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Abstract

Many highly-proficient musicians enrol in postgratkiresearch degrees, moving from being
expert musicians to novice researchers. This papestigates the reasons and motivations
for this professional transition. It reports oneanpirical study carried out with the members
of an advanced research methods seminar clasSamservatorium that is a faculty of an
Australian university. The members of the clasktoo multiple roles as researchers and
subjects, interviewers and interviewees, invesbigaand authors. The results obtained from
thematic analysis of interview transcripts hightighe importance of the intrinsic aspects of
personal development as a musician and the altrofigrassing knowledge and experience to
others, supported to a lesser extent by extrinsitviations concerning finance and
employment. In this, the results are broadly ie kmith those from other such studies, but
further investigation with a larger and more dieegsoup of music researchers would be
needed to confirm these indications.

Keywords: postgraduate research, music, motivations, perstavalopment, professional
development, thematic analysis

Introduction

In the current university context, many highly-pcadnt music performers enrol in higher
education degrees by research. While at first gldhase enrolled may seem to be moving
from an area of expertise to an area of inexpeggimcmany cases the individual may in fact
have already developed a range of research gskitlsei course of becoming highly proficient
in their chosen field. Many expert musicians seefutther develop their craft through
embarking on research degrees and/or seek ingpirdmiough what they aim to discover.
Research is a highly valued skill among many masegipursuing fine music making. In this
paper, we will investigate the motivations of miesns for enrolling in a higher degree by
research, including the reasons why they choosarels as a way of expanding their skills as
performers, and the expected outcomes of theiarelestudies.

Literature review
What is research? Musicians and research
The first aspect of the investigation is the basiestion of the relationship between music
and research. Shulman (1998) suggests that “factwity to be designated as scholarship it
should manifest at least three key characteristisstould be public, susceptible to critical
review and evaluation, and accessible for exchangeuse by other members of one’s
scholarly community” (pp. 5-6). There are two distiareas in which this can be applied to
musicians.

The first area is that of performance applicatiohsiusic; that is, instrumental and
vocal performance, conducting and composition. @measic practices fulfil the three
characteristics as suggested by Shulman: musidarpence is by its nature public,
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constantly exposed to judgement (particularly ntidey institutions) and recordings of
performances, or particular paradigmatic perforreanare often the centrepiece for
discussion of interpretation and pedagogic potentiaaddition, research into instrument and
performance-specific technical and interpretati@sgects should contribute to the relevant
knowledge pool as well as to the personal developmithe researchers/musicians involved.

The second area is centred on teaching and acaderetopment in secondary and
tertiary education. Teaching occupies a large carapbof the career portfolio for many
musicians. Trigwell (2013) investigates the validf ‘Scholarship of Teaching and
Learning’. He concludes that it is likely that “téeers who adopt scholarly, inquiring,
reflecting, peer reviewing, student- centred apginea to teaching are likely to be achieving
the purpose of improving student learning” (p. 102)

The broadening of the scope of ‘legitimate’ reskanvites new methodologies which
focus on performance and lived experience. Foantst, Parmer (2007, pp. 8-56) has pointed
out the need for performing to “be given its du@asimary source out of which
institutionally legitimate knowledge about musiacaise”. Specifically, a performing
musician or practicing composer is able to eitthars their knowledge with fellow or
aspiring performers, or feed their expert knowlenhge scholarship; likewise a musicologist
may inform either performers or other theoristsbdth cases, the contribution can be made
due to the researcher’s expertise in music.

This expansion of research beyond strict musicoldgarameters invites musicians
who may not typically have involved themselvesdaseaarch to contribute to the pool of
academic knowledge through their expertise as peads and composers. It follows that
enrolling in a research degree and vocalising omeisical knowledge within academic
discourse allows for the materialisation or forrmsalion of the research processes that have
already been taking place in a musician’s life.

It can be seen that this broad scope and natuealap/of music practise with research
practise creates an environment which is fertitenfiasicians motivated to further their
understanding of their craft through engaging wésearch.

Motivation for research — Personal or professional?

Guerin, Ranasinghe and Jayatilaka (2015) investiysitudents’ reasons for undertaking
doctoral studies. They found that motivations fighler research degrees can grouped into
five main categories: family and friends; intrinsiotivation; lecturer influence; research
experience; and career development. This studycasaiged out with 405 PhD, professional
doctorate and practice-based doctorate candidatesdil faculties of Australian universities
(p. 34).

