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What, after all, is an education system, other than a ritualisation of speech, 
a qualification and a fixing of the roles for speaking subjects, the 
constitution of a doctrinal group, however diffuse, a distribution and an 
appropriation of discourse with its power and knowledges?  
(Foucault, 1970, p. 64) 
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Abstract 
The overall purpose of this thesis is to describe and discuss the discursive 
constructions and legitimisations of Music and Music theory in Swedish 
upper secondary school context. Thereby, this thesis is part of the 
construction and debate concerning theory vs practice in Music 
education.   

The study is based on classroom observations and interviews with 
teachers and students. The study is conducted during two consecutive 
autumn semesters, where the first autumn observations are conducted in 
the Music subject Ensemble, and the second semester in the Music theory 
subject Aural skills and music theory as well as Ensemble. The results and 
analysis show that Music and Music theory are predominantly differently 
constructed, through the discourses permeating the courses within the 
subjects. Ensemble, as a Music subject, is constructed through musical 
practice, and only activities that are not directly related to playing – as an 
activity – need legitimisation, whereas Music theory as a subject appear 
as continuously legitimised through its connotations to the Music subject. 
The Ensemble course is constructed as the nucleus around which other 
parts of the education pivots, including courses in Music theory. 

Through the analysis of events, event series, regularities and condition of 
possibility (Foucault, 1970), present thesis demonstrates that expressions 
of resistance and challenge for the regulatory discourses within the two 
subjects endure. However, discourse flexes and bends though continue to 
permeate the regular events and thus also the condition of possibility. 
External context and professional culture (Ball et al., 2012), is viewed as 
entailing discursive rooms and views that construct both theory and 
practice. External context, such as genres of music outside of ensemble 
education, and the teachers’ professional cultures as musicians permeates 
the discursive construction of the ensemble subject as well as teacher 
identity.  

In conclusion, Music and Music theory as subjects in upper secondary 
education, as they appear in the context of this study, can hence be viewed 
as two points on a balance-board, where the weight of discursive power 
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shifts from one side to the other dependent on within which discursive 
(class)room they are taught. 

Keywords: Music education, music, music theory, aural skills, ensemble, 
discourse  

 



 

 

ix 

Thank you 
As most people already know, the work behind a doctoral thesis is the 
result of time and energy invested by more people than merely the author 
of the thesis. I want to express my gratitude to the teachers and students 
that participated in the study. The post-graduate school in educational 
sciences at Umeå university, all the PhD students and everyone involved 
has played a part in the research process. My supervisors, Per-Olof Erixon, 
Linn Hentschel and Thomas von Wachenfeldt, I cannot express how much 
I have learned from you during this process. PO – “Säg vad du ska säga. 
Säg det. Säg vad du har sagt” will be my forever mantra in combination 
with ”don’t reveal the murderer at once”. Linn – WWGGD? (Drink lots of 
coffee). Thomas – kind advice always given with a dose of humour, some 
proof-reading, and perhaps a story about Hultkläppen. Thank you. 

To my family and friends, I want to say thank you for all the support. A 
special thank you to Chris and Frances, without you two this would not 
have been possible.  



 

 

x 

Introduction 
The following three situations serves as a backdrop through which – using 
my own experience as a looking-glass – I wish to illuminate the complexity 
of issues within music education and how these are manifested in multiple 
educational contexts.  

1998 
It is July, and the heat is pressing. I am packing my bag to go to 
orchestra camp for a week. I follow the list of what to bring meticulously, 
my violin is already in its case, ready for the musical adventure. I make 
sure that the music stand, folded up beside me, is carefully packed in my 
bag. At camp, I experience an amazing week. To meet so many young 
people with a passion for playing music is very uncommon in the small 
mining village I live in. In my school, I am the only one playing the violin. 
At the camp, we are many, and we play in an orchestra all day. We play 
pieces from the sheet music on our music stands, in smaller groups and 
in the larger orchestra. I marvel at that I have the opportunity sit in this 
orchestra and be a part of its great sound. Be a small part of something 
bigger. I love it.  

Around the same time, I have suffered from a lot of anxiety in relation to 
my violin playing. It makes me want to quit playing. My violin teacher 
recommends another summer camp, which I am leaving for straight 
after the orchestra camp. He thinks this camp will really help me find the 
joy in playing the violin again. It’s a folk music camp, but I am not sure 
what this entails. Again, I find myself standing in my room, meticulously 
following another packing list. I notice that there is no music stand on 
this list. I think this is a mistake, so I pack and bring mine anyway. When 
I reach the camp, I notice that no one else have their music stand with 
them. I get confused. We don’t use sheet music all week, we only play by 
ear. Before the end of the week, we play more hours than we sleep. I get 
to sit in a group of people and be a part of the sound we all make together. 
I love it. 

2013 
After many years of music education, including musicology studies at 
university, folk music education at an attractive music institute and a BA 
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(hons) in Music from a university in England I decide that I want to 
become a music teacher. I start my teacher education, and as part of this 
I do my school-based in-service education at a couple of schools in the 
near vicinity of where I live. At the schools, I quickly become aware of 
how big the divide is between music and music theory. The teachers in 
music theory often says things like ‘soon we’ll do the fun bit, the playing’. 
To me, a classical violinist but also a folk musician, the divide between 
theory and practice, fun and boring, is a problem I start spending more 
and more time pondering.  

2018  
I have recently started my doctoral research training, studying music 
and music theory in education, when I get asked to talk about my 
research interest in a lecture for a group of music teacher students. I 
accept, and a few weeks later I give the lecture. The students listen 
carefully and ask initiated questions. The issue regarding a tension 
between part and whole in music education does not appear new to 
them. At the end of the lecture, we discuss what is viewed as the core of 
music education, what we teach and why. I ask them what they believe 
the goal of music education is. They answer unanimously that it is to 
become a good musician. Then I ask them if you need music theory to 
become a good musician. Again, they answer unanimously. “No”. I then 
ask what is to be my final question for the day: Why then do we teach 
music theory? The classroom goes silent.   

The discourse within and surrounding music and music education can 
oftentimes be experienced as concerning dichotomies (cf. Folkestad, 
2015), something which entails the construction of the field as equally 
dichotomous. Further, there may be preconceptions as part of the 
discursive construction where something is authentic only within the 
informal practice and artificial within the formal practice (cf. Folkestad, 
2006). It can thus be the case that one end of the dichotomy appears as 
more ‘true’ or ‘authentic’ – within the context – than the other, thus 
implying a value hierarchy between the dichotomies (cf. Dyndahl & 
Ellefsen, 2009). Music education involves theory as well as practice, 
which entails what Jørgensen (2005) calls ‘a conceptual problem’ of 
defining the meaning of theory and practice, where she argues that theory 
may be equated with philosophy because of their shared properties 
entailing dealing with questions concerning “conceptual and abstract 
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entities” (p. 21). Practice, however, she describes as a construct which can 
be “interpreted descriptively or normatively” (Jørgensen, 2005, p. 22). 
These dichotomised notions of theory and practice “may originate from 
historical, sociocultural and educational systems and relations of power” 
(Dyndahl & Ellefsen, 2009, p. 17). However, as Dyndahl and Ellefsen note, 
the practice of music education can further develop these dichotomies and 
also “identify the subject of music today” (p. 17). The differing views 
regarding theory and practice does however have some similarities, such 
as that there is one theory that is applicable to any given practice 
(Saugstad, 2002). In this context there may be conceptual differences as 
well as differences in definition between music and theory in education 
and music and theory outside of education. This present thesis concerns 
to a certain extent the philosophical query of theory and practice, 
however, the claims made about the meaning and construction of theory 
and practice are made within the context of music education in schools.  

In this doctoral dissertation, the discussion will predominantly concern 
not theory and practice per se but rather how theory and practice are 
manifested within the construction and legitimation of, as well as 
relations between, the school subject Music and the school subject Music 
theory in the Swedish national Arts program with music orientation as 
well as what this entails for the teachers and students. Although this thesis 
could be argued to fall within the ‘theory vs practice’ debate, my position 
is grounded in what is stated in the narrative beginning of this chapter – 
curiosity about the complexity that it withholds. The personal narrative in 
the beginning of this text may partly be an example of what Fautley (2017) 
refers to as “the notation argument” (p. 123), as it partly concerns the need 
for, and learning of, Western classical notation. The main focus of this 
thesis is, however, music education in schools and how educational 
context shape the relation between what is viewed as ‘practical’ and what 
is viewed as ‘theoretical’. As Lilliedahl (2013) words it “cumulative 
learning is dependent on a reciprocity between theory and practice; that 
practical experiences are theorised in order to be converted into 
similar/new practical contexts” (p. 99-100, my translation).  

The educational view of practical and theoretical knowledge in education 
has entailed that instead of the school subjects consisting of a mix between 
theory and practice – a reciprocity within the subject – they have instead 
come to be viewed as either practical or theoretical (Lilliedahl, 2013, my 
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italics). However, “[i]t is possible that the dominance of the dichotomies 
formal - informal and theoretical – practical in music-educational 
discourse blinds us to the variation within forms of knowledge and forms 
of teaching within these poles” (Rudbäck, 2020, p. 309, italics in original). 
Although, as mentioned previously, often stated in a societal context as 
dichotomies, in the present doctoral thesis the concepts ‘music’ and 
‘music theory’ are viewed as school subjects in upper secondary 
educational context, thus forming a background, as well as foreground, to 
the courses which are studied in the present doctoral thesis and forms the 
milieu where the empirical data is produced. Additionally, we can also 
view music education as contexts within music and musical contexts, 
where one perspective of knowledge concerns the world within teachers’ 
and students’ lives; and the other concerns the world as it emerges beyond 
these experiences (cf. Sandberg 2006a, my translation, italics in original). 

Furthermore, to continue the present thesis’ focus on educational context, 
music theory’s connection to musical practice and music-making is stated 
by the Swedish National Agency for Education (hereafter abbreviated 
NAfE) in the Swedish regulating policy documents as well as in 
assessment criteria (Skolverket/NAfE, 2011a). This is visible in the 
documents through expressions such as that for the grade E1 the student 
should be able to make “simple evaluations of his/her own music-making 
using music-theoretical concepts”2 (Skolverket/NAfE, 2011b). This 
interconnection can be viewed in light of how, in the general introductory 
part of the curriculum, there are several passuses concerning knowledge 
as concept.  

In the policy documents, it is clearly stated that the school has a mission 
to mediate knowledges, which in turn “presupposes an active discussion 
about knowledge concepts, about what is important knowledge … and how 
knowledge development occurs. Different aspects of knowledge are 

 
1 Grades in Sweden range from A-F, where the grades A is the highest grade and F the lowest. Grades 
A-E means a student have passed; F means the student has not passed (NAfE, 2011a).  

2 In Swedish: Eleven värderar med enkla omdömen sitt musicerande med hjälp av musikteoretiska 
begrepp (Skolverket/NAfE 2011b). 
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natural points of departure in such a discussion”3 (Skolverket/NafE, 
2011a, p. 4, my translation). In this part of the curricula, it is also stressed 
that teaching may not emphasise one form of knowledge but should rather 
encompass knowledge in all forms, expressed as or through fact, 
understanding, skill and familiarity4. These forms of knowledge 
presuppose each other, interconnects, and the possibility to see 
connections as well as reflect on their experiences and apply their 
knowledges are also mentioned5 (Skolverket/NAfE, 2011a, p. 4, my 
translation).  

The policy document cited above is one example of how educational 
subjects at upper secondary level education are made visible, explicit, 
through and in documents such as curricula as well as in operationalised 
in classrooms and teaching. They are the production of political 
compromise (Ball, 2006). Policy documents such as curricula are written 
in a societal, political and historical context where other curricula have 
existed previously, and others will follow the present one. If we view 
education as” a highly political institution that is historically and socially 
constituted, with a partly autonomous existence, although framed by 
regulations, structures and institutional histories” (Alexiadou et al., 2016, 
p. 14), we can see discursive context as part of the educational 
construction. Here, subjects can be seen as ‘practical-aesthetical’ or 
‘theoretical’ and certain elements within the subjects can be viewed as 
‘practical’ or ‘theoretical’ (cf. Lindgren, 2006). As previously mentioned, 
present study takes an interest in how music and music theory as school 
subjects are constructed and legitimised in the educational context, 
particularly in upper secondary school context. How the subjects are 
constructed in the specified educational contexts is in this thesis viewed 

 
3 ”Skolans uppdrag att förmedla kunskaper förutsätter en aktiv diskussion om kunskapsbegrepp, om 
vad som är viktig kunskap i dag och i framtiden och om hur kunskapsutveckling sker. Olika aspekter 
på kunskap är naturliga utgångspunkter i en sådan diskussion” (Skolverket/NAfE, 2011a, p. 4).  

4 In Swedish: de fyra f-n. Fakta, förståelse, färdighet, förtrogenhet (Carlgren, et al. 2009). 

5 In Swedish: Elevernas kunskapsutveckling är beroende av om de får möjlighet att se samband. 
Skolan ska ge eleverna möjligheter att få överblick och sammanhang. Eleverna ska få möjlighet att 
reflektera över sina erfarenheter och tillämpa sina kunskaper (Skolverket, 2011a, s. 4).  
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as part of discursive formations, that are produced and reproduced in 
policy as well as classroom.  

In the present study, teachers and students are viewed as active 
constructors of teaching and classroom environment, in the construction 
as well as the legitimisation of the subjects (cf. Ahrenby, 2021, Ball et al., 
2012). Allsup and Shieh (2012) argues that: 

To listen to our students is to allow them to enter the curriculum with us 
as agents of change. They are not in our classes only to learn musical skills 
or established traditions from us; they are in our classes to shape musical 
traditions and social traditions that live and breathe and transform the 
world the world in which we live (Allsup & Shieh, 2012, p. 50).  

In compulsory education, from preschool class through to the end of year 
nine in Sweden, when pupils are approximately six to sixteen years old, 
music education is mandatory. At upper secondary school, music is an 
active choice with regards to choosing music as an optional course or 
applying to the national Arts program with music orientation. That music, 
after compulsory education, is something for “the few” (Varkøy & 
Söderman, 2014), as in municipal culture/music schools as well as in 
upper secondary school music as a subject only for the ones who choose it 
is pointed out in Varkøy and Söderman (2014). This takes into 
consideration who is free to make that choice. According to a report from 
Kulturrådet/Swedish Arts Council, 79% of the participants in culture 
school activities have at least one parent/guardian with higher education 
(Kulturrådet/Swedish Arts Council, 2021). Allsup and Shieh (2012) makes 
the argument that “[i]f music is an elective – who is selecting it and who 
is not? Who is auditioning into university schools of music, and who is 
not?” (p. 49). It is a well-known fact that children from a lower socio-
economic background does not have the same access to education in 
music and other artforms (Allsup & Shieh, 2012). I would like to push us 
in the direction of “analysis of and experimentation on the limits which 
we are set” (Ball, 2012, p. 145) in relation to music education. Gender 
coded instrument choice can also affect opportunities to apply to the 
national arts program. In the introduction to the book Gender issues in 
Scandinavian Music Education (2021), Synnøve Blix et al. expresses 
viewpoints in line with present study’s ontological and theoretical 
departure. The authors write, following Butler, that “one becomes what 
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one repeatedly does. Thus, the possibilities and constraints that music 
educators and music educational practices explicitly and implicitly 
provide for and place on music students at any level contribute to music 
education as a gendered arena” (Synnøve Blix et al., 2021, p. 3). This quote 
places the focus on who can select not only music education in general, 
but also what positions are available within the music education 
discourses.  

As I now mention discourse, Foucauldian discourse theory permeates the 
analysis of the material within this present thesis in much the same way 
as discourse can be argued to permeate everything, daily. Working with 
Foucault entails to constantly question one’s preconditioned will to truth 
in the search for discourse. In the context of the present study, this 
concerns the discourses surrounding and permeating education in Music 
and Music theory in the national Arts program with music orientation.  

Research problem and research questions 
The aim of this doctoral research study is to describe, analyse and 
compare the conceptualisations and constructions of Swedish upper 
secondary music education by examining the school subjects Music and 
Music theory within the national Arts program with music orientation. 
This includes how Music and Music theory respectively are constructed 
and legitimised at policy level as well as operationalised at classroom level, 
as well as the construction of the teachers and the students in the 
respective school subjects.  

The research questions constructed from the aim of the study are as 
follows: 

• How is Music respectively Music theory education constructed 
and legitimised in the classroom and how does this affect the 
construction of teachers and students? 

• Which discourses are discernible in Music and Music theory 
education? 

• What does a comparison between the school subjects Music and 
Music theory suggest about the shaping of Music and Music 
theory education?
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Educational work 
This present doctoral study is conducted as part of the field of educational 
work. This research field was established in the year 2000 and provides a 
path for teachers to work with research. Before the establishing of 
educational work as a research field, research was not possible for all 
teachers due to the former structure of undergraduate and postgraduate 
teacher education in Sweden (Erixon Arreman, 2008, Erixon & Erixon 
Arreman, 2008). As a music teacher, the opportunity to become a PhD 
student through this research path has enabled me to conduct a doctoral 
research study that originates from questions raised throughout my music 
background, in classrooms, encountered in teacher education as well as 
lecture halls at university.  
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Background  
In this chapter, I will present a short historical background of the music 
subject in an educational context, as well as an overview of educational 
policy in Sweden. This includes a short presentation of the previous 
curricula as well as the current curricula, in which the present research 
study is conducted. Since the present study’s empirical data has been 
produced in the context of the 2011 curriculum, in the courses Ensemble 
2 and Aural skills and Music theory 1, a more detailed overview of these 
courses will be presented in order to present the reader with a thorough 
understanding of the policy background to the empirical context. Through 
this present study taking place within the school context, policy is part of 
the construction of the subjects and thus essential to study in order to 
deconstruct the discourses surrounding the subjects.  

Due to this study’s focus, I would like in an historical context to focus on 
curriculum documents in particular in educational policy. The curriculum 
documents have changed several times during the last few decades 
through reformations of the Upper secondary school - from subjects 
having a fixed knowledge content to also encompassing methodological 
directions. The curriculum documents as well as the course plans became 
less detailed in the 1970’s, instead, curriculum documents started 
including a vast amount of commentary material. In the 1960’s and 
1970’s, curriculum and course-plans developed and became goal-
oriented. In the 1980’s, these goals became related to central concepts and 
models. The goal-orientation is very clear in the curriculum documents 
from the 1990’s, due to that they were constructed from epistemological 
non-hierarchical viewpoint. Curriculum documents became, and remain, 
an important part of the system for goal- and result control. During this 
time period there is also a divide in the curriculum for Upper secondary 
school in the structure of subjects, through specific plans for each course.  
(Lundgren, 2004). 

To move from the general to the musical, in an upper secondary context, 
playing and singing has a long tradition, where choir singing and playing 
in orchestras has been common in educational as well as societal contexts. 
There has also been a shift from School music to Music in school 
(Ståhlhammar, 1995, 2000). However, ensemble playing today has 
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changed over the last few decades. Pop and rock music has reached special 
status in Swedish schools, something that affects choices of both 
repertoire, genre and teaching methods (Asp, 2015). That everyday 
culture has become one with educational context in a sense, can be traced 
back to the curriculum from 1960, where it was stated that the music 
subject should be adapted in accordance with the interests of the pupils.  

With the reform of upper secondary school in the early 1990’s followed a 
new curriculum, introduced in 1994 (SOU 2008:27). This curriculum 
introduced a new arts education program, the National Arts program6. 
This replaced the previous 2-year long education in music which had been 
in place since the 1970 curriculum (LGy70). With this curriculum, upper 
secondary education became a 3-year long education instead of, as 
previously, varying between the different types of programs within upper 
secondary education. The music subject in the 1994 curriculum consists 
of a variety of courses, totalling eleven, all considered music subjects (see 
SKOLFS 2000:90 for a full version of all subjects).  

Music in the National Arts program  
The subjects and courses studied in this present thesis are part of the 
National Arts program as they stand in the 2011 curriculum. The National 
Arts program is defined in policy documents as a program that prepares 
the student for higher education, as opposed to a vocational program. Five 
orientations are offered: arts and design; dance; aesthetics and media; 
theatre, music. The music orientation is the largest of the orientations, 
with more than 37% of the students in year three (Skolverket/NAfE, 
2019). After graduation, students from the National Arts program should 
have received an education that will give the students the opportunity to 
work creatively. Further, opportunity to develop ability to communicate 
thoughts and ideas through aesthetic expression, as individuals and in 
collaboration with others, should be given (Skolverket/NAfE, n.d). The 
music orientation program should, in addition to the general goals for all 
of the orientations, give enhanced knowledge in music originating in 
different times and cultures. It should also develop the students’ music-
making and artistic creations; ability to experience and interpret music 

 
6 In Swedish: Estetiska programmet.  
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from a range of perspectives as well as provide the students with the 
opportunity to focus on some area of music (Skolverket/NAfE, n.d).   

Due to the results of previous gender studies in the music pedagogical and 
educational context (cf. Björck, 2011; Borgström Källén, 2014; Hentschel, 
2017; Persson, 2019), it is important in the context of present study as well 
to take matters of gender structures and patterns, into consideration. In 
terms of gender and equality in the education in connection to knowledges 
that the students should develop during their education, it is stated that 
the school is responsible for counteracting gender patters that limit 
students’ learning and that students should be encouraged to develop 
their abilities and interests without gendered preconceptions 
(Skolverket/NAfE, 2011a). It is also expressed that the school should 
contribute “to students’ developing their ability to critically evaluate how 
norms, values and structures can limit women’s and men’s power to form 
society as well as their own lives” (Skolverket/NAfE, 2011a, p. 3).  

In connection to this, it is important to underline that in addition to 
research conducted in the music pedagogical field specifically, these 
results are comparable to other studies conducted in the Swedish 
educational context, such as for example the Attitudes towards school 
investigation conducted by NAfE (2019). In this study, 70% of the young 
women in upper secondary education declare that they feel stressed about 
grades whereas the figure for young men is 30%. With regards to pressure 
from teachers, 29% of young women express that the demands from 
teachers are too high, with the equivalent figure for young men being 13% 
(Skolverket/NAfE, 2019). If we assume that these numbers are true for 
the young women and men at the national arts program with music 
orientation we can draw the conclusion, based on previous research as 
well as the NAfE documentation, that further research into issues of 
gender in relation to upper secondary music education is needed.   

Subjects that are studied within the National Arts program are divided 
into subjects that are general for all upper secondary education, for 
example English, History, Mathematics7; subjects that are general to the 
specific program attended8, for example Aesthetic communication, as well 

 
7 In Swedish: Gymnasiegemensamma ämnen 
8 In Swedish: Programgemensamma ämnen 
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as subjects within the orientation9, for example Ensemble and Choir. In 
addition to this, there are also subjects offered as specialist subjects within 
the orientation10. For the music orientation, one such example is the 
course Arrangement and composition. Three courses are mandatory to 
take within the National Arts program orientation music: Instrument or 
song; Ensemble with choir and Aural skills and Music theory 1.  

Music and Music theory in the curriculum 2011 
The present curriculum for the Upper Secondary School was introduced 
in 2011, with a new curriculum to start coming into place during 2025 (as 
it stands at the time of writing). For the National Arts programme’s Music 
orientation, the range of subjects and courses to take within those subjects 
were reformed with the new curriculum 2011. Whereas the previous 
curriculum had organised the eleven specialised music subjects under the 
category ‘Music’, the new curriculum saw the construction of two 
categories for the now twenty specialised subjects: Music (sixteen courses) 
and Music theory (four courses). This is remarked on in the commentary 
text11 from the National Agency for Education, where it is expressed that: 

All of the orientations within the National Arts program contain a theory 
course … because the theoretical understanding within the different 
expressions is important for the students’ further development and as 
preparations for higher studies … The orientation-theoretical courses can 
be read/studied simultaneously to and integrated with the practical 
orientation courses (Skolverket/NAfE, n.d.).  

In all of the National arts programs apart from the Theatre orientation, 
the theory course is organised in a subject of its own. The orientation-
specific theoretical understanding is pointed out as vital for the students’ 
further development – within their respective aesthetic orientation and 

 
9 In Swedish: inom Inriktningen 
10 In Swedish: Programfördjupning 
11 Original quote in Swedish: Samtliga inriktningar innehåller en teorikurs inom respektive estetiskt 
uttryck eftersom den teoretiska förståelsen inom de olika uttrycken är viktig för elevens 
vidareutveckling och som förberedelse för högre studier. I inriktningarna bild och formgivning, 
dans, estetik och media samt musik ingår den teoretiska kursen i ett eget ämne. I inriktningen teater 
finns kursen teaterteori som en kurs i ämnet teater. De inriktingsteoretiska kurserna kan läsas 
samtidigt som och integreras med de praktiska inriktningskurserna (Kommentarer till 
examensmålen, Skolverket, u.å).   
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expression – as well as for the purpose of higher studies. In the case of the 
Music orientation, one might envision studies in Higher Music Education 
(abbreviated HME). It is also notable that the theoretical course can be 
integrated with the practical orientation courses.  

Some of these music and music theory specialised courses are mandatory 
for a student who studies at the music orientation programme, some are 
not. These courses can be selected in competition with other music 
courses as well as in competition with other, non-music, courses such as 
for example an extra course in languages or mathematics. Precisely which 
courses are mandatory can however vary between different schools, 
although there are some courses that are always mandatory. These 
courses include Music theory and aural skills 112, Ensemble and choir13 
and Instrument or song 114.  

National Arts program 

Music Music theory 

Ensemble and choir 
Ensemble 2 
Instrument or song 1, 2, 3 
Music production 1, 2 

Aural skills and music theory 1 
Aural skills and music theory 2 
Arranging and composing 1 
Arranging and composing 2 

Table 1: Examples of courses in the National Arts program 

Music 
Organised under the subject Music, there are 16 courses which students 
can choose between although a few of these courses are mandatory, as 
previously mentioned. The text describing the school subject Music is in 
the curriculum divided into a short, general, introductory text about the 
subject. This is then followed by the purpose of the subject, and then the 
learning outcomes. Subsequently follows the courses and their respective 
aims and learning outcomes.  

The first, introductory text about Music as a subject is worded: 

 
12 Gehörs- och musiklära 1 
13 Ensemble med körsång 
14 Instrument eller sång 1 
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Music exists in all cultures and it touches us in body, mind and emotion. 
Music is an aesthetic form of expression used in a variety of contexts, all 
with different functions and meaning different things for each and every 
one of us. The music subject has its foundation in artistic expression, 
musical practice and musicology (Skolverket/NAfE, 2011c, p. 1, my 
translation from Swedish). 

As mentioned, after this introductory text follows a longer text describing 
the purpose of the subject Music. In the policy document from 2011, this 
purpose presented as aiming at: 

(…) developing knowledges in music and ability to perform15 music, both 
individually and in ensemble …(and) skills to analyse and interpret musical 
experiences … (as well as) understanding of connections between part and 
whole (Skolverket/NAfE, 2011c, p. 1, my translation from Swedish).  

The curriculum thus presents the purpose of the education in Music as a 
school subject through a wide range of abilities and opportunities for the 
students to gain these knowledges and encompasses a vast amount of 
content ranging from knowledges and abilities in musical performance, 
communication, creativity, musical creation as well as analysis and 
understanding of ‘part and whole’. 

Skills that the students should develop through the education in the 
subject, are 1) making music instrumentally or vocally through reading 
sheet music or playing by ear, as well as using an artistic and musical 
expression. Further, 2) knowledge of music, concepts and musical styles; 
3) ability to improvise; 4) knowledge concerning learning music 
individually and in a group, as well as take responsibility for their own 
musical development; 5) knowledge about their instrument’s construction 
and characteristics, including physiology of voice; 6) create and arrange 
music for ensemble; 7) value, cooperate and take responsibility in musical 
performance in communication with an audience; 8) use music 
technology; 9) knowledge regarding the work environment 
(Skolverket/NAfE, 2011c).  

 
15 Here, the Swedish word is “gestalta”, i.e., embody. However, this may also mean and/or include 
perform music) and is predominantly interpreted as musical performance, thereby the choice in the 
translation.  
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Concerning the present thesis, the course studied as an example of the 
subject music, is Ensemble 2. This course encompasses all points under 
the aim and purpose of the subject music, but with particular emphasis on 
music-making – whether by aural skills or notation – as well as artistic 
and musical expression. Knowledge about music, concepts and style 
originating in different time periods and cultures, ability to improvise as 
well as knowing how to learn music individually and in the ensemble is 
also stressed. Assuming responsibility for one’s own musical trajectory 
together with the ability to evaluate, cooperate and assume responsibility 
in musical performance and music-making in front of and in 
communication with an audience is also emphasised (Skolverket/NAfE, 
2011c).  

The content of the course Ensemble 2 is described through a list of 
ensemble-related subject matters, containing instrumental or vocal 
music-making in ensemble; following aural or notated music in one or 
several genres as well as rhythm, melody, harmony and form; personal, 
artistic and musical expression; enhanced knowledge about repertoire 
and style within the type of ensembles; basic improvisation enhanced 
studying of music, individually and communally; rehearsal and methods 
for this; basic ensemble leadership; and finally enhanced musical 
evaluation, interpretation and performance in front of an audience and in 
collaboration with others (Skolverket/NAfE, 2011c, p. 9).  

To pass the course Ensemble 2, the student’s abilities and knowledges 
should all be on a higher level than basic, considering this is the second 
course in Ensemble. Music-making should be conducted in a nuanced 
way, following complex and varied forms of notation or free aural 
tradition music. The student should show a personal, artistic and musical 
expression and follow the rhythmical, melodical and harmonical 
specifications of the genres with some certainty. The student should also 
perform short improvisations in the style of the genre. Further, the 
student should be able to discuss relevant methods for learning musical 
material, as well as prepare and lead learning of basic repertoire in a 
controlled situation. This includes knowing the other ensemble-member’s 
musical material to some degree. In addition to this, the student should 
also make simple evaluations of the musical result and discuss ways to 
develop the rehearsals as well as communicate and adjust communication 
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with the audience, with some certainty. These are all detailed in the 
assessment criteria for the course (Skolverket/NAfE, 2011c, p. 10-11).  

For a higher grade, the words describing level of expertise advance to 
“some technical skill”, with certainty, longer improvisations, nuanced, 
detailed and complex, freedom in communication with the audience. For 
the highest grade, further advancement to “technical skills”, with 
certainty, detailed and nuanced insights into the other ensemble members 
musical material, longer, free improvisations, and freedom and personal 
expression in communication with an audience (Skolverket/NAfE, 2011c).  

Music theory 
Organised under the subject Music theory, there are 4 courses which 
students can choose between although one of these courses are 
mandatory. The four courses are Music theory and aural skills 1 and 216 
and Arranging and composition 1 and 217.   

The text describing the school subject Music theory is in the curriculum 
divided into a short, general, introductory text about the subject. This is 
then followed by the purpose of the subject, and then the learning 
outcomes. Subsequently follows the courses and their respective aims and 
learning outcomes. In the national curriculum Music theory is described 
as subject that:  

Concern aural (listening) skills, musical form and musical concepts. 
Knowledge in music theory contribute to a holistic view of music and 
enhances as well as develops musical practice, music creation and 
communication with other musicians. The subject also concerns musical 
notation (Skolverket/NAfE, 2011b, p. 1).  

The aim and purpose of the subject is described as that through music 
theory education students should develop knowledge in music theory and 
music-theoretical concepts; skills in musical notation and musical forms 
and also gain tools and methods which they are given the possibility to try 
in musical practice and music-creation (Skolverket/NAfE, 2011b).  

 
16 In Swedish: Gehörs- och musiklära 1 och 2 
17 In Swedish: Arrangering och komposition 1 och 2 
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Through music theory students should, according to the aim of the 
subject, develop nine different skills, abilities and knowledges, listed as 
numbers one through to nine in the curricula. These knowledges 
encompass  1) knowledge about musical form and structure, the language 
of music and music-theoretical concepts; 2) ability to practice aural skills 
and make use of the ‘inner hearing’; 3) ability to use aural skills and 
understand its importance for musical practice; 4) knowledge about 
melody, harmony, periodicity and rhythm; 5) knowledge about notes, 
chord symbols as well as other musical symbols; 6) skills in arranging and 
composing music; 7) knowledge about musical instruments and voices, 
their sound, 8) function and use; ability to use a computer as a tool for 
music-creation and arrangements; 9) ability to turn knowledge in music 
theory to creation and music-making (Skolverket/NAfE 2011b, p. 1). 
These nine points are also referred to in the central content of the courses, 
where some of the points are emphasised as particularly important in one 
or the other of the courses. 

Concerning the present thesis, the course studied as an example of the 
subject Music theory is Music theory and aural skills 1. This course 
encompasses the first five as well as the ninth point, with emphasis on the 
first three, i.e., knowledge about musical form and structure, the language 
of music and music-theoretical concepts. 

The central, or core, content encompasses what can be described as 
foundation or core of music theory knowledges and skills. Examples of 
what is to be learned in this course is for example basic music theory, 
interval, notation, notation praxis, chords and harmonisation; basic 
music theory concepts in one or several genres and comparison of the 
genres music-theoretical concepts; pulse, rhythm, melody, harmony and 
form; basic function theory and harmonic analysis; notation of music 
from listening; a prima vista; and active listening and discussion about 
musical performance (Skolverket/NAfE, 2011, p. 2, my translation from 
Swedish).  

To pass the course, the student should be able to give an overview of music 
theory in general; identify and give an overview of some simple musical 
forms; use common music-theoretical concepts with some certainty; 
perform simple aural exercises with some certainty; notate simple 
sounding music examples and performs simple musical analytical 



 

 

27 
 

assignments in different genres. The student should also be able to read 
and write notation, in two staves18 and follow simple notation when 
singing. More importantly for this study, however, is that the student 
should be able to make “simple evaluations of his/her own music-making 
using music-theoretical concepts”19 (Skolverket/NAfE, 2011b). On a 
higher level, the words indicating the student’s level of expertise is 
detailed and nuanced and with certainty instead of “simple” as well as 
perform complex musical analyses. The student should also “connect 
aural skills and music theory in his/her own music-making” 
(Skolverket/NAfE, 2011b)  

Central concepts  
In the following section of the text, a description and definition of 
concepts utilised in the presentation and analysis of the results are 
identified. These concepts are the master and apprentice approach in 
teaching and learning; informal learning; musicking; gender and 
performativity as concepts for understanding musical actions and gender 
in the studied context; followed by the musical concepts’ improvisation, 
aural skills, interval, ensemble and performance in relation to music 
education.  

Master and apprentice 
That teaching and learning within music education in compulsory 
education as well as upper secondary and higher music education bear the 
marks of a ‘master and apprentice’ (Nielsen & Kvale, 2000) relationship 
and approach has been described in many previous studies (cf. Asp, 2015; 
Holmgren, 2022). The learner, the person who wants to learn how to sing 
or play an instrument, seek out a singer or musician with a view to what 
they describe as “sitting by the master’s feet” (Hanken & Johansen, 
2013/2021, p. 103). A typical feature of the ‘master-apprentice’ method as 
that “learning takes place through action” (Hanken & Johansen 

 
18 One staff (singular), two staves (plural). Predominantly this indicates treble (G) clef and bass (F) 
clef. Staff notation usually have 5 lines.  

19 In Swedish: Eleven skriver och läser med viss säkerhet noter i två klaver. Eleven sjunger med stöd 
efter enkla notbilder och på gehör. Eleven värderar med enkla omdömen sitt musicerande med hjälp 
av musikteoretiska begrepp. 
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2013/2021, p. 104, my translation). The student learns through 
experiencing for example playing a piece of music, where the teacher acts 
as a guide in this process. However, this does not entail that the teacher’s 
role is in any way a passive one, but rather the opposite. The teachers have 
a very central position – as the name of the method implies – first and 
foremost through their experience and skill-level in the genre and on the 
instrument in question (Hanken & Johansen 2013/2021). That the 
student learns through imitating the teacher and that the receiver – the 
student – have interpretative priority is one of the critiques put forward 
towards this method (cf. von Wachenfeldt, 2015). However, Hanken & 
Johansen (2013/2021) response to such critique is that imitation is not 
the same as copying. Rather it is a step on the path to acquiring complex 
knowledges that predominantly cannot be explained but can be shown or 
exemplified, due to its tacit and embodied nature (Hanken & Johansen, 
2013/2021)  Here one could argue that music education, including 
learning how to sing or play an instrument, is a physically embodied 
knowledge, related to the type of knowledge we typically refer to as ‘tacit’ 
knowledge (cf. Polanyi, 1966).  

Informal learning 
With regards to teaching and learning in the school context – and 
particularly apropos this present thesis’s connection to theory and 
practice through the focus on ensemble and music theory education – 
another important musical pedagogical concept in this context is informal 
and formal learning. As argued by Green (2017), “musical enculturation is 
likely to involve relatively unconscious learning practices [whereas] 
formal music education places emphasis on relatively conscious learning 
practices” (p. 60). For popular musicians, the primary learning practice 
occurs through learning by ear, or, rather, through listening and copying. 
However, learning practices for popular musicians are operationalised 
through several means (Allsup, 2008). Knowledge of music theory and 
music theoretical concepts are “acquired haphazardly” (p. 97) by the 
musicians in Green’s (2017) study, dependent on the type of music they 
are playing. However, one important claim that Green (2017) makes is 
that although these musicians cannot necessarily name the “musical 
procedures and elements” (p. 97) they have ‘tacit knowledge’ about them. 
Following this line thought through to musical enculturation and musical 
practice – as well as genre – Green (2017) maintains that not only is 
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listening and watching important parts of the canons and discourses in 
the popular music genres, but they are also essential – and feed into –
what is viewed as music in the genre:  

Without the experience gained from copying and covering, original work is 
unlikely to be convincingly situated in within a style recognized as music: 
music is not a natural phenomenon but has to conform to historically 
constructed norms, both concerning its intra-musical processes, forms and 
sound qualities, and its modes of production, distribution, and reception. 
Otherwise, it is unlikely to be recognized as music at all (p. 75).  

With regards to music education, teaching and learning in formal and 
informal practices, it is not only listening that is an important part of the 
practices. Watching is also an essential part of this process. Although 
Green (2017) argues that no teacher is likely to be present in an informal 
learning practice. Students watching each other or a teacher is oftentimes 
part of musical learning practice and maintains that students watching a 
teacher is a customary of learning in classical instrumental lessons, and 
also describes how “watching and imitating the actions of more 
experienced players are prime activities in the enculturation and 
apprenticeship of many traditional musics and jazz” (Green 2017, p. 82).  

Musicking  
Musicking has become a pivotal idea in the philosophy of music 
education. That music is not a thing, but rather, it is an activity. 

There is no such thing as music. Music is not a thing at all but an activity, 
something that people do. The apparent thing ‘music’ is a figment, an 
abstraction of the action, whose reality vanishes as soon as we examine it 
at all closely. This habit of thinking in abstractions, of taking from an 
action what appears to be its essence and of giving that essence a name, is 
probably as old as language (Small, 1998, p. 2)  

The quote above, from Christopher Small’s (1998) book Musicking: the 
Meanings of Performing and Listening, falls under the social 
constructionist umbrella. Thus, what we view as reality is a social 
construction. Further, Small suggests that the acquiring this ‘sense of 
reality’ is a dialectic process between individual and the social groups to 
which the individual belongs (Small, 1998). In the case of present study, 
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these social groups can be for example an ensemble group or one’s school 
class.  

Small suggests that “those taking part in a musical performance are in 
effect saying—to themselves, to one another, and to anyone else who may 
be watching or listening— This is who we are” (Small, 1998, p.134, italics 
in original). The exercise of finding oneself within the education system is 
part of our, and the teachers’ and the students’, socially constructed 
reality. As Small argues, the students “may know little of those "subjects" 
which the school is ostensibly set up to teach them, but they all know very 
well indeed what it is that the society values” (Small, 1998, p.131). In the 
present study, this could be exemplified in how the students in ensemble 
learn not only skills with regards to how to play their instruments in an 
improvisation ensemble, but also how to become a legitimate school 
ensemble musician. In music theory lessons, students may not only learn 
the terminology with regards to various intervals, but also the implicit 
structure of a music theory lesson.   

Further, Small (1998) argues that “all art is action” (p. 140), and its 
meaning lies not in the objects which are created. Rather, it lies within the 
action, i.e., the creating, displaying and perceiving. Within this, music is 
to be understood as an activity, that can aid in the understanding of our 
relationships. This activity, music as activity, brings us to the definition of 
the verb to music:   

To music is to take part, in any capacity, in a musical performance, 
whether by performing, by listening, by rehearsing or practicing, by 
providing material for performance (what is called composing), or by 
dancing (Small, 1998, p. 9, italics in original) 

‘To music’ is thus a verb and is not to be seen as “concerned with 
valuation” (Small, 1998, p. 9). In connection with the verb to music, Small 
(1998) also defines the inclusive activities of musicking, entailing that 
“composing, practicing and rehearsing, performing, and listening are not 
separate processes but are all aspects of the one great human activity that 
is called musicking (Small, 1998 p. 11). This human activity, the verb to 
music or musicking, is a construct in itself. However, as Small argues, “no 
individual is bound to accept unquestioningly the way it is constructed. 
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Musicking, being exploration as well as affirmation and celebration, is one 
way in which the question can be asked” (Small, 1998, p. 134).  

Gender and performativity 
For Butler (1999), gender is viewed as something that is performed, 
repeatedly, through actions by the individual as well as the public. What 
we think of as gender, or “an internal essence of gender” (p. xv) is 
manufactured through continuous and repeated actions, put forward as a 
fact through what Butler describes as “gendered stylization of the body” 
(p. xv). A fundamental thought in Butler’s theoretical framework is that 
gender is not the cause of people’s actions but rather the effect of these 
actions.  

Hence, the action of gender requires a performance that is repeated. This 
action is viewed as a public action. Further, gender is produced differently 
in different historical and cultural contexts, and “there is no possibility of 
agency or reality outside of the discursive practices that give those terms 
the intelligibility that they have” (p. 189).  

In connection to gender, there is for Butler (1999) also the notion of 
performativity, of gender as something which you do or perform rather 
than something that you are, is one of the most important ones in Butler’s 
feminist theory. It suggests that gender is a performative act or action, as 
opposed to an inherent essence of being female, male, or any other 
definition of gender. The actual definition of performativity has changed 
over time, partly because of critique but also due to other researchers 
using the concept and applying their own interpretations. Butler (1999) 
does however provide a definition, when she writes that gender: “is 
operating as an interior essence that might be disclosed, an expectation 
that ends up producing the very phenomenon that it anticipates” (p. xiv).  

In the present thesis, Butler is read in conjunction with Foucault. A focal 
point in performativity is that acts and gestures discursively construct an 
illusion of an interior – inherent –gender nucleus and that this illusion is 
discursively reproduced and perpetuated. Further, it is not exclusively 
through actions of the body that gender is performed and produced, it is 
also produced through language, i.e., language is part of producing the 
categories of sex. For Butler, language is a part of the fictive construction 
of sex. Gender is produced and perpetuated in a context, where discourses 
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present themselves in a plurality (cf. Butler, 1999). As one of the contexts 
in this present study concerns education in ensemble, performing can 
thus be viewed through two perspectives in this context, vis-à-vis that a 
performing can refer to a musical activity in front of an audience as well 
as that a person can be viewed as performing masculinity or femininity 
through stylized repeated patterns and actions (Butler, 1999). 

Musical concepts 
In order for the reader to have an overview of music-related and specific 
terminology and concepts that may be unfamiliar, in this section musical 
concepts that are of importance for the present study, such as 
improvisation, aural skills, interval, ensemble and performance are 
presented.  

Improvisation 
To understand the results of the present study, there are a few key 
concepts in need of further explaining. In the case of this study, the term 
improvisation will be used in two ways: as a name for the musical genre 
of the ensemble, and as the verb ‘to improvise’. To improvise (as a musical 
activity) is described in the Oxford Dictionary of Music (2013) as “[a] 
performance according to the inventive whim of the moment, i.e., without 
a written or printed score, and not from memory”. Additionally, it is also 
described as that “in jazz, improvisation by solo instrumentalists is part of 
the idiom’s attraction” (ibid.).  

Aural skills 
Aural skills can be described as a discipline, a subject, and as skills that 
are taught (Rudbäck, 2020). Aural skills in an English context include 
musicianship, ear training, aural training and aural skills (Ilomäki, 2011). 
Skills that may also be included are basic pitch memory and building 
sound-symbol relationships (Chenette, 2021). Aural skills are at times 
also referred to as ‘ear training’ (cf. Rogers, 2000). In higher music 
education (abbreviated HME) specific courses in aural skills have been 
part of practice, for instrumentalists’ education, since the establishing of 
the conservatoire in Paris 1795 (Ilomäki, 2011). In relation to aural skills 
and the definition of this, we can view Sloboda (2005). Sloboda describes, 
from a cognitive phycology point of view, four stages in the behaviour of 
someone described as being good at aural skills. These steps include 
attention to the dimensions of the sound; coding or categorisation of the 



 

 

33 
 

individual sounds; the structure and pattern of the individual sounds; and 
a process of translation from sounds to some form of response (Sloboda, 
2005). 

Interval  
The Oxford Dictionary of Music (2013) defines an interval as the distance 
between two notes. The size of the interval is expressed numerically. For 
example, from middle C to the E above is a major third, as the third note 
in the C major scale is E. From middle C to the F above is a perfect fourth 
et cetera. An interval can be concordant or discordant. Concordant 
intervals comprise all perfect intervals as well as minor and major thirds 
and sixths. Discordant intervals comprise all augmented and diminished 
intervals as well as all seconds and sevenths (Oxford Dictionary of Music, 
2013). Conceptually, one could argue intervals to be a way of 
understanding the function and foundation of music and music theory; 
and the teaching includes reading and writing intervals as well as listening 
to and playing intervals on keyboards. Below (see figure 1) is an 
illustration of the most commonly discussed intervals in the results and 
analysis chapter, particularly in the course Music theory and aural skills 
1.  

Figure 1: Intervals 

 

Figure 1 thus shows the intervals that appear most commonly in the 
empirical data. There are other intervals not illustrated in this figure, due 
to that they are not relevant for this present study. Intervals in the 
empirical data are predominantly explained through the use of a C major 
scale (see figure 2).  
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Figure 2: C major scale, from note 1 – 8.  

 

Ensemble 
The word ensemble originates from French, meaning “together” or “the 
whole” (Oxford Music Online), and have come to be used to describe the 
concept of a group of people playing and singing together. Oxford 
Dictionary of Music (2013) defines ensemble as “any combination of 
performers, but especially a small group playing individual parts” (ibid.) 
In the context of the present study, the word Ensemble is used in a number 
of ways. It is used to describe the course Ensemble; in this case it is then 
written Ensemble. The word is also used to describe the concept of 
ensemble playing, where it is written ensemble.  

Performance  
The term performance has a dual function and meaning where 
performance can be related to specific features of the education and 
assessment as well as stereotypical representations of gender (cf. Butler, 
1999). The performance is a way for the students to show their ability, in 
relation to the core of the subject and the tasks and assignments 
distributed. Related to performance, is assessment. In Music and Music 
theory courses, students are measured and monitored in a culture and 
society of performance and performativity (Ball et al., 2011). Within both 
Music and Music theory, the students are expected to perform, although 
performing has different characteristics in the two subjects, thus 
reflecting what Foucault would describe as the “discontinuities” and 
“gaps” between the subjects.  
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Research overview 
This chapter is concerned with giving an overview of research which bears 
relevance to present study’s research aim. Focus is therefore on research 
within the near-related fields of philosophy of music education, music 
pedagogy, music education, and educational science. Due to present study 
being primarily concerned with Music and Music theory in an educational 
context, this forms the base for the selection research presented. There is 
a wide scope of music and music education research both nationally and 
internationally that is of interest for the present study. In this chapter, the 
focus is thus predominantly to communicate studies in similar contexts to 
the present study, as well as studies concerning related topics. Therefore, 
the research overview constitutes a predominance of research in a 
predominantly Swedish, Nordic and Anglo-American context, focusing on 
secondary- and upper secondary education. As gender is a topic that needs 
exploring in music educational context, including this present study, 
research with a gender perspective is an additional focus. 

Further, it is also important to consider research that although not 
focused on music education per se, concern matters relevant to music 
education. Here, research concerning knowledge in relation to music 
education, as well as the concepts improvisation and interpretation of 
music and musical creativity are included.   

Music education as practice and praxis 
In his work Music matters (1995) Elliot puts forward a praxial philosophy 
of music education. This book is later followed by the work Praxial music 
education (2009), where he answers some of the critique that followed the 
first book, in connection to the critical viewpoints. Elliot (1995, 2009) 
argues that through engaging the students in performing-and-listening, 
arranging-and-listening, conducting-and-listening, listening to 
recordings and live performances, the aim of music education – 
developing musicianship and listenership – can be achieved (p. 8). In the 
context of the present study, Elliot’s praxial philosophy of music 
education, and music education activities as centring around performing 
and listening, are of particular interest. Elliot (2009) argues that “Works 
of music are … artistic-cultural constructions” (p. 9), a notion that will be 
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explored in relation to the present thesis. Further, Elliot (2009) argues 
that when we listen to music, we “involve complex cognitive-affective 
construction processes” (p. 9) which are related to how and what we think 
about as music. This also includes what and how we think about music 
education, i.e., in the context of this study is viewed as part of the 
discursive construction of music and music education.  

Another important matter in the context of music education as practice is 
that of – musical – genre, as this involves not only instrumental skills in 
relation to playing but also other aspects in relation to the specific genre. 
In other words, learning in a musical genre entails learning “how to be and 
do in and through specific discourses of musical sound, knowledge, and 
action” (Ellefsen, 2022, p. 56). Ellefsen suggests the concepts of “genring” 
as “productive acts of temporary interpretation and signification, in which 
existing classification systems and genre categories in the social are 
operationalised and (re)negotiated” (p. 57). In relation to the topic of 
genre, Dyndahl and Nielsen (2014) argues that popular music and jazz 
have gained both institutional and curricular status during the last 
decades. With the expansion of these genres in educational context, comes 
also a negotiation of authenticity within the institutionalisation. 
Additionally, they raise the question if a shift in terms of dominating and 
dominated culture have occurred. Further, Dyndahl et al. (2014) explores 
the concept of musical gentrification in relation to the process concerning 
how musical genres previously viewed as lower status become “objects of 
acquisition” (Dyndahl et al. 2014, p. 54) in a higher status context.  

Music, knowledge, and assessment 
As this present study concerns the two music-orientation specific subjects 
within upper secondary music education – Music and Music theory – 
issues surrounding their relation, including their power/knowledge 
relations (Foucault, 1980), are important to explore. In relation to 
knowledges within Music as a subject, Georgii-Hemming (2013) argues 
that it “is impossible to teach music without a judicious mix of the three 
forms of knowledge: episteme, techne and phronesis” (p. 33), as a 
combination of art, word, hand and body are all encompassed in what she 
refers to as a “world of knowledge” (Georgii-Hemming, 2013, p. 33) in 
other words, the Music education discourse. Georgii-Hemming makes the 
point that “Music, the subject, is bound to music, the phenomenon and 
activity. This means that the subject displays both artistic and technically 
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skilled elements. It is central to the subject that music addresses our 
senses and our non-verbal knowledge” (p. 26).  This view seems to be in 
line with Small (1998) and the concept of musicking encompassing a more 
wholistic approach to music, as well as a focus on music as a verb and an 
activity. With regards to the theory vs practice debate that this present 
thesis may be argued to exist within, Georgii-Hemming (2013) states that 
“[t]o view knowledge solely as a means to a definite end, a tool to serve 
one specific purpose, is limiting in the extreme” (p. 33). This view of 
knowledge and knowledges in relation to the purpose of education will be 
further explored in the results and analysis chapter of the present thesis.  

In a more international context, research from the UK suggests that the 
decontextualization of knowledge as concept leads to learning process 
becoming too distanced from the students’ daily life (Bate, 2020). Further, 
the emphases on concepts such as ‘talent’ and ‘musicality’, musical canon 
as well as the compulsory performance training – including reading staff 
notation – “all reinforce limited ways of musical knowing” (p. 9).   

In relation to the practical vs theoretical in Georgii-Hemming (2013), we 
can also view Lindgren (2006), whose thesis concern creating order for 
the aesthetic subjects in school. Here, Lindgren argues that within 
educational systems, there is an argument for theory to dominate (over) 
practice, implying hierarchy of knowledges. However, she claims, this 
theory-dominance to not the case in the aesthetic/arts subjects in school, 
where practical work is put forward as more ‘real’ and fun (Lindgren, 
2006, p. 145). It is taken for granted within our view of knowledge, that 
things and subjects can be categorised in terms such as ‘practical’, 
‘theoretical’, and ‘practical-aesthetical’. This preconception additionally 
encompasses another characteristic that is taken for granted, namely that 
children think that aesthetic subjects are ‘fun’. Lindgren (2006) views it 
as a “discursive paradox” (Lindgren, 2006, p. 158) that children who do 
not fall within these normative frames are presumed to approach the 
norm through increased time for aesthetic subjects in school.   

In relation to music and knowledge, another notion that necessarily needs 
a brief definition is that of being musical20. Brändström (1997) finds three 
views on musicality, namely absolute, relativistic and relational (1997; 

 
20 In Swedish: musikalisk 
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2006). An absolute view of musicality entails that a person who is musical, 
has musical talent, can make the music sound “natural” as well as “spring 
to life” (Brändström, 1997, p. 149). A person who is not musically talented, 
within an absolute view of musicality and musical talent, plays “correct 
but boring” (p. 149, my translation), and moves in conjunction with the 
less spirited and “square” music (ibid.). The relativistic view of musicality 
and musical talent, entails a strong belief regarding the importance of the 
environment. This view plays down the importance of genetics, entailing 
that every person has musical potential. Listening is additionally of equal 
value as for example playing an instrument, and the musical experience is 
emphasised (Brändström, 2006). Both of these views on musicality and 
musical talent are centred around the individual, with regards to 
musicality as a characteristic of genetics or social environment. However, 
the communicative aspects as well as the experiencing of music is 
emphasised in the relativistic view of musicality. These aspects can be 
both in relation to HME, where the highest skill is the ability to 
communicate (the) music to others. Additionally, from a pedagogical 
point of departure, Brändström (2006) suggests that teachers should be 
considerate of their students’ varying backgrounds in terms of social and 
cultural upbringings.    

Teachers voice the opinion that different schools and teachers have 
different views on what skills and knowledges are required for the 
different grades which leads to an inequality between schools with regards 
to grading and assessment (Antonsson, 2022). The rise of ‘measurement 
culture’ in education has a huge impact on educational practice, through 
all levels (Biesta, 2009). External context influences practice with regards 
to assessment and grading, where an increased demand related to 
documentation, communication and assessment from the school leaders 
as well as the general discourse in society with regards to assessment, 
leads Antonsson (2022) to suggest that these factors affect the teachers’ 
practice. Notably, the teachers put forward a view of a discrepancy 
between the focus on assessment and grading and the purpose of music 
education. Additionally, the written and digital, assessment and 
documentations entails that it becomes a formal practice (Antonsson, 
2022). Teachers’ finding dilemmas with regards to documentation is also 
a result in Zandén and Ferm Thorgersen (2015), where “teaching for 
optimum documentation rather than optimum learning” (p. 45) is one. 
Another dilemma described by the teachers was that the holistic views and 
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intentions were contrasted by a view of music knowledge that became 
narrower in the new curriculum. The introductory text in the curricula for 
music emphasise music-making as well as musical sensitivity and 
creativity, but the detailed knowledge requirements entailed that the 
teachers experienced that they could not perform their teaching in 
accordance with their ideals and the conceptions described in the 
beginning of the curricula (Zandén & Ferm Thorgersen, 2015, p. 47). This 
can be related to how the ‘schoolified’ contributes to a certain order 
becoming reproduced, and also lesson content as ‘school knowledge’ (cf. 
Lundin et al., 2018). 

This issue is also put forward by Hansson Stenhammar (2015). Through 
examining aesthetic learning processes in compulsory education in 
several subjects, Hansson Stenhammar (2015) argues that the presence of 
a de-aestheticized school and learning culture, which is occurring 
independent of subject. The focus of the teaching is primarily on a way of 
thinking and learning centred around process of reproduction. The 
creative processes of and in learning appear as dependent on the students’ 
abilities to form links between new and old knowledge through techniques 
such as memorising, practicing and repetition. Thereby Hansson 
Stenhammar argues the learning process as incomplete (Hansson 
Stenhammar, 2015, p. 181). Issues with learning are also brought by Ferm 
Almqvist et al. (2016), in relation to assessment as learning. The authors 
voice that moving towards assessment as learning may entail teacher’s 
feeling like they need to match work to external criteria instead of 
matching it to the student’s individual needs (ibid.).  

In a study concerning entrance exams for higher music education, 
specifically instrument auditions for specialist teacher programmes, 
assessments have been found to be sorted into two categories: music-
centred assessment culture and person-centred assessment culture 
(Sandberg-Jurström et al., 2021). The authors found that although 
entrance exams mainly concern the technical and musical skills of the 
applicants, the results of the study suggest that person-centred 
characteristics were also assessed.  

Music theory and Ensemble in Education 
In the Swedish context, there are very few doctoral studies conducted in 
educational research concerning music theory. This entails that the 
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previous studies that specifically concern music theory will be given more 
space within this research overview. Zimmerman Nilsson’s (2009) study 
is, at present, the only doctoral thesis that has been conducted with both 
Ensemble and Music theory and aural skills as particular research 
interest. Although Zimmerman Nilsson’s (2009) study predates the 
present curriculum as it is conducted within the 1994 curriculum, the 
results of her study are important in order to contextualise and situate 
results from studies carried out more recently. A result which Zimmerman 
Nilsson (2009) highlights in her study, is that although teachers make 
different choices with regards to content, the teachers in Ensemble and 
Music theory and aural skills makes two choices regarding lesson content. 
The first choice means that the lesson content guide the method (my 
italics). This choice is most prominent in Music theory lessons, observes 
Zimmerman Nilsson (2009). Lesson content is viewed as fixed, and the 
teaching is described as “Music as a subject matter of facts” (p. 167), 
mixing verbal instructions with practical instructions. As for the students, 
their activity in the classroom is described as predominantly 
“reproductive and reflective” (Zimmerman Nilsson p. 167). As a result of 
this choice of teaching, the holistic approach that the teachers have in 
their intentions with the teaching is not reflected in their actual teaching, 
resulting in that the broader musical context gets lost in the teaching or, 
rather, the enactment of the curriculum and policy.  

The teaching of fundamental concepts corresponds with the curriculum 
but does not relate to the music-making that is also mentioned in the 
curriculum, claims Zimmerman Nilsson (2009). In the second choice 
regarding teaching content, the activity is the content (my italics). In this 
choice of teaching content and method, the teacher adapts the content to 
the skill- and knowledge level of the ensemble students and the student is 
in focus as a subject. Zimmerman Nilsson describes the teaching in 
ensemble as “music as a subject matter of pleasure” (p. 168), where the 
teaching content is flexible because of the adaptation to individual 
students. The students’ activities on the other hand, is described as 
following the teacher’s instructions. Further, Zimmerman Nilsson’s 
results unveil that in the choices of content in ensemble teaching, 
technical and motor skills dominate.  

Further, when studying the teaching of interval within music theory and 
aural skills “the teacher’s intention of teaching the students what music 
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consist of is reduced in the teaching to a focus on interval as delimited 
units, rather than interval as musical expression” (Zimmerman Nilsson 
(2009, p. 87, my translation).  She refers to this didactical method as 
“separation”, something which can be followed by a method she refers to 
as ‘fusion’, where the parts are integrated in the larger context (p. 159). 
Furthermore, it is stressed in the course plan for Music theory that the 
students should have the possibility within their education to apply their 
music theoretical knowledges in music-making, something that does not 
appear as a result in the study (Zimmerman Nilsson, 2009).  

With regards to policy and curriculum in music education in upper 
secondary school, Lilliedahl (2013) studies the underlying structures for 
how music as a knowledge practice is structured relationally in internal 
and external aspects. Previous research has showcased a shift from 
“School music” to “Music in schools” (Ståhlhammar, 1995), however, 
Lilliedahl (2013) proposes to instead view this phenomenon as a shift in 
(my italics) school music. Furthermore, “that the music subject is not like 
other subjects may appear obvious” (Lilliedahl, 2013, p. 97). That the 
music subject and its teaching practice is thus viewed as something 
separate, is within the nature of the subject itself and it is often 
differentiated from “the school-knowledge middle ground” (p. 97 - 98) 
something which is viewed as significant for the structure of the subject 
(Lilliedahl, 2013).   

Further, the distinction that the music subject has in the curriculum 
through a comparison with regards to how the subject mathematics and 
the subject physics are described in the curriculum21. What the 
comparison shows is described as “[o]ne finding is that in mathematics 
and physics, the core of the subjects is defined and the functional 
importance of the school knowledge in various contexts are made 
apparent, whereas in comparison the definition of the music subject 
stands out as almost a “non-definition” (Lilliedahl, 2013, p. 96, my 
translation). In contrast to physics and mathematics, it is not made 
explicitly clear in the policy documents what the music subject’s specific 
function is, nor does music as a school subject make any claim to be a 
language “similar all over the world” Lilliedahl (2013, p. 97).  

 
21 In Swedish: ämnesbeskrivning 
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Further, Lilliedahl’s (2013) discusses the issue that music-oriented 
courses have, in the National curriculum for upper secondary school – 
National Arts program with music orientation – been divided into two 
subjects: Music and Music theory. Lilliedahl’s first point with regards to 
this is perhaps the most poignant: “Music is not one subject, but two” (p. 
103, italics in original, my translation). Through the analysis, Lilliedahl 
notes that Music theory emanates from epistemic relations to music, 
whereas Music emanates from social relations to music. Through 
comparing courses organised under Music and Music theory Lilliedahl 
finds similarities but also dissimilarities. Where the subject has a stronger 
epistemic relation to music, the subject is legitimised through what he 
calls a ‘knowledge code’ or ‘knowledge structure’ (Lilliedahl, 2013, p. 107-
108). Where the subject, on the other hand, has stronger bonds to social 
relations to music, a ‘knower structure’ or ‘knower code’ is formed.  

From a curriculum theory perspective, Lilliedahl (2013) argues that there 
is a relatively strong boundary between Music and Music theory, as there 
is “not only a symbolic classification between the practical Music and the 
theoretical Music theory, but also a relatively strong framing of their 
respective content and to materially separated knowledge practices” 
(Lilliedahl, 2013, p. 104, my translation). The differences and the 
differentiation in the curricula documents between Music and Music 
theory as subjects are thus not only a language construction, rather, it 
includes a “struggle between two fundamentally different principles of 
structure” (Lilliedahl, 2013, p. 104, my translation).   

Within the studied context of Music education, the teachers are important 
as they introduce new knowledge to the students. This knowledge is 
something that the students can appropriate and deploy themselves at a 
later stage. Rudbäck and Wallerstedt (in Randles & Burnard, 2023) argue 
that the teacher can widen the student’s repertoire of tools, entailing more 
student-control in the problem-solving process. Further, they follow 
Bernstein’s concepts of recontextualization, and makes the argument that 
the recontextualization of a – in the context of present study, musical –
practice, from outside of the school to within the school, entails a certain 
formalization (cf. Rudbäck & Wallerstedt, 2023). The “knowledge-
producing practice” (p. 182) of a musical genre thus requires 
formalization to become a musical practice within school, after being 
recontextualised. Or rather, as part of its recontextualization. In this 
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context, institutionalisation is thus viewed as one kind of formalisation. 
Further, they claim that if we resist this formalisation, we end up 
institutionalising a method of teaching that defeats the object, a sort of 
“non-interventionist teaching that defeats the purpose of 
institutionalisation” (Rudbäck & Wallerstedt, 2023, p. 182-183). 
However, we can also view this from an abstract vs empirical stance, 
where an abstract concept can derive qualities and meaning through pre-
existing knowledge. The empirical example could be for example to show 
a musical instrument and then derive meaning and qualities based on 
observation (cf. Kaladjev, 2009). 

Music theory and aural skills 
As previously mentioned, there is a common view of music theory and 
aural skills as connected (Chenette, 2021; Ilomäki, 2011). This view is then 
manifested in policy documents such as the curricula for upper secondary 
school in Sweden, where they are treated within one course. The presence 
of courses in aural skills are described as developed since “performing 
musicians need specific courses in order to develop their musical 
awareness and musical literacy” (Ilomäki, 2011, p. 12). Elements such as 
sight singing, dictation and aural analysis of musical extracts are 
regarded as defining characteristics of courses in aural skills, as is 
developing an inner hearing of music (Ilomäki, 2011). A more critical 
point that Ilomäki (2011) makes, is that dictation and recognition tests 
imply that aural skills can be measured and assessed in individual 
students and become detached – abstracted – from the musical activities 
where they otherwise are applied.   
 
In a Swedish context, the only doctoral study at the time of writing which 
concerns itself wholly to music theory at upper secondary educational 
level in Sweden is Niklas Rudbäck’s (2020) thesis discussing the circle of 
fifth in educational context. Rudbäck (2020) finds that in the observed 
educational practice, the activities for learning are divided into three main 
categories: individual practice (in particular in the work with interval, 
reading sheet music and melody dictate), group work (in particular in the 
cases of pulse, rhythm and rhythm notation), and teacher-led lectures and 
demonstrations (harmony, circle of fifths, transposing).  
 
Additionally, another finding that bears relevance for the present study is 
how Rudbäck (2020) describes that definitions and explanations are 



 

 

44 

unusual in the lesson material and also that there is a lack of musical 
examples in the classroom. This extends to that there are almost no 
occasions where the teacher makes references to what the concepts talked 
about actually sound like (Rudbäck, 2020). Rudbäck’s results suggests 
that the focus is the students learning the circle of fifths through first and 
foremost mnemonic techniques (Rudbäck, 2020), where he seems to 
suggest a qualitative difference between knowing the circle of fifths as 
mnemonic technique and knowing the circle of fifths as part of a 
meaningful and relevant structure. Instead of asking whether to start with 
symbols or sounds, the author suggests that we adapt a dialectic process 
in the development of concepts, thus enabling us “to ask other types of 
questions and illuminate how abstraction and generalisation is reciprocal 
in action with every-day and scientific concept formations” (Rudbäck, 
2020, p. 354, my translation). In the context of present study, such a 
suggestion can be paralleled with the reciprocity in the discursive 
construction and complex intertwined-ness of discourses as language in 
the music theory classroom. The results and suggestions by Rudbäck 
(2020) appear to be similar to those of Bamberger (1996), who argues that 
we are asking our students to start off with learning what we perceive as 
the simplest elements. However, Bamberger makes the argument that we 
are confusing the smallest elements of music – such as pitch for example 
–with the simplest. These small elements may be easy for a teacher to 
define, thus entailing that they are the easiest to assess. However, these 
‘small elements’ may be the most difficult elements for the students 
(Bamberger, 1996).  

It is argued that aural sills are linked with music theory at present, and 
that loosening this bound together with focusing on foundational 
perceptual skills may generate a wider view of what aural skills may 
include (Chenette, 2021). As an example, it is put forward by Rogers 
(2000) that the analysis of a performance has the potential of functioning 
as a link, in order to “connect analytical insight with interpretational 
implications” (p. 115) as well as providing a means of demonstrating 
theoretical relevancy (Rogers, 2000). Exploring the learning process in an 
active theorising of music in through a nonlinear design in an upper 
secondary school context in Finland, Björk et al. (2024) finds that 
students learn through inspiration and curiosity. The authors taught not 
a traditional beginners’ syllabus consisting of major/minor scales et 
cetera, but rather they based the learning content on the students’ musical 
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worlds. Thus, they moved beyond major/minor and instead utilised 
Dorian, elements of Mixolydian scales et cetera. Björk et al. (2024) draws 
the conclusion that students felt more confident in music theory after 
participating in the study, being able to use theory in practice. 

Ensemble  
Many music teachers have grown up with pop and rock music, and hence 
this influences their view of which music is synonymous with the students’ 
everyday musical culture. An effect of this is described as that the teachers 
view the students as participating in the choice of lesson content although 
it is their own preferences that founds this this choice of lesson content 
(Ericsson & Lindgren, 2011). An aspect of this is also who identifies what 
to be learnt, and whose music should be used in music education as one 
of the major challenges ahead (cf. Wallerstedt and Lindgren, 2016) as well 
as how the teachers negotiate and create familiar relationships with the 
students, manifested in the teacher - student relation as being more 
friendly than professionally distanced (Ericsson and Lindgren, 2011). 
These results are similar to those of Burnard et al. (2008), writing about 
inclusive pedagogies in school. Though a comparative study, the authors 
conclude – amongst other findings – that teachers include students’ 
repertoires in ensemble teaching both in the UK and in Sweden. Further, 
the authors express the importance of the student-teacher relationship in 
relation to “learning experiences that recognize intrinsic motivation and 
learner agency” (p. 120).  

With regards to ensemble teaching, the previous research suggests a 
discourse where authenticity and bodily expression are high up in the 
hierarchy concerning criteria for assessment. Education appears as a 
“hazy negative enterprise” (Zandén, 2010, p. 108, my translation) where, 
in order to criticise unwanted musical qualities, words with a connotation 
to education such as for example “pedagogical”, “organised” and “school-
like” are utilised (p. 108). Teachers intervening as little as possible is in 
this context viewed as something good, however, the students should have 
their own musical ideals and work independently, in other words, 
autonomously. Rather than being inspired or getting ideas from the 
teachers, students are required to get ideas through listening. The picture 
of the ideal teacher is as a “respectful visitor in the students’ territory” 
(Zandén, 2010, p. 165). The teacher role as more supervisory in music 
education is also mentioned in Ståhlhammar (1995). This research 
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approaches ideals similar to the more informal learning approach 
described earlier in this present thesis (see p. 28). However, in terms of 
ensemble in school, Folkestad (2015) argues that there is no ”informal 
teaching” (p. 114), as the school context entails that teaching is always 
formal, regardless of  the methods used.  

Factors such as a school-like behaviour (in Swedish: “skolaktighet”, cf. 
Zandén, 2010), using sheet music and an active teacher (Zandén, 2010, p. 
154-155, my translation) are portrayed as negative. However, Dyndahl et 
al. (2014) suggests that this view is representative of “a misconception” (p. 
110) concerning bringing informal learning cultures into formal music 
education. Georgii-Hemming and Westvall (2010a) appear to suggest 
something similar, in their argument for a music education where familiar 
and unfamiliar should be encountered by the student, and a dialogue 
concerning the functions and uses of music should be guided by the music 
teacher (Georgii-Hemming & Westwall, 2010a). With regards to this, 
Folkestad (2015) argues that “the division between formal and informal 
learning practices may no longer be valid” (p. 114) since they barely exist 
today. Further, it is argued by Folkestad (2015) that “aural learning might 
be just as much a strategy in contemporary formal music education as 
written music might be in informal practices (Folkestad, 2015, p. 115) 
considering music and music education today. 

