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FROM THE EDITOR

The Future Musician

For generations, musicians were trained for a profession that no
longer exists.

Especially for classical musicians, the model was deceptively
simple. A student would master an instrument, earn a degree, and
pursue one primary identity: performer, teacher, scholar, conductor,
composer. The pathways were distinct, the expectations relatively
clear, and success was measured through established institutions.
Conservatories trained performers. Universities trained scholars.
Schools hired educators. Orchestras employed musicians.

Today, that landscape has fractured—not necessarily into chaos,
but into complexity.

The modern musician rarely occupies a single role. The pianist
teaches online, performs locally, records content for social media,
manages a private studio, designs educational resources, and
perhaps collaborates with colleagues across continents. The
composer may also be an entrepreneur. The scholar may become a
public educator, a speaker, an influencer. The performer may build
an audience long before securing an agent.

This shift is often described as a problem.

Students are told they must learn marketing, technology,
entrepreneurship, branding, networking, content creation, and
artificial intelligence—on top of everything music already demands.
The list can feel exhausting and it is tempting to see the modern
musical landscape as a series of additional burdens imposed upon an
already difficult profession.

For much of the twentieth century, musical identities were
artificially separated. Performance was isolated from scholarship.
Teaching was treated as secondary to artistic achievement.
Entrepreneurship was viewed with suspicion. Technology was often
considered external to musicianship rather than part of it.



Musicians have always been more than performers. Bach was a
teacher, administrator, performer, composer, parent, and
entrepreneur. Liszt was a performer, educator, innovator, and public
figure. Nadia Boulanger shaped generations of musicians through
teaching while maintaining an extraordinary intellectual and artistic
life. Historically, the most influential musicians rarely fit neatly into a
single category.

What may be changing is not the nature of musicianship itself, but
our willingness to acknowledge its complexity.

The future musician will need technical skill. That has not changed.
The future musician will also need adaptability, curiosity,
communication, and the capacity to learn continuously. They will
need to navigate emerging technologies without surrendering artistic
judgment. They will need to balance visibility with depth,
productivity with reflection, innovation with tradition.

Most importantly, they will need to understand that a career is no
longer something one enters, but something one designs.
This issue of MusicalQ explores the many dimensions of that design.
Across these pages, contributors examine the evolving roles
musicians inhabit and the skills that allow them not merely to
survive, but to contribute meaningfully to a changing profession.

The future of music is often discussed as though it were a distant
destination waiting for us somewhere ahead.
In reality, it is already here.

The question is not whether music will change.

The question is whether we are willing to expand our understanding
of what it means to be a musician.

www.musicaig.com
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BY DR. ANTONELLA DI GIULIO

One of the strangest developments in modern
music education is that the more specialized the
profession became, the less accurately its
professional categories described the lives of
actual musicians. The conservatory teaches the
pianist to become a pianist, the theorist to become
a theorist, the musicologist to become a
musicologist. Entire curricula are built around
these distinctions, and for good reason: music is
difficult, mastery requires focus, and no one
develops genuine expertise through diffusion of
effort.

Yet somewhere along the way, specialization
ceased to be merely a method of training and
became a way of imagining what a musician
fundamentally is — and that conflation has had
consequences that the profession is only
beginning to reckon with.

Students learn to answer a deceptively simple
question — "What do you do?" — with an equally
simple noun. | am a pianist. | am a composer. | am a
scholar. The answer is supposed to fit neatly into a
single category, as though professional identity
could be adequately summarized by a single word.

The moment we examine the lives of actual
musicians, however, those categories begin to
collapse under scrutiny. Johann Sebastian Bach
was not simply a composer; he was a performer,
teacher, administrator, entrepreneur, and
patriarch responsible for a remarkably productive
household. Franz Liszt combined virtuoso
performance with pedagogy, prose writing,
fundraising, artistic advocacy, and institution
building. Nadia Boulanger shaped twentieth-
century musical culture through an interlocking
web of teaching, mentoring, conducting, and
intellectual leadership. Leonard Bernstein moved
with apparent effortlessness between
performance, composition, education,
broadcasting, and public scholarship.