Harrison (2011) and Draper and Harrison (2013)iedmout a similar investigation in
the field of music. They identified four motivat®for enrolling in higher degrees in music
and music education: love of learning; accessgources; connection to the subject matter;
and altruism. These themes have significant overfapall point towards a personal
relationship with research and subject materidya of learning, connection to the subject
matter and to a lesser extent, altruism. The figsliof Abuhamdeh, Csikszentmihalyi and
Jahal (2015) further reinforce the importance @rimsic motivations for study, arguing that
students focus closely on process-centred enjoyment

Comparing these studies indicates that musiciansare likely to embark on a
higher degree by research for personal, intriresasons. On the other hand, other studies
have demonstrated that external, career-focussiautiat are also prevalent in student
motivations for undergoing training in researchrogiry and Zednik (2011) confirm the
importance of a portfolio approach for the careéngrofessional artists, most of whom
regularly supplement their income through work m&®f the creative arts. They report a
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trend, especially among younger professional artistwiden the number of components in
career portfolios.

Manturzewska (1990) also articulates these ansitithin performing musicians. In
her life-span development study, she notes cleaadsations between performance and
teaching periods of musicians’ careers. Gembristeye (2014) mirror these findings in
their study of aging German orchestras: a relatilelef peak performance period followed
by a lengthy teaching career. The timing of thekgeaching phase and the fact that many
musicians retire late in life articulate an anxieggarding the timing of research studies at
university. Do musicians undertake further educatmsupplement their peak teaching? Do
younger musicians feel that they are compromidieg fpeak periods of performance by
undertaking further university study during thigipd?

However, Harrison, Draper, Barrett, Burnard and M&RBon (2010) find that in
relation to a musician’s reasons for undertakimgsgarch degree, “jobs, salary and
promotion are seemingly unrelated to motivationndertake a doctoral program”. The
question of prevalence of career-centred motivatiopersonal motivation has yet to be
entirely resolved.

While career development and intrinsic motivatians important for understanding
the choices of research students, structural faect@y limit student choice, or impair student
motivation in undertaking high-level study. Oneloése is the external demand for research
and research degrees. The Australian Governmesnpjizortive of higher research degrees,
providing extensive funding under the Researchnimgi Scheme (RTS) and Australian
Postgraduate Award (APA) scheme. Universities @ supportive, as more research leads
potentially to more funding and maybe higher ragkin

In spite of the increasingly commonplace requirene¢mloctoral qualifications for
employment in tertiary education, there is an owepdy of candidates. Shaw (2011) notes
that in 2006, only 15 percent of recent PhD graekiliid ‘tenure-track’ positions within six
years of completing their degree, compared witlp&®sent in 1973. There is little demand
for research degrees in a majority of employmeatoss in the creative arts, beyond the
academic arena; for instance, as Draper and Har(&®l1) point out, “there is little need for
a research degree to play in an orchestra”.

Methodology

Participants

Participants were all students enrolled in the gadel seminar ‘Thinking Research’, a
mandatory course for post-graduate research stadéttie Conservatorium of Music,
University of Sydney. Students in this class aneegally highly-trained practitioners in some
aspect of the performing arts; they are perfornms)posers, conductors, music educators
and musicologists studying a broad range of subjeith a variety of research
methodologies. However, most students were relgtivew to research.

Data collection

A series of interviews was conducted with all papints. Initial questions were developed
by all members of the class jointly and were desigto investigate the reasons for enrolling
in a research degree and how research skills masfibartistic practice. The questions are
available in Appendix A. Participants were invitedask follow-up questions and to discuss
ideas that surfaced. Interviews were conductedangs of three students, each taking on a
particular role — interviewer, interviewee, scriband rotating these roles for subsequent
interviews. Participants were invited over thedaling week to add to their transcribed
interviews if they felt they had not contributedcasnpletely as they wished. Since all
participants are members of the research teamwthdra of this paper, external ethics
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approval was not obtained, though the ethical dspsaunning such a project were
discussed by the group before starting the prdfbely were offered the option of not
participating in the interviews, though they alttieed this option).

It is important to note that the questions askdg gathered data from one point in the
development of research skills — most students vedagively early in the process of their
own research studies. As noted by Langley (1999)rttical findings drawn from qualitative
data have the potential to change markedly asatatgarticipants change over time.
Accordingly, it is important to acknowledge thaitsthesearch does not intend to ascertain
how research skills may benefit musicianship agyants develop during the course of a
degree program.

