I therefore employed “evidential epistemology” (Vasilachis,
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2009) as an additional interpretive lens to view her as a “knowing subject.” The
following section addresses more details.

Given the intricacy of the representational issue in lived experience and memory,
my positionality as a researcher is also a key to this present study. Pillow (2003), building
upon Altheid and Johnson (1998), argued the significance of acknowledging the
researcher’s self-positionality for holistic research. She wrote,

Listening and writing with reflexivity are often described as tools to help situate
oneself and be cognizant of the ways your personal history can influence the
research process and thus yield more “accurate,” more “valid” research. (p. 179)

Pillow (2003) called for “self-reflexivity” in particular, as a way of contributing to the
validity and legitimacy in qualitative research, which I believe is keenly applied to my
study as well. She wrote,

Self-reflexivity acknowledges the researcher’s role(s) in the construction of the
research problem, the research setting, and research findings, and highlights the
importance of researcher becoming consciously aware of these factors and
thinking through the implications of these factors for her/his research. In this way,
the problematics of doing fieldwork and representation are no longer viewed as
incidental but can become an object of study themselves. (p. 179)

In this thread of thought, reflexive autoethnography (Ellis & Bochner, 2000) has been
layered to bring forth my research process. Ellis and Bochner wrote,

In reflexive ethnographies, the researcher’s personal experience becomes
important primarily in how it illuminates the culture under study. Reflexive
ethnographies range along a continuum from starting research from one’s own
experience to ethnographies where the researcher’s experience is actually studied

along with other participants, to confessional tales where the researcher’s
experiences of doing the study become the focus of investigation. (p. 740)
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The Procedure of Inquiry

In this project, I looked into Ms. Lim’s narrative of her 30-year transformative
journey as a foundational way of knowing about the intrinsically malleable musical
capacity or to use my phrase, the malleable inner self, for lifelong transformation and
growth, particularly in the context of music performance and its pedagogy. Based upon
the life-story interview method (Atkinson, 2007) as an element of narrative inquiry
(Clandinin & Connelly, 2000), | conducted and recorded 11 life story interviews with her
from June to August of 2017 in Seoul, Korea. Throughout the process, I listened to and
made recordings of Ms. Lim’s telling of her narrative with as few interruptions as was
possible (Atkinson, 2007) with responsive memos being taken down.? | then transcribed
all the recordings of her narrative in Korean and translated them into English.

My turn to the life-story interview method (Atkinson, 2007) was designed to
reach into her testimony as holistically as possible by respecting the authority of her
experience before my re-exploration of her narrative in scholarly contexts. Atkinson
(2007) explained the ontology of the life story interview method:

A person’s life story, the one he or she chooses to tell others, is what is most
real, most important to him or her and is what gives us, the casual readers as well
as researcher, the clearest sense of the person’s subjective understanding of his or
her lived experience, his or her life as whole. The key to the life story is keeping
the story in the words and voice of the one telling it. The life history narrative that
results from the life story interview, after it is transcribed, with the interviewer’s
questions left out, and the storyteller’s words put into sentence and each

paragraph form, becomes the essence of what has happened to a person. It
presents an insider’s perspective on, and understanding of, a life lived. (p. 233)

2Atkinson reiterated the life-story researcher’s two roles (see the first chapter) as interviewer/listener in the
intersubjective mode (the first role), and then as researcher/re-interpreter after the interviews (the second

role). He wrote, “In telling it, it focuses to help the storyteller develop his or her subjective meaning of the
story through using open-ended, reflective questions as much as possible that help bring this out” (p. 233).
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| experienced through this project that action in practice completes a way of knowing. |
thus view this study as a process of knowing rather than a finite product, which landed at
my call for a need of practice to theory turned from “theory to practice” in academic
studies (see Chapter | and Chapter V). What | mean by practice here includes not only an
experience of the researched but even more significantly, a method adopted by the
researcher to reach the experience.® In that regard, doing a method allows me to enact
what the inquiry invites. This realization freed my inhibited way of knowing, that was,
methodology over doing a method, research questions over interview questions. It
eventually affected the compositional process of my study to bring out the actual process
behind the scenes based on reflexive autoethnography (Ellis & Bochner, 2000). My way
of knowing, practice to theory, has continued to grow just as the life story in that it is
distinguished from a positivistic way of knowing in which telling of a participant’s story
is often delimited by the researcher’s seeking themes based on pre-conceptualized
theories.

The research questions for this study, in consequence to such realization, have
been redesigned in my enacting process of the life story interview method (Atkinson,
2007) and that of the reflexive autoethnography (Ellis & Bochner, 2000):

1. What narrative has Ms. Lim told in terms of her lifelong transformation and

growth in musical performance?

3 | see my way of knowing, practice to theory in one of the layers | have reimagined and called for this
study towards the grand merging, overcoming dualism by action. The first and second layers have to do
with the context of self and musical performance based upon my reimagination of Ms. Lim’s narrative
knowledge (i.e., body to mind and self to music). The third and fourth layers have to do with the
researcher’s realm (i.e., writing to thinking and practice to theory).
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2. How does Ms. Lim’s narrative inform my reimagination of embodiment (i.e.,
the performing body) and its relation to the intrinsically malleable capacity for
musical performance?

3. How does Ms. Lim’s narrative inform my reimagination of an essential
pedagogy underlying the intrinsically malleable capacity for self and music in
performance?

As an interpretative lens for this study, I adopted the “three-dimensional space
inquiry” (Clandinin & Connelly, 2000) with evidential epistemology (Vasilachis, 2009).4
In response to the first research question—through Chapter IV—I reconstructed Ms.
Lim’s narrative in her first-person voice for a cohesive understanding of her narrative
knowledge, adopting the ontology of the life story interview method (Atkinson, 2007).
With the first dimensional inquiry (Clandinin & Connelly, 2000) — “Inward and outward
(personal and social)” — | focused on her personal narrative, which | found has been
organically situated in a socio-educational context in Chapter IV. With the second
dimensional inquiry (Clandinin & Connelly, 2000) — “backward and forward (past-
present-future)” — I reconstructed Ms. Lim’s narrative into three parts: The Journey
Begins; In the Midst of the Journey; The Journey Never Ends, given transformative
experience in its nature dependent on a sense of time (i.e., from past to present).

In response to the second and third questions, | present my scholarly

reimagination of Ms. Lim’s narrative in Chapter V and Chapter VI along with reflexive

4 Built upon John Dewey’s view of experience that encompasses the three peculiarities-Interaction,
Continuity, and Situation, Clandinin and Conelly (2000) framed “a three-dimensional space inquiry” as an
analyzing tool for the narrative inquiry: “inward and outward (personal and social),” “backward and
forward (past, present, future),” and “Space (phemomenon/situation/environment-based)” (p. 80).
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autoethnography (Ellis & Bochner, 2000). Notably, I found the context of Ms. Lim’s
narrative distinct from the common notion of space that is
“phenomenon/situation/environment-based” addressed by the third dimensional inquiry
(Clandinin & Connelly, 2000). Thus, in this study, the idea of space has been reimagined
based on the peculiarity of her context.

To redefine a way of knowing in the peculiarity of Ms. Lim’s narrative
knowledge, | adopted evidential epistemology (Vasilachis, 2009) as an additional
interpretative lens to acknowledge both the knowing subject (the individual) and the
known subject (the knowledge of the individual).® Here is the description:

The Epistemology of the known subject is in the making as a result of applying
qualitative methods. It raises a voice where the Epistemology of the Knowing
Subject is silent, restricting, mutilating, or limiting. It tries to prevent the voice of
the known subject from disappearing behind that of the knowing subject; that is,
becoming distorted by having been translated by the “codes” of socially admitted
ways of knowing.

The Epistemology of the knowing subject and the Epistemology of the known
subject become complementary, without excluding each other... There is a whole
group of marked similarities when it comes to designing the features of qualitative
research. These similarities revolve around their salient characteristics, which will
be specified by returning to the path of epistemological reflection.....Given that
the person is at the core of qualitative research, and that what is turned into who,
it is necessary to point out once more that who is, for the Epistemology of the
Known subject, essentially the same although existentially different from the
researcher, because the basic principle of essential equality is the foundation of
that epistemology. (pp. 3-5)

5 The Stanford dictionary of philosophy (2009) defines epistemology as “issues having to do with the
creation and dissemination of knowledge in particular areas of inquiry... If one knows something, they
respectively refer to knowing subject and known subject” (p. 1). Evidentialism retains at least two
characteristics (p. 5): 1) Whether one is justified in believing known subject depends on one’s evidence
regarding the known subject; 2) One’s evidence consists of one’s mental states.
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IV —MS. LIM’S NARRATIVE

My project aims to explore Ms. Lim’s narrative as foundational knowledge of
lifelong transformation and growth, particularly in the context of Western classical music
performance and its pedagogy. My term, the malleable inner self, has been developed
from this open-ended inquiry process (see Chapter I). This project has grown out of my
strife, searching for a way of knowing that moves from practice to theory and is
constructed out of my imaginative picture of this project (see Chapter I11). | see this way
of knowing indicates my vision for the project towards the embodiment with two layers:
not only in musical performance (i.e., the shift of the focus from the mind to the body and
from the music to the self) but also in research practice (i.e., the shift of the focus from
methodology to method and from thinking to writing!) ameliorating the mind-over-body
dualism.

Through the process of reconstructing Ms. Lim’s narrative with implicit
epistemology or way of knowing with “the-life-as-whole-perspective” (Atkinson, 2007,
p. 233) over the course of time, | have found myself in a contradictory position. Despite
my strong attempt to bring forth her narrative as organically as possible without any pre-
theorized concepts so as to follow the ontology of the life-story interview method
(Atkinson, 2007), | foresaw the challenge in inviting her narrative of the whole with a

fear of how it may be read by others. Her narrative seemed too idiosyncratic to be

L In the following chapter, | address how the act of writing itself becomes the agent of the creative thinking
process.
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reinterpreted with presumptions that were confined by my transformative experience as a
young adult musician. As a result, my initial presentation of Ms. Lim’s narrative for this
chapter was selective, I must confess. In hindsight, I adopted only “a part” of her
narrative which in my thinking would be feasible for my project in my assumption at that
time.

In fact, the realization and repentance came at an unexpected moment during the
conversation with my advisor when we looked over a draft of this chapter together. She
pointed at a part of Ms. Lim’s reconstructed narrative and said, “Where does the God
saying come from? To a reader, she listened to her own body and her mind. Now she
talks about God, giving up all personal control of what she thinks.” From there, I began
to remember and brought up to her that I in fact did not begin the chapter with Ms. Lim’s
talking about her faith, which is based in the Bible. Although I mentioned I included that
part in the footnote in my old Chapter V, | intuitively realized that | had made edits, not
even at a conscious level. I believe that it is a researcher’s job to make choices of what
should be or should not be included in one’s study and certain choices would be
invaluable. But, in my case, because | did make a choice to acknowledge and embrace
Ms. Lim’s narrative as an essential testimony and experiential knowledge from the “life-
as-whole-perspective” (Atkinson, 2007), I felt I was being self-contradictory.

Although I talked about how the mind-body unity belongs to a sense of the
egoless, bringing the infinite capacity (see Chapter I1), | somehow had a fear of
particularizing a source of the biblical selflessness in Ms. Lim’s Christian voice. Because
her telling of her transformative journey strongly premises the change of her body, I

thought to myself it would fit better with Buddhism or Zen, widely known as body-
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involved religions rather than conventional Christian theology based in the mind-over-
body dualism. Through the conflicting mind, I came to the realization that Ms. Lim’s
transformative journey may be read as a lived testimony of how a performing musician
has lived Christianity using her living body and mind, overcoming the long-standing
dichotomy rooted in the traditional Christian theological perspective.

Moreover, another fear may have come from my egocentric researcher’s mind to
shed more light on my reimagination on top of Ms. Lim’s narrative. In retrospect, at an
unconscious level, I did not want to take any possible risk of confusing my underlying
argument for this project, that is, every individual retains the malleable inner self to be
restored for lifelong transformation and growth. However, | soon admitted that, as my
advisor said, this narrative of the whole belongs to Ms. Lim’s life journey, driven by her
faith. I was urged to become egoless as a researcher. My repentance—based on the
ontology of the “life-as-whole-perspective” (Atkinson, 2007)>—is therefore indebted to
Lori Custodero’s scholarly ethics and authenticity in her mentorship.

The first research question—What narrative has Ms. Lim told in terms of her
lifelong transformation and growth in musical performance?—has been designed in
accordance to the ontology of the life-story interview that is to acknowledge a narrative
knowledge of a participant’s lived experience in a cohesive manner. In response to the
question, I present in this chapter Ms. Lim’s narrative reconstructed in her first-person

voice by acknowledging Ms. Lim as the knower or the “ knowing subject” (Vasilachis,

2 “The key to the life story is keeping the story in the words and voice of the one telling it. The life history
narrative that results from the life-story interview, after it is transcribed, with the interviewer’s questions
left out, and the storyteller’s words put into sentence and each paragraph form, becomes the essence of
what has happened to a person. It presents an insider’s perspective on, and understanding of, a life lived”
(Atkinson, 2007, p. 233).
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2009) of lifelong musical transformation and growth in a chronological manner: The
Journey Begins, In the Midst of the Journey, The Journey Never Ends—in order to follow
the nature of transformative experience belonging to a sense of time.2 I also presented
theme-based titles under the timely manner to help readers better grasp Ms. Lim’s

narrative as an essential testimony.

The Journey Begins

| was born into a musical family. My mother was a pianist and my two sisters
were known as piano and violin prodigies. | was artistically gifted in ballet and singing,
and in these activities, | had no struggle in expressing myself at all. The first time |
realized | could not fully express myself was when 1 first grabbed the cello. Regardless of
the music that flew through my mind, my playing of the instrument felt so alienating. In
contrast to my singing or dancing, | thought to myself, the natural feeling of expression
would never come out of my playing of the cello. In retrospect, | began cello at a quite
late age, in middle school. More seriously, | had been left out, feeling intimidated
[isolated] by my musically talented sisters. Since | was young, | had been too affected by
those feelings. My sound wouldn’t be hoarse if not. (Sound is in deep relationship with a
sentiment [cultivated from childhood]). (“I wanted to be disentangled from the
sentiment.”)

Around 30 years ago, | was practicing Saint-Saens’ cello concerto for an audition
for my master’s degree. Despite the restless work on the piece, my practice never could

go beyond the very first note, an E. I just couldn’t play that note with a sound that I was

3 | also used the second dimensional inquiry (i.e., “backward and forward (past-present-future)” by
Clandinin and Connelly (2000) as an interpretative lens for the chapter.
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truly looking for; it was as if my body was telling me, “this is not the sound.” It was not
only because my body was disturbed but also because the sound was not there. Would |
have been satisfied if the sound were there while the body was being disturbed? No, |
don’t think so. That note brought me all the way here.

To overcome these hurdles, I practiced as arduously as my colleagues, until I got
into a college with a scholarship. You know, if you work really hard, you can
“temporarily achieve” things to a certain extent. | worked extremely hard on a piece with
an especially difficult trill passage and finally got better at it. But the next year when |
revisited that same piece, | found myself returning to the same helpless moment |
encountered when | first read the piece. It was a nightmare. Then, | realized this cannot
be the way. Wrestling with the problem drew me into this journey. If I hadn’t suffered
from the problem, I would not be able to journey to the sound.