Historically speaking, musicians have rarely
occupied a single professional role — what we
now describe as diversification would have
appeared entirely ordinary to most of the
figures who shaped musical history.

Curiously, the opposite trajectory occurred
within modern institutions. As musical life
became increasingly interconnected,
educational systems became increasingly
compartmentalized. Performance separated
itself from scholarship; musicology became
distinct  from composition; pedagogy
developed its own literature, conferences, and
professional infrastructure.

Arts administration emerged as a field unto
itself, and entrepreneurship arrived much later
still, typically treated as a practical necessity
grafted onto the margins of proper training
rather than as an integral dimension of
musicianship. The result was a peculiar
institutional paradox: the profession became
more integrated while the training became
more fragmented.

For much of the twentieth century, this
contradiction remained relatively invisible,
sustained by the relative stability of
institutional careers. A professor taught at a
university; an orchestral musician played in an
orchestra; a school teacher taught in a school.
The structures were sufficiently robust that
musicians could maintain the plausible fiction
of singular professional identities.

Today, those structures are increasingly
difficult to sustain. A pianist may teach private
lessons, perform concerts, manage a studio,
produce educational content, organize
community events, and maintain a substantial
online presence — and do all of this within a
single week.

www.musicaig.com






Many musicians experience this reality as fragmentation — a sense of being pulled in multiple
directions without a coherent center. The profession appears to demand an ever-expanding collection of
competencies: teaching, performing, writing, technology, communication, administration,
entrepreneurship. Not surprisingly, many conclude that something has gone wrong. Perhaps, however,
the opposite is true. What feels like fragmentation may in fact be a more accurate reflection of what
musicians have always been, now made visible by the erosion of institutional structures that once
obscured it. The difference is not in the musicians but in the scaffolding around them — structures that
changed faster than the stories the profession tells about itself.

Seen from this perspective, the integrated musician of the present is not a new type at all, but rather
the return of an older and more honest understanding of musicianship — one in which performance,
teaching, creation, scholarship, and leadership are not separate identities competing for attention, but
interconnected expressions of a single, coherent artistic life. The challenge facing today's musician is
therefore not simply economic or technological. It is, at its core, conceptual: learning to inhabit a
professional reality whose complexity has long outpaced the categories we inherited to describe it.

About the Author

Antonella Di Giulio (Ph.D.) is a pianist, scholar, and founder
of MusicalQ, a platform exploring the intersection of music,
cognition, and creative practice. She is the Program Chair
for the Allegheny Chapter of the American Musicological
Society, organizer of international music festivals, and a
leading voice in music pedagogy, technology, and
interdisciplinary innovation.
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THE MUSICIAN
ECOSYSTEM

A Framework for Understanding Modern Musicianship

If the previous article argued that the
traditional image of the single-career musician
no longer reflects professional reality, an
obvious question follows: what should replace
it?

For many musicians, the answer has proven
surprisingly elusive. We recognize that the old
categories no longer fit, yet we continue to
use them because no alternative framework
has gained widespread acceptance. Musicians
still introduce themselves as performers,
teachers, scholars, composers, or conductors,
despite the fact that most professional lives
now extend considerably beyond any single
category. The challenge, however, is not
merely semantic. The way we describe
ourselves shapes the way we make decisions,
evaluate opportunities, and understand
success.

A musician who sees herself exclusively as a
performer may view teaching as a distraction
rather than an extension of her craft. A
scholar may underestimate the importance of
public engagement. An educator may overlook
entrepreneurial possibilities capable of
dramatically expanding her reach. The
categories we inherit quietly constrain the
possibilities we are able to imagine.

At MusicalQ, we propose a different model.
Rather than understanding musicianship as a
single professional identity, we suggest viewing
it as an ecosystem composed of five
interconnected domains: Performer, Educator,
Creator, Scholar, and Entrepreneur. These
domains are not job titles, nor are they
mutually exclusive roles to be chosen among.

They are dimensions of professional activity
— aspects of a life in music that coexist,
reinforce one another, and together constitute
a more complete picture of what musicianship
actually involves. Every musician engages with
all five to some degree, though individual
profiles vary considerably, and some domains
emerge naturally while others develop slowly
through experience and circumstance. The
goal is not equilibrium for its own sake, but
awareness. The productive question is not
“Which one am 1?” but rather “Which domains
currently shape my professional life, and which
remain underdeveloped?”