Further, teachers place more value on a student’s performance the less 
practice lies behind it. Notably, there are no signs that ability to read 
music is valuable, something which entails notes and sightreading 
becoming “a contextual limitation” (Zandén, 2010, p. 113, my translation) 
within the ensemble context. In relation to this, the students should also 
know the music piece they are playing, by heart, and not need sheet music 
or lyrics in order to play and sing (Zandén, 2010). This corresponds with 
the results in Abramo (2011), where the ensembles aimed at memorising 
the material as quickly as possible. In connection, as well as contrast, to 
the results of Zandén (2010) and Abramo (2011) Wallerstedt and 
Pramling (2015) argues that notation, even incomplete and incorrect 
notation, is central in the music activity and a powerful tool for mediation 
of meaning. However, being familiar with the musical practice is a 
precondition for acting independently in regard to the printed score – the 
notation (Hultberg, 2002). Additionally, the use of mobile phones in the 
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music classroom can be a means to finding notions such as chords 
(Wallerstedt & Hillman, 2015). 

This can be viewed in connection to the results of Asp (2015), where there 
appears to be focus on ‘doing’. The ‘doing’ discussed is, however, not a 
general doing but rather a doing intimately connotated to musical praxis 
and practice and the aesthetic-normative qualitative judgment. The focus 
on ‘doing’ appears also in Weider Ellefsen (2014), where the author finds 
both teachers and students at Musikklinja (the upper secondary context 
studied) as to a high degree concerned with aspects of musicianship. As 
such, developing musicianship becomes constructed as the main aim and 
objective of learning for the students (Ellefsen, 2014). The students of 
Musikklinja perform themselves as legitimate music students through the 
displaying of “beliefs, attitudes, competences and knowledges” (Ellefsen, 
2014, p. 292) within the practice of musicianship in the context. In 
relation to this, Asp (2015) describes problems with regards to technical 
and musical skills and abilities – related to musicianship – as viewed 
needed to be solved elsewhere, preferably in the individual instrument 
lessons. This appears especially with regards to singing (Asp, 2015). 
Further, in connection to this, the students’ ability to play does not appear 
as a learning objective, but rather as a prerequisite for playing together 
(Zandén, 2010, Zimmerman Nilsson, 2009, my italics). In relation to this, 
Randles and Burnard (2023) makes the point that we coordinate our 
actions in order to benefit the collective when we make music as an 
ensemble, together (p. 7). Another factor in relation to the focus on 
ensemble playing as main activity in the classroom, is that listening as 
musical activity is set aside (Georgii-Hemming & Kvarnhall, 2014). 
Although Georgii-Hemming and Kvarnhall (2014) concerns music in 
compulsory school, this can be argued to be the case in upper secondary 
contexts as well (cf. Asp, 2015; Weider Ellefsen, 2014).   

Asps’ (2015) findings suggest that teachers have the role of active 
musician both within school and outside of school. Through the function 
of what Asp names musician-by-proxy, the teachers thus become a 
guarantee for the student’s aspired ideal. The teachers are hence viewed 
as credible and authentic representatives for the professional music life, 
something which Asp (2015) argues also serves as a potential safeguarding 
of the quality in the aesthetic-normative. This view is in line with Elliot 
(2009), with the view of teachers embodying and exemplifying 
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musicianship, as children develop musicianship through “actions, 
transactions, and interactions with musically proficient teachers” (p. 12).  

When summing up the learning objectives found in his study, Asp (2015) 
finds that they in large can be sorted into two main discourses: the artist 
discourse and the school discourse (p. 130-131). The artist discourse 
disseminates the learning objectives which can be related to a – in the eyes 
of his participants – credible musical practice. In this discourse, the 
musical ideal that is aspired to is obtained from outside of school as 
institution. Music associated with school as institution is viewed as 
illegitimate as learning objective, due to its few similarities with music 
outside of school, i.e., the professional music life/life as professional 
musician. The school discourse, however, disseminates learning 
objectives which are related to particular learning in the music subject. 
Preconceptions around learning, and learning music especially, in the 
context of education as institution sets the prerogative in this discourse.  

Autonomy is a repeated subject in the results of several studies in the 
Swedish music education context (Asp, 2015; Karlsson, 2002; Zandén, 
2010). Asp’s results show autonomy as a result when students are 
independent from other expertise, and when students are capable of 
looking for the knowledge needed themselves. Karlsson (2002) suggests 
that autonomy should have positive attributes in relation to factors such 
as students’ own work effort; study technique; students’ own ability; and 
pre-existing knowledge. It has also been suggested that teachers’ attempt 
at finding a balance between the students’ pre-existing skills and 
knowledges whilst still ascertain that they come into contact with 
conceptual and historical aspects concerning the practice (McPhail, 
2013). Further, Asp suggests the definition of autonomy as when the 
students have obtained the knowledge to such an extent that they can 
manage the musical assignments that the teachers deem to be relevant, 
without the teachers’ involvement. However, it does not appear as a 
learning objective to any high extent – as in Zandén (2010) – although it 
appears as more of a “pedagogical ideal” (Asp, 2015, p. 137) for the 
teachers. This corresponds with the results of Lindgren & Ericsson (2010), 
where the teacher is described as not part of the collective – the ensemble 
– but rather leaves the students to work out things themselves, such as 
musical actions and decisions. The teacher is in the context of the rock 
band model in school described as “instructional” (Lindgren & Ericsson, 
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2010, p. 46) and concerned with monitoring the students’ self-reflections. 
We can view this in relation to Lilliestam (1996), who suggests that what 
you hear, and experience, affects your possibilities with regards to 
inspiration (cf. Lilliestam, 1996), thus making the ‘disappearance of the 
teacher’ (cf. Biesta, 2012) in the educational situation is relevant.  

A notion often mentioned in relation to autonomy is authenticity, a notion 
discussed in Persson (2019). In his study, Persson discovers that in the 
two schools – the music profile school and the central school, student’s 
positions in the music classroom are conducted through and constructed 
within two different discourses. In the Music profile School, positioning is 
conducted through a discourse centred around music, and becoming a 
serious, authentic musician. Persson (2019) claims that this entails a 
break with school discourse, where the school subject Music “becomes 
liberated from the school as context and thus becomes a resource in the 
positioning as an authentic musician” (p. 159, my translation).  

With regards to ensemble teaching, it is taken for granted that the 
teaching should lead to a concert. In addition to this, there is an explicit 
and implicit expectation in teachers, students and colleagues that the 
performance should be of high quality (Borgström Källén, 2014, p. 280). 
This entails that the teachers promote efficiency above the individual 
student’s musical development. Further, the performance of the ensemble 
group – at that given time – is then viewed as more important than the 
individual student’s musical development. The quality of the performance 
is expected to be as close to the professional musicians as possible, with 
the consequence that the product – the concert in this case – is placed as 
central, not the musical skill development of the students performing said 
concert (Borgström Källén, 2014). This appears as a similar result to Asp 
(2015), where the learning objectives are described as pivoting around 
musical practice, understood and enacted as some kind of musical 
performance. However, as Borgström Källén (2014) points out, one 
argument for performances and concerts to continue to be a central part 
of music education could be that as a learning experience it is important 
for the students to learn how to deal with a performance situation, how to 
act whilst on stage, something which is very difficult to practice unless 
actually in a performance situation. Another argument is that concerts can 
motivate students and also serve as further training in for example public 
speaking and in that way serves as a means to an end.  
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In the analysis of her results, Borgström Källén (2014) divides the 
different genre ensembles studied into three genre discourses: the vocal 
genre discourse, the popular music genre discourse, and the school music 
genre discourse. These discourses each entail different discursive 
opportunities for the construction of gender. Furthermore, in the 
discourse unfamiliar music discourse, the fourth discourse found in her 
study, the teacher instructs the students in a different way to the other 
ensembles (for example pop/rock ensemble). In the jazz ensemble, the 
teacher for example took the lead when it came to division of labour. In 
this ensemble context, the teacher instructed all the students to play at 
least one solo in every piece they performed. This differs to the other 
ensembles by that the teacher did not ask the students who felt like 
performing a solo, but rather made it clear that it was a prerequisite. 
(Borgström Källén, 2021).  

Further, popular music as exemplifying students’ culture, youth culture 
and music education as well as the rock band model as dominating 
teaching in the Swedish music education context has been a topic of 
research in several research studies (cf. Bergman, 2011; Ericsson & 
Lindgren, 2011; Holmberg, 2011; Lindgren & Ericsson, 2010, Sernhede, 
2006; Sandberg, 2006b). As this present study concerns upper secondary 
education, whilst most of the studies in this context concerns secondary, 
or compulsory, education this issue is not given much space in this 
context. However, notably, critical voices concerning the dominance of 
the rock band model in music education has been raised (cf. Bergman, 
2011) where the rock band model risks leading to the domination of 
certain groups of students in the classroom activities. Additionally, a 
challenge can be found when viewing whose music, in this context 
implying whose lesson content, should be taught in music education 
(Wallerstedt & Lindgren 2016).  

Musical improvisation in education 
Although Bjerstedt’s (2014) study is conducted within the context of 
higher music education (HME), there are a number of important finding 
that I would like to point out in relation to the present study’s research 
focus. Bjerstedt (2014) discusses the concept improvisation from a range 
of perspectives, where a general consensus amongst the aesthetic thinkers 
quoted and named is that “musical improvisation includes a combination 
of spontaneity and tradition” (p. 29, italics in original). That it can also be 



 

 

51 
 

viewed as a spontaneous activity that is goal-directed (p. 29), is also 
highlighted in this instance. Furthermore, Bjerstedt brings together 
several viewpoints with regards to what actually is at the core of 
improvisation, highlighting similarities and differences as well as inter- 
and intra-related dichotomies such as tradition vs freedom. For the 
purpose of this present study, it is of significance to take into 
consideration that several informants in Bjerstedt’s (2014) study pointed 
to the importance of technical as well as theoretical competence. One of 
the interviewees points out that “it could be difficult when playing and 
theory don’t match at all well” (p. 335). What is (discursively) expressed 
through the interviewees bear relevance to this present study due to what 
it signifies in relation to discursive patterns and structures of music 
education, in this case what is viewed as musical improvisation in an 
educational context and thus also what is viewed as legitimate lesson 
content as well as what can be taught apropos the skillset needed to 
improvise. Additionally, jazz as genre and improvisation as lesson content 
can be viewed as laidback, hard to play and is a highly valued musical style 
at the school (Borgström Källén, 2014). Further, there are risks within 
improvisation education, where “improvisation may become a search for 
mastery rather than a search for freedom” (Bjerstedt, 2014, p. 334, italics 
in original) and musical knowledge hence is in danger of becoming 
something individual, abstract and fixed.  

Jazz music’s relevance for music education is argued by Gravem Johansen 
(2014) as containing the possibility for usage both in the development and 
learning of general musical skills and knowledges such as listening and 
communication, but also for specific characteristics within the genre. 
Further, the author argues that although jazz is oftentimes viewed as one 
musical genre it contains several different styles and orientations. Most 
jazz musicians perceive a delineation through the genre’s history, 
although the genre has often developed as a result of “a break with the 
past” (Gravem Johansen, 2014, p. 178). Within the canon, there is a 
repertoire of songs generally referred to as ‘standards’22 This repertoire, 
used in combination with 12-bar blues, often serves as a base for 
improvisation (Gravem Johansen, 2014). Gravem Johansen (2014) 
argues the use for jazz in music education and suggests imitation and 
code-familiarity as a means for the students to approach, or become 

 
22 Generally, the songs consist of 32 bars, have a characteristic theme in terms of melody, and is 
traditionally performed with swing accompaniment and phrasing (Gravem Johansen, 2014).   
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enculturated in, jazz as a musical genre. Improvisation, through methods 
such as call & response or chase, is another way of approaching jazz in 
music education. Predominantly, Gravem Johansen (2014) suggests 
utilising jazz in order for the students to develop and learn characteristics 
such as aural listening skills, communication in and through music, as 
well as increased musical creativity through improvisation. Further, jazz 
as a musical form or genre can additionally have uses in music education 
through aiding the students’ development of skills within jazz as genre, 
i.e., enculturation (Gravem Johansen, 2014).  

Music teacher education research 
Music teacher education per se is not the focus of this present thesis. 
However, as music teacher students are involved in the study there is a 
need for a brief view of a couple of relevant studies within the field. 
Writing about music teacher education in the three Nordic countries 
Finland, Norway and Sweden, Ferm Thorgersen et al., (2016), the authors 
found that Swedish and Finnish participants viewed characteristics of an 
ideal candidate, as being curious, analytical, and independent (Ferm 
Thorgersen et al., 2016). The student teacher educator from Norway 
additionally stressed music as a school subject and the abilities included 
in teaching music in schools, encompassing music as activity as well as 
listening and composing.  Further, teachers in this study with an 
instrumentalist background stressed a dialogical relationship between 
teacher and students, although mentioning that a master-apprentice 
relationship is still predominant and prevails within the field. Reflection 
and research were also topics mentioned, and within this there was also a 
view of importance with regards to seeing connections between theory 
and practice (Ferm Thorgersen et al., 2016). Reflecting is also seen as 
something that the teacher students should do, as part of creating their 
own teacher style as well as challenge traditions within the field. Another 
finding in the Swedish music teacher education, is that student teachers 
aim towards equipping their future students with the tools necessary for 
taking part in musical activities, whether on a personal or societal level 
(Georgii-Hemming & Westwall, 2010b).  

The music teacher student as well as the music teacher educator need to 
navigate teacher education as a discursive field something which entail 
relating to assignments and directives as well as their own musical and 
pedagogic identity (Ostendorff, 2023). Further, Ostendorff (2023) 
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describes the music teacher education as permeated by three main 
discourses: the utility discourse; the bildung discourse and the university 
discourse. These discourses are viewed as ‘règimes of truth’ (Foucault, 
1980) and in the context of the present study serves as a way of 
understanding the discursive contextual background within the music 
teacher education practice that the music teacher students exist within.  

Musical creativity 
A notion that plays a part in music as well as music education, is that of 
musical creativity. Burnard (2012) argues that myths, the way we think 
about musical creativities are built into schools as institutions, and 
influences what we think about musical creativity as well as who is 
considered to be musically creative. Notably, in relation to the present 
study’s empirical data concerning ensemble education in the 
Improvisation ensemble, where there appears to exist a rather strong 
focus on the jazz canon and discourse, Burnard claims that “[t]he idea of 
the Romantic artist is one of the strongest elements uniting classical, jazz, 
and rock mythmakers” (Burnard, 2012, p. 10).  

Music research with a gender perspective 
Susan McClary’s book Feminine Endings (1991/2002) has reached the 
status of a classic text (or, rather, a collection of texts) in the field of critical 
musicology, thus it prompts that when discussing music research from a 
gender perspective, it necessitates including. As an iconic book, it is no 
surprise to the reader that it bears relevance to this present thesis. In 
particular, McClary’s writings about musical constructions of gender is 
highly valid and present in music culture, inclusive of music education, in 
present day. Many of the gender constructs in music that McClary writes 
about from a critical musicology perspective have been perpetuated, 
although perhaps with small adjustments due to that the meaning of 
femininity is not the same in the 21st century as it was in the 18th century.  

However, some aspects of the ‘gender code’ have been proved stable. 
Although not due to music (as have been argued) as a universal language 
but rather because there are “certain social attitudes towards gender that 
have remained stable throughout this stretch of history. Thus, musical 
semiotics of gender can tell us much about the actual music (why these 
particular pitches and rhythms as opposed to others)” (McClary, 
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1991/2002, p. 8). Furthermore, McClary’s music analysis which concern 
gendered aspects of traditional music theory are of interest to present 
study due to how it can be applied to students’ condition of possibility in 
further (and/or higher music) education. Although, as argued by McClary 
(1991/2002), some of the codes and constructions of femininity or 
masculinity may not be altogether deliberate and intentional by the 
composers, there are certain constructions with regards to gender that are 
– culturally and discursively – assumed as natural. For example, McClary 
takes the example of masculine and feminine cadences, where a cadence 
is described as masculine if the final chord, phrase or section occurs on a 
strong beat and feminine if the final chords, phrase or section falls on a 
weak beat. Further, the feminine is associated with a more romantic style, 
which entails the – opposing – masculine with the objective and the 
rational. The gender patterns and structures follow through the history of 
tonality, and in sonata form there existed a custom of naming the opening 
theme “masculine” and the subsidiary theme “feminine” (McClary, 
1991/2002, p. 13). I take these examples because of how these attitudes, 
primarily attitudes as well as gender codes, are pertained, re-produced 
discursively, in several music context – although maybe less so with 
regards to the appearance of sonata form in the music classroom – in 
Sweden today.   

Music education research with a gender perspective 
In the last decade, a number of studies concerning music education and 
gender has been published. Amongst the more recent publications we find 
the anthology Gender Issues in Scandinavian Music Education (2021), 
which raises several relevant questions with regards to gender in a music 
educational context ranging from an overview of the field of research to 
gender and social change (Björck, 2011, 2021), equality and sustainable 
development (Hentschel & Ferm Almqvist, 2021), positioning (Persson, 
2019, 2021), queer pedagogy (Onsrud, 2021), and gendered meanings and 
relations of genre and instruments (Synnøve Blix & Weider Ellefsen, 
2021).    

A result described in several studies is that gender patterns and structures 
are assigned to women and men in ensemble practice. Women are 
assigned gender stereotypical roles in ensemble situations. Further, “the 
artist discourse appears to have a difficulty formulating a teaching 
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situation where all students regardless of gender or instrument are 
taught23” (Asp, 2015, p. 135, my translation). It is described as common 
that there are more women than men who are singers, and that they are 
often rehearsing the repertoire and interpretation in a room that is not the 
ensemble room otherwise utilised (Asp, 2015). Furthermore, previous 
research suggest that the genre plays an important part in gender 
structures in school. In her doctoral study, Borgström Källén (2014) 
discovers that ensemble playing in the unfamiliar music discourse have 
the possibility to disrupt gender structures and patterns. Stereotyped 
gender behaviours were taken for granted in familiar genre styles, such as 
pop/rock and choir, whereas in the unfamiliar music discourse, such as 
the renaissance ensemble, they were not. The gendered norms for 
behaviour became unknown for the students, and alternative gender 
relations came into existence (Borgström Källén, 2014). Commenting her 
doctoral research study in other articles, Borgström Källén (2020) later 
describes that the reason for less gendered structures in the unfamiliar 
music discourse is also related to the discourse as “school music” (in 
Swedish: “skolmusikaliska” genrepraktiker, Borgström Källén, 2020, p. 
51). This gave the teachers a higher level of control and compromise that 
led to a less stereotypically gendered ensemble discourse (Borgström 
Källén, 2020).  

This can be compared to Björck’s (2011, 2013) result concerning ‘third 
spaces’, or ‘a room of one’s own’, referencing Virginia Wolff. Furthermore, 
Björck (2011) suggests a possible dictionary entry to be “Space - 
possibility; freedom; authority; power; “voice”; integrity; relief; existence” 
(p. 56).  Of particular interest to this present study is Björck’s findings in 
relation to expressions of discourse and the concept of space. Here, the 
issue of, as well as problematising aspects in relation to, all-female spaces 
as opposed to mixed-gendered spaces are examined and discussed 
through Butler’s performativity and heterosexual matrix as well as 
Foucault’s technologies of self and Mulvey’s concept of gaze. The results 
and findings in Björck’s (2011) study take into consideration that space-
claiming is a process, and also links and problematises the findings in 
relation to how subjectivity is portrayed in neoliberal discourse. The 
findings in Björck’s study are described and discussed as, and/or through, 

 
23 Alternative translation: “… are educated” (Asp, 2015, p. 135). Original quote: ”Artistdiskursen ser 
därmed ut att ha svårt att formulera en undervisningssituation där alla elever oavsett kön eller 
instrument undervisas” (Asp, 2015, p. 135).  
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two discourses, the Space-as-agency discourse and the space-as-privacy 
discourse (Björck, 2011), where space-as-agency is related to “an 
“outward-bound” spatiality of opening doors” (p. 58) Within this 
discourse, there are possibilities of “entering new and unknown domains 
of musical knowledge” (p. 58), such as playing an instrument that one 
does not yet master or pose on stage in a way not as confined to gendered 
behaviour. The other discourse as described in Björck (2011), space-as-
privacy, is described as a more inward-bound, and involved “a desire to 
avoid (self)-objectivation” (p. 58) and allowed the subject to focus on 
knowledge concerning for example musicianship. 

This brings me to the issue of the gendered music education in compulsory 
school, as this is an arena (or educational context) that all pupils go 
through before entering upper secondary music education or higher music 
education. In his thesis concerning students’ positioning in the school 
music subject, Mikael Persson (2019) finds four – presented as binary – 
pairs of positions that the students take in the music classroom. These are 
conform/rebellious, humorous/serious, confident/uncertain, and 
emotional/rational. Persson’s (2019) study is conducted in mandatory 
education, in years 7 through to 9, however, it does showcase a number of 
findings which are important in the context of present study. Regarding 
positioning in the music classroom, Persson’s study shows that girls to a 
larger extent are positioned as conforming, and boys to a larger extent 
position themselves as less conform and more rebellious.  

This finding is line with previous research, where girls are described as 
conforming to the school values, standards of behaviour as well as 
expectations of the teacher (Green, 2002, p. 138). However, this is 
nuanced by the girls’ – although performing within what is viewed as 
conventional femininity – resisting part of the school activities but instead 
taking part in music activities outside of school. In the study by Persson 
(2019), the position of the conform pupil entail differences with regards 
to how (or even, if) the position as musician is available to the students, 
based to a large extent on their respective perceived gender. Due to the 
position of rebellious being more in keeping with the position as ‘authentic 
musician’ within popular music culture or discourse, this means that the 
position as musician, playing more solos etcetera, is taken up by the boys, 
whereas the position of the conforming student becomes more readily 
available to the girls, something that entails a role which include more 
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tasks such as keeping track of the sheet music, taking notes etcetera 
(Persson, 2019). Further, not keeping track of your sheet music can be 
read as a way to position yourself as a musician learning by ear rather than 
by reading from a score. For the students’, showing confidence is 
important for both singers and other musicians, as it is part of the 
orientation towards what can be described as ‘the attractive position as 
the musician’ in this classroom (Persson, 2019).  

The matter of confidence, and showing confidence, is discussed by 
Persson (2019) in relation to the positioning in the music classrooms. To 
appear confident on stage is constructed as different for musicians and 
singers, due to for example the assumption that the audience will keep 
their gaze on the singers for most of the time. (Persson, 2019). This can 
be viewed as in line with the results of Björck (2011), who claims that 
women popular musicians have to be continually aware of the gaze that 
follows them. They are expected to close their bodies as not to invite 
objectification, but simultaneously they are expected to open their bodies 
in order to possess the characteristics of authenticity and self-confidence 
within popular music practice (Björck, 2011).  

The intertwined-ness between the aural and the visual entails that how 
someone identifying as female presents herself, and how she is looked 
upon, will be closely connected to “how her music is read, what kind of 
space her music is able to produce, and thus what her music is perceived 
to be” (Björck, 2011, p. 137). It appears as though pupil’s perceived gender 
plays a significant role in relation to what significance is placed onto their 
physical performance and confidence on stage (cf. Persson, 2019, Björck, 
2011). In relation to the matter of confidence, young females may feel less 
positive towards learning to improvise in the jazz genre if they do not 
perceive succeeding within the field as rewarding. Additionally, young 
females can become “significantly less confident, more anxious, and have 
less self-efficacy (attitude) towards learning jazz improvisation” (Wehr-
Flowers, 2006, p. 345).  

In a gender study concerning singing in lower secondary music education 
through a gender perspective, Hentschel (2017) discusses her result 
through philosophy (cf. Sartre, de Beauvoir) in order to use mountain 
climbing as a metaphor for teaching singing. In this context, music 
teachers are viewed as mountain guides and (popular) musicians as the 
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more skilled mountain climbers. Pupils as also mountain climbers, 
although less skilled in this (artform) than the mountain guides and 
mountain climbers. Hentschel’s (2017) results show that pupils are given 
different tools for the climb, dependent on their perceived gender. They 
also climb along different paths, sometimes very different paths and 
sometimes the paths go alongside each other, something which is viewed 
in relation to gender. Here, some paths appear as more suitable for boys, 
some paths more suitable for girls. This becomes especially poignant with 
regards to ensemble playing and, additionally, in Lucia24 practice.  

When girls climb mountains that include walking the path of ensemble 
playing, they find it difficult to construct femininity (Hentschel, 2017, p. 
233). This is argued to be due to that some of the paths lead the girls onto 
parts of the mountain that is viewed as masculine. In the case of the Lucia 
practice and performance, girls are expected to take more responsibility 
with regards to pack, carry, and use more equipment as well as more 
dangerous equipment than the boys (p. 233-234). Particularly interesting 
for present thesis is the techniques utilised by the pupils are related to how 
they have imitated the techniques of other, more knowledgeable, 
mountain climbers. There are pupils who imitate these more skilled 
mountain climbers and mountain guides in a more playful manner, 
possibly to try the feeling of not climbing the mountain as themselves, but 
rather as somebody else. This could also be due to that the pupils are 
trying not to show their ineptness in climbing, but it could also relate to 
the expectations of the mountain guides (Hentschel, 2017, p. 231-232). 
This result is in line with Persson and Sand (2021), where the boys want 
to joke about singing as something feminine. Additionally, boys not 
singing and not doing as the teachers expect can be interpreted as part of 
an “anti-study culture” (Persson & Sand, 2021, p. 131) that the authors 
describe as assumed to be more prevalent amongst boys. However, 
Persson and Sand express that it may be more productive to view humour 
in relation to the positioning where the boys use humour as a self-
protection strategy (Persson & Sand, 2021, p. 131-132).   

Previous research also show other differences the music classroom 
relating to gender, such as that girls are expected to take more 
responsibility over the more administrative side of ensemble playing and 

 
Lucia: in English: Saint Lucy’s day, celebrated on the 13th of December. Lucia was according to the 
legend from Syracuse and became a martyr and saint after her death in the early fourth century.     
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singing (Ferm Almqvist, 2019a, 2019b). In a study by Abramo (2011), the 
ensemble consisting of girls paid more attention to writing lyrics, and also 
had embellished notebooks which they carried around with them, 
whereas the all-boys ensembles are described as apprehensive to write 
lyrics and did the writing on lined paper torn out of a notebook. This piece 
of paper was subsequently, next lesson, taken wrinkled out of their 
pockets in order to memorise the words before attempting to dispose of 
them. Further, ensemble playing also enhances gender structures and 
patterns apropos instruments, as for example in Ferm Almqvist’s (2019a) 
study where girls express that the boys took for granted that they should 
play all the solos and the teachers took a step back and relied on the 
discourses within and surrounding informal learning practices. This is 
also made visible in Abramo (2011). Further, Ferm Almqvist’s (2019a) 
study is, additionally, an example of how valuable musical knowledge is 
constructed in the classroom, by the regulative discourses amongst the 
students. In Ferm Almqvist (2019a) it is described to be valuable to be 
“playing nice solos. Fastest and most beautiful (…) [and] jazzy licks and 
scales” (p. 156). A similar result is described by Borgström Källén (2021), 
where playing girly is described as having the capacity to sing and play 
simultaneously. Playing boyish, however, is described as not being 
labelled as a specific way of playing.   

In the pop/rock setting described, one characteristic of this discourse is 
how the division of instruments and musical expression is gendered 
(Borgström Källén & Lindgren, 2018; Borgström Källén, 2014, 2020, 
2021) and where boys focus more on technology, sound, and solos than 
girls. This further points to what is described by Björck (2021) as “the 
gendered conditions for musical learning” (p. 44), where music education 
in school is an important context to further consider and examine. In 
relation to this, we can view the importance of negotiating the space that 
is the gendered ensemble room and reminds us as teachers and 
researchers of that “it is a vital aspect of the symbolic power of music that 
it enables girls and boys to cross over, just as it enables them to affirm, 
gender divides“ (Green, 2002, p. 142, italics in original).  One such gender 
divide is for example courses in music technology, where research shows 
that female applicants only made up 18% of all applications 2014 in a 
Swedish context (de Boise, 2018).  
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There are other aspects of gender within music education, such as the 
actual structure and construction of content in curriculum and 
assessment. This is an issue pointed to in Minors et al. (2017), where the 
authors argue that “gender and cultural awareness can also offer students 
“a much more ‘awakened’ sense of the world around them” (p. 469), as in 
the case of the student who organised the petition that resulted in the 
inclusion of female composers in the A level edexcel music curriculum 
(Minors et al., 2017).  

Although studying nine-year-olds pupils in a Finnish music education 
context, Kuoppamäki (2015), the findings bear relevance to the present 
study in relation to the gendered negotiations. Kuoppamäki (2015) 
describes how these negotiations may create issues in relation to 
boundaries, and hence affect the meaningfulness of the learning 
situations in the studied music education context. Her findings suggest 
many similarities between other studies in the Swedish context, also in the 
secondary and upper secondary educational contexts (cf. Persson, 2019) 
as they adopted gendered learning identities as well as held gendered 
beliefs and preconceptions. The pupils also assumed gendered positions 
relatable to ‘good student’ and ‘rebel student’ (Kuoppamäki, 2015, p. 141-
142).  

In relation to gendered positions and roles within the music classroom, 
boys in can be described as identifying with the role of the musician and 
have an identificatory approach (in Swedish “identifikatoriskt 
förhållningssätt”, my italics, p. 188), in contrast to the girls who possess 
an intimate approach (in Swedish “intimiserat förhållningssätt”, my 
italics) (Kvarnhall, 2015, p. 188). Boys identify with the musician role, 
whereas girls view the intimacy between listener and performer as 
important. These gendered positions entail that the boys find it perfectly 
reasonable that they can become, or even already position themselves as, 
popular musicians. For the boys it is the relation with the auditive that is 
in focus, and relation as ‘between musicians’ and they take distance from 
relations between people, the intimacy and emotional side that is viewed 
as girl characteristics. A similar result is described by Green (2002), where 
girls are described by the boys as playing cello because they “like slower 
music” (p. 138). Further, Kvarnhall (2015) reiterates that men, or boys, 
with song as their first instrument are unusual (Kvarnhall, p. 210). 
Although Kvarnhall’s study concern boys’ reproductive approaches to 
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music and making as conducted in compulsory education, the key findings 
described above are relevant for the present thesis to compare. 

Summary of previous research 
In summary, there is s previously mentioned a wide scope of music and 
music education research, nationally as well as internationally, relevant to 
explore in relation to the present study. Therefore, this chapter has 
predominantly concerned studies in similar contexts to the present study, 
including studies concerning related topics.  

With regards to Music and ensemble research, previous studies provide 
many illustrative examples of the focus’ in compulsory as well as upper 
secondary school context. For Elliot (2009) the praxial philosophy of 
music education is described as the path forwards for the students to 
develop musicianship and listenership. This ties in with the dominating 
activity and focus, as well as learning objective, of music education 
described in several of the studies (cf. Asp, 2015; Lindgren & Ericsson, 
2011; Wallerstedt & Lindgren, 2016; Wallerstedt & Pramling, 2015; 
Weider Ellefsen, 2014) as musicianship, encompassing ‘doing’, playing, 
and sometimes also listening. However, music teachers’ musical 
preferences steer the music choices in the classroom, resulting in that 
teachers view the students as participants in the choice of lesson content 
although the teachers’ own preferences are the dominant (Ericsson & 
Lindgren (2011). Ensemble playing in an upper secondary can be argued 
to consist of two discourses: artist discourse and school discourse, where 
the teachers act in the capacity of ‘musician-by-proxy’.  The legitimisation 
of learning object is tied in with this teacher role, as music associated with 
school as institution is viewed as an illegitimate learning objective, and 
high status is given to music life outside of school (Asp 2015).  

This can be problematised in relation to other music orientation courses, 
such as Music theoretical courses, considering the issue of legitimate and 
illegitimate lesson content and learning objective. Further, studies 
regarding Music theoretical courses in upper secondary school suggests ‘a 
lack of music in music theory’ due to the musical examples utilised as 
separate units and Music theory as more similar to ‘a toolbox’ (Rudbäck, 
2020; Zimmerman Nilsson, 2009).  
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In relation to gender, stereotyped performative behaviours in relation to 
gender was taken for granted in familiar music styles, for example the 
pop/rock genre and choir (Borgström Källén, 2014, 2021). Additionally, 
girls as predominantly positioning themselves as conforming, and boys as 
predominantly positioning themselves as more rebellious. As the position 
of rebellious is closer to the notion of authenticity – within certain genres 
– this entails a problem in equality with regards to the – desirable – 
position of authentic musician (Persson, 2019). Other findings show how 
it can be taken for granted that the boys should play the solos, and the girls 
should take the main responsibility for the administrative side of 
ensemble education (Ferm Almqvist, 2019a, 2019b). Further, Björck 
(2011) points in the direction of gaze and, similar to the other studies, 
points out that music education is a gendered arena for learning. Certain 
positions, instruments and actions are perceived as gendered (cf. 
Borgström Källén, 2014; Ferm Almqvist, 2019a, 2019b, Ferm Thorgersen 
2015; Kvarnhall, 2015; Kuoppamäki, 2015; Persson, 2019) and this is 
viewed as part of the gendered construction of music education in school.  

As a final reflection of the summary of the previous studies, I would argue 
that they are predominantly founded in the preconception of there being 
one world within school, and another – more ‘real’ – world outside of 
school. This tension between external context and school as situated 
educational context will be further explored throughout this present 
study. Additionally, although there are many contexts and research topics 
similar to the present study, none of the presented studies concern the 
construction and legitimisation of the subjects Music and Music theory in 
upper secondary school contexts, as well as what this entails for the 
teachers and students within these discursive contexts. Hence, there is an 
argument for conducting this present study.



Theoretical framework 
This thesis is concerned with music education in schools, in particular the 
construction, legitimisation and operationalisation of Music and Music 
theory as upper secondary school subjects. In this chapter I will outline 
the thesis’ onto-epistemological foundation, as well as the theoretical 
framework which forms the basis for the analytical tools. Starting off with 
explaining how the social constructionist views on knowledge and the 
world relates to the present study, I will then go on to give an overview of 
Michel Foucault’s (1969/2002; 1970) discourse theory in relation to the 
present study. Further, policy enactment and policy artefacts as described 
by Ball et al. (2012) will serve as a complement to, and extension of, 
Foucault’s thoughts especially regarding education.  

Social constructionism 
Present thesis takes its view on knowledge production from a social 
constructionist onto-epistemology, as explained by the British social 
constructionist Vivien Burr (2015). Social constructionism challenges 
conventional knowledge based on objective observation of the world 
around us and the categories into which we divide the world. How we view 
the world around us, as well as categories and concepts we use and express 
ourselves through, are from a social constructivist viewpoint historically 
and culturally specific. This entails that how we view and understand the 
world is relative and specific to our historical and cultural context. 
However, it is also a product of this historical and cultural context as well 
as dependent on the social and cultural order of the context (Burr, 2015). 
Within social constructionism, knowledge is viewed as constructed in 
interaction between people. Everyday events are practices through which 
our shared version of knowledge is constructed. Within the context of the 
present study, the social constructionist onto-epistemology entails that 
what is viewed as the construction and legitimisation of the school 
subjects Music and Music theory will in this context be seen as socially 
constructed in interaction in the classroom, between policy documents 
such as curricula, teachers and students.  
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We are born into a world where there already exists categories and 
conceptual frameworks, however, we express our thoughts and 
experiences through concepts and categories that are produced and 
reproduced every day. A person’s thoughts, categories and concepts are 
dependent on language to exist to form the framework for meaning 
making. Language, including not just spoken language but also body 
language, is then a precondition for thought. Knowledge is not viewed as 
an entity within a person, but rather something which is created and 
enacted in interaction between people.  

Micro social constructionism and macro social 
constructionism 
Burr (2015) divides social constructionism into two categories: micro- and 
macro social constructionism. Micro social constructionism allows for 
several versions or interpretations of the world to be available through the 
social construction of interaction. Here, no version or interpretation is 
truer than another. The text available in the discursive context is the 
reality to which you have access which entails that you cannot make any 
claim on knowing something beyond that text or description. Power is 
viewed as an effect of discourse. In macro social constructionism 
language is seen as having power, but it is a power connected to material 
or social structures, social relations and institutionalised practices. Power 
in itself is here viewed as a central concept.  

Further, micro- and macro social constructionism should be viewed as 
separate, although they can also be used in combination as they correlate. 
Wetherell (1998) argues that research should consider the situated nature 
of statements as well as institutional practice and social structure within 
which they are constructed. Present study will therefore use a 
combination of micro- and macro social constructionism in order to see 
structures both from a macro-perspective as well as micro-perspective.  

Foucauldian analysis 
The theoretical framework forming the basis for this study is the French 
philosopher Michel Foucault’s (1921-1984) writings on discourse. 
Foucault’s work is most commonly divided into three methods: his 
archaeology, genealogy work and the technologies of self (Ball, 2012). 
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There is a developmental trajectory in his work and works from different 
time periods or methodologies operate with sometimes (or slightly) 
different definition of the concept of discourse. This present study takes 
its definition of discourse from how it is described in Foucault’s The 
Archaeology of Knowledge (1969/2002), but also explores discourse 
through Foucault’s lectures on Power/Knowledge. Selected Interview 
and other writings 1972-1977 (1980) and also his thoughts on language 
from The Order of Things (1970, 1996/2002). Further, Stephen Ball’s 
(2012) writing concerning Foucault and education is also utilised.  

When studying systems of education, as in present study, it seems evident 
that further investigation of what constitutes as legitimate knowledge – 
and also construction and legitimisation of the studied subjects 
themselves – is needed. In particular due to the main purpose of 
education: to transmit knowledge, in a variety of forms. Here, discourse 
should be understood as “not present in the object, but it “enables it to 
appear”. Discourse is the conditions under which certain statements are 
considered to be the truth” (Ball, 2012, p. 19).  

Further, discourses are nested within an episteme. An episteme is 
understood as a “unitary practico-cognitive structure” (Ball, 2012, p. 21), 
and a “regime of truth” (ibid., p. 21), within which we are provided with 
“unconscious codes and rules” (ibid., p. 21). The conditions under which 
a statement can be viewed as “true” is thus established within the 
episteme. In the episteme, “words and things are interwoven, and nature 
itself is given to knowledge by means of naming, which explains the 
importance in the classical episteme of the well-made language” 
(Paltrinieri, 2014, p. 310). ‘Words and things’ are for Foucault 
(1996/2002) interlinked, as we name ‘things’ using words available to us 
it thus appears as language and knowledge are intertwined in the 
episteme, and as such also part of the construction of the ‘true’.   

Archaeology and genealogy 
Present study will use Foucault’s archaeological and genealogical 
approaches in a combination, where the difference between archaeology 
and genealogy is described by Foucault as:  

[I]f we were to characterize it in two terms, the ’archaeology’ would be the 
appropriate method of this analysis of local discursivities, and ’genealogy’ 
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would be the tactics whereby on the basis of the descriptions of these local 
discursivities, the subjected knowledges which were thus released would 
be brought into play (Foucault, 1980, p. 85).  

The Archaeology of knowledge (1969/2002) provides the reader with a 
thorough description and analysis of discursivities, discursive formations 
and practices. Genealogy, however, is the meeting of the history of 
practices and the history knowledges, and the intertwining of these within 
praxis is understood as a characteristic move of genealogy (Ball, 2012). 
The aim of using not only archaeology or genealogy is to illuminate local 
discursivities and how knowledges within these discursivities are 
expressed and enacted, produced and reproduced, to illuminate and 
analyse micro- and macro-level in teaching and policy.  

It is important not to confuse discourse with language. However, 
discourse becomes “an object of language” (Foucault, 1996/2002, p. 88) 
and thus does not become questioned, rather, one asks “how it functions: 
what representations it designates, what elements it cuts out and removes, 
how it analyses and composes, what play of substitutions enables it to 
accomplish its role of representation” (ibid., p. 88). Discourse can thus 
constrict or enable thinking, speaking and writing. In the context of music 
education and education in general, how educational subjects are 
constructed in policies as well as in classrooms is discursive. One could 
even argue that there would be no music education without regulating 
ideas – or discourses – regarding what constitutes as music, what 
constitutes as education, or what constitutes a student (cf. Asp, 2015). 
Discourse is treated “sometimes as the general domain of statements, 
sometimes as an individualizable group of statements, and sometimes as 
a regulated practice that accounts for a number of statements” (Foucault, 
1980, p. 90). To go back to the quote with which this section started, the 
analysis of the discursive field is concerned with statements, its 
conditions, relations and correlations, limits, inclusions and exclusions. 
Following this line of thought, we do not speak discourse – discourses 
speak us, and “knowledge is defined by the possibilities of use and 
appropriation offered by discourse (Foucault, 1969/2002, p. 201). 
Further, we can view knowledge as “that of which one can speak in a 
discursive practice” (Foucault, 1969/2002, p. 201). We hence become the 
production of “unconscious forces and cultural practices” (Ball, 2012, p. 
22) within discourse.  
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For Foucault, it is essential to move beyond the specific speech-act in 
order to view the conditions under which something can be claimed to be 
true.  

The analysis of thought is always allegorical in relation to the discourse 
that it employs. Its question is unfailingly: what was said in what was said? 
The analysis of the discursive field is orientated in quite a different way; we 
must grasp the statement in the exact specificity of its occurrence; 
determine its conditions of existence, fix at least its limits, establish its 
correlations with other statements that may be connected with it, and show 
what other forms of statement it excludes (Foucault, 1969/2002, p. 30-31, 
italics in original).  

Thus, through determining the conditions of existence of discourse and 
what forms of statements that are included and excluded in educational 
discourse we can follow the archaeology of knowledge.  

Discursive practices 
Policies and teaching practice are in the context of this study seen as 
discursive practices, based upon Foucault’s definition of discursive 
practice as “a body of anonymous, historical rules, always determined in 
the time and space that have defined a given period, and for a given social, 
economic, geographical or linguistic area, the conditions of operation of 
the enunciative function” (Foucault, 1969/2002, p. 131). In line with Ball 
et al. (2012), present study views policies as discursive formations, as they 
are in themselves “sets of texts, events and practices that speak to wider 
social processes of schooling such as the production of ‘the student’, the 
‘purpose of schooling’ and construction of ‘the teacher’” (Ball et al., 2012, 
p. 123).  

However, in the context of this study focus will primarily be on how 
policies as discursive formations construct the subjects Music and Music 
theory. Foucault (1969/2002) argues that discourses are practices that 
“systematically form the objects of which they speak” (p. 54), and that 
“[t]here is no knowledge without a particular discursive practice; and any 
discursive practice may be defined by the knowledge that it forms” (p. 
201). As Ball et al. (2012) points out, policies can be viewed as 
“representations of knowledge and power, discourses that construct a 
topic” (p.122). Further, there is a relation between the various 
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heterogenous elements of discourse, such as institutions or social groups, 
determined by discursive practice. Following this, Foucault (1969/2002) 
argues that not all positions of the subject or all discursive strategies are 
equally possible, but rather there exists a hierarchy of relations, a “vertical 
system of dependences” (p. 81), where discourse and system produce each 
other. 

As discourse, as previously mentioned, is often referred to by and as the 
analysis of or predominantly concerned with, language, there is a need to 
define the present thesis’ stand with regards to this. Foucault argues that 
words have the power of ‘representing thought’. However, this does not 
mean to translate or replicate, reproduce, thought or language in its 
specificity. Rather, “representing must be understood in the strict sense: 
language represents thought as thought represents itself” (Foucault, 
1996/2002, p. 86). For Foucault there hence is a necessary connection 
between language and thought, and by extension also knowledge. We thus 
enter the realm of ‘duplicated representation’ and the problematisation of 
sign and signifier. Here, Foucault claims the signifying element as having 
neither content nor function other than representation. “The picture has 
no other content than that which it represents, and yet that content is 
made visible only because it is represented by a representation” (Foucault, 
1996/2002, p. 71). Representation is thus simultaneously “indication and 
appearance; a relation to an object and a manifestation of itself” 
(Foucault, 1996/2002, p. 72, italics in original). Language has a function 
in representation, through “its nature and its virtues as discourse” 
(Foucault, 1996/2002, p. 90, italics in original). For the purpose of the 
present study, representations, duplicated representations, signs and 
signifier, as well as language, are part of the discursive constructions 
explored throughout the text.  

Power/knowledge 
Discourse and power are closely related. We are never outside of power 
relations, as power is “everywhere” (Ball, 2012). In Foucauldian analysis, 
power is fundamental. This, however, does not entail that power is to be 
viewed as a stable entity. Rather, power cannot be possessed, as it is not 
tangible. Rather, “power must be analysed as something which circulates” 
(Foucault, 1980, p. 98). Freedom and power are not oppositional, rather, 
although we cannot be outside of power relations, we can change them. 
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Power is discursive, and as such it encompasses not only the actions 
permitted and legitimate within the discourse, but also enables (as well as 
prohibits and excludes) what can be thought and done (Ball, 2012, 
Foucault, 1980).  

For anyone reading or using Foucault, power relations are linked to the 
formation of social scientific knowledges, in a “fundamental 
intertwinement” (Ball, 2012, p. 13) that is referred to as the 
power/knowledge hybrid. The power/knowledge hybrid is characterised 
as an “abstract force which determines what will be known, rather than 
assuming that individual thinkers develop ideas and knowledge” (Mills, 
2003, p. 70). The development of the social scientific knowledges occurs 
in parallel with certain practices of power, such as for example the school. 
For Foucault, “the production of knowledge is also a claim for power [as 
the] practices and techniques of power are validated within more or less 
coherent systems of knowledge” (Ball, 2012, p. 13). These then form how 
we think and speak within practices and systems of knowledge, such as 
what constitutes the school and learning. In relation to this, we can also 
argue that the school, the teacher (and the student) makes selected forms 
of knowledge possible (cf. Ball, 2012, p. 53). For Foucault, you always 
enter a regime of truth when you emerge as a knowledgeable object.  
“Truth is a thing of this world: it is produced only by virtue of multiple 
forms of constraint. And it induces regular effects of power. Each society 
has its own régime of truth” (Foucault, 1980, p. 131). In the context of the 
present study, the regime – or regimes – of truth explored lies within the 
context of music education.  

The Educational context  
As the present study is concerned with education, and Music and Music 
theory education in particular, it is necessary to explain how the school as 
institution can be viewed in Foucauldian terms. For this purpose, Ball 
(2012) is utilised in order to increase the understanding of discourse in 
relation to education and the school.  

The school 
Firstly, what is considered the ‘school’ is a configuration of ‘groups of 
statements’ that comprise the discursive formation of the ‘school’ (Ball et 
al., 2012a, p. 16). The classroom is in this context viewed as ‘paradigm of 
discipline’. Discipline then normalises and breaks down both “individuals, 



 

 70 

places, time, movements, actions and operations” (Foucault, 2007, p. 56). 
It breaks these components down so that they can be seen, as well as 
modified (ibid.). Schools can thus be broken down to different houses 
which teachers and students move between, the school day can be broken 
down into individual timetables and a curriculum, what Ball (2012) calls 
a “serial space of serial knowledges” (p. 47). The students’ movements can 
then be broken down into lessons, and within the lessons into issues such 
as whether there are allocated seats or not. Or, rather, spaces within the 
school and the classrooms to which they are allocated and also spaces 
where they are not allowed.  

Norm and education 
Normalisation is viewed as central to classification. It is “a standard that 
unifies practice” (Ball, p. 51) and ability is described as an effect of the 
norm. 

School systems, with few exceptions are rooted in a history of 
classifications and differentiations, in particular those that are 
articulated by performance, which is taken to be an indicator of 
something deeper – ability (Ball, 2012, p. 51, italics in original).  

These norms, in relation to the studied practices, can consist of legitimate 
actions within the discipline, or regulatory discourse, such as teachers’ 
and students’ movements between assigned classrooms as discursive 
rooms (this thought will be further explored in the Result/analysis 
chapters). For Foucault, norm circulates between the regulatory and the 
disciplinary (Foucault, 2007; Ball, 2012). The norm is definitive of how 
one – an individual subject – belongs to a society, through conforming to 
nature (cf. Paltrinieri, 2014). One aspect of this can be reached through 
considering the operational notion of power in relation to the production 
of norm within the school as institution. Ball argues that “[p]ower 
produces reality as a domain of objects articulated in specific rituals of 
truth–measurement” (Ball, 2012, p. 48). To connect this with the present 
study, measurement – including various kinds of assessments – are 
viewed as educational ‘truths’, where “[t]he learner is made visible, but 
power is rendered invisible and the learner sees only the tasks and tests 
they must undertake” (Ball, 2012, p. 48). This is indicative of a power 
relation. Following Foucault, the power/knowledge relations are 
described as operating in order to  
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create the phenomenon to which they are addressed – the individual 
learner (where) [l]earners are fixed by measurement but also subject to 
continual interventions which aim to change and move them in relation to 
markers of ‘development’ (Ball, 2012, p. 51-52).  

The construction of a school system features groupings and 
differentiations, which are enacted in classrooms. These characteristics 
are described as the organising principles of schooling (Ball, 2012). Here, 
the school can be viewed as built upon “the contradictory bases of 
uniformity and individuality” (p. 47). In connection to the norm, in 
education we can also discerns the emergence of ‘the learner’ as a “subject 
of pedagogy” (p. 52). However, we must also view how ‘man’ operates in 
relation to the norm. Foucault expresses that “[m]an appears as a being 
possessing functions … having, in short, conditions of existence and the 
possibility of finding average norms of adjustment which permit him to 
perform his functions” (Foucault, 1996/2002, p. 389, italics in original). 
Thus, in relation to the norm, one makes adjustments to the regularity 
within discourse, and is hence allowed to perform one’s functions.  

Naturalness 
Naturalness is viewed as a fundamental “knowing empiricity”, in the 
modern episteme (Ball, 2012, p. 58). This naturalness, what which we 
consider natural, appears in three different ways. Firstly, the school 
consist of techniques which produce domination and responsibilisation 
through the embeddedness of for example comparison and examination. 
Secondly, a naturalness of desire, with the production of a collective 
interest. Thirdly, naturalness as a set of constants and regularities, such 
as patterns of behaviour (p. 59).  

Policy as discursive practice  
In this section of the text, policy as discursive practice will be presented, 
as well as policy enactment, policy artefacts and what Ball et al., (2011, 
2012a) names four ‘contextual dimensions’ in education.   

Policy as discursive practice 
As I have previously mentioned, policies are in the context of this study 
viewed as discursive practices. However, to fully enable analysis of policies 
we also need to establish what constitutes as policy, in (a theoretical) 
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context. In agreement with Ball et al. (2012a), in this context policy will 
be viewed as “complexly encoded in texts and artefacts and it is decoded 
(and recoded) in equally complex ways” (p. 3). Policy is, in accordance 
with Ball et al. (2012a), viewed as something that does not tell you what 
to do, but rather create the circumstances where “options available when 
deciding what to do are narrowed or changed, or particular goals or 
outcomes are set” (p. 8). Further, Ball et al. (2011) brings forward the 
concept of policy technologies, that operates to differentiate, describe, 
analyse, normalise and hierarchise within the educational system. The 
consequence of this, is a policy regime where performance is central (Ball 
et al., 2012b). 

Policy enactments 
Further, Ball, et al. (2012a) view policy enactments as a “dynamic and 
non-linear aspect of the whole complex that makes up the policy process” 
(Ball et al., 2012a, p. 6) where policies in schools make up only one part. 
Discourses in policies are operationalised, or enacted, in and through 
various events and activities in the classroom as well as outside of the 
classroom – in lesson planning, musical performances inside and outside 
the school walls. In theorising policy enactments Ball et al. (2012a) make 
it clear that they interweave “three constituent facets of policy work and 
the policy process – the material, the interpretive and the discursive” (p. 
15). The teachers as policy actors draw on a range of resources when 
interpreting policy when they interpret, make a selection from, and 
translate policy in their particular local context (Ball et al., 2012a).  

The music teacher who reads the policy, also interprets and translates it 
in accordance with a number of factors including local context, the history 
and tradition of the subject and prior experience of the teacher. 
Additionally, the teacher also creates an understanding (or meaning 
making) through reading, interpreting and translating policy for what 
constitutes as knowledge to be taught in the subjects. In an ensemble-
teaching context this can be exemplified by students performing taking 
place, physically as well as spatially, not only on school events but also 
outside of (the) school (building). This is viewed as due to, or, rather, in 
connection to, the importance placed on performing – and the student as 
a performing musician – as part of the ensemble subject in the translation 
and interpretation of music education policy documents such as the 



 
 

 

73 
 

curriculum for the specific ensemble course. This thought will be further 
developed in the analysis chapters.  

Policy artefacts 
When considering policy and policy enactments, the policy actor 
translates policy in, or through, a variety of actions and activities. In the 
process of translation, policy actors produce visual materials and 
resources for the teaching as well as for the classroom, called policy 
artefacts. These are “discursive artefacts that make up, reflect and carry 
within them key policy discourses (Ball et al., 2012a, p. 16). Further, the 
authors claim that “policies become represented and translated in and 
through different sets of artefacts (…) these artefacts are cultural 
productions that carry within them sets of beliefs and meanings” (p. 121). 
Through the production of policy artefacts, the teacher can communicate 
what is viewed as important in the subject as well as how the subject is 
constituted. In a music educational context, policy artefacts can be for 
example pictures of famous composers in a music classroom, instruments 
hanging on the walls et cetera. In a music theory educational context, 
policy artefacts can be for example a film about intervals that is watched 
in the classroom because it is chosen by the teachers to correspond with 
what is interpreted as central in the subject (or component within the 
subject) in the process of policy enactment.   

Contextual dimensions 
In an educational setting, Ball et al. (2011, 2012a) describes four 
contextual dynamics in relation to education. These are situated context; 
professional cultures; material contexts; and external contexts. The 
situated context includes factors and aspects that are linked to the school’s 
history as well as location. Professional cultures refer to aspects that are 
less tangible than the situated aspects, such as teachers’ values as well as 
teachers’ commitments within the school. Material contexts refer to 
aspects of the school that are physical properties, such as for example the 
school buildings, layout of these buildings and the quality of the spaces 
therein. External contexts are aspects that include pressures from a wider 
policy framework that can be operating on a local as well as a national 
level.  
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Reflections with regards to theory  

As a summary and a reflection in relation to the theoretical frameworks 
selected for this present study, the theoretical frameworks and concepts 
presented in this chapter are to be considered as complementary. As 
discourses, they may at times interweave, however, they will benefit the 
analysis through illuminating different aspects, in relation to archaeology 
and genealogy as well as policy as discourse with regards to the events 
occurring during the data production. The works used in an attempt to 
seize Foucauldian theory and analysis are spread along what is generally 
referred to as different phases in Foucault’s line of thought and works. 
However, my attempt throughout this work is to understand Foucault’s 
own archaeology of knowledge, and trace coherent – as well as incoherent 
– lines of thought throughout the process.   
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Method and Methodology 
Designing a doctoral research study is in some ways a managing of a fine 
balance between practical, logistical and theoretical considerations as well 
as, most importantly, ethical considerations. The theoretical viewpoints 
which form a foundation for the study’s onto-epistemology have been 
described in a previous chapter and I would now like to turn the focus to 
considerations regarding method, methodology and ethics.  

In this chapter, I will firstly describe the study’s qualitative and 
ethnographical approach to then subsequently present the environment 
in which the study is conducted and how access was gained to the milieus 
as well as the sampling procedure. The amount of data produced will be 
presented in overview, through a number of tables, in conjunction with 
the method utilised. Further, a description of the study’s methods for data 
production – with a focus on observations and interviews – will be 
described. A short background with regards to the participating teachers 
is presented, in order to further contextualise the study. An explanation of 
the study’s method for analysis is subsequently presented, including the 
process of analysis, thematic categorisations, transcriptions and issues 
concerning the process of translation with regards to empirical data as 
well as theoretical concepts. I will then proceed to discuss the study’s 
ethical considerations in terms of ethical reviews, in relation to field work, 
and then finally review the ethical considerations in the analysis process.   

Qualitative and ethnographical approach 
This study has a qualitative approach, where qualitative research is 
interested in social action and its patterns, subjective experiences and 
conditions influencing action and experience (Carspecken, 1996). The 
present study is carried out within the tradition of educational 
ethnography, as defined by Walford (2008). Walford (2008) identifies six 
features that can be viewed as ”the minimum requirements for a research 
project to be called ethnographic…” (Walford, 2008, p.7). The first of 
these is that it is a study of a culture. Here, culture is defined as ”made up 
of certain values, practices, relationships and identifications” (Walford, 
2008, p.7). We must also take into account the cultural context of a group 
or individual in order to fully understand their behaviour, values and 
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meanings (Walford, 2008). In the context of this study, music education 
in school is viewed as the culture which is studied. By living through the 
process of enculturation an ethnographer can understand that which has 
become tacit knowledge within the culture (Walford, 2008).  

The second requirement is that multiple methods and diverse forms of 
data is likely to be necessary. Partly, the educational ethnographic 
researcher will have to use multiple methods (observations, interviews 
etc.) to generate enough data and partly the data may consist of a range of 
variable sources of data or material such as written documents (policy 
documents for example), field notes etc. Walford (2008) describes it as 
having “a magpie attitude” to data collection – to pick up anything that 
might be seen as interesting. In this context, not only classroom 
observations and interviews were conducted but also informal 
conversations with teachers and students, as well as visits to concerts 
performed by the observed ensemble class. The third requirement 
Walford (2008) finds is engagement. This is defined by two elements; the 
researcher’s connection with the participants, and the time invested in 
situ. The study’s empirical data was produced for the duration of two 
consecutive autumn semesters, autumn 2018 and 2019. Within 
educational ethnography there are certain very specific aspects to take 
into consideration, namely the fact that the subjects studied are only 
taught at certain days and certain times. This entails that the field and 
culture – the setting – studied is not available other than at these specific 
days and times.  

The fourth requirement defined by Walford (2008) is the researcher as 
an instrument. Walford defines this as that ”the researcher is his or her 
own primary source of data” (Walford, 2008, p.10), given the researcher’s 
subjectivity and background information. However, Walford (2008) 
stresses the importance of the researcher articulating values and 
preconceptions that may lie implicit in the research as well as the fact that 
the researcher is co-creating the data together with the participants. The 
fifth requirement is participant accounts have high status. Here, each 
person’s experience and account of the world is unique (Walford, 2008). 
The participants hold knowledge about themselves that no-one else knows 
but the participants. In addition to this, what people believe to be reality 
in their world is important in view of understanding the values, meanings 
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and activities as well as in relation to understanding the occurring 
activities (Walford, 2008). The sixth and last requirement identified is the 
cycle of theory building. Learning is viewed as a case of new information 
being tested against the understandings one previously had, in a process 
of modification in relation between this new and old information and 
understanding. Theory in ethnography works in a similar, circular, way 
(Walford, 2008). 

Setting, Access, Participants and Sampling  
Music teachers’ and students’ understanding, perception and 
communication about music theoretical concepts is the object of this 
study. With a view to study this and answer up to the research questions 
that were in place at the time of data production, access to Upper 
secondary schools specialised in music – specifically music teachers and 
students at these schools – were needed. Further, to reach the aim of the 
study only schools who taught Music and Music theory could be part of 
the study and therefore also the selection. From these two subjects, the 
courses Ensemble and Aural skills and music theory were selected as 
representatives of Music and Music theory. The course Aural skills and 
music theory 1 is mandatory for students at the National Arts programme 
with music orientation, whereas the second course in Aural skills and 
music theory is not always taught. Therefore, the first course in Aural 
skills and music theory was selected.  

As most schools teach both the course Ensemble 1 and the course 
Ensemble 2, they appeared to me as of equal interest. Due to the courses 
being specific to the subjects Music and Music theory within the National 
art program, with music orientation, these courses are thus only taught at 
upper secondary schools that have a National Arts programme. To gain 
access to such schools, contact was made with several schools and the 
schools that accepted were selected to take part in the study. Out of these 
two schools, one subsequently accepted participating in the study the 
following year as well. 

For two consecutive autumn semesters, in 2018 and 2019, observations 
and interviews were conducted for the purpose of the present study. 
During 2018 and 2019, observations and interviews are conducted in the 
context of the course Ensemble 2, with the Improvisation ensemble class 
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and their teachers. In 2019, observations and interviews are conducted in 
the Interval module, part of the course Aural skills and music theory 1. 
With a view to illuminate regulating discourses and their regularity, the 
two consecutive autumns semesters as observation periods serves as a way 
to discern to what extent the events are recurring regularly, within the 
school year.  

Setting and classrooms 2018 
For the purpose of the field work conducted in 2018, teachers at two 
schools accepted to be part of the study. Their classes were contacted, and 
they also accepted to participate (see Ethical considerations for a full 
description of informed consent et cetera). Here, one interview with the 
teacher as well as four classroom observations was conducted (see table 1, 
below). The milieu is a rather big school in a Swedish town, in this study 
assigned the name Legato school. Additionally, Allegro school, a similarly 
sized school situated in a smaller town, is part of the study in 2018, 
however, as the data from Allegro school provides a small sample it is not 
included in the results and analysis. Thus, it is marked as grey in the table. 

School Allegro Legato 

Course Ensemble 2 Ensemble 2 

Interviews 44 minutes 
(Anita) 

1 hour 5 minutes 
(Loa) 

Observations 58 minutes (1 lesson) 45 minutes (lesson1) 
1 hour 2 minutes 
(lesson 2) 
1 hour 15 minutes 
(lesson 3) 
1 hour 45 minutes 
(lesson 4) 

Lesson content Rock/pop music. Impro/Jazz 

Number of 
students 

5 students, 
1 ensemble 

21 students  
7 ensembles 

Year Year 2 and 3 (mix) Year 3 
Table 1: Overview of observations and interviews (2018) Ensemble 
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The classroom observations also included a concert, local at the school, 
which provided me with further insight into the cycle of teaching during 
the school year as well as the importance that is placed upon public 
performance and communication with the audience (and within the 
ensemble). Further, it also serves as an example of how adopting a 
‘magpie’ attitude to data collection (cf. Walford, 2008) can provide useful 
insights into expressions of discourse in school events. For the purpose of 
the field work conducted during 2019, access was achieved in one school 
where two teachers in ensemble and music theory as well as the majority 
of the students accepted being part of the study. In the Aural skills and 
music theory groups, there were a few students who did not participate in 
the study. The number varied between the groups. In the ensemble field 
work from 2018 all students chose to participate in the study. In the 
ensemble field work from 2019 there were three students who chose not 
to participate.  

In the case of the present study, what Jeffrey & Troman (2004) defines as 
a recurrent time mode was used when collecting data. This means that the 
data collection is carried out sampling (in this case observing)” a regular, 
predetermined basis irrespective of specific events” (Jeffrey & Troman, 
2004, p. 542), where there is an opportunity to study a whole cycle of 
classroom activities. However, due to the (ethnographically speaking) 
relatively short period of time spent, the periods for observations could 
also be argued to fall with the realms of a compressed time mode (Jeffery 
& Troman, 2004), although recurring two consecutive autumn semesters.  

During the period of time that I conduct observations at Legato school for 
the purpose of the first part of the study, I follow the teachers Loa and Lars 
in their teaching of an ensemble that is one of the ensemble orientations 
at Legato school as part of the course Ensemble 2. During this period for 
observation, I follow the students that are in year 3, the last year at upper 
secondary school. They have started this ensemble orientation already in 
year 2, and will continue in the same ensemble orientation until they 
finish upper secondary school. The observations are conducted in an 
ensemble orientation that at Legato school is named Improvisation. 

The ensemble lessons take place in several ensemble rooms, with one 
main ensemble room being the ‘large ensemble room’ also being the 
classroom where they start their lessons every week during the period for 
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observation. It is in this classroom that the teacher take attendance, ask if 
anyone has any questions to raise etcetera. This classroom is rather large, 
with one corner dedicated to a more ‘traditional pop/rock ensemble’ set-
up, but in addition to this there are also other instruments present in the 
room (for example large timpani). The other ensemble rehearsal rooms 
vary a little bit in size, but they are mostly smaller rooms, with a standard 
pop/rock ensemble set-up or an acoustic piano in the room. In one room 
there is a grand piano. 

The Improvisation ensemble is during the observation period for the first 
part of the study taught by the two teachers Loa and Lars. They are both 
experienced teachers that have worked at Legato school for many years. 
Aditionally, the teacher student Jonathan is part of the teacher group for 
a part of the peroid for observation. 

Setting and classrooms 2019 
The milieu is a rather big school in a Swedish town, in this study assigned 
the name Legato school. The school has a multitude of National programs, 
where the National Arts program with music orientation is one of them. 
The data collection took place during the autumn semester of 2019. 
During the course of this semester, a total of eight classroom observations 
in Aural skills and Music theory 1 and eight classroom observations in 
Ensemble 2 took place. 

In addition to the table (see p. 81) showing the observations, the number 
of students participating in the study during 2019 is 34. Five students 
declined participation. Further, interviews with teachers and students 
were also conducted (see table 3 & table 4, p. 85-86). Due to time 
constraints, the only time to interview students were at one of their 
breaks, so the interview was ca 22 minutes long. In addition to the formal 
interviews, there were many informal conversations held with the 
teachers over the observation period and informal chats with students in 
the classrooms.  In table 3, it appears as though the interview with Lars is 
shorter. This is due to time constraints, but also because of many previous 
conversations with Lars in the classroom and in the corridors, thus 
entailing the need for a longer conversation as not as vital to the data 
production per se, although a longer dialogue in interview-form may have 
been preferable in addition to the other, less planned, interview 
situations.  
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Table 2: Overview of observations (2019) Ensemble and (2019) Music theory  

Legato school Ensemble Legato school Music theory 

Course: Ensemble 2 Course: Aural skills and Music 
theory 1 

Observation 1 7.10.2019 
1h o1 minutes 

Observation 1 
52 minutes 

9.10.2019 

Observation 2 14.10.2019 
1h 02 minutes 

Observation 2 
 

16.10.2019 
1h 10 minutes 

Observation 3 21.10.2019 
26 + 41 minutes 

Observation 3 
 

23.10.2019 
1h 18 minutes 

Observation 4 4.11.2019 
1h 08 minutes 

Observation 4 
 

6.11.2019 
1h 14 minutes 

Observation 5 18.11.2019 
12 minutes + 1h 
07 minutes 

Observation 5 
 

20.11.2019 
1h 01 minutes 

Observation 6 18.11.2019 
1h 23 minutes 

Observation 6 
 

27.11.2019 
1h 13 minutes 

Observation 7 2.12.2019 
1h 26 minutes 

Observation 7 
 

4.12.2019 
1h 13 minutes 

Observation 8 9.12.2019 
1h 18 minutes 

Observation 8 
 

11.12.2019 
1h 21 minutes 

 
Before moving on, I would like to spend a few moments explain the 
choices as part of the sampling. I did apply what Walford (1998) refers to 
as ‘a magpie attitude’ to data collection, as previously mentioned. This 
attitude entails that where I received access, through contact with the 
teachers, I went on to the data production. I, as described elsewhere in the 
text, wished to study one course that was categorised as Music and one 
course that was categorised as Music theory. The teachers that accepted 
to be part of the study taught Ensemble 2 (Music) and Aural skills and 
music theory 1 (Music theory). At Legato school, during the period for data 
production, there was no second course in Aural skills and music theory 
and the other courses that are categorised as Music theory in the policy 
documents were not taught either. In relation to this, I made a conscious 
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effort to appear sociable during the period of field work, and asking 
questions to the teachers and the students wherever there was an 
opportunity, not only during the more formally booked interviews, in 
order to pick up events that appeared as of particular interest. This is 
described in Wolcott (1994), where he additionally mentions the ability to 
“sit and visit” (p. 348) where it is important to be inquisitive but within 
this prompt others to talk, and especially, talk to me as the researcher.  

The teachers 
Lars has worked at Legato school with the music orientation program 
since it started over 20 years ago. His first musical education was the local 
musikskola25 where he played the flute and later on the guitar. He also 
received extra lessons in for example music theory. Lars’ higher education 
in music consist of several years at folkhögskola26 with jazz orientation as 
well as music teacher education at a university college, or Higher Music 
Education (HME). In addition to being a teacher he is also an active 
musician in several band constellations but plays mostly with his jazz 
band. At the time for data collection (it differs slightly every year which 
courses the teachers are teaching) Lars teaches the courses Ensemble 2, 
Instrument or song (as a guitar and saxophone teacher) and Aural skills 
and Music theory 1. 

The teacher Leonard has, similarly to Lars, worked at the school since the 
music program started. He was also one of founders. Leonard is a pianist 
who has trained at university (HME) but does not see himself as a classical 
pianist. He tells me that he is active as a musician and plays in several 
constellations, predominantly jazz-bands but also as rock, soul and blues. 
At Legato school Leonard teaches the courses Ensemble 2, Instrument or 
song (as a piano teacher) and Aural skills and music theory 1.  

Loa has worked at Legato school with the music orientation program for 
a long time, similar to Lars and Leonard. His teaching degree first 
included Swedish and Social sciences for secondary educational level, and 
he later went back to university in order to include music at upper 
secondary educational level in his teacher degree. Lars is a guitarist and 
describes himself as a semi-professional musician, having been an active 

 
25 Eng. Community school of music and arts (cf. Kuuse, 2018).  
26 Eng. Folk High School (von Wachenfledt, 2015). 
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musician in the jazz- and popular music genres locally for around 25-30 
years. At Legato school, Lars teaches the courses Ensemble with choir (the 
ensemble part); Ensemble 2; Instrument or song (individual instrumental 
lessons in guitar); and the course Aesthetic communication. However, due 
to that the courses that the teachers teach vary slightly every year, Loa is 
not one of the teachers in the Ensemble 2 course that I observe for the 
purpose of present study during the second autumn semester of data 
collection.  

During the periods for observations, two teacher students conducting 
their school-based in-service education participate in the study: Johan 
and Jonatan. Jonathan conducts his school-based in-service education at 
Legato school during part of the period for observation of the first autumn 
semester observations (2018). He participates in the first autumn of the 
Ensemble observations. Johan conducts his school-based in-service 
education at Legato school in the second autumn semester observations 
(2019). His main supervisor is Lars, and he follows Lars’ schedule for the 
time period that he is doing his school-based in-service education. This 
includes part of the period for observation, and particularly the teaching 
of Interval. 

Data production 
Within qualitative, educational ethnographical research it is common to 
use methods such as interviews and classroom observations, as well as 
focus group interviews in some cases, to gather or create empirical data. 
A qualitative approach is described by Widerberg (2002, p. 128) as using 
all methods and techniques available and developing these in line with the 
aims of the research. Since the present study utilises observations, 
interviews, and text analysis of policy documents, this means that a 
triangulation of methods is used.  