My purpose for the journey was not better performance. | was desperate to find
what | searched for.# When “doing well,” most people tend not to be challenged beyond
what they know. But | experienced the existence of an ultimate level of understanding.
Through devoting my life to the problem, I learned more than how to play the cello. We
use only one percent of our brain, said Einstein. But if you are willing to suffer for “the

good,” you will by all means reach it [the good®]. My journey began with no awareness

41 found through Ms. Lim’s narrative “what she searched for” meant not only the way to actualize “the
sound of music that flows through her mind” in living sound but also the way to solve the issue of the
“sentiment” that had been rooted in herself since young (i.e., “I wanted to be disentangled from the
sentiment”).

5 It implicates Ms. Lim’s perceived meaning of her musical pilgrimage which has to do with seeking “the
good” in performing music.
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of any clues at all; it was as if | were to start finding out the source of milk with no

information. How hard would this journey be to find out that was in fact, a cow?

In the Midst of the Journey

Telling of the Body

| started to explore my body from A to Z. | paid attention to joints and then
muscles that hold tension attached to the joints. | then tried to release this part and that
part in my body. | had to think about innumerable points that needed to be released.

People are inclined to look for better things on top of what they already have. But
| realized over the course of my journey that it would never work that way. You will
never attain what you seek unless you completely empty yourself of habits you have
accumulated. Every cell of the body remembers how your sound has been made in the
past. So, you cannot be transformed unless you fight to change one hundred-trillion cells
in your body. It means that your sound would never be changed unless you break down
the old self. I learned from my journey that the body has all the premises—whether
psychological or circumstantial—which result in obstacles.

For example, most people would use a pencil in numerous ways—one would use
his shoulder and the other one would use her wrist to write—yet without being aware of
it. Likewise, sound originally comes from this kind of [the performer’s] habit. [For
example,] once you grab a bow, sounds are soon determined by ways in which the bodily
cells have been accustomed within the movement. In other words, your sound will never
be changed unless your old self is deconstructed. To do that, you should accept yourself

and what you do in the moment and constantly say, “Don’t do it anymore!” to your old
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habits. Every joint has a pathway. Even with one finger [of the inhibited body] pressed,
the energy goes in the wrong direction. The “pressed” body [yields] the pressed sound.
“The problem” can be completely solved when one can make sound by opening the body.
In the open body, every joint’s particular pathway becomes restored, breaking out of the
[habituated] cells.

| was so frustrated disdaining the reality in which nothing worked well. Yet, the
moment of “not working” in turn was the beginning of “working.” From the struggle, |
found the natural physical principles guiding my old structure. For example, like a
seesaw—when something goes down, another thing naturally goes up—a way of
“pressing” my left finger could limit the other parts of the body, which would appear as
tensions in my performance. | was frustrated and disdained the reality. But once |
accepted the fact [that | am in the old habits], | became enabled to liberate each tension

rooted in my body.

Telling of the Mind and the Music

I realized my inner journey of the body also has to do with the mind. The child’s
mind, in this competitive society, has been exposed to the extrinsic evaluations that
include comparing and being compared to others. It happens even before their intrinsic
values are formed. My childhood was not an exception. As a result, in order for their
sound to be transformed, people would have to fight with the one-hundred trillion cells
deep at the genetic level in which their habitual deadlocks [or knots] had been formed.
The most important criteria in this competitive reality is to play the “perfect tune”
because the “perfect tune” has been conditioned for them to come into the first place with

impressive virtuosic techniques. This kind of extrinsic motivation, in the end, appears as
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“fake” music coming from their playing. If their focus is not on music itself, their mind
destroys the “real” [or true] sound that they would play.

| am aware that the real and the fake co-exist in the world. Most people usually
live their lives mingled with these two although I don’t judge them. Music also can fall
into this trap to a certain extent. I was mesmerized by Steven Isserlis’ [performance of
the] second movement of Haydn’s D major Cello Concerto on the radio. His music had
such sheer beauty and profundity that even the title of the music escaped me. Through his
music | felt the wholehearted person with every single sound, the person yearning for
sheer music that is genuine and pure. Regardless of the competitive reality, there is the
realm of the noble. (There is the sound that has no greed.) The music-centered
performer’s concentration [or the performer with the intrinsic musical mind] has an
enormous power to seize an audience of 20,000.

Let’s say there is a child who begins music when her very heart is immersed in
the beauty of the sound played by a musician. Wouldn’t her desire for music be fulfilled
with magnificent feelings? The child’s heartbeats and bodily cells would already differ
from others focused on competitions with others. The peculiarity of the human heartbeat
is even projected in the lie detector test, which shows that emotional responses to certain
stimuli are keenly connected to the state of the body. You may find a blockage within
your body that has been resolved.

For “true musical playing,” you need the firm touch or Chi, which is distinct from
“strong” playing that does not entail such “inner strength” from the muscles of the body.
You can open your body if you feel gratitude through your bodily cells and fascia, and

the flow of Chi. The mind indeed controls the body. Such power of the muscles is in fact
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akin to the self-ego. The shoulders get tense when a person is shocked or surprised for
example. The state of their emotion would be projected in their inner muscle movements.
The mind, in an interdependent relationship with the body, thus is powerful in the
enactment of music-making. Whoever, a child or a grown-up, plays with an aim for the
intrinsic nature of music, will reach the new realm of sound distinct from the sounds of

others whose aim is to “show off” or be acknowledged.

The Journey Never Ends

Telling of the Pedagogy

No educator is needed between the self and the principle of the universe. If | had
the aim to succeed as a cellist, my search would not have become this deep. The true
search was enabled by [or came from], deconstructing myself through multiple trials here
and there. No one plays cello in the womb. Music is in anyone’s mind as their ideal
regardless of cello [playing]. Even if most excellent musicians are talented, it’s not
impossible to be a “good” musician. This is education [l think].

The true pedagogy | was called to find was not only for myself but for other
people. We need the true pedagogy that guides a good path as if we were to guide sheep.®
| have had the wall [with others] in my entire lifetime. Even though | know that this is
real, | first learned reading others rather than telling what | know. The principle of the
universe is not possessive. That was the motivation of how I came to read others’ minds,

perceiving myself as helper. I realized true pedagogy comes from the teacher’s

6 In my interpretation, her metaphor of sheep implies her view on the students as “dead animals” in “the
destructive education.”
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wholehearted love for every individual. The process of loving and understanding others
makes a pathway to communication. All the muscles are visible [or detectable] to me and
by seeing others’ bodies, I extrapolated certain sounds and through the process my entire
body also becomes open. While | see by looking through all of the muscles and their
states of mind, | first focus on what seizes students’ interest whether it’s a comic book or
particular stories, before sharing what | know. It is important to see what is on the table
between you and students before making them understand your teaching.

| am very sensitive to respecting every life. My whole body, every single cell of
my body is shaken, when | see dead animals on a highway or even hear news about a
gorilla being killed. Young musicians—tortured by their instruments—are seen to me just
like dead animals. They practice and practice like slaves for nothing to ultimately work
out. I was one of them, a person who had a destructive education. True education goes
beyond educational studies. Individuals must not be destroyed through education. They
need to be healed, as if they were in a hospital.

I truly believe the Talmud’s teaching that “whoever saves a life, saves the entire
world” (you can embrace the whole world in your position). But you can save one person
only when you “completely” understand something. For example, when you merely see
functions, the brain and the body seem separated. You then only have partial knowledge.
Conventional music teaching yields only “functional” persons with a separation between
the mind and the body. True educators cannot think and teach them as separate. Our body
is one sole being, complete and connected with all unifying senses that the feelings or

nerves of our performing body come through the oneness. Although it might be necessary
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to dissect and observe individual parts of the body in turn, the full body ultimately works
at its best when all the parts become connected.

Most music teachers often tell their students to relax a certain part of the body
here and there. Students, of course, want to relax and do well. Nobody would not want to
get in tune when they hear “you’re not in tune.” But things never happen that way and the
teachers waste their breath. Who can teach in detail how to get in perfect tune? Most
teachers would say, “it’s not in tune, it’s high or it’s low.” This function-oriented,
fragmented teaching cannot be fundamental nor holistic because it prevents students from
seeing the art of performing music with the mind-body whole, which | believe is the
ultimate way of learning and of treating music.

Music heals people, it is often said. The listener gets connected to the spirit of
music through their mind being healed. But music heals the body too. When you feel
thrilled, you get goose bumps because emotion comes through your body. The performer
gets connected to the spirit of music not only through the mind but also tangibly through
the body, particularly when they do not feel the gravity of the body anymore. If one is
guided to cultivating and sensing the difference through the feeling of the body, he will
be led in the direction. The younger, the sooner.

[In other words,] there is a realm where gravity does not exist anymore. People
cannot live only with the mind as they are born with the physical bodies. The earth’s
rotational speed is extremely fast, but its speed is not sensed because of the enormous
power exerted by the gravity. Most of us are not aware of what each of one hundred

trillion cells do in our bodies, yet you can feel them [the cells] through the breath, finding
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the [inner] paths of the body. In order to become a real musician, those [the bodily inner
paths] should be all prepared with one breath on stage.

However, all those [mentioned above] exist for music itself, not for the sake of the
body. Body awareness is a process of training and bringing the entangled body back to
the child’s malleable body. Let’s say you play the Schumann Cello Concerto with the
body entangled. Even though your soul would be in the world of Schumann, your body
cannot be in the realm of the inner paths within the performing body—wherein every
single sound restores its own unique color beyond the bodily realm. The liberated body

leads to this true realm of musical soul.

Telling of the Faith and Meaning of the Journey

| was walking in the sole dark tunnel shivering with the fear that | would die once
| stopped walking. Once I finally was able to allow the sheer sound that | had been
yearning for to come out, | felt completely freed from the yoke, as if | had the joined the
exodus from Egypt. The journey was not about the cello playing but was about searching
for the optimal [or desired] state in God’s will.

I came from the ground. I started [the journey] with the real curiosity. | searched
from what I couldn’t do, what the problem was despite my prodigy family. Through the
inquisition, what has been transformed was not the world, but my self. If I fulfill my
position, society is changed. If you realize the care of God [Divine providence or God’s
principle], the principle of the universe, you blossom seeds and flowers [the seed grows,
and the flower blooms]. My journey was in turn the process in seeking and discovering

His will. The realm of the soul then becomes reality.
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I would never be able to fully understand the biblical words if I didn’t initiate the
journey to the sound. The principle of the universe is deeply connected to the Bible. Jesus
said to his disciples, “Whoever wants to be my disciple must deny themselves and take
up their cross and follow me” (Matthew 16:24). Without Jesus, you can never be close to
God in your whole lifetime. Everything is up to Jesus, no matter what. It’s like in order
for one life to die, one hundred trillion cells need to die but once the heart stops beating,
the trillion cells also gradually die. I tell my students, “Don’t aim to play [the instrument]
well. You will live when aiming to die and you will die when aiming to live.” | recovered
my health through searching for the sound. The sound of the instrument, that of the voice
and happiness are one connected ring.

| am happy that my long-standing entanglement [or my long-entangled being] |
had suffered from is now liberated. I am happy that the 30-meter root—that is good and
firm, regardless of size or a kind of a fruit or flower—has grown. The music that is close
to nature was my life-time pursuit. |1 grew with my past. Practices that once tortured me
now saved me. The life | feel is far lighter and better. | am not the greatest musician but
now | am able to make a sound from “the whole body.” Because my body is thoroughly
open, it is vulnerable in a way. Yet, | believe this is the way to become more humanized.

Music needs to be musical; humans need to be humane.
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V - MY REIMAGINATION I

My Scholarly Journey Re-Begins

In the summer of 2017, Ms. Lim seemed quite excited yet doubtful how her story
might be heard. She said, “I have never thought somebody would come to hear me and
try to understand what | have been through. | was alone on this path for so long.” This
time, 1 was meeting with her as a life-story researcher. Ms. Lim’s telling of the narrative
through which she lived, suffered, sensed and realized was overwhelming and | felt the
weight of this person’s life. As we went through the 11 life story interviews, she
sometimes seemed compelled to tell her story, but at other times, she seemed reluctant
and said, “I think I gave you enough. Telling it gives me a headache.” From that moment,
| sensed her mixed feelings and perception of her own telling of the journey.

For this chapter, | had initially planned to thematically present my reinterpretation
of Ms. Lim’s narrative in a more established way by developing multiple versions of
outlines and drafts over the course of years. However, through the process, | found her
narrative so complex that it was nearly impossible to capture her story in a linear way.
From that point forward, | started rethinking her narrative as a mode of doing inquiry in
line with crystallization. Ellingson (2009) referred to crystallization in qualitative
research as something that

builds a rich and openly partial account of a phenomenon that problematizes its

own construction, highlights researchers’ vulnerabilities and positionality, makes

claims about socially constructed meanings, and reveals indeterminacy of
knowledge [my italics] claims even as it makes them. (p. 4)
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This project has grown out of my struggle to regenerate a way of knowing in
practice to theory (see Chapter I11), which | believe opens up a way of knowing into a
mode of inquiry. Practice here | mean includes lived experience, and it underlies
continuity just as the nature of life. I reimagine that my turn to this way of knowing
entails two layers. First, Ms. Lim’s narrative knowledge® has been developed from her
arduously transformative practice of seeking “one sound.”? Secondly, my scholarly
practice of her narrative knowledge is constantly growing. It is being cultivated, reframed
and even multiplied, just as Ms. Lim’s lifelong journey of transformation as a musician.
Through my enactment of recreating Ms. Lim’s narrative-based way of knowing
as a researcher, processing deadlocks in my thinking over the years, | found my yearning
for the entirety of knowledge by embodying the experiential reality. It echoes the
ontology of crystallization:
Crystallization necessitates seeing the field of methodology not as an
art/science dichotomy but as existing along a continuum from positivism (i.e.,
scientific research that claims objectivity) through radical interpretivism (i.e.,
scholarship as art). Art and science do not oppose one another; they anchor ends
of a continuum of methodology, and most of us situate ourselves somewhere in
the vast middle ground. When scholars argue that we cannot include narratives
alongside analysis or poems within grounded theory, they operate under the
assumption that art and science negate one another and hence are incompatible,
rather than merely differ in some dimensions. (Ellingson, 2009, p. 5)

Just as in my yearning for holistic understanding as a researcher, Ms. Lim’s quest

for “one sound,” in my reimagination, was for the entirety of her musical self. It restores

! Here, I viewed Ms. Lim’s narrative knowledge with evidential epistemology (Vasilachis, 2009),
acknowledging both the “knowing subject” and the “known subject” (pp. 3-5).

2 “One sound”—Ms. Lim’s own wording—was adopted to acknowledge the initial catalyst for her journey
as indicated in her narrative. It could have been renamed (e.qg., her lifelong transformation and growth, her
transformative journey, etc.). My decision of adopting Ms. Lim’s own word—*"“one sound”—to describe
her transformative journey was to first illuminate to readers Ms. Lim’s original intention of beginning her
own journey prior to providing the alternative names in my reinterpretation of her process.
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the relationship of the body to the mind, the self to the music, and eventually to the other.
In that regard, | came to see the entirety of the musical self as an agent of the intrinsic
capacity for a sense of wholeness underlying the organic mind-body/self-music
connectivity, particularly in the context of Western classical music performance.

In my empirical understanding of the capacity based on my transformation as a
musician with Ms. Lim (see Chapter I and I1), | have reimagined the human body as a
core agent of the capacity for musical performance within the self. The restoration of the
entirety of the musical self, in this sense, begins from the restorative act of the body’s
intrinsic quality that is palpable and malleable. It implicates that the body is the core
subject that restores the entirety of the musical self. How can we then better comprehend
the corporeal nature of the musical self in the sense of wholeness? Further, how could
Ms. Lim’s corporeal quest for “one sound” be understood in the context of “God’s design
of the world” or “His will” as to genuinely follow the telling of Ms. Lim’s testimony?