The Performer

Performance remains the most visible
expression of musicianship, and for good
historical reason. Long before music became an
academic discipline, it existed as a performed

www.musicaig.com



art —an act of communication between a
musician and an audience, mediated by sound.
Within the ecosystem, the performer occupies
a unique position because performance is
ultimately where every other dimension
converges. Research, creativity, pedagogy, and
planning are abstractions until they are realized
in sound, and it is the performer who carries
that realization into lived experience.

Yet performance is frequently misunderstood
in ways that narrow the conception of what a
performer actually does. Many musicians
associate performance exclusively with
technical execution, as though the capacity to
produce accurate notes at speed were the sum
total of the domain. Technical skill is, of course,
indispensable — but performance also involves
communication, interpretation, presence,
empathy, and the kind of sustained artistic
judgment that cannot be reduced to physical
proficiency.

Itis, at its core, the ability to transform
information into experience, notation into
meaning, and rehearsal into encounter. Some
musicians exercise this capacity on concert
stages; others do so in classrooms, community
spaces, houses of worship, recording studios, or
digital environments. The setting may change,
but the underlying function remains consistent:
creating meaningful encounters between music
and human beings.

13
The Educator

Education is perhaps the most underestimated
domain within the profession, partly because it has
so long been framed as an alternative to
performance rather than a central expression of
musicianship in its own right. The implicit

hierarchy — performer first, teacher second,
teaching as consolation for those who could not
sustain a performing career — has done

considerable damage to the profession’s self-
understanding, obscuring the fact that many of
music’s most historically consequential figures
were, above all, educators. Their impact extended
far beyond their own performances precisely
because they cultivated the capacities of others,
shaping generations whose combined
contributions no single performer could have
achieved alone.

The educator’s domain is broader than it first
appears. Musicians teach through private lessons
and university classrooms, but also through
masterclasses, lectures, workshops, mentorship
relationships, published writing, public speaking,
online content, and the countless informal
interactions through which musical understanding
is transmitted and refined. At its highest level,
education is not the transmission of information .
but the development of understanding. The
educator who teaches only what she knows
produces students who replicate what she knew.
The educator who teaches others how to think
produces students who will eventually surpass
her. Those who teach others how to ask better
questions leave the most enduring mark on the
profession.




The Creator

Creation is most readily associated with
composers, and the association is
understandable. But it is also misleading,
because creativity permeates nearly every
aspect of musical life in ways that the
composer/non-composer distinction
entirely fails to capture.

Every interpretive decision involves an act
of creation. Every lesson requires creative
adaptation to the particular learner at hand.
Every concert program, rehearsal strategy,
community initiative, publication, or
educational resource emerges from creative
processes that are not categorically
different from those a composer employs at
a desk.

Historically, the means of creation were
constrained by access to institutional
resources and distribution networks that
few musicians could command
independently. That constraint has eroded
dramatically. Recording technology,
publishing platforms, video production,
artificial  intelligence, online learning
environments, and digital distribution have
together  expanded what individual
musicians can build to a degree that would
have been difficult to imagine a generation
ago.

A musician with sufficient creativity and
technical literacy can now produce,
distribute, and reach audiences in ways that
once required institutional infrastructure. As
a result, creativity has shifted from a
specialized professional activity — the
province of composers and a small number
of auteur performers — to something closer
to a professional necessity.

The musician who cannot generate new
possibilities, whether in the form of a
recording, a curriculum, a community
project, or a performance concept, is
increasingly dependent on institutions that
may not sustain her.

The Scholar

Scholarship is not confined to universities,
nor is it synonymous with research
publications or academic credentials. The
scholar is defined less by institutional
affiliation than by intellectual orientation —
specifically, by the habit of asking questions
that move beyond immediate practical
concerns toward deeper understanding.
Why does a particular work function the way
it does? How did a given tradition emerge,
and what assumptions sustained it? What
are the historical conditions that produced
the professional norms musicians now take
for granted?