Observing and documenting lessons 
Participant observations as a method aims, in this study, at illuminating 
patterns as well as opening up for a deeper understanding of the practice. 
Fieldwork, in which participant observation is included, is according to 
Fangen (2005) a way in which the researcher can obtain knowledge 
through first-hand experiences. It is a way in which the researcher gets an 
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opportunity to gather data ’live’, as Cohen et al. (2011) expresses it, in 
naturally occurring situations. In addition to this it can also provide the 
researcher with a broader point of departure for interpretations as well as 
compare what the interview subjects expresses with what the researcher 
sees in various other situations. That what people do might be something 
different from that they say (in an interview for example) that they do is 
also stressed by Robson (2002) in Cohen et al. (2011). Another important 
parameter why I chose to work with (or through) participant observation 
is its possibility for me as a researcher to describe what people say and do 
in a context not created by the researcher (Fangen, 2005, p. 33). Since the 
data is gathered in this way, Cohen et al. (2011) argues that is has the 
“potential to yield more valid or authentic data than would otherwise be 
the case…” (Cohen et al., 2011, p. 456). Another important function of 
observation as method is that it enables the researcher to view the 
’everyday behaviour’ that might otherwise not be noticed (Cooper & 
Schindler, 2001, in Cohen et al., 2011).  

Cohen et al. (2011) divides the roles of the researcher in observation into 
four categories; the complete participant; the participant observer; the 
observer-as-participant and the complete observer. Here I would place 
myself in the third category, the observer-as-participant. I was not a 
member of the group, but I participated a little or peripherally in the 
activities of the group. If a student asked me a question to do with music 
theory in the classroom, I answered and provided an explanation to the 
question asked. My role as a researcher was clear and overt, and I always 
tried my best to be as unobtrusive as possible. My access to information 
and people may be restricted (Cohen et al., 2011), as I was not there as a 
teacher but as a researcher, observing. However, the participants always 
knew that I was there as a researcher to observe them and for what 
purpose, in line with Swedish Research Council’s guide for Good Research 
Practice (2017). In addition to recording the sound during observations, I 
also wrote field notes during all the classroom observations in order to 
remember events that may not have been picked up by the recording, 
make so called ‘thick descriptions’ (Jeffery & Troman, 2004; Hammersley, 
2018, Wolcott, 1994) and also to note statements and events for ethical 
reasons (see p. 97, Ethical considerations when conducting fieldwork for 
a further discussion of this).  
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Interviews  
Cohen et al. (2011) describes three possible purposes for interviews as a 
method. The first is that it can be used as the principle means of gathering 
information that has direct bearing on the research persons. The second 
is that it can be used to for example test hypotheses; and the third is that 
interviews can be used in conjunction with other methods for gathering 
information for research purposes (Cohen et el., 2011). Interviews are in 
the case of the present study used as defined by the third category. 
However, interviews with teachers and students further enrich the 
material and also the understanding of the concepts researched. This is 
further argued by Fangen (2005), who makes the claim that interviews 
paint a picture of the understandings that people have when they put their 
experiences into words” (Fangen, 2005, p. 33).  

To ensure that no student felt insecure or uncomfortable, talking to just 
me as a researcher, I offered the students to be interviewed together with 
a friend in their class. In the study a mixture of informal conversational 
interviews and an interview guide approach (Cohen et al., 2011) was used 
and the same mode of conduct was applied to the interviews in the main 
study. Furthermore, I feel obliged to present myself and my own 
interaction as well as possible biases in the interview setting, as the creator 
of the interview guide (see attachment 1 & 2) which was utilised and, 
further, the person ‘conducting’ the interviews. However, due to the 
study’s focus on discourses as defined by Foucault (1969/2002, 1970), the 
fact that the teachers and I possibly share more of a common vocabulary 
in order to have a dialogue with regards to the discursive phenomena – 
than me and the (much younger) students – may serve as both positive 
and negative in this instance. 

Table 3: Overview of interviews with the teachers in Ensemble 

Teacher Lars Leonard Loa 

Time 52 minutes 1h 30 minutes 1h 05 
minutes 

Date 2.12.2019 25.11.2019 5.12.2018 
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Table 4: Interviews with students 

Students Course  Time and date 

Linnéa and Liv Aural skills and Music 
theory 1 

22.35 minutes  
9.12.2019 

Documents and literature review 
In an ethnographic methodology the study of documents is important to 
understand the context studied and gain a multi-dimensional 
understanding of the context or setting (Walford, 2008). For this 
particular study it is important to study the policy documents from 
Sweden, such as curriculum, course plans, criteria for assessments et 
cetera. These are not analysed specifically, rather they are understood as 
part of the discourses surrounding and permeating the educational 
context studied.  

Regarding finding literature relevant for the present thesis and for 
forming the research background, several methods were utilised. 
Keywords were formulated, in Swedish and in English, in order to form 
search strings and search relevant databases, predominantly via Umeå 
University Library, such as EBSCO, Scopus, and Web of Science. In 
addition to this, I found that identifying key texts through extensive 
reading aided my comprehension of the field. Reading other researcher’s 
texts and finding literature in their reference lists has formed a large part 
of the literature review, in addition to the searches in the databases, 
literature recommended by faculty members and supervisors as well as 
course literature in doctoral research courses.  

Method for Analysis of Empirical data 
The school is viewed not as a backdrop to the data production, but rather 
serves as the institution without which this thesis would not exist. School 
thus forms the majority of the context of the study, and as such the 
analysis will reflect this and also pivot around questions relating back to 
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the school as institution especially with regards to how this educational 
institution constructs, creates, produces, and reproduces, discourse. In 
other words, the school can be argued as providing the backdrop, the 
context, the framework for, and finally also the condition of possibility 
(Foucault, 1970) for present study.  

The analysis shows how the illustrative statements and events chosen to 
exemplify the discourses are interconnected. However, at times these 
discursive constructions and legitimisations within the discursive 
framework appear through their fleetingness and juxtapositions. In terms 
of structure and the disposition of the presentation of the results, this 
focus regarding the construction and legitimisation of the subject entails 
that discourses appear as both deeply intertwined and co-dependent. 
Thus, they cannot be separated into dichotomies and presented as such. 

Concepts and application of theory 
Present study’s empirical data has predominantly been generated through 
classroom observations, as well as informal conversations with teachers 
and students and semi-structured interviews (Kvale & Brinkmann, 2009). 
Field notes produced during the classroom observations has also been 
added to the material. The ethnographically produced data has been 
analysed through the use of four central notions, or principles, originating 
in a text based on a lecture given by Michel Foucault at College de France 
in 1970. These particular notions have been chosen with the purpose to 
analyse expressions of discourse in the study’s empirical data, such as 
statements, activities and text, and are Foucault’s (1970) regulating 
principles for analysis, namely event, event series, regularity and 
condition of possibility.  

To give the reader of this thesis further insight into the process of analysis 
it is essential to explain and situate the notions used for analysis. Event 
series are recurring statements or events, which show how objects in the 
individual events are linked. Here, an example from the empirical data 
may be how music theory is repeatedly treated as abstract. Within these 
discontinuous discursive series there is a certain regularity. Here, 
particular emphasis in the analysis has been put on events that recur 
regularly, in conversation about teaching as well as in teaching situations 
in the classroom. These series can be exemplified by for example the 
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structure of the lessons. In order to contextualise and exemplify condition 
of possibility, expressions relating to the legitimisation of practicing 
intervals provides an illustrative example. In one event, the teacher 
student Johan expresses that the students become better musicians “by 
understanding the thing with intervals on a deep level” (Excerpt 7, 
observation 1, 2019). The condition of possibility and ‘will to truth’ 
(Foucault, 1970) is not always as explicit as in the example, it can also be 
more implicit and ‘hidden’ in statements and actions and thereby require 
further and deeper analysis.  

When a music teacher says to the students that music theory is important 
if they want to become ‘good musicians’, the music teacher can make the 
statement more powerful by having the position of both music teacher and 
active musician. This is viewed as an example of the power/knowledge 
hybrid (Foucault, 1980). In order to further explore this positioning and 
power relations within the classroom, the following analytical questions – 
Following Foucault (1969/2002) – have also been taken into account in 
the analysis process: “who is speaking?; i.e., who is qualified to make this 
statement, the specific objects and instruments of verification, i.e., the 
institutional sites of this discourse; and finally the positions of the subject, 
including from what position the statement is uttered” (Foucault, 
1969/2002). Concerning these analytical questions, the dispersion of 
discourse through following teachers’ and students’ statements and 
actions are additionally viewed as expressed and performed within the 
power/knowledge relations.  

In the case of both Ensemble lessons and Music theory and aural skills 
lessons there are several teachers involved, including teacher students, 
something which enables them to also confirm and validate each other’s 
statements. This type of statement is seen as an example of how a claim to 
‘truth’ can be expressed in the classroom. Other examples of how these 
types of statements can manifest itself in educational context stretches not 
just to the enacted teaching, but also includes policy documents and what 
is viewed as legitimate knowledge and lesson content. In the analysis of 
discourse for Foucault, the focus is on the dispersion of, not the synthesis 
of, a speaking subject. The various statuses, sites, and positions that can 
be occupied by or given to a subject expressing discourse.  
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In conclusion, the statements that constitute the empirical data of this 
study are interpretated and analysed through the four principles for 
analysis. It is notions such as regularity, dimension of chance, or aléa, 
discontinuity, dependence and transformation, linked to the events and 
event series that are required to conduct an analysis of discourse 
(Foucault, 1970). Furthermore, in order to further investigate issues 
regarding the school context specifically, terminology from Ball et al. 
(2011, 2012a) have been applied in the analysis. In particular, the concepts 
of policy artefact and policy enactment are utilised. In addition to this, 
Butler’s (1990/1999) concept of performativity has been utilised in 
combination with Foucauldian terminology, in order to discern and 
illuminate when gender is constructed discursively in the classrooms. 
However, as gender is not the predominant focus of the study, explanation 
and application of the concept performativity is found in the central 
concepts (see p. 31).  

Transcription 
Working with analysis of discourse requires thorough transcription of all 
interviews and observations. Field notes, when containing speech, 
actions, or activities, have also been added to the empirical data material 
and was as such also transcribed. Transcription was conducted in such a 
way that pauses, words that are stressed et cetera have been clearly 
marked according to the transcription key (see table 5). The transcription 
key is based on the structure for notating speech developed by Gail 
Jefferson (Atkinson & Heritage, 1999). However, to increase the 
readability of the transcripts utilised in the results and analysis chapters, 
and as this thesis is placed within analysis of discourse – not conversation 
analysis for example – the transcription key utilised does for example 
mark short pauses, shorter than one second, as (.) and longer pauses with 
time indication (2) rather that the measuring of milliseconds. Singing has, 
similar to Persson (2019) been marked by the use of italics. Since all 
sentences are viewed as carrying meaning and as expression of discourse, 
analysis on a detailed level is essential. Foucault (1972) expresses that “a 
sentence cannot be non-significant; it refers to something, by virtue of the 
fact that it is a statement” (p. 102). In other words, everything uttered as 
well as all actions become important to the analysis by means of being an 
expression of discourse and therefore part of a discursive construction.  



 

 90 

Table 5: Transcription key 

Symbol Meaning 

[ ] Overlapping speech 

___ Stressed word 

( ) Non-verbal gesture or action, 
description of event or events  

(.) Paus shorter than 1 second 

(2) Paus in number of seconds 

: Elongation of sound 

CAPITALISED Sound that is stronger than usual 

Italics Singing 

 

The transcription is the part of analysis in which me as the researcher 
make myself acquainted with the material produced in the field work. 
When the transcription work was finished, a categorisation or 
thematization was done based on the four principles for analysis (see x). 
Though the implicit analysis (Wolcott, 1994) process starts whilst 
conducting field work, the transcribing and familiarising part of the 
analysis process can be argued to be part of the explicit analysis (Wolcott, 
1994) process. The transcriptions were time-consuming because of the 
level of detail required for the next part of the analysis process, but it gave 
me as a researcher adequate time to get to know my material very well. 
One can express it as that I lived with the data, in my headphones, for the 
majority of a semester. What caused most issues in the transcribing 
process was hearing exactly what was said in some instances, for example 
when many people were talking at the same time in the classroom. When 
I have not been able to ascertain precisely what was said, this was marked 
up in the transcription. I also compared my field notes with the 
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transcriptions, since my field notes include not only descriptions of the 
classroom et cetera, but also statements and other events where I thought 
something of particular interest occurred. In the field notes I also wrote 
down the time marker for if someone who did not participate in the study 
said something, in order to not include this in my transcription. 

Thematic categorisation  
Following transcription, the material was then organised thematically and 
categorised. In the first instance, all material from the transcription was 
sorted into the two categories construction of the subject and 
legitimisation of the subject. In the first round of analysis, this was 
conducted separately by subject and type of data collection. The reason 
for this division of not only subjects but also type of data collection was 
prompted by aiming to enable any possible differences between the 
different types of data gathered to appear.  

Thereafter, sub-categories started to emerge in the text. Whilst 
conducting this part of the analysis, the four regulating principles for 
analysis were adhered to. Events and series, regularity and condition of 
possibility were essential markers for how and what to include in the 
categories. With the aim to gain a detailed understanding of how the 
subjects are constructed and legitimised in the classroom, sub-categories 
were subsequently formed in accordance with the four regulating 
principles, where event series and regularity were key. In the second 
round of analysis, the categories and sub-categories from the different 
types of data collection were conjoined although the subjects were still 
kept separately, with a view to make comparisons between how the 
subjects are constructed and legitimised in the classroom. Another reason 
to keep the subjects separate was also to make an easier connection and 
comparison of the subjects with regards to educational policy.  
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Picture 1: Overview of the first round of categorisation and process/strategy (in 
Swedish). 

The third round of analysis utilised Ball, Maguire & Braun’s (2012) 
theoretical framework for classroom and policy analysis, namely policy 
enactment and policy artefacts (for a further discussion and description 
of the concepts, see Theoretical frameworks). Here, transcriptions as well 
as already conducted and written analysis (using Foucault’s regulating 
principles for analysis) were re-read and analysed through previously 
mentioned concepts and put into the previously created categories.   

In the fourth round of analysis, Butler’s view of gender as performative is 
utilised. During this round of analysis, I have re-read through the field 
notes as well as the transcriptions from observations and interviews, 
including the already analysed versions, with a view to analyse any 
possible issues with regards to gender. In this round of analysis, most of 
the issues that I found appeared in the ensemble context, particularly in 
the ensemble context. This entails what may appear to the reader as a 
rather uneven use of the theoretical tools that have been utilised 
throughout the present thesis, i.e., Foucault (1969/2002, 1970, 1980), Ball 
et al. (2012a). However, in the context of the present study my intention 
in the analysis has throughout the process been to use Foucault’s theory 
of discourse as the main theoretical framework and add other theoretical 
concepts when this has proven insufficient in relation to the aim and 
research purpose of present thesis. In particular, this has occurred 
regarding specific concepts within education and in relation to gender.  
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Translation issues  
The present doctoral thesis is written in English, with empirical data from 
Swedish-speaking context, and analysed utilising theoretical concepts 
predominantly from the French philosopher Michel Foucault. Hence, one 
can deduce the emergence of a problematisation that will now be 
addressed. 

For the enigma of a speech which a second language must interpret is 
substituted the essential discursivity of representation: the open 
possibility, as yet neutral and undifferentiating, but which it will be the task 
of discourse to fulfil and determine (Foucault, 1996/2002, p. 88) 

Arguably, the use of Foucauldian discourse analysis in a bilingual context 
is problematic. Further, to add to the issue, Foucault’s writings and 
lectures are in French in original. The concepts for analysis originate from 
a text based on a lecture given by Michel Foucault at College de France in 
1970. This text exists in multiple versions, or rather, multiple translations, 
in English. One text called The Order of Discourse (1970), the other text 
called Orders of Discourse (1971). The version used in the context of this 
study is based on reading and comparing the French original transcription 
of the lecture before deciding on which translation of the notions appeared 
as most similar to the original and applicable to use in the context of this 
study. The French original text where the principles for analysis are 
mentioned is ”Quatre notions doivent donc servir de principe régulateur 
à l’analyse : celle d’événement, celle de série, celle de régularié, celle de 
condition de possibilité” (Foucault, 1971, s.55-56).  

To translate the empirical data produced in the Swedish classroom 
observations and interviews to English without ever getting ‘lost in 
translation’ appears to me as virtually impossible. In the words of 
Holmgren (2022, p. 154),  

Translations are viewed as always being an, by definition, incomplete, 
interpretive variation, whose fidelity to the source may be evaluated and 
valued … Thus, translation influenced the meaning and implied a new 
conceptualisation, affecting the understanding.  

In the context of present study, what I wish to illuminate through the use 
of Holmgren’s very eloquently put wording, is how the process of 
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translation poses a risk for misinterpretation. Sentences could become 
incomplete in the translation, something which could affect the analysis 
negatively due to every sentence being of importance, by virtue of being a 
statement (Foucault, 1969/2002). During the process of analysis, I 
discovered what appeared as mistranslation or misinterpretations in 
secondary texts concerning Foucault. For example, the definition of 
‘discipline’ was quoted as “very roughly and schematically things that have 
been said a thousand times”, referencing Foucault (2009, p. 56). Reading 
the original source, myself, the quote reads “You will forgive me for 
summarizing very roughly and schematically things that have been said a 
thousand times” (Foucault, 2007, p. 56) after which Foucault proceeds to 
define discipline. I would argue that this is a misinterpretation within the 
context and translation in the different versions.  

So, in order to minimise the risk of mistranslation, misinterpretation and 
incompleteness in the analysis process, the analysis using Foucault’s 
regulating principles for analysis is predominantly conducted before the 
translation into English. The analysis is hence conducted on untranslated 
transcripts of the observations, field notes, and interviews. However, one 
could also argue that within the process of translation there is also a – at 
times implicit, at times explicit – questioning of the mediation of meaning 
occurring through the choice of words and language discourse within the 
speech-acts of the events.  Rather than the meaning of any word being 
taken for granted, subconsciously, through the study being conducted in 
my mother tongue Swedish, the process of translation became similar to 
another round of analysis, providing an opportunity to view other 
discursive possibilities and thus proving a tool to set aside my own truth 
claims. As discourse is an “object of language” (Foucault, 1996/2002, p. 
88) as previously mentioned, it appears as essential to consider the 
different translations – and interpretations – of Foucault’s texts as well as 
the translation issues concerning the present study’s empirical data.  

Further, there were numerous occasions where I, as the translator and 
researcher, had to decide and make a choice as to whether to use a more 
accurate word-for-word translation or using words which corresponded 
closer to the more holistic meaning of the statement as a whole. When 
translating music terminology, some key terms and concepts in the 
context of Music theory and aural skills proved more difficult than others. 
As an example, the Swedish words ‘liten trea’ can be translated in two 
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different ways:  word-for-word as ‘small three’, or the more holistically 
accurate ‘minor third’ which is closer to what is most commonly talked 
about in the context. However, to illuminate the difference between when 
a student understands the relation between ‘small three’ and ‘minor third’ 
I have predominantly chosen to use the word-for-word translation if 
nothing else is indicated by footnotes or comment in the text. If the minor 
third/small third term is unimportant to the contextual event, the 
translation used is minor third. For the reader, I have included the 
excerpts in the original language, Swedish, in Appendix 5 & 6. 

Other difficulties have been to translate every-day language about music, 
predominantly used by the students in the context of this thesis. The 
Swedish word ‘planka’, meaning to learn a song through playing by ear, or 
‘copying in a song by ear’, does not have a direct English translation. 
However, this was deemed as too long, hence the closest word ‘rip’27 has 
been used when translating. Further, there is arguably a complexity in 
translation, and Bresler (2006) argues that there is a particular 
complexity in translating “the fluid forms of experience into research 
forms and papers” (p. 95), something that entails a further complexity 
than the translation of language, but also incorporates the translation of 
the empirical into research and the writing, as well as dissemination, of 
research.  

Ethical considerations 
In this section of text, my position as a researcher will be clarified. Further, 
some context regarding the ethical review of the study will be given. 
Subsequently, the ethical consideration during field work and the ethical 
considerations during the analysis process will be presented.   

Researcher’s position 
I am a qualified music teacher and as such I have been part of a similar 
music education context as both teacher and student. I can thus, as 
previously mentioned, be called an ‘insider’ (cf. von Wachenfeldt, 2015). 
However, I also have a BA (hons) in Music from a Russell group university 
in England, thus forming a different contextual background and 
experience than the context studied, a factor that can be relevant in my 

 
27 To rip a tune or a song is to learn and play it by ear, both chords, melody and harmony. 
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interpretation of the data produced as well as forming an ‘outsider’ 
perspective (cf. von Wachenfeldt, 2015). Finally, all of these past and 
present experiences forms my background and also provides a 
background relevant for the research I am conducting. 

As a researcher, I have chosen methods such as interviews and 
observations in order to give the participants as much time and 
opportunity as possible to share their values, meanings and activities with 
me in the context studies. Further, I have been particularly careful in 
ascertaining that the participants are presented and represented fairly in 
the analysis and presentation of the results. Utilising Foucault’s analysis 
of discourse, I would additionally mention that, from an onto-
epistemological viewpoint, I am part of the discursive construction which 
I am studying. Further, in addition to the following of ethical guidelines 
from the Swedish Research Council, I would argue that I have tried to 
“search for a more complex understanding based on emic perspectives 
(Bresler, 2006, p. 101) and that I have attempted to keep “a more curious, 
and at the same time compassionate, frame of mind” (ibid., p. 101), in 
order to be mindful of the participants and how I behave in the filed as 
well as how I present them in the results of the analysis and research.  

Ethical reviews 
In Sweden, the Swedish Research Council (Vetenskapsrådet) is 
responsible for ethics reviews. This is a centralised system (unlike the one 
in other countries, such as the UK). Present study has followed the ethics 
guidance in Good research practice (2017), concerning information to 
participants, written consent and participant confidentiality. All 
participants received information at the start of the observation period, 
both in writing and in speech. They were informed of that they, if agreeing 
to participate, were free to decline any further participation in the study 
at any time. All participants, teachers as well as students, received a 
written information letter where they signed whether they consented or 
not to participating in the study (see appendix 2 & 3). The information 
letter followed the guidance in the previously mentioned Good Research 
Practice (2017) and was based on a form from the Swedish Research 
Council.  
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As the present study intended on researching a similar educational 
context in the UK, an ethical review was conducted in England (see 
attachment 4). In England, any research project involving people need 
ethical approval. This process involves that the research student cannot 
sign and send an ethics application without a supervisor, as the supervisor 
approves the application and sends it to the ethics committee. In order to 
receive a supervisor, I thus applied for a Visiting research student 
position at university of Liverpool. This supervisor, Dr. Um, worked at the 
Music department at the UoL. Unlike Sweden, ethical reviews in England 
are not conducted through a centralised system, but rather at each 
university. The departments do not have their own ethics boards, but each 
faculty does. Due to the Covid-19 pandemic, my research plan was altered 
to include no physical visits in school, but only online solutions to field 
work. A school was approached, and, HR, head of department and 
teachers approved of my research and the field work to be conducted at 
the school. However, as the pandemic involved many restrictions in the 
UK, the school was closed for lockdown. After schools and society opened 
up again, the teachers that had approved of the research had move 
workplace and the head of department deemed the new teachers to be 
busy enough with the aftermath of COVID-19 and the restrictions still in 
place so the research at this school was never conducted. Interviews with 
teachers working at other schools were conducted, but as they are not as 
many as needed in a doctoral thesis, this data is excluded from this present 
thesis.    

Ethical considerations when conducting field work 
When present in the classrooms as an observer I was very aware of that I 
was there in my role as a researcher, as opposed to my previous role which 
was primarily as a teacher. In Music theory and aural skills lessons, I 
varied sitting in one corner of the classroom with walking around in the 
classroom. The sound was recorded and to ascertain that no student that 
had not agreed to participate was recorded, a note was made in the field 
notes every time a student that was not part of the study talked. Exception 
from this was if I was very far away from the student or students and there 
was no risk that the recording would pick up the sound. This made the 
process of transcribing more straightforward from an ethical viewpoint, 
due to the easy exclusion of any speech from a student who was not 
participating. If, despite the precautions, there existed any doubts 
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regarding who was speaking when transcribing, said part was not included 
in the transcription. To further ensure the participants anonymity, 
transcriptions were encoded, and no real names used in transcription with 
the exception of the teachers when interviewed, whose first letters of their 
first names were included in the first transcriptions. In the later analysis, 
pseudonyms were assigned to teachers as well. Pseudonyms were thus 
used from the beginning of the transcriptions, thus ensuring the 
participants’ anonymity.  

The same method for recording sound and taking fieldnotes applied in the 
studies regarding ensemble playing. However, in the case of the field work 
conducted during the autumn of 2018 all the students in the class agreed 
to participate in the study, thus allowing me to move freely between the 
groups with the teachers and recording sounds and taking fieldnotes. In 
the case field work conducted during the autumn of 2019, three students 
declined to participate. In this instance, I chose to mostly follow the one 
ensemble where all the students had agreed to participate in the study. In 
the other two ensembles, I also conducted some observations although 
from an ethical point of view it was very difficult to observe an ensemble 
– working together – and exclude members of the ensemble from the 
recordings. So, from the autumn 2019 there are fewer examples from the 
fieldwork in the two ensembles where not all members were participating 
due to that I considered the conversations and sounds in the ensemble 
context as too intertwined with each other to enable me to ensure that no 
person who did not wish to participate in the study became included, 
although implicitly.  

The choice of interview as a method for gathering information from 
participants comes with its own strengths and weaknesses. The informal 
conversational interviews risk being less systematic and comprehensive 
than other types of interviews and can also be difficult to organise and 
analyse (Cohen et al., 2011). The flexibility in sequencing and wording 
questions (which can also be a strength) of the interview guide approach 
can lead to very different responses, which in turn leads to a greater 
difficulty when out comes to comparing responses from participants 
(Cohen et al., 2011).  

Additionally, I chose – from an ethical standpoint – to let the students 
approach me and ask questions, as to ensure that they are comfortable 
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with me as a researcher before I ask them any questions. This does also 
allow the weakness that some students quickly trusted me and my 
presence in the classroom, whereas other students chose not to approach 
me although they were confirmed as participating in the study. In the 
analysis process as well as in the presentation of the results, this entails 
that some students appear more often and more vocally in the presented 
results and analysis.  

Further, data from observations and interviews is kept in accordance with 
Good Research Practice (Swedish Research Council, 2017). GDPR laws 
changed during the final stages of this PhD study, when the study was 
already conducted, including analysis. However, care has been taken to 
ascertain that data is kept on a password-protected device. An external 
hard drive stores the data and information letters have been kept in secure 
(locked) storage.    

Ethical considerations in the analysis processes 
Present study is written with a social constructionist onto-epistemological 
foundation, with an ethnographic approach to data production. 
Discursive constructions of meaning and meaning making are presented 
as the result of the study. However, it is essential to also be aware of the 
interpretation and presentation of the results as part of the discursive 
construction of knowledge, meaning and meaning making. It is therefore 
important as a researcher to be transparent in relation to method and 
analysis as well as aware of one’s own biases. To keep in mind that ”… 
there is a difference between an open mind and empty head. To analyse 
data, we need to use accumulated knowledge, not dispense with it. The 
issue is not whether to use existing knowledge, but how […] The danger 
lies not in having assumptions but in not being aware of them …” (Dey, 
1993, pp. 63-63, in Walford, 2008, p. 10). This is further stressed by 
Cohen et al. (2011) in the claim that ”qualitative enquiry is not a neutral 
activity, and researchers are not neutral; they have their own values, 
biases and world views, and these are lenses through which they look at 
and interpret the already-interpreted world of participants” (Cohen et al., 
2011, p. 225).  

As I have previously mentioned, the analysis process is not a straight line 
from data to results and analysis, but rather it goes from research design, 
field work, transcription etcetera in a kind of ebb and flow, where parts of 
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the analysis process is implicit and other parts explicit. As Wolcott (1994) 
describes, data can be argued to be not objective, but rather “tainted with 
an analytical or interpretative cast” (Wolcott, 1994, p. 16) or, indeed, 
“already theory-laden” (ibid.). Since the research design involves 
empirical data produced with participating teachers and students, special 
care and attention has been taken when analysing the material and 
deciding how to present it in order to ratify and affirm that they are 
represented and presented fairly in the study. However, certain students 
do appear more in the material partly due to being more vocal in the 
classroom and partly due to being more vocal around me. Hence there are 
some students, for example Linnéa and Liv who appear more in empirical 
data from the music theory classroom observations. This can be viewed as 
a weakness; however, it originates from and represents the classroom 
culture where some individuals are more vocal and interacts more with 
the teachers.   
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Results and analysis: Ensemble 
“Ensemble, the French word, means together. And I think that’s a great 
summary. To play together, make music together, in different contexts. 
You can say that as soon as you’re more than one person you’re an 
ensemble”. 

The introductory quote from the interview with Leonard (2019-11-25) 
above represents a discourse prevalent in previous music education 
research as well as in the present study. That ensemble playing in the 
school context pivots around togetherness and ability to make music 
together has been pointed out in earlier studies in the Swedish context 
(Asp, 2015; Georgii-Hemming & Westvall, 2010; Zimmerman Nilsson, 
2009). However, this results and analysis chapter will focus not on merely 
this discourse of togetherness per se, but rather on how the Music subject 
– and in this case how the improvisation ensemble at Legato school, is 
constructed and legitimised in the school context including what this 
entails for the construction of the teachers and students. It is, therefore, 
essential to understand how the school, as institution, in the context of 
this study is central to both the present thesis and the subsequent analysis.  

The disposition of the chapter is based on the central findings from the 
analysis, showing how the ensemble subject is constructed and legitimised 
through its discursive production and re-production and the construction 
of teachers and students within the subject. Furthermore, within the 
ensemble education context, there are issues with regards to power 
structures between and within the discourses. Hence, the fluctuating 
power entails inter-discursive struggles between the school and the 
ensemble subject, as well as intra-discursive struggles within the 
education discourses and the ensemble discourses. Thus, the analysis 
aims at exposing how the fluctuating power is part of the discursive 
construction of Ensemble in school. 

The discursive ensemble construction  
This section of the chapter will concern the discursive construction of the 
ensemble groups. Through the analysis we can discern a discursive 
deployment where the pivot-points in the ensemble construction appear 
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as a balance between issues relating to the instrument and the individual, 
the teachers’ dual professional cultures and the shifting power between 
discourses surrounding the school as educational context and 
performance praxis as external context. 

The students in the ensemble groups are all part of the Improvisation 
ensemble. This ensemble is one of the modules in the course Ensemble 2, 
available only to students at the National Arts programme with music 
orientation. The ensemble modules are divided according to something 
similar to genre (for more information, see p. 77 and onwards), although 
for example Improvisation can span across many genres. In the context of 
the Improvisation ensemble, the repertoire that forms the predominant 
lesson content, as well as the norms within the discourses that permeate 
the observed education, can be attributed to the jazz genre. As the 
ensemble type, or genre, is not explicitly named ‘jazz ensemble’, there 
appears to be an implicit divide with regards to ensemble genre at Legato 
school, whereas the genre division appears as something which is 
generally accepted within the ensemble educational canon (cf. Asp, 2015). 
However, as this present thesis focuses on the Improvisation ensemble 
module, hereafter the text concerns only ensemble groups within this 
particular ensemble module.  

The discursive classrooms  
The main ensemble classroom is vast, with windows on one side. There 
are instruments placed in various places in the room, as well as hanging 
on the walls. There is also a PA-system (Public Address system) and a 
rather big cupboard where some rhythm and percussion instruments are 
stored. Along one wall are shelves containing various instruments 
(smaller drums et cetera) and there are also big timpani (orchestral 
kettledrums) in the room as well as traditional pop/rock-ensemble 
instruments.  

Since there are three ensembles, three ensemble rooms are used, they 
each have a room assigned to them. The other two ensemble rooms are 
smaller, but fully equipped with drumkits, keyboards, PA-system et 
cetera. Everything in these rooms communicate that they are intended to 
be used for ensemble practice. The main room in particular, due to that it 
contains shelves that are full of instruments as well as guitars hanging on 
the wall. In the context of this study, these are viewed as policy artefacts 
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(Ball et al., 2011, 2012a) through how it is communicative of what 
constitutes the subject which is taught in the room. The fact that the room 
has double doors – you open the first door to then open the other one to 
get into the classroom – for sound-proofing reasons further enhances the 
focus on sound and activities that produces sound as the main function of 
the room.   

Planning and content in Ensemble 2  
The course Ensemble 2 at Legato school follows a regular pattern. The 
course, as the name implies, depends on there being ensembles to play, 
learn and teach. This makes it necessary to consider how the ensemble 
groups within the main improvisation ensemble class are constructed, by 
who they are constructed as well as who they consist of regarding students 
and instrumentation.  

The first semester of the course Ensemble 2 includes a routine for learning 
a new song which follows the pattern listen – master class – practice. The 
lesson starts by everyone listening to the song together in the classroom. 
Following this, the teachers then subsequently present the students with 
sheet music, to then proceed to have a master class. Master class as a term 
is subject to varying definitions, where a contextual explanation is 
necessary. It is described to me that in this master class they go through 
the song in question and talk about how it can be played. This dialogue 
involves not only talking about the song in more general terms but also 
instructing students how to play bass, guitar, and piano in the song.  

Because of this description, the components of this part of the lesson, I 
would argue that it can be viewed as a type of master class. The Oxford 
companion to music describes a master class as “[a]n advanced lesson 
given before an audience. A distinguished musician, usually a singer, 
instrumentalist, or conductor, will sometimes teach high-level students in 
front of a large group, as a kind of demonstration from which the observer 
may also learn” (2011). Further, the Oxford Dictionary of Music describes 
master class as a “Form of teaching in which celebrated performer 
instructs a group of pupils in front of other pupils or a paying audience” 
(2013), this showing a similar view of the teaching-method. Although Lars 
and Leonard may not be “distinguished musicians” internationally 
recognised, they are in this context the masters, which entails that this 
type of teaching method can be argued to qualify as a ‘master class’.   
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Subsequently, after the master class, Lars and Leonard follow the 
ensembles out to their respective ensemble rooms to help the students get 
started on rehearsing the songs. The students then rehearse until the 
lessons finish, whilst the teachers take turns being in the ensemble rooms 
helping the students. 

The second semester of the course Ensemble 2 follows a slightly different 
structure, where the students predominantly practice, or rehearse, 
together in their respective ensemble groups. The ensemble Lessons at 
Legato school predominantly follow this structure throughout the 
observed period. The lesson take place in the morning, the first lesson of 
the day for the students, and students often drop in one-by-one or in 
smaller groups. Once in the classroom, they generally talk between 
themselves until one of the teachers starts going through the class register 
to see who is present and who is not present. The teachers are responsible 
for one half of the class each, so take turns checking which students are 
present. After they take the registry, the students usually work in their 
respective ensemble rooms. The teachers subsequently spend their time 
divided between the three ensembles, going between the rooms, helping 
when needed. Here, Ball et al. (2012a) claims that “[c]ontext initiates and 
activates policy processes and choices which are continuously constructed 
and developed, both from within and without, in relation to policy 
imperatives and expectations” (Ball et al., 2012a, p. 24). This, argues Ball 
et al., entails certain patterns of emphasis and de-emphasis of for example 
specialisms at a school.  

In the course Ensemble 2 there are three different types of ensembles, 
each ensemble class with a specific genre focus. The ensembles that the 
students can choose between during the time of the data collection are the 
Acoustic ensemble which focuses on classical music; the Beat ensemble 
which focuses on pop- and rock music; and the Improvisation ensemble, 
which focuses predominantly on jazz music. After deciding which 
ensemble module they want to join, the students then continue with the 
chosen ensemble – Acoustic, Beat or Improvisation – for the entirety of 
the course Ensemble 2. At Legato school, this course is structured so that 
it starts in January for spring semester and then runs through the rest of 
the semester until spring the following year. This means that in total, the 
course is three semesters long.  
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The empirical data for this study is produced during the course’s second 
semester. However, in order to gain an understanding of the course as a 
whole it is important to consider lesson planning in relation to structure 
and content throughout the course28. As the teachers have been working 
at Legato school since it started and they have taught the improvisation 
ensemble class regularly, the description can be argued to give an account 
of how the teachers perceive the structure of the course as a whole, 
although all the semesters are not part of the empirical data produced 
during the course of this study.  

The ensemble  
With regards to the construction of the ensemble groups in the 
Improvisation ensemble, the process is mainly controlled by the teachers, 
centring around making the ensemble function as a unit. Hence, the 
emphasis on the skill-level of the individual students is predominantly 
viewed in relation to the verb ‘function’ in the decision-making process. 
Although other things change during the semester regarding 
responsibility in relation to autonomy, this decision-making process and 
who is involved in it stays the same until the students’ final ensemble 
project. The process of decision-making in relation to group constellations 
is repeated every time the ensemble groups change, thus viewed as 
connected to each other. An event can appear as a singular activity or 
statement, however, through its connectivity to other similar events 
repeated throughout the observation periods it is then viewed as part of a 
series of events.  

The teachers are through their choices expressing, producing, and re-
producing discourse. They are making these choices as teachers through 
various discourses, all linked together by music education. Teachers can 
be argued to operate through a ‘musician-by-proxy’ position, whose role 
is to teach the students how working or being a musician functions (cf. 
Asp, 2015). When the teachers act in capacity of ‘musician-by-proxy’ they 
legitimise their positions through their roles – or positions – as musicians 
as opposed to their teacher-roles and positions, something that entails 
change in the condition of possibility. Another way of viewing this is that 
the teachers’ professional culture, as musicians, is affecting their choices 

 
28 For this purpose, questions relating to the whole course, not only the observed part, was asked in 
the interviews with the teachers. For a more in-depth discussion regarding methodology and data 
production, see chapter Method and Methodology. 



 

 106 

and thus also the educational context. It is also viewed as an example of 
regularity, due to the frequency of the described event. The excerpt below 
serves as an example of how the musician-by-proxy, or musician 
professional culture, can be seen as discourses surrounding and 
permeating the ensemble teaching and thus constructing what is viewed 
as ‘natural’, in the process of ensemble formation and construction.  

1. Yes, we hope that we’ve got all the instruments needed, bass and drums 
2. is a good foundation…err now we have 23 students (.) and err divide  
3. them into three ensembles then, err so we’re one man short you could 
4. say (.) man or woman (…) a singing teacher has been dividing her time 
5. between beat and impro, and been a song coach, and that’s been great, 
6. so that they’ve got a lot of help the singers too. Like that. But yes. We  
7. also try to, you put together groups and then you switch (.) and vary  
8. that, two three times, it might be one per semester, a new group, so  
9. that they get to play with different people. That it feels natural 
(Excerpt 1, Lars, interview 2019-12-02).  

Bass and drums are viewed as the foundation (row 1 & 2) in the example 
above (excerpt 1) and other instruments, such as guitar or singing, are not 
mentioned. This can be viewed as related to the function of the ensembles. 
The teachers do not know which students, and hence not which 
instruments they play, until the ensemble choice is made. This becomes 
visible in the statement, as Lars expresses that the teachers hope to have 
the instruments they need in order to form the ensembles (row 1). The 
students are divided into three groups, although there are only two 
teachers. This can be argued to partly construct the structure of the 
lessons, as it makes the teachers walk between the ensembles instead of 
being present in one ensemble room each for the entirety of each lesson.  

Furthermore, the next statement identifies the ensemble teachers as male, 
with the exception of the singing teacher29. The last statement relates to 
the changing of the members of the ensemble groups during the semester 
as natural (row 9) and is said with particular reference to how the students 
should get to play with different people. This reference to that something 
feels natural involves an allusion to the notion of feeling as well as the 
notion of naturalness, which can be viewed as an indication of being a 

 
29 As the singing teacher did not take part in any of the lessons during the periods for observation, 
she is not included in the present study. Further, as gender issues are not the primary focus of this 
study, this point is merely noted but not discussed at length.  
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règime of truth (Foucault, 1996/2002). A possible interpretation of Lars 
referencing to it feeling natural (row 9) is that playing in ensemble 
constellations that vary from time to time as something which is common 
to an ensemble musician. The reference to ‘natural’ thus implies a set of 
constants and regularities (cf. Ball, 2012). Further, the reference to 
‘natural’ can be viewed as a condition of possibility (Foucault, 1969/2002; 
1970).  

There is a recurring view of how an ensemble should be structured within 
these linked events and statements. Hence, one can make the claim that a 
production and re-production of discourse occur every time the ensemble 
groups change. One of the recurring structural points is how the students 
in the ensemble groups form a support structure for each other. In the 
next excerpt, this is expressed as part of the consideration when the 
teachers form the ensemble groups during the semester. 

1. If some of the students in an ensemble haven’t been playing for as long 
2. as the others, they can take part in the stability created by the rest of the 
3. group (Excerpt 2, Lars, interview 2019-12-02).  

Ensemble is in this event expressed as an activity where the students can 
help each other in the learning process by functioning as scaffolding for 
each other. This structure and construction of the ensemble groups entails 
that the groups can function from a musical as well as a learning and 
educational perspective. What is important within this statement, is how 
the focus of the ensemble group is expressed as stability, that the group is 
well-functioning. As music-making is described as the centre of music 
education (cf. Georgii-Hemming & Westvall, 2010) a focus on functioning 
ensembles is viewed as in line with previous research.  

The functioning ensemble group becomes the starting point for a path and 
discourse that becomes visible throughout the period for observation. 
This path involves the journey to a, discursively constructed, perceived 
real and autonomous ensemble music student. In relation to this, if there 
is not a functioning group, it becomes visible in the empirical data that it 
is arguably more challenging to become an autonomous ensemble and 
thus also an autonomous ensemble music student, something that will be 
discussed further in relation to the construction of the ensemble student.  
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Playing the part 
As we have focused on how the ensemble groups are constructed through 
in terms of instrumentation, we move on to another facet of the ensemble 
group construction, namely the role of the instrument in the ensemble 
context. Here, the focus appears to be on the instrument and the 
instrument’s role rather than the role of the individual student or the 
student’s abilities. The focus on the instrument is continued in relation to 
learning outcomes, as exemplified in the excerpt below (see excerpt 3) 
where the relation between student and instrument becomes illuminated. 
In particular, the statement shows that the students are expected to learn 
their place within the ensemble, dependent on their instrument, and what 
the instrument’s part to play is within the discursive ensemble room.  

1. They should learn and, what should I say, to do, the instrument’s err  
2. task so to speak, err If you play drums then you should learn to be  
3. rhythmic and so, but when you’ve learned that you should learn to do  
4. something with it, to adapt to the rest of the ensemble  
(Excerpt 3, Lars, interview, 2019-12-02).  

Within this statement it appears as though the individual is not the sole 
focus, rather, the instrument is in focus. The role of the student is thus to 
learn the instrument’s discursive placement within the ensemble. This 
entails an implicit code of conduct within the ensemble formation, where 
certain rules apply with regards to what is expected. It appears in the event 
as though a drummer is expected to learn skills that are connected to the 
position of drummer and be able to adapt as well as apply these skills and 
knowledges within the ensemble discourse. The students’ learning what 
to do and how to act within the Improvisation ensemble can be viewed as 
a means of appearing as knowing – emerging as knowledgeable subjects 
– embedded in the discursive structure of the ensemble course.  

As we are viewing events as connected in series, and thus as a 
dissemination of discourse, the next excerpt serves as an example which 
is illustrative in two ways. It demonstrates the issue of playing in relation 
to learning to play the role of the instrument in the ensemble context. It 
also relates this issue to the process of negotiation with regards to 
positioning oneself as a good ensemble student. These two factors are part 
of the ensemble construction, through the production and re-production 
of discourses. The dialogue in the next excerpt (see excerpt 4) concerns 
mainly how the ensemble is rehearsing a song called Black coffee. In these 
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statements, we can read how teachers and students discuss both the 
function of the instruments as well as the sound of the ensemble as a 
group, as a collective. The excerpt additionally provides an example of 
how a dialogue can shift between the subjective – presenting feedback to 
one student – and the collective – the ensemble as a group – thus implying 
the presence of a more instrument-centred discourse. However, this 
subjective and individual focus could be argued as due to that the function 
of the instrument is the focus of the feedback, not the instrumental skills 
of the person playing. 

 
1. Loa: What are you doing now? 
2. Ebbe: We’re playing the song through a bit quickly. We haven’t  
3. got that far yet 
4. Ebbe: I’m just doing the keynotes straight through, but the  
5. thought is that I’m going to do this bass line 
6. Loa: So your function is more like the bass? 
7. Ebbe: Well kind of 
8. Loa: Ok, but how does it sound when you’re playing? Ok, forget about 
9. the song that’s not here right now then. But how does your  
10. accompaniment sound when you play together? 
11. Ebbe: When I play the bass line or what do you mean? 
12. Loa: Play it as you’re thinking it 
13. Ebbe: I don’t know if I have it the way I’m thinking 
14. Loa: Well play something (laughs)  
(Excerpt 4, observation 2, 2018) 
 

In this event, the words “play” or “playing” are repeated throughout the 
collection of statements. The teacher Loa wants to hear what the students 
are playing, not only hear them talk about what they are playing. Notably, 
the teacher Loa asks to listen to the song a few times during the course of 
the dialogue. However, it seems as though a negotiation between the 
students and the teacher occur, where the students are expressing that 
they “haven’t got that far yet” (rows 2 and 3) and the cellist is expressing 
“I don’t know if I have it…” (row 13). Statements such as these are in the 
context of this present study read as implying a negotiation where the 
students wish to make it known to the teachers that they are in the 
beginning of the process of working on the song, in order to ascertain their 
positions as skilled musicians in a skilled ensemble. They can be argued 
to perform themselves as legitimate music students in the context of 
ensemble (cf. Ellefsen, 2014). Moreover, in relation to learning to play the 
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part, or the role, of the instrument, the feedback supplied appear to focus 
on the sound of the ensemble as a collective. The dialogue concerns both 
how it is possible – and not – to play the part of another instrument in the 
ensemble context. In the statements in relation to this, the dialogue 
appears to have the character of a negotiation regarding the sound of the 
instrument and the function within the ensemble as well as the position 
of the good ensemble student. This reluctance is particularly evident in 
the latter part of the dialogue, where a student seems hesitant to play the 
part in front of the teacher (row 13). However, the teacher Loa persists in 
that he wants to hear what they are playing and thus the focus on playing 
in relation to the role of the instrument is confirmed as legitimate lesson 
content and learning objective within ensemble discourse.  

Just play 
For the duration of the observation period, ‘playing as an ensemble’ is a 
constant, regularly appearing, event. It is the main activity and is treated 
as the nucleus of the Improvisation ensemble lessons. That there is a need 
to ‘just play’ without the focus being on the result is expressed in many 
ways during the course of the observation period, in classroom as well as 
formal and informal talks with the teachers. This makes it important to 
see how these events form event series, and their regularity (Foucault, 
1970). The next three excerpts – as well as the previous excerpt (excerpt 
4) are examples of how we can relate the events through the activity ‘to 
music’ (Small, 1998), as we follow the discursive construction of the 
ensemble subject, and further, what is viewed as important knowledge in 
the ensemble context.  

1. I believe it’s kind of the soul of the music education (.) and music- 
2. making overall … it’s pretty unique that every person has a task that  
3. maybe no one else in the ensemble has. Makes you feel needed as well  
(Excerpt 5, Lars, interview 2019-12-02) 

This quote from my interview with Lars (2019-12-02) expresses a 
discursive view that permeates the period for observation, if not always 
explicitly then implicitly. This discourse includes the view of ensemble 
playing as a nucleus within music education, whereby the Ensemble 
subject does not need to legitimise its pivotal position within the National 
arts programme. As such, it places a part of musical practice at the core of 
the music education – and music making – in a general sense. The 
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reference to “the soul” entails relational bonds of emotive character, thus 
creating a discursive room where ‘feeling’ is positioned as an inherent 
quality. Furthermore, the uniqueness of ensemble education is viewed as 
in relation to the collective – not the subjective – an element that 
conditions the discursive construction.  

Below (see excerpt 6) follows a description of how to approach 
improvisation, as explained by Leonard, which ties in with the notion of 
‘just play’ but from another perspective – just play in relation to ‘dare’. 
This notion of musically daring something in educational discourse is a 
statement not repeated in the same way in other parts of the interview. 
However, it is still of value by virtue that it is a statement (Foucault 1970). 
Through its connectivity with other series of events and the notion of 
musical activity without the demand on a specific musical result, we can 
tie this statement to other statements and events in the analysis.   

1. Leonard: We’ve had it a number of years now, so we have a kind of  
2. template to start from. In the beginning we have a lot of improvisation 
3. exercises also, that they’re just going to get to (.) just play, without  
4. Knowing (.) it doesn’t have to result in anything.  
5. KB: And what’s the thought behind that? 
6. Leonard: The thought is (.) it’s just to dare (.) simply. When I had (.)  
7. I’ve had improvisation myself as well, then I usually have a, a mantra, 
8. let’s see if I remember it, what it was… want to, dare, know. Because (.) 
9. like, to do improvisation then you have to want to learn to improvise 
10. because if you don’t want to then it’s no use. And when you want to, 
11. then you have to dare. Well I have to dare to throw myself out into the 
12. unknown here. And since I want to learn this then I also have to dare 
13. as well. And then to dare even more I have to know a little bit about 
14. what stuff you need to know in order to become a good at  
15. improvisation 
(Excerpt 6, Leonard, interview, 2019-11-25) 

In this excerpt, there is again a mentioning of ‘just play’ and that it does 
not necessarily need to lead to a specific result. This event, together with 
the previous event (see excerpt 5) are viewed as linked in a series, where a 
discursive expression is repeated with a certain regularity, thus 
consolidating an ensemble discourse where playing as an activity is 
aspired to. The importance of the repeated stresses in combination with 
expressions such as “want to” (rows 8-10 and 12, ‘want to’ is mentioned 
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four times in this excerpt, and one more time in the negation ‘not want 
to’) suggest that there is an expectation upon the students to want to learn 
improvisation. Here, we can discern a connection between wanting to 
learn and the activities involved in the learning process. It appears as 
though a part of the ensemble discourse, its ‘regime of truth’ (Foucault, 
1980), is constitutive of implicit codes and rules that are integral to the 
ensemble subject’s episteme (Ball, 2012).  

Further, what is expressed is how improvisation and ‘just play’ is 
connected to risk-taking and courage, through the frequent and repeated 
use of the word ‘dare’. To ‘want to’ and ‘to dare’ are even part of Leonard’s 
mantra, as he puts it, in improvisation. To throw oneself into the unknown 
(row 11 & 12) also implies a certain risk-taking. Having in mind that 
everything the students do in the classroom forms a base for assessment 
and thereby their grades, it is notable that the teachers expect the students 
to dare venturing into the unknown and that dare seems so pivotal to the 
teaching and learning in improvisation. Ensemble lessons hence pivot 
around the students’ playing and rehearsing music. Predominantly the 
music can be described as belonging to the genre jazz music, although 
occasionally other types of music or musical genres they can improvise 
over occur.  

There seems to exist a relation between ‘dare’ and improvisation, where 
‘dare’ emerges as increasingly pivotal in the discourse surrounding and 
permeating improvisation. However, this is problematised in connection 
to gender (see excerpt 7 below). 

1. To get everyone to dare to improvise and there I would say that more  
2. often boys are more like “I’ll just go for it” and it can sound a bit so-so  
3. and we say that it can sound however – the thing is that you are going to 
4. dare and try how it feels when you actually make something up so. Whilst 
5. the girls are more, they have a harder time doing that. Many girls  
6. have a difficulty releasing something with their voice or an instrument 
7. that isn’t perfect. (Excerpt 7, Loa, interview 2018-12-05) 

In this excerpt, it is expressed that the reasoning behind the ‘just play’ or 
“dare” in connection to improvisation, appears as related to the process 
and trajectory of learning to improvise. In the beginning, the result is not 
described as important, rather, the teacher wants the students to ‘feel’ how 
it is to improvise (row 3 & 4). However, this is problematized in this event, 
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as girls are described to a larger extent than boys as having a harder time 
to “dare” in connection to improvisation, due to the risk that the result 
may not be perfect. The boys being described as playing although the 
result is not perfect, and the girls being described as not wanting to show 
anyone anything that is not perfect, is in keeping with the results of 
previous studies (cf. Ferm Almqvist, 2019b). Additionally, as Persson 
(2019) shows, girls and boys can have different opportunities in the 
classroom with regards to their gendered uncertain and confident 
positions. In the event above, improvisation emerges as gendered, in the 
sense that the available position within the discourse allows boys to ‘dare’ 
whereas girls are described as not daring due to risking releasing 
something non-perfect. Boys and girls are thus performing gender 
(Butler, 1999) through the act of improvisation.  

Daring and playing are emerging as central with regards to the 
construction of the subject. The recurring event of playing is not explicitly 
legitimised in speech during the observed lessons in ensemble. However, 
activities deviating from the usual ensemble rehearsals and performances 
are legitimised in the introductory part of the lesson, by the teachers. This 
brings me to the next example within the ensemble construction, where 
the discursive view of playing and togetherness appear as pivot-points in 
the ensemble music education permeates the statement.  

1. The concept may be the most important in the whole education here, that 
2. you can play and that you can play together. And that you get, it gives a 
3. meaning to practicing on your instrument I think. Err (.) and then it  
4. gives this wonderful sense of community when you succeed in doing  
5. something that feels in the whole body somehow [KB: mm] Err I think 
6. it’s a, it’s the reward somehow. And then you get the community when 
7. you are playing. (Excerpt 8, Lars, interview 2019-12-02) 

In this statement, it is discernible that playing and playing together with 
other students is central to the ensemble music education. With regards 
to this, it is expressed that playing together brings meaning to rehearsing. 
The sense of community is emphasised in this statement, both in relation 
to a feeling in the body, and the activity playing together. This statement 
can be viewed in connection to Leonard’s initial statement, and thus forms 
an event series (Foucault, 1970). Additionally, the activity of playing 
together, the notion – or discourse – of togetherness, is described as a 
reward for rehearsing individually. It would appear as though a discourse 
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that premiers playing and togetherness permeates the ensemble 
construction.  

To sum up this section of the text, the students are not involved in the 
process of deciding how the groups are going to be put together, neither 
the individual nor the instrumentation aspect. Creating ensemble groups 
that will function well together appears as essential. There is a focus, in 
the ensembles, on playing and togetherness which in this context is 
viewed as consolidation of an ensemble discourse that is permeated by the 
importance placed on a perceived ‘right’ and ‘natural’ combination of 
instruments and individuals. The construction of ensemble as a course 
within the subject Music additionally entails the students’ performing 
masculinity and femininity through stylized repeated patterns and actions 
(Butler, 1999). 

A ’standard’ ensemble trajectory 
Everyone in the ensemble room is in the position to create – produce and 
reproduce – discourse. The activity in the classroom depends on and 
pivots around the question of instrumentation and song choice, which the 
teachers are governing. This makes their choices with regards to lesson 
content essential to explore further. Considering the amount of time that 
is placed upon music as an activity – or music-making – a component of 
musicking (Small, 1998), song choice appears as part of the centre of the 
ensemble education with regards to the lesson content. Thus, it is also 
indicative of what is viewed as legitimate learning objectives in the course. 
This entails that in order to understand lesson content in the 
improvisation ensemble, we have to explore how the teachers describe the 
process of song choice in relation to ensemble education. Regarding this, 
I will use the following excerpt (see excerpt 9) as an illustrative example 
of how the song choice relates to the formation of the ensemble groups.  

1. Last time we chose the songs so that it was going to be a little bit of …  
2. different types of songs in the ensembles. And then we put together the  
3. ensembles so that they are going to be functioning ensembles, first that 
4. it’s a combination of instruments that you can do something with 
 5. err and then since we know the students a little bit now, when  
6. they’re in their third year we can put together ensembles with people  
7. that we believe, this will work well play together. And when we choose 
8. songs, we think this song is good for, for these people. It will land well 
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9. with them  
(Excerpt 9, Leonard, interview 2019-11-25) 

In this statement, Leonard explains the thought process of song choice in 
relation to the ensemble groups. Here, he expresses that the ensembles 
are put together so that they are “functioning ensembles” (row 3), 
something that has been expressed earlier in this material and thus can be 
viewed as event series returning with a regularity, at least amongst the 
teachers. It can thus be viewed in the context of the present study as 
consolidation of discourse. In connection to this, it is also expressed that 
only some instruments “work” well together (row 7). Additionally, the 
statement regarding the combination of the instrumentation (see row 4) 
can be interpreted as expressing the need for a specific, defined, 
combination for the ensemble to function. Instruments are thus viewed as 
compatible vs incompatible. Once the instrumentation is settled, the 
teachers then put together the ensembles when they know that the 
students in the ensemble will work well together (row 7). In this context, 
‘work well together’ appears to be viewed as a combination of playing and 
rehearsing (row 7). In the last statement (rows 8 & 9), Leonard expresses 
the song choice as connected to the members of the ensemble group. This 
appears as being part of the development of ensemble skills, the song 
choice originating from understanding how the students work together as 
a group – an ensemble. Together, these statements are expressions of and 
through a discourse where instrumentation does not necessarily have to 
be central and where not all instruments are viewed as compatible from a 
functional ensemble perspective. Furthermore, previous studies mention 
the ensemble songs and the ensemble repertoire being adapted to the 
individuals (cf. Zimmerman Nilsson, 2009). In the case of present study, 
it appears as though the instrument is the first focus with regards to 
forming the ensemble groups, and secondly the student’s instrumental 
skills and personality are considered.  

The event in the example (excerpt 9) entails that the teachers decide and 
have more power over song choices in the beginning of the course, to then 
let the students decide and have the power over their song choices towards 
the end of the course. The trajectory from a more teacher-controlled 
content to a more student-controlled content appears to tie in with how 
the students are expected to become – or be prepared to become – 
ensemble musicians through their education in ensemble.  
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A standard song 
With regards to the ensemble functioning from a musical as well as 
educational perspective, the songs chosen as legitimate lesson content can 
provide important information. This then bring me to the issue of 
selection of songs as lesson content and repertoire. When asked about 
how they choose songs for the ensembles, Lars says that in the beginning 
of the course they let the students try different jazz music genres. They 
usually only spend one lesson per genre, before changing to another one. 
They do not assess or grade the students’ performances in this instance, 
the goal is rather to let the students try the different genres in order to 
then make more informed choices later on in the course. Lars expresses it 
as that they don’t have any “demands on the result, it’s more that they 
have felt it and gone through it (…) they get some of these tools” (Lars, 
interview 2019-12-02). The demands on the result are repeatedly pointed 
out as not being in focus which puts it in the forefront of analysis, since it 
is not only a singular event but rather part of an event series, and thus is 
illustrative of the dissemination of discourse. This is indicative of a 
discourse where the schoolified part of ensemble practice and praxis is put 
in the background, and the recognising and learning of the standard 
within the canon legitimate ensemble music repertoire is central. In 
relation to this, Lars expresses that “in the end … you should be able to 
feel ‘what do I like to improvise over’” (Lars, interview 2019-12-02). Here, 
the songs within the canon of the genre are viewed as a help for the 
students on the trajectory to feel what they, as ensemble music students, 
like to improvise over.  

What the students play is hence an important piece of the ensemble 
construction, due to forming the majority of the lesson content. Thus, we 
are now going from the formation of the ensembles in relation to 
instruments and individuals to considering song choice and repertoire. As 
shown in the next excerpt (see excerpt 10), Lars describes the process 
involved when choosing songs to play for the ensembles as containing a 
number of steps and considerations, mainly concerning instrumentation. 
These considerations are contextualised through a discourse of 
professional culture (cf. Ball et al., 2011, 2012a) of the teachers and 
adapted to the situated context of and within the particular circumstances 
at Legato school. In this context, professional culture is complex, as it 
within ensemble education involves both an educational, teacher, 
professional culture, as well as a musician professional culture. However, 
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it appears as though there is a rather clear joint understanding implicitly 
embedded within these statements, through how certain steps and 
considerations when constructing the ensemble groups appear to be taken 
for granted and in no need of further explanation or legitimisation. In 
other words, the teachers’ dual professional cultures are part of 
constructing, producing and re-producing, the discourse in this situated 
context.   

1. Basically, when I search for a song I think in the beginning then we  
2. just play standards, precisely, without any demands on the result, and 
3. then when we plan for *the big performance in the autumn* then we 
4. try and plant one song in the spring semester and one song in the  
5. autumn. So that there’s a base there. And then I think a lot like there 
6. has to be vocals, and it mostly has to be a female voice, because that’s 
7. mostly what we have. It’s very rare that we have boys, some maybe  
8. and so, now we’ve even got two. It may become more popular I hope. 
9. And then it’s the rest of the ensemble. We have the most common  
10. instruments like drums and bass and guitar and piano. Then you  
11. don’t know if you have some wind or string instruments [as well] and 
12. such. So, yes. (…) what do we have (.) you see to (.) what can you do. 
13. You have to almost see the group before you can find the song 
(Excerpt 10, Lars, interview 2019-12-02) 

Predominantly, the song choice appears to be occurring through a number 
of steps. Firstly, the statement “we just play standards” (row 1), is 
indicative of that there is a norm, an implicit rule to follow. The reason for 
the word ‘standards’ being utilised in this context can be interpreted as 
due to the Improvisation ensemble’s implicit belonging to the jazz genre 
tradition, where songs within the cultural canon are generally referred to 
as “standards”. Additionally, as mentioned previously in the text, this first 
part is conducted without the teachers imposing specific demands on the 
result (row 1 & 2). The focus is on the students playing – discursively 
approved and legitimate ‘standards’ with the genre – together. These 
‘standards’ serve as part of the enculturation into the genre jazz (cf. Grave 
Johansen, 2014).  

One of the main performances takes place in the autumn, however, Lars 
expresses that already in the spring semester they plan the lessons with 
this performance in mind and “plant one song” (excerpt 10, row 4) 
accordingly, i.e., make sure that the students learn one of the songs for 
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their performance during the first semester. The reason for this is 
expressed as being because “so that there’s a base there” (excerpt 10, row 
5), i.e., some musical content to build the performance on. The teachers 
appear to share this view, as they make the lesson plans together, this is 
also indicative of that the teachers share the professional culture 
discourse, and thus agree on these matters. This reasoning implies that 
the course’s structure and planning, including lesson content, are 
influenced not only by the school year’s timing but also by the scheduling 
of performances outside the school. In other words, musical activities 
outside of the school – the school building as well as the school hours – 
are part of what forms and shapes educational content and context. 
Professional cultures from outside of the school informs the teaching, and 
the external context informs and affects the teachers’ educational 
professional culture.  

Gender and song choice 
In this statement (see excerpt 10), Lars is expressing how one of the 
requirements is that the song contains vocals, and that most commonly 
the vocals need to be sung by a female voice due to the student 
composition (rows 6 & 7). This can be related to gender voice type 
alignment (Hentschel, forthcoming), linking gender identity and vocal 
identity (females sing in a high pitch range, males sing in a low pitch 
range). At the time for observation, i.e., 2019, there are two singers that 
Lars identify as male. Lars indicates that having two singing boys is a lot 
within this context. Lars expresses the hope for singing to become more 
popular amongst boys, something that can be interpreted as a wish for a 
more gender-equal ensemble instrumentation. The meaning of singing is 
not merely singing in the ensemble groups, but also singing as an 
instrument.  

It is notable that Lars does not refer to other instruments which are coded 
in a gender-normative way, such as a wish for more female electric 
guitarists for example. Lars expresses a wish for singing to become more 
popular amongst boys, something which is in keeping with previous 
research, where findings have shown that although boys singing may be 
rarer, the ones that do receive more appreciation (cf. Ferm Almqvist & 
Hentschel, 2021). As Persson (2019) amongst other researchers (cf. 
Borgström Källén, 2014) points out, there are discourses with regards to 
gender active within musical discourse, where instruments and genres can 
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be activated – and constructed – as bearers of these gender connotations. 
How an instrument is gender-coded thus impact the students’ possibilities 
with regards to instrument choice, and by extension also affect the 
ensemble construction as the instrument choice is gendered. During the 
time for observation, there are two female drummers divided between the 
ensembles. Nevertheless, drums, bass, guitar and piano are expressed as 
more common instruments and there appears to be an uncertainty with 
regards to the presence of wind and string instruments (excerpt 10, row 
11). Similar to the expressions in earlier parts of the text, concerning the 
process of ensemble formation, in this event it is expressed that the 
individuality as well as the collective of the ensemble is considered with 
regards to selecting songs as lesson content, as you have to “see the group 
before you can find the song” (excerpt 10, row 13). This type of statement 
ties in with earlier research pointing out the flexibility of the ensemble 
subject (cf. Zimmerman Nilsson, 2009) where song choice is dependent 
on skill level of individuals within the ensemble group.  

It would appear as though discourse produces and re-produces norms 
through song choice as well as within and during the process of 
constructing the ensemble groups. Within the issue of instrumentation in 
the ensembles lie also issues relating to gender (cf. Björck, 2013, Ferm 
Almqvist, 2019a, 2019b; Hentschel, forthcoming, Persson, 2019) 
something that becomes arguably problematic in relation to that some 
instruments are viewed as foundational. 

The final ensemble assignment  
Within the Improvisation ensemble education, there is a trajectory in how 
the teachers help the students more during their first semester in 
Ensemble 2 to then gradually allow the students to take over the 
responsibility and thereby becoming more independent. In the third 
semester of Ensemble 2, the students are not assigned songs by the 
teachers; instead, they are expected to choose their own songs, 
individually and within their ensembles. As part of the Ensemble 2 course, 
the students have to find the material (such as recordings and sheet 
music) themselves, rehearse it, lead the ensemble, and then finally 
perform for an audience. This trajectory appears as part of the process to 
becoming autonomous ensemble music students and musicians.  
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In the introduction to an ensemble lesson (see excerpt 11), the teachers 
mention one of next semesters’ – the third semesters’ – main ensemble 
assignment. This is that they, in new ensemble groups formed by the 
teachers, are going to play a song that they get to choose on their own, 
individually. When they introduce this assignment, they talk about the 
formal demands on the students and the criteria as set by the curriculum 
and other policy documents (see excerpt 11, below). The introduction of 
the assignment places the school as an institution, and the formal 
framework it entails, at the forefront through the references to assessment 
criteria and knowledge requirements.  
   

1. Lars: The criteria 
2. Loa: Exactly what I was going to say 
3. Lars: Is that you are going to improvise, err in that song. So if you are 
4. three (students) then it will be three solos, err (.) somehow. 
5. Loa: and may I add that in the knowledge requirements (in the steering 
6. documents) there are a lot of knowledge threads that are part of this,  
7. lead rehearsals, knowing the rest of the group’s material, and so, so it’s 
8. a really good assignment to kind of solve a lot of knowledge  
9. requirements for the formal part so to speak. So we would like each and 
10. every one of you to kind of have an overview, take responsibility for  
11. how the work is going, count in, cut, lead rehearsals and stuff like that. 
12. But we get back to that but it’s kind of part of the package 
(Excerpt 11, observation 3, 2018). 

 
In this excerpt, we get an insight into what is viewed as legitimate lesson 
content and knowledge in the Ensemble course. Specifically, the example 
illustrates what is viewed as important in relation to improvisation. Lars 
start off by expressing that they are going to talk about the criteria for the 
assignment (row 1) and how the songs should be structured in terms of 
the solos. That the students are expected to improvise in the solo parts 
appears as presupposed in this context. Loa states that “it’s a really good 
assignment to kind of solve the knowledge requirements for the formal 
part” (row 8 and 9). By virtue of this statement, we can make the 
interpretation that the assignment has a double purpose. It serves as a 
learning process for the students; and it serves as a way for the teachers 
to ensure that they have covered all the knowledge requirements in the 
course and have enough data to assess and set the grade for each 
individual student. The event is indicative of an interdiscursive 
entanglement, where the teachers’ dual professional cultures interlink.   
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The word “solve” (row 8) implies that the assessment and knowledge 
criteria is a problem that needs solving. In this context, this is viewed as a 
meeting between an ensemble discourse and an education discourse. In 
this context, it appears as though within ensemble education discourse, 
where knowledge criteria and assessment are integral, there seems to be 
a power/knowledge (Foucault, 1980) struggle between the discourses. 
The contextual implication of power – and hierarchies – fluctuating 
between the discourses that permeate the ensemble education is made 
sometimes implicitly, and as a statement it is viewed as important in the 
present analysis.  
 
In terms of what is viewed as legitimate lesson content, it appears as 
though next semester’s assignments are part of the canon and thus 
implicitly perceived as a constant, regularly occurring, event. The teachers 
express the assignment as building on all the students improvising, as a 
prerequisite, something which I understand as the main purpose of the 
assignment. Musicianship and performance are thus constructed as the 
main activity, similar to previous studies (cf. Asp, 2015; Ellefsen, 2014) 
although they also conduct examinations in connection to the rehearsals 
as well as the performance. As Antonsson (2022) suggests, teachers may 
feel a discrepancy between assessment and the aim of the music 
education. In this event, it would appear as though the teachers have 
constructed the assignment in accordance with musical practice, i.e., the 
genre’s idiom and conventions.  However, in the statements that surround 
this, the teachers reference their own emotions with regards to their 
teaching roles, connected their own experiences and surrounding the 
rehearsal time that precede the performance. In relation to the teachers’ 
roles, it appears as their professional cultures (Ball et al., 2012a) as 
musicians is governing within the discourse.  

In the next example, the statements appear to be made within ensemble 
education discourse, with an explicit teacher role. Notably, part of the 
rehearsal process appears to occur in the evening, something which can 
be argued to be specific for a course such as Ensemble. 

1. Loa: wise from experience from last year you know how it works,  
2. nothing happens, you’re going nuts for a while, and then the last week 
3. they pull it all together. 
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4. Lars: (.) talk about putting in evening rehearsals. We put in (.) when we 
5. assessed their ensemble leading skills then we looked at the rehearsals 
6. Loa: Exactly, we have to do that 
(Excerpt 12, observation 2, 2018) 

One possible interpretation of these statements is that Lars and Loa are 
implicitly expressing themselves through a discourse implying that a 
significant amount of the work in the ensembles occurs not only late in the 
process but also after the – by school decided – ensemble lesson time. Loa 
states that “wise from experience” they know “how it works” (row 1). Here, 
this can be viewed as that Loa makes his statements from his position as 
an experienced teacher. He follows it up by stating that “nothing happens” 
(row 2 and then that the students still “pull it all together” (row 3) the last 
week before the performance. The last two statements are made with 
regards to the evening rehearsals, and these are touched upon in relation 
to the assessment of the students’ leadership skills which is one of the 
knowledge criteria for the course. This can be argued as problematic due 
to this occurring within an educational context, under the condition that 
the students show their leadership skills after the school ensemble hours 
as this may entail a problem in relation to their assessment. Furthermore, 
that the students rehearse outside of the school hours allocated to the 
course is worth noting.  

Summary 
Within the Improvisation ensemble construction, we can discern the 
emergence of several discourses regulating aspects of the construction, 
thus forming the condition of possibility (Foucault, 1970). The discourse 
regulating implicit and implicit rules, supplying the framework for 
ensemble within the school as institution, appears as fluctuating between  
the power/knowledge (Foucault, 1980) relations within the discursive 
ensemble room. At times the discursive power is leaning more towards the 
explicit framework within the school as institution, and at times the 
discourse appears as further along the continuum towards an external – 
outside of school – context. This external context is then constructed as 
‘real’ as opposed to the school as ‘not real’.  
 