Through processing the deadlocks in my reimagination of her narrative
knowledge, I started to reencounter Ms. Lim’s idiosyncratic quest with fresh eyes. While
it once had seemed almost oxymoronic to me, her quest could possibly be lived evidence
of the existence of the intrinsic connectivity between embodiment and spirituality,
regardless of their conventionally conflicting positions. This epiphany soon became a
turning point of my perspective on Ms. Lim’s corporeal journey as a musical pilgrimage.?

My term musical pilgrimage, as a description of Ms. Lim’s transformational

process, of course, addresses the spiritual inherence of her corporeal quest as a Christian

% The idea of the musical pilgrimage, reflecting Ms. Lim’s transformative journey, has been much owed to
John Bunyan’s Pilgrim’s Progress (1678), which details the protagonist Christian, a burdened seeker’s
journey to the Celestial city — a symbol of heaven.
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classical cellist. But | found her musical pilgrimage belonging to a broader concept of
pilgrimage as a journey into an unknown place or individual’s experiential search for
higher or expanded meaning of the self, nature, or higher good (Coleman & Eade, 2004;
Plate, 2009). What | found developed from an idea of transformation is that the word
“pilgrimage” embraces the nuance of meaning and purpose. Reader (2015) articulated
that the notion of pilgrimage includes three essential elements: “travel and movement,
veneration in some form, and a special place or places considered to have some deep
significance” (p. 41). He wrote,

The journey can have both real and symbolic meaning: movement to a physical
place and metaphorical journeying to a spiritual destination. Pilgrimage thus can
be universal in meaning as well as highly localized. Within this framework
pilgrimage can provide the setting for expressions of individual development and
self-awareness along with group-related senses of togetherness and belonging,
and yet also provide potential for contest and conflict...It is this complex richness
of potentialities and scope that is so central to its appeal and to the seemingly
simple act of leaving one’s normal life and, as the Latin term expresses it, “‘going
through the fields.” (pp. 41-42)

Robert Moore (2002) in his book The archetype of initiation: Sacred space, ritual
process, and personal transformation said, “New life cannot begin to germinate until the
old has been torn down and cleared away in a process manifesting adequate containment”
(p. 31). He defined “initiation” as the following:

Initiation really refers to something that is part and parcel of the universal
spiritual journey, the pilgrimage of human life. Initiation is the process of dying
and reborn. This archetype is so powerful in human life that it turns up in all parts

of human experience, and once you have the eyes to see it, a lot of things that you
have wondered about will begin to fall into place. (p. 78)

4 According to the Cambridge dictionary, pilgrimage literally means “a trip, often a long one, made to a
holy place for religious reasons.” In Ms. Lim’s narrative, her Christian faith was an integral part of her
musical pilgrimage. She confesses—with the words from the Bible, “For whoever wants to save their life
will lose it, but whoever loses their life for me will save it” (Luke 9:24, NIV)— biblical selflessness was
the key to her musical pilgrimage.
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He referred to “initiation” as the journey to the regenerative space or the capacity for
renewal and rebirth; he also distinguishes “sacred space” from religious space. I found his
concept of “initiation” as a theoretical lens through which I see Ms. Lim’s musical
pilgrimage.

In the state of liminality, according to Moore (2002), you are in touch with the
self more closely than at any time of your life and it is equivalent of “220,000 volts of
spiritual and psychological archetypal energy” (p. 80). Notably, he argued that humility
or submission takes place in this process of deconstructing the old self (p. 80) and
demonstrated Eliade’s Christian concept of initiation:

In Christian thinking, the Cross is the center of the universe, the axis mundi, the
world tree. Through the cross of Christ, the nourishment of God passes to the

world... For Eliade, the structure of initiation is in the special sacred space and
time where you get connected to the divine source. (pp. 91-92)

In parallel with Moore’s “archetype of initiation,” my reimagination of Ms. Lim’s
musical pilgrimage—from self-awareness to selflessness—premises the submission of the
compartmental self into a larger whole. My imaginative drawing of Ms. Lim’s musical
pilgrimage is in a spiral shape geared towards the center, which I later found resonating
with Eliade’s Axis Mundi described above (Moore, 2001, p. 91). In Figure 7 | present my

imaginative drawings of Ms. Lim’s transformative journey as a musical pilgrimage.



I'he Inhibited Self,
Limited Space of Body-Mind

Figure 7. The Inhibited Self

Breaking the Old Habits

Cultivating the Body-Mind Inward,
Belonging to Outward

Figure 8. The Liminal Self

Renew/ Sacréd Self

I'he Body-Mind-Sound Unity

Figure 9. The Sacred Self
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In the inhibited self, I visualized the dead space in black. I particularly depicted
the inside as the unseen inner self, while the outer black field has been depicted as the
breakage between the self and the outside. In the liminal self, the dead inner space is
depicted as being cultivated. The more the inner self becomes cultivated, the closer the
inner self becomes connected to the outside. In the sacred/renewed self, the self becomes
transcended into a larger whole as if the boundary between the self and the other no
longer exists. Or as the boundary between the self and the other become blurred. It also
resonates with Moore’s (2001) “archetype of initiation” with its “tripartite nature” as a
result of his thorough investigation of multiple theories and contexts.

Phase One: Ordinary, everyday consciousness is challenged as the individual’s
life-world grows less viable and morbid.

Phase Two: The ordinary consciousness is transcended as the individual’s
everyday life-world is dismantled and deconstructed.

Phase Three: The process of initiation is then completed as the ordinary, everyday

consciousness is reconstituted, and the individual’s life-world

reintegrated and renewed. (pp. 20-21)

The catharsis of such a breakthrough,® however, only lasted a short while and
soon turned into another question. | thought to myself, if the pilgrimage is truly referred
to as an individual’s search for meanings of something, then what is the meaning and
purpose of her musical pilgrimage? My inquiry indeed reflects my desire and struggle to

seek meaning and purpose of not only her musical quest but also my scholarly quest as a

researcher.

5 In this context, | meant my reimagination of Ms. Lim’s corporeal quest as the musical pilgrimage
underlying the natural body-mind/self-music connectivity restored.
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This reflexivity turned into a critical moment | came to thoroughly re-search the
premises of her own meaning for the journey and to rediscover her telling of it:
My purpose for the journey was not better performance. | was desperate to find
what | searched for.® When “doing well,” most people tend not to be challenged
beyond what they know. But I experienced the existence of an ultimate level of
understanding. Through devoting my life to the problem,” I learned more than
how to play the cello. We use only one percent of our brain, said Einstein. But if
you are willing to suffer for “the good,” you will by all means reach it [the good®].
My journey began with no awareness of any clues at all; it was as if | were to start
finding out the source of milk with no information. How hard would this journey
be to find out that was, in fact, a cow?
Here | experienced that the same narrative could be read in many layers depending on a
researcher/reader’s ontology and epistemology. It was a transcendental experience when |
realized, through the struggle, Ms. Lim’s own telling of “the good” in fact symbolized the
meaning and purpose of her musical pilgrimage, of which she made the clear distinction
from “better performance.”

Her telling of the testimony was surprisingly congruent with the two broader
meanings of pilgrimage | explored: 1) a journey into an unknown place carrying deep
significance and 2) an individual’s search for higher or expanded meaning of the self and

higher good through experience. Through a midst of my struggle in reimagining Ms.

Lim’s narrative, I in fact could never escape the word virtue, but it almost intuitively and

61 found through Ms. Lim’s narrative “what she searched for” meant not only the way to actualize “the
sound of music that flows through her mind” in living sound but also the way to solve the issue of the
“sentiment” that had been rooted in herself since young. (i.e., “I wanted to be disentangled from
sentiment.”)

"1 found Ms. Lim’s meanings of “the problem”—resonated with “what she searched for” (see footnote 11)
— layered above the part of her narrative; 1) she was not able to transit her ideal sound into living sound with
which she recognized the connection of the state of her performing body. 2) Her relentless “practice”—which
she had believed to be a panacea to this “problem”—in fact did not get her to fundamental improvement.

8 It implicates Ms. Lim’s perceived meaning of her musical pilgrimage which has to do with seeking “the
good” in performing music.
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unconsciously had come in my arduous path that it felt alienated in its abstract concept. |
then discovered the epiphanic point in her narrative that Ms. Lim’s musical pilgrimage or
what she implicated in her own words may be the meaning of virtue in musical
performance. She said,

The journey was not about the cello playing but was about searching for the
optimal [or desired] state in God’s will...I am happy that my long-standing
entanglement [or my long-entangled being] | had suffered from is now liberated. |
am happy that the 30-meter root—that is good and firm, regardless of size or a
kind of a fruit or flower—has grown. The music that is close to nature was my
life-time pursuit. | grew with my past. Practices that once tortured me, now saved
me. The life | feel is far lighter and better. | am not the greatest musician, but now
| am able to make a sound from “the whole body.” Because my body is
thoroughly open, it is vulnerable in a way. Yet, | believe this is the way to become
more humanized. Music needs to be musical; humans need to be humane.

Virtue, in modern society, usually refers to good morals. In ancient Greece,
however, it was concerned with reaching full potential or self-actualization, having to do
with “the intrinsic good,” given the quality of being cultivated not automatically given
(Mclntyre, 1983; O’dea, 1993). As discussed in Chapter II, the word itself would never
do justice nor be fully graspable, but I found the consequential meaning of Ms. Lim’s
musical pilgrimage, “suffering for the good” brought her to intrinsic happiness,
represents the meaning of virtue that is open to being cultivated.

This realization drenched my inquiry of the meaning in her musical pilgrimage
and a sense of virtue became the integral piece of my re-imaginative picture of Ms. Lim’s
musical pilgrimage. Underlying the embodiment of the body and its relation to intrinsic
malleable capacity and underlying the sense of wholeness, | realized all these elements

were merged into the meaning and purpose of her pilgrimage: virtue in musical

performance.
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My conceptual turn to the malleable inner self as the agent of the intrinsic
malleable capacity for musical performance came from my endeavor to challenge the
conventional perception of classical musical performance, often thought of as the
prerogative of having natural talent® (Lopez-niguez, 2019; Persson, 2009; Sloboda,
1996). As discussed earlier, this issue has been replicated by musicians’ habitual
performing and teaching practices, ignoring intrinsic qualities of the performing mind and
body at the expense of automatic, habitual skilled movements. | further extend this issue
to the conventional pedagogical structure wherein the performer’s experience has been
colonized by abstraction-based musical understanding.

Given that the powerful sense of the experience of the self throughout Ms. Lim’s
musical pilgrimage, broken out of the conventional pre-conception, | redefine the self as
capacity within in a malleable, cultivating sense. My symbolic phrase the malleable inner
self was derived from the redefinition of the self as capacity, being constantly cultivated
and expanded into a larger musical whole, restoring the underlying the mind-body/self-
music connectivity. The subject | and the object capacity (i.e., | have a musical capacity)
then become coalesced into one entity, becoming the intrinsic measurement for lifelong
musical transformation and growth.

The aim of my study is to better understand the malleable inner self or the
intrinsic musical capacity as an intrinsic measurement for lifelong transformation and
growth in the context of classical music performance. In this chapter, I shall continue to

unfold my reimagination of Ms. Lim’s narrative, in response to the second research

% The performing musician’s talent is often recognized by fluidity and virtuosity as the “product” of good
performance (Kirnarskaya, 2009).
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question explored in the following: How does Ms. Lim’s narrative inform my
reimagination of the embodiment (i.e., the performing body) and its relation to the
intrinsically malleable capacity for musical performance? As an interpretative lens for
this study, I adopted the “three-dimensional inquiry” (Clandinin & Connelly, 2000) with

evidential epistemology (Vasilachis, 2009) (see Chapter 11 for details).

The Musical Pilgrimage

Overview—The Entirety of the Musical Self
Spiritual experience is an experience of aliveness of mind and body as a unity.
Moreover, this experience of unity transcends not only the separation of mind and
body, but also the separation of self and world. The central awareness in these
spiritual moments, is a profound sense of oneness with all, a sense of belonging to
the universe as a whole. (Capra, 2002, p. 68)
Can a performing musician ever get to this sense of spiritual experience? If so, what does
this spiritual experience have to do with one’s inner capacity for musical performance?
The initial focus of my project had budded from the significant role of the body as
a transformative subject in musical performance based on my own experience as a
musician (see Chapter I). However, | somehow felt as if something was missing in my
study. My interpretation of Ms. Lim’s narrative had long been delimited in her bodily
transformation. As a result, | experienced the crisis in this study as aforementioned. |
thought to myself, “would the body be it? So what?” It had long bothered me. Through a
relentless grappling process, | have slowly broken out of my own obsession with the

body. By doing so, | found the beauty of crystallizing the true story of the human being,

which | realized again would never be straightforward nor linear.
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Having zoomed out from the body and to a sense of wholeness, | started to see the
body as the pathway to restoring the intrinsic relationship of self into music. In other
words, embodying the self as a musical whole. It provided a unified perspective with Ms.
Lim’s narrative knowledge, in which she iterates her telling of the journey for the music
itself and not for the sake of the body, despite her transformational process on the bodily
nature of her musical pilgrimage. The bodily quest for “the sound,” which explicates her
musical pilgrimage process, in the end, goes beyond the body.

Ms. Lim’s testimony of her musical pilgrimage manifests an essential testimony
that the fullest embodied performing body regenerates the self as a musical whole beyond
the bodily realm. I call this selfless state the entirety of the musical self, as if the self were
to be extended and transcended to sounds of music. In my imagination, the entirety of the
musical self, as the agent of a sense of wholeness, is conditioned upon the malleable
inner self/capacity underlying the restored embodied body. “The whole body,”
“thoroughly open body,” or “liberated body,” Ms. Lim’s testimonial words out of her
musical pilgrimage, is thus referred to as the fully restored state of the self as a sense of
musical whole in my reimagination.

As June Boyce-Tillman (2016) implies, when we see music as experiential rather
than dogmatic, the spiritual is restored as the essence of music. Her notion argues that the
experiential and the spiritual, in fact, are intrinsically interdependent elements underlying
the nature of music. She writes,

In making music we are participating in these vibratory patterns using our
creative agency to influence events and be part of musicking the divine ... this

means that by musicking we can potentially be part of the evolving creativity of
the universe. (p. 9)
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In Chapter I, despite the profound physical property of performing musical arts, | have
problematized the abstraction centered-understanding of music dominated over the
performing body, relegated to a finite object. My reimagination, extended to Boyce-
Tillman’s note, is urged to see the body as the restorative subject for the entirety of the
self in performing music. The restored entirety of the self becomes transcended to a
musical whole, breaking out of the inhibited, static musical capacity underlying the
broken relationship between the self and music.

Growing significantly in number since Merleau-Ponty’s appearance in the 1960s,
the calls for bodily engagement in general have come from different directions, mostly in
fields of philosophy and psychology, unified by a mutual thesis that the human body
must be understood as the sentient, living subject in knowing the self and the world and
not a “mere external representation” of a human’s existence (Shusterman, 1999, 2004,
2008).

In instrumental music education in particular, most studies on the body have
attempted to prove the usefulness of somatic approaches for better musical performance,
(i.e., musicians’ wellbeing, amelioration of performance anxiety and injury under the
name of “body awareness”) (Bowman, 2004), “biology of musical performance”
(Watson, 2009), or somatic approaches such as the Alexander technique, body mapping
and Feldenkrais methods (Conable, 2000; Paparo, 2015; Woodward, 2009).