This pursuit of understanding provides
depth and perspective to every other
domain within the ecosystem. Scholarship
allows musicians to connect individual
experiences to larger historical, cultural, and
intellectual contexts. In an era saturated
with information, the capacity to evaluate
evidence carefully, think critically about
received assumptions, and resist the appeal
of easy answers may be among the
profession’s most valuable and most
transferable skills.

The Entrepreneur

Entrepreneurship is frequently the least
comfortable domain for musicians, in part
because it is so commonly misunderstood.
The word tends to evoke images of business
plans, marketing strategies, and financial
models — the apparatus of commerce — and
many musicians experience an instinctive
resistance to applying such language to an
artistic vocation.

At its core, entrepreneurship is the practice
of creating opportunities where none
previously existed — of identifying a need
and developing a response to it, of moving
from waiting for possibilities to generating
them. A musician founds a festival. Another
builds a studio. A nonprofit is created to
bring musical education to underserved
communities. A concert series takes shape
around a curatorial vision. An online
platform reaches students.

Each of these represents entrepreneurial
thinking applied to artistic and educational
ends, and none of them requires the
musician to become a businessperson in any
reductive sense. What it requires is agency —
the willingness to act on a conviction rather
than wait for someone else to create the
conditions in which action might become
possible.

The Integrated Musician

Although these five domains can be
discussed in sequence, they rarely operate
separately in practice, and the boundaries
between them are considerably more
permeable than any schematic
representation suggests. The performer
draws upon scholarship. The educator relies
on creativity. The entrepreneur
communicates her vision teaching and
persuasion.

Each domain strengthens the others in
ways that become apparent only when a
musician begins to think across them rather
than within any single one. This is why the
ecosystem metaphor is more than a
convenience. An ecosystem is not a
collection of isolated parts arranged in
proximity; it is a network of relationships in
which each component derives its meaning
and vitality from its connections to the
others.

Remove one element and the entire system
changes, often in ways that are not
immediately visible. No single musician will
develop all five domains equally, nor should
that be the aim. Some will remain primarily
performers. Others will identify more
strongly  with  teaching, scholarship,
creativity, or the building of institutions.

There is no ideal distribution — only
alignment: the degree to which a musician’s
professional activity reflects her deepest
values, serves her artistic purposes, and
remains responsive to the particular needs
of the communities she inhabits. The goal is
not to become everything, but to
understand the full ecosystem in which your
musical life unfolds — and to recognize,
perhaps for the first time, that what may
have felt like competing identities are in fact
interconnected expressions.




POINT OF VIEW

THE RETURN OF THE
RENAISSANCE MUSICIAN

Why the Future May Look More Like the Past

Than We Think

BY DR. CARL ROSE

Spend enough time reading conversations
about the future of music and one theme
emerges with remarkable consistency:
musicians are expected to do more than
ever before. The resulting picture is
frequently presented as evidence that the
profession has become unusually
demanding—as though contemporary
musicians are facing a set of expectations
unprecedented in musical history. There is,
however, another way to interpret the
situation.

Perhaps the modern musician is not being
asked to become something entirely new.
Perhaps the modern musician is being
asked to become something very old.

One of the most powerful myths in
contemporary music education is the belief
that specialization represents the natural
state of professional musicianship. We have
become so accustomed to dividing the
profession into distinct categories—
performer, teacher, scholar, composer,
administrator—that we often assume these
divisions have always existed. Yet from a
historical perspective, such distinctions are
remarkably recent.

The musician who performs, teaches,
writes, researches, organizes, creates, and
leads is not an innovation of the digital age.
Itis, in many respects, the historical norm.

Consider Johann Sebastian Bach. Modern
audiences tend to remember him primarily
as a composer, but composition occupied
only one part of his professional life. Bach
was simultaneously a performer, teacher,
administrator, examiner, mentor, and
entrepreneur. He managed complex
institutional responsibilities, supervised
students, negotiated employment
contracts, copied music, organized
performances, and continuously produced
new works tailored to the practical needs of
his environment. To describe Bach simply
as a composer would be as incomplete as
describing a modern university professor
solely as a lecturer.