Within these discourses there appears to be a focus on the ensemble as a 
collective, where musical instruments are pivotal. The individual students 
are viewed in relation to the instruments they play. This entails problems 
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when viewed through a gender perspective, in terms of equal 
opportunities. Further, the ensemble assignments are based on the 
performance opportunities within and outside of the school, as well as the 
circular structure of applying to HME and MC.   
Finally, Ensemble as a subject in school emerges in the analysis as an End 
in itself, as something that entails inherent value with no need for 
legitimisation.   

The discursive ensemble teacher construction 
This section of the chapter will concern the discursive construction of the 
teachers. Through the analysis, we can discern a discursive deployment 
where the pivot-points in the construction of the ensemble teacher appear 
as a balance between their dual professional cultures and the shifting 
power between discourses surrounding the school as educational context 
and performance praxis as external context. Here, there appears to be two 
intertwined discourses: the implicit teacher discourse and the explicit 
teacher discourse. These are viewed as expressions of discourse prevalent 
within the ensemble education, where ensemble as a school subject seem 
to entail issues of power/knowledge relations between these discourses 
relating to the construction of the teacher.  

The implicit teacher 
Embedded in the Improvisation ensemble education, there are discursive 
constructions of who is taught and who is teaching, as well as what is 
taught and why. This is at times constructed as due to the discourses 
surrounding and permeating being a musician and being a teacher, and 
the discursive rooms that these two – separate – roles exist within. 
However, I would like to refer to this role as the implicit teacher, within 
an implicit teaching discourse. Here, the discourses surrounding and 
permeating both ensemble and education meet, co-exist and intertwine. 
The examples in the following part of the text will illustrate how this 
discourse is manifested through the prevalence and intertwined-ness of 
the implicit teacher role of the ensemble discourse and the explicit teacher 
role of the ensemble education discourse in the Improvisation ensemble 
education at Legato school.  
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In events such as the example provided in the next excerpt (see excerpt 
13), the teachers Loa and Lars are explaining to the ensemble students 
what they perceive as the greatest challenge with the song Black coffee. 
This is conducted predominantly through a discourse where they use their 
experience as musicians, something that Asp (2015) refers to as ‘musician-
by-proxy’, to make their statements. However, as the event takes place 
within the school, with ensemble education as the situated context, there 
are also statements that can be argued to be expressed through an 
educational discourse.  
 

1. Loa: The challenge with this song, is something both me and Lars  
2. knows because we have played it both of us, it’s really nice but it is a  
3. rather long form, are you thinking of doing it as a ballad, as it’s usually  
4. done? 
5. (inaudible, or no response) 
6. Loa: Again, as I said to the last group as well, with a ballad that’s this  
7. long in its form then one question one challenge is how to make it a  
8. whole, because if you sing it all the way through in a ballad tempo then 
9. it’ll be three minutes before you’ve reached the finish line (.) are you 
10. then going to play a solo over the whole form then it has been three  
11. minutes there do you understand so you think about the form 
12. Clara: M:: 
13. Lars: Precisely and maybe an important attitude is that you can do  
14. precisely way you want 
15. Loa: Exactly  
16. Lars: Dare to go off the script a little bit and cut and change stuff 
17. Loa: It’s rather static in the chord thing there, it goes up and down half 
18. a step all the time (…) But it’s going to be really good, I don’t  
19. mean to sound … 
20.Clara: A challenge (laughs) 
(Excerpt 13, observation 1, 2018) 

 
The event above appears to be permeated by a discourse where the 
position and role of the teacher is implicit. The first statement, by Lars, 
concerns what he perceives as the challenge with the song. This is of 
importance due to what it tells us about the construction of the subject 
and the legitimate knowledge involved. However, I would argue that the 
core of the statements originates from Loa making the statement based on 
his – and Lars – positions as musicians. In other words, the legitimacy of 
the argument is based on a positioning where they have not taught this 
before but played it before.  
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After Loa expresses the perceived challenge of the song, he asks if they are 
intending on playing it “as it’s usually done” (row 3 and 4), indicating the 
presence of an implicit norm and discourse. Furthermore, being a ballad, 
he cautions the students that the song has a tendency to become rather 
long (row 6 to 11), especially since the criteria for the assignment involves 
improvising. However, this dialogue takes a different turn when Lars first 
confirms Loa’s previous statements by saying “precisely” (row 13), to then 
subsequently express that an important attitude is that you can do exactly 
what you want (row 13 and 14) and continues by exemplifying what he 
means by this (row 16), thus apparently expressing the opposite of what 
has first been implied. Loa then finishes by a sentence that is left 
unfinished (row 18 and 19). However, the tone of his voice as well as what 
both teachers have said during this intermission is picked up by one of the 
ensemble members, who finishes by saying “a challenge” whereby they 
laugh.  
 
The statements in the event described (see excerpt 13) appear to be a 
rather complex entanglement of the school – the ensemble education as 
the frame for the event – and the implicit teacher role entailing something 
similar to a musician-by-proxy (Asp, 2015) position and discourse which 
the teachers are expressing themselves through. On the one hand, there is 
a clear teacher role within this event, however, the claim for this position 
is made through the expertise of the musician. The instructions that the 
students receive from Loa and Lars, are arguably expressed through a 
complex entanglement of juxtaposing discourses. They are warned – from 
an experienced musician position – not to make certain musical choices, 
however, they are simultaneously also told that they can do whatever they 
want. The use of the word “dare” is also interesting in this context, 
implying that it takes courage to make the –discursively legitimate – 
musical choices with regards to the musical alterations that are available 
to the students.  

Implicit feedback 
The teachers within the ensemble education appear to strive for the 
students to reach autonomy (this will be further discussed throughout this 
text). The discursive view of creativity and autonomy as linked has 
implications for the teacher role as well as the student role. The link 
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between creativity and autonomy thus entails an implicit teacher role, as 
exemplified below (see excerpt 14).   

1. Loa: And the thought is like more and more that they should be able to 
2. regulate the rehearsals themselves (.) be able to lead the group and so 
3. on. So a lot of the time me and Lars do kind of like this, that we go and 
4. sit down (.) the pedagogical coffee kind of or that you actually let them 
5. work for a bit (.) because you can really feel that when you come in and  
6. disturb sometimes of you come in, a flow that’s interrupted when the  
7. teacher appears. 
8. Lars: Right (at the time) when they’re going to create. When they are  
9. actually going to come up with stuff, then it’s like you feel like you’re  
10. hindering them by being there 
11. Loa: Precisely 
12. Lars: But then you go and check up on if something is happening, and 
13. if nothing is happening then you need to be there and poke a little bit 
14. (.) give suggestions  
(Excerpt 14, observation 1, 2018) 

Lars and Loa explain how they perceive the purpose of the structure of the 
Improvisation ensemble education. They leave the students to go into 
their ensemble rehearsal rooms and practice themselves at first in the 
lesson, due to a trajectory in the ensemble education that entails the 
students increasing autonomy as ensemble musicians. Whilst the students 
begin rehearsing, Loa and Lars, as teachers, attend to issues related to the 
ensemble practice and ensemble teaching, such as deciding on groups for 
the next assignment etcetera. The reference to “the pedagogical coffee” 
does not entail that the teacher have a break, rather that they perform 
other duties which are also part of their teaching duties related to the 
ensemble education.  

The reason, hence, for the students to be left alone is firstly argued to be 
related to skills that are assessed in their final grades in the Ensemble 
subject such as leading the ensemble. This thought can be argued to be 
expressed through a teacher, or school, discourse. We appear to be in a 
discursive world of contradictions (Foucault, 1969/2002). However, 
simultaneously, there appear to be a musician discourse present in the 
statements, particularly with regards to the statements concerning 
creativity and flow. When these notions are brought into the forefront of 
the dialogue, the discourse seem to necessitate that the students do not 
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get ‘disturbed’ by the teachers. This view makes explicit that the teachers 
do not play any part in the creative work of the students, rather, they act 
as a hindrance for creativity. It is, additionally, an example of a – 
discursive – preconception about music teaching and learning, seemingly 
based on the notion of informal learning processes as a questioning of 
teacher control (cf. Lindgren & Ericsson, 2010). Autonomy as entailing an 
absent teacher can be argued to be a belief embedded in the ensemble 
discourse (cf. Dyndahl & Nielsen, 2014). However, they return to a teacher 
or school discourse expressing that they help the students, “poke [them] 
a little bit” (row 13) if they see that the expected result is insufficient. 
Moreover, this can be viewed as in relation to the discursive aim of 
autonomy, where the learning trajectory guides the students towards 
becoming more and more autonomous and thus more ‘real’ as music 
students and future musicians. Hence, this can further be viewed as a 
consolidation of discourse, in connection to events presented and 
analysed in previous sections of this chapter.  

An autonomous start 
Another example from the classroom observations in connection to the 
previous excerpt, is when Lars and Loa give a brief explanation to the 
students regarding how the lesson structure is going to be. This excerpt 
serves the purpose of providing an insight into the discourse that 
surrounds and permeates the ensemble practice and educational context. 

1. Lars: But we kind of think that we (.) pass through (the ensemble  
2. rooms, my comment) in a while, maybe not at once because we want  
3. you to discuss and get started and that  
4. Loa: A:h (Makes agreeing sound), we won’t meet back here but go  
5. ahead and when it’s, what is it then, 11.35 right  
6. Saga: Yes 
7. Loa: Then you pack up 
(Excerpt 15, observation 1, 2018) 

In this event, the teachers express the reasoning behind them not starting 
their ‘feedback round’ immediately in one of the ensembles, as due to that 
they want the students to “discuss and get started” (rows 2 and 3) by 
themselves. This further confirms a discursive view that is perpetuated, 
produced and re-produced, where the students’ trajectory towards 
becoming autonomous, authentic ensemble musicians is constructed 
through situations where the students go on this journey together – as an 
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ensemble – and where the teachers themselves can become a hindrance 
in this process. This discursive construction is particularly interesting 
with regards to occurring within an educational context where one could 
argue that the presence of teachers is part of the formal institutional 
framework. Or, in other words, part of what constitutes the school. Thus, 
this de-didacticized teacher role (Zandén, 2010) and non-interventionist 
teaching (Rudbäck & Wallerstedt, 2023) has bearing on what constitutes 
creativity, or rather, the education and learning process in connection to 
becoming creative, and autonomy as well as authenticity within musical 
practice in connection with ensemble playing. This process involves the 
students working together, as an ensemble, uninterrupted and 
undisturbed by other people, including the teachers. The work that 
students have to conduct, in relation to creativity, is expressed and viewed 
as occurring when they are on their own, in their respective ensemble, 
without any teachers present. This is in line with the result of previous 
studies, where ‘non-interventionist teaching’ and a de-didacticized 
teacher-role is described as the ideal (cf. Rudbäck & Wallerstedt, 2023; 
Zandén, 2010). Moreover, this example is closely connected to the ‘being 
real and autonomous’ discourse described earlier in the text and can thus 
be viewed as an example of how inter-discursive events can be manifested 
within the situated context of the improvisation ensemble education at 
Legato school.  

As I have mentioned previously in this text, the teachers walk between the 
ensemble rooms in order to give feedback to each ensemble. This entails 
that there is time in between the ensembles for teachers to confer about 
matter regarding the different ensembles. Furthermore, it additionally 
entails that the students do not know when during the lesson and the 
rehearsal that they will receive help and feedback from their teachers. 
These opportunities for feedback vary for each ensemble, due to a number 
of factors such as that they consist of different individuals, playing 
different instruments, with different musical backgrounds and skillsets, 
as well as that every ensemble are in a different part of the process with 
regards to learning the songs as a collective – as an ensemble.  

Implicit norms 
Before the event presented next (see excerpt 16), the pianist asks, “what 
do you want to hear then?”. This statement shows an expectation and 
implies a norm where the teachers are expected to listen to the ensemble 
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playing. In the context of the present study, a norm is viewed as a signifier 
for a ’regime of truth’ (Foucault, 1980), where some actions, statements, 
or events, are taken as ‘natural’ without questioning. It is a constant 
regularity, embedded within the regulatory discourse. However, in the 
case of this event in the Christmas song ensemble, the student continues 
by talking about the song and how they play it at the moment as well as 
what – musically – is open for suggestions from the teachers. Notably, 
once the students have played the song the first time, the advice that the 
pianist receives is that “if you’re going to sacrifice something, sacrifice 
some cool chords” from the teacher Loa, due to the importance of the 
pianist acting as a rhythm section. The excerpt below serves as an insight 
into the conversation between the teachers and the students and shows 
how the teachers give feedback in this particular scenario.  
 

1. Loa: then you play around with the thought of not taking it up to  
2. tight but keep it a bit open the first eight 
3. Lars: Yes because then you can control it a bit more with the singing  
4. (sings a little bit of the song) it becomes a bit more narrative, you get a 
5. freedom as song, and when tempo comes then it is like, then you’re  
6. there, on it so that, there can be different levels. 
7. Charles: What do you mean that I should just 
8. Loa: You should follow her (.) you lay the chord and then she takes  
9. the lyrics and gets to be free, and you’re just there like ok (sings a little 
10. bit of the song to exemplify) and then maybe take it up in tempo in  
11. chords, and then comes the walking, then you have three levels  
(Excerpt 16, observation 2, 2018) 

 
What I would like to illuminate by showing the reader this excerpt, this 
collection of statements, is how the teacher focuses the feedback on the 
musical aspects that are in keeping with the tradition of the genre. The 
singer is appointed freedom through the choice of rhythm, chord 
progression and form in the song. The teachers advocate that the pianist, 
acting as a full ensemble, should let the vocalist control the tempo and 
consequently follow her. This is in keeping with norms within the jazz 
tradition and genre, letting the singer lead the song, indicating a rather 
strong discursive lean towards jazz tradition and discourse although the 
ensemble is playing a Christmas song, withing the Improvisation 
ensemble not jazz ensemble as genre identity. Further, as the ensembles 
are rather small – this ensemble consists of three students – the pianist 
thus acts in the role of other instruments. This is an example of how the 



 

 130 

ensemble as function can be viewed as more important in this context 
than a ‘traditional’ role of an instrument. Notably, the teacher does not 
point to the lead sheet in order to illustrate his points. Instead, he uses his 
voice and sings to illustrate what he means. Following this, the teacher 
Loa shows the pianist a harmonic progression that is common in this song, 
in this key. 
 

1. Loa: I’m not going to say that you should do so but if you would choose  
2. this version (plays the piano, intending on showing but plays the wrong 
3. chord) oops never play that chord. If you kind of do this version that you 
4. do one of those rubato things would be that you do (shows on the piano) 
5. with f pedal … but you don’t have to 
(Excerpt 17, 2018) 

 
In this event, the teacher Loa shows the pianist a harmonic progression 
that he can use in this song, however, the way it is expressed implies that 
it is a choice whether the student follows the advice or not. The chord 
progression is rather presented as something that he doesn’t “have to” do 
(row 5). The words “choose” in connection to “you don’t have to” are 
strong implication to that the enticement to do as suggested is completely 
within the student’s control. That the start of the statement (row 1), 
further enhances this reading of the event and, in addition to this, implies 
a more even structure in the discursive room, where the teacher does not 
make the decisions – the students do, autonomously. This event thus 
serves as an example of how the implicitness and the explicitness of the 
teacher roles interlink and can be difficult to separate.  
 
Thus, one can view this as part of the school ensemble discourse, where 
the aim is to produce autonomous students. Another interesting word 
combination in this event, is that Loa says that the student can do “a 
rubato thing” (row 4). Here, the word rubato implies a more theoretical 
discourse, belonging to a Western classical tradition. However, when put 
in conjunction with the word thing, thus forming “rubato thing” makes for 
a reading of the described statement as a discursive stretch, or perhaps a 
discursive junction where the teacher – maybe unconsciously – tries to 
enhance the student’s musical vocabulary but at the same time does not 
sound too formal. Or, in other words, stray too far away from the implicit 
norms constructing this particular discursive ensemble room.  
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The last statement that I would wish to illuminate within this event is the 
statement which concerns the “wrong” chord played by the teacher. Here, 
the teacher uses humour in the situation and quickly moves on to show 
the actual chord intended. I would argue that this is important in the 
context and show that teachers can also make mistakes; and that one can 
use different strategies when something unintentional occurs. Further, 
this is something that Loa talks about in an interview (2018), where he 
expresses “Just that feeling that it is ok you can make mistakes [and] even 
better make mistakes all you can than playing quietly because if you make 
a mistake all you can then it’s audible and then we can work with it” (Loa, 
interview 2018-12-05). The two statements relate to each other and imply 
the presence of a discursive norm with regards to both teacher role as well 
as student positioning. Within this ‘regime of truth’ the teacher’s role is to 
supply the student with not merely an example of a ‘good’ ensemble 
musician, but also make sure to utilise the situation as a learning – 
educational – context. Within the explicit teacher role, mistakes that are 
audible are correctible, and can be utilised as part of the learning process. 
If students make mistakes without the teacher’s knowing, this entails a 
missed opportunity for learning and developing within the ensemble 
education discourse.  
 
In connection with this, these two statements from Loa can be seen an 
example of regularity (Foucault, 1970), in the event series. Consequently, 
the discourses appearing in the events discussed in the Christmas song 
ensemble so far appear to be concerning positioning in the ensemble room 
where the position of teacher in a school ensemble discourse entails giving 
feedback to the students but also make room for mistakes and through 
being the teacher show the students what is considered within the 
discourse of improvisation ensemble. One further aspect of this, is that 
previous research (cf. Hentschel & Ferm Amqvist 2021) has found that 
what is described as enabling positive experiences of music education in 
upper secondary school is when teachers have adapted a playful and 
encouraging approach with regards to playing music that has entailed the 
creation of an environment that allows for mistakes to happen and further 
also forms ‘a safe space’ thus additionally equalising the opportunities for 
taking up musical space independent of gender.  
 
In another rehearsal, in the Corcovado ensemble, they are missing one 
member of their group. That one or several students are absent from each 
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lesson is, as the reader may have gathered by now, not uncommon. 
Nonetheless, it can pose a problem in the ensemble situation, due to the 
common goal and focus of togetherness. However, the teachers can 
sometimes solve the problem by acting as fellow musicians in the 
ensembles. An example of this can be found in the excerpt below, where a 
guitarist is absent from the rehearsal and the teacher Loa fills in. 
Particularly interesting in this example, is the use of humour as a common 
denominator with regards to skill level in relation to what is perceived as 
difficult keys to play in.   

1. Loa: Hi (.) Are you having a nice time? 
2. Cathy: We’re great! 
3. (laughter) 
4. Cathy: Hello  
5. Fred: We’ve rehearsed a little bit 
6. Lars: I understand it’s difficult without 
7. Cathy: Ye::s 
8. Lars: It can be a little 
9. Cathy: It is a bit empty 
10. Loa: We’re missing … 
11. Fred: Guitarist 
12. Loa: Guitarist. Christopher. Do you want (.) try (.) if I jump in and  
13. play the guitar, do you want to try then? 
14. Fred: Ye:s 
15. Cathy: Sure 
16. Loa: Is it the original key on ..? 
17. Cathy: We’re actually doing Frank Sinatra’s 
18. Fred: Yeah we’re doing Frank Sinatra’s 
19. Loa: Wow, Frank Sinatra’s 
20. Fred: But I think that’s the same 
21. Cathy: It should be  
22. Loa: But it can’t more than go any further down the pan 
23. Fred: No 
24. Lars: It’s not d flat or something like that? 
25. Fred: We can still adapt to you 
26. Cathy: Yeah 
27. Loa: A: Cool  
28. (everyone laughs)  
(Excerpt 18, observation 3, 2018) 

This event circles around the guitarist being absent from the lesson, and 
the possible options for rehearsal. Here, the teacher Loa offers to play the 
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guitar instead and his offer is accepted. The situation can be interpreted 
as a process of negotiation occurring in order to become more equal 
members of the ensemble, instead of the positions of teacher and 
students. In this negotiation process, humour seems to play an important 
part. After Loa has asked if the students want him to substitute for the 
absent student, he then asks about which key they play the song in. To 
someone uninitiated in the ensemble or music context, this may seem 
strange. However, songs do appear in different versions, including 
different keys, and keys are subject to change dependent on the ensemble 
due to voice register, instruments involved, as well as difficulty. In the 
context, this event implies a norm with regards to humour as a tool for 
equality in the ensemble.   
 
This last issue, difficulty, is where the common denominator – humour – 
is first found. The students start off by saying that that they are playing 
Frank Sinatra’s version (rows 18 and 19).  This warrants a “wow” from Loa 
(row 20), where a possible reading of this is that it is discursively viewed 
as a rather difficult or particularly ‘good’ version. When Lars says, “it’s not 
d flat or something like that”, it appears to be common knowledge in the 
whole group (teachers and students) that this key is considered difficult 
to play in. This in turn initiates the comment about that the students can 
“adapt” to the teacher Loa (row 26), something that indicates a humorous 
approach due to that they all know that Loa is a guitar teacher who has 
decades of experience both teaching and playing in improvisation genres. 
Loa’s response, “cool” (row 28) initiates laughter from the group, and they 
can thereby be argued to all be part of the same ensemble practice and 
praxis.  
 
Further, it is also an example of the implicit teaching, that appears to 
strive for an equality in positions in order to enable learning in the 
ensemble course. The role of the teacher is to be part of the ensemble 
group, aiming at a horizontal structure in terms of power and positioning. 
This can be viewed as a norm within the ‘regime of truth’, part of the 
episteme which ensemble discourses exist within.  

‘The secret’ of ensemble playing 
Another way that the implicit teaching can be manifested in the classroom 
is through expressions of ‘truths’ (Foucault, 1969/2002; 1970, 1980). An 
example of this, and how the introductory part of the lesson can be used 
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not only to supply the students with practical course-related information, 
but also take the time to follow up the experience of a public performance. 
In the excerpt below, the teachers Lars and Leonard take the opportunity 
to ask the students how the performance felt and reflections regarding the 
performance. Notably, the teachers utilise their respective experiences as 
active musicians, in to help the students reflect on their performances. 

1. Leyla: It felt like everyone said, it was (.) wrong everyone said they  
2. played something wrong, but it still sounded like…  
3. Lars: But it still worked. Precisely, then you’ve discovered the secret.  
4. Leonard: I don’t think that I’ve ever played a concert where I’ve not  
5. played something wrong, at some point. It’s part of it, you … 
6. Lars: it’s just how much wrong. If you need to hide your head  
7. somewhere. But mostly you can just move on. (…) you are supposed to 
8. play wrong notes (.) you discover something (.) you practice it, so you 
9. get better, at that thing  
(Excerpt 19, observation 8, 2019).  

In this context, we can view this event as that the teachers legitimise the 
student’s reflections through their positions as teachers as well as 
musicians. Their dual professional cultures (Ball et al., 2012a) emerges 
through their statements, especially in relation to the truth claims. This 
starts with the student Leyla’s statement (rows 1 and 2). The teacher Lars 
states that Leyla has “discovered the secret” (row 3), when she makes the 
reflection that although not everyone played every note right, it still 
sounded good (rows 1 & 2). Through his statements Loa both confirms her 
experience, as well as implicitly comforts the students by implying that 
everyone plays a wrong note sometimes. That even ‘real’ musicians play 
the wrong notes sometimes is in this context a very possible interpretation 
of ‘the secret’ to which Lars refers. This could be viewed as an example of 
‘musicianship’ being an aim for the education (cf. Ellefsen, 2014). 
Furthermore, this is confirmed by Leonard in his proceeding statement 
(row 4 & 5). Here, he validates Lars’ statements by pursuing the topic, 
telling the students that he has never played a performance where he had 
not played something wrong (rows 4 and 5). This can be related to the 
previous event (excerpt 17), where the teacher playing the wrong chord is 
utilised for the learning process.  

That the two teachers agree in this situation, thereby validifying each 
other as well as the experience that Leyla expresses, is in the context of 



 

 

135 

this study viewed as consolidation of discourse through the repetition of 
events (Foucault, 1970). When Lars continues the dialogue by saying that 
“you are supposed to play wrong notes” (row 7 & 8) it appears as though 
this is also part of “the secret” previously referred to. However, both the 
previous statement and the following “you practice it, so you get better” 
(rows 8 and 9) signifies a more educational praxis, where a notion that I 
would like to relate to as a will to learn from experience. Through his 
position as a teacher Lars is expressing the necessity for the students to 
practice performing, as a process of learning. He also uses the word 
“practice” (row 8), something which makes this a very explicit statement 
corresponding with educational discourse. However, it seems as though 
the “secret” alluded to is indicative of an embedded musician discourse, 
although expressed within educational discourse, making the discourses 
interconnected and complex. As discourses can be unaware of each other 
(Foucault, 1970) it is possible that this event is a complex interweaving of 
discourses unaware of each other’s existence.  

In this situation, the event described above (excerpt 19), the two teachers’ 
experiences of musicianship can be viewed as legitimising the teaching, 
the lesson content as well as the object of learning in the lesson. Thus, this 
entails that the teachers’ professional cultures form an external, outside 
of school, context part-constructs the subject and additionally acts as 
condition of possibility (Foucault, 1970). The teachers seem to speak 
something that is ‘true’ within the discursive practice. Additionally, 
viewed from a more defined educational-contextual point of departure, 
these experiences can be viewed as part of policy translation and 
enactment process (Ball et al., 2012). Through the teachers interpreting 
the curricula documents and central content of the course, where 
performance is included, this has then proceeded to go through a policy 
translation process to then subsequently be enacted in the classroom by 
teachers and students.  

How to teach implicitly 
Yet another way that this notion of implicitness is expressed in the 
classroom is how the teachers attempt to not teach in an explicit manner. 
To give feedback to students in a teaching situation is arguably something 
which happens continually, repeatedly, in the classroom. However, 
regarding the didactical question how this is conducted, Lars (interview, 
2019-12-02) says that he would rather be walking around in the ensemble 
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and distribute feedback whilst the students in the ensemble are playing, 
than be delivering feedback when the ensemble is not playing.  

1. … you may have gotten used to being able to see and discover things. To 
2. (.) and it’s here you want to go in and help and you can do this, try this, 
3. try that … and if they are receptible then it’s very effective. I can, during 
4. the time they play, I like that if it’s not too loud (in volume, my  
5. comment), so, that you like walk around and then you say, try this,  
6. check this, instead of having to say it like in front of everyone else. You, 
7. you must learn how to take this barré chord30 (laughs) it gets like this, 
8. yes you know, accusation but, much better to go there and just like  
9. show check this out. To take it a little like separate and not stand at the 
10. desk kind of (laughs) what isn’t going well  
(Excerpt 20, Lars, interview, 2019-12-02) 

Here, an interpretation of the statement could be that Lars refers to the 
role of the teacher when he says that “you may have gotten used to seeing 
and discover things” (row 1). This could be argued to be part of Lars 
professional (teacher) culture (Ball et al., 2012a) discourse, where the 
external context – being a musician – is intertwined with professional 
culture (cf. Ball et al., 2012a) within the school context, i.e., being a 
teacher. Further, he also expresses a preference to giving individual 
feedback in the ensemble setting whilst the ensemble is playing (rows 3 & 
4) rather than giving feedback to an individual in front of the rest of the 
ensemble (row 5), in line with previous research (cf. Green, 2016). This 
can have many reasons, one of them being the strive towards ensemble 
playing in school being conducted in a ‘real’ and ‘natural’ way which can 
be recognised as intertwined to the notion of authenticity. To present an 
example, we can analyse Lars statements with regards to feedback in the 
classroom. 

A possible interpretation of this event would be that the focus is on the 
ensemble as a group and not on the individual within the ensemble, 
including not wanting to “stand at the desk” (row 9) and correct anything 
that the individual student is doing or point out anything the student may 
have to learn. He expresses that he wants to avoid the feedback sounding 

 
30 Barre or barré chord: a left-hand technique where the first finger is laid flat across all of the 
strings (whole barré) or some of them (half-barré) behind a fret, leaving the other fingers free to 
stop the remaining notes of the chord. If whole barré, the fore-finger is laid flat across all strings to 
raise the pitches equally (Oxford Music Online, 2001 & Oxford Dictionary of Music).  
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like an accusation (row 7) and that it is better go to the student and show 
and say, “check this out” (row 8). One possible reading of this event is that 
the structures of informal learning (Green, 2010, 2016) are the desired 
learning structure within this discourse, although it has been argued that 
within formal learning settings such as upper secondary education the 
setting itself entails a formal learning structure. There appears to be many 
– possibly contradictory – discourses at play within this statement. Lars 
takes the position as teacher in that he expresses that he wants to help 
them (row 2) and offer solutions to possible problems. However, this is 
described through an implicit teaching discourse. The situation is similar 
to how Zandén (2010) describes the teacher as a “respectful visitor on 
students’ territory” (ibid., p. 165), where the teacher not intervening can 
be a way to avoid ‘school-like’ musicianship. Thus, authenticity appears as 
essential within this discourse.  

In relation to authenticity and the implicit teacher role, the next excerpt 
serves as an example of how the teacher Lars expresses himself through 
this discourse. In the example below (excerpt 21), he states that he wants 
the students to improvise over something that makes them get what he 
refers to as a ‘feeling’ and tells the students that he himself plays the best 
when he plays in 6/8 or 3/4, because he likes that feeling.  

1. Just because I get excited about just that feeling, I like to play 4 over 3 3 
2. over 4 something happens that I can’t explain. That’s how it is. Err and 
3. that’s somehow what I would like you to experience first. To really  
4. think about, but what do I like to improvise (…) 
(Excerpt 21, Lars, observation 8, 2019)  

This ‘feeling’ is however never described or defined, but rather remains 
empirical data from this study. I would argue this evasive ‘feeling’ that 
Lars wants the students to experience as part of their learning as 
correlating to the ‘secret’ alluded to previously. Moreover, Lars continues 
by saying that something happens that he can’t explain and that this 
“something” is something he wishes the students to experience (row 2 & 
3), again alluding to something which cannot quite be explained, only 
experienced, most likened to a ‘secret’. This intangible feeling seems to 
have connotations with the master-apprentice music didactical method 
(Hanken & Johansen, 2013/2021; Nielsen & Kvale, 2000) and likewise 
with the notion of tacit knowledge (Polanyi, 1966). This discussion can 
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also be viewed as related to the statements regarding authenticity in 
relation to music-making and becoming a – in this event an ensemble – 
musician (cf. Moore, 2002), due to how Lars repeatedly legitimises his 
argument through a musician discourse. However, it is made more 
complex by Lars also seeming to have a very clear view of what he wants 
the students to learn through experience, which makes a possible 
interpretation of the statements as being expressed through a teaching 
role and discourse. That different discourses juxtapose and co-exist, are 
expressed, within the same statement is for Foucault (1970) not unusual. 
Rather, in this context I would like to propose that the excerpts analysed 
above should be perceived as events exposing the complexity of the matter 
at hand.  

To sum up, the implicit teacher role is viewed as closely connected to the 
de-didacticized teacher role described by Zandén (2010). The strived-for 
ideal is a teacher that does not interfere with the students’ creative 
processes, and that the removal of the teacher from the classroom enables 
autonomy and creativity as notions and events to occur. Further, as it is 
still a teacher role, the educational issues regard predominantly tacit 
factors, or “secrets” within the ensemble context. The position of the 
implicit teacher appears as closely linked to the ‘knowing empiricity’ of 
naturalness where regularly appearing, and occurring, events reciprocally 
construct the teacher within a power/knowledge relation.  

The explicit teacher 
As previously mentioned, there are discursive constructions of who is 
taught and who is teaching. Due to the discourses surrounding and 
permeating being a musician and being a teacher, this entails that the 
teachers are viewed as having dual professional cultures (cf. Ball et al., 
2012a). These professional cultures exist within different discourses, and 
when the education discourse is more in power, the teacher role is more 
explicit. I would like to refer to this role as the explicit teacher, within a 
discourse of explicit teaching. Here the discourses surrounding and 
permeating ensemble and education meet, co-exist and intertwine. The 
examples in the following part of the text will illustrate how this discourse 
is manifested. 
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During the period for observation, there is – as I have previously 
mentioned – several occasions where students are absent from ensemble 
lessons. As a situation that occurs regularly, as part of a series of events, 
this is thereby viewed as part of the construction of the ensemble teachers. 
An example of how both the students and the teachers act and handle the 
situation when students are absent from ensemble lessons, can be found 
in this next excerpt. Here, I wish to highlight not the fact that students are 
missing from the rehearsal, but rather how the teacher reacts and the 
feedback that the student receives. In other words, I wish to focus on the 
teacher’s role in the situated context. The example also illustrates the 
negotiation process in relation to the construction of the ensemble 
student, however, the main focus in this analysis is the role of the explicit 
teacher. The situation in the excerpt occurs in one of the ensemble rooms, 
where the My foolish heart ensemble, consisting of three students, should 
be practicing and rehearsing. However, there is only one student present 
when we walk into the next ensemble room - the bass player in the 
ensemble. This prompts Loa to say:  

1. Loa: Here there’s four teachers and one student… m:: I think like this, 
2. that you have the next rehearsal, and then you play it/perform it the  
3. week after that then it feels like you have to each of you know your own 
4. thing so that you can work together. Like so. So it’s a little bit of a  
5. warning work at home all of you so that you don’t have to burn lesson 
6. time on learning what am I going to do but now we’re going to play  
7. together.  
8. Ira: we talked about it (…) this bass line is so easy (.) I can do it in my 
9. sleep, it is not difficult 
(…) 
10. Loa: if I’m being really square here and just see the sheet music then I 
11. see a bunch of breves in bam bam bam (clicks his fingers and sings  
12. the bass line) so you need to find some kind of movement.  
(Excerpt 22, observation 2, 2018) 

 
When we walk out of the room to go to the next ensemble rehearsal room, 
Loa says: “As an opposing image“, to which Lars makes an affirmative 
“mm”, something that can be interpreted as implicitly comparing the 
ensemble that they listened to before. However, in the event, the feedback 
given to the student is with regards to finding the musical movement, and 
arguably the teacher role is explicit in this event. Moreover, it appears as 
though the focus lies within that there is only one more rehearsal before 



 

 140 

the students are due to perform their songs in front of an audience and 
this is therefore central in the feedback. Another pivotal point is that the 
students should focus on knowing their respective part, “know your own 
thing” (row 3 & 4) in order to “work together” (row 4) when they next 
meet. That Loa uses the word “warning” (row 5) is rare and can be 
interpreted as an indication of the seriousness of the matter at hand. 
However, the student’s response can be viewed as a process of negotiation, 
where the bass-playing student wishes to be viewed as an authentic 
serious ensemble music student, therefore expressing that the bass line is 
so easy “I can [play] it in my sleep” (rows 8 and 9). Through the events 
insofar in this analysis, it seems as if the teacher role is more explicit – 
thus entailing a musician role as more implicit – when students are more 
in need of assistance. However, there is also a negotiation in relation to 
skill within this event, as the student claims to be able to play the bass line 
whilst sleeping (rows 7 and 8). This is in the context of this study viewed 
as a negotiation with regards to the position as a good – or legitimate – 
ensemble musician student.  
 
Below follows another example of the explicit teacher discourse. Here, the 
students play a song and receive explicit feedback from the teachers. The 
statements appear to be made from an explicit teacher discourse, 
however, its intertwined-ness with the regulative ensemble and music-
discourse is visible through the connections with statements made from a 
musician role and perspective. 

1. Lars: that’s good that we got to hear where you’re going and … work on, 
2. find maybe, I thought, chord settings, if you’re now not only playing  
3. the bass notes then maybe you can be a little freer (.) so you find some 
4. exciting sounds then you don’t have to ‘jump around’ as much 
5. Loa:  I think the challenge with this, or I know because I have played it 
6. sometime, is that it is quite a lot of d flat d d flat d and then it is so, and  
7. then it's about making it interesting so it is not just really boring d flat d 
8. all the time like that, and I don’t have any good answer on how you are 
9. going to do it but I just want to present what I would think is the  
10. challenge with this song  
(Excerpt 23, observation 2, 2018). 

The first statements imply the importance of the teachers hearing the song 
as played by the ensemble group, due to listening and playing being two 
key concepts within the ensemble education. It also presented the 
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teachers with an opportunity to hear the students’ musical interpretation 
of the song. Additionally, in this excerpt, the teachers appear to stress that 
there is a certain freedom to be found on this song, through overcoming 
its challenges. Avoiding that the song is perceived as “boring”, where the 
repetitiveness (of the chord progression d to d flat) equals boring, finding 
“exciting sounds” (row 3 and 4) and making the song interesting (row 7) 
through not only playing the bass notes is described as a way of 
overcoming the repetitiveness of the chord progression. The teachers 
present the feedback explicitly, and although they can be argued to make 
their statements as partly from a musician perspective and discourse, I 
would argue that this exhibits signs of a balancing of power between the 
implicit teacher role and the explicit teacher role, within discourse.  

Another example where the two teacher roles within discourse co-exist, is 
when Loa expresses what he wishes the students to take with them from 
the education. 

1. Because that is what we should like give them, we should give them tools 
2. so that they can go out and be (.) that type of musician in a music-life,  
3. whether they become professional or semi-professional or something  
4. else (Excerpt 24, Loa, interview 2018-12-05) 

In this excerpt, the teacher is voicing the view that the aim and purpose of 
the education is to provide the student with the tools necessary to become 
musicians. However, it is not merely professional musicianship that is the 
goal, but also semi-professional, “or something else” (rows 3 & 4). The 
final part of the statement seems to indicate that there could be another 
profession possible as well, although the musicianship is what is 
expressed as important within the statement as a whole. Additionally, it 
appears as though Loa views himself as part of the path he describes for 
the students, - “a musician-life”. This kind of reasoning is also described 
in Burnard (2023), where it is described that the goal is that the students 
continue on their own paths, however, that it is wished that the paths were 
in some way connected to their teachers in the meaning that the paths 
were demonstrated or modelled by them (p. 8).  

Practice improvisation 
This particular educational context also entails that the students are there 
to acquire knowledge and skills, from their teachers as well as from each 
other. This is visible throughout the observation period in explicit as well 
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as implicit ways. One example of this is how the teachers, in the 
introductory part of the lesson, often take the opportunity to talk to the 
students about both structure and content of the lessons as well as what 
they think should be the focus. It is very clear in the observation material 
that the teachers are in control of the “schoolified” (Lundin, 2018) parts 
of the ensemble education. In the dialogue below (see excerpt 25), Lars 
and Leonard explicitly express that improvisation is something that they 
should be practising not only in the classroom, but also at home. 

1. Lars: Oh well, we’ll do it so that (.) you continue to work today, eh,  
2. and then (2) eh we’ll play the two songs for each other next time eh (.) 
3. and I want to urge you to (1) work on your improvisations like, not,  
4. don’t forget it a way, eh, that’s what we want you to develop but you  
5. need to work on it also like you really need to practice it.  
6. Leonard: Practice improvisation, precisely.  
7. Lars: Precisely. So to have it as a really good focus during the week, eh 
8. (1) so that you develop yourselves in that because that’s what you can  
9. do and you have an amazing opportunity to play with someone every 
10. week. Eh that’s super good you’ll miss that when you’ve left. So, take 
11. the chance and practice here and practice at home. Eh practice with 
12. someone (.) like two and two, that’s super good actually when you  
13. practice improvisation …  
(Excerpt 25, observation 6, 2019).  

The teacher Lars stresses that the students need to practice improvisation 
(rows 5, 6, 11 and 13), they need to work on it (rows 3 & 5). These 
statements imply a view of improvisation as not something that musicians 
have inherent, in their bodies and souls, but rather a skillset that can be 
achieved through working on it and practicing it, forming a view of 
musical talent and musicianship as relativistic (cf. Brändström, 1997) as 
opposed to absolute (Brändström, 1997). The teachers also define the 
school context as something positive, as something that the students will 
miss (rows 9 and 10), that the students should take advantage of by 
practicing together (rows 10-12). In other words, the school context 
supplies the students with key elements in an ensemble context: 
somebody to practice with and the opportunity to make music together. 
When the teachers make these statements, they do this from or through 
their positions as teachers with a long experience, but also through their 
experience as musicians and former music students, remembering what 
they thought and felt after they had finished their own education. They 
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are, in other words, speaking through multiple positions and discourses 
at the same time. The school setting is what defines many of the variables 
in the situation: the rooms that are used for rehearsal are situates within 
the school and, additionally, the teachers open the rooms up for the 
students; the type of music played is mainly decided upon by the teachers; 
and the type of feedback given to the students are all examples of 
ensemble practice is framed by the school setting.  

In addition to this there are power relations within the classroom, where 
Lars’ and Leonard’s position as teachers enable them to speak to the 
students in a certain way. Reading this event through Ball (2012), one 
could argue this positionality to be an example of where the teacher as the 
practitioner and the professional, is “brought into being by the knowledge 
that makes them expert” (Ball, 2012, p. 15). Furthermore, the knowledge 
that the teachers in a way can be seen to embody, provides them with a 
position where they can “speak knowledgeably about” (Ball, 2012, p. 15) 
the students as others. Because knowledge is created, or produced, within 
any power relation, including the school as institution as well as the 
various music practices that are part of the school setting, one can view 
the event in excerpt 25 as a situation where the teachers are giving the 
students advice based on their own lived experience and authority, thus 
still performing and executing the power relations in the ensemble 
classroom structure. Thus, their discursive expressions can be viewed as 
a ’will to truth’ (Foucault, 1970).  

Furthermore, the teachers Lars and Leonard can base their talk on 
experience as musicians, which can be viewed in conjunction with the 
notion of authenticity, and as teachers, both of which can be viewed as 
positions of power. If we turn to Foucault, the argument would be that not 
all positions of the subject or all discursive strategies are equally possible, 
thus the ensemble practice could be viewed as a “vertical system of 
dependences” (Foucault, 1969/2002, p. 81) where the students do rely on 
the teachers as experts – and expert musicians – for their education as 
well as their claim to authenticity as ensemble musicians. Furthermore, 
when the teachers make claims such as that the students have to “work 
on” (rows 3 & 5) and “practice improvisation” (rows 5, 6, 11 & 13), as well 
as that they – the students – need to “take the chance” (row 10 & 11) and 
practice with someone in their class because they will miss it when they 
have left school (rows 9 & 10), they also express what Foucault would call 
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a ‘will to truth’ (Foucault, 1970) by through their positions expressing a 
claim to validity.  

In the context of this analysis, this is an example of condition of possibility 
(Foucault, 1970) as opposed to what Foucault calls “a hidden nucleus” 
(ibid., p. 66) of discourse, i.e., a thought which is believed to be manifested 
in the core of discourse. However, if we were to add another layer of power 
structure within this event, we can additionally view the situation above 
through the eyes of Butler (1999). The teachers are two men in a gendered 
arena, where the jazz-genre can be argued to be coded as “male”. As power 
is not something that is a stable, consistent, entity (Foucault 1969/2002), 
we cannot say for certain that Lars and Leonard always have the higher 
position with regards to power as it is inherently bound with the event. 
However, as teachers they can in this context be viewed as holding 
positions where their claims are likely to be perceived as – discursively – 
true. 

Aural feedback 
In the next example, the ensemble is working on a traditional Swedish 
hymn but seem to have only just begun their work. In this event, aural 
examples of the musical activity’s outcomes are shown as important for 
the teacher, in his explicit teacher role, in order to make an assessment 
with regards to the feedback that should be presented to the students for 
them to progress and develop in their ensemble.  
 

1. Loa: Could we get to listen to something, a timbre, a bar or two or four? 
2. Bass player: We could try, I lay the bass and you lay the chords. We’ve 
3. tried to learn the chords.  
4. Loa: How does it sound together? 
5. Bass player: A vista treble clef I never do it 
(they play the melody) 
(students discuss how they should do) 
6. Loa: You guys I think that we leave you … it will be fine.  
(Excerpt 26, Observation 1, 2018) 

 
The first two statements from the teacher Loa are made in regard to 
sound. Firstly, he asks if they can listen to something, “a timbre, a bar or 
two or four” (row 1), which, as argued earlier in this present text, implies 
a focus on the ensemble as a collective as well as the sound as 
representative of the progress of the group. The response from the 
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student, “we have tried to learn the chords” (row 3) indicates that the 
ensemble has started working on the song but that they have not got that 
far in their rehearsals. Additionally, it can be viewed as a signal of 
insecurity and unfamiliarity. Thus, the statement can be viewed as an act 
of negotiation, where the ensemble wishes to position themselves as ‘good 
ensemble students’ through ensuring that the teachers are knowledgeable 
of the fact that they have only begun their musical learning process in 
relation to the song in question.  
 
The next statement (row 4) is further confirmation of the importance 
placed upon the collective sound. However, the students appear to be 
expressing a certain resistance to playing something they are learning, as 
the bass player tries to negotiate her position by saying that it is “a vista 
[and] treble clef” (row 5) and “I never do it” (row 5) something that is likely 
to be true due to her playing the bass she will mostly by reading sheet 
music in bass (f) clef. Here, we can discern a school ensemble discourse, 
where Loa is likely to be viewing the rehearsal as an opportunity for 
learning whereas the students are acting in the performativity culture (cf. 
Ball, 2003) and thus trying to show their skills both as individual 
musicians and ensemble musicians, possibly to achieve a good grade in 
the ensemble subject as well as ensuring their positions within the 
ensemble class as a whole.  
 
In order to show the event series, I would like to go straight to the next 
rehearsal in the same ensemble, where the teacher also asks to listen to 
what they are playing (see excerpt 27).  
 

1. Elliot: e: we’re sitting here throwing around some ideas about  
2. how to make the song more fun with thought to the arrangement we  
3. have is very plain and boring, and how to colour it, in different ways. 
4. Loa: can we get to listen to something? 
5. Vince: We’ll take it from… 
6. Elliot: yes we can do that yeah. It’s kind of hard to think of a form, so  
7. we haven’t really thought of a real 
(…) 
8. Loa: (whispers, jokingly) The solo part of Det är en ros utsprungen31  
9.  … open solo 
10. Elliot: we’re aiming at a freer solo part 

 
31 famous Swedish hymn 
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11. Loa: go! 
12. (they tell the teachers how they are going to play the song) 
13. But now you’re telling us, play it instead so we can hear it 
14. (they play)  
(Excerpt 27, observation 2, 2018) 

In this excerpt, it takes the teacher three times of asking the students to 
play or asking if they can listen to something (row 4; row 11; row 13). The 
students talk about what they are going to play, which is not what the 
teachers ask for. When viewed in conjunction with the previous event 
(excerpt 26) it would appear as though the explicit teacher role entails a 
focus on the students playing, in order to provide a response to the 
musical activity in the ensemble room. Moreover, it appears as there are 
two regulative discourses at play in this discursive room: one that 
regulates actions in ensemble, and one that regulates actions with regards 
to the ensemble subject. The students seem as though they negotiate their 
positions both as ensemble musicians and as ensemble music students 
whereas the teachers in these events act predominantly from an explicit 
teacher discourse, rather than an implicit teacher discourse. In the data 
produced in the field study, there are a number of factors that are repeated 
in terms of teachers’ response and feedback. These are viewed in the 
context of present study as event series, and looking at the regularity we 
can discern a certain pattern. Interestingly, after they have played, the 
students then say that they have subsequently been trying to receive a 
response from their teachers with regards to this.  

However, the dialogue after the students have received their response is 
another example of the explicit teacher role. In this event, the students 
appear to negotiate their positions as ‘good ensemble music students’ 
through asking the teachers for extra feedback in order to develop their 
ensemble playing. It also illustrates how the discourse that surrounds 
instrument choice as well as discursive actions required from the students 
in order to receive response in the ensemble context. Lars and Loa both 
act in the role of explicit teacher, providing the students with feedback in 
their ensemble playing. 

1. Adam: Well something like that, but that’s just because, now we’re  
2. trying to establish a foundation 
3. Lars: Sounds very cozy that 
4. It can be super nice 



 

 

147 

5. Super nice. Very nice. 
6. Loa: Very nice tone in the trumpet 
7. Really 
8. Lars: We haven’t heard that (indicating the trumpet) much 
9. Loa: I had no idea (indicating the trumpet). I don’t have a lot to say  
10. other than if you work hard it will probably be great 
11. Really great 
12. Lars: You have six more minutes 
13. Loa: Your pitch on the trumpet is a bit high sometimes 
14. Anna: Have you not got any feedback; can’t you help us a bit? 
15. Loa: In what way? 
16. Anna: As an ensemble or something 
17. Jonathan: You’re on the right track. 
18. Lars: It was fun with this movement that you managed with all the  
19. chord changes in contrast to the stillness 
20. Loa: The feedback that I have, spontaneously, is I agree with  
21. Jonathan, can think I think you’re on your way you’re chasing  
22. something that will be great I think.  
(Excerpt 28, observation 2, 2018)  

 
In the example above, the students begin by what appears as a negotiating 
(row 1 and 2). The statements indicate that it is important in this context 
for the students that the teachers are aware of that what they have 
presented is not the finished result, but rather a work in process. The use 
of the work foundation implies that they are going to build on this. 
Further, the teachers both comment on the tone in the trumpet, and 
additionally Loa expresses that he did not know (row 9) that about the 
trumpet player’s skills. This would in turn imply that opportunities to 
show skills playing instruments that are not part of the ensemble canon, 
are few and far between. 

The students actively ask the teachers to give more explicit feedback on 
what they are playing. This event (excerpt 28) shows how the students and 
the teachers at times have different views of what is considered as 
feedback. These differences in views related to feedback becomes visible 
in the statements after the teacher has commented the tone or timbre in 
the trumpet. In the feedback that the students receive (row 10) it appears 
as though there is a connection between the amount of effort – or hard 
work – and the result. However, it seems as though this is not considered 
feedback in this discursive event, particularly as they are asked by the bass 
player to provide feedback (row 14).  The teacher Loa’s response to this 
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request (row 15) can be interpreted as that he does not fully comprehend 
the question. Hence, the bass player expresses that they wish feedback as 
an ensemble (row 16).  

The issues that the ensemble students have received feedback on until this 
moment in the dialogue is perhaps more concerned with the teachers’ 
belief that they are autonomous and able to achieve their aims by 
themselves, without teacher interruption. This view is, further, in line with 
previous statements and actions, such as that the teachers do leave the 
students to rehearse on their own for the majority of the lessons. Further, 
these students appear to want some more guidance and thus receives that 
from the teachers after asking32. The first feedback they receive is from the 
teacher student Jonathan, who’s feedback appears to be provided in order 
to encourage the students on their musical pathways. Through the 
analysis of these two events, it appears as though the focus on playing 
(students) and listening (teachers) is central to the discursive constriction 
of ensemble teaching and learning. Following this, the permeating 
autonomy discourse seem to at times form a hindrance to the teaching and 
learning in the ensemble rooms, due to the negotiation with regards to 
positioning as well as the fundamental view of the learning in – and as an 
– ensemble occurs through becoming increasingly autonomous, thus 
acting as a glass wall between what the students require and the –
unspoken – purpose of the education.   

To sum up the construction of the explicit teacher, the teachers inhabit 
positions within the ensemble discourse that can be placed, and traced, to 
the discursive ensemble room as well as the discursive school ensemble 
room. Both positions allow for them to speak knowledgably of as well as 
convey knowledge about the ensemble subject. Thus, their expertise can 
be argued to deploy constructions of truth within the ensemble context 
(cf. Ball, 2012, Foucault, 1970). More specifically, a more explicit teacher 
role allows the teachers to take a more regulating teacher role in the 
discursive ensemble room and thus also be more overt in their feedback 
to the ensembles. In line with Foucauldian analysis, the teachers are 
viewed as brought into being by the knowledge that makes them experts. 
In the context of the present study, this thus entail that the teachers are 

 
32 The more specific musical feedback is not included in the excerpt above due to its length 
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simultaneously brought into being as ensemble teachers and ensemble 
musicians.  

Summary 
In summary of the discursively constructed ensemble teacher, the 
positions available for the teachers appear as implicit and explicit. The 
implicit teacher role entails providing feedback implicitly as opposed to 
openly, where the aim appears as constituting an ensemble situation being 
as close to a perceived ‘real’ ensemble situation as possible. The teacher 
role can be described as de-didacticized (Zandén, 2010), where the ideal 
teacher is constructed as an equal ensemble member in a horizontal 
structure rather than a hierarchic power/knowledge hybrid. The teacher 
is viewed as inhabiting a ‘secret’ in ensemble playing, similar to a ‘master-
apprentice’ (Nielsen & Kvale, 2000; Hanken & Johansen, 2013/2021) 
ideal. The explicit teacher, on the other hand, appears as part of a more 
formal and schoolified, or school-like (cf. Zandén, 2010) structure. In this 
position, the teacher informs the students of relevant feedback and 
explicit structures and regulative framework. Advice is given from an 
explicit teacher’s point of departure, where practice improvisation and 
aural/auditive feedback is provided openly.  

The discursive ensemble student construction 
This section of the chapter will concern the discursive construction of the 
ensemble students. The empirical examples from the field studies 
presented are all interconnected through the discourses which permeates 
the Improvisation ensemble context, and mainly the discourse of 
authenticity. Through this discourse, it is decided what constitutes as 
being ‘real’, authentic and autonomous in this situated context. We can 
also discern a dissemination of discourse that includes balancing the 
shifting power between discourses surrounding the school as educational 
context and performance praxis as external context. 

Rehearsing and performing 
I will now turn to present a few examples of series of events concerning 
rules with regards to how the students can show their autonomy and their 
authenticity through their knowledge about what is viewed legitimate 
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sources of transcripts to utilise within the discursive Improvisation 
ensemble room.  
 
The following excerpt serves as an example of how a dialogue between the 
ensemble students and teachers can contain implicit positioning in 
relation to power between teachers and students, as well as rules 
concerning both what is viewed as legitimate behaviour within ensemble 
practice and praxis.  
 

1. Loa: Excuse me, may I disturb you by asking, fantastic song if you ask  
2. me, love Lush life, but it’s a hell of a lot of chords… 
3. Alan: But that’s fine 
4. Loa: Yes but you’re sat with the mobile have you got some kind of (.)  
5. how? 
6. Annie: Well we’ve kind of come to the conclusion now, ok but we’ll  
7. test this and like that, get to jam it a little, we don’t have it all figured  
8. out  
9: Loa: I see. I think that if I were you I would be very safe and have  
10. paper, because it’s not a ‘jam’ song, it’s so much form and so on 
1: Annie: Yes God yes! 
12. Loa: So shake up some lead sheets later 
13. Singer: Yes well God, we said we would do that for next time.  
(Excerpt 29, observation 1, 2018) 

 
This excerpt illustrates how the ensemble context affects the positioning 
of the students as well as the teacher. Loa’s initial statements (row 1), 
viewed in connection with the next statements (rows 4, 9 & 10), is 
indicative of an implicit ensemble practice and praxis where a legitimate 
score, a lead sheet, is essential. Scores or lyrics on mobile phones or 
‘jamming’ the song is in this context not viewed as in line with the 
regulative discourse. This can be compared to Wallerstedt and Hillman 
(2015) where mobile phone use is described as contextually legitimate as 
long as the use is limited to seeking information about the song. The bass 
player immediately responds to the issue regarding the number of chords 
(row 3) and the singer adds an explanation (row 13) for the lack of lead 
sheet, something that in this context can be interpreted as a negotiation 
of the position as a good ensemble music student.  

Another example that can be viewed in connection to the event above, is 
when the students in the Black coffee ensemble work on the song that they 
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have chosen to play. In the situations described in the next two excerpts, 
the ‘real’ discourse can be traced in statements that concern for example 
policy artefacts such as legitimate sources of information with regards to 
music transcription and notation, as exemplified in the excerpt below.   
 

1. Carla: we just met, we’ve listened to it through twice, but we don’t have 
2. any sheet music or chords, do you have that? 
3. Loa: Yes, it’s in the Real book 
4. Carla: What’s that? 
5. Loa: I can show you, it’s like, there are different Real books that have  
6. lots of jazz standards /…/ 
7. Lars: What key are you playing it in? 
8. Carla: (said in English) Original key 
(Excerpt 30, observation 1, 2018) 
 

The first statements in the excerpt above (see excerpt 30), can be viewed 
as a negotiation in this context, where there is a tacit need for explaining 
the activity in ensemble rehearsal room – listening – as they are not 
rehearsing when the teachers walk in. After this, she says that they “don’t 
have any sheet music or chords” (rows 1 and 2) and asks the teachers if 
they have access to this.  
 
Here, the structure of the ensemble practice appear as that listening is the 
first action in the rehearsal, however, it appears to necessitate negotiation. 
Further, the answer that the teacher Loa gives to the student in relation to 
chords and notation, is “[y]es it’s in the Real book” (row 3). This answer, 
where to find the lead sheet for the song, is a reference to a collection of 
jazz standards called ‘the Real book’. The songs, namely the jazz standards 
(mainly referred to in conversation as ‘standards’) in the Real book in this 
book forms the canon within the genre and is as such an important 
cultural as well as musical reference that the students need to be aware of 
and relate to as (jazz) Improvisation ensemble musicians. However, this 
event is the first and only time during the period for observation that a 
student is not familiar with the reference or, at least, acknowledges this 
unfamiliarity. In the following statements, the teacher Loa gives a brief 
explanation of what the Real book is said in reference to, something that 
could be read as part of the regulative school or educational discourse, 
where the enculturation into the genre involves learning the references 
frequently mentioned and utilised.  
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Further, it would seem as though certain transcriptions appear as 
legitimate in the ensemble playing context, other sources and 
transcriptions are not. The events in different ensembles are viewed as 
linked in a series with a regularity with similar events in other ensembles, 
as in the case of the event above in the Black coffee ensemble and the next 
example, from the Corcovado ensemble. During my second week of 
observations, the teacher Loa discovers that there is something that he 
perceives as not sounding right with regards to the chords that the 
guitarist plays. This exemplifies how the students are expected to behave 
in the ensemble room, in accordance with the regulative ensemble 
discourse. 

1. Loa: (says guitarist’s name) there’s something strange about the chords 
2. on some place you’re sat with your phone scrolling at the same time,  
3. you’re got Mr. X as your guitar teacher? I know he knows this song  
4. backwards and forwards, ask to get a sensible piece of paper, there’s a  
5. Real book transcription. Check that. 
(Excerpt 31, observation 2, 2018) 

In this event, there are two main statements that I wish to draw attention 
to through this analysis. The first is how this constitutes one of the few 
situations during the period for observation where a teacher explicitly tells 
a student that something is not sounding right. A possible reading of the 
event, as well as a possible explanation for the scarcity of similar 
situations, could be the strong ensemble focus on the collective act of 
playing together. This focus on the collective – the ensemble – as opposed 
to the subjective – the individual ensemble student – entails that there is 
a view of ensemble practice as there occurring no individual instrumental 
lessons in ensemble teaching. In the second statement, the teacher Loa 
appears to be displeased with that the student is scrolling on his mobile 
phone at the same time as he is playing (row 2). This is likely to be what 
prompts Loa to ask the student to request “a sensible piece of paper” (row 
4) from his guitar teacher. In this context, what is considered as legitimate 
and “sensible” transcription is the Real book transcription.  
 
To be reading chords on a mobile phone is in this context not viewed as 
part of the ensemble discourse, but rather the student should utilise the 
scores in the source viewed as legitimate within the ensemble education 
context. Due to the repeated occasions that the Real book is referred to, it 
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would appear to be part of the canon and discourse in this ensemble 
educational context. Additionally, the Real book can be viewed as a policy 
artefact (cf. Ball et al., 2012) as well as an artefact relating to the social and 
musical context (cf. DeNora, 2000) within the discursive ensemble 
context. Further, notation is a tool for mediating meaning as well as a tool 
for communication between the teacher and the students (cf. Wallerstedt 
& Pramling, 2015), something which entails that it within the canon and 
discourse of the Improvisation ensemble it is important that the student 
receives the right notation.   
 
With regards to the issue of chords and ensemble rehearsals, another 
event that illustrates this matter is exemplified below (see excerpt 32). The 
event occurs during an ensemble rehearsal in the Lush life ensemble.  

1. Axel: we’re working on understanding the chords, because it’s  
2. different chords in different versions… here it’s in d flat and that’s a bit 
3. problematic 
4. Loa: yeah, right, you usually play it in d flat. Are you playing it in  
5. sounding d flat? 
6. Axel: yes 
7. Loa: should we print (.) that’s the new Real book. That transcription is  
8. very good. 
9. Axel: you get crazy from thinking, there’s so many chords. Well  
10. Lush life it’s not in like 
11. Lars: Yeah you get yourself a walk-through of the keys kind of. We  
12. have saxophone, play the notes in the chords, then you’re pretty busy  
13. (laughs) 
14. Albin: I play more bass bass, then it’s chaos, it’s nice 
15. (The students play the song) 
16. Caroline: where were you going to end? 
17. Albin: it would be kind of cool to continue like this into the verse, is it 
18. doable saxophone kind of … 
19. Caroline: you’re thinking the same as well kind of 
20. Albin: that there’s a bass kind of 
21. Caroline: we can try it. Where do we take it from? 
22.Albin: from where you came in. 
23. (They play the song again)  
(Excerpt 32, observation 2, 2018) 
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In this event, the students appear to be working hard at understanding the 
song they are playing. They have the transcription from the Real book33, 
something that’s noticed by the teachers (row 7). Interesting in this first 
bit of the event, or statements, is that one possible reading of this is that 
Loa stops himself from talking when he discovers that the version that the 
students are working from is from the Real book. This is, within the 
discourse, viewed as a legitimate source of transcription of scores within 
the jazz genre and thus considered the desirable – maybe even 
discursively ‘right’ – transcription to utilise. Furthermore, the students 
play the song in D flat, the key that the teacher Loa tells them that the song 
is most commonly played in. However, D flat is a key which can prove 
complicated for some instruments in the ensemble, thus adding to the 
difficulty of the song.  

Another important factor to highlight in the transcription of this event 
(excerpt 32) is that when the students start discussing how they should 
finish the song, this dialogue does not involve the teachers. It would 
appear as though the teachers approve of the score and the key chosen, 
and consequently choose to listen to the students’ discussion without 
commenting. The students talk between themselves, checking that what 
they want to achieve is possible (row 17-18), and subsequently play the 
song in order to figure things out, thus performing as ensemble music 
students in a legitimate manner. However, the absence of references to 
particular bars in the score is notable in this instance. Through the 
statements in this event (excerpt 32) we can begin to discern a regularity 
of returning events, where the individual students express themselves 
through a discourse where inhabiting the position of good ensemble 
student is in constant negotiation, producing and re-producing a 
discursive authenticity and ‘realness’ in the process.  

The predominant focus in excerpt 32, playing in relation to the negotiation 
of the position as the “good” and knowledgeable ensemble student, is 
linked to the next example (excerpt 33). The dialogue follows a response 
session in an ensemble during their rehearsal. In this event, the central 
activity ”play” appears as something that is put in opposition to “talk”, 

 
33 Real book is a collection of jazz books, with transcriptions of famous jazz songs/tunes.   
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where the activity playing is constructed as one way of becoming a “good” 
student within ensemble education discourse.  

1. Loa: they have focus, they work together, they solve problems ... it’s so 
2. you just  
3. Jonathan34: a lot of play 
4. Loa: exactly 
5. Jonathan: not like all talk 
(Excerpt 33, observation 2, 2018) 

The event (excerpt 33) can be interpreted as that Loa and Jonathan are in 
agreement. However, I would argue that the statements above give voice 
to a juxtaposed, or at least not entirely straightforward, discursive view of 
what is important in ensemble playing in a school context. The statement 
regarding the students’ focus, togetherness, and problem-solving skills 
(row 1) appears to be spoken from an education discourse where 
importance is placed on communication and problem-solving skills above 
the individual instrumental skills. However, the teacher student Jonathan 
responds to, or interprets, Loa’s comment as focused on the activity 
playing, when he responds, “a lot of play” (row 3). Notably, Loa then 
confirm Jonathan’s statement (row 4). The dialogue finishes by Jonathan 
saying, “not like all talk” (row 5).  

What is discerned through analysis, is that the ensemble can be argued to 
be construed as actively musicking in the ensemble rehearsal room. The 
students are singing, playing and talking, in order to describe their 
musical actions. They are hence construing themselves as good ensemble 
musician students, performing the actions of ensemble music students. 
Through the reiterative and performative act of playing, the students can 
thus construct themselves as ‘good’ and ‘authentic’ ensemble music 
students within the context. The students can also be argued to 
predominantly be expressing themselves through a non-technical musical 
vocabulary (cf. Green, 2016), something which in this event appears to be 
premiered by the teachers.  

The Performance trajectory 

 
34 Jonathan is a teacher student, doing his school-based in-service education at Legato school at the 
period for the first part of the observations during 2018. However, he appears in the material very 
little, therefore he is not introduced as thoroughly in this present thesis. 
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We have thus far analysed the rehearsals and the references to the notion 
of ‘real’ and also touched upon legitimate and not legitimate conduct 
within ensemble practice and praxis. We will now move on to performance 
practice and praxis as within the ensemble education. The following 
examples will predominantly refer to performance as an act of music-
making in front of an audience. I would like to emphasise how the teachers 
and students are reacting to the educational setting within which they are 
elemental. When performative actions are conducted with reference to 
gender, this is made clear by the analysis and reference to Butler (1999).  
 
The students have been practising in their respective ensemble groups, to 
then proceed to – as part of the education – practise performing (as seen 
in previous excerpts) for each other, to then subsequently perform in their 
school setting, on a smaller school stage. This trajectory subjects all the 
students to a number of occasions where they have the possibility to 
become educated in ensemble performance. As “musical communication 
in performance in front of an audience” (Skolverket/NAfE, 2011c, my 
translation from Swedish) is part of the National steering documents, 
performance can be argued to form part of the central content for the 
Ensemble courses. Performance as important in ensemble education is in 
line with previous research (cf. Borgström Källén, 2014). However, this 
entails the performance as constructed within the educational regulative 
discourse, or rather, the framework as in accordance with ensemble 
discourse. Performance appears as a reiterative and performative act 
within the context, and as a means through which the students can 
construct themselves as knowing how to perform within the 
Improvisation ensemble discourses.  
 
The framework for the performances in the improvisation class appear to 
consist of a yearly cycle of returning events, where the performances form 
part of these aforementioned events. The framework includes that the 
performances by the students in the improvisation ensemble take place 
within the school, on school premises during school hours, as well as 
outside of the school building and after school hours. This entails that the 
students perform in front of audiences in the school as well as audiences 
in local concert venues – including contexts attracting musicians and 
audiences from all over the world – and that all these performances are 
important parts of regular ensemble practise. These performances are in 
this context viewed as regular events, through their regular occurrence 
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during the academic year. From talking to the teachers and conducting 
the observations, it transpired that lesson content, at least to a certain 
degree, is planned in accordance with when these performances take place 
during the semester.  

An example from this performance trajectory can be found in the next 
excerpt. The students practice for their upcoming performance by 
performing in front of each other in their respective ensemble classroom 
and the rest of the class, including the teachers, walks around to listen to 
the performances. After one of the ensembles have performed, the 
following dialogue takes place (see excerpt 34, below). This excerpt 
exemplifies a number of discursive views in relation to ensemble playing 
and performing, as well as what is aspired to with regards to learning and, 
additionally, is illustrative of a view concerning being a talented musician 
and ensemble music student.      

1. Lars: Nice. Yes, what can we say about this?  
2. : Feedback. 
3. : Do we have some good feedback? 
4. Lars: Groovy I think (.) very groovy 
5. Leonard: Captivating 
6. Lars: What I’m thinking about (to the bass-player) 
7. Levi (bass-player): Yes 
8. Lars: The first song when you play it, then I think that well (.) you  
9. should rhythmise a little bit more (.) you play a lot of long notes (.)  
10. and, I think I wait with saying anything until after the second song,  
11. and then you rhythmise all the time (.) so it’s not that you don’t know 
12. it I would just like you to add in “Lifetime relationship” a little bit  
13. more of that ( … ) 
14. Lars: Aa: but I think that (.) of you play long notes all the time well it’s 
15. like (.) it becomes like a lid in a way if you could get some air into it (.) 
16. make it like in the other song, do you understand? 
17. Levi: Yes 
18. Lars: Find places 
17. Leonard: Funk in the first one too… 
18. Lars: Well just a little bit. So you get a little variation (.) then it will be 
19. even even groovier, you see 
20. Levi: Yes 
21. Lars: Because you’ve got it in you it’s just to try and find good stuff, 
22. out it in [the song]. But otherwise it sounds good.  
(Excerpt 34, observation 7, 2019) 



 

 158 

In the excerpt (excerpt 34), Lars and Leonard first address the whole 
ensemble by referring to the sound as “groovy” and “captivating” (rows 4 
and 5), words indicating that they enjoyed what they heard. Lars then give 
the bass player Levi some feedback with regards to the style and the 
rhythms he plays in the two songs that the ensemble performed. In these 
statements, Lars expresses that the long notes played in the first 
performance became “like a lid” (row 15). However, the next statement in 
connection to this, namely “it’s not that you don’t know it” (row 11), the 
discourse through which this feedback is supplied is of particular interest 
to the present study. Here, a possible interpretation with regards to what 
is perceived as musical talent can be conducted as Lars finishes his 
feedback by concluding that “you’ve got it in you” (row 21). Within this 
event, this collection of statements, the teacher Lars provides students 
with feedback, something which in the ensemble context is expected.  

Moreover, that the ensemble performance takes place in a school context, 
where the school as institution to a certain degree defines ensemble 
discourse, is imperative to this dialogue. There is an educational part to 
this event, where teachers and students are expected to act in certain ways 
in accordance with a school regulatory discourse. However, there is also a 
regulatory discourse with regards to performing including how a musician 
acts and performs. The expression “have got it in you” (row 21), appears 
to be referring to an absolute view of musical talent, seen as inherent to 
the individual (cf. Brändström, 1997). However, what seems to contradict 
this discursive notion is that Lars and Leonard are providing Levi (and the 
other students) with feedback as part of a teaching, or school, discourse. 
This would indicate the view of musical talent as relativistic (Brändström, 
1997). Further, the communicative aspect of the musicality and the 
musicianship implies the presence of a relational (Brändström, 2006; 
Bjerstedt, 2019) aspect as well. Additionally, this could be viewed in 
relation to the Romantic artist, something that is a strong element uniting 
(Western) classical music with jazz and rock myth (cf. Burnard, 2012). 
From a Foucauldian viewpoint, juxtaposing discourses are at play 
simultaneously in this event.  