These studies kindled the problematization of the long-standing abstract-
imagination based musical perspective (i.e., compositional-work centered canonical
perspective), turning our attention to the body in musical performance. However, | am

worried that such somatic approaches may be seen as another dogma, underestimating the
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full explorative potential of the body as the experiential agent of music. When | brought
up such approaches to Ms. Lim, she said that she had not heard nor knew of any kind of
somatic approaches at all. It reassured me that while such “methods” are conducive to
providing an access to the significant role of the body for musical performance, each
individual uniquely has the sole power to explore and cultivate the musical self with the
boundless inner sensibilities of the body.

Thus, | argue for the full potential of the performing body in that it restores not
only the entirety of the musical self with its boundless explorative qualities but also
holistic music which premises the experiential, embodied, and spiritual inherence.® In
this state, the self becomes transcended to music. Thus, my imagination of the entirety of
the musical self has to do with a sense of wholeness—breaking out of the inhibited, static
self/capacity—wherein the subject “I” and the object “music” (i.e., “I play music”)
become merged into the whole and the sole presence of music speaks for itself. The idea
has initially grown out of my own transformative sense of oneness as a young musician
with Ms. Lim, and it further resonates Capra’s (2002) notion of “a profound sense of
oneness” or “spiritual experience.”

With this epiphany, | reimagine embodiment and spirituality as intrinsically
connected and interdependent elements underlying the totality of experience of musical
performance. It belongs to the larger context of scholarly implication that an ostensibly
metaphysical sense of spirituality or that of wholeness, in fact, is oriented and

internalized in human’s palpable experience, resonating with Boyce-Tillman’s (2007)

10 My idea of holistic music as a concept—initially budding from my primordial experience as a
musician—has been developed out of Boyce-Tillman’s notion of music that is experiential and spiritual.
From a performer’s perspective, I argue that the embodiment is the key nature of music that bridges the
experiential to the spiritual.
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note on the spiritual nature of music that predicates the experiential. This argument has
been continued with a range of names: “transcendence” (Maslow, 1971, p. 279),
“supreme levels of consciousness” (Palmer, 2006, p. 144), “lived encounters that involve
people as whole human being” (Albanese, 2001), “self-actualization, aesthetics,
fulfillment” (Boyce-Tillman, 2007), and “a kind of knowledge” that premises Albanese’s
notion of spirituality aforementioned (Yob, 2010).

In this sense, the sense of wholeness or the sense of musical whole (which |
postulate is restored by the intrinsic malleable self/capacity) is the manifestation of the
utmost knowledge of humaneness for musical performance underlying the intrinsically
explorative body as a creative musical subject. Having pondered the fullest sense of the
embodied performing body around a sense of wholeness, | argue that across a kind of
religion and that of musical genre, every individual fundamentally entails the malleable
inner self/capacity for lifelong musical transformation and growth underlying the
intrinsically malleable body with its inherent design. Underlying a sense of wholeness or
a sense of musical whole, I shall continue to crystalize the entirety of the musical self

with the facet of the body and that of the mind in the following section.

Music in Self

A Facet of the Body: “The Sound” Was in the Body

The title for this section—Music in Self—belongs to my reimagination of the self
as the lived agent of music being cultivated. Here, my indication of music within the self
comes in two parts: 1) one’s musical ideal and, 2) one’s capability to actualize the ideal

into living sound. It speaks for my idea of the self as capacity. When you realize the
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creative power of the body within the self as the agent of inherent capacity, the self
becomes open and malleable, belonging to a musical whole. In this sense, a state of self
and a state of music reflect one another in their organic relationship. | thereby see the
entirety of the musical self as the agent of holistic music which | see is experiential,
embodied and spiritual.

Ms. Lim’s musical pilgrimage begins from her fragmented, inhibited self. |
reimagine that the breakage of the self from music in fact originated from the breakage
within the self—the body and the mind. The body represents the physical representation
of her sound while the mind epitomizes the mental representation of “the sound” (i.e.,
“the sound that flows through my mind” in Ms. Lim’s narrative) as the agent of Ms.
Lim’s musical ideal in relationship with a compositional work.*!

In the very beginning of Ms. Lim’s musical pilgrimage, “the disturbed body”
mirrored “the dissatisfying sound” as if they were agents of one another. In other words,
the state of her body mirrors that of her actual sound. Conversely, it means that the
restored body regenerates a state of sound. In Ms. Lim’s telling of the pinnacle of her

29 ¢¢

transformation, the “thoroughly open,” “whole,” or “liberated” body regenerates every
single sound to its “own unique color,” leading into “the true realm of musical soul.” I
reimagine that this body-sound restoration creates a sense of wholeness wherein the self
becomes transcended to music as one entity. In other words, “the true realm of musical

soul,” based on Ms. Lim’s implication, is conditioned upon the fully restored performing

body to its inherent design (i.e., “the thoroughly open, whole, or liberated body”).

1 In the case of Ms. Lim’s narrative, she addressed the sound of the first note E in Saint-Saens’ cello
concerto.
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The musician ultimately aims to transit their musical ideal into living sound (Han,
2019). In this context, Ms. Lim’s musical pilgrimage represents the journey to unifying
living sounds and her musical ideal as a way of overcoming the crisis of the self,
inhibited by the body-mind/self-music separation. Ms. Lim confesses her musical
pilgrimage was catalyzed by “the sound” for which she yearned (i.e. “the sound that
flows through my mind”), or as I call it, her musical ideal. In other words, I reimagine
that her musical ideal became actualized through her restored performing body,
eventually living sounds. It imperatively shows that the experience of the bodily self as
the creative agent of music is an essential pathway to understanding holistic musical
performance, underlying a sense of wholeness.

Music, in parallel with a sense of wholeness or “spiritual experience,” has been
noted for its ineffable and transcendental quality, distinguished from other domains of
studies. Palmer (2006) said, “Music, beyond its pitches and rhythms, timbres and
dynamics, has elusive qualities that many have difficulty in identifying and discussing”
(p. 143). Kirnarskaya (2009) wrote about the transcendental property of music:

Music, the quintessence of sound, is ordered in such a way that man perceives it
almost as a living being, as a voice addressing him. As music communicates with
its listener, it creates the effect of a second presence, an interlocutor, who relieves
us from solitude. (p. 47)

Ms. Lim also refers the “spirit of music” as the metaphysical sense of music connected
through the listener’s mind.

Notably, Ms. Lim soon takes a further step on the performer’s perspective in her
narrative that this metaphysical sense of music is premised on the profound physical

property of the performer-self. In performing music, the “true realm of musical soul”

underlies the embodied self and thus the cultivation of the performing body is the key to
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experiencing the spirit of music. With the physical property of the musical spirit, sound is
no more seen as monolithically consummative. Rather, the sound of music, enacted
through the malleable performing body, is explorational, cultivatable and transformable.

In this sense, Ms. Lim’s testimony calls for shifting of the view of the
understanding of music from a dogma (i.e., “mastering a piece”) to an experience of
continuous cultivation through the intrinsically sentient performing body’s explorational
qualities. It resonates again with Boyce-Tillman’s (2016) note that when music is viewed
as experience, the spiritual is restored. Building upon Boyce-Tillman’s argument, I have
cultivated my imagination of the holistic nature of music, that is, as experiential,
embodying and spiritual. I thereby reimagine that the holistic nature of music represents
the entirety of the musical self.

| have argued that the broken relationship of the self and the music, fundamentally
caused by the ignored body, appears in the inhibited, static capacity for musical
performance in particular, inverting the principle that the body is in fact the core agent of
the intrinsically malleable capacity restored within the self, and accordingly, the self-
music interrelationship. In this regard, Ms. Lim’s bodily inquisition for “the sound”
manifests how the self-music connection is restored by the body-mind connection.

Her testimony of the corporeal transformational process to “the sound” speaks for our
explorational, malleable bodily nature (i.e., from the static to the malleable, the

fragmented to the whole and the inhibited to the liberated).

She reflected on her experience:

| started to explore my body from A to Z. | paid attention to joints and then
muscles that hold tension attached to the joints. | then tried to release this part and
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that part in my body. | had to think about innumerable points that needed to be
released...Every cell of the body remembers how your sound has been made in
the past. So, you cannot be transformed unless you fight to change one hundred-
trillion cells in your body. It means that your sound would never be changed
unless you break down the old self...[For example], once you grab a bow, sounds
are soon determined in ways in which the cells have been accustomed to do their
roles within the body. In other words, your sound will never be changed unless
your old self is deconstructed.

To do that, you should accept yourself and what you do in the moment and
constantly say, “Don’t do it anymore!” to your old habits. Every joint has a
pathway. Even with one finger [of the inhibited body] pressed, the energy goes in
the wrong direction. The “‘pressed’” body [yields] the pressed sound. ““The
problem’” can be completely solved when one can make sound by opening the
body. In the open body, every joint’s particular pathway becomes restored,
breaking out of the [habituated] cells.

As | discussed in Chapter I, the bodily logic can be tangibly understood by performative
acts, Ms. Lim’s testimony demonstrates “natural physical principles,” a way in which the
body intrinsically works, underlying the performer’s exploratory performative action. She
said,

From the struggle, | found the natural physical principles guiding my old
structure. For example, like a seesaw—when something goes down, another thing
naturally goes up—a way of “‘pressing’” my left finger could limit the other parts
of the body, which would appear as tensions in my performance. | was frustrated
and disdained the reality. But once | accepted the fact [that | am in the old habits],
| became enabled to liberate each tension rooted in my body.

Although her experiential idea of “the natural physical principles” in depth goes beyond
this project, the relevant premise I found, budding from my intuitive assumption of the
space experienced within my body,*? lies in the presence of the intrinsic motor space
within the body, which | have imagined as a core of the intrinsic malleable capacity. In

this sense, Ms. Lim’s bodily exploration represents a way of regenerating the internal

space within the musical self.

12 Given the boundless explorative quality of the body, | have argued that the body’s natural logic can be
comprehended solely through the experience of the embodied performative acts based upon my
regenerative experience as a young musician (see Chapter 1).



71

Scholars have argued that “the performer’s internal world” is comprised of “a
space of motor trajectories, internal thought processes to the self, musical intentions and
feelings” and it forms the internal model of music, guiding the musician’s performative
acts (Leman, 2007; Nijs, 2018; Nijs et al., 2012). While it is true that the performer’s
inner self guides his performative acts as the agent of an internal musical model, Ms.
Lim’s musical pilgrimage imperatively shows that one’s series of transformative actions
in performance actively recreates the performer’s inner self. My term, the malleable inner
self, therefore, has been developed in large part by reacknowledging the malleably
transformable and growing nature of the performing body coming into the sound of
music.

Naomi Cumming (2001), in the same vein, argued that the performer’s bodily
actions form “musical personality.” She wrote,

Notice that it is “Midori” who is created through her sound. By altering the
balance, dynamic level, and quality of her sounds, the engineers have effectively
created for her a musical “body” and identity...They are able to effect this illusion
because the characteristics of sounds are the aural “marks” of bodily actions. A
violinist’s perceived “strength” reflects the tension of her muscles, the weight of
the arm as it is allowed to fall in the movement of a bow, the degree of friction in
an “attack.”

Although a listener’s attention, when playing a CD, may not be directed to
bodily actions — certainly if they are not themselves a performer — the impression
of a “personality” can be gained subliminally through the marks in sound of what
seem to be the performer’s characteristic physical responses. Sonic illusion is not,
then, the innocent cleaning up of a musical surface, but the construction of a
personality. ... Creating “a beautiful tone,” through a well-balanced physical
adjustment to the instrument, is central to creating the impression of musical
personality. The “sonic self” is thus conceived. It is not a previously existing
element of personality, but a creation that comes into being with sound. (pp. 21-
23).

Cumming’s note on the formation of “musical personality,” which is conditioned upon “a

beautiful tone” through “the well-balanced physical adjustment to the instrument,”
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overlaps with Leman and his colleagues’ (2007; 2012) point that an ideal subjective
musical experience comes from the musician’s fine physical attunement to an instrument.

Nijs (2018) similarly argued that “the musician’s merging experience with an
instrument,” emerges especially when one’s instrumental-specific skilled movement fits
into the bodily coordination system as an ideal state of performance, representing a
human’s universal faculty and availability of sensorimotor experience based on the
bodily root (p. 54). Dalan Watson (2009) advocated the view as an anatomist that
instrumental-specific actions are integral parts of the bodily dynamic structure, given the
human’s biological principle. Dora et al. (2019) studied how one’s instrumental-specific
skilled movement directly impacts sounds, as it involves the musculoskeletal system.
They had 11 high-string players sense specific parts of the body while playing one long
note. As a result of observing the players, they found that the performer’s pelvis, rib cage,
and head region particularly showed the largest effects on sound, while the body-weight
distribution affected the stability and volume of sound.

In Chapter I, | have conceptualized how capacity for sounds can be renewed by
experiential awareness of the performing body based on my transformative experience in
the following:

Phase 1: Newly discovered performing body

Phase 2: Rebuilt relationship between the musician and the instrument

Phase 3: Expanded sound capacity

Phase 4: Recovered freedom of musical expression

Phase 5: Restored malleable musical capacity and capability

(Han, 2019, p. 43)
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In order to renew the capacity within, | had to completely deny the old self formed by my
most grounded habitual body’s deadlocks, which had been unconsciously accumulated
over time, and relearn my bodily acts to restore the optimal motor space. It required an
excessively rigorous self-reflexivity of sensing the space of my internal body when |
play. My profound corporeal involvement into cultivating sounds, indeed, regenerated the
capacity within the self.

In hindsight, my left fingers had been trained to articulate each note in the most
pronounced way possible. My bow arm had been taught to react to a robust musical piece
with a big motion. Blind to their inherent logic or natural principles, I later realized that
my accumulated performance actions inhibited the optimal bodily pathways or the space
internalized within the body, directly impacting my sound. It came to my realization that
the degree of experiential understanding of the body, by reawakening and cultivating
bodily internal paths or movements, does block access to the inherent experiential logic
of the performing body.

My experience can be reinterpreted from multiple angles. Nijs (2018) would
interpret my experience with his understanding of “the merging of musician and
instrument.” He argued it happens when instrumental-specific movements come into
bodily coordination system. Watson (2009) as an anatomist would investigate details of
my bodily change in an anatomical way and their relationship to the brain’s processing of
sound. Cumming (2002) would see my experience as a change of my musical personality
by “well-balanced physical adjustment,” producing a “beautiful tone.” I now came to a

better sense that Cumming’s term “a beautiful tone” indicates a capacious concept of
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sound created by the restored state of the body or, as Cumming calls it, “well-balanced
physical adjustment,” not necessarily a subjective quality of beauty in sound.

In this section, | have explored the body as the power to regenerate the self as a
musical whole, transcending the broken relationship of the body from the mind and the
self from music. Ms. Lim’s testimony shows that her musical ideal ultimately comes into
the living sounds through the relentless corporeal process to the fully embodied body
underlying its natural logic, and this concept has been interwoven with certain recent
studies. | thereby have recalled the malleability of the performing body as the core agent
of the malleable inner self or the intrinsic malleable capacity for lifelong transformation
and growth, particularly in the context of musical performance.

The subtitle of this section, “the sound” was in the body, was derived from the
symbolization of the malleability of the performing body, which actualizes the musical
ideal (in Ms. Lim’s word, “the sound”) in lived sound. In this sense, the performing body
is the physical representation of sound. Given the explorative quality of the performing
body with its organic design, | iterate that every individual entails the intrinsic malleable
capacity for lifelong musical transformation and growth. It challenges the conventional
preconception of Western classical musical performance as the prerogative of having

talent.