Some of the interview questions seem to make amgs#on that the development of
research will benefit artistic practice. Howevéey were developed by participants
themselves, and so contain a reflection of thein @eas about research in music. De Hoyos
and Barnes (2012) argue that such a preconcepgiksignoring conflicting responses;
however, it was apparent in the interviews thaséh@ssumptions were strongly contested by
some participants, mitigating their influence oa thsults.

Analysis

The investigation of the transcripts was carrietiiyua subsection of the class undertaking a
thematic analysis of all of the interviews. The lgative software package NVivol0 was a
very useful tool in this process. Such analysighemes is a basic form of qualitative analysis
(Boyatzis, 1998), aiming to identify common ideasni the shared concerns and emphases
put forward by participants. The analysts idendifsgmilarities in the reasoning and
motivations which participants articulated in theiterviews, as well as the core values of the
participants in relation to research.

Results

There were five key themes that emerged from thesitigation of the interview transcripts:
What is research?; Financial aspects; Professamadlopment; Personal development; and
Altruism or Contribution to knowledge. Each of takekemes will be described in more detail,
and supported by quotes from the interview trapseriParticipants expressed a wish to
remain anonymous. As such, they have been assggnaechber based on the order in which
they appear in this paper.

How do students understand research?

All participants were asked to provide their defom of the term “research”. Generally the
definitions offered involved some notion of the aisition of knowledge or understanding;
“Seeking knowledge in order to discover new di@tsiand methods and gain new ideas in
general” (1); “research is finding things out thati didn't know beforehand” (2). For some
subjects this definition could be further refineddescribe academic research, as a type of
research they considered distinct from other fori@sademic research has particular
characteristics, including a systematic approachtiligation of the previous investigations of
others, and a presentation of your findings foeatho critique” (2).

Answers varied as to the degree to which intervesaensidered research and
musical practice to be related. While some subjemtsidered research to be an integral part
of musical practice; “research is about the feekllb@ap between theory and performance
practice” (3); or “I am fully of the belief that @ctice should inform research just as research
should inform practice” (4); others considered thesearch as a separate and distinct activity
from their musical practice; “Conceptualizing thasit in language as a very different way
of understanding music” (5). An intermediary pasitsupported by the majority of responses
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considered academic research to be distinct fretngvertheless largely influential on,
musical practice: “My research will change a spe@fea of my practice and probably

inform other aspects. There are always flow onot$fe(6). For these respondents, the
distinction between “research” and “practice” meiat it was possible to conceive of
practicing musicians who did not engage in resedRbsearch may help the musician to
know the context of his/her profession better ttinmusician who does not do research” (7).
The existence of these differing definitions ofsearch” was explicitly recognized by one
interviewee as follows: “Over the course of my aratit career my understanding of research
has moved from a traditional view that academicioulisgists were the ‘researchers’ to a
broader view that research is valid for musiciah® &re also performers, educators,
composers etc.” (8).

While the majority of respondents considered thearest in research to be their
primary reason for undertaking postgraduate stsdye respondents suggested they were
mainly motivated by the practical side of theirezns as musicians; “The original-research
aspect of my degree is only part of a greater whlieh I'm pursuing” (9); “Research is
important — but personally to me it is more impott® play the cello” (10); “Being a student
allows more flexibility and freedom than full-tinveork, this makes it easier to better yourself
as a freelance musician” (11).

Some respondents gave answers that suggestetetigigs on the subject had
changed since beginning academic study and thattiberest in research had increased,
“When | first started the degree it [research] vilasally [important to me], but I'm
discovering a whole new world. It's really excitirand I'm finding it very relevant to what |
am doing with my playing and also interesting i @ itself, which | hadn’t really expected”
(12).

Some of the respondents whose main reason for takdey the degree was their
interest in research expressed a desire to contiireresearch after finishing their degrees
irrespective of employment outcomes, while othepomdents expressed a desire to seek
employment in a tertiary institution.