Based on the above analysis there appear to be a kind of space in-between 
school as context and outside of school as context concerning 
performances, emerging through the trajectory that structures the 
performances. During the period for observation for the present study, the 
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performances seem to serve different purposes and take place in a specific 
order. The first type of performance where the students perform for each 
other, seems to serve the purpose as ‘practice in public’, and both the 
teachers the students give feedback to the performing ensembles. These 
performances take place the week before anyone outside of the 
improvisation ensemble class was going to watch the performance, so fills 
the purpose of practice the performing, or, to music in public, as well as 
practice giving and taking constructive criticism. Then there is one 
performance in the school, on a smaller stage that is always there but not 
always used. This stage can in this context be viewed as a policy artefact 
(Ball et al., 2012a), due to its importance for the lesson content, i.e., the 
teaching is conducted through and on the stage thereby making it a policy 
artefact. Finally, and I use this word not only because it was the last of the 
performances during the period for observation but also because it is 
interpreted as the final performance of that semester (there are other 
performances during the spring semester), there is also a performance at 
a public stage outside of the school. Additionally, there are also occasions 
where students do what is generally referred to as ‘gigs’, i.e., 
performances, where the school or the teachers has been asked if they 
know of any students that can come and perform. These types of 
performances are outside of school hours and generally takes place at a 
local business or restaurant.   

The performances are constructed as central to the lesson content. 
Performing is thus constructed as a pivotal part of the learning content, 
something which is supported by the curricula in ensemble education. 
Additionally, performance is viewed as being – at least part of – what 
motivates the students, as expressed in the next excerpt. 

1. Leonard: I don’t think you need to motivate them. … motivation it’s to, 
2. E:h, they have some performances, that are so to speak ‘at gun point’ 
(…) 
3. that’s motivation, that they’re going to stand on stage. They need to  
4. know… no one wants to make a fool of themselves, everyone want to  
5. know what they are going to play, know their part (…) 
(Excerpt 35, Leonard, Interview, 2019-11-25). 

In this statement, Leonard expresses that performances are part of what 
motivates the students. Moreover, the teachers do not have to motivate 
the students because the performances are viewed as motivation enough. 
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However, it appears as though performances supply opportunities for the 
students that are ‘high stakes’, or, as Leonard expresses it, “at gun point” 
(row 2). In this instance there are a few possible translations. One possible 
interpretation of this expression would be that the performance must be 
‘for real’, because a learning situation (such as a student performance in 
the classroom with no external audience) is not so called ‘high stakes’ 
performance, but rather performances where the students learn to 
perform rather than are there to perform. There appears to be a difference 
between learning to perform and performing as an activity in a non-
educational discursive room, something that is also expressed in 
Leonard’s next statement (row 3). Additionally, he adds “on stage” (row 3 
& 4), as a prerequisite to a motivational performance. Another factor is 
that the students “don’t want to make a fool of themselves” (row 3) and 
they want to know their parts (row 4). These statements point towards a 
discursive construction of the ensemble subject as aiming at making the 
students not only good ensemble students, but also good – i.e., authentic 
– performing ensemble musicians.  

The importance of maintaining an image of being a “good” musician and 
ensemble music student is expressed by the students in the Improvisation 
ensemble, especially in relation to authenticity and performing. One such 
example is how, on the day of a performance, one of the singers has a cold. 
The cold and how it can possibly affect his singing during the performance 
seem to cause him to refer to his cold several times during the ensemble 
rehearsal before it is time to do the sound check on stage.  

1. Luis: … Can I start by saying who I am because then they hear that I am 
2. ill because if I kind of just start to ehem hi we are (makes a cough and 
3. clearing his throat sound on purpose) then they understand that I am 
4. ill then they excuse my (inaudible) if you get a voice fail (inaudible) 
(the ensemble plays the song) 
(…) 
5. Luis (singer): I will, I will just, hi, wait, exc (.) yes hello hello we’re  
6. going to play, wait and then I’m going to cough so they understand that  
7. I’m ill.  
8. Leonard: Should we play it one more time?  
9. Lisette: We’re going to get to sound check eh now. There are only three  
10. microphones on stage so I may sing. And after we have sound checked  
11. you can have one of these (shows Luis) for your vocal cords.  
12. Luis: Wow. 
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13. Lisette: They are really good. They become like a foam. 
14. Luis: Are they from the pharmacy? 
15. Lisette: Ye:s 
16. Luis: (inaudible) I feel like a real singer when you take song medicine  
 (Excerpt 36, observation 3, 2019). 

Here, Luis seems to want to become the presenter of the ensemble, hoping 
that by presenting the ensemble his cold will be obvious to the audience. 
It appears as though Luis wants the audience to notice that he’s got a sore 
throat, he’s even mentioning that he’s planning on coughing (row 2 & 6) 
to make sure that the audience is aware that he’s got a cold, which in turn 
is affecting his singing voice and then also his performance. This 
statement can be viewed as in conjunction with earlier statements such as 
Leonard’s (see excerpt 35), where he expresses that performances are 
motivational through that the students want to know their parts and not 
make a fool out of themselves.  

One possible interpretation of the situation is that Louis does not want to 
‘make a fool out of himself’, to (partly) use Leonard’s words, so as to assure 
himself of not being viewed as a bad singer he is trying to find ways to 
guarantee that the audience knows that his performance is affected by a 
sore throat. He is trying out different strategies in the rehearsal room 
together with his ensemble group, thus also ensuring himself that the rest 
of the group knows what he is going to do and approves. There is also the 
added possibility in this context that Luis wants not just the audience but 
also his ensemble group to be certain of that he is capable of performing 
the songs and has the necessary skills and abilities as a singer and 
ensemble student and, further, ensemble musician. As the situation and 
rehearsal continues, Luis is offered medication by one of the other singers, 
Lisette, something which makes him “feel like a real singer” (row 11). This 
statement can be interpreted as that related to the notion of authenticity, 
and the issue of being positioned as a ‘real’ or ‘authentic’ as a singer, and 
as an ensemble musician (cf. Persson, 2019). Additionally, Lisette can be 
viewed as performing gender (Butler, 1999), in how she takes 
responsibility for Luis’ feeling ill and supplying him with the medicine in 
order to help him through the performance, actions that are in line with 
stereotypical representations of femininity.  

Education trajectory 
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One way of producing and re-producing existing ensemble music and 
ensemble musician discourse concerning what a good ensemble musician 
is and how a good ensemble musician behaves is showcased in one of the 
assignments that the students have during spring semester. This 
assignment is completely devoted to applying to a specialist music college 
(hereafter abbreviated MC) and higher music education (hereafter 
abbreviated HME). As the students spend a few lessons on the 
assignment, it can be viewed as forming a small module within the 
ensemble course. The module  thus consist of a few lessons where the 
students get to practice a song, as individual instrumentalists, as if they 
were applying to one of the specialist music colleges in the country. After 
practising, they perform a practice performance in front of the teachers. 
This assignment is a regular feature of the teaching in the Improvisation 
ensemble and is as such viewed as an event in a series (Foucault, 1970), 
returning regularly which causes an implication of the importance placed 
on the module in the analysis.  

The teachers have, as part of planning the assignment, investigated the 
HME and MC that may be ones that the students will apply to and chosen 
one or two songs for the instrumentalists and at least one song for the 
singers that they have to rehearse and use when applying from the exam 
repertoires published online. To make the experience as close to reality – 
here defined as the situation where the students would be applying to MC 
or HME – as possible, the students are not conducting their practice 
application in their regular ensembles. Lars and Leonard bring in other 
music teachers that form the ensemble group which the students are going 
to instruct and play together with, as part of the ‘application’ process. In 
the lesson when the students go through the motions of performing as 
they would if they apply to a MC or HME, they must act as ensemble 
leaders, therefore instructing the ensemble as if it were an actual exam.  

Before the actual assignment starts, the teachers go through how the 
students should act when they come into the ensemble room and what 
they need to say. As part of the exercise, the students practice how to lead 
an ensemble consisting of musicians that they have never played with 
before. Characteristic ensemble actions that the students need to 
demonstrate are for example what tempo and what kind of style they want, 
how to use their bodies to communicate their musical ideas and how they 
want the song to end. Lars expresses that: 
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1. … it feels like such a good thing that we started with at some point  
2. and have kept because it’s so, well, the students appreciate it a lot and 
3. it feels right to do it as well because this is preparation for higher  
4. studies  
(Excerpt 37, Lars, Interview, 2019-12-02) 

Through this statement, the lesson content is legitimised by its correlation 
to musical canon and discourse, i.e., through the proximity to HME. Lars 
expresses that it is appreciated by the students (row 2) and points out that 
it “feels right” (row 2 & 3) due to the National arts program being a 
preparation for ensuing higher studies, not vocational. Here, as well as in 
other events in the material, there appear to be several discourses at play. 
The importance placed on this assignment is made visible through its 
regular occurrence. It is also legitimised through its connection with 
policy documents and curricula. In addition to this it is also a re-
production of musical canon, one which is arguably vital for the HME 
institutions. In the excerpt below (excerpt 38), it becomes visible that the 
teachers view this assignment almost exclusively as an exercise in 
performance, however, a performance exercise with the purpose of 
training the students in a situation simulating applying to HME. These 
performances, or practice-auditions, are video recorded. Notably, these 
recordings are not utilised as material for assessment of the student’s 
performances. 

1. Lars: No we don’t do that (.) and it’s probably got to do with (.) a little 
2. bit of a lack of time but and that it isn’t anything that we’re going to   
3. assess in that way right. It’s not like this you played badly there, you  
4. played great there. Err but (.) it’s things that you can, that we can have 
5. later, if we are thinking about like a student what do you say to these … 
6. so, it’s a good thing. It’s nothing that’s going to be graded in that way. 
7. Sure, it matters, you get an opinion about how they have worked and so 
8. on, but ah  
(Excerpt 38, Lars, Interview, 2019-12-02) 

These statements seemingly concur in the way that this appears as an 
exercise designed purely for the students to practice performing. 
However, the statement within this event implies that the teachers use this 
material if they are in doubt about the grade for a student (row 3 & 4) and 
also that the students’ performances matter because it gives the teachers 
another point of view with regards to their ensemble playing process (row 
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5 & 6). Although mainly conducive for the student’s practice performance 
skills, the exercise is seemingly additionally used by the teachers as a 
support in the assessment of the student’s individual skills. The exercise 
then appears as though it serves a triple purpose: practice performing; 
practice performing in an HME-application situation; and extra 
information with regards to assessment in the Ensemble course. 

In connection to the event above, the long-standing traditions within jazz 
as genre is in the context of the present study viewed as a discourse that 
partly produces and re-produces the ensemble lessons as well as what is 
viewed as legitimate lesson content and learning objective. However, it 
appears as that it is not only that the students learn about the jazz 
standards through playing them that is important in the context, rather, 
the focus is on the student’s receiving the tools that they need to continue 
developing as musicians.  

The next event (see excerpt 39, below) serves as an insight into how the 
jazz canon and discourse permeates the lesson planning and content in 
the Improvisation ensemble education. The canonical standards and 
discursive traditions within the jazz-genre is thus viewed as legitimate 
lesson content and learning objective in the context of ensemble teaching 
and playing. However, in this statement it appears as though the jazz 
music canon and discourse are interwoven with, even legitimised through, 
an educational discourse.  

1. Err but then there’s a tradition that you have to take in, and lately we  
2. have err gone through well some five six different genres within jazz  
3. then, so to speak, different types that they have just got to do a lesson 
4. and then the next we switch and switch ha, so it’s not been any  
5. demands on that it’s going to result in anything but just that they have 
6. felt them and gone through them and it’s turned out to be a really good 
7. start as well because then you get some of these tools 
(Excerpt 39, Lars, Interview 2019-12-02).  

It is made explicit in the first statement that there is a tradition with 
regards to repertoire that is adhered to in the ensemble education. In 
other words, the repertoire is legitimised through being canon within the 
jazz discourse. As in several other statements, it is expressed in the excerpt 
above that there are no demands on the result (rows 5 & 6) and an 
interpretation of this is a strong educational discourse appearing, where 
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the focus is on the tools which the students can learn through practising 
the various genres within the jazz tradition rather than a focus on 
performance or achievement as is common in the schools today. However, 
the same statement can also be argued to be an example be the opposite. 
That there is no clear demand on the result indicate that the lessons are 
not assessed, or at least not graded in a summative way, something which 
would indicate if not a lack of school discourse, then a partially weaker 
educational discourse in terms of assessment. The performance, or 
performativity, culture (cf. Ball, 2003) is in this event twisted to become 
concerned with the performance within and of a specific musical canon 
and discourse. Furthermore, as I pointed out, it could be viewed as a 
school discourse where the focus is on learning – not assessing – where 
the aim is to educate the students in the various genres within the jazz 
tradition. However, this education is strongly lead by the teachers through 
their knowledge and positions as musicians in the field. In this way, one 
could argue that external context (Ball et al., 2012a) is strongly linked to 
the teachers’ professional culture, within the school context. Additionally, 
although there is no statement regarding which genre the improvisation 
ensemble should contain, nevertheless there seem to be a connection 
between improvisation and the genre jazz as default. However, it seems as 
though improvisation and jazz are interconnected, their connection has 
become a naturalness of desire, through the constants and regularities in 
behaviour (cf. Ball, 2012). The teachers could be argued to perform 
genring (Ellefsen, 2022).  

To sum up this section of text, it appears as important for the students to 
be viewed as ‘good’ ensemble music students, and they negotiate this 
positioning in several ways. Performance praxis plays a part in this as the 
position of ‘real’, as skilled or talented ensemble music student, can be 
achieved through the act of performing musically as well as musicking (cf. 
Small, 1998) performatively (cf. Butler, 1999). Within the notion of 
‘realness’ lies thus a balancing and negotiation between ensemble 
education discourses. The analysis suggests that these discourses are 
more complex than they at first appear. Due to the school as context is 
part of the ensemble education construct, it is not possible to separate 
‘school’ or ‘education’ as notions from Ensemble within this context. 
Rather, it becomes possible to see the presence of several discourses, 
permeating ensemble education.   Within these discourses, performing – 
with regards to assessment et cetera – and performing ‘real’ and 
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‘authentic’ in relation to gender and ensemble music student informs each 
other.  

Listening as musicians 
A skillset that Lars mentions in relation to ensemble playing is listening. 
This is brought up in the interview as well as in the classroom 
observations, which signifies the importance of listening skills and is 
viewed as event series (Foucault, 1970). I understand from conversations 
with the teachers, as well as information from classroom observations, 
that listening skills have previously been practised in the beginning of the 
ensemble lessons. Lars expresses that they previously started the 
ensemble lessons by listening to a song suggested by one of the students. 
The student’s task was then to explain why the song was chosen, where 
the criteria for the song choice is that it contains improvisation.  

Lars says that he thinks that it is very important “that you really get to 
listen to music” (Lars, interview 2019-12-02), however, very little listening 
is conducted in the classroom, as a collective activity, during the 
observation period. One exception to this regularity (Foucault, 1970) with 
regards to lesson content during the period for observation, is when the 
teachers decide to spend most of one lesson listening to music. The lesson 
when this takes place is chronologically the last observed lesson and it is 
the lesson after the students have played a gig – i.e., a public jazz 
performance – outside of the school. The teacher Lars legitimises the 
listening exercise as lesson content by referring to jazz musicians and his 
own experience of studying jazz after upper secondary school, expressing 
that what happens when you go to a folkhögskola35 is that you play a lot 
of music for each other as well as with each other.  (see excerpt 40 below) 

1. Lars: when you talk to jazz musicians that have been active for a long 
2. time they say that 50% of learning this is listening. And then you  
3. think how much listening do we conduct in class. We feel like, we  
4. can’t waste that time because listen is something you can do  
5. yourselves. Err but in some way you want to stress and (.) what’s  
6. happening when you find yourself in a new context 
(Excerpt 40, observation 8, 2019). 

 
35 In English: folk high school. Education that takes place before university level. Can be upper 
secondary level, but also an ‘in-between’ upper secondary and tertiary music education.  
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In the described situation, the ensemble-playing routine is challenged by 
the necessity for students to acquire skills beyond the actual act of playing 
and rehearsing in order to become autonomous ensemble musicians. In 
this case, the focused skill is listening.  

The deviation from the regular ensemble lesson routine is legitimised 
through the connotations between listening and experienced jazz 
musicians (row 1 & 2) and what they describe as learning within the jazz 
canon. However, Lars also legitimises the reasons for not spending time 
listening in class by expressing that they can listen in their own time (row 
4 & 5). This statement ties in with the discourse surrounding the ensemble 
education’s connotation and striving to ‘realness’, or possibly 
‘authenticity’, which entails a view of ensemble education lesson content 
as closely related to the subject’s authenticity.  

Together, these statements form an event series that occur with a certain 
regularity (Foucault, 1970) and thus serve as confirmation of discourse. In 
this event, Lars subsequently proceeds by mentioning life after upper 
secondary school, or “what’s happening when you find yourself in a new 
context” (row 4). This ‘new context’ referred to is HME or MC. Lars’ 
statement is indicative of a legitimisation process of educational lesson 
content – and learning objective – occurring through his position as a 
musician, or rather as a ‘musician-by-proxy’ (Asp, 2015), as part of an 
implicit teacher role and position. However, there appears to be a 
distinctly educational cause for the lesson content, as well as a clear 
learning objective, something which implies that although the 
legitimisation process for the lesson content occurs through references to 
a musical life as external context (cf. Ball et al., 2012a), Lars acts from the 
position of implicit teacher.   

A listening negotiation 
During the period for observation, the primary lesson content and 
learning objective appear as focused predominantly on aspects music-
making as a group activity. This entails that listening as a group activity is 
absent from most of the lesson observations The following two excerpts 
(see excerpts 41 & 42) serves as the only examples of listening as a group 
activity and lesson content in this present study.  
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1. Clara: about this listening thing that we used to do in the  
2. beginning of the lessons, is that totally gone now? 
3. Lars: Yes well we had a discussion about it and (.) we went away with  
4. the experience that we shouldn’t have it (.) 
5. Clara: that was not my experience (of the conversation) 
6. Loa: Can we do it like this, that we take (.) discuss it next Monday,  
7. because me and Lars thought it was a really fun thing (to do) 
8. Clara: yeah sure 
9. Loa: But there were mixed opinions about it, we can maybe talk  
10. about it next Monday and see if we should take it up again, ok? 
(Excerpt 41, observation 1, 2018)  
 

Notably, the negotiation between the teachers and students occurs in 
relation to listening as legitimate lesson content. It seems as though an 
activity in the classroom that deviates from the activity playing 
necessitates negotiation and thus become legitimised through a musician 
perspective and discourse. Further, there are some key statements that I 
wish to clarify in this event. First, listening has previously been an activity 
at the beginning every lesson prior to the start of the observation period. 
However, by the statement (row 1 & 2) we can understand that this 
exercise has ceased to be conducted. Second, it seems as though has been 
a conversation in the whole class with regards to whether they should keep 
this activity or whether they should stop or pause it. As is expressed in the 
event above, Lars and Loa perceived the discussion as having one 
outcome, and the student another, something which implies a certain 
unclarity. However, in an attempt to disentangle the interconnected 
discursive links within this event there are some key elements to consider. 
Firstly, the decision concerning the activity in the classroom appear as in 
need of negotiation; and secondly, that the negotiation seem to involve the 
whole improvisation ensemble class. This is indicative of a democratic 
system of decision-making.  

In order to demonstrate how lesson content is in constant negotiation and 
re-negotiation through discursive action by teachers and students in 
interaction in the improvisation classroom at Legato school, the next 
excerpt serves as an example of how this process of decision-making is 
executed. In this excerpt, the question regarding the listening is brought 
into light – again – in the next ensemble lesson.  
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1. Lars: (…) if it’s something we should bring back then we could vote  
2. about it or look at the interest … generally, is it many that feel like it? 
3. Dina: well if it doesn’t take up too much time of the rehearsal, of the  
4. lesson? If not I think it would be fun 
5. Loa: I think so too that what does it take (.) ten minutes (.) we have a  
6. lesson that is 80 minutes (.) well personally I think that 70 minutes for 
7. rehearsal is quite a lot of time. I think so. Now I said it. Sorry. 
8. Dina: 10 minutes isn’t a lot 
9. Loa: it’s not a lot 
(…) 
10. Lars: Should we check with a show of hands then who is for this? 
(everyone except one student raises their hands in the air) 
11. Lars: It feels like the majority wants this.  
12. Loa: Precisely 
13. Lars: Should we think like that or? 
14. Loa: Again, this is just a thing because it’s fun, there’s nothing in our 
15. steering documents or knowledge criteria or anything that says so we 
16. can’t assess this but I think it’s so much fun to receive impulses I have 
17. gotten loads of ideas through the years when students have played  
18. their stuff for me to me it’s super fun I think we can do it. Should we 
19. start next week already then? Or should we start after Christmas? 
(laughs) 
20. Lars: Next week? After Christmas? Who thinks next week? 
(No one raises their hand, according to my field notes) 
21. Lars: Then we have decided that we start this after Christmas (laughs) 
22. ok good 
23. Loa: Now we have decided after Christmas (laughs) good 
(Excerpt 42, observation 2, 2018) 

This event illustrates how listening is constructed as a legitimate lesson 
content, through a process of negotiation between teachers and students. 
It shows the students as part of the decision making, through the 
democratic process which identifies listening to music as a legitimate 
lesson content. During this process of negotiation, the statements suggest 
that the listening exercise should be conducted under the premise that it 
does not take up too much time (rows 3 - 9). Notably, the decision was not 
made until after this was ascertained, hence perpetuating the discursive 
view of rehearsal time – the activity playing together as an ensemble – as 
central to both students and teachers.  
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In this event, the listening exercise is conducted for “fun” (rows 4, 14 & 
18). The teachers express that they cannot assess the listening exercise due 
to there not being anything explicit in the steering documents or criteria 
for knowledge with regards to listening. It seems as though the exercise is 
legitimised through the connotations to the playing together activity, with 
emphasis on the “fun” and inspirational qualities and characteristics. The 
importance of listening in music education is argued by for example Elliot 
(2009) through the praxial philosophy of music education. Additionally, 
Rinsema (2016, 2021, 2023) argues that it is important to interpret 
popular music creatively, as a creative interpretation has the possibility to 
be explored in a music classroom for a variety of purposes. Rinsema 
(2023) suggests that interpretations when listening also has a value in 
itself, inherently.  

In this event, the students are an active part of the construction of what is 
perceived as legitimate lesson content, and through this process of 
production and re-production of discourse they are also constructing 
themselves, as active subjects, through the performative function of 
language (Foucault, 1996/2002; Besley, 2005).    

Furthermore, the subsequent democratic process of voting, is notable in 
the context of this study is particularly interesting as it is an example of a 
group activity in the ensemble education. The collective, democratic 
decision process is thus viewed as an example of event series and 
regularity and acts as consolidation of discourse. The students are equal 
to the teachers in this decision process. As a pedagogical strategy, it seems 
to hold a democratic intention (cf. Georgii-Hemming & Westwall, 2010) 
and determinations with regards to value – in relation to lesson content 
deviating from the ‘norm’ (cf. Ball, 2012; Foucault, 2007, 1996/2002) are 
worked out as a common activity in the ensemble room (cf. Allsup, 2008). 
Additionally, there seems to exist a shared understanding between the 
teachers and the students with regards to what is perceived as legitimate 
lesson content. This is indicative of a shared professional culture (cf. Ball 
et al., 2012a), which in this event can be argued to include the students.  

Expose your soul 
When conducting the listening exercise, as discussed (in excerpts 41 & 42), 
the teachers start off by introducing these songs, or inspirational 
improvisation music and musicians, themselves. They introduce both 
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songs and musicians as well gives a brief introduction about how it 
inspires them. These introductions contain instrumental-specific details 
they find inspiring as well as personal anecdotes around the music and the 
musicians. When Lars and Leonard have played their examples, they 
subsequently invite the students to play music they in turn are inspired 
by. The teachers stress that the music does not have to be jazz music, and 
it appears as though they would rather see that the focus is on music that 
inspire them. However, when it is the students’ turn to volunteer to play 
music that they are inspired by, there are at first no volunteers. This in 
turn makes Lars exclaim: 

1. Come on now, don’t be shy. It’s just music, play something! (laughs and 
2. turns to me) It’s like exposing your soul a little (laughs a little)  
(Excerpt 43, observation 8, 2019).  

After Lars exclamation, a student comes forward and plugs a device into 
the PA system36 and plays a song, and after that there are no further issues 
getting students to volunteer to walk up to the PA system and play their 
music.  

However, this episode signifies a view of the activity, to play something 
using only audio as opposed to playing a physical instrument, as 
something that one the one hand “is just music” (row 1) but also it is 
viewed as something that is inherently part of them, “their soul” (row 2) 
as Lars expresses it. These statements together can be read as associated 
to the generally accepted view of music being strongly connected to a 
person’s identity (cf. Scheid, 2009, Ståhlhammar, 2000) and how it can 
be used to shape identity (Karlsen, 2011). The listening is occurring within 
the discursive ensemble room and is based on students being prepared to 
display music that is familiar to them, in order to derive musical meaning 
from the music and listening (cf. Green, 2005). It can be argued that the 
students need to be familiar with the music they are listening to in order 
for the exercise to achieve its goal. However, as they are part of the same 
ensemble class they can be viewed as sharing a professional culture (cf. 
Ball et al., 2012a) in relation to the Improvisation ensemble. It is 
important to consider, within this context, that these students repeatedly 
play and sing – perform – with each other and in front of each other as 
well as larger for larger audiences. However, the event is illustrative of 

 
36 Public Address system. Includes microphones, amplifiers, loudspeakers et cetera.  
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how the students still hesitate when asked to perform within a listening 
context, i.e., show the teachers and each other music they find 
inspirational. In this event, the students are constructed as hesitant, in 
relation to the listening assignment and exercise. As the teachers 
introduced the exercise, one possible interpretation of the event is that the 
teachers thus become positioned as ‘masters’ (cf. Nielsen & Kvale, 2000; 
Hanken & Johansen, 2013/2021) as well as teachers. Hence, the students 
are in this event not equal in the power/knowledge relation, as in the 
previous democratic process. Rather, by setting an example and a 
standard in the beginning of the lesson, the teachers positioned 
themselves higher in the power/knowledge (Foucault, 1980) relation, 
something that entails that the students are positioned lower in the 
power-balance within the discourse.   

The absent ensemble music student  
Another factor that informs the ensemble lessons in terms of structure, in 
particular in relation to situations being as close to a perceived ‘for real’ as 
possible, is how student’s presence and absence affects the possibilities for 
this aim to be achieved. The following excerpt from the observation 
transcription depicts a discursive event inasmuch as several implicit as 
well as explicit norms concerning the students’ role in ensemble lessons 
appear. These norms are expressed through the view of what is perceived 
as ‘real’ and what is perceived as ‘not real’ in the improvisation ensemble 
education context in Legato school and thus, in other words, what is ‘real’ 
is then constructed through what is perceived as not ‘real’. This includes 
the situation described below, where teacher Loa’s reaction to there being 
five students absent from this morning’s lesson thus is viewed as part of 
this discursive construction, as this causes the lesson to be not “for real”.  
 

1. Loa: Five [students] missing (.) that’s a bit so-so 
2. Elena: (laughs) Sorry 
3. Loa: Well this is kind of the last rehearsal that you’ve got, because next 
4. Monday you will perform your trio-stuff. So that’s exciting. But you can 
5. do it. But it’s just like it’s a bit shoddy because it’s a lesson that will not 
6. be like for real in certain groups do you get it but we can’t do much  
7. about that.  
(Excerpt 44a, observation 3, 2018) 
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The first statement that I would like to bring attention to, is how Loa 
expresses dissatisfaction with that there are five students absent from the 
lesson. Furthermore, the reason for him expressing that it’s “a bit so-so” 
(row 1) can be interpreted as caused by it being the lesson before the 
students are due to perform their rehearsed songs as ensemble trios. In 
this context, it is particularly interesting that it is stated that the lesson 
will not be “for real” (rows 5 and 6) in certain groups, because of the absent 
students. Thus, one can interpret this as that an implicit goal with the 
lesson and the performance is to mimic the perceived ‘realness’ of an out-
of-school musical context. This entails that what is viewed as discursively 
‘real’, or in other words, legitimate as lesson content, is constructed partly 
through what is not real. In other words, students’ absence leads to 
ensembles being diminished which entails that the ensemble cannot 
rehearse ‘for real’. Therefore, the lesson itself constructed as not ‘for real’. 
The performance opportunity is, additionally, expressed as “exciting” 
(row 4). When put in relation to that the situation – performance – 
necessitates a ‘for real-ness’ we can view performance as “exciting” when 
it’s as close to the ideal “for real” as possible. However, there is no 
mentioning of a solution to the problem of what the absence entails for 
the other ensemble students.  
 
Furthermore, it is not always merely the absence of students that appears 
as problematic in this context. The absence of time allocated to ensemble 
lessons can, in addition, be a cause for concern (see excerpt 44b). Factors 
such as school holidays, projects in other subjects as well as teacher 
education days impact the number of ensemble lessons that the students 
have at their disposal.   
 

(continued from previous excerpt)  
8. You guys we are going to tell you another depressing thing (laughs) 
9. Lee: Oh no! 
10. Loa: It is that we’ve looked over the spring semester me and Lars, I  
11. don’t know if you have done that too. Mondays … now you are going to 
12. hear, eh, if we start from the beginning, then … let’s see where I am  
13. here (quietly) … week four … week two, then you start on a  
14. Wednesday. Week three, then us teachers have a training/education 
15. day, so you don’t have any lessons that day. So your first lesson is  
16. week four then you have five six and seven. Then there are two weeks 
17. when you have your projects week eight and nine, then it’s the sport 
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18. holiday, then we have week eleven, week twelve it’s development  
19. talks37 all day 
20: The whole class (it sounds like): (sighs in unison) 
21. Loa: Then week 13 14 and 15 we have classes, then week 16 it’s Easter 
22. holidays, and week 17 it’s Easter Monday on the Monday 
22. Colin: No, you’re joking 
24. Charlie: Was that eight lessons? 
25. Loa: Nine, in total, so until May we have nine lessons, well Mondays 
26. are hard done by.  
27. Anne: Well this is… 
(Excerpt 44b, observation 3, 2018) 

 
With regards to this event as a whole, there are many statements which 
concern how both teachers as well as students appear to perceive the 
number of lessons as few. The dialogue is prefaced, or initiated, by the 
statement “we are going to tell you another depressing thing…” (row 7), 
something that inherently focuses on the information that is being 
mediated as negative thus constructing part of the discourse. Loa laughs 
at the end of his statement, something which could be interpreted as an 
attempt at being humorous.  
 
However, the statements and expressions, from teachers as well as 
students, that follow this can be read as indicating otherwise. What can 
only be described as ‘a collective sigh’ goes through the room (row 20) 
when Loa has given a brief overview of the first eleven weeks of the next 
semester, an action – or event – that indicates that the students realise 
that although a whole semester may seem like consisting of a lot of time 
to have lessons, the actual opportunities to have ensemble lessons are 
however not as many as it seems due to the circumstances which Loa 
describes.  
 
Ensemble education, including teaching, playing and rehearsing, 
evidently must concur with the framework set by the school as institution. 
However, this entails placing the lessons within the formal education 
context, thus confirming the educational discourse surrounding the 
ensemble lessons. In turn, this implies a school discursive framework that 
permeates and conditions the teaching as well as the planning and content 

 
37 In Swedish: utvecklingssamtal. The function is to talk to the students about their individual 
knowledge development. NAfE describes it as that ”students and their caregivers shall continuously 
receive information about the student’s development” (Skolverket/NAfE, 2023).  
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of the lessons. If an implicit goal with the education in ensemble is to 
create situations that bring the students as close to a perceived ‘for real’ as 
possible, there is a possibility that the framework, or the discourses, that 
surrounds the school as an institution impacts this through events such as 
the one described above and thus brings about a production and 
reproduction of school ensemble discourse.  
 
Concerning the perceived lack of ensemble lessons and the possibility of 
working outside of the regulative school framework and discourse, the 
dialogue continues (see excerpt 44c). Although the dialogue appears at 
first glance seem to be mainly expressed through discourses where school 
or education is central, the ensemble – as subject – is what conditions the 
expressions. The discourses interweave and balances, as though on a 
tipping scale where the discourse in momentary power thus also inhabit 
the power of legitimisation of subject and lesson content. As the excerpt 
below is presenting, the teachers’ and students’ discussion concerns how 
and when rehearsals take place. Interestingly, the extra time for rehearsal 
is suggested to take place both within as well as outside of school hours. 
In addition, a wish for rehearsing during the so called ‘competence 
development day’38 is expressed. This event serves as an example of how 
the discussion is constructed with regards to teacher and student 
dialogue, as well as the implicit discourses through which the statements 
are expressed. 
 

28. Loa: Yes we wanted to stress you out (laughs) a little bit so that you  
29. know how it is …  
30. Lars: We have done a few years so that we’ve had a general rehearsal 
31. as well erm which may be in question this time perhaps 
32. Loa: and then you mean in the evening put in 
33. Lars: yes early afternoon evening err I don’t know if you can of you 
34. interested in that yet but we can think about it. Maybe the week that  
35. you’re going to perform, that Monday or so 
(…) 
36. Emma: How does it work when you put in extra lessons on  
37. development days and so 
38. Loa: that’s a thought. Well, we would really like to do that, it’s not  
39. like, we would like to take you a whole Monday and book the time all  

 
38 In Swedish: kompetensutvecklingsdag. Eng. Translation: Competence development day. The 
teachers have a certain number of days throughout the school year dedicated to competence 
development of some kind, relevant to them (their profession). 
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41. courses would, and then I think that the school leaders they want to 
41. prioritise working with maths, well maybe you don’t have maths, but 
42. you know the more theoretical, it’s usually study workshop time  
43. and hey ho and things like that. But we can investigate that. It’s a  
44. good suggestion 
(Excerpt 44c, observation 3, 2018).    

In these statements, it appears as though there is a wish amongst both 
teachers and students to negotiate a space and time for rehearsal, in order 
to make the performance as contextually real, or authentic, as possible. In 
this scenario, the students – again – inhabit active roles in the negotiation, 
thus partaking in the contextual construction of the ensemble subject. 
Conversely, the first statement in this excerpt concerns the teachers 
wanting to stress the students out, in order for them to know exactly how 
little time they have to achieve their tasks and assignments (rows 28 & 
29). Lars then follows Loa’s statement by expressing himself through the 
discourse of experienced teacher, by mentioning that they have conducted 
the teaching in a certain way for the duration of a few years and that this 
particular method seems to be in question this time as well (rows 30 and 
31). The suggestions with reference to when rehearsals can occur range 
from allocating extra time during days that the students have off school, 
such as afternoons and evenings (row 33) and competence development 
days (rows 36 & 37). 
 
Another interesting statement in this context, is how it is expressed that 
the teachers would like to “take” the students a whole extra day (row 39) 
but that it is perceived as that the school leaders would prefer the students 
to work with other, expressed as more theoretical, subjects (rows 41 – 43).  
As the examples supplied through these first excerpts suggests, it would 
appear as though the notion of ‘real’ and ‘authentic’ plays a significant part 
in the construction and legitimisation of the ensemble subject, with 
regards to production and re-production of discourse in the context of the 
Improvisation ensemble at Legato school.  
 
Another event, in connection to presence and absence in relation to 
performance in the ensemble context, occurs during the fourth 
observation. When preparing for the last rehearsal before they start 
setting up everything on stage (microphones, amplifiers et cetera), Lars 
expresses that “you’re happy for each person who comes in … and doesn’t 
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seem ill” (laughter in the classroom) (transcript from field observation 
recording, observation 4), thus making it transparent that every member 
of an ensemble is important, hence confirming the view expressed in the 
introductory quote to this text through it being repeated, as confirmation 
of discourse. In the Improvisation ensemble education at Legato school, 
what emerges through these events is that it appears to create issues if any 
of the students absent from the ensemble lessons. It would seem as though 
the school as institution and discourse is forming the framework for 
education, i.e., the educational setting and the situated context (cf. Ball et 
al., 2012a). As the ensemble groups vary throughout the school year, some 
of the group constellations are vulnerable with regards to absence. When 
the groups consist of three students in each ensemble for example as they 
do during this particular assignment and performance, the small 
ensemble groups are particularly fractioned when one or more student in 
the same ensemble group is absent. There are consequences for the other 
members of the ensemble if a student is absent, something which appear 
as unique for the ensemble subject. These consequences include missed 
opportunities for assessment, as part of a school discourse, as well as 
missed opportunities for learning and developing as an ensemble student 
and musician, as part of an ensemble-music discourse.  
 
In this context, we can view the excerpt below as an example of how this 
is manifested, as well as how the atmosphere in the classroom is 
constructed by the students and the teachers in interaction, through the 
utilisation of humour as a common denominator.  
 

1. Loa: Then comes the exciting question: which of the groups are intact?  
2. Err it feels as though, let’s see here (.) group (.) now I’m going from the 
3. top of my list, Anna, Albert, Adrian, that’s not going too well  
4. (general laughter in the classroom, as there is only one of the three  
5. students mentioned that is present) 
6. Charlie: Rough start  
(Excerpt 45, observation 4) 

 
In this event, the teacher Loa uses the word “exciting”, something that can 
be interpreted as partly humorous, but also partly truthful. The 
performance of the group as a whole is dependent on that the students are 
present, because otherwise many of the ensembles cannot perform. This 
in turn entails that when one student from an ensemble is missing, the 
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ensemble may not be able to perform unless a teacher or another student 
can step in and cover, thus making for a missed opportunity with regards 
to assessment, for educational purposes, as well as the educational 
experience of the performance.  
 
However, Loa goes through the ensemble groups one by one until he 
comes to one ensemble group where all the students are present in the 
classroom. When this moment occurs, it prompts a “wow” exclamation 
from a student in the classroom. The humorous response to the situations 
that occur resembles ‘banter’ between the teachers and the students and 
could be read as more ‘peer-to-peer’ dialogue that ‘master-apprentice’ 
(Nielsen & Kvale, 2000; Hanken & Johansen, 2013/2021) or teacher-
student’ relations. Further, the observation of the importance of the 
students’ physical presence can be viewed as a wish for the performance 
situation to be as much ‘for real’ as possible within an educational setting.  
 
Students’ presence in rehearsals and ensemble lessons is hence a key 
concern for teachers as well as student. Showing up on time and knowing 
your part is both explicitly and implicitly part of the ensemble and/or 
musicking discourse. Lars tells me in an interview that when a student 
does not attend rehearsal on time, they often phone each other and ask 
why. In a statement he expresses it as that it is “natural that the students 
validate each other’s presence” (Lars, interview 2019-12-02). Here, what 
is perceived as ‘natural’ in this context needs further exploring. That 
something is expressed as ‘natural’ will in the context of this present study 
be viewed as a claim to, or will to, truth (Foucault, 1969/2002).  

Further, as mentioned in relation to the previous excerpt, it appears as 
though the young women in the ensemble groups performs this ‘natural’ 
task. Natural in this event can be argued to hold the position of both a 
collective interest and also a repeated pattern, in this case a gendered and 
performative action (cg. Butler, 1999). This is line with previous studies 
(cf. Ferm Almqvist & Hentschel, 2019, 2021; Hentschel, 2017) where the 
more administrative, or caring (Noddings, 2013), tasks in the ensemble 
practice often fall on the girls or the young women to perform. Thereby, 
this action can be viewed as a gendered action, whereby women can 
perform normative femininity (Butler, 1999). However, these implicit and 
explicit parts of taking part in the discourses of ensemble playing – which 
maybe especially when it comes to being on time and present in classes tie 
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well in with general school and educational discourse and values – seem 
strong enough to bring the students to help each other by coming to 
rehearsals. Moreover, there is no mentioning of the students performing 
the same actions in any other class in the empirical data, suggesting that 
this result is an expression of school ensemble discourse. In the discursive 
ensemble room, one can thus argue that different people inhabit different 
positions and hence have different opportunities to reach the aims and 
purposes of the course. 

The performance event 
The ensemble education in the Improvisation ensemble lessons 
predominantly pivots around how to perform ensemble, within the 
discursive ensemble room as well as position of the authentic ensemble 
student. Throughout the observation period as well as during the analysis 
process, the entanglement of discourses shares core characteristics, thus 
at times proving difficult to separate. However, in line with Foucault 
(1969/2002; 1970) I will in this text present the at times juxtaposing 
discursive views within each statement and event in order to view the 
dissemination of discourse and discursively constructed expressions.    

As the Improvisation ensemble education at Legato school centres around 
rehearsing and performing music that predominantly can be defined as 
within the jazz genre, it is constructed as essential for the students to learn 
performance praxis as part of the education. This becomes evident during 
the period for observation, through a series of events. One such example, 
is when the teachers Lars and Leonard both expresses dissatisfaction with 
the fact that the singers in the ensemble are all using their mobile phones 
in order to view the lyrics (see excerpt 46, below). Through the statements, 
one can gather that having lyrics visibly present on stage does not appear 
as part of the performance canon and discourse. 

1. Lars: Everyone has like a bit of text out but that’s not something you  
2. will have on Thursday?  
3. Leonard: I thought about that too, it’s not that fun and… 
4. Lars: It feels a bit err 
5. Leonard: Stand and look at mobile phones  
(Excerpt 46, observation 7, 2019) 

Through these statements it is made obvious that the teachers view 
knowing the lyrics by heart as part of performance praxis and in addition 
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to this also part of the discourse surrounding being a good musician, from 
which follows a ‘good’ ensemble student. That the teachers know each 
other, and the discourse, well enough to finish each other’s sentences can 
be viewed as yet another consolidation of discourse. Further, that knowing 
the lyrics by heart is an important part of ensemble context and is norm 
in this context, is also mentioned in Zandén (2010), thus suggesting that 
this discourse’s dissemination is wide. However, students’ utilising mobile 
phones as a tool for finding musical notation is not uncommon (cf. 
Wallerstedt & Hillman, 2015), although it would appear as though this is 
a problem in this upper secondary music education context (as previously 
mentioned).  

In the discursive trajectory of performance occasions, this performance 
can be viewed as an event situated in an in-between space: in-between a 
public – outside of school – event and a performance taking place within 
the ensemble groups, within school. As such, it can illustrate how the 
performances gradually moves from the individual – practicing at home 
or in instrumental lessons – to the collective – partaking in ensemble 
lessons and then performing in an ensemble – thus structuring the 
learning process in the ensemble education in this particular context.  
 
This last part of the trajectory, performances occurring outside of school, 
brings me to another complex factor regarding the ensemble education: 
the in-between space that performance discourse, and thus praxis, 
appears to entail. As the students’ performances take place both within 
the school building and school hours and outside of the school building 
and school hours, they can be argued to exist in an in-between space 
between the school context and the external context. The external context 
thus influences the educational context, as well as vice versa. 
Furthermore, as mentioned previously in this chapter, there are 
connotations between being a ‘good’ ensemble student and the notions of 
authenticity and autonomy. In relation to this, the externally situated –
public – performances appear to be viewed as more ‘real’ or ‘authentic’ 
performances due to being more high stakes. When performing, the 
students are generally on stage in their respective ensembles. The teachers 
only substitute if a member of the ensemble performing is not available, 
due to illness for example, but even in these occasions most commonly 
another student. Sometimes the student substituting is ‘on loan’ from 
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another of the ensemble modules. The event below serves as an example 
of a dialogue regarding this. 

1. Lars: Noah, Noah, may I ask you a question? 
2. Noah: Yes 
3. Lars: You can hear her but not me  
4. Noah; Didn’t hear you saying my name 
5. Lars: But can I just ask you a question. If, because Li played piano here 
6. Noah: Aaa  
7. Lars: If you don’t have a piano, it’s going to work as well (.) isn’t it? 
8. Noah: Yes yeah yes it’s just when it’s my solo part, but that’s… 
9. Lars: But that’s just, you can play some, play a terse or a… 
10. Noah: Oh shit do I have to play something else than just bass-notes  
11. that’s a bit more than I signed up for (laughs) 
12. Lars: Well I think that, you have such a complicated form so if we’re  
13. going to put Leonard in the mix I think it’s easily done that it  
14. becomes worse even though he’s really good (laughs). If he can’t be  
15. there when you rehearse, because it’s when they rehearse outside of  
16. (school) he can’t be there (explains to KB). 
(Excerpt 47, observation 7) 

Lars argues that since the students generally rehearse outside of regular 
school hours before a performance, it is difficult for the teachers to take 
part (rows 14-15). Arguably, this entails a further focus on autonomy in 
rehearsal- and ensemble practice. However, Lars’ argument for the 
teacher not to substitute for the missing piano student is conducted 
through the use of humour when he says that the performance may 
become worse if Leonard substitutes for the missing pianist because the 
form of the song is too complicated (rows 12-16). In relation to how to 
replace the missing pianist in the performance, Lars asks the bass-player 
Noah to play notes from the chords such as a terse/third something which 
prompts a humorous response (rows 10-11). The above-described event 
(Foucault, 1970) is connected to other similar events making it a series 
(ibid., 1970). The performances occur at the same time every year, making 
performances not only within the school itself but also outside of school – 
connected to festivals taking place in non-school context – part of lesson 
planning and, moreover, arguably part of the education in ensemble. 
Thus, one could argue that cultural context outside of school and 
educational curricula affect teaching and learning in the improvisation 
ensemble. By aiming at ensemble playing being as ‘natural’ and ‘real’ as 
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possible, school context is being brought outside of school, thus creating 
a sort of in-between space where discourses move, and ideologies can 
play.   

In the case of the rehearsal in the excerpt below, there are two students 
present instead of the expected three students in the My foolish heart 
ensemble. This situation is clearly frustrating one of the students, perhaps 
more so due to this being the last lesson before they are performing their 
songs, as the missing student entails that they are not a full ensemble and 
thus cannot rehearse the song as intended. There being students missing 
from lessons is returning factor, as I have mentioned previously. That it is 
viewed as problematic is in this context perceived as being related to it 
making the practice ‘not for real’. The ensemble education’s strong focus 
on the collective, as opposed to the subjective, is a common denominator 
in this instance. The My foolish heart ensemble had problems with 
absence in the previous rehearsal as well, something which adds to the 
problem and frustration as shown (see excerpt 48). It additionally leads 
to added stress and pressure for the students that are present during the 
rehearsals, due to the focus on the collective – playing together – within 
this ensemble discourse.  
 

1. Loa: And now you are… 
2. Nora: Two  
3. Loa: Because Ted should be here 
4. Nora: No Tina 
5. Loa: Well/yes you’ve had some bad luck here… 
6.Nora: I’m a little cranky, and stressed, as fuuuuuck (expressive) 
7. Loa: But don’t be 
8. Nora: Yeah (sighs) 
9. Loa: Leave that in the corridor and work as efficiently as you … 
(Excerpt 48, observation 3, 2018) 
 

This event serves as an example of what it entails for an ensemble when 
students are absent from their ensemble lessons. The event is illustrative 
of how fragile ensemble practice can be, when one of the students is 
absent. In this event, the students don’t get feedback on anything musical, 
but, rather, receive feedback on how to move on in the situation and do 
what they can to solve the issue. They are expressed to have had “some 
bad luck” (row 5) which reads as though this is not the first time that the 
ensemble has had to practice without all of its members. When one of the 
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girls express that she is very stressed (row 6), she is advised not to be (row 
7). She accepts this notion (row 8) and Loa advises her to “leave that in 
the corridor and work as efficiently as you can” (row 9).  
 
The student in this ensemble expresses that she is very stressed, which is 
in line with a report by Skolverket/NAfE (2019) concerning perceived 
stress in the school setting, where seven out of ten female students declare 
that the feel stressed all the time or most of the time (p. 13). That the 
student is expressing a high level of stress is in this situation not adhered 
to in any major way, but rather smoothed over by asking her to leave her 
emotions in relation to this outside of the ensemble room. Due to many 
students, young women in particular39 (Skolverket/NAfE 2019), 
expressing that they are experiencing a high level of stress and also a 
higher level of pressure and demands from teachers than young men, it is 
interesting from this respect that the reason for the stress is not 
addressed. Neither are tools for handling the stress or pressure expressed. 
This could be due to a discourse where ensemble practice mainly pivots 
around the collective rather than the individual, which would entail a 
different focus. Furthermore, she is asked to “work as efficiently as she 
can” (row 9), which can be viewed in connection to time as a contributing 
factor. It is only one more week of rehearsals before the students are 
expected to perform their songs. Thus, the encouragement from the 
teacher for the student to work efficiently is in line with the focus on 
performance within ensemble playing (cf. Asp, 2015; Borgström Källén; 
2014; Zandén, 2010) as well as the educational performativity culture (cf. 
Ball, 2003) and the demands on assessment (cf. Antonsson, 2022).  
 
The conversation between Loa, Lars and the students in the ensemble 
room does not quite finish there, they continue to talk about the rehearsal 
and the song. This excerpt exemplifies how, within one event, there can 
be several discourses present. In the event below, the discourses that 
become apparent are educational, where the teacher role seems as 
explicit, and the students act within a discourse that seems to premier 
educational performativity (Ball, 2003).  

1. Loa: Have you got a good lead sheet on it? Chords and stuff? Because  
2. then maybe one of us can look in and help and play some chords at  

 
39 In a document from 2019, 7 out of 10 young women at upper secondary education express that 
they are stressed most of the time and/or all the time (NAfE, 2019, p. 13) 
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3. some point 
4. Nora: Yeah… we’ll see if Tina comes, I’m writing with her now… 
5. Loa: Yes 
6. (we move on, through the corridor) 
7. KB: Is it the pianist that’s missing or? 
8. Loa: Yes, well she’s really a singer but I think she’s going to play, yes.  
(Excerpt 49, observation 3, 2018) 

Firstly, Loa asks about the students’ lead sheets, if they have the correct 
material in order to start rehearsal. Here, the role of the teacher is made 
explicit in the regulative school discourse. Next, the student is responding 
to his offer of help by saying that she is texting with the absent student to 
see if she can make it to rehearsal. Conversely, the young woman could be 
argued to be conforming to a performativity culture (Ball, 2003) as she 
listens to the teacher and does what is expected from her. This is also in 
keeping with performing normative femininity (Butler, 1999), where her 
actions could be argued to be actions of performing femininity, as she 
takes the responsibility to get in touch with the missing ensemble 
member.  

This can be viewed as in line with previous research, showing that girls 
often take on the more administrative tasks in a music educational 
ensemble context (cf. Ferm Almqvist, 2019a) as well as tasks related to the 
social environment of the ensemble (Hentschel & Ferm Almqvist, 2021). 
She is, however, not immediately responding ‘yes’ to the offer of help from 
her teacher, but rather she is acting in a way that could be argued originate 
from a discourse embedded in the ensemble subject where it is important 
to be viewed as an autonomous student. There appears to be a 
juxtaposition of discourses permeating this event. Due to the ensemble 
subject’s strong focus on the collective, this event can be viewed as an 
example of the balance between individual – collective that is part of the 
lesson construction. It would seem as though the implicit aim and goal in 
relation to the students to be – or to become – autonomous adds pressure 
on the students and at times prevents them from accepting the help they 
may need in order to continue to improve as ensemble musicians. 

Further, when asked what instrument that the absent student is playing 
Loa answers that “she’s really a singer” (row 8) but that “she’s going to 
play” (row 8) the piano in the context of this ensemble assignment. That 
students do not always play their main instrument in the ensemble is 
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mentioned previously by the teachers. Additionally, they mention that due 
to a shortage of certain instruments – or instrumentalists – sometimes 
one ensemble ‘borrow’ for example a drummer from another ensemble. 
Further, that many girls sing and the lack of boys singing is also expressed 
previously by the teachers. What may be viewed as problematic in this 
event, is that previous research has shown that girls are more likely than 
boys to be the ones not playing their main instruments in the ensemble 
context (Ferm Almqvist, 2019a, 2019b) and thereby they are also not given 
equal opportunities as the boys with regards to showing their skills in the 
ensemble context. Thus, the event can be seen as in keeping with previous 
research – hence forming an event series, in Foucauldian (1970) terms – 
illuminating how ensemble situations can be viewed as an environment 
where enacting stereotypical gendered behaviour is part of the discursive 
construction of the subject and the re-production of discursive norms and 
values. In this context, the stereotypical gender norms affect the 
possibilities that the students have to construct themselves as “good” 
ensemble students. 

Be free but play by the rules  
For the duration of the observations, I present expressions of a discourse 
related to the expectations on the students within the trajectory of relative 
freedom implied within the structure of the Improvisation ensemble 
education at Legato school. Specifically, how students are expected to 
constantly relate their musical actions to tacit norms within the discursive 
ensemble room. It appears as though the students are free; however, the 
freedom is constrained within an at times implicit and at times explicit set 
of rules and regulations. Dependent on the teachers’ professional culture 
and situated context, certain actions are viewed as legitimate and others 
less so. This applies to the policy artefacts (Ball et al., 2012a) utilised as 
well as physical actions and activities conducted in the ensemble room. In 
connection to this, we now turn to the notion of freedom in relation to 
authenticity and autonomy in the Improvisation ensemble.  

The freedom trajectory 
Through examples we conclude that the ensemble subject is pivoting 
around playing and listening as activities in the classroom, making them 
explicit learning objectives. However, we can also view playing and 
listening as tools that the students need in order to achieve something 
else, beyond the skills themselves. So far, what has been touched upon 
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concerns mainly the ensemble subject’s close links to the notion of 
realness. Further, for the subject to be viewed as real or authentic there 
are other parameters to consider. How the students are constructing and 
being constructed in relation to the subject ensemble is one of these. 
Related to this issue, is that during the period for observation the students 
are assigned more individual responsibility as well as group responsibility 
than in the previous semester. The excerpt below serves to exemplify how 
the teachers view the trajectory in the learning process. 

1. Leonard: You control more in year one. Partly because you get a new  
2. group of people that you don’t know as well don’t know what they have 
3. played before. Erm and err then you have like some idea with the song  
4. you have chosen as well what you want them to learn, from it. And then 
5. you want to be part of that process. Then… the longer they have been  
6. doing it the more autonomous they become as well that’s a little bit the  
7. goal too that they can do it themselves take responsibility know what  
8. they have to work on. So you hold a hand over them in year one and  
9. then you let that hand disappear more and more but not completely it’s 
10. naturally you help the ones that need help. Then you have the  
11. connection instrumental teaching ensemble if you have got something 
12. in ensemble that you feel that this is really difficult for me then you  
13. say take it to your instrumental teacher so you can work on it, and  
14. that’s worked really well  
(Excerpt 50, Leonard, interview, 2019-11-25).  

In this statement, Leonard expresses that because the teachers don’t know 
the group when the students first begin the Ensemble courses, something 
that entails a perceived necessity for the teachers to control the learning 
situation more (rows 1 - 5). Further, the teacher decides the repertoire for 
the ensemble dependent on what the students are expected to learn from 
it. This can be viewed as indicative of a rather low level of student control. 
In this context it is also presupposed that the learning involves music as 
an activity, ‘to music’ (Small, 1998), which in this case encompasses the 
skillsets necessary to play and rehearse a song together as an ensemble. 
Leonard expresses that he “wants to be a part of that process” (row 4-5) 
and that “you hold your hand over them” (row 7), statements that on the 
one hand imply a very clear teacher-role although on the other hand being 
part of the process does not necessarily entail the position of a teacher. 
Rather, this indicates a less formal structure. Moreover, he also mentions 
the role of the instrumental teachers, where he encourages students to 
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bring songs from the ensemble lessons to their respective instrumental 
teachers so they can work on the ensemble songs (row 12) in the 
instrumental lessons. Altogether, this event indicatives a developmental 
trajectory where the students initially have less control and less 
autonomy, gradually moving towards greater control and autonomy in the 
later stages of the ensemble education.  

These statements, viewed as singular events in a series (Foucault, 1970), 
altogether seem to be permeated by a discourse that is focused on 
learning. Leonard expresses that they help the students more in year one, 
to the gradually remove themselves bit by bit, something which is 
indicative of a trajectory. To make the students increasingly autonomous, 
and to ascertain that the students leave the school – and the education in 
ensemble – as accomplished ensemble musicians capable to conduct all 
the duties of an ensemble member (row 6 & 7) is described as the goal 
(row 6). However, the character of this aim could be viewed as 
problematic with regards to the division of labour in the ensembles. 
Previous research has shown that when the teacher as absent from the 
classroom, as in the de-didacticized teacher role (cf. Zandén, 2010), boys 
take up more space than girls; and that girls often take the position of the 
administrator (Ferm Almqvist, 2019a; Hentschel & Ferm Almqvist, 2021) 
and more responsibility for the musical whole (Ferm Almqvist, 2019a). In 
other words, gendered structures within the regulative discourse acts as 
one of the reigning temporal power-structures over the positioning in the 
ensemble classroom. Further, it can also be described as ‘gendered 
delineations’ (Green, 2005), where stylised representations of gender (cf. 
Butler, 1999) are produced and reproduced in the ensemble room.  

Free within the boundaries 
Improvisation can be viewed in relation to following – or not following – 
a set of rules, implicit as well as explicit. Hence, it can be described as 
partly free and partly constrained, within the same discourse. These 
perceptions of freedom in relation to implicit and explicit boundaries has 
bearing on the construction of the ensemble student, as it enables and 
legitimises certain activities and construction, and prevents others. Below 
follows an excerpt from an interview with Leonard, concerning the 
relation between improvisation, freedom, and boundaries. 
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1. Jazz improvisation, it is to get this, eh freedom, that you don’t always  
2. have to play what someone else has decided. But you can have the  
3. freedom to create yourself. And (.) also understand that eh  
4. improvisation, even though its’ so to speak free it’s not totally free but 
5. there are certain frames  
(Excerpt 51, Leonard, interview 2019-11-25) 

In this excerpt, Leonard appears to be expressing that there is a 
connection between improvisation and freedom, although freedom is 
mentioned as “freedom within certain frames” (row 4 & 5). The statement 
appears to be pivoting around the two notions of freedom and creating. 
What the “frames” or boundaries that the students need to keep within are 
not explicitly mentioned in relation to freedom in the observation 
material. However, other kinds of frames, such as codes of conduct, 
legitimate repertoire and transcriptions, play an important part within the 
Improvisation ensemble education and can be part of an axiom described 
as that one needs to ‘learn conventions before breaking them’ (cf. 
Hultberg, 2002).  

Another boundary mentioned in relation to what the students need to 
know and keep within, in order to become ‘free’, is music theory. Here, 
there seems to exist a discursive view of music theoretical terminology as 
occurring more ‘natural’, i.e., in the ensemble practice, in the 
improvisation class. 

1. Loa: I experience that when we have impro in third year now, you see, 
2. that maybe not all of them but many of them … they have chosen that 
3. particular ensemble track so there is a larger need to understand the  
4. theoretical side of it. If you’re going to play Lush life, as they did, it’s  
5. hard to do it just by ear you have to follow the musical notation you  
6. have to decipher what a d flat 9 is somewhere you can’t just wail  
7. around it and it’s kind of right … Impro, for my own part, when you  
8. have it [teach the class] it’s fun just because the music theory side  
9. becomes such a natural part of it somehow it there without you having 
10. to have the theory lessons because they need to understand things 
(Excerpt 52, Loa, interview 2018-o5-12) 

As I mentioned above, the view expressed here is that the music 
theoretical terminology somehow becomes “a natural part” (row 9) of the 
ensemble practice, because of the complexity of the chord progression. A 
chord such as “a d flat 9” (Db9) that “you can’t just wail around” (row 6) 
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but need to understand, or, in Loa’s words, decipher, theoretically entails 
a view of the music theory as more naturally occurring. In this statement, 
Loa is arguing that when the students have chosen the improvisation 
ensemble this necessitates a need to “understand the theoretical side of it” 
(row 3 and 4). Altogether, these events seem to be pinpointing a view of 
music theory as more naturally occurring in the improvisation ensemble 
(than other ensembles) where ‘natural’ means occurring in the ensemble 
rehearsal room, not in the music theory room. This is indicative of a 
discursively constructed naturalness, where it is embedded in the 
construction as a constant, a regularity, within the pattern of behaviour 
(cf. Ball, 2012).  

The level of music theoretical understanding as well as instrumental skills, 
entail a view of improvisation, and jazz genre, as challenging. The next 
event serves the purpose of illustrating how the teachers perceive the 
students with regards to music theory and instrumental skills (see excerpt 
51).   

1. Lars: I think many (students, my comment) view it as a challenge,  
2. maybe a big challenge, like well I’ve never done this before but I want 
3. to learn it. That’s how many (students) express it. For some it might be 
4. almost a little err (what) should I say (.) they get in deep over their  
5. heads, they get that feeling in the beginning, but then they get into it  
6. and then, they get motivated to work onwards on their instruments and 
7. learn the coloured chords and all that which they may never have done 
8. before  
(Excerpt 53, Lars, interview 2019-12-02).   

Improvisation is in this statement expressed as challenging, especially in 
the beginning of the course. However, he is stressing the learning aspect 
of the ensemble education through citing students’ opinions. Additionally, 
the statements include how the feeling of being “in deep over their heads” 
(row 4 & 5) is part of what motivates the students to become more 
proficient on their instruments (row 6) and learn for example more 
advanced chords (row 7 & 8). 

In order to show the events as linked, we now move to the next excerpt. In 
this event, the students and the teachers appear as within a horizontal 
power structure, indicating a discursive shift in power.   
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1. Loa: You can hear that there’s a lot of ideas and a lot of fun ideas, I dig 
2. that you also have, it feels as though you have a conscious choice of  
3. sound, that you have a lot of reverb 
4. Julia: we think it’s very fun with reverb! 
5. Loa: that guitar, it’s like a fun vibe of it that’s not the usual jazz guitar 
6. vibe, and I think is a really creative thought. Cool. You’re sure to get  
7. something together really well there. It was so cool as well in one place 
8. (boom boom) nothing else happens and I thought does this feel it’s  
9. empty but at the same time it’s cool that it’s like that 
10. Lars: it really is 
11. Julia: it’s in 4/4 but we play it in 6/8 
12. Loa: and you play it in C instead. And then there’s (.) just saying (.)  
13. there’s a rather cliché re-harmonisation that you often do on it here 
14. (plays and shows) it’s a bit of a cliché but it’s nice actually. It’s like a b 
15. with a c in the bass, then you go up and it becomes like a suspension 
16. there in the chord. Can have fun with it 
(Excerpt 54, observation 2, 2018) 

Although the teacher shows possible chords and acts as expert, it appears 
to occur in consonance with the students. In this event, there appears to 
be positive connotations to having “a lot of ideas” and “fun ideas” (row 1) 
in particular. This is maybe additionally connected to the reverb idea, that 
it is viewed as fun in this context as it is not the most commonly used 
sound effect in the traditional jazz genre repertoire. That the students 
appear to have a “conscious choice of sound (row 2 & 3) is also pointed 
out, connected to the use of reverb. The student comments that they think 
“it’s fun with reverb” (row 4), something which puts the word fun as the 
operative word so far in the dialogue. Further, the next statement, the “fun 
vibe” of the guitar is not the “usual jazz guitar vibe” (row 5) leads to the 
next statement, that it “is a creative thought” (row 6). The next comment 
on the song is that it, in one place the arrangement, is a bit empty. 
However, the decision lands on that “it’s cool that it’s like that” (row 9) 
and this get an affirmative response from Lars as well (row 10). Arguably, 
the students have made two rather bold choices by using the reverb effect 
in the way that they do as well as a different guitar sound than what is 
commonly used in the tradition jazz genre. This can be viewed as part of 
an exploration of their ensemble identity (cf. Karlsen 2011). However, this 
is viewed as creative and fun. A possible interpretation of the statements 
within this event, the operative word within the discourse is “conscious”. 
The students made their choices consciously, thus displaying their 
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awareness of the norms and rules within the tradition, thus knowing the 
conventions before they break them (cf. Hultberg, 2002). As the students 
show familiarity with the genre conventions, they are hence allowed 
freedom within the discursive boundaries. This event can also be viewed 
as connected to the students’ relation to the inter-sonic meanings of the 
instruments (cf. Green, 2016) as cultural – and discursive – constructs.  

Furthermore, although the word “cliché” (row 13) may be more closely 
connected with a negative position, in the context of the excerpt above, it 
is however positioned as nice (row 14) although it is stressed that it is 
cliché. When the teacher shows this re-harmonisation, he does so whilst 
using music theoretical terminology, which does seem to appear at point 
in the observed lessons. However, this type of terminology is often utilised 
when speaking of very specific musical events, such as for example this re-
harmonisation that creates a suspension in the chords (row 15 and 16). 
The events that necessitate music theoretical terminology can thus be 
viewed as event series, returning with a certain regularity in the data 
production.  

These events above create an event series, for a number of reasons. Both 
events and the statements within them, concern how the students relate 
to the implicit rules and framework that jazz improvisation entails. 
However, what seem to permeate the statements is a view of the rules and 
the framework as partly implicit but yet motivating. The complex chords 
and harmonies that characterize the genre is part of what Lars expresses 
as a motivation for the students. This, again, relates back to the notion of 
freedom within certain frames or boundaries.  

Autonomy and authenticity 
The notions of authenticity and autonomy appear as central to both the 
rehearsal and performance trajectory, and thus the construction of the 
ensemble student. What is perceived as freedom seem to permeate actions 
within and outside of the discursive ensemble room. Hence, I now wish to 
proceed by exploring how this can be manifested. That autonomy is 
assigned a high value is expressed both implicit through the structure of 
the ensemble course – the trajectory leading from more teacher-led 
activities in the classroom to predominantly student-led activities in the 
classroom – as well as explicit through statements and events. In the 
extract below, the following conversation between the teachers Lars and 
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Leonard occurs the moment before the students are going to split up into 
their individual ensembles and start their rehearsals.  

1. Lars: Yes err (2) how many of you or which groups feel like you’re in a 
2. great need of (.) help right away? (4) a:: we’re probably not needed  
3. Leonard 
4. Leonard: No: 
5. Lars: We’ve done a good job 
6. Leonard: We’ve done a good job, [they are] autonomous 
7. Lars: Exactly  
(Excerpt 55, observation 5, 2019) 

The event above shown how the teachers express that they have “done a 
good job” (row 5) because the students are autonomous (row 6). Even if 
this is said with some humour, it is a statement and as such still viewed an 
expression of discourse. Autonomy and authenticity are, as previously 
mentioned, central in the ensemble rooms. They are, through events such 
as this, perpetuated as apparent ‘truths’, and delineations that are taken-
for-granted (cf. Green, 2005) within the ensemble education context.  

Authenticity 
With a view to explore the notion of authenticity in the classroom, we now 
shift focus slightly as we continue the analysis process. For the whole 
duration of the observations, every lesson has an activity where the 
teachers go between the ensemble rooms in order to give feedback to the 
respective ensemble groups. So, in keeping with the structure of events, 
when we are finished in the ensemble room with one ensemble, we walk 
through the corridors yet again towards the next ensemble. In order to 
illustrate the event series and how they are linked in regularity (Foucault, 
1970), exemplifies how there appears to be a balance between following 
implicit as well as explicit rules within the ensemble room.  

1. Loa: (…) it’s a fantastically beautiful song, spontaneously I think that 2. 
a challenge to solve with it is that you want to play Misty because it is  
3. so nice and beautiful as it is, on the one hand, on the other hand you  
4. want to make the song your own, in a way without violating it do you  
5. understand what I mean so it is like a balance there do you understand 
6. what I mean? (…) what is our thing there  
(Excerpt 56, observation 1, 2018) 
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Here, a possible reading and interpretation of the event would be that 
there are certain rules and standards to be followed in the jazz tradition 
as practice. The students are expected to make the song their own, 
however, not too much. Keeping within the rules and the boundaries set 
by the regulative jazz discourse whilst simultaneously be creative and 
making the song “your own” appear as a complex problem which the 
students face. They are challenged by that they have chosen a “nice and 
beautiful” song, although this proposes a problem when they need to keep 
within the framework of the genre whilst also showing that they are 
capable of making the song their own. Here, it is expressed through a 
discursive view of the students essentially needing to perform a balance 
act between their own musical creativity and the – implicit – regulative 
framework that the – jazz – standards played in the ensemble context re-
produce. It is thus expressed as a ‘will to truth’ (Foucault, 1970). 
Moreover, Loa’s statement towards the end of the excerpt implies that 
there is a requirement that the students find something that they can 
make theirs, that is perhaps unique to their version or interpretation of 
the song. This seems to imply a rather complex entanglement for the 
student – to keep within the rules (and show respect for the song, genre, 
and teacher) but to also find something unique that shows their musical 
skills off.  

In connection to this issue of showing uniqueness as well as keeping 
within the discursive framework of the Improvisation ensemble, the next 
excerpt is chosen to exemplify how this can be spoken about in the 
introductory part of the ensemble lessons. As I described previously, the 
first part of the ensemble lesson is generally used by the teachers to check 
how many students are present and information regarding upcoming 
performances as well as general course information. This includes what 
the rest of the semester and the following semester constitutes. In the 
event below, the students’ next project is the topic of conversation. In this 
project, they will be required to choose their own songs to rehearse. The 
excerpt begins straight after the students express that they want to know 
their new ensemble groups as the ensemble group construction is still the 
teachers’ decision. In the event below it appears as though there is a 
conflict between a discourse premiering uniqueness and autonomy and 
the discourse premiering collective togetherness. 
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1. I think like this, err that (.) if you (.) if you (.) show the groups now then 
2. (.) then the free choice somehow (.) I would like you to first think of  
3. something that you would like to do err and then you can compromise 
4. a little bit (.) (…) But if we out the groups together now then it’s like (.) 
5. well then you’re affected directly by everyone else that much that you  
6. might lose your own. I would like that (.) that you improvise over  
7. something that you (.) get feeling over 
(Excerpt 57, observation 8, 2019) 

Through this event, we can discern an unwillingness to share the new 
group constellations. This unwillingness appears as due to a risk of the 
individual uniqueness of each student being affected negatively by the 
ensemble collective. This can be read as connected to the discourse of 
autonomy previously discussed. Within this discourse, it lies implicit that 
the uniqueness is viewed as inherent although it simultaneously can be 
affected by external factors.   

Summary 
In summary of the discursively constructed ensemble student, there are 
several characteristics that can be discerned.  

The students are constructed in relation to the ensemble, and as such they 
are confirmed within a Play, not talk discourse that premieres 
musicianship and to music as an activity. They are rehearsing and 
performing in accordance with regulative jazz discourse, where certain – 
implicit as well as explicit – rules apply, viewed in this context as condition 
of possibility (Foucault, 1970). Further, performance appear as a 
trajectory, through individual practice, then rehearse as an ensemble, 
then perform for each other in their respective ensembles, to then perform 
in front of an audience in a school setting and then finally perform in front 
of an external audience. As these rehearsals and performances occur 
within an educational context, the issue of absence from lessons as well as 
from performances is viewed as problematic in relation to assessment. 
Further, the students are also expected to perform within the Real and 
authentic discourse in conjunction with emerging as ‘real’, authentic and 
autonomous Ensemble students. 

Listening is viewed as a lesson content that appears as in need of 
negotiation, something that can be viewed in relation to it being the only 
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lesson content that does not explicitly have music as an activity in the 
centre. Listening is legitimized through connotations with musicianship 
(cf. Ellefsen, 2014), and we can compare it to ‘listenership’ (Elliot, 2009). 
Teachers provide the ‘selected recordings’ (ibid.) for listening, although 
the perceived links between ‘the (students’) soul’ and identity (cf. Scheid, 
2010; Ståhlhammar, 2000) and providing a musical example for listening 
appears as becoming too personal in the context and thus acts as a 
‘stumbling block’ (Ball, 2012).  