A Facet of the Mind: The Mind as “The Sound”
In the previous section, | have reimagined the embodied performing body as the
core agent of the entirety of the musical self or the sense of a musical whole. | have

argued that the selfless state is an essential quality of the entirety of the musical self,
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underlying a sense of wholeness, as if the self were to be expanded and transcended into
music itself.

Epiphanically, this belonging of the self into music underlies the regenerated state
of the body (i.e., the fully embodied body). The state of the selflessness or the sense of a
musical whole underlying the embodied body | now see already has implicated the
connotated quality or attitude of the mind interrelated with the body. The mind should be
then reacknowledged with the body as the integral component of the self, because the
body is organically designed in relationship with the mind underlying the natural
principle.

My reimagination of mind, indicated in Ms. Lim’s testimony, is two-fold: 1) a
musical ideal in relationship with imaginative sound, or in Ms. Lim’s words, “the sound
that flows through my mind”; and 2) an intention/goal of performing music. | later found
it equivalent to Leman’s note on “the internal thoughts to the self” as a part of his idea
about the aforementioned performer’s internal world.

Interestingly, the mind, which I had contemplated as binary now becomes merged
in my current thinking at this moment. | am not certain if it would be applicable to other
contexts. But Ms. Lim’s musical ideal or, in her words, “the sound that flows through my
mind” belongs to the intrinsic musical mind that is solely focused on music itself. She
called this state of the mind “wholehearted,” which in my reimagination represents the
restored state of the body that is “whole,” “thoroughly open,” or “liberated.” In this sense,
my previous notion of the malleability of the body represents not only the musical ideal

actualized in living sounds but also the selfless, music-centered mind.
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Ms. Lim recalled the moment of her listening to Haydn’s D major Cello Concerto
by Steven Isserlis as an indicated example of her musical ideal. She said, “I felt through
his music the wholehearted person for every single sound, the person yearning for sheer
music, that is genuine and pure.” She then described her impression of his music as
having “sheer beauty and profundity.” From this part, I indicate that Ms. Lim’s musical
ideal predicates the intrinsic musical mind as a performing musician. In this sense, the
performer’s capacity for the musical ideal comes from the intrinsic mind for music, in
opposition to the non-musical mind, often intermingled with the ego-centric, competitive
mind.

It has spoken for my experience of the crisis as a young adult musician rooted in
the conventional pedagogical structure, where the dogma-based perspective on music
(i.e., “mastering pieces”) has played a dominant role in determining the aim of
performance and its pedagogy, often related to extrinsic goals of performing music (e.g.,
winning competitions). In this sense, the issue of the mind would never be freed from a
way of being taught and that of teaching music as the mind is the core lead of the aim and
intention in one’s performative acts. Ms. Lim took a further step on the impact of the
mind on sound of music being performed. She said,

The mind, in dependent relationship with the body, thus is powerful in the
enactment of music-making. Whoever, a child or a grown-up, plays with an aim
for the intrinsic nature of music, would reach the new realm of sound distinctive
from sounds of others whose aim is to “show off” or be acknowledged.

Ms. Lim’s narrative knowledge was apparently not isolated. Cumming (2000) argued that

the self-centered mind takes out of the space where the musical work is supposed to

“sing,” indicating sound as the agent of the musical self, not only involving the body but
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also the mind. She thus argued that creating new meaning of sound comes through “the
risk of ‘losing’ the self” (p. 42).

In the earlier section, | have extrapolated that the restored state or fully embodied

99 ¢

state of the performing body which Ms. Lim called, “thoroughly open,” “whole,” and
“liberated” is the agent of “the true realm of musical soul” in relationship with the
restored state of the sound (i.e., “every single sound restores its own unique color”). The
bodily capacity underlying the natural logic, rooted from the cells, muscles, and joints, is
directly affected by the mind, the performer’s ego. “One’s ego is related to the power of
muscles,” said Ms. Lim. In Chapter |1, | discussed that the ego-centric, competitive mind
of musician inhibits the malleable, explorative quality of the body, appeared in the static
capacity.

Within the entirety of the musical self or the self as a musical whole, | came to see
the fully embodied body as the evidence of the restored selfless, musical mind. Ms. Lim’s
call to restore such state of the body, in this sense, premises the constant internal

processes of self-reflexivity towards the selfless mind being the sheer agent of musical

creativity through living sound.

Self in Music

A Facet of the Sound

Having interrogated Ms. Lim’s corporeal musical pilgrimage, I have reimagined,
as the agent of the entirety of the musical self, the restored nature of music. It is again
noteworthy that the spiritual nature of music, in fact, is basic to its experiential, embodied

nature, built upon Boyce-Tillman (2016)’s notion, that is, experiential, embodied, and
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spiritual. I traced back my reimagination that the performing body is a physical
representation of sound (in Ms. Lim’s words, “The ‘pressed’ body [yields] the pressed
sound”). From the performer’s experiential perspective, I reimagine that the inhibited,
closed body vyields the inhibited, closed sound, and reversely the liberated, open body
regenerates the sound that becomes open and liberated (Han, 2019). However, a question
of the sound of music had long remained an inescapable intricacy as if it were, to me, a
missing piece of the entirety of the musical self. If the entirety of the musical self is a
symbol of a sense of the self as a musical whole, transcended into sound of music, what
is a trait or a property of sound, directly affected by the performative act? For example,
how can Cumming’s (2000) notion of “a beautiful tone” (see the earlier section) be
further explicated in context of the nature of music? In a midst of the uncertainty, |
encountered Anthony Palmer’s (1995) words. He said,

We are all of the same substance as the stars. When we engage in musical
activities, we are simply making our spirit manifest and tuning into the universe,
in a manner of speaking. While this may sound metaphysical, mystical, and New
Age, discoveries in the sciences over the last several decades support this view.
Music making then can be based on these ideas expressed under real rehearsal
conditions. Intonation, phrasing, dynamics, articulations, all are part of a whole
that needs to be carefully crafted in its individual parts so that the whole becomes
greater than the sum of its parts. ...Violins out of tune with the basses will not
produce the desired resonance characteristic of perfectly tuned chords.

Complementary passages in a fugue will not render the same vibrancy if
balances are not properly attended. And all for what? For tuning into the larger
fabric of a universe that is itself in vibration. To be connected not only to each
other in the orchestra, but to be connected to a larger sense of humanity. That the
making of music puts us in touch with the whole of the cosmos as well as with
each other. (p. 155)

Palmer, from the composer’s perspective, argued for the spiritual nature of music, which

in fact premises the embodied nature of music. Palmer called for the underlying

connectedness as if it mirrored my earlier contemplation from the performer’s



79
perspective on the fully embodied body as the agent of the sense of the self as a musical
whole. Palmer’s notion of “the larger fabric of a universe” resonates with Ms. Lim’s
notion of “the principle of the universe,” and his call to be “connected to a larger sense of
humanity” also resonates with Ms. Lim’s phrase, “music needs to be musical, human
needs to be humane,” referring to her regenerated performing body (in her words, the

99 ¢

“whole,” “thoroughly open,” “liberated” body).

Sound, the basis of music, originates in physical movement, vibration mostly of
air. A “pitched tone” is identified within a certain range of regular vibration rates of a
musical instrument. Interestingly, such traditional vibration sources for musical sounds,
so-called classical musical instruments (such as strings and air columns) are designed on
a regular basis to move back and forth like a pendulum (Radocy & Boyle, 2012, p. 110). |
reimagine that Palmer’s notion of “perfectly tuned chords” may then directly represent
the optimal bodily contact with this physical principle of sound underlying the balanced,
regular vibrancy, which simply presents or be heard as the “desired resonance” of the
sound.

In the winter of 2020, | was scribbling a memo. When | found out about the
physical principle of sound, I immediately recalled my anecdote written a few years ago,
reflecting my own transformative experience with Ms. Lim (i.e., “The sound itself came
through my whole body as if itself wore breaths like transparent and genuine air that can
emanate my true musical ideal,” see Chapter I). Surprisingly, my intuitive word, “air,”
without any prior knowledge at that moment, turned out to represent a real physical (or

scientific) source of sound (Radocy & Boyle, 2012). Here is my written memo reflecting

this moment:
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I am surprised, the air, my primordial concept of the sound in a possible word,
turns out to be a part of the actual principle of sound. It soon expands my
speculation that the performer’s breath is then a part of the sound as its complex,
regular vibration of air is delicately manipulated by the performing body. The
ontology of the air (I sensed through the embodied body) may have been the
physical medium through which the body keenly connects to the sound, in other
words the internally connected motor trajectories with an instrument connects to
air vibrations, the physical source of sounds. (January 2020)
This way of understanding the physical, embodied nature of sound has suffused in part
my inquiry of how the embodied musical body actually regenerates the sound of music,
basis to its physical nature. Once we understand this physical nature of sound and its deep
connection to the performing body (i.e., intrinsic motor trajectories in particular), virtue
in musical performance is no longer a mystery in that it is genuinely about growth into
humaneness underlying the body-sound connection in the physical principles, which in
fact represents the restored self-music connectivity.
Based on the body-sound relationship, I cultivate my idea that the open, liberated
sound may have to do with the “desired resonance’ underlying the balanced vibrancy, a
physical mechanism of a precisely tuned sound in Palmer’s (1995) notion. Underlying
their mutually shared natural principles, the optimal resonance of sound in this sense is an
indicator of the self’s optimal space of motor trajectories. In other words, a precisely
tuned sound, underlying the sound resonance, is already embodied in the restored
performing body (i.e., the fully embodied body) as the agent of the regenerated musical
self or the malleable inner self. Ms. Lim took a further step and implicated the precisely
tuned sound (Palmer’s “desired resonance”) in pedagogical context. She said,
I truly believe the Talmud’s teaching that “whoever saves a life, saves the entire
world” (you can embrace the whole world in your position). But you can save one
person only when you “completely” understand something. For example, when

you merely see functions, the brain and the body seem separated. You then only
have partial knowledge. Conventional music teaching yields only “functional”
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persons with a separation between the mind and the body. True educators cannot
think and teach them as separate. Our body is one sole being, complete and
connected with all unifying senses that the feelings or nerves of our performing
body come through the oneness. Although it might be necessary to dissect and
observe individual parts of the body respectively, the full body ultimately works
at its best when all the parts become connected.

Most music teachers often tell their students to relax a certain part of the body
here and there. Students, of course, want to relax and do well. Nobody would not
want to get in tune when they hear “you’re not in tune.” But things never happen
that way and the teachers waste their breath. Who can teach in detail how to get in
perfect tune? Most teachers would say “it’s not in tune; it’s high; or it’s low.”
This function-oriented, fragmented teaching cannot be fundamental nor holistic
because it prevents students from seeing the art of performing music with the
mind-body whole, which | believe is the ultimate way of learning and that of
treating music.

| struggled with the same issue even after | started my doctoral degree in cello
performance. Despite the momentary breakthrough | had experienced with Ms. Lim (see
Chapter 1), my musical self still had long been influenced by the extrinsic measurement-
driven pedagogical structure characterized by feedback from my other teachers: “I can
tell you have a great musicality inside, but you should ‘practice’ being more tuned.” But
while my teacher at the doctoral program was aware of the same issue, the approach he
took was distinctive. He asked me to practice with a tuner every single note of music that
| play. My first reaction to his direct yet seemingly simple approach was absolutely
embarrassing. It made myself feel back to the most basic compared to my “level” of
performance. But in hindsight, I in fact had never practiced my music with the tuner
before. Weirdly enough, I soon found after practicing in such way that the tuner did not
respond to my sound regardless of how precise | tried to tune until I completely
transformed the bodily structure in which I use my left-fingers on the fingerboard. By

when the tuner finally responded to my sound, the way in which | used the fingers of my

left hand was “tuned” to the instrument, following the natural movements of my base
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joints. It felt absolutely effortless as if my bodily component were a part of the tune.
From this point, | realized the subtle yet powerful movement in line with such natural
principle allows to open the bodily internal pathways to merge into the instrument, and
ultimately with the sound.

While it has been noticeable in Ms. Lim’s narrative that her restorative journey to
the malleable musical self/capacity is quintessentially dependent on transforming her
most habituated performing body, it was also axiomatic that her journey is not for the
sake of the body nor the self but for music (see Chapter 1V). In short, Ms. Lim’s
implication of the “thoroughly open body” is not merely limited to the bodily impact on a
sound. Rather, in Ms. Lim’s mind, it represents music itself as the ultimate end of the
embodied musical self. This pushes me to another intricacy of the connection: how the
body-sound relationship, underlying their mutually shared physical nature, then speaks to
the subjective property of sound of music. From the performer’s perspective, in what
ways the regenerated or embodied body impacts not only the sound mechanism but
further the freedom of musical expressivity?

In the former section, | have reimagined her notions of the mind in two categories.
First, there is the performer-self’s musical ideal or imagination that is aimed to transit
into living sounds. Ms. Lim began her journey from the breakage of her musical ideal and
actual sound that she had been able to play. Steven Isserlis’ music may have exemplified
her musical ideal, or her mental representation of music. Secondly, her notion of mind
has to do with an intention/goal of music performing, in turn, related to a way of teaching
music. | see that the extrinsic-goal oriented pedagogy, developed from the earlier

discussion, can be both a cause and an effect of the extrinsic motivation, preventing
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seeing the self from the creative agent of music itself. On the flipside of the coin, this
extrinsic mind cyclically reinforces the inhibited, mechanical body, losing the sentient,
living body as the agent of the true self. Thus, the performer’s musical ideal or
imagination actualized in sound is a token of the unity of the intrinsic musical mind and
the regenerated or embodied performing body.

The performer’s musical imagination is presumably associated with a
compositional work. Kirnarskaya (2009) in her book, The natural musician: On abilities,
giftedness and talent, discusses that the performer has the ability of a “‘sense of a musical
whole” as if they were creators of a piece like composers, seeking the beauty in its
“images of the timbre of sounds and their particular articulation through every musical
fragment sound” (p. 234). The author elaborates the performer’s sense of a musical
whole, what she called “architectonic ear’:

The performer traces the path of the Composer from the end to the beginning,
from the piece as a whole, clear in all its details, to an unclear image of the whole,
from which the work originally arose at some earlier point. If this path is not
covered, then the work will not be reborn in each craft of its performance — and
the music will turn into a kind of lifeless entity of stone or metal, repeated only as
a mechanical copy of itself. The Artist, following the Composer’s path, arranges
the form anew, gathers all the details and listens to the relationships between and
among them as though he had collected them from scratch, as if it were his
musical-productive capability giving birth to all these musical elements which his
architectonic ear then organizes into a musical whole. ... It is exactly this
imitation of the creative process which occupies the Performer as he works on a
piece, and not the mindless technical exercises which the great artists have never
considered worth the time involved. The mind and the ear, once they have
understood a composition through all the internal connections of its elements and
parts, will render a sense of the work which is so organic that technical labor will
be unnecessary. (pp. 238-239)

This quote potentially explicates the concept of Ms. Lim’s musical ideal in part, the ideal

of the sound in the context of the performer’s “organic sense of music.” Ms. Lim’s ideal

first note E of Saint-Saens’ cello concerto (see Chapter IV and Chapter V) shows that her
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musical ideal underlies the note sound as a part of her “organic sense of music” in the
context of a musical work. As discussed earlier, the perfectly tuned sounds have to do
with the desired resonance, underlying the regular frequencies of air vibration (Radocy &
Boyle, 2012). | reimagine that—in parallel with the body which is the very basis of the
musical self—the very basis of music is the sound underlying its physical principle, the
vibrations, comprising musical phrase or musical gesture, directly motivated by its
relation to physical gesture (Jakendoff & Lerdahl, 2006). It resonates with Ms. Lim’s
ideal concept of music underlying connectivity.