Financial aspects
Economic considerations for taking up a higherasdedegree were a factor for many
participants. Some participants mentioned goveritsgponsored enrolment as reason for
taking up the degree: “Economically, a researchr@ethat didn’'t attract fees was a feasible
way of approaching this aim” (9). There was a sarigereboding in two references: “Do it
while it's still free” (13); “Because I'm concernedbout the change of government funding
for HDR and wanting to finish my HDR before it bewes very expensive” (11).
Government-sponsored positions in research degiseprovided participants with
resources they would not have been able to afftivéravise. The resources mentioned
included access to instrumental lessons with aeshtesacher, access to research material,
papers and infrastructure: “The reason why | amglairesearch degree is because | don't
have the guidance myself, or the infrastructureherfacilities” (4). Access to free education
in combination with a scholarship allowed one mgvtint to fully concentrate on her practice
without the time constraints of outside employméhivould not have to work for two years
leaving me with more practice time ... Being a studdiows more flexibility and freedom
than full-time work. This makes it easier to betteurself’ (11).

A brief intermission — The expert musician

The notion of an “expert musician” is a core feataf both of the following themes;
achieving a certain level of musicianship had nadtng factors which corresponded to both
personal and professional spheres.
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Many participants answered that they did not feat they can be classed as expert
musicians. One participant felt uncomfortable wvita question and chose not to answer. Of
those who felt as though they were not expert nussc most described themselves working
towards that status: “I wouldn’t describe myselbasexpert musician at this stage, but I'm
moving closer towards it” (2); “I'm hoping that tite end of my degree though | will have
developed some expertise” (12). Some participaete wot comfortable with the term
‘expert’ and felt that the term didn't fit theirexv of self: “I certainly don't feel that I'm an
expert musician. It's hard to define because — Howou narrow the field of expertise? I'm
pretty good at playing jazz bass but does that makan expert musician? Or just an expert
at jazz, or an expert bassist? All those thingdyragifferent kind of ‘expert’ and | don’t feel
like I truly fit into any of those ‘expert’ categes” (14).

Professional experience over many years, peer ngamgand the “ability to
demonstrate sophisticated principles and praaticke pertinent areas” (15) are the main
defining reasons for those participants who cleeldgsed themselves as ‘experts’. They also
agreed that the learning process is ongoing, onagarticipant articulated: “Perhaps an
expert is just someone who doesn’t stop learni@gher participants suggested that having
gained a degree was the defining factor of being@mert’ and the view was expressed that
“Everybody is an expert — so am I’ (16).

Both groups, ‘experts’ and ‘non-experts’ had simigews on what attributes define
the term ‘expert’: specialised knowledge and exgere in all areas of musicianship,
longevity in the work force (time was a factor &r but one participant), peer recognition,
knowledge through professional employment, confegen their own knowledge and
abilities, the ability to pass on knowledge throdghching, never stops learning.

Professional development

The opportunity for continuing professional devetmmt was a significant motivating factor
for respondents to enrol in a research higher @dedkhile respondents were at various stages
of their professional careers, many perceived @ares) degree as the next logical step in their
own professional development. Seeking recognitfoexperience was also a significant
motivating factor for respondents to enrol in aegesh higher degree. A post graduate
academic qualification is increasingly seen asas®ary pathway to acknowledge many
years of professional industry experience and suencurrent and future employment.

The opportunity for networking was identified byns® respondents as an important
factor, though not as often as the opportunitypf@fessional development and the
recognition of experience. Some participants beliethat postgraduate studies increased
their likelihood of acquiring an industry-relateabj “To increase my market value through
increased skills and knowledge also played a gajt™it is imperative for future
employment opportunities” (17).

One participant expressed this view with more di€tdaving a DMA after my name
is an outside validation that | achieved sometlyinigpy life. A research degree is not a
warranty for successful job applications but, in @xperience, not having this degree presents
a definite disadvantage for future employment fokses” (18).

Some participants stated that the skills they weaming in research degrees were
directly applicable to their future careers: “lant to use my newly-acquired knowledge very
concretely in my professional life. It has everen#i short time already begun to influence
and change my existing practices, both in the walgy, as well in the quality and content of
my teaching/coaching” (9).

However, for others, positive effects on a caredh pvere recognised as a possible
benefit of self-improvement, but did not appeabéathe main motivating factor; “to shed
ideas that have been haunting me; to have the spacgme to try and fail and to hone my
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skills and ideas; to meet new people and experiméhtnew ideas; to improve as a writer
and as a speaker; and to extend the possibilgresmployment” (19).

Personal motivations

Participants tended to respond more strongly wiskadabout personal motivations for
undergoing research based study. These took ayafieorms, from the abstract passion for
learning and understanding to more concrete benefthe improvement of the craft which
many participants valued.

Expanding knowledge was an important factor for ynaarticipants. “Very
importantly for me, | undertook this to fulfil aelim, the result of a passion which hadn't yet
developed at the time of my undergrad degree brdarbe gradually clearer the longer |
worked professionally in my field ... it has greginbolic value for me too to embark on this”

9).