The same pattern appears repeatedly
throughout music history. Mozart was not
only a composer and performer but also an
educator, publisher, promoter, and
relentless manager of his own professional
affairs. Liszt combined virtuoso
performance with teaching, writing,
conducting, fundraising.

www.musicaig.com



The Age of Specialization

If the multifaceted musician was historically the norm, how did the modern ideal of
specialization emerge?

The answer lies less in music itself than in the institutions that gradually came to organize
musical life during the nineteenth and twentieth centuries. As musical culture expanded, so
did the need for increasingly sophisticated systems of training and professionalization.
Conservatories emerged to produce highly skilled performers. Universities developed
specialized disciplines devoted to music history, theory, composition, and education.
Orchestras grew into permanent institutions requiring musicians capable of meeting
extraordinary technical demands. Professional organizations, academic journals,
certification systems, and competitions further reinforced distinctions between different
areas of expertise.

Specialization allowed musicians to achieve levels of technical refinement and scholarly
rigor that would have been difficult to imagine in earlier centuries. The modern conservatory
graduate often possesses a degree of instrumental proficiency that would have astonished
many musicians of previous eras. Similarly, contemporary musicologists, theorists, and
pedagogues have generated bodies of knowledge of extraordinary depth and sophistication.

The problem emerged when specialization ceased to be understood as a practical necessity
and became an identity. Training musicians to develop expertise is one thing. Convincing
them that expertise requires abandoning every other dimension of musicianship is quite
another. Over time, the categories created by institutions began to feel natural. The
performer performed. The scholar researched. The teacher taught. The administrator
administered. Each role occupied its own professional territory, often with surprisingly little
interaction across boundaries that would have seemed artificial to earlier generations.

This institutional structure shaped not only professional opportunities but also
professional imagination. Students learned to ask, often quite early in their education, what
they intended to become. The question itself assumed that a musician eventually arrives at a
singular destination. One chooses a path, develops a specialization, and spends a career
deepening expertise within a relatively stable domain.

For much of the twentieth century, this assumption appeared reasonable because the
surrounding institutions were strong enough to sustain it. Universities offered long-term
academic appointments. Public school systems provided stable teaching careers. Orchestras
maintained full-time positions. Recording companies controlled distribution. Major arts
organizations functioned as gatekeepers to professional visibility.

Within such a system, it was possible to imagine a career organized around a single identity.

www.musicaig.com



Today, however, many of the structures that supported those assumptions are undergoing profound
transformation. Some have weakened. Others have disappeared entirely. New technologies have
altered how music is produced, distributed, taught, and consumed. Economic realities have forced
institutions to rethink long-standing models of operation. As a result, musicians increasingly find
themselves navigating multiple domains simultaneously—not because they lack focus, but because
the environment itself has changed.

What appears at first glance to be a new challenge may actually be the erosion of a historical
exception.
The age of specialization was real. It was also relatively brief. The integrated musician now re-
emerging may not represent a departure from history, but a return to a much older pattern of musical
life.

Lessons from the Renaissance Musician

If there is a lesson to be drawn from the history of musicianship, it is not that every musician should
attempt to do everything. That would merely replace one misconception with another. The integrated
musician is not a generalist who lacks focus, nor a professional who pursues every opportunity
indiscriminately. One of the greatest dangers facing contemporary musicians is not overspecialization
but accumulation. Faced with an increasingly complex profession, many musicians respond by
continually adding responsibilities without considering how those responsibilities relate to one
another. The result is not integration but exhaustion.

The Renaissance musician offers a different model.

The future musician may simply be a musician in the older sense of the word: a person whose
artistry, curiosity, creativity, teaching, and leadership form parts of a coherent whole. The future, in
other words, may look remarkably like the past. Not because history repeats itself, but because the
categories we inherited were never quite large enough to contain what musicians have always been.

About the Author

Dr. Carl Rose is a researcher, educator, and arts consultant
specializing in audience engagement and cultural strategy.
With a background in musicology and a focus on performance
studies, his work explores the intersections of tradition,
innovation, and access in the performing arts. He has advised
institutions on audience development and writes regularly
about the evolving role of opera in public life.
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TEACHING BEYOND
TECHNIQUE

BY CLARA VENTURI

Why Great Music Teachers Do More Than Teach Music

For much of the twentieth century,
music teaching was understood through a
relatively narrow lens. A teacher’s role was
to transmit knowledge, correct mistakes,
and guide students toward technical
proficiency, with success measured by
cleaner scales, more secure
performances, higher examination scores,
and acceptance into prestigious programs.