Body awareness is a process of training and bringing the entangled body back to
the child’s malleable body. Let’s say you play the Schumann Cello Concerto with
the body entangled. Even though your soul would be in the world of Schumann,
your body cannot be in the realm of the inner paths within the performing body—
wherein every single sound entails its own unique color beyond the bodily realm.
The liberated body leads to this true realm of musical soul. (p. 65)

Here I discover the meaning of a holistic sense of sound as the agent of the inherent
bodily design to be “one sole being, complete and connected with all unifying senses”
(see Chapter V). It reflects the original nature of musical sound to be the complete
resonance underlying its natural principle. In other words, through the resonance of sound
created by the fully embodied body, each sound note is ultimately connected, creating
musical phrases in their unique shapes. In other words, the intrinsically connected bodily
movements in fact addresses the connected sounds of musical phrases in their original
shapes, resonating with Ms. Lim’s notion of “the true realm of musical soul wherein
every single sound restores its own unique color beyond the bodily realm.” It rings to me
that Ms. Lim’s experiential notion of this “true realm of musical soul” speaks both for her

musical ideal and actualization through her pilgrimage. I found it closest to Messiaen’s

musical ideal:
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Time is a space, sound is a color, space is a complex of superimposed times;
sound-complexes exist at the same time as complexes of colors. The musician
who thinks, sees, hears, speaks, is able by means of these fundamental ideas, to

come closer to the next world to a certain extent” (Sholl, 2011, pp. 173-174).
Although Ms. Lim’s musical pilgrimage is based on the context of Western classical
music tradition, | argue that a sense of wholeness or a sense of the self as a musical whole
underlying the mind-body/self-music unity surpasses any musical genres and styles.

The physical sound principle explored above—as the agent of the natural
principle of the physical body—may drench my inquiry of why the pieces by Bach and
Haydn were particularly challenging to play. An answer may be discovered in these
specific’s pieces’ physical sound principle, requiring the perfect resonance or Palmer
called it, “desired resonance” above). Radocy and Boyle (2012) said, “the pitch
assignment for a pure tone depends on the area of basilar membrane stimulation” (p.
154).

Radocy and Boyle argued that resonance is produced from the optimal contact
between fundamental frequencies and overtone frequencies. | further reimagine that this
optimal contact is enacted by the performing body underlying its natural physical
principle. Unexpectedly, it further led to my speculation on the Dvorak cello concerto
(see Chapter I) that, compared to the Bach and the Haydn, it may not need near to a
complete degree of resonance as the piece in most part is constituted of chromatic tones. |
therefore see that the pieces by Bach and Haydn would require more a sense of
wholeness underlying much more delicacies in the performing body cultivated in
response to the physical nature of sound resonance.

However, no matter whether you play with or without musical work or no matter

which style of music you perform, whether it is classical, jazz or pop, every individual
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retains the malleable inner self for lifelong musical transformation and growth underlying
the body-mind/self-music unity. The cultivation of the malleable inner self, towards the
entirety of the musical self, will bring you a sense of the self as a musical whole palpably

lived through musical performance.

Virtue in the Musical Self

In the earlier section, I have explored the “wholehearted”” musical mind or the
intrinsic musical mind in relationship with the regenerated state of the performing body
within the entirety of the musical self or the sense of the self as a musical whole. My idea
of self in music, the pinnacle of the self’s belonging to music, was derived from my
imaginative picture of the inner self cultivated as the agent of music itself through the
fully embodied body united with the intrinsic musical mind.

Just as Capra’s (2002) notion of “a sense of belonging to the universe as a whole”
underlying the mind-body/self-world, I reimagine that the unity of the performing body-
mind becomes transcended to the musical universe or Ms. Lim’s phrase, “the music that
is close to nature.” It leads to a conclusive remark that the entirety of the musical self or
the sense of the self as a musical whole is the sheer end of her musical pilgrimage,
healing the separation of the body and the mind, and eventually the self and the music in
my long thought.

Meanwhile, 1 could not give up on searching for the meaning of the sense of
wholeness achieved in her pilgrimage, particularly at which point | found her indication
of the fully restored or the embodied state of the body (i.e., “whole body,” “thoroughly

open body,” “liberated body”) as the way in which “human is humane; music is musical.”
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Ms. Lim’s seemingly idiosyncratic narrative, which had not been clearly comprehensible
at a first glance, started to be reilluminated with an idea of virtue when | realized the
meaning of her corporeal musical pilgrimage from self-awareness to selflessness was in
fact rooted in the intrinsic good (see above the section of my scholarly journey rebegins).
In my reimagination, her seeking for “the good” indeed brought herself to the intrinsic
happiness in other words. She said,

I am happy that my long-standing entanglement [or my long-entangled being] |
had suffered from is now liberated. | am happy that the 30-meter root—that is
good and firm, regardless of size or a kind of a fruit or flower—has grown out.
The music that is close to nature was my life-time pursuit. I grew with my past.
Practice that once tortured me most now, saved me. My life | feel is far lighter
and better. | am not the greatest musician but the one who became able to make a
sound from ‘the whole body.” Because my body is thoroughly open, it is
vulnerable in a way. Yet, | believe this is the way to become more humanized.
Music needs to be musical; humans need to be humane.

O’dea (1993) explained that the virtue in music performance is the attitude that
can be cultivated, which I found resonates with the intrinsic musical mind opposed to the
extrinsic intention/goal of music performing (i.e., winning competitions). Built upon
Maclintyre’s (1981) external and internal goods, she particularly emphasized internal
good for the virtue in musical performance. She said,

Internal goods are not given or received. Rather, they are developed. No musical
institution or corporate sponsor bestows on one technical mastery or interpretive
imagination. These are capabilities one develops and perfects oneself through
engaging in the activity of musical performance. Moreover, they are their own
reward. When a performer finds satisfaction in devising an imaginative original
interpretation of a piece, the source of her satisfaction is the activity of music
itself, not some external prize or honor that coincidentally attaches to it. (p. 53)

The quality of “internal goods,” as the agent of the virtue in musical performance in

O’dea’ s mind, was surprisingly congruent to Ms. Lim’s pre-eminent thought on the

selfless, intrinsic musical mind. I thus postulate that the virtue in musical performance
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premises the cultivation of the inner self, the body and the mind, towards the entirety of
the musical self.

While the word itself would never do justice nor be graspable, | came to the
realization that virtue lies in its profound relationship with the inner self, given that the
intrinsic good cultivates the inner self as opposed to the extrinsic good, being interrelated
to the ego-centric/extrinsic musical mind. Attached to an extrinsic goal/reward of musical
performance (e.g., winning competitions), the ego-centric/extrinsic musical mind far
escapes the inner self in its nature.

| postulate that the inner self, the agent of virtue, becomes restored from the mind-
body unity (i.e., the unity of the fully embodied body and the “wholehearted” or the
intrinsic musical mind). The epiphanic point | found in Ms. Lim’s testimony that is
distinctive from the other studies is that she further breaks down the idea of virtue.
Traditionally focused on the mind aspect (i.e., the intrinsic musical mind) under into the
cultivation of the performing body, her notion of virtue manifests how the performing
body becomes the lived agent of virtue in musical performance.

In my reimagination, her narrative knowledge thereby bridges between the
literature of the body in musical performance (i.e., often addressed as either means for
“better performance”) and that of the virtue or the mind in musical performance (i.e.,
often addressed as the meaning and purpose in musical performance in an abstract sense).
Her testimony manifests how the malleable inner self, underlying the fully embodied
body-the intrinsic selfless, musical mind, actualizes the virtue in musical performance in

a palpable, lived sense. In this way, the virtue is no more possessed merely by the mind,
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aphorism nor abstract meanings. The virtue rather appears in the sheer mind-body unity
as a musical whole, the entirety of the musical self.

Through Ms. Lim’s lifelong transformative journey as an essential testimony, the
aim of my study was to better understand the malleable inner self or the intrinsic musical
capacity as an intrinsic measurement for lifelong transformation and growth particularly
in the context of classical music performance. In this chapter, I unfolded my
reimagination based on Ms. Lim’s narrative knowledge in response to the second
research question layered in following. How does Ms. Lim’s narrative inform my
reimagination of the embodiment (i.e., the performing body) and its relation to the
intrinsically malleable capacity for musical performance?

In Ms. Lim’s narrative, her epiphany of the restored mind-body-sound unity at an
individual level as a performer ultimately connects with her belief in a good pedagogy for
others. In the following last chapter, in response to the third question—How does Ms.
Lim’s narrative inform my reimagination of an essential pedagogy underlying the
intrinsically malleable capacity for musical performance? | present the pedagogical
implication in the context of Western classical music performance, built upon my

reimagination in this chapter.
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VI-MY REIMAGINATION II

Preface

My conceptual turn to the malleable inner self—as the agent of the intrinsic
malleable capacity for musical performance particularly in Western classical tradition—
came from my endeavor to challenge its conventional status as the prerogative of having
talent (Lopez-iniguez, 2019; Persson, 2009; Sloboda, 1996). As discussed earlier, this
issue has been replicated by musicians’ habitual performing and teaching practices,
ignoring intrinsic qualities of the performing mind and body at the expense of automatic,
habitual skilled movements. | have observed that this deeply rooted issue in the music
conservatoire tradition has spread throughout K-12 instrumental education. In the
institutions with which I am familiar, music education students who go to teach
Instrumental Education are “trained” on their instrument most likely by the same
conservatory teachers. These conditions perpetuate habitual performing and teaching
practices transmitted from teacher to student.

| developed my speculation from Chapter | that this habitual cycle of performance
practice and its pedagogy underlies a lack of acknowledging the self as the intrinsic
measurement for lifelong musical transformation and growth underlying the natural
connectivity within, between the body and the mind restored (i.e., the fully embodied
body and the intrinsic musical mind as the agents of one another). The gap in experiential
knowledge reinforces the preconception of the musical talent which, and more

significantly, soon seizes one’s capacity as pre-determined and static. This gap in
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experiential knowledge also can be viewed as not only the cause but also the result of the
extrinsic measurement-driven pedagogical focus (e.g., winning competitions), which can
hinder the true potential of the self (i.e., that of the body and the mind).

In hindsight, | experienced this crisis. More seriously, because of my habitual
root, | had not been even aware of the fact that | was in the habituated realm or static
capacity. My musical training since I started the cello had been aimed at “mastering” a
piece of music. Not unlike most young student performers, “mastering” musical pieces
automatically meant achieving a set of extrinsic goals such as winning music
competitions and passing college auditions. The “success” in my playing had been
directly determined by those extrinsic measurements. By the time | finally achieved the
goal of entering college as a music major, the semester evaluation, a so-called “hearing,”
was the only goal left that made me practice to “master” a piece as if my musical self
were to be at the end of that path.

Especially in conservatoire or college setting, | experienced abstract imagination-
oriented pedagogy (e.g., “play the note like a cloud,”) has taken a dominant place of
teaching and learning in musical performance. Another common name for this abstract
approach was “musicality,”* or “musical expressivity” underlying the implication of
musical thinking as a higher level of performance dichotomized from instrumental-
specific movements. They were considered the “basic” level of performance that needed

to be “mastered” before entering college.

! The definition of musicality | follow here has to do with a capacious concept attributed to the sound itself
over other musical elements or notes that have been already defined by composers (Kirnarskaya, 2009).
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However, | soon experienced that this kind of abstract approach did not have the
intended result as my musical imagination did not translate into my actual sounds,
especially in music by Bach and Haydn (see Chapter I). My first reaction was to conceal
the reality of this crisis by avoiding the performance of such pieces as much as possible
and to keep presenting other pieces that | was more confident to perform. But a fact is a
fact. The crisis had been buried deep within my unconscious musical self.

This story of mine was indeed not particularly unique or special. | had to observe
my other classmates who quit or changed their career similar to those cited by Lopez-
fiiiguez (2019). An interview article with an anonymous Julliard graduate in violin
performance also had the same experience of having further improvement blocked. In her
blog she writes, “I was thinking I would never get any better in my performance even
when I would go to a doctoral program in music performance.”

The crisis in musical performance is seemingly a personal issue. However, for
me, it represents the crisis of the self under the mind-body separation and creates a
pedagogical structure which fails in teaching lifelong musical transformation and growth,
and results in an inhibited and static capacity. In this chapter, | present the pedagogical
implications of the transformative learning perspective in response to the third research
question—How does Ms. Lim’s narrative inform my reimagination of a pedagogy
underlying the intrinsically malleable capacity for musical performance? 1 used the
three-dimensional space inquiry (Clandinin & Connelly, 2000), the social aspect in

particular for this chapter as an interpretative lens (see Chapter 111).
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Pedagogy in Self

From the “Destroyed”
I am very sensitive to respecting every life. When it comes to lives, my whole

body, every single cell of my body is shaken, when | see dead animals on a

highway or even hear news about a gorilla being killed. Young musicians—

tortured by their instruments—are seen to me just as those dead animals. They
practice and practice like slaves for nothing to ultimately work out. I was one of
those who had a destructive education. True education goes beyond educational
studies. Individuals must not be destroyed through education. They need to be
healed, [as if] they were at a hospital.
Ms. Lim’s narrative knowledge in pedagogy ultimately grew out of her sole musical
pilgrimage from self-awareness to selflessness (see Chapter V). It was derived from the
crisis of self in a “destroyed” or a “destructive education” which she observed in others.
The extrinsic measurement of “success” or extrinsic goal-oriented pedagogy (e.g.,
winning competitions) affects not only individuals’ mind but even more seriously their
body. It disrupts the mind-body connection and eventually breaks the self-music
connection. I reimagined Ms. Lim’s transformative journey as essential testimony of the
restorative act towards the connectivity within (see Chapter V).

Ms. Lim’s sole musical pilgrimage represents a pedagogical meaning itself. It
manifests the restorative act to the inner self grounded from the body and the mind, as a
way of breaking out of the “destructive education” and becoming the intrinsic
measurement for lifelong transformation and growth in musical performance. “No
educator is needed between the self and the principle of the universe,” says Ms. Lim. Her

lived epiphany resonated with me; the cultivation of the self was the key to breaking out

of the “destroyed” and further belonging to a larger musical whole. In this sense, the
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entirety of the musical self? symbolizes the self-music unity not only in a personal
dimension but also in a socio-pedagogical dimension that lifelong musical transformation
and growth is conditioned upon the sense of this belonging. | thereby reimagine that it
has been internalized within the self in a transformative sense.

Through the telling of Ms. Lim’s 30-year musical transformative journey as
essential testimony, this project has aimed to understand the inherently malleable
capacity, or my term the malleable inner self, as an intrinsic measurement for lifelong
transformation and growth particularly in the context of Western classical music
performance. | argue that the ultimate lifelong transformation and growth of an individual
is conditioned upon the journey to the self within. Thus, the fundamental source of the
power to learn and transform begins from the willingness of the self. It reminded me of
Ms. Lim’s point, ““We use only one percent of our brain,” said Einstein. But if you are
willing to suffer for ‘the good,” you will by all means reach there [the good?],”
representing her own meaning and purpose of the musical pilgrimage. In other words, the
cultivating process of her inner self, with the body-mind, in performing music was in turn
for herself to reach “the [intrinsic] good” which Ms. Lim confesses has brought the self to
intrinsic happiness (see Chapter V).

| have reinterpreted it as a virtue (see Chapter V). Aristotle’s famous treatise,
Nichomachean Ethics (translated by Bartlett and Collins, 2011) talked about a twofold

virtue—intellectual and moral. He believed that intellectual virtue comes from teaching,

2 In the earlier chapter, | have reimagined the entirety of the musical self (i.e., a sense of wholeness or a
sense of the self as a musical whole) originates from the malleable inner self restored by the fully embodied
body-the intrinsic musical mind (see Chapter V).