Other respondents acknowledged that research wsmsrne ways refreshing and
stimulating for the mind: “I wanted to stimulate sayf intellectually (and aesthetically) after
years in the profession” (9), “I find it refresheg, reconnects me, gives me a different
outlook and takes me out of myself’ (17).

Participants felt strongly that research alloweghtthto contribute to their own
knowledge by improving their skill base and becayidetter musicians or researchers in the
process: “My phrasing, expression and structurdewstanding has already widened and |
hope this will solidify” (9); and “Research may pehe musician to know the context of
his/her profession better than the musician whe cha¢ research” (7).

The desire to learn was explicitly expressed byesparticipants: “I think | have a
passion for understanding and trying to know. Res$es the formalised outcome of that
informal desire” (4); and “I had encountered una@®a questions in my readings, which |
felt the need to answer or at least explore mygél’The idea of expanding one’s knowledge
base to further related areas of research provpdriant to some participants: “l was
intrigued to be able to continue investigationghi& topic of sustainability, but in an area that
| had not previously investigated — music” (2).

A desire for self-improvement was a strong motivgtiactor for undertaking the
degree, and this desire was evident in answert fsearch subjects. In some cases, self-
improvement was an end in and of itself: “I lovarl@ng and feel that | want to broaden my
education. ... | find it refreshes me, reconnectsgnas me a different outlook and takes me
out of myself” (18); and “Having the opportunity study with expert teachers (and take
classes) forces me to think outside my currend faflknowledge and challenge myself in
new ways” (14). For others, the desire for selfrioyement was linked with the desire to
master a specific skill or creative practice: “likk to become a better cellist” (20); “As a
jazz/improvising musician, research offers an ofapoty to pursue an original ‘concept’
which will become a unique tool in my toolbox of ygaof understanding and improvising
music” (14).

This self-improvement was most often explored byip@ants in terms of the ways in
which research benefitted their musicianship. Redpots who defined themselves primarily
as music performers, composers, educators or veeatiists, and who are enrolled in a
practice-led research degree responded favourdiny wsked how they expected research
studies would change their musicianship. The mgjoifithese respondents indicated that
their musicianship had already been influencedpositive way since their enrolment in the
research degree and also believed that their nansicip would continue to develop
considerably over the duration of their researdrele However, respondents who defined
themselves primarily as music researchers or miagjsts, where research output is not
directly related to musical output as a perfornrsemposer or creative artist, contested the
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relationship between practise and research. Opemedgnt clarified their response by stating
that their primary goal was not to improve theirsictanship but rather “research to
understand people” in the context of ethnomusicoplagethnography (4).

Altruism/contribution to knowledge

Two major viewpoints emerged from the collectechddiout how the participants understood
the meaning of ‘contribution to knowledge’. The fr@pants expressed the need to contribute
to their own knowledge base, which can be descrasdoetterment of self, and also a strong
need to contribute to the knowledge base of thgged community or the public in a broader
sense, which can be described as giving back eratBetterment of self was seen as
prerequisite for giving back to others.

Many participants felt a deeper sense of purposenefit and inform society in a
broader sense: “but what | do, | feel as thoudtag some level meaning, it’s not lost in thesis
land, I think it's a far cry but | feel it could befit society in practise” (21); “What I'm
hoping it will do is give me the opportunity to f@m repertoire, to perform music like this
newly discovered composer. So it will increase mepertoire and in turn | will hopefully be
able to introduce that repertoire to other peopiganizations, orchestras” (22).

One participant felt particularly strong about eatireg the public and removing
popular and scholarly misconceptions about thersttgsed music culture of a particular
music scene: “The main reason why | did researchlweagause... the people that who
represent the music and the culture that | knowWyreaell were constantly being
misrepresented” (4).

Participants wanted to contribute to the existingwledge base of their expert
community by closing gaps within existing knowledg&fter research | will have thought
about different ways of doing things and may be abloffer alternatives to the current
practices in band methodology” (1); “By bringingalid knowledge base to a particular area
of my professional life... which otherwise receivesylittle scholarly attention and is
exercised without much historically structured kiexlge in the wider profession worldwide”

9).

Passing on knowledge through teaching was alsonanom aspect of what
participants wanted to achieve with the knowledgytgained: “Devising exercises for
transition between baroque and classical instrusnéso helping her with strategies to help
students move between systems” (11); and “informsate as a teacher, especially regarding
career development of my students” (18).