These goals remain important —
technique matters, musical literacy
matters, careful preparation matters — yet
anyone who has spent significant time
teaching knows that the most meaningful
moments rarely revolve around fingerings,
rhythms, or articulation marks. They
revolve around people.

The student who finally believes she can
perform in public. The teenager who
learns how to persist through frustration
rather than abandon the instrument in
defeat. The adult beginner who discovers
a sense of identity through music after
decades of believing it was too late to
start. The child who develops confidence
in one domain of life and begins carrying
that confidence, quietly and without
fanfare, into everything else.

These moments reveal something
fundamental about music education that
technical frameworks consistently fail to
capture: music teachers do not simply teach
music. They teach human beings. The
distinction may seem obvious, but its
implications for how we understand the
educator’s role are more profound than the
profession has typically acknowledged

.Beyond Information

The modern teacher faces an unusual
challenge in  this respect, because
information has never been more accessible.
Students can watch world-class performers
on demand, access thousands of tutorials
online, download scores instantly, and
explore educational resources from virtually
anywhere in the world.

If teaching were merely the transmission of
information,  technology  would have
rendered much of traditional instruction
obsolete long ago. Yet the opposite has
happened. Despite unprecedented access to
content, students continue to seek teachers
— and the reason is not difficult to identify
once one grasps the distinction between
information and understanding.
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A student may know how to play a scale
without understanding how to practice
effectively. She may comprehend a theoretical
concept without knowing how to apply it
musically, or possess considerable technical
facility without having developed the artistic
judgment to deploy it meaningfully.

The teacher’s role has therefore shifted — not
in its essential character, but in its emphasis —
from providing information to helping students
organize, interpret, and apply information in
ways that transform it into genuine
understanding. In this sense, teaching
increasingly resembles mentorship as much as
instruction. The teacher helps students
navigate complexity, make connections that
would not otherwise be visible, and develop the
kind of integrated musical intelligence that no
tutorial, however expert, can cultivate on its
own.

The Human Dimension

Music occupies a singular position among
educational disciplines because it engages
intellectual, emotional, physical, and social
dimensions simultaneously and inseparably. A
mathematics teacher may help students solve
equations; a language teacher may develop
communicative competence. A music teacher
often finds herself addressing confidence,
discipline, emotional expression, collaboration,
resilience, creativity, and identity — all within
the same fifty-minute lesson, and frequently
without having planned to do so. This is at once
the challenge and the privilege of the
profession.

Students rarely remember every exercise
they practiced, and they often forget
examination scores and recital programs
altogether. What they remember, sometimes
with remarkable vividness decades later, is
how a teacher made them feel — the person
who believed in them before they believed in
themselves, the mentor who challenged them
without discouraging them, the educator who
helped them navigate failure and discover
that mistakes are not evidence of inadequacy
but an irreducible part of growth.

The most influential teachers understand,
whether intuitively or through deliberate
reflection, that technical instruction and
personal development are not separate
activities requiring separate attention. They
are deeply and persistently interconnected. A
lesson about phrasing may become a lesson
about listening. A lesson about practice
habits may become a lesson about
perseverance. A lesson about performance
anxiety may become a lesson about the
relationship between self-trust and artistic
risk — and none of these transformations is
incidental.

They are precisely what skilled teaching
makes possible.

One of the most significant shifts occurring
within  music education is a growing
recognition that students need more than
technical preparation for the profession they
are entering. Preparing students for this new
reality requires a correspondingly broader
educational vision, one in which technical
excellence remains foundational but is
understood as insufficient on its own.

www.musicaig.com
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Students benefit from learning how to communicate, collaborate, think critically, solve problems,
and adapt to circumstances that neither they nor their teachers can fully anticipate. They need
opportunities to develop creativity alongside accuracy, curiosity alongside discipline, and initiative
alongside instruction. The most effective teachers increasingly recognize that their responsibility
extends well beyond preparing students for the next recital or examination — that they are, in a more
fundamental sense, preparing students for a lifetime of engagement with music. For some, that
lifetime will lead to professional careers of considerable visibility. For others, it will lead to community
participation, personal fulfillment, sustained amateur practice, or simply a deeper and more enriching
relationship with the art form.