Authenticity and autonomy appear as pivotal to the construction of the 
ensemble student (cf. Asp, 2015). As ‘good’ ensemble students they are 
expected to navigate the regulatory framework between being free but 
playing by the rules. As such, they necessarily need to embody the ability 
to be creative musicians in their improvisations whilst ascertaining that 
their musical actions are within the regulative discourse. Further, the 
students are thus expected to perform in relation to norm (Foucault, 
1996/2002), make adjustments within this regularity (Foucault, 1970) to 
emerge as knowledgeable within a Free but play by the rules discourse.  

Summary of results and analysis: Ensemble 
In summary, there appears to be four key discourses permeating the 
ensemble education. Play, not talk; End in itself; Free but play by the 
rules; and Real and authentic.  
 
Within the Play, not talk discourse the focus is predominantly on ‘to 
music’ as a verb (cf. Small, 1998). Ensemble as a subject in school emerges 
in the analysis in the second discourse, an End in itself, as something that 
entails inherent value with no need for legitimisation. The third discourse 
is the Free but play by the rules discourse, where a view of freedom is 
viewed as relative within the regulative canon and discourse. The fourth 
discourse is the Real and authentic discourse. Here, the subject Music is 
connected to the students emerging as ‘real’, authentic and autonomous 
Ensemble students. Within this discourse, school is not viewed as ‘real’, in 
other words, the external context (Ball et al., 2012) is constructed as the 
reality towards which the education implicitly aims.  
 
The positions available for the teachers appear as implicit and explicit, 
where the implicit teacher role can be described as de-didacticized 
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(Zandén, 2010), and the explicit teacher role emerges as the product of a 
formal and ‘schoolified’ structure.  

The students are constructed in relation to the ensemble, and as such they 
are confirmed within the regulative (jazz) ensemble discourse, rehearsing 
and performing in an educational trajectory. As rehearsals and 
performances occur within an educational context, the issue of absence 
from lessons and performances can be problematized due to the occasion 
also serving as an opportunity for assessment. Listening as lesson content 
appears as in negotiation, and as legitimized through connotations with 
musicianship, and thus comparable to ‘listenership’ (Elliot, 2009). Lastly, 
authenticity and autonomy appear as central with regards to the 
construction of the ensemble student and in relation to this also embody 
the necessary abilities in order to become free and autonomous.    
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Results and analysis: Music theory and 
aural skills 
 
Linnéa: …like I said, it’s fun as well, because you understand the theory 
behind … 
Liv: Behind the scenes of the notes, kind of  
 
The quote from my interview with the two students Linnéa and Liv is 
chosen to start this chapter by reason of what is captured by them in this 
statement. As their statement exemplifies, what the students in the 
present study appreciate about the subject music theory is that they get to 
go “behind the scenes”, implying that they – through music theory – reach 
another aspect of their music education. This view, of music theory as ‘the 
theory behind’ music, is something which will be further explored 
throughout this chapter by viewing the construction and legitimisation of 
the subject as well as what this entails for the construction of the teacher 
and the students.  

These initial sections serve as an introduction to the Music theory 
teaching at Legato school, with particular focus on the Interval teaching 
(for further reading concerning the selection of milieus, see p. 77 and 
onwards). As such, they are not to be viewed as an introduction to how 
music theory is taught in general or other Upper secondary schools.  
However, there will be similarities between the teaching and its structure 
between Legato school and other schools with the National Arts 
programme with music orientation. In the course Aural skills and music 
theory, previous research has shown that musical examples in the 
classroom predominantly are treated and utilised as separate units (cf. 
Rudbäck, 2020; Zimmerman Nilsson, 2009). These results can be viewed 
in contrast to the ensemble course. It is, as similar to the results and 
analysis chapter concerning ensemble education, important to keep in 
mind the role of the school as the primary educational context and 
background to Music theory as a subject.  
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The discursively constructed Interval 
This section of the text concerns the construction of the subject Music 
theory, as represented by the Interval classes in the course Aural skills and 
music theory at Legato school. As previously mentioned, the school as 
institution forms the background to – as well as the framework for – this 
present study. During the observations of the Interval module in the 
course Aural skills and music theory lessons at Legato school, education 
appears as regulative in the empirical data with regards to the 
construction of the subject and as such permeates both its 
decontextualization as well as the perception of knowledge in interval as 
visual and knowledge in interval as aural.   

In the following section of text, are several sequences which are linked 
together, viewed in present study as events in a series (Foucault, 1970), 
through use of for example language and teaching methods. However, 
they are not examples of a homogenous discourse, as there are also 
examples of contradictions. These contradictions necessarily show the 
complexity of the discourses at play simultaneously in the classroom. 
Following Foucault (1969/2002; 1970), contradictions and juxtapositions 
are part of discourse, and they can as such be present within the same 
statements and events. In the context of the present study, the Interval 
lessons are hence viewed as discursively constructed, and through the 
analysis of the events and their regularity we can discern the discursive 
construction of the subject as well as the power/knowledge (Foucault, 
1980) relations and discourses that are operating within the classroom.   

The structure of the lessons themselves with an introduction by the 
teacher followed by the students working individually, or in pairs helping 
each other, on exercises in their interval compendiums sitting at their 
tables, is similar every week. The placement of the tables differs one day 
when they walk into the classroom, although this does not cause any 
concern of confusion, but rather the students just go to the tables and 
chairs and available to them. This can be interpreted as that the placing of 
the desks are not seen as important by either the teacher Lars or the 
students, they are only a means to an end. The structure of the lessons 
being similar, together with the students sitting down at tables working 
during the lessons can be viewed as part of the subject’s schoolification 
(Lundin, 2018). 
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The discursive classroom 
The course Aural skills and music theory40 is one of the mandatory courses 
within the National Arts programme with music orientation. It is the only 
Music theory course that is mandatory for all students to take. The course 
is 100 hours long, and during the period for observation it is taught in the 
whole of the first year of the students’ upper secondary school studies.   

The lessons take place mid-morning, the lesson before the students go on 
their lunch breaks.  The lessons in Interval are conducted in accordance 
with a structure which can be recognised from lessons in other subjects, 
such as history, geography, and visual arts lessons et cetera, where an 
introduction by the teacher is followed by the students working 
individually. In the case of the interval lessons, the individual work that 
the students conduct is mainly exercises in their interval compendium as 
well as aural listening exercises in the music software on their individual 
laptops.  

The classroom 
The classroom that is used for Interval teaching is quite spacious and is 
predominantly furnished with tables and chairs. It has big windows all 
along one side of it and often no one turns on the lights in the classroom 
but rather uses the natural light. That the classroom once used to be two 
classrooms can be seen by that it has two doors from the corridor leading 
into it, although only one door is used by the teacher and students. The 
classroom also has a whiteboard with staves for musical notation in one 
end of the classroom, on one side, but the big whiteboard that is being 
used by Lars does not have any staves for musical notation. This is 
something that Lars points out several times during the course of the 
semester, since he repeatedly during his introductions has to draw up new 

 
40 Similar to Rudbäck (2020) I view aural skills, in Swedish gehör or gehörslära, as not defined as 
playing by ear but rather also encompassing aural skills as a discipline, a subject, as something that 
can be taught. In Swedish Upper Secondary school, the subject Aural skills and music theory (Gehörs- 
och musiklära) is the subject where students get taught just that – aural skills and music theory. 
However, the subject is less concerned with music theory as analytical systems but more with basic 
music theory terminology and concepts as well as system(s) for notation. Worth noting in this context 
is that NAfE/Skolverket (2022), have translated the name of the course to “Pitch and music theory”. 
However, I have chosen to use the same terminology in this respect as Rudbäck (2020) as Aural skills 
appear to me as encompassing a broader skill set than the slightly narrower word and concept ‘pitch’.  
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staves in order to show, draw and write examples on the whiteboard. On 
the right-hand side of the whiteboard there is a digital piano, which is used 
by both teachers and sometimes students during the classes. There is also 
an acoustic piano placed at the back of the room, although this is almost 
exclusively used by students during the short breaks Lars gives his 
students once every lesson.  

The digital piano is used frequently, possibly because it has the advantage 
of that the volume can be adjusted up by a teacher to show or exemplify 
something when he goes through something in the beginning of the 
lesson, or down by students who just wants to play and listen to an interval 
when doing tasks in the interval compendium without disturbing anyone 
else’s work. The compendium consists of a collection of work sheets 
stapled together, with exercises for the students to fill in. These in turn 
consist of exercises made up partly by Lars and partly by a teacher who 
has taught the module previously, as well as former teacher students. 
During the course of the semester the teacher Lars orders several mini-
keyboards and headphones to use, in addition to the interval 
compendium, in his music theory teaching.    

The way that the furniture, the desks, and chairs that the students use, in 
the classroom is set up changes during the semester. When the desks and 
chairs are in a different placement than the week before, neither teacher 
nor students seem to mind. The students can choose to sit where they want 
in the classroom. The Interval classroom setup itself enables the students 
to work in pairs or in small groups, something that is very prevalent 
during the time of the study. This is due to a significant factor, namely that 
the classroom has a traditional classroom setup with tables and chairs. 
The students are predominantly working in their interval compendiums 
or the music software on their laptops and the only instruments used are 
the mini keyboards during the latter part of the semester or the digital 
piano, with low volume, which enables the students to work in pairs easily, 
since the volume in the classroom is relatively low.  

As the only instruments available in the classroom being pianos, and later 
on in the semester mini keyboards, only the students who has piano as 
their first instrument has access to their main instrument in the classroom 
situation. One possible outcome of this is that it does not enable a 
contextualisation of how music theory relates to music – or ensemble and 
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instrumental playing – as readily available to all students. This can in turn 
be argued to affect how well the students will be able to quickly recognise 
the intervals, due to the difference in sound and timbre that their 
respective instruments have, when for example learning to recognise the 
auditive characteristics of an interval et cetera.  

During the beginning of the period for data collection Lars supervises, or 
mentors, a teacher student, Johan, conducting his school-based in-service 
education at Legato school. During this segment within the teacher 
education, the student gets tutored in order to link theory with practice in 
a school. As part of his school-based in-service education, Johan practices 
teaching by both doing the introductions to the lessons and helps students 
individually when they are working after the introductions. He also works 
as a substitute teacher for Lars when he is away one of the lessons. 
Throughout the period for data collection both Lars and Johan are 
observed doing introductions as well as other parts of teaching. This 
enables an analysis of how the subjects’ construction and legitimation are 
produced and reproduced in the specific educational context of this 
classroom.  

Planning and content of Aural skills and music theory 1 
At Legato school, the first year of the course Aural skills and music theory 
is divided into four areas: Intervals, Chords, Circle of fifths and Rhythm. 
The division has been made by the teachers themselves. The course Aural 
skills and music theory 1 at Legato school is at the time of the study taught 
by four teachers, at the same position in the timetable. Since the National 
Arts program with music orientation at Legato school have two parallel 
classes (Mu1a and Mu1b), each consisting of circa 30 students, the 
teachers have divided the two music classes into four groups of students 
simply by dividing the class register of each class in half. Each group 
therefore consist of circa 15 students. For the first weeks of the semester, 
or the first block of teaching, the groups all have what the teachers call ‘a 
foundation course’ in music theory after which the groups all start on one 
of the four different areas of study. This means that the four groups have 
lessons in one area of study, for example Interval, for the duration of four 
consecutive weeks. They then have a test on that area before they switch 
and go on to the next area of study (see example 1. Note that the order of 
the structure is different for all groups after the introductory course).  
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Example 1. Structure of the Music theory and aural skills course 

Foundation course – Interval (4 weeks teaching + 1 week test) – Chords 
(4 weeks teaching + 1 week test) – Circle of fifths (4 weeks teaching + 1 
week test) – Rhythm (4 weeks teaching + 1 week test) 

All groups will at the end of the year have gone through the different areas 
once but in a different order, and then have a final exam on all areas. 
Because the teaching is structured this way, the groups of students have 
the modules, or areas of study, in different order. Every one of the teachers 
are hence individually responsible for the teaching of one of the different 
areas. The teacher participating in the present study, Lars, teaches 
Interval. Because of the structure of the course and modules within the 
course, no other teacher or group is part of the observation or study. 

In order to receive the grade E to pass this area of study, or any of the 
other areas of study, the students need to practice aural listening skills a 
minimum of 20 minutes every week in a music software on their 
individual laptops, in addition to studying during the lessons. The 
application is set up to give the teacher access to viewing the activities 
logged for every individual student; what exercises the student does in the 
software, including for how long the student is logged in, what intervals 
the student has been practising as well as how many right and wrong 
answers and what these answers concerned.  

This feature of the software entails that the teacher Lars can easily check 
whether students have done their aural listening exercises and also find 
out if students find anything in particular with regards to the aural 
listening practice of interval difficult. This then allows for an opportunity 
to address this to the group as a whole, if the issue is general, or address 
it with an individual student, if this is the case. Thus, the software 
simultaneously provides a means of control in terms of assessment 
technologies and measurement, and also provides a tool for a more 
formative assessment. Hence, it is a means for ascertaining that students 
have comprehended intervals to the level that is expected, and that 
students hold the necessary knowledge to complete the tasks and 
exercises within the module as well as in order to pass the test at the end 
of the four weeks of classes. Further, at the end of the academic year the 
students take their main music theory and aural skills exam which 
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encompasses all of the different areas of study. If a student does not meet 
the target for receiving a pass in a specific area – for example intervals – 
the teachers make an assessment based not only on the end of year exam, 
but also take into consideration the test on the individual module in 
question earlier in the year. If the student has received a pass on the 
individual module test, the student will receive a pass in the end of year 
exam as well. These assessments can be viewed as ‘specific rituals of truth’ 
within educational context, i.e., measurement (cf. Ball, 2012).  

A decontextualised Interval 
A regularly occurring theme for the duration of the observations is how 
Interval is continuously decontextualised, in other words “abstracted of 
the action” (Small, 1998, p. 2) musicking. The decontextualization is 
visible in policy artefacts (Ball et al., 2012a) as well as methods for 
teaching and learning in the classroom. 

Study in the compendium 
The first observed lesson in Aural skills and music theory, is the first 
lesson to take place after the initial foundation course. In this first lesson, 
all groups first gather in a big classroom with all the teachers, before they 
split into their different groups and follow the teachers to their respective 
classrooms where the lessons will take place. I follow the teacher Lars and 
the first group of students that are going to take Interval as their first 
module. As soon as all students are sat down in the seats of their choice, 
the teacher Lars checks the class register and takes attendance. After this 
has taken place, the teacher student Johan takes over the lesson and holds 
the introduction. During the observations, every lesson in Interval begins 
this way, thus forming a regularity of events (Foucault, 1970). 
Additionally, this forms part of the written discourse within education 
that surrounds and permeates the subject and the course.  

Johan’s introduction concerns what constitute intervals. Hence, his first 
question to the class is if anyone knows what an interval is. When a 
student answers, “distance between the notes”, he asks the student to give 
an example of an interval to which the student answers “a fifth can be 
between C and G”. Johan goes on to give some examples of intervals by 
asking the students questions until he becomes aware of that all the 
answers to his questions can be found in the compendium the students 
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have in front of them. This event causes a few giggles amongst the students 
in the classroom.  

The interval compendium is distributed to all the students in the group at 
the beginning of every first lesson in the module. It is hence one of the first 
classroom activities in the module Interval. Johan’s answers throughout 
the introduction are continuously referring to the interval compendium, 
using expressions such as “as you can see in the compendium”. The 
Interval compendium consist of several A4 pages stapled together 
containing written exercises regarding intervals and is utilised every 
lesson throughout the observation period. The only exception is the last 
lesson in every lesson cycle when they have a test on the module. The 
interval compendium contains explanations of music theoretical 
concepts, relevant for the subject’s focus, as well as exercises where the 
students practice identifying and writing intervals. In the context of 
present study, it is thus viewed as a policy artefact insofar that it is a 
discursive artefact that carries with it sets of beliefs and meanings (Ball et 
al., 2012) about the subject. The tables and chairs, and all furniture in the 
classroom can additionally be viewed as artefacts in the meaning that they 
regulation, the way they are integrated into the situated school context 
and thus structures both use and users (cf. DeNora, 2000). Further, the 
interval compendium and the activity working in the compendium, can be 
viewed as a discourse’s anonymous dispersion (Foucault, 1969/2002). 
Through the compendium being constitutive of text constructed within 
discourse, and also defining the concepts as well as the modes of 
transmission of knowledge, it can be viewed as a pivotal text within the 
Interval module.  

The compendium, compiled by the teacher Lars, has been continually 
updated and revised over the years with contributions from former 
student teachers he supervised. This process help shape key 
characteristics of the compendium, and hence it can be argued to be 
constitutive of characteristics for meaning making within the subject. 
Notably, Lars has produced this compendium to teach this module as 
opposed to – as is the case in many other subjects – using existing lesson 
material in his teaching.  That the Music subject has a limited supply of 
lesson material, when compared to other subjects, has been pointed out 
by Asp (202o). The lack of pre-existing lesson material appears as relevant 
in the Music theory subject as well. The construction and content of the 



 

 

205 

compendium as well as the repeated, regularly recurring event of ‘working 
in the interval compendium’, together makes for an interpretation of the 
compendium as policy artefact and ‘working in the compendium’ as an 
event that occurs with regularity (Foucault, 1970) as important – pivotal 
– to the lessons in Interval. Additionally, it is an example of how the 
content guides the method in the classroom (cf. Zimmerman Nilsson, 
2009). As the interval compendium has been constructed by both Lars 
and former teacher students and as such – or rather, as a policy artefact – 
it communicates how the subject is constituted and, additionally, what is 
constituted as legitimate knowledge in the subject. The activity working in 
the compendium as well as the content of the compendium itself is a 
central part of the teaching and as such, they form regularly occurring 
events in a series. This compendium and its content are spoken about 
between the teachers, between the students, as well as between teacher 
and students regularly, appears regularly in the classroom situation, 
hence it appears as central to the subject construction in the Interval 
module.  

The importance of the compendium as a fundamental part of the lesson 
content is confirmed in the interview with the students Linnéa and Liv. 
They immediately relate the question with regards to the classroom 
activities in the interval lessons to the compendium, hence confirming the 
activity as discursively important.  

1. Liv: We get a compendium, a paper compendium, and then it says  
2. introduction on the first pages, explanations and examples and things 
3. like that   
4. Linnéa: M:: 
5. Liv: And then you get (.) several pages with staves, then it’s like ‘write  
6. this interval’, or ‘which interval is this?’  
7. Linnéa: And then there’s repetitions 
8. Liv: And then after, I think it’s five lessons in each module. So then you  
9. have, your fourth or fifth lesson you have a test.  
(Excerpt 1, Linnéa and Liv, Interview 2019-12-09)  

In this event, the two students Linnéa and Liv describe the classroom 
activities in the Interval module. Notably, their first description concerns 
receiving the interval compendium and its content (rows 1-7). 
Additionally, they reference the material that the compendium consists 
of. This can be interpreted as a physical description; however, it also 
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implies that the activity related to this compendium is based on a ‘paper 
and pencil’ methodology, thus indicating a traditional school – and 
‘theoretical’ – focus. The exercises and the activity ‘working in the 
compendium’ can also be viewed as an example of a quantitative 
reproduction of learning and knowledge (cf. Hansson Stenhammar, 
2015). 

Following the description of the activities in the Interval classroom, the 
students Linnéa and Liv mention that they have a test on the last lesson of 
the module. Viewed on its own, as a singular statement forming an event, 
it would seem like the students only lesson content and activity is working 
in the compendium for the duration of four lessons, to subsequently have 
a test on the module. That dictation and recognition tests are common in 
Music theory and aural skills education has previously been indicated by 
Ilomäki (2011). However, as will be further explored throughout this 
chapter, there are other classroom activities as well. As an event, it is 
valuable due to it illustrates what the students view the classroom 
activities in comparison to what, and how, they view the subject. Thus, it 
supplies us with an expression of a discourse where the written word, or, 
rather, music theoretical language and symbols are viewed as lesson 
content and the activity connected to this is ‘working in the compendium’. 
Further, it allows us to connect these statements to other statements and 
events, forming an event series, through the view of the interval 
compendium as central to the interval lessons.  Additionally, the activity 
working in the compendium appears as a regularly occurring event and 
this regularity (Foucault, 1970) is indicative of importance in relation to 
the discursive construction of the course.  

Introductions and explanations 
In this introductory first part of the lesson, the next event that I would like 
to explore as part of these linked events is how, as well as what happens, 
when Johan goes on to ask the students several questions relating to 
intervals and what they look like. In this excerpt, it becomes apparent that 
the discourse, in this case the language utilised, in the interval classroom 
is specific to this discursive room. There are abbreviations specific to this 
physical space that does not exist – or have the same connotations or 
meaning – in the other classrooms. In addition to musical expressions 



 

 

207 

such as major and minor there are abbreviations such as ‘m three’41 that 
are spoken as if they are familiar to everyone although they may not be, 
hence adding to the difficulty in understanding the language as well as the 
music theoretical concepts and functions within this discursive room.    

1. Johan: What can for example a minor third be, what does that mean?  
2. An m three? I can do it like this one two three four (draws on the  
3. board) so if it says m three for example, what can that mean? Anyone  
4. that has a thought? 
5. Anton: Well, it’s, a third is like the first two notes in a minor chord 
6. Johan: M: (makes an affirming noise) exactly, a minor interval, like a  
7. minor third, then it’s an m three. Then the third is lowered. If it would 
8. be for example, if it would say (.) so (.) it’s the interval m three. Is  
9. everyone with me?  
(Excerpt 2, Observation 1) 

In this excerpt, Johan does not refer to the interval compendium but 
rather draws the intervals on the board in order to show the example. He 
shifts between talking (row 1 - 7) and writing on the board (row 2). 
However, there are no audial examples provided in this event. The 
students are hence expected to be able to understand the music theoretical 
concepts and relate them to their function through the visual examples of 
notation on the board as well as the language spoken by the teacher 
student Johan. Additionally, the initial statement (row 1 and 2) can be 
viewed as containing several questions, and the connection between them 
may not be immediately evident for the students as this is the first lesson 
in the module.  

However, one of the students in the classroom offers up an answer, that 
relates to two notes in the interval immediately to the corresponding 
musical significance. However, although Johan makes an affirmative 
noise – as the answer is correct – he goes on with another part of what is 
likely to be an explanation (row 7). That the third is “lowered” in a minor 
chord (C to Eb for example) is viewed in relation to a major chord (C to E, 
for example), where the third a half-note higher.  

Through the analysis of the two previous excerpts, a view of intervals as 
part of the Music theory course has begun to appear. The lesson activity 

 
41 M3 and m3 are abbreviations for Major third and minor third, used in music (theory) contexts.  
In Swedish the abbreviations are S3 (stor ters) and l3 (liten ters).  
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pivots around introductions by the teacher or teacher student that are 
followed by working in the compendium. In the following excerpt (see 
below), this is illuminated through the relation between the compendium, 
the activity, and the understanding it entails.   

1. Johan: So (.) erm ah (.) it’s just to study this so it sticks,  
2. everything is in the compendium, no questions? (silence in the  
3. classroom)  
(Excerpt 3, Observation 1).42 

In this event, there appears to be a discursively presumed connection 
between the activity working in the compendium, studying, and 
understanding. This implies a view of the subject Music theory and the 
Interval module as something that can be studied and learned through the 
activity working in the compendium. Through this excerpt, we can discern 
that the compendium, in addition to the introductory lectures, is 
presumed to supply what the students need in order to study the essential 
information with regards to intervals. This could be argued to be part of a 
‘linguistic practice’ (Mills, 2003).  

The material used, a paper compendium and a pencil, is in the context of 
this study viewed as policy artefacts (Ball et al., 2012). Further, this 
excerpt is in the context of the present study viewed as an event (Foucault, 
1970) that exemplifies how Johan expects the students to remember and 
be educated in the subject. Johan talks about “just study” (row 1) and that 
all the information they need to complete the exercises in their 
compendiums is to be found in the compendium. Since the classroom 
activity ‘work in the compendium’ is a regular activity it, together with 
Johan’s talk about ‘just learn’ or ‘study’, justifies a possible reading, in this 
context, as that it is a contributing factor with regards to the construction 
of the subject as a theoretical – in connection to ‘study’ – subject.  

This is comparable to Rudbäck’s (2020) results, where visual rather than 
semantic strategies can be applied in order to remember the circle of 
fifths. To ‘simply memorize’ is described as part of the discourse, in 

 
42 Alternative translation: Johan: So (.) eh:m a: (.) it’s just to learn it so you know it, everything is in 
the compendium, no 2. questions? (Lesson 1, Legato school) 
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Rudbäck (2020), which can be viewed as being in discursive conjunction 
with the “just study” that Johan expresses. This in turn implies an implicit 
theoretical focus in contrast to other character specific subjects which has 
a more practical character and, as such, focus. In other words, the 
statement “just study” carries with it inherent meaning which is 
commonly associated with subjects which are dedicated to a more 
theoretical side of education. However, it is through linking the method 
for teaching, such as introductory lectures, interval compendiums, and 
statements such as ‘just study’ that we can see a discourse emerging. 
Together, these events form event series (Foucault, 1970) that are part of 
the construction of the subject itself. Further, they enhance the 
reproductive character of the lesson content, something that has been 
pointed out in relation to music theory in education previously, in a study 
by Zimmerman Nilsson (2009).  

To follow how the events are linked as well as how different discourses can 
be manifested in the same lesson, the next example concerns what 
happens next in the same lesson as the previous excerpt. When Johan 
after his initial introduction exemplifies the intervals minor third and 
major third on the digital piano at the front of the classroom, the focus 
appears to be on listening (see excerpt 4). Here, what differentiates this 
example from the previous ones, is that Johan utilises not only the visual 
aid of the board, but also the audial aid of the digital piano, thus 
confirming the interval’s relation and connection to aural skills. However, 
the musical examples provided are intervals as –separate – units without 
connection to how they would sound in a musical context. This implies a 
decontextualised view of Music theory and Interval. 

1. Johan: small 3, that’s (plays a minor third, first the lower note and then 
2. the higher note) that’s minor. This is major (plays a major third, the  
3. lower note followed by the higher note to then proceed to play the  
4. minor third again in the same way, followed by playing the two notes  
5. together instead of one by one)  
(Excerpt 4, observation 1)   

In the event above, Johan does not go on to explain why the thirds are 
major and minor respectively, but rather he plays the two intervals so that 
the students can listen to them. Linked to this event (Foucault, 1970) is 
also excerpt two (see p. 207). However, in excerpt 2 Johan does not plays 
the examples on the digital piano at the front of the classroom. In this 
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event the possibilities of use’ and the appropriation offered by the 
discourse within which we move (cf. Foucault, 1969/2002), enable the 
students to acquire knowledge through two main sources available to the 
teacher within this discourse: speaking and writing on the board at the 
front of the classroom.  

Johan plays the intervals several times, as single notes and both notes 
together (1st and 3rd separate and as one sound, together). Here, there is 
no mentioning of the compendium or what a major and minor third look 
like in writing, i.e., in musical notation. This is notable considering the 
previous focus on the compendium, earlier in the introduction. Johan 
continues playing the intervals until he has given the students listening 
examples of intervals from minor third to octave. This can be viewed in 
relation to an “auditory event” (cf. Elliot, 2009), inasmuch as it consists 
of an action performed by a person, in the context of music making, 
although not being a ’musical work’ per se. This relation between auditory 
events and aural examples of intervals can be problematised and viewed 
as part of the construction of the interval as abstracted of the musical 
action.  

Furthermore, the three methods for teaching described in this event series 
– which entails methods for the students to acquire knowledge – is in line 
with how an interval lesson is described as structured in previous 
research, where music theory is mainly taught by written tasks, 
introductory lectures by teachers and musical examples given in, and as, 
separate units (cf. Zimmerman Nilsson, 2009). This can be argued to be 
indicative of a reproduction of discourse, and the prevalence in other 
upper secondary educational contexts implies a wide dissemination of 
discourse. 

This “linguistic practice” (cf. Mills, 2003) is also expressed by the students 
Linnéa and Liv. When asked about similarities and differences between 
Music theory and Ensemble, Liv answers that one is practical and the 
other is theoretical. The difference is thus described as “to play (.) because 
you don’t do that in theory“ (Liv, interview 2019-12-09). Playing is here 
viewed as an activity, as something that you do or perform. The 
abstraction of the activity playing from Aural skills and music theory is 
thus viewed as an event series, suggesting a discursive difference between 
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the observations in Ensemble, in relation to the observations in Music 
theory and aural skills. 

Visual vs aural interval 
As before mentioned, the classroom activities predominantly pivot 
around two activities: working in the interval compendium and listening 
exercises on the student’s individual laptops. As an event occurring 
regularly, every lesson, the content of this compendium plays a central 
part in the teaching and dominates activities regarding relating intervals 
to notation, and as a result of this also to a certain extent the lesson 
content during the time for observation. As we view the compendium with 
its exercises as a policy artefact (Ball et al., 2011, 2012a), we can also play 
with the idea of how this policy artefact is created by existing discursive 
patterns.  

Theoretical practice 
The students predominantly learn about intervals through working in the 
compendium and through listening exercises in the computer software. 
The compendium is constructed with exercises that increase in difficulty. 
Later in the observation period43, the arrival of mini keyboards that Lars 
has ordered changes the structure of the lessons into that half of the 
lessons become a mixture of listening exercises on the students’ individual 
laptops and listening exercises utilising the min keyboards, in pairs. The 
digital piano and the mini-keyboards are used by Lars to help the students 
relate the theoretical knowledge from the compendium to something 
practical, but also to supply the student with a visual tool – an instrument 
– to which they can relate the intervals in addition to the notation. By 
ordering the keyboards and making space in the classroom, physically, for 
storage of the mini-keyboards and accessories, and in the lesson planning 
and content, Lars goes from reiteration and reproduction of existing 
music theory discourse to production of discourse. He makes space in the 
lesson content for the students to actively and physically, with their 
bodies, experience and learn about intervals. Whereas previous discourse 
mostly focused on theoretical – written – knowledge this new way of 
teaching is focusing on the physical, listening and playing, knowledge.   

 
43 In the observation 23/10, Lars mentions that he has ordered the mini keyboards.  
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Another event (which can serve as an example of how the subject is 
focussed on as theoretical as well as show the links with regards to events 
in this series (Foucault, 1970), is one where a student – by mistake – 
brings to class the compendium for mathematics instead of music theory. 
This example, of the student confusing the aural skills and music theory 
compendium with the mathematics one, constitute a representation of 
how the subject’s lesson material is visually interchangeable with another 
theoretical subject’s, in this case mathematics, lesson material. 
Furthermore, it gives us an idea of how similar the two – on the surface 
very different – subjects’ policy artefacts are. Additionally, the event tells 
us something about the focus of the subject as well as the learning 
objective of the subject. One could argue that confusing essential lesson 
material between the subject mathematics and the subject ensemble is an 
event less likely to happen, due to the separate focus and learning 
objectives of the lessons. The link between these events, forming the event 
series, can be formulated as partly the teaching methods – working in 
compendiums – as well as the visual likeness of these compendiums, in 
addition to the activity working in the compendiums.  

However, as the dialogue below is an example of, multiple discourses can 
also be active at the same time – including juxtaposing ones (Foucault, 
1970). The extract from the end of an introduction by Lars is one example 
of how the piano and mini keyboards are used in the classroom, when the 
students are working in their interval compendium.  

1. (two students come up to Lars and asks him a question I can’t hear)  
2. Lars: I want you to wait with the keyboards (.) until I have seen how  
3. your work is going 
4. Nicklas: I’m just thinking visually 
5. Lars: You just want it visually 
6. Nicklas: Exactly 
7. Lars: Yes ok. Yeah then you can get a keyboard if you just want to look 
8. at it. 
(Excerpt 5, observation 7) 

In this event, the keyboard is treated as more of a visual tool – not unlike 
the picture of a piano’s keys in the interval compendium – than a sounding 
instrument. This extract, or event, is interesting in several ways. Lars’ 
intention with using the mini-keyboards in his teaching is to enable the 
students to relate the – rather abstract – concept of interval to something 
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more physical, sounding. In that way, it is noticeable that he only wants to 
allow the students to use the mini-keyboards in this example as a visual 
tool – not as an aural tool for listening. In this event, discourse is 
preventing certain actions, thus acting similarly to what Ball (2012) 
describes as a “stumbling block” (p. 30).  

As a person, Lars can both enact and resist power within discourse. The 
event regarding the piano as a visual tool is viewed as an example of how 
multiple discourses can be at play simultaneously. They co-exist in the 
classroom, sometimes independently of each other and at other times co-
dependently. Further, I would like to add to this scenario, or event, that 
there may also be a hierarchy between these discourses, where one 
discourse can be viewed as dominating the other. Power fluctuates 
between the discourses over time and is not to be viewed as something 
that is stable or consistent. Rather, power traverse within and between the 
non-static power relations (Revel, 2014). In relation to the event described 
above, one possible interpretation is that a discursive view of interval as 
part of a ‘linguistic practice’ (Mills, 2003), encompassing predominantly 
speaking and writing, is more powerful than the discursive view of interval 
as connected activity, motor skills, and function. Another example of the 
importance of the visual as part of an educational toolbox in relation to 
interval, is how the keys on the mini keyboards are utilised to make 
intervals more tangible, as opposed to a theoretical concept. Notably, one 
page in the work sheet is also dedicated to a big picture of the keys on a 
piano or keyboard. The pattern of intervals is viewed as visually clearer on 
the piano than on other instruments, such as guitar (Lars, observation 3), 
something that, together with earlier excerpts (see excerpt 8) can be 
viewed as a regularity (Foucault, 1970) regarding the visual being an 
important parameter in the education in music theory and interval.  

The next example (excerpt 6) provides an opposing (compared to excerpt 
5) example of how intervals are presented in the classroom. Here, the 
teacher Lars attempts at conducting a listening exercise connecting 
intervals as music theoretical concepts with audial examples.  

1. Lars: Precisely (.) erm (4) how are we going to do this (inaudible) (plays 
2. the piano, the keynote three times) (…) ok (.) then the fifth is (.) can I  
3. hear the fifth (.) sing the (plays the keynote) (Lars and the students  
4. fifth sing the fifth together) Sing the diminished fifth (the students do 
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5. this, as does Lars) Then you can think ba ba ba (sings the notes 1 5  
6. diminished 5) if we take the augmented fifth then (plays the keynote)  
7. (sings) (…) Is there a song that starts like that ba ba (sings the keynote 
8. to the augmented fifth) (starts playing a song) Have you heard this?  
9. (…) (plays another song, a Monica Z song) this one you may not  
10. have heard. There are a number of songs.  
(Excerpt 6, observation 6) 

In this excerpt, the aural examples are predominantly musical fragments 
played on the digital piano. As such, they can be viewed in this context as 
part of the theorization of music as an activity. The connection to musical 
practice within this event, the teacher relating the interval, a fifth, to a 
song (row 8-10), is fragmentary. Here, the interval appears as considered 
to form a musical unit, singled out and decontextualised from its musical 
‘whole’, or a ‘separation’ (cf. Zimmerman Nilsson, 2009). As such, the 
aural examples are contextually treated similar to the written examples 
and exercises in the interval compendium, and thus not as parts of a 
musical – audible and aural – practice. This event can hence be viewed as 
forming a series of events where a discourse pivoting around a theoretical 
practice that is visual, written, and ‘schoolified’, in harmony with previous 
studies (cf. Rudbäck, 2020, Zimmerman Nilsson, 2009) as well as in some 
events de-aestheticized (cf. Hansson Stenhammar, 2015).      

Summary 
In summary of the section concerning the discursively constructed 
Interval, we can view the concept as decontextualised from music as 
activity, the verb ‘to music’ (cf. Small, 1998). Intervals are constructed as 
characters similar to individual letters that one necessarily needs to know 
in order to formulate words. The classroom activities are predominantly 
part of what can be described as a linguistic practice (Mills, 2003), where 
the focus is on an almost automated learning (cf. Ilomäki, 2002) of the 
intervals as individual parts through working in the interval 
compendiums, viewed in the context as policy artefacts (Ball et al., 2012). 
The musical examples played can be viewed in relation to auditory events 
(cf. Elliot, 2009), although the teacher Lars orders mini keyboards which 
arrive during the period for observations, which changes the classroom 
activities towards more physically tangible and auditive classroom 
activities. However, we can view the lessons as predominantly 
‘theoretically’ oriented through the regulative discourse advocating 
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written, ‘schoolified’, or ‘school-knowledge middle ground’ (Lilliedahl, 
2013) lesson content.  

The discursively legitimised Interval 
The legitimisation of Interval in the observed context is viewed in relation 
to the subject Music theory, due to it being part of the course in Aural skills 
and music theory 1. This entails that why Interval is taught in this 
educational context, as well as why the teachers view it as important for 
the students to practice intervals, during the events in the Interval lessons 
throughout the observation period is of interest to present study due to its 
discursive implications.  

The following section of the text is concerned with the analysis of the 
legitimisation of Interval as educational content. As Interval is a module 
within the course Aural skills and music theory 1, organised within the 
subject Music theory, this entails by extension also exploring the 
legitimisation of Music theory as school subject in upper secondary music 
education.  

Interval as means to an end  
One apparent characteristic with regards to the construction of the 
subject, is how interval as lesson content appear to be in constant 
negotiation and in constant need of being legitimised through other 
aspects of musical practice. Why as well as how intervals are to be viewed 
as legitimate lesson content in this educational context is repeatedly 
argued for through interval’s usefulness, or utility, with regards to 
ensemble playing. This could be argued as related to the subject’s implicit 
and inherent need to be legitimised through its usefulness in other aspects 
of music education. This legitimisation process of interval as object of 
learning, area of teaching, and Music theory as a subject occurs in – and 
through – several means and methods. Mainly, the statements regarding 
the legitimisation of interval as lesson content occurs in the introductions 
held by the teacher student Johan or the teacher Lars. In these 
introductions – or lectures – they often refer to what knowing intervals is 
good for and why the students should practice them. 
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The following examples in this text may at first glance appear repetitive. 
However, the reason for showing these examples is in order to illuminate 
the complex web of arguments showing a discourse where the need for 
legitimisation of the subject becomes part of its construction, inherent to 
the subject as well as the lesson content. When viewing the dispersion, 
following the events forming event series occurring with a regularity (cf. 
Foucault, 1970) we can discern the discursive construction of discourses 
in the school subject music theory, through making them explicit as 
opposed to implicit to the structure of the course.  

To become a better musician 
The following example (see excerpt 7, below) from a classroom 
observation can be viewed as an example of how the legitimisation of 
Interval, and by extension Music theory as subject, is being negotiated, 
produced, and reproduced in and through discourse in the relation 
between the teacher and the students. In this event (Foucault, 1970), from 
the group’s first lesson in interval, the teacher student Johan expresses 
why the students should practice and be knowledgeable about intervals. 

1. Johan: You practice this because (… ) you become a better musician.  
2. That you may sit by the piano and play these intervals or you may listen 
3. in (the music software), erm, it’s one thing to know something  
4. theoretically and another to really hear the intervals and understand  
5. them and be able to use them when you improvise or write music or rip 
6. songs, erm, you become a better musician by understanding the thing 
7. with intervals on a deep level. I think.  
(Excerpt 7, observation 1)  

In his statement above, Johan expresses that intervals are practiced 
because they lead to becoming a better musician (row 1). What “a better 
musician” includes is however not specified in this statement. Further, he 
expresses a perceived difference between “to know something 
theoretically” (row 3 & 4) and to “be able to use them” (row 4 & 5). The 
application of the knowledge of intervals is expressed as connected to a 
deeper understanding (row 7), and additionally he seems to express a 
circularity between the understanding of the intervals on this deeper level 
and links this to becoming a better musician (row 6). Interval’s 
connotations with becoming “a better musician” is mentioned twice in this 
statement, indicating this as a pivot-point in his argument for practicing 
intervals. As statements, forming a singular event, this is important in 
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itself. However, when viewed in relation to other events occurring during 
the period for observation, these events form a series, returning regularly, 
thus forming a regularity in the event series (Foucault, 1970).   

The next event in this series is the following excerpt from lesson five, 
which is the first lesson in interval for the next group of students. The 
events are linked through their common argument for legitimisation of 
why students should practice and learn intervals. The regularity entails 
that they can be viewed as consolidation of discourse, entailing that 
interval teaching and interval as lesson content need to be argued for and 
legitimised. However, as is shown in (excerpt 8, see below) the following 
example, the legitimisation process is closely linked to a musical practice 
where hearing and playing are in focus.  

1. Johan: So the goal with intervals is to recognise (.) if you may be  
2. ripping a song (.) listen to a song and try and copy (.) if you then  
3. understand this and can use it when you play (.) then it becomes much 
4. simpler. It’s really good for your aural skills (.) it’s good when you  
5. improvise, it’s good when you’re ripping songs (.) good when you  
6. compose (.) erm yes it’s good for so much (.) e: try to really understand 
7. this. You can think why do I have to know this with intervals it’s not  
8. that important (.) but I still think that (.) it’s important to know it. And 
9. to not just know it in theory but that you can play it too (.) in all keys. 
(Excerpt 8, observation 5). 

In this event, Johan expresses to the students that the goal with the 
teaching of intervals is that it will make it easier for them in several music-
making and music-analysing situations. As examples he mentions ripping 
songs (row 2 and 5) and improvise (row 5), both being skills which the 
students frequently have to perform in ensemble practice. He also adds 
composing as another musical parameter that intervals are good for (row 
6).  

Johan first mentioning ripping songs and improvising may be a 
coincidence, although it can also be interpreted as being the most 
important skillset to mention. Additionally, it is a means to stress the 
connection to something which all students do in as part of their education 
at the national arts program – ensemble playing. Composing, on the other 
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hand, is part of another course44 in Music theory. However, this course 
does not run every year at Legato school as it is based on students’ interest. 
Additionally, intervals are related to aural skills and Johan also expresses 
that it is important for the students to understand not only the theory but 
also the relation between intervals and their use in musical practice (row 
9).  

Through the analysis of this event, we can discern a pattern and a 
structure linking these excerpts. As the events constitute different 
teaching situations and different groups of students, this supports the 
formation of a series of discourse events. Additionally, they suggest the 
argument for legitimisation as returning with a certain regularity 
(Foucault, 1970). This main argument, or reason, for knowing and 
practicing intervals is similar in both events - the students need to practice 
intervals in order to become better musicians. Thus, the discursive 
construction of why intervals are taught in this particular educational 
context is in order the application of music theoretical knowledge, i.e., the 
students becoming better musicians through knowing the intervals 
theoretically and being able to out the intervals to use whilst playing.  

Although the events previously (excerpt 7 and 8) have been from Johan’s 
teaching, the subject is repeatedly legitimised by Lars as well in the 
classroom in the introductions during the period for observation.  
In the extracts above Johan expresses what is discursively constructed as 
viewed as the goal of learning intervals or, in other words, the object of 
learning with regards to intervals expressing.  That they practice intervals 
“because … you become a better musician” (row 1, excerpt 7) and, “so the 
goal with intervals” (row 1, excerpt 17) are in the context of this study seen 
as expression of discourse, where intervals do not appear as inherently 
useful but rather as a ‘means to an end’, i.e., something that can be utilised 
for another purpose. Although intervals are expressed as important, 
intervals are simultaneously constantly referred to in relation to practice, 
where the students’ musical practice can benefit from understanding and 
knowing intervals. This is particularly interesting bearing in mind that in 
the module Interval there is, during the time for observation, few 
connections to the students’ musical practice and the teaching are 

 
44 Arrangering och komposition (Arranging and composition, my translation). A course that is 
categorized as Music theory in the curriculum for Upper secondary school 2011, in the national Arts 
program with music orientation.  
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conducted mainly within a traditional, theoretical, ‘school-knowledge 
middle ground’ (Lilliedahl, 2013) with abstract terminology and few 
musical examples.  

Aural skills 
There are many similarities in the discursive expressions with regards to 
the legitimisation of music theoretical knowledge, knowledge in the 
subject area Interval included, between the teacher Lars and the teacher 
student Johan. One dissimilarity, however, is how Lars seems to want the 
students to reflect themselves on the skills that necessitate – or, rather, 
contextually legitimate within the regulative discourses – the teaching and 
learning of Interval as a module within the school subject Music theory. 
Many of the reasons given for learning intervals apply to music theory as 
a subject as well as interval as specific module. In the example below (see 
excerpt 9), the main pivot-point appear to be what the students view as 
important in relation to learning intervals. In other words, the students’ 
perception of legitimisation of music theoretical concepts. 

1. Lars: What is this good for then? (5) Can someone describe an area  
2. where you can use this? 
3. Lova: Write music 
4. Lars: Write music, a: absolutely (sounds like he’s thinking about it).  
5. Anything else? 
6. Lea: Reading music (sheet music, my comment) 
7. Lars: Reading music. If you see a fifth you can just ba di (sings the fifth, 
8. first the lower note and then the higher note), that’s really good.  
9. Anything else? 
10. Lovisa: Rip45 
11. Lars: What did you say? 
12. Lovisa: Rip 
13. Lars: Rip, exactly. You can hear, ah, now they’re playing a fifth here  
14. (Lars plays the fifth on the piano again) Precisely. You can use it to  
15. hear chords as well. 
(Excerpt 9, observation 6) 

Lars’ expressing the question in relation to the music theoretical concept 
studied as “what is this good for then?” (row 1) enables an interpretation 
of the lesson content as in need of legitimisation. Thus, exemplifying how 
Music theoretical concepts, within the subject, is repeatedly renegotiated 

 
45 In Swedish: Planka. Eng. “rip”; to learn a song by listening to it, using aural skills.  
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and re-legitimised through interactions in the Interval classroom. Lars 
does not immediately receive a reply from the students, which can imply 
that they either do not want to risk answering in case they answer 
incorrectly but it can also be read as that they do not answer because they 
do not know what intervals can be used for or why they have to learn this 
particular area of knowledge. As Lars does not receive an answer from any 
of the students regarding his first question, he then poses another 
question, if anyone can describe an area where they can use intervals 
(rows 1 & 2). Lars does not specify a context where this utility with regards 
to the intervals occur. However, it is implied within the context as a 
teaching situation, that the teacher is referring to an area within music 
and music education.  

Further, the teacher Lars asks his students this question can be 
interpreted as that he knows that the subject can be seen as abstract and 
theoretical and thereby in need of concretising as well as connected to 
practical use and function. Lova’s reply (row 3), appears to not be the 
answer Lars is looking for. Rather, he confirms that it’s a possible area of 
use although continues to inquire for other areas of utility. After Lea’s 
subsequent reply (row 6), Lars commences a lengthier monologue (rows 
7 & 8) and provides an example in addition to, and in relation to, the topic, 
an action that may be interpreted as that the answer was more 
satisfactory. However, Lars continues to inquire for further areas of usage 
whereupon one student replies “rip” (rows 10 and 12). That this answer is 
correct is confirmed by Lars who gives a further, longer, explanation to 
this as well as a physical demonstration (rows 13, 14 and 15).   

In this event, the areas where intervals can be useful are referred to as 
writing music, reading music, and ripping songs and hearing chords, 
where “hearing chords” is said by Lars, possibly as an explanation or 
development of the “ripping songs” area of utility. This is similar to the 
‘goals’ of knowing intervals discussed in the previous excerpts. 
Furthermore, Lars is utilising the digital piano in order to exemplify what 
he is expressing in words when he plays the fifth (rows 10 and 11) and 
additionally sings the interval (row 7). This event is thus an example of 
how aural, or auditive, information occurs in the classroom context. 
However, the auditive information is mainly concerning the recognition 
part of the interval training, and in ‘separation’ (Zimmerman Nilsson, 
2009) from musicking (cf. Small, 1998).  
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A similar discursive view of aural skills as legitimised through the 
connections with other musical practice-related skills is expressed by the 
students Linnéa and Liv. In the excerpt below, they express how the 
importance of music theory – and aural skills in particular – is stressed 
not only in the modules within the Music theory subject but also in other 
subjects as well as by other teachers.  

1. Liv: Teacher X always talk about, if you want to become  
2. good musicians then you should do this and that aural skills are, and it 
3. is, that aural skills are really important and that.  
4. Linnéa: Teacher Y says that too.  
5. Liv: All the teachers says that it’s important  
6. KB: With aural skills specifically or the theoretical part? 
7. Liv: Aural skills I think  
8. Linnéa: They talk about both (.) but (.) a lot of aural skills.  
9. Liv: To be able to hear different notes, scales, chords.  
(Excerpt 10, Linnéa and Liv, interview 2019-12-09) 

 
Here, Linnéa and Liv mention that other teachers, involved in other 
subjects taught within the music orientation of the National Arts 
programme, stress the importance of aural skills and music theory (row 
5). In particular, in the case of aural skills and music theory, the teachers 
seem to emphasise aural skills (row 7), although Li2 expresses that both 
parts of the subject and course are mentioned (row 8). However, when Li1 
follows in the dialogue she mentions the listening skills, defined as being 
able to hear different notes, scales and chords (row 9). In the statements 
forming this event, one can read that the experiences of other teachers’ – 
as in teachers not involved in the teaching of the course Aural skills and 
music theory – opinions with regards to aural skills and music theory are 
pivoting around listening or hearing, i.e., aural skills and particularly 
skills that are directly relatable as essential for what can be described as 
the ‘practical’ side of musicking. This further supports the argument of 
music theory as in need of legitimisation – especially through its utility in 
relation to the Music subjects – and is thus viewed as consolidation of 
discourse. Further, it could be a means to interlink the ‘conceptual 
abstractions’ of music theory with a descriptive ‘practice’ within the 
phenomenal world (cf. Jørgensen, p.22).  
 
In conclusion of these events regarding aural skills, the teacher Lars, the 
teacher student Johan and the students Linnéa and Liv use similar 
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discursive expressions with regards to the use of intervals as a music 
theoretical concept. Additionally, singular discursive events occurring 
during the observations, supports the connection between interval and 
aural skills. One example is when a student asks Lars “Does this have 
anything to do with anything else we’re going to learn to do”, to which Lars 
replies ”with aural skills” (extract from field notes, observation 2, 2019). 
This view of the connection between the music theory subject and the 
music subject through the connotations between what is divided in policy 
into Music theory and Music, is expressed in interviews with the teachers 
as well as in the data from the observation.  
 
However, worth noting in this present context is how within and between 
these events, connected in a series, there appears to emerge the existence 
of an implicit – or discursively inherent – necessity with regards to 
legitimisation, a discourse produced through practice, or rather, practical 
application of the contextually abstracted notions of music theory. Hence, 
the ‘school-knowledge’ classroom discourse can thus be viewed as acting 
as a hindrance by allowing or enabling what is described as the goal of the 
teaching and learning in the subject itself, through the assumed properties 
of the policy artefacts (cf. Ball et al., 2012) in the classroom as well as the 
discursive interval classroom. Further, although the object of learning 
seems to concern the legitimate aural skills content, the means of 
distributing knowledge in aural skills are predominantly conducted 
through talking and ‘separation’, hence consolidating the abstractedness 
and the necessity for legitimisation by practice. It would seem as though 
knowledge – in aural skills and music theory – and discursive practice – 
the discursive interval classroom – produce each other (cf. Foucault, 
1969/2002).  

Knowing and applying 
Thus far in the analysis we have established that the connection between 
learning the intervals and the intervals being utilised, is strongly 
legitimised in speech acts – although not in actions or classroom activities 
– through its usefulness in relation to playing an instrument or learning a 
new song. This view is, in addition to being expressed by the teachers, also 
put forward by the student Linnéa in our interview.  

1. Linnéa: … that you get it, if you learn songs, then you understand what 
2. you’re doing, to sit and like write on a piece of paper, write in a  
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3. compendium, maybe not the most fun, no, but it feels good when you  
4. know it and can apply it [Liv: right] to playing 
(Excerpt 11, Linnéa, interview 2019-12-09). 

In this event, Linnéa is expressing the view that you understand the 
intervals when you learn songs. Additionally, it appears as though the 
discourse through which she expresses herself is one where the abstracted 
theoretical concepts are converted to another form of knowledge in the 
process of application. The knowledge of music theory brings about 
another level of understanding in the process of musicking (rows 1, 2 & 3). 
This expression links to other events (see for example excerpts 6, 7, 8 and 
9) where the application of the music theoretical concepts has been 
emphasised in speech.   

Moreover, Liv expresses a viewpoint where conducting the exercises in the 
interval compendium is “maybe not the most fun” (row 3), however, when 
the work in the compendium leads to an understanding of the abstract 
concepts and the skills to apply this knowledge, “it feels good” (row 3). 
Thus, this is an event linked with others in a series of events, apparently 
returning with a regularity. Furthermore, one could argue that the 
connection between interval as abstract concepts and the musical 
application of these concepts is constructed as a will to truth (Foucault, 
1969/2002, 1970) within the music theory course and classroom as 
règime of truth (1996/2002). However, notably this truth is dispersed 
mainly – almost exclusively – through speech-acts and not through other 
physical actions, such as classroom activities for example.   

As we have discerned thus far, there appears to be a wish for the students 
to understand the importance of knowledge concerning intervals, 
legitimised through musical activities. However, during the period for 
observation there are no examples of the classroom activities being any of 
the described areas of use (ripping a song, composing, et cetera, see for 
example excerpts 8 & 9). This is illustrated in the next excerpt, which 
serves the purpose of providing an example of how sounding musical 
examples are utilised in the classroom as well as how these relate and 
connect to other areas of utility in relation to practice.  

1. Lars: Eh, this is really (plays 1 2 3 4 5 6 7 8) this is really (.) the  
2. language of music. E:h (.) when you learn to recognize (plays a perfect 
3. fifth again on the piano) eh intervals (.) eh (.) notes from a given  
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4. keynote (plays the perfect fifth 1 -5 -1 and the octave down). When I’m 
5. going to listen for chords for example e: then you think (plays a chord 
6. on the piano) what chord is this (plays the chord again) is it major or  
7. minor? (two students, one boy and one girl, answers right after each  
8. other)  
9. Major 
10. Major 
11. Lars: Major (plays minor) minor. Which note did I have at the top?  
12. (plays the chord and the interval) 
13. Student: Perfect fifth 
14. Lars: Perfect fifth.  
15. (laughter) 
16. Lars: so, 1 3 5 (plays the chord and then 1 3 5), that’s how you build a 
17. chord (plays the chord one more time). If I change the note, I’ll do this 
18. (he plays the chord 2 seconds and the top note 2 seconds) 
19. Lee & Lewis: seven 
20. Lars: (continues as though he hasn’t heard the boys) What can this  
21. be? (he plays 1 and 6 for five seconds, and then 1 2 3 4 5 6, for 5  
22. seconds, slower towards the end of the example) 
23. Anna: sixth 
24. Lars: a sixth, exactly (plays the whole chord and interval once more 
25. for 3 sec) finally when you have (plays it three short times) played a 
26. lot of chords (plays the chord again) heard a lot (four more times,  
27. short, and one long) then you start to recognize the sound of (plays it 
28. three more times) the sixth chord (.) so then you think this was a C6 
29. (.) because you know that that was a C maybe  
30. (plays the chord all the time whilst talking).  
(Excerpt 12, observation 6, 2019) 

In the event above, Lars is providing the students with a lot of information 
about different intervals through speech but also through playing the 
examples on the digital piano. It is a longer than usual extract from a 
situation in the classroom, however, I would like to illuminate a few key 
points through this.  

Figure 3: C6. 
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Lars continuously throughout this event asks the students questions, open 
to all the students in the classroom to answer, concerning which interval 
is being played and which chord (rows 6, 7, 11, 17, 20-21). Additionally, he 
plays the notes of the chords separately (as arpeggios) and together (as a 
chord), possibly to make it easier for the students but maybe also in order 
to make a clearer connection to the intervals they consist of. When his first 
example is answered correctly (rows 9 & 10), Lars then subsequently 
changes a note in the chords and asks again which chord/interval he is 
playing. When the answer he gets is “seven” (row 19) he acts in a way that 
implies that he does not hear this answer. The answer is, however, not 
correct, and so Lars asks yet again which chord it is and, in addition to 
asking the question again, adjusts his method for playing the example 
slightly by playing the notes slower this second time around. This time, he 
gets the answer “sixth” from a student (row 23) which is the correct 
answer and interval.  

Notably, Lars adjusts his method by playing the notes slower, letting the 
students listen. When the right answer is subsequently supplied, Lars goes 
on to play the chord (with a 6th) many times, repeatedly, whilst saying that 
when you have heard a chord many times you start to recognise its sound 
and you will know what chord it is, for example a C6 (rows 22-27). He thus 
makes a point of not correcting the student who answered wrongly, but 
instead adjust his method and finally using his position as teacher and 
musician to express that when you are more experienced, have heard the 
chords and intervals many times, you learn to recognise their individual 
sounds or timbres. Hence, I would argue that Lars is expressing a ‘will to 
truth’ (Foucault, 1969/2002, 1970) through his teacher position and role 
of explicit teacher.  

In connection to this, I would like to point out that interspersed with the 
main activities as described, there are occasions where the teacher Lars 
attempts to bring the intervals closer to the students’ musical practice. In 
the example below, this is conducted through viewing the intervals in 
connection to different songs.  

1. Lars: Mm: you can (.) maybe learn to recognise … if it is a song that  
2. begins with a specific interval then you can connect it to that interval. I 
3. can play an example maybe. Well, should we take for example octave  
4. Somewhere over the rainbow (plays the first notes) that is an eight  
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5. (plays the interval) or what else minor seventh (.) The winner takes it  
6. all (plays the first notes) that (.) well song you like you can connect to  
7. these different intervals (.) so that you recognize them. Do you  
8. understand the idea? Even when you are playing you can use (.) if you 
9. hear that someone is playing (.) erm (.) (plays minor seventh) maybe a 
10. minor seventh (.) you react to it. Is there anyone who has a (.) an  
11. interval you can connect to? Take a song (.) any song. If you have one 
12. we can try and figure out which interval it is. We have got major third 
13. as well Oh when the saints (plays the example and the interval) Smoke 
14. on the water (.) minor third (plays the example and the interval)  
(Excerpt 13, observation 2, 2019).   

In the event above, the teacher Lars appears to wish to make the intervals 
physically audible by listening to them in connection to different songs 
that begin with the specific interval. Lars tries to involve the students by 
asking them for examples of songs that they like (row 11), however, no one 
offers up any suggestion. The event is an example of how the intervals are 
viewed as abstract units, until they are applied in musical examples. 
However, the musical examples are not likely to be from the students’ 
repertoire of music although they certainly recognise them, thus forming 
an event series especially with previous research suggesting that in school 
much of the music played is music from the teachers own musical 
background and interest (cf. Wallerstedt & Lindgren, 2016). To make the 
intervals more tangible and audible through this exercise, and by 
illustrating the utility of the intervals in relation to song melodies and 
melodic phrases, is viewed in this context as a means to an end, where the 
concept in itself is not inherently important. The essence of the knowledge 
is rather constructed through the application in musical practice. This can 
be viewed as a means to illustrating interval’s theoretical relevance (cf. 
Rogers, 2000).  

This connection between intervals and its utility through application in 
musical practice and ensemble playing is not only emphasised by the 
teacher Lars (see excerpt 9), but also by the students Linnéa and Liv (see 
excerpt 14, below). The two students make a similar connection between 
listening to the intervals, and knowing the specific intervals that construct 
the chord.  

1. Liv: But like this, if you’re going to play a song, and then there’s several 
2. ways to take the chord, and then if you know that a major, what  
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3. intervals it consists of, then you can use that and do different chords  
4. erm and then it sounds different (when you) use it in ensemble too. So 
5. I think it’s a little bit similar. Maybe not that you use… a: major sixth  
6: now (laughs) 
(Excerpt 14, interview with Linnéa & Liv, 2019-12-09) 

Here, Liv explains how the knowledge in music theory helps her making 
decisions in musical practice. Having the knowledge of chord construction 
including major and minor chords – depending on the interval of the 3rd 
– enables her to play the chord in various ways. Or, as she puts it, “then 
you can use that and do different chords” (row 3). She then makes the 
reflection that “and then it sounds different”, something which can be 
interpreted as that the chord sounds different dependent on which note is 
top-note and which note is bottom-note. This enables her to apply the 
knowledge produced in the music theory and interval classroom in her 
ensemble practice. However, she goes on to “Maybe not that you use a 
major sixth…” (row 5). Although the sentence is not completely finished, 
the students both laugh at the very idea of using the theoretical 
terminology concerning intervals in ensemble practice, indicating that the 
use of notation in that sense is rare in the ensemble playing (cf. Abramo, 
2011). The ensemble room and the interval classroom thus seem to 
emerge as different discursive rooms, where access to language differs due 
to the discursive practices. The students Linnéa and Liv both know what 
knowledge they need and apply in the ensemble practice, although they 
don’t use the intervals as abstract vocabulary. I would argue that the 
statements in this event are vital for the understanding of discourse in 
relation to the theory vs practice relation within these subjects. Intervals, 
or music theory generally, is applied in the ensemble course. However, the 
concepts as abstract are not.  

The events shown thus far in the text suggest that there is a discursively 
expressed close connection between intervals – and by extension also 
music theory – and other parts of musical practice, i.e., playing in 
ensembles. As events, forming a series, they are examples of how the 
subject is negotiated and re-negotiated; produced and re-produced; 
constructed and legitimised.  
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Music theory as conceptualisation 
This brings me to the next example, and excerpt, in connection to the 
discourse surrounding and permeating the interval classroom. The 
excerpt serves as an example of how the subject, not merely the Interval 
module, is comparable to learning the grammar of a language. 
Furthermore, what becomes visible in these statements is the focus on the 
utility of music theory, where utility is defined as the practical application 
of the knowledge and skills acquired in music theory. 

1. Leonard: Well the subject is about learning, I usually think that it’s a  
2. little bit like learning a language, the theory behind a language, erm,  
3. and then being able to apply it in practical musicking46 too and get the  
4. students to realise that they can use it in practical musicking. It’s not  
5. an end in itself to know music theory ‘just because’ but rather you can 
6. actually use it that’s something most (people) discover. After a while,  
7. anyhow. Erm (.) well understanding for (2) shall we say (1) the logic  
8. that actually exist within music. Especially when we teach  
9. improvisation (swallows) so (.) if you go very far back then it was like 
10. this thing with improvisation you can’t learn you just have to have it 
11. you should play what you feel well then it gets good yeah well even the 
12. people who play with feeling they have some kind of template to (.)  
13. erm the feeling may be your aural skills you kind of hear that these  
14. notes go well together with this chord because they belong to the  
15. chord scale (3)  
(Excerpt 15, Leonard, Interview 2019-11-25) 

In this event, several of the discourses that have been expressed 
throughout the duration of the observations are discernible. In the first 
statement, Leonard likens learning music theory to learning a language 
(row 2). Within this statement, he stresses the word “language” follows up 
with the explanation, and definition, “the theory behind a language” (row 
2).  

These statements are in the context of the present study viewed as linked 
to the quote with which this chapter begun (see p. 197). In that first 
statement, the students Linnéa and Liv compared learning music theory 
to being “behind the scenes” of music. The similarities between these 
statements are hence a shared discursive view of music theory as a notion 

 
46 In Swedish Leonard says ”praktiskt musicerande”, here translated as practical musicking. Another 
possible translation could be “practical musicianship”.  
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that is at play “behind” a notion or phenomenon. This view is expressed 
through analogies of being behind a scene or as the theory behind a 
language. Language and words are thus representing thought (cf. 
Foucault, 1996/2002), in the representation of discourse surrounding and 
permeating the interval classroom.  

Moreover, the statements illuminate the relation between theory and 
practice, as Leonard states that the students need to be able to apply music 
theory in their practical musicking (row 3), this confirming the knowing 
as applying as discourse. Further, he expresses a wish to ascertain that the 
students are made aware of the relationship between the music theory and 
musical practice, through the statement where he explicitly expresses that 
the music theory can be used in what he defines as “practical musicking”. 
(row 3). Leonard continues along the same discursive path, expressing 
that music theory is not an end in itself, but rather, the utility of the skills 
and knowledges acquired within the subject appears as the central 
argument and purpose. In other words, the utilitarian aspects of the 
subject – and thus also the module Interval – appears as forming part of 
the legitimisation process and hence also the production and re-
production of discourse.  

Furthermore, Leonard then moves on to link the understanding of and 
skills in music theory to the understanding and skills within the 
improvisation ensembles. This connection is made through expressing 
that there is a ‘musical logic’ that appears as an inherent quality in musical 
improvisation, although this – implicit – knowledge is dependent on 
knowledge and skills that are acquired partly through learning music 
theory. Leonard explains that, in the past tense, indicating that this is no 
longer the case, there used to exist a view of that improvisation was 
something that could not be learned, but rather, “you just have to have it” 
(row 10). This discourse implies a view of musical skills and knowledge as 
inherent in a person’s musical body; as something that is stable, an entity 
that is not attainable but inherent. Further, this could be argued to be a 
discursive legacy, intertwined with the idea of musical talent as something 
which is bestowed to us by a higher power, similar to the romantic ideal 
argued to be part of the jazz idiom (cf. Burnard, 2012). Additionally, this 
view is referred to by Dyndahl et al. (2014) as the “Jazz Myth” (p.112). 
However, Leonard’s statement seems to almost contradict this view, and 
appears as expressed through a discourse where the tacit knowledge of a 
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musician who is skilled within improvisation also has some theoretical 
knowledge as part of the background (row 12, 13 & 14).  

Another subject that ties in with this notion of theory versus practice 
within improvisation, as Leonard brings up, is the notion of feeling. Here, 
he expresses that the view of improvisation previously was that the 
playing was connected to the feeling of the musician, that “you should play 
what you feel” (row 11). In connection to this, playing what you felt was 
viewed as a criterion for an improvisation of high quality. As part of these 
two interconnected discourses, Leonard expresses his view as that feeling 
is not necessarily dis-connected from a theoretical template (row 11). 
Rather, he compares the – elusive notion of – feeling to aural skills (row 
13). This statement seems to suggest an interpretation where the feeling 
talked about is not a Romantic idea of feeling, or emotion, but rather a 
feeling that is dependent on aural listening skills, hearing the notes that 
go together with the chord and knowing that the reason for them sounding 
good together is because they belong to the same musical chord scale 
(rows 13 - 15). This skill can be compared to the ‘inner hearing’ commonly 
referred to as one of the characteristics of courses in aural skills (Ilomäki, 
2011).  

Be free but play by the rules 
As the focus with regards to classroom activities has been described thus 
far, the Interval classroom appears as centring around music theory and 
aural skills as a means to an end, or, in other words, they are tools in a 
toolbox, essential to learn in order to improve other areas of the student’s 
education. The following excerpt serves as an example of how discursive 
views on what the subject contains appears as intertwined with what the 
perceived purpose of the course. Here, the legitimisation of music 
theoretical knowledge, specifically knowledge in the subject area Interval, 
is legitimised through the serving as a regulative framework within which 
one can be ‘free’.  

1. Leonard: It is because they should realise that they can use it in their  
2. own musicianship and also be able to develop their own  
3. musicianship. There is like a myth that ’I don’t have to learn music  
4. theory because it ruins my artistic expression … and well, I don’t know 
5. (.) because there are many (students, my comment) who thought  
6. “that chord progression that sounds nice right I’ve come up with it by  
7. myself” well you know it already exists there are lots of songs that are  
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8. based on these chords. And that’s what I think is one of the purposes of 
9. music theory, to to learn like the theory but then to also be able to  
10. break it (the rules, my comment) to make something new. (2) and it’s 
11. only when you know what you’re breaking that you know that ‘now  
12. I’m on to something new here’  
(Excerpt 16, Leonard, interview 2019-11-25) 

In this event, the collection of statements predominantly follows the same 
discursive thread as previously. Firstly, the purpose of the subject Music 
theory is described as legitimised through its practical application, or, in 
other words, that the student can utilise the Music theory and aural skills 
in order to develop as musicians. This is, in the context of the present 
study, viewed as a series of events in connection to the previous 
statements, and can hence be viewed as consolidation of discourse. 
Further, Leonard expresses that – in a non-descript past time – the 
regulative discourse previously pivoted around a view of music theory as 
almost dangerous, where if one knew music theory one’s artistic 
expression could be ruined (row 3 & 4). However, this is described by 
Leonard as “a myth”, implying that it is not something that is to be viewed 
as real or ‘true’. Rather, this myth can be viewed as a ‘will to truth’, as 
students still express themselves through the same discourse although not 
explicitly (rows 6 & 7). Further, the ‘myth’ can also be an expression of a 
view of musicality and authenticity that appears as strong within the 
improvisation canon and discourse. To appear as a legitimate and good 
ensemble student is, as previously mentioned, connected to authenticity 
and autonomy. What Leonard describes seems to relate knowledge in 
music theory to something similar to what is described by Brändström 
(2006) as a view of musical talent as absolute. Within this view, playing 
or performing in a boring way is a sign of not having musical talent. 
Through Leonard’s statement, one possible interpretation of the views of 
the students he is describing is a possible link between not having musical 
talent and knowledge in music theory. However, Leonard appears to 
maintain the view of that there is a necessity for a framework, for rules to 
follow, in order to know when something is – musically – new and original 
(rows 6 – 12). In other words, you need to know what the rules are in order 
to both apply as well as break them.  
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A bridge between theory and practice 
As the name of the course, Aural skills and Music theory 1, implies, part of 
the focus with regards to lesson content is related to aural – listening – 
skills. The aural listening skills are, for the duration of the observations of 
the Interval teaching in Legato school, practised through both exercises in 
the music software on the students’ individual laptops as well as through 
exercises on the mini keyboards that Lars purchases for using in the 
interval lessons. That the student use music software as part of their 
education in aural skills is concomitant with earlier research, describing 
how music software is used for activities recognised within the canon, and 
predominantly concern repetitive practice of various recognition tasks (cf. 
McGee, 2000; Ilomäki, 2011).  

The next excerpt serves as an illustrative example of how the listening 
exercises are legitimised as lesson content in the classroom. In the event 
below, listening is only mentioned as good in relation to hearing intervals 
(row 1), however, nothing appears to be expressed as to what – in relation 
to musical practice – knowing and hearing the intervals is good for.   

1. Lars: (…) Something that is very good is to practice hearing intervals  
2. (.) err we have written a lot of intervals err so far (.) we are going to  
3. write some more but then you are going to get to hear them as well erm 
4. in a very good way. (…) ok, now we’ll write down what we just did  
5. here, just because, we know what it is. I have a C here, and then I  
6. played this fifth. How am I going to think when I am going to figure it 
7. out47? We’re talking about a perfect unison being on the same note it  
8. was no distance but if I am going to count (.) a fifth (.) how do I do?  
9. Help me (quiet).  
(Excerpt 17, observation 6) 

In this excerpt, Lars recognises that they have mainly been writing 
intervals insofar (row 1 & 2), however, he is now turning the attention to 
more listening exercises (row 2 & 3). He even expresses it as that they’re 
going to hear the intervals “in a very good way” (row 3) although he then 
continues along the already taken path of counting the distance between 
the notes in the intervals with no musical examples (rows 6, 7, and 8). This 
is in keeping with previous results by Rudbäck (2020) and Zimmerman 
Nilsson (2009). If linked, this appears to suggest a discourse in music 

 
47 Original quote in Swedish: ”räkna ut”. Could be translates as “count” but the meaning in this case 
is more likely to be “figure out”.  
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theory lessons that supersede the policy changes as well as the differing 
situated contexts.  