3 It implicates Ms. Lim’s perceived meaning of her musical pilgrimage, having to do with seeking “the
good” in performing music.
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requiring experience and time while moral virtue comes from habit, given the word,
moral virtue [ethike] is the alteration of the term habit [ethos]. He said:

The virtues we come to have by engaging in the activities first, as is the case
with the arts as well. For as regards those things we must learn how to do, we
learn by doing them—for example, by building houses, people become house
builders, and by playing the cithara, they become cithara players. So too, then, by
doing just things we become just; moderate things, moderate; and courageous
things, courageous. (pp. 26-27)

O’Dea (1993), along the same lines, argued that virtue in musical performance is an
attitude that can be developed, not automatically given nor received. Having found
notions of virtue conversing with Ms. Lim’s implicit narrative knowledge in “the
[intrinsic] good” and intrinsic happiness, these innate values fundamentally source from
the inner self cultivated, resonating with an idea of a virtue | reimagine (see Chapter V).
Therefore, in my redefinition, virtue in musical performance refers to an ideal attitude of
both acting and thinking in performing music through cultivating the inner self through
the performing body-mind.

In this sense, | could not separate the virtue in musical performance from that in
pedagogy as Ms. Lim’s narrative knowledge in which I see the meanings of both musical
performance and its pedagogy resonated at the same time. The virtue in musical
performance, which I reimagined based upon Ms. Lim’s living of the sole musical
pilgrimage, projects a virtue in its pedagogy. “The true pedagogy that | was called to find
was not only for myself but for other people. We need the true pedagogy that guides a

good path as if we were to guide a sheep,”* iterated Ms. Lim (see Chapter 1V). It

profoundly reminded me of Capra’s (2002) notion of “a profound sense of oneness”

41 extrapolate her metaphor of “sheep” from her view of the students of “the destructive education” as
“dead animals” (see Chapter 1V).
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underlying the mind-body/self-other unity (see Chapter V). Capra implied that the self-
other unity premises the unity of the body and the mind. In this sense, the entirety of the
musical self, underlying a sense of the self as a musical whole, ultimately speaks for the
connectedness to others, especially including students who experience the same crisis of
the separation between the self and music under the conventional pedagogical structure.

“To me, this is an ‘unlearning’ journey ... it keeps me thinking how I can be an
active teacher to my playing,” said one of my novice adult students. Ms. Lim’s
pedagogical spirit—arduously grown out of her sole musical pilgrimage—has been
indeed passed down to others including myself and the students across levels and
backgrounds. If we value the cultivation of the self as the essential aim of pedagogy and
education, the pervasive subject or information-focused teaching must not be an end of
learning. Rather, an inquiry into the self should be acknowledged as the utmost

measurement of education and pedagogy more than any other pedagogies outside the self.

From the Transformative Learning Perspective
In adult education studies, in particular the area of transformative learning,® the
self has been considered the source of knowledge and the unity of human individual,
changing and growing over time (Tennant, 2012). Tennant said,
Self-improvement is now a core cultural value and there exist across the
spectrum of human activities numerous practices and procedures that guide

individuals to reflect upon and evaluate themselves and their thoughts, feelings,
and conduct. (p. 6)

5 “Transformative education is aimed at promoting awareness and fundamental change at the personal,
relational, institutional and global levels” (Tennant, 2005, p. 102).
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Cranton (2016) argued that in transformative learning, self-direction is required
with “a critical questioning of beliefs, assumptions, and perspectives” because it is
voluntary and often fostered by an experience of “critical self-reflection, exploration, and
intuition with no further reference to the world outside of the self” (pp. 6-7).

Although the term virtue is not directly referenced in transformative learning, | do
see a link between virtue and transformative learning in that they both premise the
cultivation of the self. | previously argued that cultivating the inner self is the
foundational way of breaking out of the institutionalized or the inhibited self for lifelong
transformation and growth; self-cultivation is the pathway to the entirety of the musical
self, underlying a sense of wholeness or a sense of the self as a musical whole in parallel
with self-actualization, transcendence and spiritual experience (see Chapter V). When |
imagine the transformation of the self as a process, it inevitably embraces a sense of
vulnerability as an innate quality of the transformative self. Transformative learning,
Kegan (2000) said, “puts the form itself at risk of change (and not just change but
increased capacity),” recalling the meaning of epistemology which refers to how we
know rather than what we know (p. 49). In this sense, a sense of vulnerability is an
integral part of transformation and growth, an active agent in a positive way.

In musical performance, transformation and growth unexceptionally premise a
sense of vulnerability. Wiggins (2011) found vulnerability as a major theme in his study
about 40 professional musicians’ learning experiences. He learned especially about the
interaction between that vulnerability and agency to be and become a classical musician
in Western culture (p. 358). According to his study, vulnerability means “open and

sensitive to the music itself,” having to do with willing to “grow and explore new paths
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and way of thinking” (p. 358) while it also has a negative connotation relating to the
public nature of music performance. Notably, he found a sense of resilience from a wide
range of studies, coupled with vulnerability in a positive sense. He defined resilience as a
“personal quality arising social and environmental contexts, enabling an individual to
succeed despite adverse conditions or outcomes” (p. 168) or successfully adapt in the
face of challenging or threatening circumstances (Masten, Best, & Garmezy, 1990). |
realized their concept of resilience resonates with my idea of malleability.

In the Spring of 2018, | was back in the crisis, as a researcher this time. | felt like
my self was at the very end of the wall. My assumption was strong based upon my
transformative experience as a young musician with Ms. Lim that I could not think
beyond what I could know at that time. In retrospect, | was inhibited in my complacency
with a fear of breaking into a re/new path in my research. My growth as a researcher
indeed required me to embrace vulnerability. It resonated with my advisors’ words, “what
it means to research is not about what you know but about what you don 't know.” When I
came to truly believe these words, my changed mindset drove my way of knowing to a
process of inquiry. No matter whether | do research, perform music or even teach, it
reveals to me that an ultimately profound sense of learning and teaching comes from the
transformative and growing self, underlying a sense of vulnerability which carries
malleability at the same time.

O’dea (1993) called for cultivating the attitude of the performer towards a virtue
or the intrinsic good, compared to the extrinsic good (i.e., winning a competition).
Cumming (2000) similarly problematized the performer’s ego-centric mind because it

hinders music itself, she argued. | see that Wiggins’ (2011) notion of vulnerability that is
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“open and sensitive to the music itself” (p. 358) leads to the consensus that the state of
the intrinsic musical mind speaks for an ideal selfless or egoless psychological state of
the performer, | argue that vulnerability and malleability ultimately break the extrinsic,
ego-centric mind and restore the malleability for lifelong transformation and growth.

Ms. Lim, beyond the mind realm, took a further step and manifested that the
bodily change predicates a sense of vulnerability for the ultimate transformation and
growth in musical performance (i.e., the “thoroughly open,” “whole” or “liberated
body”). “Because my body is thoroughly open, it is vulnerable in a way,” Ms. Lim
reiterated, referring to the quality of the regenerated or fully embodied body, | reimagine.
In other words, transformation and growth or the cultivation of the inner self in
performing music predicates a risk of thoroughly deconstructing and reconstructing the
body and the mind, inevitably with the sense of both vulnerability and malleability.

| thus postulate that a sense of the vulnerability is an innate quality or property of
the malleable inner self in my conceptualized term, which underlies the “whole,”
“thoroughly open” or “liberated body” (see Chapters | and V). The malleable inner self in
my reimagination internalizes a sense of the continuous growth. It grows into the self-
music unity underlying the selfless or the egoless (i.e., a sense of wholeness or a sense of
the self as a musical whole).

In this sense, Ms. Lim’s implicit narrative knowledge of “the thoroughly open
body” is the essential property of the malleable inner self, breaking out of “the
[compartmental] old self.” I have presumed based on her narrative knowledge that “the
old self” or the inhibited, static self in large part had been incrementally constructed in

most cases by pedagogical enforcement (i.e., the measurement of “success” determined



100
by extrinsic sets of goals as mentioned above) or the competitive socio-educational
structure.

“They would have to fight with the one-hundred trillion cells in order for their
sound to be transformed deep down to the gene level due to the habitual deadlocks [or
knots].” By reflecting her “old self” constructed under the same structure, Ms. Lim
compared the students taught and “trained” under the competitive socio-educational
structure to “dead animals.” Ms. Lim confesses through her musical pilgrimage what has
been transformed is not the world (i.e., the pedagogical culture), but her self. Her
pedagogical implication resonates with me that the institutionalized pedagogical structure
can be fractured from one’s self- transformation to the malleable inner self. It reminded
me of Ms. Lim’s iteration, “If I fulfill my role, the society is changed” (see Chapter V).

Her iteration is telling us again the power of the intrinsically malleable and
transformable self, breaking out of socio-pedagogical enforcement. “Individuals can be
agents in their own transformation by understanding and acting on the circumstances and
forces that surround and shape them,” insisted Tennant (2012, p. 15). The title for this
section, Pedagogy in Self, came from my call for restoring the malleable inner self for
lifelong transformation and growth to be the fundamental and ultimate aim of pedagogy
and education in musical performance.

Tennant (2005) presented the five conceptions of the self in relationship with
social impact. These are the Authentic or Real self; the Autonomous self; the Repressed
self; the Socially constructed self; and the Storied self. This supports the aim of
transformative education “promoting awareness and fundamental change at the personal,

relational, institutional and global levels” (p. 102). To better understand the malleable
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inner self from the transformative learning perspective, | reimagine qualities of the
“Authentic or Real” self and the “Autonomous” self (Tennant, 2005), crystalizing facets
of Ms. Lim’s pedagogical narrative knowledge from the transformative learning
perspective.

The Authentic or Real self, according to Tennant (2005, 2012) is conditioned
upon the essential self that is not changeable yet can be “distorted” by social forces. He
told of the “essential self” that is “biologically determined through inherited
characteristics” and “shared characteristics as human beings” (2005, p.105). In this
perspective, | reimagine that the musical inner self is distorted by the socio-pedagogical
structure, what Ms. Lim called, “competitive reality” (see Chapter 1V). It supports the
transformative educational view of Ms. Lim’s corporeal musical pilgrimage which |
reimagine is fundamentally oriented in the change of her musical body and mind. “Our
true human qualities can be discovered once we shed the distorting and distracting
influences of our social and institutional roles,” insisted Tennant (2005, p. 17). Ms. Lim’s
way of shedding the distorting influence of the competition-based extrinsic sets of goals
was not only restoring the intrinsic musical mind but more significantly, seeking the fully
embodied body towards the entirety of the musical self, underlying the nature of the
physical principle shared between human beings.

Mearleau-Ponty (1964) would support Ms. Lim’s way of restoring “the Authentic
or Real self” as he believes that even our most subtle bodily movements are constantly
shaping “pure knowledge” and our perception of things. Johnson (1987) also would
advocate that our reality is shaped by the patterns of our bodily movement in that the

centrality of human embodiment directly influences the ways in which we find, develop,
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and comprehend meanings of things. Shusterman (2004) furthermore powerfully posited
the body as “the active agent of lived experience” with improved awareness of our bodily
states and feelings beyond the body’s external representation.

Ms. Lim’s pedagogical belief was cultivated through the fundamental change of
her own performing body. Her testimony reminds us that an essential pedagogy
originates from the fundamental transformation of a teacher-self as a model for lifelong
transformation and growth in musical performance. “True educators,” in Ms. Lim’s
belief, have the experiential understanding of the connectedness within the performing
body. Ms. Lim’s narrative knowledge of “the function-oriented,” “fragmented” pedagogy
(i.e., “conventional music teaching with a partial knowledge”) has to do with the
inhibited body, yielding the “mechanical,” “functional” persons with a failure of holistic
understanding. Cumming (2000) similarly said,

As they (teachers) could not fully articulate the relationship of bodily states,
emotional experience, and qualities of sound, all these teachers could do was to
push students to a point of crisis, making them confront the gap between any
“interior” state they might feel in contemplating a work, and the expressive
content heard by others in their performances. (p. 8)

In other words, I argue that Ms. Lim’s call for an essential pedagogy, with the
understanding of the intrinsically connected performing body with all integrated senses,
is that which promotes the “authentic or real self” breaking out of the self “distorted” by
socio-pedagogical measurements.

The “Autonomous self,” according to Tennant (2005), is determined by “agency,
choice, reflection, and rationality” (p. 105). Tennant (2012) states that,

Society shapes and regulates our beliefs and actions, and we are complicit to the

extent that we fall into a complacent world of conformity and fail to analyze and
reflect on our beliefs and actions. (p. 35)
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The autonomous self is seemingly associated with the notion of authenticity yet
distinctive from the notion of the “authentic or real self.” While “the authentic or real
self” focuses on shedding society’s distortion which is considered as the inhibitor of
transformation or I call it restoration of the “essential [musical] self” (oriented in the
body—the intrinsic human nature that is not changeable), the autonomous self is
developed by attitudes such as self-sufficiency, independence, practical judgment, action,
and self-mastery.

Tennant (2005) views autonomy as both a goal and a means of empowerment
from the learner’s perspective that the autonomous self is the evidence of self-
empowerment and thereby the product of transformation. However, | argue that the
autonomous self can rather be a powerful means of cultivating and restoring processes to
“the authentic or real self” or the malleable inner self grounded in the performing body
and the mind, leading to lifelong transformation and growth, ultimately towards the
entirety of the musical self.

Therefore, autonomy is an essential quality of the malleable inner self. In my
reimagination essential pedagogy is cultivated through guiding to acknowledge and
restore the power of the self in musical transformation and growth. Ms. Lim’s
pedagogical narrative knowledge tells us that in order to guide students for this lifelong
learning path, the teacher’s “wholehearted love for every individual® ought to come first
and foremost. It calls the teacher to be a good facilitator as well as a holistic “knower” of
the intrinsic connectivity within as for the virtue in musical performance (see Chapter V

and above). Ms. Lim’s notion of humaneness in musical performance connects to the

5 | believe it includes respect for every life as manifested in her narrative.
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humanistic way of teaching in this sense. Rogers (1983) conceptualized the humane
qualities of the teacher as “a good facilitator.” He laid out these qualities at different
points in his work:

1. Realness and genuineness: “when the facilitator | s a real person, being what
she is, entering into a relationship with the learner without presenting a front
or fagade, she is much more likely to be effective.... It means that she is being
her self, not denying herself” (pp. 121-122).

2. Prizing, acceptance, and trust: “Think of it as prizing the learner, prizing her
feelings, her opinions, her person. It is a caring for the learner. But a non-
possessive caring. It is an acceptance of this other individual as a separate
person, having worth in her own right. It is a basic trust — a belief that this
other person is somehow fundamentally trustworthy” (p. 124).

3. Empathic understanding: “the ability to understand the student’s reactions
from the inside... a sensitive awareness of the way the process of education
and learning seems to the student” (p. 129).

Meanwhile, Ms. Lim said that the “real” or “true” pedagogy is premised on the
significant role of the teacher as the “knower” in the virtue of musical performance
aforementioned, calling for the body as “one sole being with complete and connected
with all unifying senses.” Her pedagogical knowledge, shaped by the transformational

process of forming her musical self, reiteratively signifies the teacher’s own

transformative learning experience for the learner’s transformative experience.