All of these outcomes represent genuine educational success, and any framework that counts only
the first as meaningful impoverishes the profession’s understanding of its own purpose. The modern
music educator often occupies multiple roles simultaneously — teacher, mentor, coach, counselor,
community builder, advocate, and sometimes entrepreneur or performer — and frequently inhabits
several of these within the same week. Far from diluting the profession, this expansion reflects the
increasingly interconnected nature of musical life itself, and it has important implications for how
educators understand their own development.

About the Author

Clara Venturiis a cultural critic and essayist with a
background in musicology and journalism. After studying
comparative literature and music history in Florence and
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moving into international feature writing. Her work focuses
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Book Review

THE COURAGE TO
BE DISLIKED

BY ICHIRO KISHIMI AND FUMITAKE KOGA
PUBLISHER : ATRIA BOOKS 2018

BY DR. ANTONELLA DI GIULIO

Few books appear less likely to find their way into a musician's
library than The Courage to Be Disliked.

Presented as a dialogue between a philosopher and a skeptical
student, the book explores the ideas of Austrian psychologist
Alfred Adler, whose work has often lived in the shadow of Freud
and Jung despite its considerable influence on modern
approaches to education, counseling, and personal
development.

At first glance, the subject seems far removed from music.
There are no chapters on practice strategies, performance
anxiety, career development, entrepreneurship, or pedagogy. Yet
by the end of the book, many musicians may find themselves
confronting questions that are surprisingly relevant to
professional life.

The central argument is deceptively simple.

Much of human suffering, Adler suggests, emerges from our
attempts to gain approval, avoid criticism, and live according to
expectations imposed by others. Freedom begins when
individuals develop the courage to define their lives according to
their own values rather than the demands of external validation.
For musicians, this idea strikes at the heart of a profession
deeply entangled with evaluation.

THE

COURAGE

TO BE

DISLIKED

The Japanese Phenomenon That Shows You How to

Change Your Life and Achieve Real Happiness
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From an early age, musicians learn to navigate auditions, competitions, examinations, juries, reviews,
rankings, and public performance. Success is frequently measured through systems of comparison. The
desire to improve is often inseparable from the desire to be recognized. The problem, as the book
repeatedly suggests, is that external recognition can never provide a stable foundation for personal
identity. A musician who bases self-worth entirely on applause eventually becomes dependent upon
applause. A teacher who seeks constant validation from students risks losing the ability to make difficult
pedagogical decisions. A scholar who writes only for professional approval may gradually lose sight of
intellectual curiosity itself.

The book's most provocative idea may be its distinction between what Adler calls "your tasks" and "other
people's tasks." Put simply, we are responsible for our own actions, efforts, and choices. We are not
responsible for how others respond to them. This perspective feels particularly relevant within artistic
professions. Musicians control preparation, effort, integrity, and artistic intention. They do not control
audience reactions, competition results, hiring decisions, social media algorithms, or critical reception. Yet
many professionals spend extraordinary amounts of energy attempting to manage outcomes that
ultimately remain beyond their control.

The authors do not suggest indifference. Rather, they advocate a shift in attention from external
validation to meaningful contribution. Readers will not agree with every argument presented in the book.
Some of Adler's positions are intentionally provocative, and at times the dialogue format simplifies
complex psychological questions. Yet the book succeeds in what many self-development books fail to
achieve: it challenges underlying assumptions rather than offering productivity hacks or motivational
slogans.

For musicians navigating increasingly complex careers, The Courage to Be Disliked offers an unexpected
reminder that professional success and personal freedom are not necessarily the same thing.
The future musician may require many skills—technical excellence, creativity, adaptability, scholarship, and
leadership among them. But perhaps one of the most important is the courage to pursue meaningful work
without becoming imprisoned by the need for constant approval.
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