To bridge this gap between the abstract and the action, in connection to 
practicing hearing intervals, we can argue the knowledge in aural skills 
and interval in particular as connected to physical properties, such as 
distance between notes. In turn, this can be viewed as a motivating factor 
for the utilisation of mini keyboards, ordered by Lars for the Interval 
lessons. When Lars talks about the mini keyboards, two main reasons for 
making this rather major change in the method for teaching, and, in a way, 
lesson content, emerges. One intention with the mini keyboards is 
motived by a wish to create an opportunity for the students to physically 
practice intervals together and not just individually in the computer 
software provided on their individual laptops. He wants to prevent the 
students from doing what he describes as “sit and listen and click” (Lars, 
observation), which is described by Lars as something which the students 
do randomly when they practice aural listening skills in their music 
software on their individual laptops. An explanation for this may lay in the 
software used, where the students listen to an interval and ‘click’ on the 
answer they believe is correct. Lars expresses that sometimes there are 
noticeable discrepancies between the right answer and the answer given 
by the student, thus making it plausible that the ‘clicking’ is done 
randomly and not through the student listening carefully before 
answering. Another possibility is that the students “miss-click” (cf. 
McGee, 2000, p. 121) and therefore receives less points in the exercise. 
Furthermore, Lars tells me that his intention when buying these mini 
keyboards is that it enables the students to relate intervals and keys to a 
physical object as well as experience the physical motion of playing the 
intervals.  

Another parameter mentioned in connection to the utility of these mini 
keyboards in the classroom, is the students working in pairs. This method 
could serve as prevention to the ‘sit and click’ problem described above. 
In this exercise, as described to me (and subsequently observed in the 
lessons), student A plays the interval on the mini-keyboard and asks 
student B what interval it is, whilst student B listens and answers which 
interval it is. Lars expresses that this will lead to “double-aimed learning” 
where the students both practice playing the intervals and identifying 
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them. Lars argues that student A need to cognitively know which interval 
is being played in order to say whether student B’s guess is right or wrong. 

Since the lessons are one and a half hour long, it is also a way for Lars as 
the teacher to vary the teaching. By ordering these mini-keyboards, it 
appears as though Lars is re-negotiating how the subject is constituted as 
mainly theoretical and makes an attempt at making adjustments in the 
teaching to a more practical – tangible and audible – way of teaching. 
Hence, bridging the gap between music and theory.   

1. Lars: but you don’t get this motor (.) interval (.) and then if you are  
2. going to explain for example if you’re going to relate intervals to keys, 
3. e: (.) then it can be the case that you see the key, you understand as  
4. well, that it’s the 3rd that became f sharp (.) and that’s a major third  
5. that’s a big (in Swedish: stor) third and then if you change key then you  
6. also understand that (…) then you can use that (…) If I can relate to a  
7. piano keyboard, it becomes more and more (.) it becomes incredibly  
8. clear  
(Excerpt 18, observation 3). 

Here, Lars has, in the process of translation of policy, created an 
additional policy artefact (Ball et al., 2012) by ordering the mini 
keyboards. The keyboards are resources for the teaching, and they are 
used throughout the period for observation from when they are first 
introduced as a resource in their Interval module within the Music theory 
education. Mainly, the keyboards are used in the second half of the lesson, 
after the initial introduction by the teacher and the work in the interval 
compendium. The mini keyboards are utilised in this event (Foucault, 
1970) as means to make intervals less abstract, although they can still be 
argued to be similar to ‘delimited units’ (cf. Zimmerman Nilsson, 2009).  

The next example is illustrative of the teachers’ thoughts surrounding the 
use of the mini keyboards. Here, the use of the mini keyboards is 
legitimised through constituting a bridge between an abstract notion and 
a tangible object.  

1. Lars: and then you can understand that well if you know this with  
2. accidentals 
3. Johan: M: (affirmative) 
4. Lars: and then it will be kind of perfect and major intervals 
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5. Johan: Exactly 
6. Lars: Just that (.) experience (.) it is very er abstract (.) if you only write 
7. Johan: Yes, it is easier if you… 
8. Lars: And then you do like this  
(Excerpt 19, observation 3) 

In this event, the teacher Lars seem to express that interval and 
accidentals – i.e., music theoretical concepts – can appear as abstract, and 
that this abstract-ness is connected to writing, as opposed to applying. The 
utility, the role, of the mini keyboards is thus to bridge the gap between 
theory and practice. The mini keyboards are, as physical, tangible, and 
audible objects, a medium whereby music theoretical concepts can be 
touched, felt, and listened to, as in the previous excerpt.  

If we view these mini keyboards as policy artefacts (Ball et al., 2012a) this 
entails that we regard Lars, by ordering these mini keyboards, as 
communicating through a discourse where the physical experience of 
touching the keys and making the abstract concept interval into a physical 
and tangible object, function, and muscle memory is viewed as an 
important segment in the interval lessons. The mini keyboards as policy 
artefacts carry “sets of beliefs and meanings” (Ball et al. 2012a, p. 121) that 
are culturally produced within discourse, thus forming a contextually 
discursive shift. Here, a view that emerges is one of something tangible, 
relatable to a physical object, bringing the abstract concept closer to 
practice. Through Lars utilising his position of teacher, the 
power/knowledge relations within discourse flexes and changes, and thus 
forms a new ‘truth’ within the discourse. There appears to exist a 
preconception where motor skills, learning with and through the actions 
of the body, entails a learning process that entails knowledge as embodied 
cf. Elliot, 2009). 

Furthermore, intervals being one part of the course Aural skills and music 
theory, which is part of the school subject music theory, also dictates, 
discursively, how the subject is constructed, legitimised and 
operationalised. However, in the case of the mini keyboards, their utility 
could be interpreted as a discursive construction that is also presented in 
the curricula document, i.e., that the theoretical subject can be taught 
integrated with the practical subject (NAfE, n.d.).  
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Summary 
In summary of the discursively legitimated subject, interval as area of 
learning is predominantly treated as a means to an end. It is legitimised 
through its connotations to other parts of musical practise, namely 
becoming a better musician. The relation between becoming a better 
musician and knowledge in interval is in this context viewed as conjoint 
in aural skills. Additionally, knowledge in interval appears as a tool one 
can apply in certain musical activities, specifically with regards to chord 
structures and learning songs. Within the legitimisation of interval, and 
Music theory as a school subject, interval as area of knowledge seem to 
serve the purpose of constituting the framework, the regulative discourse, 
within which one can move freely. Further, policy artefacts (Ball et al., 
2012) can act as a bridge between the linguistic practice of music theory 
and what is viewed as the application of aural skills and serving as 
enabling auditory events (Elliot, 2009) within the lessons.  

The discursively constructed Interval teacher 
This section of the text concerns the discursively constructed teacher, and 
this is manifested in the Interval classroom. Here, it becomes important 
to look at the available positions within the regulative discourses and how 
they affect the discursive classroom. In this context, Lars, as a highly 
experienced teacher, inhabits a specific position. He can be argued to be 
in the position of master (Nielsen & Kvale, 2000; Hanken & Johansen, 
2013/2021) due to his long experience as a teacher and a musician. This 
position allows him to produce, as opposed to re-produce, and ‘push’ 
discourse in certain ways. One of the ways in which he pushes, or changes, 
discourse is through the ordering of mini keyboards and headphones for 
the students to use in the interval classes. This decision entails that he 
alters the methods for teaching, takes the teaching of interval along a 
different discursive path.  

The teachers express how diverse knowledges in relation to intervals are 
conducive to the students with regards to their development of aural 
listening skills. The teachers appear to conduct this through 
predominantly emphasising that there is a distinction made between 
theory and practice, between ‘just knowing it in theory’ and ‘being able to 
play it too’ (see Johan, excerpt 8). In this context, the teachers express in 
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several statements that “it’s just to study”, something which further 
enhances and consolidates the construction of the subject within a 
‘schoolified’ discourse and part of a linguistic practice.  

Resistance through humour  
Following Foucault (1980), where there is power there is also resistance. 
In relation to the teachers, their roles within the interval lessons seem to 
encapsulate a wish for the students to learn the given lesson content. 
However, they appear aware of that the content as well as the methods for 
learning seem unappealing to the students. Therefore, they position 
themselves as part-resisting the method and content. This is 
predominantly conducted through a shared humorous approach to the 
specific classroom activity. To illustrate the complexity of the discourses 
involved in the teachers’ positioning, the next two excerpts (excerpt 20 & 
21) constitute events surrounding a classroom activity where they are 
watching a film about intervals together. Contextually, the event occurs 
after Johan has finished his part of the introduction (as discussed and 
analysed previously) and turns to Lars for further instructions.  

1. Johan: A (.) what do you think Lars, should we play the film? 
2. (They start getting the film ready, it’s projected at the front of the  
3. classroom) (the students talk amongst themselves in the classroom) 
2. Lars: Ok, now we’re going to watch a very exciting film about intervals 
4. (smiles) 
(Excerpt 20, observation 1) 

In this event, firstly I would like to note that Johan asks Lars for 
permission before moving on in accordance with the lessons plan. 
Secondly, the look on Lars’ face together with the tone of his voice makes 
it rather clear that the answer, regarding how ‘exciting’ the film is going to 
be, is ironic. Lars is using irony to position himself against the film. 
Humour and irony have previously been argued to be used when 
positioning oneself as distanced from for example specific lesson content 
or something less desirable (cf. Persson, 2019). A possible interpretation 
of the situation is that Lars and Johan utilise laughter in order to distance 
themselves from content of the film. If we view laughter as the 
embodiment of deconstruction and that discourses and hierarchies 
through the use of laughter can be expressions of the fleetingness of 
discursive power (cf. Lewis, 2012) then I would maintain the view that the 
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laughter illuminates how discourse is active in this event. Through a 
normalisation of discursive challenges and situations such as the previous 
excerpts, I would argue that a manifestation of a discursive reproducing 
of music theory is (re)presented in the classroom.  

If we view this situation through a Foucauldian lens, one possible 
interpretation would be that what is happening could be viewed as a 
negotiation of power and positioning. Lars is laughing, perhaps at the 
thought of a film concerning intervals could potentially be viewed as 
exciting, and thereby he can be viewed as positioning himself against the 
film and the content of the film, as well as allied with the students. It is 
also a possible interpretation of the event that the laughter is an 
expression of discourse where the aim is to unify teachers and students in 
a feeling of connection. Additionally, the event can be viewed in the 
context as an expression of condition of possibility (Foucault, 1970), 
through the means of it indicating, if not entailing, a discursive 
assumption about music theory and interval as the opposite of exciting. 
Furthermore, one important parameter in this context, for it to be viewed 
through a Foucauldian lens as condition of possibility, is that the opinion 
of the film and its content as the opposite of exciting is not reflected upon, 
but rather, is expressed as – implicitly claimed to be – truth.  

Lars appears to be well aware that the film is not exciting, and that the 
student are unlikely to find the film exciting. Thereby he pre-empts any 
complaints by, in a humorous way, ensuring the students that he is aware 
of the film’s ‘flaw’. Further, the Lars’ professional culture can be argued to 
play an important part in this event, as it includes not only personal but 
also institutional values which can be embedded in what is viewed as 
important – central – with regards to lesson content. Below follows a 
transcription of the first one and a half minute of the short film. This 
transcript is supplied to the reader of this present study, in order to create 
an understanding for the language utilised in the classroom, the musical 
language, the material used as lesson content, as well as how it is treated 
in the classroom. The film can be viewed in this context as a policy artefact 
(Ball et al, 2012a), and additionally, in itself, an expression of discourse 
through the process of policy enactment.  
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1. The distance between two notes is called interval. The keynote  
2. interval48 is the intervals that are formed by the keynotes49. The first  
3. keynote50 is called number one, the other number two and so on (the  
4. first interval is played in the film, then the second, third, fourth, fifth, 
5. sixth, and seventh. The intervals are played on a piano. The intervals  
6. played are perfect unison, second, major third, perfect fourth, perfect  
7. fifth, sixth, major, sept). Often Latin, or Italian, number words are  
8. used to name the intervals. Although really you might just as well use 
9. Swedish words because it is easier. To say “major six”51 is not less right 
10. than “major sixth”52. But there are some Latin interval names that you 
11. need to know, such as octave and sept. It is smart to learn these  
12. interval names because it is the foundation for notating chords. So if 
13. you understand the interval thinking it will be easier to notate and  
14. play chords  
(Excerpt 21, transcript from watching the Interval film, observation 1).  

As is clear from the transcript, it is not “a very exciting film”, thereby 
making it obvious that Lars was indeed using irony in his introduction of 
the short film. When the film is finished, it is essentially left unexplained. 
The teacher student Johan makes the statement “mmm, that’s that. Now 
you understand everything, now you know everything about intervals” 
(Johan, observation 1). This statement can also be viewed as ironic, due to 
it not being possible to learn everything that there is to know about 
intervals in through watching this short film. Johan thereby follows Lars 
humorous and ironic expression about the film, thus can be argued to 
continue the reproducing of the discourse that intervals are not viewed as 
exciting. Further, in relation to structure, statements and – as well as 
through – the use of humour and irony in the classroom it is also 
important to note how Johan reiterates, in his speech and actions, in 
statements and events, things that Lars has expressed in actions or words 
before him. That Johan reiterates Lars’ statements enables a production 
and reproduction of discourse, where Lars’ statements become event 
series (Foucault, 1970). The position of qualified teacher with many years 
of experience that Lars possesses could in this context be viewed as 
condition of possibility (Foucault, 1970).  

 
48 In Swedish: Grundintervall 
49 In Swedish: Stamtoner  
50 In Swedish: Grundton/stamton 
51 In Swedish: stor sexa 
52 In Swedish: stor sext 
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This can be viewed as expressions of hierarchy through positioning. Johan 
reiterates Lars in action as well as speech, through both keeping the lesson 
structure the same as Lars’ as well as, in this statement and event, also the 
use of irony in the tone of his voice as well as what is expressed. Here, 
discourse is being reproduced through Johan’s expressions. Furthermore, 
when Johan reiterates Lars’ statements and actions, it further enhances 
their respective hierarchical positions. As I have mentioned previously, 
Johan’s position as a teacher student and Lars’ position as an experienced 
teacher, and Johan’s supervisor, puts them in a hierarchical positioning. 
Thus, we can argue the situation to be a ‘hierarchy of relations’ within their 
power relations. These power/knowledge relations (Foucault, 1980) that 
are operative in such a relation as the teacher student and Lars as the 
supervisory teacher – similar to the master-apprentice-approach to music 
didactics – in turn produce the learner, or, in this event, the teacher 
student (cf. Ball, 2012). Further, this reiteration is interesting in relation 
to the results of Ferm Thorgersen et al. (2016) where the teacher educators 
expressed that they wanted the teacher students not to act like them, but 
rather reflect on their actions and dare to challenge existing traditions.  

The underlying impression given by the ironic statements above, with 
regards to the students watching “a very exciting film” is that intervals is, 
as I previously mentioned, not viewed as exciting. When Johan continues 
the ironic expression, this can be viewed as an expression of, and re-
producing of, a discourse that entails music theory, in this case interval 
studies, to be – anything but – exciting. What is being said and shown in 
the film is viewed as part of the discursive construction of the subject. It 
is, additionally, also viewed as a policy artefact (Ball et al., 2012a), due to 
that the teacher has actively chosen to make it part of the teaching and the 
lesson content and can additionally be viewed as an expression of the 
teacher’s professional culture (Ball et al., 2012a). In the film, it is 
expressed that intervals are the foundation of chords and that if you 
understand intervals, it will be easier to play chords (see row 12, 13 & 14). 
Further, it is expressed as “smart” (row 11) to learn the names of the 
intervals (row 11). This is the only time during the period for observation 
that this is explicitly expressed, although it can be argued to be implied 
through how learning intervals is expressed by the teachers as though this 
knowledge will make it easier for the students to learn and play chords in 
other events and statements. Hence, the film and the events around the 
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showing of the film can be argued to, in the context of the present study, 
be an expression of discourse.  

In other words, the teacher has through a process of translation of policy 
actively chosen this as lesson content, and as such this event is 
contextually viewed as an expression of a discourse where language – the 
words used to describe a musical phenomenon – is crucial. Further, the 
methods for learning are viewed as the opposite of exciting, equal to that 
the subject appears to take the place of an inherent ‘means to an end’ 
discursive room. In other words, something that is not inherently good, or 
legitimate, but rather is utilised in order to reach another goal or purpose. 
This could be viewed as a reason for Lars and Johan to utilise humour to 
position themselves as resisting the film and bring about a shift in the 
power/knowledge balance where they come closer to equal to the 
students.   

The explicit teacher role 
The next event serves as an example of how the teacher role within the 
Interval module is viewed in this context as explicit. Thus, it can be viewed 
as linked to other examples concerning the introductions in the lessons. 
Further, it also illustrates how the music theoretical language is utilised, 
and how inter- and intra-discursive expressions can be found within the 
same statement. In this event, Johan is about to finish his introductory 
part of the lesson in Interval, and the statements in this excerpt are part 
of this last segment of the introduction before the students start their 
individual work in their compendiums or on their personal student 
laptops (see excerpt 22). 

1. Johan: One more thing, these perfect53 intervals can be augmented or  
2. diminished. That’s one more thing you can have in mind (.) But (.) you 
3. can work in your compendiums and *music software* (.) erm (.) you 
4.may ask questions if there’s anything you’re wondering or don’t  
5. understand.  
6. (general chat in the classroom) 
7. Johan: It’s good to both sing them and play   
(Excerpt 22, observation 1) 

 
53 Ex. Perfect fifth. In Swedish: ren kvart, ren kvint, ren oktav exempelvis. 
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The excerpt above shows an event (Foucault, 1970), where several 
statements need further analysis due to their interdiscursive relation/s. 
Johan briefly mentions information about certain types of intervals (row 
1), without then explaining this new information for the students. The lack 
of explanation can be interpreted as being due to that it is viewed as not 
important in this context. It can also be viewed as requiring a deeper 
explanation that there is not time for in this lesson. Similar to the result 
in Zimmerman Nilsson’s (2009) study regarding how teachers present the 
lesson content and the object of learning, the lesson content and music 
theoretical concepts at Legato school are also depicted more as a toolbox 
(Zimmerman Nilsson, 2009) and that the focus is to teach the students to 
solve tasks accurately. In this event, further information and explanation 
regarding augmented and diminished chords may not have been deemed 
necessary for the students to solve this lesson’s tasks in the compendiums 
and therefore the concepts are quickly by-passed.  

Johan finishes his introductory part of the lesson about intervals by saying 
that the students can work in their interval compendiums and their 
computer software for listening skills (rows 2 and 3), adding at the end 
that they can ask him questions regarding things they don’t understand 
(rows 3, 4 & 5). This is subsequently followed up by “it’s good to both play 
them and sing” (row 7) which is another statement that can be viewed as 
important in the context, however, it is yet again also an example of a 
statement which is left unexplained. If we consider this event, and these 
statements (Foucault, 1970) in relation to the previous studies mentioned, 
we can begin to discern a pattern, a structure, in the role of the teacher in 
music theory. This explicit teacher role includes a method for teaching 
where the teacher is in control of content as well as method. The students 
are expected to do their theory work (individually, or in pairs or groups, 
as they are seated), with the teacher continuously present in the 
classroom. The only time during the period for observation that the 
teacher leaves the classroom for any significant period of time is an 
occasion when it is required that he must go to his office in order to 
retrieve additional interval compendiums, due to so many of the students 
having forgotten or misplaced their compendiums.   

The following excerpt (excerpt 23) provides another example of the 
explicit teacher role and how it is enacted and manifested in the Interval 
classroom. 
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1. Lars: Yes. Er how much did you work in the compendium last time? 
2. Anne: To the second exercise 
3. Lars: To the second exercise 
4. Kim: You got to kind of (.) we were just going to sit and work until it 5. 
(the compendium, my comment) finished (.) kind of 
6. Lars: Oh 
7. Kim: And it went kind of so-so 
8. Lars: That went so-so. Now I would like to do like this (.) before we do 
9. anything else (.) err I would like you to take you compendium and work 
10. in it (.) and then I will just walk around and make sure I have got  
11. everyone with me on this journey 
(Excerpt 23, observation 6) 

In the excerpt above, Lars is positioned in an explicit teacher role within 
the music theory classroom discourse. This is enacted through the 
structure of the introduction (which the excerpt is part of). Additionally, 
the event illustrates the prevalence of the work in the compendium, as the 
first issue that Lars relates to regards the compendium (row 1). Notably, 
the interaction in this dialogue exemplifies how it is constructed as 
important for the teachers that all the students understand intervals at the 
end of the course.  

Additionally, another example of how this short dialogue is placed within 
an explicit teacher discourse, is that Lars introduces and leads the 
dialogue through his statements and choice of topic of conversation. In 
connection to this, the next example is chosen to illustrate the explicit 
teacher role in relation to the purpose of the subject and module, as well 
as the legitimization of the subject and module. 

1. Lars: And if you don’t understand then you have to make yourselves  
2. heard (.) you have to tell me (.) teach me this (.) that’s why we are here 
3. (.) to teach you this (.) not to “get you” at some exam. You will have lots 
4. of use out of this (.) whether you become preschool teachers, pilot or  
5. whatever you become.  
(Excerpt 24, observation 3) 

This event illustrates two points: Lars’ explicit teacher role; and how the 
legitimization of the subject, and the module interval specifically, is 
treated as a means to an end (as previously discussed). Hence, within the 
explicit teacher role, Lars describe the purpose of the tests, or 
measurements, for the students. He expresses that they – plural, 
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indicating teachers as a group – are interested in teaching the students 
something of high utility, as opposed to the ‘get you’ reference, indicating 
a test constructed to the students to fail. Further, the legitimisation of the 
test occurs through that the purpose as a whole is teach something useful, 
regardless of whether the students continue on to MC or HME or choose 
a different path after upper secondary education. This is the only event 
during the observation period that the legitimisation of the subject occurs 
in relation to something outside of further music education or 
musicianship.  

Summary 
In summary of the discursively constructed teacher, the position of the 
teacher in the interval lessons appear as in negotiation through the use of 
humour. In this negotiation, the teacher role is constitutive of positions 
where the power/knowledge hybrid (Foucault, 1980) is manifested 
through utilising humour and resistance towards the apparently ‘non-
exciting’ segments of the teaching, i.e., the interval film. Further, teaching 
is in this context viewed as conducted through an explicit teacher role, 
within a formal, ‘schoolified’, structure based on instructions and written 
exercises. However, the discourse can be viewed as pushed in another 
direction through the teacher utilising the power/knowledge hybrid 
position to order mini keyboards. This act of resistance towards the 
regulative discourse is indicative of a discourse in negation, or rather, a 
move towards a discursive shift.  

The discursively constructed Interval student 
The theoretical focus of the interval lesson content could be argued to 
control the education in Interval. Further, the method for learning being 
introductory ‘lectures’ followed by working in the interval compendiums 
and individual work in the music application on the students’ individual 
laptops, are events in a series linking the methodology to individuality. It 
appears to become the student’s individual responsibility to learn the 
concepts presented to them. However, the way that the students are 
seated in the classroom enables them to work in pairs, more 
collaboratively, something which many of the students do.  
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The work in the compendium is varied by the students also working 
individually on their aural listening skills on their personal laptops or in 
pairs on the mini keyboards introduced in the class later on in the 
semester. The music theory software on the laptops is predominantly used 
so the students can practice their aural listening skills by identifying 
different intervals by ear. The software used for aural listening skills 
training is in English, with the result that all the various musical 
theoretical concepts, terminology, names for intervals and chords etcetera 
are in English whereas the teacher and all introductions, explanations 
etcetera are all in Swedish. The fact that concepts and terminology are 
different in the languages causes some problems and leads. That the music 
software for individual exercises in aural skills is in a different language 
than all the other material in the interval lessons seem to create issues and 
works as a barrier for the students in their interval and by extension also 
music theory education. The language in the software on the students’ 
individual laptops – viewed as policy artefacts (Ball et a., 2012a) – can 
hence be argued to act as a stumbling block (cf. Ball, 2012) within the 
discourse. Due to that many students have not encountered the music 
theoretical concepts and terminology in their prior music education it 
appears as problematic to then learn them in two languages at once. 
Another factor is that they are expected to do these exercises by 
themselves, individually.  

Aural skills or music theory? 
The course Aural skills and music theory constitutes of, as the name 
implies, two areas: aural skills and music theory. This in itself implies a 
duality, embedded in the course structure and content. The course is 
supposed to contain elements of both of these areas, and to and 
differentiate between what is aural skills and what is music theory and 
how these intertwine and connect, is something which is proving 
problematic at times. The next excerpts (especially excerpts 25-27) 
illustrate how complex education in aural skills and music theory is in 
relation to the construction – and hence the possibilities in relation to 
positioning and power/knowledge – of the students. These events are in 
the context of this study viewed as linked series through being both a 
continuous conversation involving several students and the teacher Lars 
and additionally by what the events express in turns of discourse.  
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In the first event, the two students Lucas and Lisa are sitting next to each 
other by one of the tables in the classroom. They are talking about how to 
count the different intervals, and how to remember the ‘rule’ that intervals 
numbered 1, 4, 5, and 8 are called ‘perfect’ intervals (they are not minor 
and major, but rather referred to as perfect). Additionally, today’s lesson 
is the last one before the exam on the Interval module/area of knowledge 
which may be why they are trying to help each other study.  

1. Lucas: It’s just to think, two three six seven, one four five eight. One  
2. four five eight are perfect. 
3. Lisa: I have to write this down somewhere 
4. Lucas: And two three six seven they are small 
5. Lisa: So this is not going well (sighs) 
6. (Lisa and Lucas laughs) 
7. Lisa: I’m not going to understand this (.) this evening. I’ll be sat looking 
8. at this and not knowing what the hell I’ve written (laughs). Then I’ll  
9. Google. 
10. Lucas: Google 
11. Lisa: Google is my best friend 
(both students laugh) 
(Excerpt 25, observation 4) 

Figure 4: Perfect, major and minor intervals 

 

Lucas refers in the beginning of the conversation to that “it’s just to think” 
(row 1). A possible interpretation of this is that Lucas alludes to the more 
theoretical aspects of aural skills and music theory, much like Johan’s “it’s 
just to study” (see earlier transcript, excerpt 3). This can be viewed as 
consolidation of discourse, where the teacher student Johan follows a 
structure set by Lars (his supervisor), which is subsequently re-produced 
and confirmed by Lucas’s statement. Further, there are a clear set of rules 
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to follow in the interval compendium, where the students are instructed, 
or rather, informed of, that the intervals one, four, five and eight are 
perfect intervals. This is a fact that the student needs to remember, 
something that is indicated by Lisa’s “I have to write this down somewhere 
(row 3).  

Something which is interesting in the context is also how the students 
immediately turn to reading and writing as tools for remembering which 
intervals minor/major and which intervals are perfect, possibly because 
of how the teaching is constructed within the subject. It is also interesting 
that the intervals are referred to as “small” (row 4) and not small/big, or 
minor/major, where minor/major would have a clearer connotation to 
their actual musical function. However, the exam does not appear to be 
treated as so called ‘high stakes’ because of Lisa’s and Lucas’ appeared 
relaxed attitude, as they make jokes and laugh about not remembering 
and having to use the search engine Google as a source of information.   

In order to demonstrate the inter-discursive movements that occur in 
student interaction and construction, the next excerpt is an event relating 
and connecting the previous event and statements. The dialogical 
interaction between Lucas and Lisa continues and the student Lovisa, who 
is placed in their proximity in the classroom, joins their conversation. In 
this event, the statements first refer to the things that they know, to 
subsequently move in the direction of the lesson and exam content that 
appear as more problematic. In this example, what the students view as 
problematic seem to be not the written part of the exam, but rather the 
aural listening skills.  

1. Lovisa: But it would’ve been fine if it hadn’t been for the aural thing 
2. Lisa: That you have to listen? 
3. Lovisa: Yes 
4. Lisa: I, because I can do this if I get the time to 
5. Lovisa: Exactly, I can do that if I get the time to 
 (Excerpt 26, observation 4) 

In this excerpt, it becomes apparent that the students agree on that the 
subject involves not only identifying and writing intervals in notation, but 
also identifying them by listening. Lisa and Lovisa agrees on that they can 
manage identifying the different intervals on paper, in their 
compendiums, but that they are struggling regarding identifying intervals 
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when listening. This is a potential problem for the aural skills part of the 
exam. However, they are expressing that they can do it if they “get the time 
to” (rows 4 and 5).  

The three students’ express nervousness in conjunction with the aural 
listening part of the text – there are no jokes and laughs about Googling 
here. This can be interpreted as that this part of the test is slightly more 
‘high stakes’ than the written part. Aural skills appear to be more closely 
linked to music as a verb (cf. Small, 1998), hence enabling an 
interpretation where the students associate aural skills with musical 
talent. Notably, in this particular educational context listening exercises 
in the classroom other than on their individual laptops are rare. During 
the introductory lectures, the teacher sometimes asks if the students can 
identify an interval when written on the board or how the next note in the 
interval should be written on the board.  

Lucas, Lisa and Lovisa are not the only ones thinking about the impending 
listening part of the exam during this lesson. The dialogue between Lars 
and Leo (see excerpt 27) takes place during the same lesson, after the 
other conversation between Lucas, Lisa and Lovisa, and can be read as 
that there is some confusion and insecurity with regards to what the test 
encompasses with regards to the actual definition of what constitutes an 
interval. 

1. Leo: Will there be kind of an aural part? 
2. Lars: There will be an aural listening exam as well. I will send it to you 
3. via the computer. 
4. Leo: Will it 
5. Leo: Kind of live? 
6. Lars: Not live, you will get to do it on your computer so bring  
7. headphones next time, bring pencil and eraser 
8. Leo: Is it aural listening and interval exam, or is it, now I’m really  
9. confused. Next week it’s intervals isn’t it? 
10. Lars: Interval 
(Excerpt 27, observation 4) 

In the above dialogue between Lars and Leo, the topic is next week’s exam. 
The event as a whole – the collection of statements – concerns Interval as 
learning objective, or, rather, the essence of what constitutes as interval. 
The student and the teacher both agree on that there is an aural part to 
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the test, as we can see in the first statements (rows 1, 2 and 3). 
Subsequently, there is the question concerning the “live” part of the test 
(rows 5 & 6). Hence, the listening exam appears to be very similar to the 
listening exercises that the students do on their own every week in the 
music software on their laptops in order to practice listening and 
identifying intervals aurally. However, a miscommunication subsequently 
seems to occur between Leo and Lars, where the main issue concerns what 
is at the core of the exam, or, in other words, what is being tested in the 
exam – aural listening skills or intervals.  

The situation is complex and a possible reading of it could be that for Leo, 
intervals are one notion and aural listening skills another, thus intervals 
not encompassing aural skills and vice versa. Rather, they are viewed as 
two separate concepts. Further, when Leo is asked by Lars to bring not 
only headphones but also pencil and eraser, the request seems to cause 
him even confusion. This situation, or event (Foucault, 1970), is 
comparable to an event described in Nyberg (2015) where a student 
expresses that he is playing the ‘majorest’ third that he can play (ibid., p. 
180), an utterance which sparks a conversation between the teacher and 
the student in question as to how the third could be viewed as a major 
third. In the scenario described by Nyberg (2015), the student is basing 
his point of view on his experience as a bass player.  

In the situation described in the present study however, instead of the 
physical activity of playing a third (minor or major), what the imminent 
test actually encompasses appears as confused. My interpretation and 
reading of this event would be, similar to the teacher and student situation 
described in Nyberg’s (2015) study, that there is a discrepancy between 
the teacher’s understanding of the student’s positionality. Lars does not 
take into account Leo’s understanding of the concepts involved – (aural) 
listening and interval. I would argue that Lars, as the teacher, has an 
understanding of music theory and specifically the concept interval as 
including aural listening skills. Leo, on the other hand, may not have 
reached that level of understanding as of yet. From the conversation (see 
excerpt 27) it is clear that there is an understanding of the concept interval 
as being one thing and aural listening another – unrelated – concept. That 
there are similarities between the event in Nyberg (2015) and the event 
described earlier can be interpreted as that there are similar discourses at 
play in the different environments and educational contexts.  
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In the following example, two students discuss music theory in general 
during a classroom session. 

1. Adam: But it’s really nice if you know music theory (.) then you can like 
2. transfer (inaudible) you would be like “yes this is good” 
3. Axel: Beethoven knew how to read music 
4. Adam: But he was kind of… 
5. Axel: Beethoven became deaf 
6. Adam: yeah 
7. Axel: He became deaf in his thirties 
8. Adam: But still he continued to write music  
9. Axel: Yes 
10. Adam: You can imagine that a: too bad he didn’t get to hear what he  
11. was doing 
12. Axel: He heard it inside  
13. Adam: yes 
14. Axel: But he only really heard the piano 
15. Adam: If he didn’t have 
16. Axel: A:  
(Excerpt 28, observation 6) 

In this excerpt, the two students seem to agree on that music theory is 
useful. The comment on what skills would be transferable (row 1 & 2) is 
inaudible in the recording, however, it seems as though the students 
perceive these skills as helping them decide whether something is good or 
not (row 2). It also appears as though they are impressed by the composer 
Beethoven, and they reference that he kept composing even after going 
deaf (row 4-9). The two students then move on to talk about hearing music 
“inside” (row 12) yourself, a skill that is commonly practiced within the 
aural skills part of the course.     

The abstraction from the action  
Similar to the discourse concerning interval as ‘schoolified’ knowledge, 
another discourse that appears and can be illustrated in the examples 
from the interval classroom is the implicit focus on the abstractness of 
interval as concept and notion. Throughout the examples, the terminology 
is constructed as abstract combinations of numbers and letters that the 
students are expected to learn how to relate to in the context of their 
respective interval compendiums. They conform to the expectations – 
within the discursive room that is constructed as music theory and 
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interval – concerning behaviour and learning through sitting by their 
desks and predominantly working in their compendiums, either together 
or individually. In relation to this, one of the things that students should 
develop according to the regulatory policy documents such as curricula, is 
knowledge in music theory and music-theoretical concepts (NAfE, 2011b).  
 
In the classroom, there are several ways in which this part of the expected 
outcome of the education is expressed. Music theoretical concepts and 
terminology are explicitly mentioned and talked about in the 
introductions, or rather, lecture, at the beginning of each lesson. Further, 
specific Music theory related terminology is practiced in the interval 
compendium that the students conduct exercises in every lesson in the 
interval module. However, a significant amount of time is allocated to 
practising the concepts in the lessons during the period for observation. 
Although the methods used for teaching changes during this period, what 
is static is how the student groups only have four weeks to learn what is 
expected from them in the interval module before they go on to the next 
module and area of learning. The previous understanding and knowledge 
of music theory and music theory terminology varies between the students 
individually and consequently also between the groups. In the following 
section, a few events concerning the students’ understanding of the 
different musical symbols and concepts are brought forward in order to 
shed light upon how discourses with regards to the subject’s construction 
and legitimisation is expressed.  

A #hashtag Confusion 
The first example I would like to bring attention to is a dialogue between 
the student Lina and the teacher Lars. In this event, understanding and 
knowledge of music theoretical terminology is exemplified in the situation 
through Lina asking Lars about the meaning of a musical symbol54 she 
does not recognise. It is a rather complex event where the confusion with 
regards to specific music and music theory terminology and language is 
explored to a certain extent by Lina apparently working hard to guess as 
well as understand the logic of the names of the accidentals and their 
purpose.  To put this conversation into context, the dialogue between Lina 
and Lars takes place when the lesson is already over, and most students 

 
54 A natural (♮) in Western notation cancels the previous accidentals in the same bar.  
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have already packed up their belongings and left the classroom. However, 
a few students are still in the classroom. Timewise it is the lesson before 
this group’s exam in the interval module, enabling a possible explanation 
for the students to linger in the classroom being because the exam is 
drawing near.  

1. Lina: This thing, what does it mean? 
2. Lars: It means naturalised55. And it’s a little, it’s just because, this in  
3. the same bar this is lowered and then you have to be clear and say that 
4. this is a D and not a D-flat.  
5. Lina: Aha 
6. Lars: Yes it’s the music software that does these things 
7. Lina: Err will there be this augmented and lowered 56 
8. Lars: Lowered (.) 
9. Lina: Pre-sunken (said with doubt)57  
10. Lars: Diminished 
11. Lina: Diminished 
12. Lars: Yes.  
13. Lina: At the aural exam as well? 
14. Lars: At the aural exam, err well probably 
15. Lina: I don’t get it 
 (Excerpt 29, observation 4) 

     

Figure 5: D flat ( ) and D ( ) including accidentals.      

Let us try and disentangle the statements in this singular event. Lina refers 
to the natural (♮) accidental as “this thing” and asks Lars what it means 
(row 1). One possible reading of what this statement implies, is that Lina 
views the terminology as abstract, carrying meaning  she does ask what it 
means – although the word choice “this thing” implies something which 
is not active or an activity, such as music. What we can discern from the 
following statement (row 2) by Lars, is that to him it is clear that the 

 
55 in Swedish: återställt 
56 (in Swedish: nersänkt”)  
 
57 Original quote in Swedish: “försänkta” (which is not a word in Swedish) 
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symbol has a function, due to this being how he answers her – with the 
functionality of the meaning. However, Lina does not know the function 
of the accidental in question, through these statements it seems as though 
the functionality of the symbol, the accidental, do not appear as obvious 
to her as is does to Lars, something which appear to be common amongst 
the students that have not had music theory classes before starting their 
music education at Legato school. When Lars explains the meaning of the 
accidental, he does this through referring and relating the sign to its 
function (rows 2, 3 & 4). In this statement, he explains that what this 
musical symbol does is that it cancels the previous accidentals in the same 
bar and the note is thereby brought back to its original place (not a flat or 
a sharp as the note before it in the same bar)  

Lina goes on in the dialogue to refer to the musical signs or symbols by 
saying, or rather, making up, names and terminology that are near their 
actual terms (see rows 7 and 9), to finally conclude her statement by 
expressing “I don’t get it” (row 15). One possible reading of these 
statements, if we view them as linked together, is that Lina has not 
encountered these musical concepts in her prior music education and that 
she, similarly to the students in Nyberg’s study (2015), has a more 
problematic learning process in the courses that belong to music theory 
because of her knowledge in the field being lower than in the more 
practically oriented music courses. One possible outcome of students 
being on different levels in the courses – ensemble or instrumental 
courses and Aural skills and music theory – is what Nyberg (2015) calls a 
“mismatch” (Nyberg, 2015, p. 172) in their education. Further, as the 
excerpt above is an example of, there can be difficulties concerning the 
musical concepts for a learner – student – in the beginning of the music 
theoretical learning process.  

Lina is allowed to use her own expressions although they are not the 
correct terminology in the musical vocabulary in order to work out what 
the correct terminology to use is. However, it takes them until the end of 
their conversation just to reach the mutual understanding of the term that 
she is trying to ask whether it will be appearing on their exam or not, 
something which then leads to the conclusive “I don’t get it” at the end of 
this dialogue. In the example (see excerpt 29) Lars is explaining the 
meaning – for him the function – of the accidental natural. Although they 
spend some time on this dialogue, this event, it appears as though they do 
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not quite reach a mutual understanding. In this instance, I would argue 
that the discourse surrounding what is the meaning and function of the 
music theoretical concepts, symbols, signs, etcetera, is dominating and 
prevents Lars and Lina from reaching a mutual understanding. As such, it 
can be viewed as a power/knowledge struggle where the learner – the 
student – is constructed as in relation to the power/knowledge relation 
(Foucault, 1980).  

Understanding concept and function  
Due to the lesson taking place in what can only be described as a 
‘traditional’ classroom – maybe as opposed to an ensemble room – the 
room, the space and the furniture in it itself enables the students who are 
sitting by the same table to work together. This entails that students who 
are friends, or at least friendly with each other, can choose to sit together, 
but also that students who need support can choose to sit with someone 
who may be more knowledgeable in the subject. This seating arrangement 
and placement can be viewed as working to counteract the ‘mismatch’ in 
the student’s education mentioned earlier in relation the findings in 
Nyberg’s (2015) study and, additionally, be helpful to the students 
involved.  

The conversation below, between the two students Linnéa and Liv, 
provides an insight into how the two students work together and support 
each other in this learning process. Furthermore, and possibly more 
important in the context of present study, it also provides essential 
information with regards to how the students discuss the specific music 
terminology amongst themselves, thus providing an important viewpoint. 

1. Linnéa: Is this a third? Wait, no, I’m just kidding. Is this a third? 
2. Liv: Yes 
3. Linnéa: But how can you see that? 
4. Liv: In the key of C it works to just count. Because now it’s from here,  
5. from the note c. Then you can just count like this (.) and then you count 
6. with the note, one two three. To that key. And then it’s a third. And like 
7. this, err but here’s another third, but then it’s a flat and then it’s a small  
8. third, in the key of C.  
9. Linnéa: Then if it’s a flat it’s minor. If it’s not a flat then it’s major. 
10. Liv: A:h and here, one two three four five six seven, sept. Major, M.   
11. Linnéa: And this is a small third? 
12. Liv: A: 
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13. Linnéa: But how do you say (.) that hashtag? 
14. Liv: If something is flat it’s one of these signs. If something’s sharp it’s 
15. one of those, then it’s a hashtag. 
16. Linnéa: It’s a flat 
17. Linnéa: Then I’ll write small third. 
18. Liv: Or you can just write l358  
 (Excerpt 30, observation 7)   

In this example, viewed in this context as an event (Foucault, 1970), the 
conversation between the students Linnéa and Liv bestows us with the 
opportunity to analyse how the students themselves describe and explain 
function and meaning of the music theoretical concepts and terminology. 
In other words, how the symbolic conventions in music shape meaning 
(cf. Bamberger, 1996, p. 36). Moreover, the dialogue between the students 
serves as an illustrative example in relation to how students help each 
other understand the music theoretical concepts, terminology, and their 
functions. Further, what Linnéa refers to as “this” (row 11) is the interval 
spoken about, a minor third, as exemplified in the exercise in the interval 
compendium they are working in. In this example, it is also important to 
understand the Swedish context of music theory concepts. Here, the word 
small (third) indicates a minor (third), and the words used are based on 
the interval being called ‘small third’ in Swedish (as opposed to minor 
third in English). Thus, the conceptual understanding of the minor chords 
is slightly diffused, as well as confused.   

When Linnéa asks “how can you see that” (row 3), relating back to her 
previous question “is that a third” (see row 1) Liv answers her that it’s just 
to count (rows 4 and 5). In this dialogue, Liv subsequently goes on to 
explain a method for identifying the interval example written in their 
interval compendium. Furthermore, she briefly explains the function and 
relationship between a minor third and a minor chord as well as a major 
third and a major chord (rows 4-8 & 10). Linnéa repeats the information 
she received from Liv (row 9). This question-and-answer dialogue takes 
up the first part of their conversation. Through this, we can interpret the 
statements as that Liv has prior knowledge in music theory, something 
which the teacher Lars explains may be because she has an older sibling 
who has studied this course previously.  

 
58 Swedish for small third, m3 in English. 
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The conversation between Linnéa and Liv continues when Linnéa asks Liv 
about “that hashtag” (row 13). That she asks, “how do you say” (row 13) 
indicates that she is aware of that the musical sign or symbol has a name 
in music vocabulary, although she does not know what that name is. To 
use the word ‘hashtag’ instead of the actual musical term ‘sharp’ appear to 
be established as a convention amongst the students, as it is frequently 
appearing, repeatedly, in the statements from the classroom observations 
during the time for observation. This can be viewed as that the students 
make sense of the new concept by using knowledge that they are already 
familiar with (cf. Pramling & Wallerstedt, 2009). The use of the word 
‘hashtag’ carries within it references to popular culture, through for 
example the use of the symbol in social media, where it can be used to 
categorise and group phenomena. Using the word hashtag for the musical 
signature sharp ( ) appears in the study by Björk et al. (2024) as well, 
indicating that this, in relation to youth culture, is a widespread use of 
language (and discourse). Thus, due to repeated frequency of use, the 
active use of the word hashtag can be viewed in the context of this study 
as an example of event series and regularity (Foucault, 1970). Further, to 
support this, it appears as though Liv immediately knows what Linnéa is 
referring to when she answers Linnéa’s question. Liv also uses the same 
term, hashtag, for the musical signature sharp ( ) something which be 
viewed as further establishing the discursive twist.  

In the conversation between Linnéa and Liv, the function of the  or its 
name in music terminology is not mentioned. Here, what emerges from 
the analysis is how the popular culture phenomena and discourse that the 
students express themselves through entails a change in how the music 
theoretical signs are referred to in the classroom. However, a possible 
problem in this scenario is how the symbol  in this case risks losing its 
function in the more popular-cultural discourse, or rather, in the 
discursive translation of popular culture, this further enhancing the rift 
between music theory and practice. Furthermore, one can view this event 
in conjunction with the earlier transcript (see excerpt 29) where Lina in 
an attempt to figure out the correct terminology makes up words trying to 
find the term ‘diminished’. Music terminology discourse appear as not 
part of everyday discourse, possibly because of its specificity and the lack 
of connection to other subjects. These two events (excerpts 29 & 30) imply 
a regularity (Foucault, 1970) in the described events.  
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This next example provides an illustration of the confusion between the 
intervals, also for a teacher student. As the teacher student in this event 
provides the explanations, he thus becomes part of creating the possible 
positions available for the student in question.  

1. Johan: Well it is a perfect unison (.) or a minor second you could say.  
2. You can see here … half a step up, then it’s a minor second (…) I’m  
3. thinking it could be a minor second (.) because it is half a step 
4. Student: Ok 
5. Johan: I don’t understand what it could be otherwise … but … ah  
6. (silence) But how did you think (.) an augmented first (.) the perfect  
7. intervals can be augmented. Both are right (.) they are just different  
8. names for things.  
(Excerpt 31, observation 3) 

In this event, the discussion mainly revolves around the question whether 
an interval in the compendium is a minor second or an augmented 1st. It 
becomes visible that intervals are not always immediately apparent, but 
rather necessitates a specific understanding with regards to the function. 
Especially, confusion seem to appear in relation to accidentals. In the 
excerpt above, the teacher student Johan finishes by expresses that both 
options are correct (row 8), they are merely “different names” (row 7 & 8) 
for the same concept. However, this is not the case. The interval discussed 
is not a minor second, due to the notes being on the same staff line.  

In connection to the previous example with regards to confusion between 
music theory symbols and their function, the next example (excerpt 32) 
provides another insight into how the students discursive language form 
their meaning-making process in smaller groups. 

1. Chris: Look at this, a “big” third (inaudible) and then it’s called major  
2. third (laughs) diminished fourth 
3. Frankie: Then it’s a diminished fourth 
4. Chris: But then a “big” third and a diminished fourth is not the same  
5. thing (.) then there must be something called a “big big” third 
6. Frankie: Yes there has got to be a name for it 
7 Chris: There has to be something in between 
8. Frankie: Then I’m thinking (laughs)  
(Excerpt 32, observation 6) 
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In this example, the dialogue predominantly concerns the difference 
between a major third and a diminished fourth. The references to “big” 
(row 1) (being the Swedish word and abbreviation for major intervals, see 
chapter Translation) and “big big” (row 6) indicate that the relation 
between interval and its contextual, musical, function is not clear. The 
reason for the miscomprehension may be that the word “big” in Swedish 
is indicative of a larger interval, or distance between the notes. When 
concerning a diminished fourth, the word diminished is indicative of a 
smaller distance, interval, between the notes. When looking at the keys on 
a piano, the physical key is the same59 (C to E is a major third. C to F-flat 
is a diminished fourth. E and F-flat is the same key on the piano). 
However, the function and name of the interval is not. This excerpt thus 
provides an example of how intervals are viewed as abstract, abstracted 
from the action to music (cf. Small, 1998).  

The next example serves the purpose of illustrating how the “in between” 
referenced in the previous excerpt appears as a common denominator for 
the students with regards to the issue of the intervals and their function. 

1. Elsa: Look, that’s three steps, but then it’s a sharp (.) is that a  
2. big big third (.) well (.) there has to be something in between? 
3. Andy: That is (.) that is (.) a … a (inaudible) wait wait what the  
4. h***. Yes. Fourth.  
5. Elsa: It is just another key. 
6. Andy: Well what the h*** (.) is it 
7. Elsa: Yes but they become different if they start here or start here 
8. Andy: Yeah yeah but surely it is..? 
9. Elsa: Ok 
10. Andy: Yes but I’m not perfect so (laughs)  
(Excerpt 33, observation 6) 

In this excerpt, the students appear to be discussing an exercise example 
in the interval compendium. Similar to the previous example, they seem 
uncertain with regards to when the interval is a third and when the 
interval is a fourth. When an accidental is involved, in this case a sharp, 
the issue becomes increasingly problematic. They all agree on that there 
must be something “in between” (row 2) the third and the fourth interval, 
but they are yet to comprehend the augmented and diminished intervals. 

 
59 cf. enharmonic equivalence. In a tempered system (such as this), enharmonic equivalence means 
two notes with different names but the same pitch, for example E and F  in this example.  
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Further, they refer to an interval as “big big”, something that could be 
viewed as a reference to so called ‘wide’ intervals (as opposed to ‘narrow 
intervals). These two events (excerpt 32 and 33) are connected through 
their discursive expressions in relation to music theoretical language. The 
topic that is discussed in excerpt 32, is continued in excerpt 33. The 
students appear to agree on that a major third and a diminished fourth 
are different intervals. However, the function and relation to keys, scales, 
and harmonies are completely absent from the dialogue in favour of the 
use of popular discourse and the invention of new concepts such as “big 
big”.  

The language between the students originates in a similar, or mutual, 
understanding and interpretation of popular discourse, and is possible to 
understand as a contributing factor to the learning process. Below follows 
an example from the continuation of the dialogue, in this context viewed 
as an event, in a series of events (Foucault, 1970), between Linnéa and Liv. 
This example also involves their teacher, Lars60. Liv is explaining an 
interval (M2) to Linnéa, when Linnéa turns to Lars and says:   

1. Linnéa: She explains so that I understand 
2. Lars: Yes, of course 
3. Linnéa: Because this is a major … (Lars starts talking) 
4. Lars: She has an older sister who goes here as well 
5. Liv: Ye:s 
6. Lars: She has already taught her everything, is that so? (laughs) 
7. Liv: No:: (unh.) know everything (laughs) no 
8. Lars: That’s good that’s good 
9. Linnéa: Liv is good at explaining, so that I understand 
10. Lars: It’s really great that (gets interrupted by Linnéa) 
11. Linnéa: Is this a m7? 
12. Lars: What (.) what did you say? 
13. Linnéa: Is this a M7? 
14. Lars: Yes 
15. Linnéa: M7 
16. Lars: M7 

 
60 Due to no filming taking place during the observations, I cannot for certain say how Lars became 
involved in their conversation. However, he spent most of the lessons walking around in the classroom 
helping his students and making sure everyone understood their respective assignments.  
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17. Linnéa: God I’m good 
(Excerpt 34, Observation 7) 

In this example, we can discern a language barrier with regards to music 
theoretical concepts and terminology. It is not possible to say with 
certainty what it is or what is causing it, but through reading the dialogue 
between Linnéa and Liv, and thereby following their learning process, it 
is possible to draw some conclusions. Linnéa expresses twice within this 
same event, or collection of statements, that Liv “explains so that I 
understand” (row 1) and follows it up the second time by adding “she’s 
really good at explaining” (row 9). These statements – viewed here as 
expressions of and through discourse –imply the presence of a language 
barrier not only within the context of musical theoretical concepts alone, 
but also between Liv and Lars due to the different discourses they express 
themselves through.  

Lars interrupts Linnéa mid-sentence with an explanation for Liv’s 
knowledge and continues this line of inquiry by asking if the older sister 
has “taught her everything already” (row 6). Lars laughs, indicating that 
this statement is to be interpreted in a humorous way. Notably, Liv laughs 
at the end of her next statement (row 7), indicating that she is not keen on 
being positioned as knowledgeable. This event is complexly evolving, 
perhaps partially through Lars’ and Liv’s use of humour to equate the 
positioning in relation to power. Lars appears to be trying to finish this 
particular conversational topic and move on (row 8). However, Linnéa 
once again expresses that Liv is good at explaining so that she understands 
(row 9). Lars then starts the statement that “It’s really great that…”, 
however, he is interrupted by Linnéa asking a question about an interval 
(row 11).  When Linnéa realises that she has answered the question in the 
interval compendium correctly, she ultimately expresses “God I’m good” 
(row 17) at the end of the dialogue.  

This dialogue, with the multiple statements from these three people, 
shows how complex an event in a classroom can be. On the surface, it 
shows one student realising that she has started to understand the 
phenomena that the teacher as well as policy and curricula has cemented 
as an object of learning. However, when we analyse the statements within 
this event, we can start to discern a pattern where the discourse expressed 
is that of learning together, especially when put in connection with 
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previous excerpts, in a subject that may appear as centring around 
learning as an individual project and trajectory. Moreover, there seems to 
be a tension between a student who is viewed as knowledgeable in the 
subject and the teacher, which is not quite resolved. Liv, in this event, 
appears as though she is shying away from the position of 
“knowledgeable” which – although an exaggeration – in other subjects 
(compared to for example ensemble) is predominantly viewed as an 
advantageous position. It is also interesting that humour is used to 
disarm, or neutralise, this exaggeration of Liv’s knowledge. Linnéa’s final 
expression “God I’m good” in this context also suggests that she is finding 
some confidence in her own skills and abilities in the subject and, unlike 
Liv, appears as wanting to be positioned as more knowledgeable in music 
theory.  

The next example is a continuation of the previous dialogue, although in 
the context of the present study they are viewed as forming an event series 
(Foucault, 1970). Linnéa has started piecing together how the names of 
the intervals relate to their abbreviations as the dialogue has gone on (see 
the previous excerpts). As such, it can in this context be viewed as a 
successful example of learning through working together and how the 
seating arrangement and lesson structure has enabled Linnéa to learn 
something which is new to her. Moreover, in the excerpt Linnéa begins to 
understand that the Swedish abbreviation of ‘liten ters’ (“liten ters” in 
Swedish = minor third in English) is “l3”. When Linnéa makes this 
connection, she is able to relate the (interval) concept to the abbreviated 
numbers and letters she exclaims:  

1. Linnéa: (calls the teachers name) LARS see what I can, see what I can, 
2. come on, see what I can! 
3. Lars: I see (gets interrupted by Linnéa) 
4. Linnéa: You have to see (.) you have to (.) see, is it right? 
5. Lars: It’s as right as it can be. 
6. Linnéa: Why didn’t I know this from the start really, in the beginning  
7. this was hard. 
8. Lars: Yes, I can’t answer, but it can be that once you understand this  
9. then (gets interrupted again by Linnéa) 
10. Linnéa: Well I didn’t understand anything at all in the beginning, but 
11. this is, this made, now I’m happy 
(Excerpt 35, observation 7)  
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In the excerpt above, we can view the collection of statements as an 
illustration of a discursively constructed learning situation. However, it 
may also be viewed as an example of the excitement a student can feel as 
the grasp of the basic function and terminology of the concepts taught 
begins to develop. Here, Linnéa fells as though she understands 
something that she has previously felt hard to grasp. In the first statement, 
she almost shouts the teachers name in order to get his attention (row 1). 
When Lars gets to her table, he responds with that he sees (row 3). A 
possible interpretation of this event is that now that Linnéa feels that she 
has the understanding, she wants to show this to her teacher Lars (rows 1 
and 2). Additionally, she wants confirmation on that she has done the 
exercises correctly and has understood. Further, she appears to be so 
impatient as she is wanting confirmation on her that she barely lets Lars 
finish a sentence (rows 3 and 4).  

In this event, the student Linnéa seem to need confirmation from the 
teacher Lars in order to fully believe that she has fully comprehended the 
concept that she is working on. This implies a power hierarchy where Lars, 
as the experienced and knowledgeable teacher, is higher positioned than 
Linnéa, as the learner, the student. However, Linnéa constantly 
interrupting Lars is indicative of a power/knowledge structure being in 
negotiation. Linnéa finishes by stating that she is happy now that she 
understands, which in this context can be read as that she has transcended 
from un-knowledgeable to knowledgeable student. This result is mirrored 
by Björk et al. (2024), where the students share triumphs when working 
together, and also express joy when understanding not only the concepts 
of also their usefulness in application. In this event, Linnéa is yet to apply 
her knowledge but she is understanding the music theory concepts in 
front of her. 

However, the subject and object of learning – interval, in the context of 
aural skills and music theory –  as abstract is in the end of these examples 
still viewed as something worthwhile and exciting, fun, if we view Linnéa’s 
last statement as a testament to that once the understanding is in place, 
perhaps both the subject and the accomplishment of understanding is 
something that can make for a sense of happiness. In connection to what 
Linnéa is describing, that understanding makes her feel happy, the next 
example explores this notion from a slightly different perspective. In this 
event, a student calls upon the attention from the teacher student Johan 



 

 

263 

and makes a comment that is not picked up by the recording. However, 
subsequently, the following event unravels. 

1. Johan: No they have written it wrong there 
2. Lou: Ye:s 
3. Johan: Because it needs to be one step up 
4. Lilly: Look at that 
5. Mika: Well 
6. Lilly: I discovered it, not you 
7. Johan: We should maybe tell everyone this so they don’t think a sixth  
8. and a seventh is the same 
9. Mika (says to the girl who discovered to mistake): Who are you? 
10. Lilly: Why are you crabby with me? 
11. Johan: May I have your attention please (.) on the first page there is a 
12. mistake in how the seventh interval is written. It is written like a sixth. 
13. Lilly: Boy were they wrong. Very wrong! 
14. Johan: A student in the class discovered it actually 
15. Oscar: Haha! 
16. Lilly: It was me 
17. Mika: What!? 
18. Lilly: Bye.  
(Excerpt 36, observation 5) 

In this event, it appears as though the student that discovers the mistake 
in the interval compendium is attempting to position herself as more 
knowledgeable (than the other students think that she is). This is made 
evident through expressions such as “Look at that” (row 4) and that she 
comments in between Johan’s explanation of the mistake (row 13) as well 
as exclaims “It was me” (row 16). Through the expressions and action, the 
student is positioning herself as knowledgeable. Due to that the 
compendium is constructed by the teacher we need to consider the issue 
of power relations between teacher and student. This may be a reason for 
why the student is so keen on pointing out the mistake and also making it 
clear to all of her class friends that she is the one who first spotted the 
fault. Further, that the other students appear surprised when 
understanding that she discovered the mistake can be viewed as another 
reason for the will to construct herself as knowledgeable. The event thus 
illustrates the power/knowledge structure as a balance-act where power 
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is fluctuating between the students as well as between the teachers and 
students.   

Resistance and music theory 
Similar to the teachers, the students position themselves in relation to the 
subject Music theory, the Interval module and its lesson content and 
classroom activities in several ways. The positions available for the 
students appear as more varied than the teachers’ positions. The students 
inhabit positions where there can be a trajectory between the positions in 
terms of learning. They can position themselves as knowledgeable (as in 
for example excerpts 35 and 36) as well as on a trajectory to becoming 
knowledgeable (as in for example excerpts 26 & 29) amongst other things, 
as previously mentioned. Additionally, similar to the teachers, the 
students have the possibility to position themselves as resisting towards 
the subject Music theory. In relation to the issues of power and its 
fluctuating fleetingness within the Music theory and Interval classroom, a 
consideration with regards to this is how students construct themselves as 
resisting. The resistance can be manifested implicit in the classroom, 
through actions as for example body language. The resistance can also be 
manifested explicitly in the classroom, through for example not 
conducting the exercises in the compendium or through avoiding 
answering questions when asked. Manifestations of resistance can thus 
cause problematic situations in the introductory parts of the lesson, when 
a student explicitly exhibits signs of resistance, as in the example below. 

1. Lars: When it is four, what notes are sharp then? (Indicate that a  
2. particular student should answer) 
3. Noa: I didn’t raise my hand (quietly) 
4. Lars: Pardon? 
5. Noa: I didn’t raise my hand (louder) 
6. Lars: But I asked you 
7. Noa: Well (.) I don’t know 
8. Lars: But you’re with us in how we’re thinking? 
9. Noa: No. But you don’t have to repeat it we can talk about it later. 
(Excerpt 37, observation 8) 

In this event, the student appears to negotiate his position by not be 
willing to answer Lars’ question. The process of negation seems to occur 
through statements illuminating the unwillingness to take part in the 
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collective classroom activity, as for example not raising a hand to show 
you know the answer. This is viewed as an act of resistance. Notably, Lars 
acts in the position of explicit teacher which entails a power/knowledge 
position when he states, “but I asked you” (row 6). This is in the context 
of this study viewed as a claim to power, intertwined with knowledge.  

In connection to the issue of resistance, the next example serves the 
purpose of illustrating how the students can position themselves against 
music theory in the dialogues. 

1. Lee: Imagine starting your day with music theory (.) that  
2. would have been… 
3. Liam: I would have died 
4. (inaudible). Be a theory teacher … (big sigh)  
(Excerpt 38, observation 6) 

In this event, the two students are explicitly positioning themselves 
opposed to music theory in general, and they seem to especially dislike 
having the lesson in the morning (row 1, 2 & 3). Further, they appear as 
though they almost feel sorry for the teacher that has to teach theory (row 
4). These statements appear as more humorous than the previous excerpt, 
however, they show two different kinds of resistance in the classroom. 
There are several comments made throughout the period for observation, 
such as for example comments such as “I hate this” (observation 6).  

In connection the excerpt above, at times it appears as though there is a 
resistance to music theory, and the understanding of the “grammar” of 
music (see excerpt 39 below). 

1. Loa: But here I think they should have a bigger motor, many of them,  
2. that now they are doing A-level music that’s cool now I’m going to learn 
3. and understand the whole of this grammar in music. Well you would be 
4. surprised how many (students) in third year that don’t know (.) if it says 
5. treble clef and one flat they don’t understand that it’s F major. You kind 
6. of how can’t you want to understand this? (…) Then I can think that it’s 
7. almost like an aversion. (Excerpt 39, Loa, interview 2018-12-05)   

In this excerpt, it appears as though it is expected from the students in the 
upper secondary music education that they should want to learn (rows 1-
3). When the students do not possess the expected knowledge, this 
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appears as surprising, and similar to an aversion towards the subject (row 
6 & 7). Notably, music theory is in this excerpt described as “the grammar” 
of music (row 3), similar to previous examples within this study. Lars and 
Leonard both use the word language in connection to music theory, and 
the students Linnéa and Liv describe it as something “behind the scenes” 
(see p. 197).  

Resistance against the subject is, for the duration of the observations, not 
conducted in any evident actions. Rather, the majority of the students 
work in their compendiums and finishes their written and aural exercises 
during the lessons. However, resistance can also be viewed as lack of 
engagement outside of the classroom, for example through how many of 
the students conduct their required 20 minutes of listening exercises on 
their laptops outside of the Interval lessons. In the case of Interval studies, 
the students are not expected to do any course work outside of their 
lessons, apart from the 20 minutes aural listening skills exercises.  

Summary 
In summary of the discursively constructed Interval student, the students 
express in several statements that they find the subject difficult and that 
they need to study, something which further enhances and consolidates 
the construction of the subject as a ‘schoolified’ in a linguistic practice. 
This abstraction from of the activity ‘to music’ (Small, 1998) can be linked 
to Nyberg (2015), where the results suggest a view of musical knowledge 
as tripartite, containing parts that are not able to stand alone. Further, 
there appears to be a confusion between the concept and the function of 
interval, where discourse plays a major part. The professional language of 
the teacher, part of the professional language of music as well as music 
teacher, forms the teacher’s professional culture (Ball et al., 2012) but 
appears as not part of the students’ professional culture or language. As 
discursive practice, Music theory is defined by the knowledge it forms, 
simultaneously as there is no knowledge in Music theory without the 
discursive practice (Foucault, 1969/2002). It appears as though ‘words 
and things’ are interlinked in the knowledge construction in relation to 
the students. Further, similar to the teachers, the students construct 
themselves as resisting towards the lesson content and classroom 
activities. However, in the case of the students this resistance is conducted 
through several means of expression (as for example body language and 
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not partaking in the activities). Further, the resistance seems to apply to 
not only interval as area of knowledge but encompass Music theory as a 
school subject altogether. Further, the students are additionally 
constructed as conforming (cf. Persson, 2019) to the lesson structures and 
content, through working in the compendiums, conducting the listening 
activities and being quiet during the teacher’s instructions.   

Summary of Results and analysis: Music theory 
and aural skills 
In summary of the chapter concerning the discursive construction and 
legitimisation of Music theory, as represented by the module Interval, 
several characteristics are discernible.  

Teachers’ and students’ expressions in relation to the subject further 
enhances and consolidates the construction of the subject as within a 
‘schoolified’ discourse. Interval as concept appears as decontextualised 
from music as activity, the verb ‘to music’ (cf. Small, 1998) and is viewed 
similar to characters, individual letters, needed to learn a language. The 
classroom activities are predominantly part of what can be described as a 
linguistic practice (Mills, 2003), where the focus is on an almost 
automated learning of the intervals as individual parts through working 
in the interval compendiums, viewed in the context as policy artefacts 
(Ball et al., 2012). The musical examples played can be viewed in relation 
to auditory events (cf. Elliot, 2009), where the mini keyboards change the 
classroom activities towards more physically tangible and auditive 
classroom activities, hence coming closer to constituting the 
characteristics of an auditory event.  

The subject Music theory, and the courses and modules within this 
subject, appear as in constant need of legitimisation. Predominantly, the 
subject is viewed as a means to an end, as opposed to an end in itself. Its 
connotations to musicianship appear as the predominant characteristic of 
the legitimisation. Knowledge in interval is in this context viewed as 
conjoined in aural skills. Further, interval as an area of knowledge seem 
to serve the purpose of constituting the framework for the regulative 
discourse within which the students can move freely. Policy artefacts (Ball 
et al., 2011, 2012a) are a major part of the construction of the subject, and 
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as such they can act as a hindrance for discursive change in terms of 
methods for teaching and additionally as a bridge between the linguistic 
practice of music theory and what is viewed as the application of aural 
listening. 

The position of the teacher appears as in negotiation through the use of 
humour. In this negotiation, the teacher role is constitutive of positions 
where the power/knowledge hybrid (Foucault, 1980) is manifested 
through utilising humour and resistance towards parts of the lesson 
content. The teacher role appears as explicit, and the structure as formal 
and ‘school-like’ within a ‘school-knowledge middle ground’ (Lilliedahl, 
2013). An unexpected result within the construction of the teacher, is how 
the teacher role appears as reiterated and reproduced in the music teacher 
student, within the power/knowledge relations between the supervisor 
and the teacher student. Discourse changes and bends through the teacher 
utilising his position within the power/knowledge hybrid. This act of 
resistance can be viewed as a move towards a discursive shift within the 
Music theory educational context.  

The abstraction of music as activity from the interval lessons entails a 
confusion regarding the construction of concept and function of interval 
for the students as they have not yet developed a professional language. 
This in turn causes a discursive language barrier and acts as a hindrance 
for the students to be constructed as knowledgeable in the subject. The 
students construct themselves as resisting towards the lesson content and 
classroom activities through several means of expression. Further, the 
resistance seems to apply, not only to interval as area of knowledge, but 
encompassing Music theory as a school subject altogether.  Further, the 
construction of the student may also be considered in relation to the role 
of the learner. In the Music theory education context, the emergence of 
the student as learner can be argued as explicit and visible. The students 
see and perform the tasks and assignments that they are asked to perform 
(cf. Ball, 2012). However, power is not, as Ball (2012) argues, rendered 
invisible, as there is evidence of resistance within the discursive 
construction.  

Through the analysis we can see three key discourses emerging. In the 
case of Music theory, these are Talk, not play; Means to an end; and Free 
but play by the rules. The first discourse Talk, not play indicates an 
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abstraction from the verb and activity music and suggests a core centred 
around language activities. In the second discourse, Means to an end, 
there emerges a necessity for legitimisation as it is constructed as having 
no inherent value, but rather, is constructed as valuable for other activities 
and knowledges. The third discourse is the Free but play by the rules 
discourse, within which a view of freedom can be discerned, where 
freedom is reached through behaviour in accordance with the regulative 
framework, i.e., freedom is relative to the regulative discourse.  
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Discussion  
The purpose of this doctoral thesis is to explore the school subjects Music 
and Music theory in the national Arts program as discursively constructed 
and legitimated, and also the discursive construction of the teachers and 
students within these school subjects. The study is conducted through 
qualitative (Carspecken, 1996), ethnographic (Walford, 2008) methods, 
and analysed through a Foucauldian (1969/2002; 1970; 1980) lens with 
the support of Ball et al., (2012a) to nuance the educational context. In 
this final chapter, I will firstly answer the research questions, then 
subsequently discuss the results, and then finally discuss method and 
methodology.  

The research questions  
As an answer to the first research question, 1) how Music respectively 
Music theory education is constructed and legitimised in the classroom 
and how this affect the construction of teachers and students,  the school 
as institution appears to regulate formal decision-making, framework, 
rules and regulations; and the ensemble music context appears to regulate 
the norms and explicit as well as implicit rules relating to who and what 
constitutes as real and authentic in this context. Within the Music theory 
context, its existence as well as its content is constructed as in constant 
need of legitimisation. Predominantly, the subject is viewed as a means to 
an end, as opposed to an end in itself. The subject’s connotations to 
musicianship appear as the predominant characteristic of the 
legitimisation. Further, developing methods for teaching and learning the 
lesson content can serve as a bridge between the linguistic practice of 
music theory and the perceived practical application of the knowledge. In 
the case of Ensemble, an implicit teacher role is dominant, and the 
classroom structure appear as constitutive of horizontal power relations 
and structure.  In the case of Music theory, an explicit teacher role is the 
dominant position, existing within a formal and ‘schoolified’ structure. 
The students in Music theory are constructed as sometimes resisting 
towards the lesson content and classroom activities, however, they are 
simultaneously constructed as conforming to the discursive structure of 
the lessons as well as the content of these lessons. 
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As an answer to my second research question, 2) which discourses are 
discernible in the Music and Music theory education, four key discourses 
were found to permeate the discursive Music theory classroom and the 
discursive Ensemble rooms, with regards to both construction and 
legitimisation of the subjects: Play, not talk/Talk, not play; End in 
itself/Means to an end; Free but play by the rules; and Real and 
authentic. The first two discourses can be constructed as dichotomous; 
however, they can also be viewed as balance points where the 
power/knowledge hybrid provides a fluctuating fleetingness between the 
polar opposite points of departure.  
 