The Four Transformative Phases: From Self-awareness to Selflessness

Cranton (2016) viewed transformative learning as existing in two dimensions:
critical reflection perspectives and temporal frames (i.e., epochal, incremental, and
developmental), built upon Taylor’s (2000) dimensions of development from the
learner’s perspective. Taylor organized 36 characteristics into five dimensions,

summarized as follows:
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1. Toward knowing as a dialogical process (inquiring into and responding to
others’ ideas, pursuing the possibility of objective truth)

2. Toward a dialogical relationship to oneself (exploring experience through a
framework of analysis, making meaning of life stories within contexts)

3. Toward being a continuous learner (challenging oneself to learn in new
realms, drawing on multiple capacities for learning)

4. Toward self-agency and self-authorship (accepting responsibility for choices,
distinguishing what one has created for oneself from what is imposed by
social forces)

5. Toward connection with others (experiencing oneself as a part of something
larger, contributing to a collective endeavor)

The learner’s incremental developmental phases surprisingly in turn resonate with my
reimagination of Ms. Lim’s sole musical pilgrimage from self-awareness to selflessness.
Notably distinguished from Taylor’s transformative phases from the learner’s
perspective, Ms. Lim’s transformative process was initiated by herself. Given this
distinction, I reimagined that her relationship to an instrument was a part of her self-
awareness process. Accordingly, in Table 1, the four phases have been reconceptualized
to better understand Ms. Lim’s transformative journey in context of the transformative

education.

Self-awareness: “Toward a reciprocal relationship to oneself”

Ms. Lim’s transformative journey began from the awareness of “the problem,” the
crisis of the musical self. I found Ms. Lim’s meanings of “the problem” to be twofold: 1)
she was not able to transit her ideal sound into living sound with which she recognized
the connection of the state of her performing body; 2) Her relentless “practice”—which

she had believed to be a panacea to this “problem”—in fact did not get her to
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fundamental improvement. The journey began with questioning her unnatural feeling of

playing cello and the discrepancy of the sound in between her mind and body, in contrast

to her singing or dancing. The self-inquiry catalyzed transformation and growth of the

self. The entire process of searching for “the sound” (see Chapter IV and Chapter V) was

that of transforming the self, grounded from her performing mind and body. Her

transformational process represents transformative learning in that she questioned by

previously fixed values and perspectives and “thereby become more open, permeable,

and better validated” (Cranton, 2016).

Table 1. The Four Phases of Ms. Lim’s Transformative Journey

Ms. Lim’s transformative journey

The learner’s developmental phases (Taylor,

2000)

Relationship to an instrument

“Toward knowing as a dialogical process”

Self-awareness

“Toward a reciprocal relationship to oneself”

Breaking the old self

(Cultivating the inner self)

“Toward being a continuous learner”

Recovering the inner self

“Toward self-agency and self-authorship”

Selflessness (Toward the unified
self)

“Toward the complete knowledge of the mind-
body unity”

Breaking the OId Self (Cultivating the Inner Self): “Toward being a continuous

learner”

Ms. Lim’s self- transformative journey as an adult performer speaks for relentless

actions of breaking old habits of the body and then that of the mind, or as Ms. Lim calls




107
it, “old structure.” Throughout the journey of transformation, she explored and
challenged the habits of the body, which further led to the exploration of her mind habits.
This particular phase of the transformation incrementally cultivated her experiential
knowing in the body-mind interconnectedness that the state of the body is affected by the
state of the mind, and vice versa.

Ms. Lim’s pursuit for musical transformation, notably, involved challenging
habits of the body as a central subject in playing music, prior to critical examination of
the habits of the mind. Without actively deconstructing and reconstructing the corporeal
habits, the inner self could never possibly be cultivated particularly in the context of
musical performance. Her continuous corporeal exploration with the inner habits of the
mind-body searching for the sound, incrementally reformed the inner self, fundamentally
changing her way of making sounds. She refers to the “old structure” as ways in which
the cells behaved and are programmed, influenced by certain ways to which we are
accustomed.

This inherently invisible complexity of the body beyond its external
representation can be only understood and experienced through actual corporeal
exploration, as | have discussed (see above and Chapter I1). For Ms. Lim’s musical
growth to take place, the corporeal process of musical transformation through awakening
and deconstructing the inner habits of the body was essential along with the mind. The
primordial exploratory process on the performing body itself gradually allowed her to be
critical of and to regenerate a mind of habit fixed towards the fragmented perspective on
the body from a mere instrument to a lived agent of lifelong transformation and growth.

Because the body-mind cultivating process underlies the ongoing process as to follow the
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intrinsically malleable nature of the self, breaking the old self or cultivating the inner self
is a process of being “a continuous learner” (Taylor, 2000) from the transformative

learning perspective.

Recovering the Inner Self: “Toward self-agency and self-authorship”

Cranton (2016) said that habits of mind are central to transformation. When an
alternative perspective is encountered, the habits of mind caused by cognitive
development, strong societal values and personal experiences or traumas in childhood
often remain unquestioned. Resonating with this theory, Ms. Lim traced back the moment
when she experienced the crisis of her musical self and reflected that habits of her mind
had been constructed by her feelings from experiencing being left out in her childhood,
affecting a state of the performing body that had become static and inhibited (see Chapter
V).

As discussed earlier, the competition-oriented mind habit can be also viewed as a
product of the self-centric mind away from the intrinsic musical mind. Bauer and
Wayment (2008) viewed ego as a process of constructing one’s concept of the self rather
than a product of the self. For example, the “noisy ego” is immature, possessed by a self-
centered mind. In that regard, the competitive ego, or mind that we saw in Ms. Lim’s
story is rendered by the self-centric mind drawing on the extrinsic purpose of playing
music such as winning music competitions and getting into the arts school. Ms. Lim
notably pointed out that this ego affects the power of muscles and therefore the non-
musical or the self-centered ego is intertwined with the rigid body.

McAllister (2012) also sees a strong relationship between the mind and muscles,

introducing musician readers to practice of “mind-to-muscle and muscle-to-mind
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relaxation.” Ms. Lim epitomized this case by giving an example that the shoulders get
tense and shrink when feeling shocked. She discussed that a musician’s emotional
security is related to one’s musical style and capacity as a certain state of ego or that of
mind is closely related to the state of the performing body that actualizes music.
Therefore, according to her knowing, the non-musical or self-centric mind results in
“functional” musicians and ends up leading to “fake” music. In other words, the non-
musical ego in Ms. Lim’s experience speaks for the theory of the “noisy ego” (Bauer &

Wayment, 2008).

Towards the Transcendent/Unified Self: “Toward the complete knowledge of the
mind-body unity”

Contrary to the competitive self-centric ego or the “noisy ego,” the music-
centered ego or mind is equivalent to the “quiet ego.” Bauer and Wayment (2008) argue
that ego becomes “quiet,” as it grows and becomes mature. They compare and contrast
the “quiet ego” and “noisy (louder) ego” as follows:

A louder ego interprets the self in more individualistic, immediate concrete, and
external terms—as with an ego shouting attention to the point that it cannot hear
the voices of others or of one’s own internal dynamics. A quiet ego interprets the
self in more interdependent, long-term, abstract, and internal terms. In this
scenario, the ego never loses its self-identity as it becomes increasingly quieter;
instead, the ego becomes even stronger, more resilient, and more assured in its
roles. (pp. 199-200)

Their notion of the “quiet ego” is the equivalent of the music-centric ego or the intrinsic
musical mind that focuses on the intrinsic value of music. This quiet ego or Ms. Lim’s
term the state of self-free enables one to restore the malleability for the self and music.

The state of selflessness includes not only the mind but also the body, ultimately leading

to the spiritual realm of music where music speaks for itself. | reimagine that the egoless
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performer’s body becomes open to all the inherent paths of the performing body, and as
Ms. Lim said, he can autonomously find them through his breaths by his performative
act.

Tennant (2012) believes that the ideal self is “the unified, coherent, integrated
self,” and therefore, “the healthy self is unified rather than split, conscious rather than
hidden, continuous rather than discontinuous with the past” (p. 6). Ms. Lim’s musical
pilgrimage in turn was the corporeal search for the “ideal, unified self” in that this mind-
body unity restores human’s inherent capacity for the sense of the self as a musical
whole.

Her restless inner self exploration was in turn restoring the inherent malleable
capacity, being urged to return to the mind-body of a child (i.e., “children’s malleable
body”). In my reimagination, it is a symbol of infinite malleability, turning from the
compartmental self into the sole unity through which the self becomes freed and
transcended into music. With self-music connectivity restored, | therefore reimagine Ms.
Lim’s note for “the true pedagogy” resonates with Daloz’s (2000) notion of emancipatory
learning, iterating that education is genuinely about growth into the relatedness. She
writes:

What we must learn, finally and yet again, is that we are both apart from and a
part of the world. Thus, “emancipatory learning” is not about escape from but
rather about a deeper immersion into the rough-and-tumble of human
relationship...An education that reveals and enhances our radical interdependence
with all creation frees from a “false consciousness” of our separateness into a
richer understanding of our underlying relatedness. | believe that as we deepen
our apprehension of this truth we will grow ever less vulnerable to the either-or
thinking of “self versus other” and more able to recognize that we are always

beings-in-relation. The real work of our adulthood is to grow over more deeply in
love with the world. (p. 120)
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Ms. Lim’s lifelong musical pilgrimage from self-awareness to selflessness,
reminds us the fact that we are inherently in its deepest relatedness. It brings us back to
Capra’s (2002) notion of spiritual experience, that is, in fact human’s utmost sense of the
mind-body/self-world belonging. Music performance pedagogy is then no exception if
this organic relationship speaks somewhat for our humanity. The acknowledgement of
the intrinsic connectivity shifts our view from “music” education to “education” in
music. It frees us from the subject-based myopic learning perspective towards every
individual’s profoundly inherent musicality that is exploratory, malleable and
transformable underlying the natural connectedness within. The malleable inner self, in
this sense, is a pathway to becoming a full musical agent, growing into a sense of the
self-music unity.

In this section, | have explored the idea of the self in the transformable, growing
sense from the transformative learning perspective. The title for the section—Pedagogy
in self—represents my reimagination of the true pedagogy restored within the malleable
inner self, inspired by Ms. Lim’s sole musical pilgrimage. Having crystalized the entirety
of the musical self or a sense of the self as a musical whole with the facet of the body, the
facet of the mind and the facet of the sound (see Chapter V), I found Ms. Lim’s narrative
knowledge about her sole musical pilgrimage inseparable from that about pedagogy. The
malleable inner self, in other words, becomes a full agent of pedagogy, beyond a full
musical agent, growing into the belonging to others. Therefore, the entirety of the musical
self, the pinnacle of the musical pilgrimage, embraces not only the restoration of the inner

self with the body-mind, but also that of the self-music, further the self-other unity.
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Towards the Resonance

Art, regardless of its content, genre, or form, represents the human instinct for
meaning making. This meaning making process inevitably involves the physical medium,
our body (Merleau-Ponty, 1964). My immediate corporeal action of typing on this
electronic device even right at this moment restlessly cultivates and transforms my
thinking, which otherwise would remain abstracted in the mind. In this sense, thinking
and writing can never be separated, but simultaneously achieved together as the action of
writing itself becomes the agent of the creative thinking process.

I aimed through this project to explore Ms. Lim’s 30-year transformative journey
and understand the malleable inner self or the intrinsic musical capacity for lifelong
transformation and growth particularly in the context of Western classical music
performance. “The true pedagogy I was called to find was not only for myself, but for
other people,” said Ms. Lim. Ms. Lim’s lived epiphany, grown out of her sole musical
pilgrimage, resonates with “spiritual music education.” Freeman (2000) writes this
“promotes profound connection between students, teachers, and their music making as it
premises every aspect of human dimension, encompassing its physical, cognitive, and
emotional properties.” Ms. Lim’s corporeal musical pilgrimage towards “the sound”
underlying the intrinsic connectivity of the body to the mind and the self to music, indeed
flows upon others including myself, reaching a sense of wholeness which premises a
sense of the selflessness. The entirety of the musical self, in this sense, ultimately lies in
not only a sense of the self as a musical whole but further that of the self-other
connectedness, which | came to believe is the virtue of musical performance and its

pedagogy. Here I close my contemplation with Thielemann’s (2001) words:
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Music is a statement of surrender; more than that, music is an act of surrender —
of surrender which is the core tenet of the quest for realization, of the quest for
attainment, of the quest for spiritual union. Because surrender is the essence of
love, and love is the quintessence of joy — of joy which is the joy of music, of joy
which is the life-breath of music, of joy which is music. Music embodies the
highest ideal of perfection aspired by the spiritual quest, and therefore, it is
through music that man realizes the infinite; it is through music that man attains to
the infinite, and it is through music that the Infinite gives out his own blissful
essence in the union of love. (p. 8)
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VIl - BEHIND THE SCENES

In the first week of 2021, | am writing this section. It struck me when |
encountered the fact that my transformative path beginning a decade ago as a musician
now turned into a researcher. My retelling of Ms. Lim’s story is not only about the
narrative reflection of her transformative journey but about my journey as a performer
and researcher. My breakthrough as a performer influenced by Ms. Lim became a motive
for this study and building upon this, I unfolded my incremental, expanded way of
knowing by conversing with Ms. Lim’s telling of her transformative journey and my
reimagination of her telling.

Especially after reconstructing Ms. Lim’s narrative in Chapter IV, | experienced a
significant crisis in my thinking, taking me nearly two years to cultivate my
reimaginations for Chapter V and Chapter VI. Given the allegorical nature of her
narrative, the processes of cultivating my reimagination was, in turn, that of developing a
way of knowing on an expanded horizon and my reimagination is still open to growth.
One of many days in the processes, I epiphanically encountered Ms. Lim’s transformative
journey as her musical pilgrimage—from self-awareness to selflessness—with a fresh
eye.

With this breakthrough in my thinking, my initial intuitive idea of “Journey of
Breakthrough: The Three Realms™ in Chapter | has been recultivated and reimagined into
“the Three Selves” in Chapter V in the context of Ms. Lim’s transformative journey as

the musical pilgrimage. My experiential understanding of the body-mind unity as an
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agent of an ideal musical capacity in Chapter 11 became a conceptual path to cultivating
my imaginative picture of the entirety of the musical self which underlies a sense of the
self as a musical whole in Chapter V. | have crystallized the facets of the body-mind-
sound in their interconnectedness. In this perspective, the malleable quality of the inner
self is the condition to be restored to experience the entirety of the musical self. The
telling of Ms. Lim’s musical pilgrimage implicated her search for the intrinsic good
which she confessed ultimately led her to the intrinsic happiness. | then further
reimagined, how this restored self/capacity reflects understanding of a pedagogy in
Chapter VI. My reimagination of her telling speaks for a pedagogy that comes from
within the malleable inner self, yearning to break out of the extrinsic measurement-
oriented socio-pedagogical structure. “No educator is needed between the self and the
principle of the universe,” said Ms. Lim.

The lived experience-centered way of knowing with the life-story interview
method layered with autoethnographic narrative research, I realized, turned out to break
boundaries of body-mind, embodiment-spirituality, practice-theory, post-structuralism-
essentialism and eventually, lived experience-academic research. In this sense, my
imagination of the malleable inner self speaks for not only music performance but also
for teaching and researching for lifelong development. With the study’s capacity-building
perspective, | call every individual to journey to the malleable inner self, the intrinsic

potential for lifelong transformation and growth towards a sense of wholeness.
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