Discussion

In common discourse there are clear distinctiotaéen intrinsic motivations and extrinsic
motivations. Extrinsic describes motivation thatnes from outer, external sources. For
example, a paid gig at a wedding is an exampleitpinsic motivation because the focus is
not on personal accomplishment, but rather on tbeetary reward. Conversely, intrinsic
refers to motivation that originates from intersalirces. Learning how a car engine works
out of sheer curiosity and/or interest is an exangblintrinsic motivation. In the scholarship
on motivation, however, Self Determination Thed®{) classifies motivation as both
intrinsic and extrinsic, and acknowledges that lggies of motivation can co-exist with each
other. For instance, if a clarinet student practiser scales daily in her preparation for a
scholarship examination, then her motivation cdagddoth intrinsic and extrinsic — to
increase her musical abilities and to win the satsblip. In order to acknowledge the
occurrence of intrinsic and extrinsic motivationeasting together, SDT situates these types
of motivations on a continuum, with a-motivation@me end of the pole, extrinsic motivation
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in the middle of the same pole and intrinsic mdtovaat the opposite end of the pole (Ryan
& Deci, 2000).

In the responses for the interviews conductedjgiaaints tended to express intrinsic
rather than extrinsic motivations for undertakingesearch degree: “That’s why I'm doing it.
You are constantly learning, it's a lifetime amditi This is another part of the learning
process” (23). The idea of life-long learning, ogity and personal interest were mentioned
at many points in the interviews. It is telling thiae largest section of the findings was
concerned with intrinsic motivation and personataelepment. This agrees with the findings
of Guerin et al. (2015) and Harrison (2011) whitless the importance of personal, intrinsic
motivation for students undertaking further study.

The separation between professional and persomalajament is not entirely clear-
cut when it comes to musicians. Because of the pergonal nature of their craft, and the
importance of its quality for their future employntethe difference between professional
development and personal development can seemaayhatt times. A musician who strives
to improve themselves as a musician is also impgptheir career prospects as a musician:
the same act has multiple benefits from its outgamd thus may conceivably have multiple
motivations.

The motivators of professional development areedhrSome students must engage in
full-time study to maintain a financial scholarshpthers need a higher research degree to
gain or maintain employment, or to advance in tharkplace. Then there are less concrete
factors including broadening experience in the gtiduand increasing one’s network of
contacts. While students acknowledged the beragfidislimitations in the professional sphere
of undertaking research degrees, many did notloeiee factors as governing their decisions
to undertake research degrees. In fact, as thégdsuthe financial theme of the previous
section demonstrates, participants were more litcelye limited by financial aspects, and less
concerned with potential future financial gains.

From data collected in this study we see that niurssccontemplating a research
degree are strongly influenced by their individpafsuits of self discovery and intellectual
stimulus. These are intrinsically internal motieat for undertaking research. Most
participants seemed fascinated by and drawn todh®lexity and creativity of musical
achievement, and found themselves nourished ar@icbad by the rigours of an academic
discipline of a research degree. Some musicians da®ct result of their research studies,
discover a marked improvement in their own creatixpression and disciplines.

The results found by Harrison (2011) in his stuflynasic students categorised
altruism as one of the four main motivations of miass undertaking a research degree, an
aspect that is also reflected in our results. @tge relates to the ability of performing
musicians sharing their knowledge with fellow opiasg musicians, or feed their expert
knowledge into scholarship, as outlined by Parr@@07). It is interesting to note that in the
wider disciplinary context of the study by Guertraé (2015), altruism was not identified as a
motivating factor for undertaking doctoral studies variety of faculties of Australian
universities.

An interesting conclusion from this study, thenthiat the motivations for people to
undertake higher degree research studies in tliedienusic may show some significant
differences from the motivations of people in ottsciplinary areas. Further study of a
larger and more varied group of research studeatddibe one way of investigating this
intriguing question.
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Appendix A

Q1. Why do a research degree as expert (profe$sionaician?

Q2. What does research mean to you?

Q3. Why did you enrol?

Q4. What do you want to do when you finish? Howl wadlur research experience help?
Q5a. Do you feel that you are an expert musiciaow® Ho you define that?

Q5b. How do you think your practice will change &ese of research?

Q6. Is research important to you and why?

Q7. How will research inform your area of experti®sv do you expect your research?
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