The first discursive power/knowledge hybrid is the Play, not talk/Talk, 
not play discourse. Here, the Play, not talk discourse is predominantly 
found permeating the Ensemble education, and the Talk, not play 
discourse as predominantly permeating the Music theory education. ‘Play 
not talk’ focuses on ‘to music’ as a verb, whereas ‘Talk not play’ indicates 
an abstraction from the verb and activity music, rather, it suggests a 
nucleus based on language activities. The second discursive 
power/knowledge hybrid consist of discursive balance points which can 
be described in terms of End in itself/Means to an end. Here, Ensemble 
as a Music course appears as an End in itself, whereas Interval, and the 
subject Music theory, appears as a Means to an end. ‘The End in itself’ 
entails an inherent value, with no need for legitimisation. In the ‘Means to 
an end’, however, emerges a necessity for legitimisation as it is 
constructed as having little in terms of inherent value.  
 
The third discursive power/knowledge hybrid is the Free but play by the 
rules discourse. This discourse applies to both Music and Music theory 
contexts, entailing a view of freedom as relative to the respective 
regulative framework. In the analysis, freedom is emerging as discursive, 
contextualised, and as fluctuating as the notion of power, manifested and 
enacted through different events dependent on the educational context. 
The fourth and last discourse, only apparent in the Ensemble educational 
context, is the Real and authentic discourse. Here, the subject Music is 
connected to the students emerging as ‘real’, authentic and autonomous 
Ensemble students. Within this discourse, school is not viewed as ‘real’, in 
other words, the external context (Ball et al., 2012) is constructed as the 
reality towards which the education implicitly aims.  
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As an answer to my third research question, 3) what a comparison 
between the school subjects Music and Music theory suggests about the 
shaping of Music and Music theory education, the results suggest a few 
key characteristics. The results and analysis of the two educational 
contexts, the two courses Ensemble and Music theory and aural skills, is 
illustrative of how the Music education pivots around music as a verb, an 
action. The physical act of playing, or ‘to music’ (Small, 1998) does not 
need legitimising as lesson content. Notably, the subject Music or the 
course ensemble – including teaching and learning within this context – 
appear as a perceived nucleus in Music orientation program and as such 
its existence is not – unlike Music theory – in need of legitimisation. In 
the Ensemble context, activities such as listening is however in need of 
negotiation and legitimisation in relation to the action. With regards to 
Music theory, the lesson content and the subject itself appears in the 
empirical data as in constant negotiation and in need of legitimisation. 
The Music respectively Music theory classrooms appear as different 
discursive rooms, which entails different constructions of teachers as well 
as students. The discursive language in the rooms is different, and 
terminology and concepts as well as the thought of application of concepts 
are treated as ‘natural’ in the Music context and non-existent in the Music 
theory context. In terms of similarities between the Music and Music 
theory contexts, discourses and positions within them shifts and 
fluctuates, and are possible to discuss in terms of their inter- and intra-
discursive power/knowledge relations (Foucault, 1980), something which 
will be further explored in the discussion of the results.  

Discussion of the results 
With regards to Music, and the Ensemble discourses, there seems to 
prevail a focus on the ensemble as a collective, and ensemble playing as 
the main activity in the lessons. Here, instruments are pivotal, and the 
individual students and their skills are viewed in relation to the 
instruments they play. The view of ensemble as togetherness causes issues 
when viewed from an assessment point of view, when students are used 
as supporting structures for each other as the ensemble as a functioning 
collection of instruments is central. This can be linked to previous 
research, suggesting that the learning objectives are revolving around 
musical practice, where musical practice is understood as connected to 
performing (Asp, 2015). Further, another characteristic of the ensemble 
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discourse is how the students’ ability to play does not appear as a learning 
objective (Zandén, 2010), but rather seems like a prerequisite for the 
activity ‘to music’, i.e., playing, together. Another result that I wish to 
emphasise, is how this present thesis view the discourses found within 
music education as in constant interplay and as permeating most aspects 
of Music and Music theory as subjects – sometimes simultaneously. Thus, 
the results can be viewed in contrast to Asp (2015), where two discourses 
– the artist discourse and the school discourse – are viewed as permeating 
the education in Ensemble. The results of present thesis suggest the 
prevalence of several discourses within the education in Ensemble and 
cannot separate a ‘school’ discourse from any other discourse, as they are 
too inter- and intra-linked. Expressed in events, series, and regularity, 
they form the condition of possibility in Music education and become 
‘true’ within the educational contexts’ practice and praxis.  

The connection between ensemble and togetherness can be viewed as 
partly constructed through the linguistic meaning of the word ensemble, 
as Leonard suggests (see p. 101). However, this is repeatedly constructed 
as ‘true’ within the discourse, in other words, a ‘discourse of truth’ 
(Foucault, 1980). Knowledge creates power, and power produces 
knowledge, in a vertical system of dependencies, (Foucault, 1969/2002: 
1980) which entails that what is considered ‘true’ in ensemble education 
is constantly constructed through the power/knowledge hybrid. In terms 
of condition of possibility, this power/knowledge reciprocity hence also 
enables and prohibits what is legitimate to say, think, and do, within 
discourse. This entails problems when viewed through a gender 
perspective, in terms of equal opportunities, as conditions for musical 
learning are viewed as gendered (Björck, 2021) through the gendered 
instrument choices. As previously mentioned, there several occasions 
when the teachers and students in the Improvisation ensemble appeared 
to perform gender (cf. Butler, 1999; Henschel, 2017; Henschel & Ferm 
Almqvist, 2021). As the Improvisation ensemble could be categorised as 
an ‘unfamiliar’ genre to most of the students, the appearance of gendered 
behaviours in this context could be viewed in relation to the results of 
Borgström Källén (2014). In the present study, jazz as genre and 
improvisation as lesson content can be argued to be unfamiliar to the 
majority of the class. As such, it can be viewed as both a nuancing and a 
confirmation of the results of Borgström Källén (2014). As when jazz as 
genre is part of the improvisation ensemble lesson content, stereotypical 
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gender structures and patterns appear, this would imply that jazz as genre 
is gendered. Thus, the findings of the present study confirm this discourse. 
As jazz and improvisation are both unfamiliar territory to the students, 
the results of the present study can also serve to nuance the results of 
Borgström Källén (2014) through suggesting that the fluctuating 
power/knowledge relations within the improvisation ensemble entails 
that gender plays a part in some circumstances more than others.   

Further, the description of Music as a subject in the curricula for upper 
secondary school 2011, stating that music touches us in body, mind and 
emotion (NAfE, 2011c, p. 1) appear as having a universal claim, a ‘will to 
truth’ (Foucault, 1970). The connection made with regards to feeling is in 
the context of the present study viewed as part of the construction and 
legitimisation of the subject – as universal, meaning something for each 
and every one of us, although the meaning is different for every one 
person. As no explicit legitimisation emerges in the analysis from 
interviews and observations, this ‘will to truth’ appears to have become 
embedded in discourse and thus become an educational ‘truth’ (cf. Ball, 
2012). However, to nuance this result, what does appear as in need of 
legitimisation in the context of Ensemble is any activity that is not 
performative – or performing music. School as institution has been 
argued to be struggling with a legitimisation problem due to not managing 
to construct itself as a matter which is important enough for the students 
(Sernhede, 2006), which could be argued to entail that activities related 
to school as institution thus become either illegitimate or in need of 
legitimisation through negotiation such as in the case of listening as 
activity and lesson content.  

In the play, not talk discourse as well as the free but play by the rules 
discourse, it appears as important for the students to negotiate the 
position of ‘good’ ensemble music student. This is connected to 
performance praxis within the genre, which plays a major part in this as 
the position of ‘real’, ‘good’, ‘skilled’ and ‘talented’. The act of performing 
musically as well as musicking performatively (cf. Butler, 1999) is a means 
for the students to achieve this position. In relation to the construction of 
the ‘good’ ensemble student, authenticity and autonomy appear as pivotal 
concepts. The students are expected to navigate the implicit and explicit 
rules within the ensemble education, with a view to achieve autonomy and 
authenticity. This involves a balance between the framework and the 
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notions of creativity and improvisation, combining being spontaneous 
and following the tradition (Bjerstedt, 2014, Hultberg, 2002) within the 
ensemble ‘régime of truth’ (Foucault, 1980).    

Within the play, not talk discourse prevalent in the ensemble education, 
the students are rehearsing and performing in a performativity culture 
(Ball, 2003) within an educational trajectory. As these rehearsals and 
performative events emerges and occur within a specific educational 
context, we can thus problematize the issue of absence from lessons as 
well as from performances due to the occasion also serving as an 
opportunity for assessment. With regards to absence, the results show 
that the students take responsibility for each other, by for example 
checking where the other ensemble members are and if (or when) they are 
coming to class. This is described as ‘natural’ in the context. However, this 
perceived ‘naturalness’ is constructed within the particular educational 
context, as a ‘knowing empiricity’ (Ball, 2012, p. 58) that emerge through 
the techniques of schooling in order to produce naturalness. 
Predominantly, the collective interest – for the ensemble’s good – the 
naturalness of desire (Ball, 2012, p. 59) is used as an argument in this 
instance in order to produce the perceived natural. However, when an 
action is described as contextually ‘natural’ it may entail a risk for the 
equality in the ensemble room, as results from previous studies suggest 
that girls to take more responsibility over the more administrative side of 
ensemble playing and singing (cf. Ferm Almqvist 2019a). Girls are 
additionally described as adapting to expectations of the teacher (Green, 
2002), which is notable in this context as they may be more susceptible to 
behaving in compliance with regulative discourse and thus miss 
opportunities to develop musically.  
 
As previously mentioned, the discourses discerned in Music and Music 
theory education are viewed as entangled, co-existing and juxtaposing, at 
times through and within one statement. This entails that within a single 
statement, there can be several educational ‘truths’ expressed. Following 
this line of thought, we can view assignments as well as performances as 
part of the discursively constructed educational ‘truths’ (cf. Ball, 2012). 
Performances continuing prevalence as centre of the ensemble education 
as an aspect of End in itself and Play, not talk can be connected to several 
research studies (cf. Asp, 2015; Borgström Källén, 2014; Lindgren & 
Ericsson, 2010; Zandén, 2010). In relation to this, Borgström Källén 
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(2014) argues that performances and concerts are a central part of music 
education, due to the importance placed upon the students to learn how 
to deal with a performance situation, including how to act whilst on stage. 
This can be viewed as an “educational ‘truth’” (cf. Ball, 2012), specifically 
if viewed in relation to performance as assessment. Further, the 
importance placed on performance can be related to Elliot’s (2009) 
philosophy of praxial music education as well as Small’s (1998) 
musicking, centring around performing and listening as activities in the 
classroom. Additionally, performance is linked to ability (cf. Ball, 2012). 
As it appears important to the students to appear knowledgeable and 
position themselves ‘good’ ensemble students, performances is a means 
to perform – musical – ability.  
 
Further, ensemble assignments are based on the performance 
opportunities within and outside of the school, or in other words, in the 
situated – educational – context as well as the external – music societal – 
context. The final performance opportunity within the previously 
mentioned performance trajectory, performances outside of the school, is 
viewed as ‘high stakes’ and provides both an opportunity for assessment 
of the students as well as for an opportunity motivation for the students. 
Within the school context, influenced by external contextual factors, we 
find the performance assignment related to the application to MC and 
HME. This assignment can be viewed as co-constructing the ensemble 
discipline, practice, and praxis. As such, it is a mediation of meaning, 
where the performative assessment as an educational truth meets and 
interlinks with the external contextual factors such as application process 
and discourse. The mutual discursive understanding and vision of MC and 
HME as future prospect for the students shapes the construction of the 
assignment. The assignment can thus be viewed as a reproduction of 
ensemble as discursive practice, through the external context’s ‘régime of 
truth’ influencing the discursive educational context. 
 
The teachers play a part in the construction of the Music subject, as 
previously suggested. This entails that it is necessary to view the 
possibilities for positioning related to the teachers. Here, the positions 
available for the teachers appear as implicit and explicit, where the 
implicit teacher role can be described as de-didacticized (Zandén, 2010), 
and the structure in the classroom as constitutive of horizontal power 
relations and structure rather than hierarchic. The implicit teacher role 
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also entails a strong connotation to the music practice and praxis, where 
the teacher can be viewed as embodying the credible – and thus authentic 
– representatives for the professional culture outside of school, a 
professional music and musician life (cf. Asp, 2015). This is similarly 
argued by Elliot (2009), claiming that teachers must embody and 
exemplify musicianship (my italics) due to a view of these acts as vital for 
students in order to develop musicianship.  

Elliot’s (2009) argument that a teacher should embody the knowledge 
that is taught is arguably rather unique for the creative arts subjects. One 
can tentatively ponder whether the teacher as the embodiment of 
knowledge is prevalent in other school subjects as well, and in that case 
how this is manifested. It seems as though there are two contradicting 
discourses interconnecting in the implicit teacher role: one where the 
teacher is viewed similar to a master, the embodiment of ‘secret’ 
knowledge within discourse; and the other where a de-didacticized 
teacher role entail the teacher’s absence from the classroom to ensure the 
students’ achieving the ensemble educational goal of autonomy. The 
different teacher roles within the two subject’s discursive class- and 
ensemble rooms are of additional interest if we look to the teacher 
students. Their positions appear as strongly within a master-apprentice 
tradition (Nielsen & Kvale, 2000, Hanken & Johansen, 2013/2021) with 
very little reflection observed in the present study. However, that is not to 
say that reflection did not take place in situations not observed within the 
present study. Additionally, the reiterations occurring in terms of teaching 
within the master-apprentice tradition entails a reproduction of discourse 
that has been criticised as a “circuit” (“rundgång”, cf. Borgström Källén, 
2014). This circuit includes that the teachers teach as they have been 
taught themselves, often by a teacher they idolise. By extension it leads to 
a “closed circuit of music education” (Borgström Källén, 2014, p. 288, my 
translation). As it is not the purpose of this present study to investigate 
this circuit, the issue is merely noted and thus left for others to explore 
and as a suggestion for future research.  

Moreover, we can thus view the issue of these contradictory, juxta-
positioned, discourses in connection with the view of minimal teacher 
interference as desirable in ensemble education (cf. Zandén, 2010), and 
the autonomous music student as an aspirational position. The absent 
teacher as a prerequisite for the students to achieve ‘true’ autonomy can 
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seem oppositional to the educational context. However, within the 
regulative discourse the external contextual factors from the jazz genre 
appear as dominating the power/knowledge relations with regards to this 
issue. The explicit teacher position, on the other hand, appears as the 
product of a more formal and ‘schoolified’ structure which entails 
teacher’s presence. In this position, the teacher acts explicitly by for 
example informing the students of the existing explicit structures within 
the regulative framework and discourse. This teacher role is less 
prominent in the empirical data from Ensemble education, where the 
implicit teacher role appears as more regularly occurring.  

With regards to Music theory, as the subject appears in the present study, 
the abstraction of music from music theory is prominent, as suggested in 
previous studies (cf. Rudbäck, 2020, Zimmerman Nilsson, 2009). The 
decontextualization of music from music theory, in the Interval module, 
emerges through the concepts utilised as units within the lessons, 
abstracted from their musical functions and actions. Devoid of music as 
action, as verb (cf. Small, 1998), apart from the aural examples played on 
the digital piano, music theory as a school subject is constructed as a 
means to an end. However, this is discursively disconnected from the 
legitimisation process, which occurs through the connection to musical 
practice. The results indicate a construction that is disconnected from its 
legitimisation, which adds to the confusion. To use Dyndahl and Ellefsen’s 
(2009) concept, it appears as though the didactic identity of music theory 
is in constant negotiation.  

This disjunct brings me to how intervals as music theoretical appears as 
decontextualised from music as activity, the verb ‘to music’ (cf. Small, 
1998) and is viewed similar to characters, individual letters, needed to 
learn a language, within a Talk, not play as well as a Means to an end 
discourse. The classroom activities are predominantly part of what can be 
described as a linguistic practice (Mills, 2003), where the focus can be 
described as an almost automated learning of the intervals as individual 
parts, or units, through working in the interval compendiums, viewed in 
the context as policy artefacts (Ball et al., 2012a). I would argue that the 
fragmentation of the concepts affects the understanding of their function. 
In comparison, learning an interval through this linguistic practice 
without learning in relation to its function in a musical whole, can be 
viewed as similar to learning the combination ‘verb’ and ‘running’, 
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without having the opportunity to structure them into a sentence. The lack 
of musical examples plays one part in relation to this issue, and the written 
exercises another. For Foucault, the verb is “the indispensable condition 
for all discourse; and wherever it does not exist, at least by implication, it 
is not possible to say there is language” (Foucault, 1996/2002, p. 102). 
One reflection on this with regards to Music theory as a subject, is how 
curious it is that language, representing thought becomes a duplicated 
representation. The signs and signifiers, the music theoretical symbols 
and concepts, becomes much like the picture with no other content than 
what it represents (cf. Foucault, 1996/2002).  

The subject Music theory, and the courses and modules within this 
subject, appear as in constant need of legitimisation. Predominantly, the 
subject is viewed as a Means to an end, as opposed to an end in itself. If 
teaching without linking the combination of art, word, hand and body, 
encompassing a “world of knowledge” (Georgii-Hemming, 2013, p. 33), is 
impossible, then one can wonder how this link and combination is viewed 
in the power/knowledge relation between the Music subject and the Music 
theory subject. Connotations to musicianship appear as the predominant 
characteristic of the legitimisation process in the subject Music theory. In 
relation to this issue, a tentative although relevant question to ask oneself 
is whether it is the characteristics of the more formal lesson content 
related to the linguistic practice that appears as in need of legitimisation 
and what this entails in terms of the power/knowledge relations. In 
connection to this issue, knowledge in interval as concept is in this context 
viewed as the conjunction of music theory aural skills. The musical 
examples played can be viewed in relation to auditory events (cf. Elliot, 
2009), where the change in the classroom activities towards more 
physically tangible and auditive classroom activities, hence approaching 
constituting the characteristics of an auditory event and also coming 
closer to the example of structuring sentences, linguistically, and 
harmonies, musically. If “music is never visual in terms of a written 
product – the music is not its score – but music is always an aural form” 
(Folkestad, 2015, p. 115, italics in original), then one relevant question to 
ask concern the genealogy of Music theory and aural skills, and what it 
entails for music education discourse.    

Policy artefacts (Ball et al., 2011, 2012a) are a major part of the 
construction of the Music theory subject, and as such they can act as a 
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hindrance for discursive change in terms of methods for teaching and 
additionally as a bridge between the linguistic practice of music theory 
and what is viewed as the application of aural skills. In the subject Music 
theory, the two policy artefacts (Ball et al., 2012) which arguably form the 
majority of the lesson content, are the interval compendium and the mini 
keyboards. Additionally, the students’ individual laptops can be argued to 
become policy artefacts as well, through being used by the teachers to 
mediate knowledge in a translation of policy. In this context, the mini 
keyboards utilised to construct a bridge between theory and practice, the 
linguistic practice of music theory and what is viewed as the practical 
application of aural is arguably the policy artefact where the teacher 
illustrates the effect of the power/knowledge hybrid within this discourse. 
Discourse can in this context be viewed as altering through the teacher 
utilising his position within the power/knowledge hybrid. This act of 
resistance can be viewed as a move towards a discursive shift within the 
Music theory educational context.  

In relation to this, the teacher’s professional culture includes a 
professional language. The students do not appear to have access to this 
professional culture, including the language, something that entails a 
more problematic communication in relation to the concepts and 
functions of intervals as lesson content. This could be argued to be the 
case in educational overall, as the purpose of education is for the pupils 
and students to acquire and appropriate new knowledges, including 
language. One similarity between Music and Music theory, with regards 
to language, is how the position of the teacher appears as in negotiation 
through the use of humour. In this negotiation, the teacher role is 
constitutive of positions where the power/knowledge hybrid (Foucault, 
1980) is manifested through utilising humour as a strategy for equality in 
the power relations and positioning. In the discursive Music theory 
classroom, the explicit teacher role and position appears more regularly, 
and there appears to be a complete absence of the implicit teacher role 
and position. This result is indicative of two separate discursive rooms, 
that entails a difference in the available positions for the teacher. This 
division, these variations between the discursive rooms, has implications 
for the subject positions for teachers, teacher students, and students, 
within the power/knowledge relations, and as a result we can discern the 
emergence of a ‘regime of truth’ (Foucault, 1980) where these discursive 
fields appear.   



 

 

281 

With regards to the power/knowledge relation, and the construction and 
legitimisation of the subject, this can be viewed in relation to the 
commentary material to the regulating curricula (Skolverket/NAfE, n.d.) 
where it is stated that the theoretical subject can be taught integrated with 
the practical subject. This could be argued to be valid for all of the 
aesthetic, arts, subjects and educational contexts. Similar to how Music 
and Music theory can be viewed as dichotomic, as formal and informal 
learning (to go back to the introduction), both of these seemingly 
dichotomous concepts can also be viewed as poles on a continuum and 
their relation and interaction can be viewed as dialectic (cf. Folkestad, 
2006). Additionally, the formal vs informal learning situations need 
nuancing in terms of the educational context, as Folkestad (2006) implies, 
due to the ‘schoolified’ or ‘school-like’ (Zandén, 2010) context. However, 
the results of the present study in connection to previous studies (cf. 
Rudbäck, 2020; Zimmerman Nilsson, 2009) suggest that the reciprocal 
abstraction of parts from the musical whole – the abstraction of music as 
a collective activity from music theory as well as music theory as action in 
Ensemble – entails that a divide between the subjects perceived as 
theoretically and practically constituted within respective knowledges and 
epistemes, prevails. However, simultaneously, I would argue that there 
are signs of resistance and contradictions emerging. If we view discourse 
as “the path from one contradiction to another” (Foucault, 1969/2002, p. 
168), it is perfectly possible to see signs of change in parallel with 
stagnation and reproduction.     

Music and music theory as epistemes 
Epistemes and works concerning them are referred to as daunting (cf. 
Ball, 2012) and as possible to avoid, perhaps rightly so. However, if we 
view episteme as a world of discourses, we can situate ourselves as well as 
this present study within an episteme. Through the analysis, we can 
surmise that the educational episteme is encompassing of several 
discourses, in the context of this study viewed in relation to Music and 
Music theory as they appear as subject in schools. This view allows for 
several discourses to coexist within the subject, events, and statements, as 
they are connected by their existence within the same episteme. Hence, 
the Music episteme is constituent of many co-existing, juxtaposing, 
intertwined, discourses interconnected through belonging to the same 
episteme, the same world of discourse. This same argument can be applied 
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to Music theory. The confusion with regards to discursive constructions of 
a subject that appears to be constituent of numerous discourses, many of 
them seemingly oppositional, can still be made coherent if we view them 
as belonging to the same episteme.   

The issues discussed in the present doctoral study, can be argued – as I 
mentioned introductory – to concern the debate surrounding theory vs 
practice. I thus return back to not knowing whether to pack my music 
stand or leave it behind, so to speak. In the analysis, the patterns that 
emerges is that of a disconnection occurring simultaneously to a 
connection, through expressions of discourse. i.e., they are connected and 
disconnected at the same time, within discourse and discursive practice. 
Following a Foucauldian perspective, the complex matrix of discourse in 
Music education does not necessarily need to be coherent in a “vertical 
system of dependences” (Foucault, 1969/2002, p. 81). Tentatively, the 
poles on the theory vs practice continuum previously argued may have a 
point of contact in the interlacing of educational discourses, manifested – 
and enacted – through the power/knowledge relations. These 
manifestations and enactments occur between individual subjects as well 
as between discourse and subject, as teachers, students, and the school as 
institution discursively become part of the construction. Perhaps, on a 
more tangible note, the shaping of educational content and construction 
of policy artefacts such as the utilisation of keyboards in the music 
theoretical practice and praxis, occurs within this discursive enactment. 
The bridge could consist of verbal as well as non-verbal knowledge, to use 
dualities, which necessarily needs addressing in both Music and Music 
theory as subjects. Otherwise, they risk becoming abstracted from each 
other’s actions. This would imply a constant interplay between context 
and discourse, where discourse and school as educational context 
continuously are produced, as knowledge and discursive practice 
systematically produce each other (Foucault, 1969/2002).  

Thereby, within this interplay, discourses where the ‘true’ is established 
occurs within the episteme, thus form the ‘paradigms of discipline’ (cf. 
Foucault, 2009, p. 55-57; Ball, 2012, p. 46) wherein theory and practice 
are viewed as ‘true’. They are hence constitutive of respectively 
unconscious, implicit, rules and frameworks that become educational 
‘truths’. 
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Limitations of the study 
The first factor that I wish to address with regards to limitations of the 
study, is that the study is conducted in one school; thus, one can question 
its generality nationally as well as internationally. However, I would argue 
that there is a value in qualitative studies, although they are small parts of 
a larger whole. Just as “a sentence cannot be non-significant; it refers to 
something, by virtue of the fact that it is a statement” (Foucault, 
1969/2002, p. 102), a qualitative study conducted in one school cannot be 
non-significant, as it refers to something. Further, the generality of the 
results can be compared with those of previous studies, and thus form a 
bigger picture. In this instance, previous studies concerning Music theory 
(cf. Ilomäki, 2011; Rudbäck, 2020, Zimmerman Nilsson, 2009) suggest 
similar results with regards to the abstraction of music from music theory, 
something that indicates a prevalence of discourses that persist although 
the curriculum changes. With regards to ensemble, several researchers 
have pointed out the prevalence of gender issues in the music classrooms 
(cf. Asp, 2015; Björck, 2013, 2021; Borgström Källén, 2014, 2021; Ferm 
Almqvist, 2019a, 2019b; Green, 2002; Hentschel, 2017, 2021; Ilomäki, 
2011; Persson, 2019, 2021).  The focus on ensemble playing, musicianship 
and the value of authenticity has also been a result of previous studies (cf. 
Asp, 2015; Ellefsen, 2014; Zandén, 2010). Altogether, this implies a 
similarity between educational contexts although the studies mentioned 
have been conducted more than 15 years apart and encompasses two 
different curriculums.  

With regards to the methods themselves, I would like to address the fourth 
requirement defined by Walford (2008) the researcher as an instrument. 
Here, my own background as a music student and teacher in a similar 
context to the one studied, entails that I can be argued to be an “insider” 
(cf. von Wachenfeldt, 2015). Observations form the majority of the 
empirical data for the present study. As mentioned previously, this 
supplied me with opportunities to take part in the classroom culture in 
both Music and Music theory courses.  Classroom situations are complex, 
and interviews in combination with the observations were an opportunity 
to ask questions concerning the construction and legitimisation of the 
subjects that otherwise would have proven difficult to grasp.  
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I have already reflected briefly with regards to theory. However, as Antaki 
et al. (2003) points out, there are several ways in which discourse analysis 
can fail to actually perform an analysis of the data. Due to the nature of 
the analysis of discourse, the described six ways in which one can fail to 
analyse one’s data are relevant to consider. The concepts and application 
of theory should function as analytical lenses through which I have viewed 
the data and the chosen analytical concepts have provided me as the 
researcher with the appropriate tools for analysis. As Antaki et al. (2003) 
expresses it: “Analysis means a close engagement with one’s text or 
transcripts, and the illumination of their meaning and significance 
through insightful and sophisticated work. In a word, Discourse Analysis 
means Doing Analysis” (Antaki et al., 2003, p. 31).  

In terms of the research that is conducted in this present doctoral study, 
and the research that is not, I would wish to express that there is an 
absence with regards to policy analysis within this present thesis. The 
present doctoral study predominantly aimed at exploring the construction 
and legitimisation of Music and Music theory as subjects in upper 
secondary school as well as what this entails for the construction of 
teachers and students. The focus is on how this emerges in the classroom; 
thus, policy analysis is not part of the study’s delimitation. A suggestion 
for future studies would therefore be to conduct a policy study, possibly a 
genealogy, on Music and Music theory education. The new curriculum is 
due to be implemented shortly (2025), and as the new course plans are 
not published yet it is difficult to tell what they consist of. However, 
further studies, including policy studies, would be one means of exploring 
how music education discourse has emerged, and also what music 
educational content present discourse excludes.  



 

 

285 

Sammanfattning 
I detta avsnitt sammanfattas avhandlingens samtliga kapitel kortfattat.  

Inledning 
När vi talar om musikutbildning som samhällsfenomen idag, konstrueras 
diskursen ofta i dikotoma antaganden (se Folkestad, 2015) såsom teori vs 
praktik, formellt vs informellt lärande eller så kallad ’klassisk’ – ofta 
åsyftandes västerländsk konstmusik – musik vs populärmusik.  
I utforskandet av gränslandet mellan teori och praktik i 
musikundervisning på Estetiska programmet inriktning musik, börjar 
den resa jag inom ramen för forskarutbilningsämnet Pedagogiskt arbete 
har genomfört. Studien grundar sig i mina erfarenheter i musikande 
(Small, 1998) som ungdom, musikstuderande, musiklärare och 
doktorand, där jag stött på ”konceptuella problem” (Jørgensen, 2005) 
med definitionen av teori och praktik. Den skilda synen på definitioner av 
teori och praktik har dock gemensamma träffpunkter, såsom exempelvis 
att det anses finnas en specifik teori för varje praktik (Saugstad, 2002). 
Denna avhandling kommer företrädesvis att beröra begreppen teori och 
praktik såsom tillhörande, delvis konstruerade och konstruerande, 
undervisningen i Musik och Musikteori på gymnasiets estetiska program. 
Uppdelningen av ämnet Musik till ämnena Musik och Musikteori skedde 
i läroplanen för gymnasieskolan 2011 (Lgy11), vilket bildar såväl bakgrund 
som förgrund i denna avhandling. Enligt läroplanen Lgy11 ska eleven 
värdera sitt musicerande med hjälp av musikteoretiska begrepp 
(Skolverket, 2011b). Det är även givet vid handen att skolans uppdrag är 
att förmedla kunskaper, samt att detta ”förutsätter en aktiv diskussion om 
kunskapsbegrepp” Skolverket, 2011a, s. 4). Dessa kunskaper förutsätter 
varandra och undervisningen ska inte ensidigt tillhandahålla endast en 
kunskapsform utan bör omfatta kunskap i alla former.  

Policydokument, såsom nämnt ovan, är ett exempel på hur skolämnen i 
den svenska gymnasieutbildningen blir synliga och explicita, samt även 
startpunkten för operationalisering i klassrumskontext. Policydokument 
är föremål för en politisk kompromiss (Ball, 2006), och är skrivna i en 
samhällelig, politisk och historisk kontext där andra läroplaner 
förekommit den nuvarande, och andra läroplaner blir efterkommande. 



 

 286 

Den diskursiva utbildningskontexten blir synlig, inom vilken ämnen kan 
skapas som ’praktiska’, ’praktisk-estetiska’ eller teoretiska (se Lindgren, 
2006).  

Föreliggande avhandling ser elever och lärare som aktiva medskaparare 
av undervisningen i klassrummet, i ämneskonstruktionen såväl som i 
legitimering av ämnen (se Ahrenby, 2021; Ball et al., 2012). Allsup och 
Shieh (2012) menar att genom att låta eleverna äntra läroplanen som 
”agents of change” (s. 50) gör vi dem aktiva, de existerar i klassrummet 
inte endast för att läsa sig etablerade traditioner, snarare är de i 
klassrummet för att forma levande traditioner som lever, andas, och 
förändras. Det är ett faktum att ojämställdhet i exempelvis ekonomi 
innebär ojämställdhet i tillgång till musikutbildning (se Allsup & Shieh, 
2012). En annan faktor som påverkar möjligheter till jämställdhet är 
genus, då instrument anses könskodade (se Borgström Källén, 2014; 
Ferm Almqvist, 2019a; Hentschel, 2017) och man ”blir vad man upprepat 
gör” (Synnøve Blix, 2021, min översättning). Detta medför möjligheter 
och hinder för musikundervisning och musikaliska praktiker som såväl 
implicit som explicit bidrar till att musikundervisningen är en könad 
arena (ibid.).  

Föreliggande avhandling rör sig inom Michel Foucault’s (1969/2002; 
1970; 1980) definition av diskurs, vilken genomsyrar avhandlingen som 
helhet. Att arbeta med Foucault innebär att kontinuerligt, förhålla sig till 
samt ifrågasätta sin ’will to truth’, för att istället ägna sig åt diskursernas 
spridning. I denna avhandling är det främst diskurser gällande Musik och 
Musikteori som ämnen på gymnasiets estetiska program som avhandlas.  

Studiens syfte och frågeställningar 
Syftet med studien är att beskriva, analysera och jämföra 
konceptualisering och konstruktioner av gymnasieskolans estetiska 
program med inriktning musik. Detta omfattar hur Musik och Musikteori 
som ämnen konstrueras och legitimeras, samt vad detta innebär för 
konstruktionen av lärare och elever.  

För att svara upp mot syftet har följande forskningsfrågor formulerats: 
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• Hur konstrueras och legitimeras skolämnena Musik och 
Musikteori på gymnasieskolans estetiska program samt hur 
påverkar detta konstruktionen av lärare och elever? 

• Vilka diskurser framträder i ämnena Musik och Musikteori? 
• Vad antyder en jämförelse mellan skolämnena Musik och 

Musikteori om formationen Musik- och Musikteori-undervisning 
och utbildning? 

Bakgrund 
I denna del presenteras en kort historisk överblick, med en djupdykning 
av den – i skrivande stund gällande – läroplan för gymnasieskolan 2011 
(Lgy11). Läroplanerna har ändrats ett flertal tillfällen de senaste 
decennierna genom reformer av gymnasieskolan – från att ämnen hade 
ett fast kunskapsinnehåll till att även inkludera metodologiska 
direktioner. Läroplansdokument samt kursplaner genomgick en 
förändring från att vara mindre detaljerade till att innehålla ett 
omfattande kommentarmaterial. Under 1970-talet blev läroplanen 
målorienterad, för att sedan under 1980-talet även innefatta centrala 
begrepp. Från 1990-talet och framåt är det målstyrda mycket tydligt, på 
grund av den epistemologiska icke-hierarkiska kunskapssynen. Under 
denna tidsperiod blir det även en uppdelning av läroplanen genom en 
ämnesstruktur med specifika ämnesplaner kursmål (Lundgren, 2004).  

För att förflytta oss från det generella till det specifika gällande 
musikutbildning, så har musik och sång en lång tradition där framförallt 
sång och spel i kör- och orkestersammanhang är vanliga såväl i 
utbildningskontext som i sociala sammanhang. Det har även skett ett 
skifte från Skolmusik till Musik i skola (Ståhlhammar, 1995, 2000). I och 
med de reformer och förändringar som skett i skola och samhälle de 
senaste decennierna, så har även ensemblespel i skolkontext förändrats. 
Pop- och rockmusik har uppnått en särskild status i svensk 
utbildningskontext, vilket inverkar på val av repertoar, genre, och 
metoder för lärande (Asp, 2015).  

Läroplanen som introducerades 1994 innebar att ett nytt program, 
Estetiska programmet, instiftades. Estetiska programmet blev ett tre år 
långt program, där musikämnet innefattade totalt elva kurser i såväl 
instrument- och ensemblespel och sång som gehörs- och musiklära. 
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Musik på Estetiska programmet 
De ämnen och kurser som studeras inom ramen för föreliggande 
avhandling är en del av läroplanen för gymnasieskolan 2011, och finns 
inom ramen för det estetiska programmets musikinriktning. Estetiska 
programmet är ett studieförberedande program, bestående av fem 
inriktningar. De inriktningar som finns i Lgy11 är Konst och design, Dans, 
Estetik och media, Teater och Musik. Musikinriktningen är den största av 
dessa, med 36% av eleverna inom estetiska programmets årskurs tre 
(Skolverket, 2023).  

Med tanke på de forskningsresultat som tidigare visats i musikpedagogisk 
och musikutbildningskontext gällande genus (se Asp, 2015; Björck, 2011; 
Borgström Källén, 2014; Hentschel, 2017; Persson, 2019) är det viktigt att 
ha genus och genusstrukturer och mönster i åtanke. I läroplanen (Lgy11) 
är det uttryckt som skolans ansvar att förebygga genusstrukturer som 
begränsar elevers lärande samt att elever ska uppmuntras att utveckla 
sina egna intressen utan förutfattade uppfattningar om vad som är 
manligt respektive kvinnligt (Skolverket, 2011a). I samband med detta 
kan nämnas att i rapporten Attityder till skolan (2019) uppgav 70% av de 
unga kvinnorna i gymnasieskolan att de känner sig stressade gällande 
betygen, medan motsvarande siffra för de jämnåriga männen var 30%. 
Gällande press från lärare var siffrorna 29% för kvinnor och 13% för män. 
Dessa siffror är generella för gymnasieskolan som helhet, men kan ses 
som en indikation på hur det kan se ut på estetiska programmet.   

På det estetiska programmet studerar eleverna gymnasiegemensamma 
ämnen, exempelvis Matematik, programgemensamma ämnen, 
exempelvis Estetisk kommunikation samt ämnen som är specifika för 
inriktningen, exempelvis Ensemble med körsång. Det finns även valbara 
kurser inom den specifika inriktningen. För musikinriktningen finns 
valbara kurser såsom Arrangering och komposition och 
Musikproduktion.  

Musik och Musikteori i Läroplanen för gymnasieskolan 2011 
Den nu gällande läroplanen började gälla 2011, och i skrivande stund 
fastslås nu läroplanen för gymnasieskolan 2025 (Gy25). De förändringar 
som den nya läroplanen medför kommer inte att avhandlas inom ramen 
för denna avhandlingsstudie.  
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Medan den tidigare läroplanen omfattade totalt 11 kurser i Musik, såg den 
nya läroplanen konstruktionen av sexton kurser i Musik och fyra i ämnet 
Musikteori. 

Samtliga inriktningar innehåller en teorikurs inom respektive estetiskt 
uttryck eftersom den teoretiska förståelsen inom de olika uttrycken är 
viktig för elevens vidareutveckling och som förberedelse för högre studier. 
I inriktningarna bild och formgivning, dans, estetik och media samt musik 
ingår den teoretiska kursen i ett eget ämne. I inriktningen teater finns 
kursen teaterteori som en kurs i ämnet teater. De inriktningsteoretiska 
kurserna kan läsas samtidigt som och integreras med de praktiska 
inriktningskurserna (Kommentar till examensmålen, Skolverket, u.å).   

I alla inriktningar på Estetiska programmet förutom teaterinriktningen är 
teori-ämnet skilt från det övriga innehållet. Inom ramen för det Teori-
ämnet samt Musikämnet finns obligatoriska kurser samt valbara kurser. 
Exakt vilka kurser som är obligatoriska eller valbara är delvis upp till den 
enskilda skolan att bestämma. Vissa kurser är dock alltid obligatoriska, 
inklusive Ensemble med körsång samt Gehörs- och musiklära 1.  

Musik 
Organiserat under ämnet musik finner vi sexton kurser. Beskrivningen av 
musikämnet innefattar att musikämnet finns i alla kulturer och berör oss 
i kropp, tanke och känsla. Syftet med undervisningen i ämnet Musik 
beskrivs som att ”eleverna ska utveckla kunskaper i musik och förmåga 
att gestalta musik, solistiskt och i ensemble (samt) kommunicera med 
medmusicerande och publik (…) analysera och tolka musikupplevelser 
(…) öka förståelse av samband mellan del och helhet” (Skolverket, 2011c, 
s. 1). I läroplanen presenteras även en rad kunskaper, förmågor och 
färdigheter vilka eleverna förväntas utveckla genom sina studier i ämnet. 
Dessa innefattar bland annat ”färdigheter i att musicera instrumentalt 
eller vokalt, efter noter och på gehör” (samt) förmåga att improvisera 
(samt) studera in musik både enskilt samt i grupp (samt) värdera, 
samarbeta och ta ansvar i musikalisk gestaltning och musicerande inför 
och i kommunikation med publik” (Skolverket, 2011c, s. 1).  

Kursen som studeras i föreliggande avhandling är Ensemble 2, vilken 
innefattar alla punkterna från ämnets syfte med särskilt fokus på att 
musicera samt musikaliskt uttryck. Kunskaper om koncept och stil, 



 

 290 

förmåga att improvisera samt att instudera musik individuellt och i grupp 
är även de betonade (Skolverket, 2011c). Innehållet i kursen Ensemble 2 
är beskrivet genom en lista inkluderande musikskapande instrumentalt 
eller vokalt, i gehörsbaserad eller noterad musik; fördjupad kunskap inom 
valda genrer; improvisation; et cetera (Skolverket, 2011c).  

Musikteori 
I ämnet Musikteori finns fyra kurser: Gehörs- och musiklära 1 och 2 samt 
Arrangering och komposition 1 och 2. Musikteori som ämne beskrivs i 
läroplanen som att det behandlar ”gehör, musikaliska former och 
musikens begrepp (samt) bidrar till en musikalisk helhetssyn (samt) 
utvecklar kommunikationen med andra musiker” (Skolverket, 2011b, s. 1). 
Syftet med undervisning i ämnet Musikteori beskrivs som eleverna ska 
utveckla ”kunskaper i allmän musiklära och om musikteoretiska begrepp 
(samt) förmåga att hantera notskrift” (Skolverket, 2011b, s. 1) vilket 
inkluderar kunskaper i notationssystemet. Eleverna ska även ges verktyg 
och metoder samt möjligheter att omsätta dessa i musikskapande (ibid.). 
Undervisningen ska ge eleverna förutsättningar att utveckla bland annat 
”kunskaper om musikaliska former, strukturer, musikens språk samt 
musikteoretiska begrepp (samt) självständigt öva gehöret och det inre 
hörandet (samt) omsätta kunskaperna i musikteori till skapande och 
musicerande” (ibid.).  

Denna avhandling fokuserar på kursen Gehörs- och musiklära 1, som den 
enda obligatoriska kursen inom ämnet. Denna kurs innefattar bland 
annat grundläggande musiklära, intervall, notationspraxis, notering av 
klingande musik; a prima vista-träning samt ”aktivt lyssnande och 
diskussion om musikframförande” (Skolverket, 2011b, s. 1).  

Centrala begrepp 
Begrepp som finns vara centrala för studien presenteras i detta avsnitt. 
Dessa begrepp är Mästar-lärling, informellt och formellt lärande, genus 
och performativitet, samt de musikaliska begreppen/koncepten 
improvisation, gehör, intervall, ensemble och performance i relation till 
musikundervisning.  

Att ett mästar-lärling (Nielsen & Kvale, 2000, Hanken & Johansen, 
2013/2021) förhållningssätt präglat och präglar musikundervisningen i 
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såväl grundskola, gymnasium och högre musikutbildning har påvisats i 
ett flertal tidigare studier (se Asp, 2015; Holmgren, 2022). Eleven, eller 
personen som vill lära sig, sitter så att säga ’vid mästarens fötter’ (Hanken 
& Johansen, 2013/2021). Att eleven lär genom att imitera samt har 
tolkningsprioritet har framförts som kritik mot metoden (se von 
Wachenfeldt, 2015). Dock har det framhållits att imitation inte är 
detsamma som att kopiera (Hanken & Johansen, 2013/2021).  

Med tanke på denna studies syfte samt kontext, är informellt och formellt 
lärande ännu ett relevant musikpedagogiskt begrepp att definiera. Inom 
populärmusiken har traditionen ofta varit att lärandet sker genom att 
lyssna och imitera, ofta kallat på ’gehör’, och musikteoretiska kunskaper 
förvärvas på måfå (Green, 2017, s. 97, min översättning till svenska). 
Green (2017) menar att lyssnande och iakttagande är viktiga delar in den 
populärmusikaliska diskursen, men de är även betydande för vad som 
anses vara musik i genren. ”Att se och imitera mer erfarna musiker menar 
Green (2017) vara primära aktiviteter i enkultureringen och lärande i 
traditionell musik och jazz” (s. 82, min översättning från engelska).  

Musikande (”Musicking”, Small, 1998) har de senaste decennierna varit 
en central punkt i musikpedagogisk filosofi. Musik ses som ett verb, som 
en aktivitet i motsats till något abstrakt. I Smalls (1998) musikfilosofi ses 
musikande som inkluderande av komposition, övande, praktiserande, 
framförande och lyssnande.  

I denna avhandling kommer begreppet genus att förstås som 
performativt, något som blir till genom stiliserade upprepade handlingar, 
utifrån Butler (1999) i relation till Foucault (1969/2002; 1970). Orden kön 
och ordet genus används ibland som utbytbara, men kan även ha olika 
definitioner. I föreliggande avhandling kommer begreppet genus att 
användas.  

Några koncept som är viktiga för att förstå denna avhandlings resultat är 
improvisation, gehör, intervall och ensemble. Improvisation är i 
föreliggande avhandling benämningen på den ensemble-inriktning där 
avhandlingens empiriska data är producerad samt ett substantiv – och 
verbform – för en särskild typ av musikskapande, nämligen 
improvisation. Enligt Nationalencyklopedin är definitionen av 
substantivet improvisation ”något som framförs utan förberedelse (med 
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tillvägagångssättet framväxande under arbetets gång; speciellt om 
spontant musikaliskt” (NE, u.å.). Oxford Dictionary of Music beskriver 
improvisation som ett framförande som genomförs i enlighet med 
stundens infall (Oxford Dictionary of Music, 2013). 

Specifika kurser gällande gehör, eller gehörsträning, har funnits i högre 
musikutbildning sedan instiftandet av konservatoriet i Pars år 1795 
(Ilomäki, 2011). Gehör kan vara en beskrivning av en disciplin, ett ämne 
(Rudbäck, 2020) och definieras i Nationalencyklopedin som ”förmågan 
att uppfatta musik med sådan medvetenhet och förståelse att det blir 
möjligt att på ett stilriktigt sätt återge och gestalta det hörda” (NE, u.å). 
Ofta inkluderas färdigheter i att höra tonhöjder och att forma en relation 
mellan ljud och symbol i begreppet gehör (Chenette, 2021).   

Intervall beskrivs som avstånd mellan två toner. Intervall som koncept i 
musikaliska sammanhang kan vara ett sätt att förstå funktionen och 
grund i musikteori, och undervisning i intervall inkluderar ofta skrivande 
och läsande av intervaller samt lyssnande och spelande av intervaller.  

Ordet ’ensemble’ kommer från franskan och betyder ’tillsammans’ och 
ordet används oftast för att beskriva flera personer som sjunger och spelar 
musik tillsammans. Ensemble är även en kurs på musikinriktningen på 
gymnasiets estetiska program  

Tidigare forskning 
De studier som presenteras i följande avsnitt är valde i enlighet med 
relevans för föreliggande studies syfte. Fokus är därför forskning i 
närbesläktade fält såsom musikpedagogik, musikfilosofi och 
utbildningsvetenskap. Med tanke på studiens primära fokus gällande 
Musik och Musikteori i svensk gymnasiekontext är studier gällande detta 
av särskilt intresse. Studier i svensk, nordisk, och anglo-amerikansk 
kontext utgör studierna primära geografiska områden. 

I delen musikutbildning som praktik och praxis presenteras Elliot’s 
(2009) praxiala filosofi för musikutbildning. Elliot (1995 & 2009) menar 
att elever behöver utveckla musicianship och listenership (Elliot, 2009, s. 
8). Detta kan ses i enlighet med hur den dominerande aktiviteten såväl 
som fokuset och lärandeobjektet i musikutbildning beskrivs i ett flertal 
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studier (se Asp, 2015; Lindgren & Ericsson, 2011; Wallerstedt & Lindgren, 
2016; Wallerstedt & Pramling, 2015; Weider Ellefsen, 2014). 
Ensembleundervisning på gymnasiets estetiska program beskrivs som 
bestående av två diskurser: skoldiskursen och artistdiskursen, där läraren 
definieras som agerande utifrån en ’musician-by-proxy’ position (Asp, 
2015). Legitimering sker således genom lärarens roll och position som 
musiker, då musik i skolkontext ses som ett illegitimt lärandeobjekt och 
musik utanför skolkontexten tillges hög status (Asp, 2015). Detta kan 
problematiseras i relation till andra kurser inom musikinriktningen, 
såsom musikteoretiska kurser. I gehörs- och musiklära påpekas avsaknad 
av musik i ett flertal studier (Rudbäck, 2020; Zimmerman Nilsson, 2009) 
och att musikaliska exempel snarare används fragmentariskt (ibid.).  

Gällande genusforskning i musikundervisningskontext visar forskning att 
stereotypa performativa beteenden i relation till genus tas för givet i 
musik-genrer som är välbekanta för elever, såsom exempelvis pop/rock 
genre och kör (Borgström Källén, 2014). Flickor ses företrädesvis agera 
som konforma och pojkar som rebelliska, något som inverkar på flickors 
och pojkars möjligheter att verka autentiska inom musikkontexten 
(Persson, 2019).  Ett annat förgivettagande är att pojkar ska spela solon 
och flickar ta mer ansvar över den mer administrativa och omsorgsfulla 
sidan av ensemblespel (Ferm Almqvist, 2019a, 2019b; Hentschel & 
Almqvist, 2021). Vidare ses instrument som könskodade i 
musikundervisningen (se Borgström Källén, 2014; Ferm Almqvist, 2019a, 
2019b, Ferm Thorgersen 2015; Kvarnhall, 2015; Kouppamäki, 2015; 
Persson, 2019) och detta ses som en del av konstruktionen av 
musikundervisning som könskodad arena (cf. Björck, 2011).   

Teoretiskt ramverk 
I denna del presenteras föreliggande studies teoretiska ramverk, 
bestående av Michel Foucault’s diskursteori (1969/2002; 1970; 1980; 
1996/2002) med tillägg av koncept gällande kontextuella dimensioner 
enligt Ball et al. (2012). Studiens onto-epistemologiska utgångspunkt 
grundar sig i ett socialkonstruktionistiskt synsätt (Burr, 2015).  

Föreliggande studie använder primärt Foucault’s (1969/2002) 
arkeologiska begrepp, med inslag av genealogiska begrepp. Foucault 
definierar skillnaden mellan arkeologi och genealogi som  
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[I]f we were to characterize it in two terms, the ’archaeology’ would be the 
appropriate method of this analysis of local discursivities, and ’genealogy’ 
would be the tactics whereby on the basis of the descriptions of these local 
discursivities, the subjected knowledges which were thus released would 
be brought into play (Foucault, 1980, p. 85).  

Det är av vikt att inte diskurs blir samställt eller ihopblandat med språk. 
Diskurs kan möjliggöra och omöjliggöra tanke och handling, och skolan 
och skolämnen ses som diskursiva konstruktioner. Således kan vi 
argumentera att musikutbildning som sådan inte existerar utan den 
regulativa diskursen som styr vad som är möjligt att ses som musik, 
undervisning, musikundervisning och därmed även eleven och läraren i 
den diskursiva kontexten (se Asp, 2015). 

Policy och andra styrdokument ses i denna studie som diskursiva 
praktiker, där diskursiv praktik definieras av Foucault (1969/2002) som  

(…) a body of anonymous, historical rules, always determined in the time 
and space that have defined a given period, and for a given social, 
economic, geographical or linguistic area, the conditions of operation of 
the enunciative function” (Foucault, 1969/2002, p. 131).   

Detta är även i linje med Ball et al. (2012a). Diskurs ses som systematiskt 
konstruerande av de objekt som talas om (Foucault, 1969/2002), där 
policy kan ses som ”en representation av kunskap och makt och där 
diskurs konstruerar ämnet” (Ball et al., 2012a, s. 122, min översättning 
från engelska). Vad som definierar policy är att policy ses som ”komplext 
kodad i text och artefakter samt avkodad (och om-kodad) på lika 
komplexa vis” (Ball et al., 2012, s. 3, min översättning).  

Föreliggande studie behandlar även Foucault power/knowledge hybrid 
som begrepp, där konstruktion av kunskap och makt ses som 
sammanvävda.  

Skola ses i föreliggande avhandling som en konfiguration av en grupp 
utsagor som bildar den diskursiva konstruktionen ’skola’ (Ball et al., 
2012). Klassrummet är i denna kontext ett exempel på paradigm of 
discipline, där disciplin normaliserar och bryter ner individer, platser, 
tider, rörelser, handlingar och operationaliseringar (Foucault, 2007, s. 56, 
min översättning från engelska). Gällande policy och iscensättning av 
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policy, översätts policy genom såväl handlingar som aktiviteter. I denna 
översättning producerar policyaktörer – såsom lärare – visuellt material 
och andra resurser för användning i klassrummet. Dessa artefakter menar 
Ball et al. (2012) vara meningsbärande, på så vis att de ”består av, 
reflekterar och bär med sig tongivande policy-diskurser” (s. 16, min 
översättning). Genom policyartefakter kommuniceras exempelvis vad 
som anses viktigt i ämnet samt vad ämnet består av. 

Ball et al. (2012) benämner även fyra kontextuella dimensioner, situerad 
kontext, extern kontext, materiell kontext samt professionell kultur. Den 
situerade kontexten behandlar faktorer och aspekter som är kopplade till 
skolans historik samt lokalisering/geografiska placering, exempelvis intag 
av elever. Extern kontext innefattar aspekter som press från det 
omgivande samhället, exempelvis externa utvärderingar och tester. 
Materiell kontext berör faktorer rörande skolans fysiska egenskaper, 
exempelvis skolbyggnader och planlösning. Professionell kultur relaterar 
till mindre påtagliga aspekter, såsom exempelvis lärares värderingar och 
uppdrag inom skolan.    

Metod och metodologi 
Att designa och genomföra en avhandlingsstudie innebär att balansera 
praktiska, logistiska, teoretiska och – framförallt – etiska aspekter. I detta 
avsnitt presenteras studiens metod och metodologi, inkluderande etiska 
konsiderationer.  

Föreliggande studie har ett kvalitativt och etnografiskt förhållningssätt 
(Carspecken, 1996; Walford, 2008), följande Walford’s (2008) sex 
kriterier för att benämna studien som etnografisk, nämligen 1) a study of 
a culture 2) multiple methods and diverse forms of data 3) engagement 
4) the researcher as an instrument 5) participant accounts have high 
status 6) cycle of theory building.  

Miljö och Urval 
Observationer och intervjuer genomfördes under två efterföljande 
höstterminer, 2018 samt 2019. Hösten 2018 deltog två skolor, här 
nämnda som Allegro-skolan och Legato-skolan. Hösten 2019 
genomfördes studien endast på Legatoskolan. Materialet som presenteras 
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i föreliggande avhandlingsstudies resultat består endast av empiri från 
Legatoskolan.  

Klassrumsobservationerna i Ensemble inkluderade, förutom lektionerna, 
även framföranden på skolan, för publik bestående av andra elever och 
lärare. Observationerna genomfördes med vad Jeffrey och Troman 
(2004) benämner ”recurrent time mode” (Jeffrey & Troman, 2004, s. 
542) med definitionen att observationerna skedde med ett förbestämt 
tidsintervall.  

Eftersom föreliggande avhandling syftar till att undersöka konstruktion 
och legitimering av Musik och Musikteori som ämnen, samt de diskurser 
som genomsyrar dessa och vad det innebär för konstruktionen av elever 
och lärare, har urvalet innefattat skolor med estetiska programmet med 
inriktning musik. I varje ämne har en kurs/delkurs studerats. I ämnet 
Musik har kursen Ensemble 2 studerats, och i Musikteori har kursen 
Gehörs- och musiklära 1 studerats. I kursen Ensemble 2 har 
Improvisationsensemblen följts, och i Gehörs- och musiklära 1 har 
Intervall-delkursen studerats.  

Miljön är en medelstor skola i en medelstor svensk stad. På skolan finns 
ett flertal gymnasieprogram förutom estetiska programmet och dess 
inriktningar. Ensemblerummen är i varierande storlek, med ett stort 
klassrum där alla elever samt lärarna samlas vid varje lektions början, 
samt ett flertal ensemblerum i varierande storlek. I alla rum finns ett antal 
instrument, de flesta har vad som vanligen benämns som en traditionell 
pop/rock uppsättning av instrument. I somliga rum finns akustiskt piano 
istället för digitalpiano/keyboard. I ett av rummen finns även en flygel. 
Musikteori-klassrummet har bord och stolar, samt en stor whiteboard 
längst fram i klassrummet. En mindre whiteboard med notlinjer finns på 
ena väggen längre bak i klassrummet. I ena änden av klassrummet finns 
ett akustiskt piano, och längst fram på ena sidan av klassrummet finns ett 
digitalpiano som läraren använder vid demonstrationer.  

Observationer och intervjuer 
Hösten 2018 genomfördes fyra observationer på Legatoskolan, samt en 
intervju. Hösten 2019 genomförde ytterligare åtta observationer på 
samma skola. Intervjuer med både lärare och elever ägde rum under 
denna tidsperiod.  
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Alla deltagare fick skriftlig och muntlig information om studiens syfte, i 
enlighet med Vetenskapsrådet (2017), samt information om att de när 
som helst kunde avbryta sin medverkan. Alla deltagare har getts fingerade 
namn, såväl skolorna som lärare och elever.  

Enligt Cohen et al. (2011) kan observatören anta fyra möjliga roller: the 
complete participant; the participant observer; the observer-as-
participant and the complete observer. Här menar jag att jag 
företrädesvis befinner mig i den tredje rollen, the observer-as-
participant. Jag deltar i periferin, när tillfrågad av lärare eller elev. I övrigt 
observerar jag endast. Under fältarbete, särskilt under observationer, för 
jag fältanteckningar enligt vad som ofta refereras till som ’thick 
descriptions’ (Jeffrey & Troman, 2004; Hammersley, 2018; Wolcott, 
1994).  

Genom deltagande observation kan forskaren belysa mönster samt öppna 
upp för ny förståelse av den undersökta praktiken. Fältarbete, observation 
inkluderat, är enligt Fangen (2005) en metod där forskaren kan få 
förstahands-erfarenhet av den praktik som undersöks. En annan orsak att 
inkludera deltagande observation är att det är en möjlighet för mig som 
forskare att få tillgång till – att beskriva – en miljö som inte är skapad av 
forskaren (Fangen, 2005). En annan funktion av observation är att 
forskaren får syn på vardagliga beteenden som annars kanske inte noteras 
(Cooper & Schindler, 2001, in Cohen et al., 2011).  

Gällande en kombination av observationer och intervjuer, har det 
framhållits att deltagare kan agera på ett sätt i klassrummet och säga att 
de agerar på ett annat sätt, i intervju exempelvis (Robson, i Cohen, 2011). 
Gällande intervjuer, kan de användas i kombination med andra metoder 
(Fangen, 2005). I studien användes en kombination av informal 
conversational interviews (ung. informell konversations-intervju) och en 
interview guide approach (ung. intervju-guide närmande) (Cohen et al., 
2011), och elever erbjöds att bli intervjuade tillsammans eller enskilt. De 
två elever som valde att delta i intervjuer intervjuades tillsammans.  

Analysmetod 
Skolan som institution är såväl bakgrund som förgrund i föreliggande 
studie. Skolan är den kontext som formar de miljöer som är studiens 
empiri. Analysen kommer därför att pivotera runt frågors som relaterar 
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tillbaka till skolan som institution och miljö. Framförallt gällande frågor 
rörande hur skolan konstruerar, skapar, producerar och reproducerar 
diskurs. Med andra ord kan skolan ses som såväl kontext som 
möjliggörande – och möjliggörare – av föreliggande avhandling.  

Analysbegrepp och applicering av teori 
Föreliggande studies analysbegrepp grundas i Foucault’s (1970) principer 
för analys från Foucault’s (1970) föreläsning på Collége de France 1970. 
Dessa begrepp som valts ut med analys av diskurser i åtanke, är event, 
event series, regularity och condition for possibility.  Events är händelser 
i någon form, som visas länkade i event series. Ett exempel på event series 
från empirin är exempelvis hur musikteori återkommande benämns och 
konstrueras som abstrakt. Mellan dessa diskontinuiteter finns även 
regelbundenhet (regularity). Empiriskt exempel är lektionsstruktur. 
Condition of possibility (sv. betingelser för sanning) ses som 
möjliggörande för sanning, hur något tas för ’sant’. En lärare som 
uttrycker att det är bra för elever att träna sitt gehör eftersom det gör att 
man blir en bättre musiker, är ett empiriskt exempel på detta.  

Transkriptioner 
Att arbeta med analys av diskurser innebär att noggrant transkribera all 
den empiriska data som produceras. De observerade – inspelade – 
lektionerna samt fältanteckningarna har transkriberats, med 
beskrivningar av sådant som sker i exempelvis gestik och mimik 
inkluderat i transkriptionerna. Enligt Wolcott (1998) start en implicit 
analys redan under fältarbetet, medan den explicita analysen sker i den 
analysprocess som sker under transkribering och efter avslutat fältarbete. 
Under fältarbetet gjordes noggranna anteckningar för att säkerställa att 
tal där en elev som inte deltog i studien kunde höras inte transkriberades. 
Allt material analyserades och kategoriserades i olika ’rundor’ av analys, 
fokuserande först på de beskrivna begreppen av Foucault (1970) för att 
sedan även analyseras utifrån Butler (1999), där genus framträdde. 

Översättning 
Föreliggande avhandling är skriven på engelska, med empiri från svensk 
skolkontext, och analyserad med hjälp av teoretiskt ramverk av en fransk 
filosof. Detta tarvar en närmare förklaring gällande problematik kring 
översättning.  
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Gällande översättning av analysbegrepp finns det två versioner av den 
föreläsning som Foucault gav där begreppen nämns: The Order of 
Discourse (1970), och Orders of Discourse (1971). Ingen svensk utgåva 
fanns tillhanda vid tidpunkten för skrivandet av denna avhandling. Dessa 
utgåvor innehåller två differentierande översättningar av begreppen, 
därav lästes även det franska originalet. Efter detta valdes utgåva.  

Det finns svårigheter även med översättning från svenska till engelska, 
särskilt gällande språk i elevernas vardagskultur. När något har kunnat 
tolkas och översättas på olika sätt, har detta därmed angetts i fotnot. 
Transkriptionerna av excerpten finns som bilagor till avhandlingen (se 
appendix 5 & 6). För minska risken för feltolkningar skedde merparten av 
analysen på det empiriska materialet i original. Emellertid vill jag mena 
att det sker analys även under skrivprocessen, vilket medför att jag som 
forskare får tillfälle att se materialet med andra ögon när det skrivs på ett 
annat språk, och därmed undkommer en viss bias.  

Etiska överväganden 
I denna del diskuteras forskaren position samt studiens etiska 
överväganden i fältarbetet och under analysprocessen.  

Forskarposition 
Min forskarposition består i att jag har varit musikstuderande på en 
likvärdig utbildning som studeras, samt att jag är utbildad musiklärare. 
Således kan jag ses som en insider (se von Wachenfeldt, 2015). Emellertid 
har jag även vistats mycket i England och har en universitetsexamen från 
University of Liverpool, något som kan bidra med en annan syn på 
undervisning i Sverige samt tolkning av empirin. Detta ger vid handen att 
jag även kan ses som en ’outsider’ (se von Wachenfeldt, 2015) i den 
undersökta kontexten.  

Etikprövning 
Enligt svensk lagstiftning vid tillfället för empiri-insamlingen behövdes 
inte etikprövning utföras. Dock togs råd i frågan av expert innan beslut 
togs att inte göra någon etikansökan. Studien har även genomgått en 
godkänd etikprövning i England, då tanken var att genomföra en delstudie 
i engelsk kontext i tillägg till den svenska kontexten. Dock medförde 
COVID-19 pandemin att denna delstudie fick skrinläggas.  
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Etiska överväganden under fältarbetet 
Under fältarbetet gjorde noggranna anteckningar, med exakta 
tidsangivelser, ifall en elev som inte deltog i studien yttrade sig. Detta för 
att utesluta detta från transkriberingen. Allt material kodades, alla lärare 
och elever försågs med fiktiva namn, skolan likaså. I ensemble-kursen 
2018 deltog alla elever i studien, vilket gjorde transkriberingen relativt 
okomplicerad. I ensemblestudien 2019 valde tre elever att inte delta, och 
då dessa tre var medlemmar i två olika ensembler medför detta att endast 
diskussioner i dessa ensembler som inte på något sätt inkluderar dessa 
elever finns återgivet i studien. Därav består empirin från ensemble 2019 
mestadels av empiri från den ensemble där alla medlemmar deltog i 
studien. Intervju som metod medför möjligheter och begränsningar. De 
informella konversationerna kan även dessa ses som intervjuer, på grund 
av min position som forskare.  

Etiska överväganden i analysprocessen 
Denna avhandlingsstudie grundar sig i en socialkonstruktionistisk onto-
epistemologi och diskursiva konstruktioner av mening och 
meningsskapande ingår i presentation av resultat och analys.  Under 
analysprocessen är det viktigt att medvetandegöra ens bias (Walford, 
2008). Analys av empiriska data är inte rätlinjig, analysprocessen slingrar 
sig fram mellan implicit och explicit analys (se Wolcott, 1994). I analysen 
framträder vissa elever mer än andra, med anledning av att de närmat sig 
mig mer under observationer exempelvis eller varit mer vokala i 
klassrummet. Detta kan ses som en svaghet, emellertid vill jag föra fram 
att det kan menas representera ett klassrum där vissa är mer vokala eller 
talar mer med lärare, ställer fler frågor et cetera.  

Resultat och analys: Ensemble 

I detta avsnitt presenteras avhandlingens resultat och analys av 
ensembleundervisning i Improvisationsensemble på Legatoskolan. 

I ensembleundervisningen i Improvisationsensemble på Legatoskolan 
framträder diskursiva konstruktioner av ensemble, lärare, och elever. I 
ensemblekonstruktionen fokuseras på det kollektiva och att ensemble är 
något man gör – en aktivitet och ett verb – tillsammans. Instrumenten ses 
som betydande i konstruktionen av ensemble, och näst efter instrumenten 
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kommer funktionen av ensemblegruppen – att gruppen ska kunna arbeta 
och spela tillsammans på ett fungerande vis. Detta inkluderar främst 
elevernas personliga egenskaper, samt elevernas individuella färdigheter 
på sina instrument. De elever som inte har så mycket erfarenhet, av 
ensemble eller sina instrument, ska kunna luta sig mot sina 
ensemblemedlemmar och därmed framträder den fungerande 
ensemblen. Att instrumenten framträder som centrala man 
problematiseras i relation till genusstruktur, där möjligheter att inta olika 
positioner i ensemblen konstrueras som ojämlika. Uppgifterna som 
konstrueras i denna ensemble-kurs formas tydligt utifrån en extern 
kontext (se Ball et al., 2012) där möjligheter till publika framträdanden 
ses som styrande i planeringen. I övrigt konstrueras även uppgifter som 
syftar till att eleverna ska lära sig söka till högre musikutbildning, som en 
del av ett musikerideal.  

Lärarpositionerna som framträder är den implicita lärarrollen, där den 
diskursiva konstruktionen av läraren framträder som implicit. Lärarens 
roll konstrueras som aktivt passiv, där feedback till studenterna ges som 
mer likt en medlem i ensemblen än i likhet med vad som anses vara 
’läraraktigt’. Lärarrollen är, i likhet med mästar-lärling metoden, där 
läraren ses som bärare av ’hemlig’, förkroppsligad, kunskap. Kunskaper 
läraren förmedlar framträder som delvis implicita förgivettaganden som 
sällan formuleras direkt, utan snarare framträder i handling. I den 
explicita lärarrollen däremot har läraren har en tydlig och explicit roll 
vilken framträder i relation till en mer formell och ’skolifierad’ struktur. 
Läraren informerar elever om regulativa strukturer och explicita ramverk 
och ramar inom diskursen. Kunskap förmedlas explicit och är ofta 
verbaliserad inom en tydlig struktur. Feedback till elever ges verbalt och 
öppet, från en explicit lärarroll och position där (ut)övande av 
improvisation ses som föredömligt.  

Konstruktionen av eleven i Improvisationsensemblen sker i direkt 
relation till konstruktionen av ämnet, där ämnet Musik och implicita såväl 
som explicita konstruktioner av ämnet konstitueras av ömsesidigt även 
konstruerar eleven. Eleverna framträder som konstruerade inom en 
power/knowledge hybrid (Foucault, 1980) där jazz som genre dominerar 
som implicit såväl som explicit kunskapsområde, med andra ord både 
diskurs och kanon. Eleverna praktiserar inom det regerande idiomet, där 
publika framträdanden premieras. Då både ensemblens ’tillsammans’ 
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karaktär samt framträdanden ses som centralt för utbildningen får detta 
konsekvenser för elevens möjligheter och konstruktion då frånvaro ger 
tydligt avtryck. Om en elev är frånvarande inverkar det på resterande del 
av ensemblemedlemmars möjligheter till positionerande som ’autentisk’ 
och ’autonom’ musikelev, då varken repetition/övning eller framföranden 
är möjligt att genomföra i samma utsträckning utan alla 
ensemblemedlemmars medverkan. Detta kan även ses påverka 
möjligheter till bedömning och betygssättning.  

Resultat och analys: Gehörs- och musiklära 
I detta avsnitt presenteras avhandlingens resultat och analys av Gehörs-
och musiklära 1 i delkursen Intervall på Legatoskolan. 

Konstruktionen av Intervall-undervisningen framträder i resultatet och 
analysen som ett abstraherande av och de-kontextualiserande av musik 
som verb och aktivitet från undervisningen. Intervaller konstrueras likt 
bokstäver vilka elever behöver kunskap om för att formulera ord och 
därefter mening(ar). Klassrumsaktiviteterna centreras kring vad Mills 
(2003) benämner en ’lingvistisk praktik’ där fokus till stor del är en 
nästintill automatiserad inlärning (se Ilomäki, 2011) av intervall som 
individuella delar. Detta sker främst genom att eleverna arbetar i sina 
intervall-kompendium i en skriftlig praktik, där dessa kompendium ses 
som policy-artefakter (se Ball et al., 2012). Läraren Lars använder sin 
position till att medvetet arbeta för en diskursiv förskjutning, där auditiv 
information, motorik och kropp tar ett större utrymme, genom att 
beställa, göra plats för – fysiskt i klassrummet samt som lektionsinnehåll 
– minikeyboards. Genom detta konstrueras Intervall närmare en konkret 
och auditiv diskursiv konstruktion i motsats till abstrakt och ogripbar. 

Intervall och Musikteori som ämne framträder i resultat och analys som i 
konstant behöv av legitimering och förhandling. Intervall som 
lektionsinnehåll och Musikteori som ämne ses som ett medel för att nå ett 
– annat – mål. Legitimeringen sker genom relation till andra delat av den 
musikaliska praktiken, företrädesvis genom att relatera till hur kunskaper 
i intervall kan vara ett medel för att bli än bättre musiker. Framförallt 
framträder detta i relation till gehörsträning. Intervall som 
kunskapsområde framträder som ett ramverk där eleverna kan röra sig 
fritt inom det när de känner till gränserna. Policyartefakter (Ball et al., 
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2012) såsom exempelvis minikeyboards kan överbrygga distansen mellan 
den lingvistiska – företrädesvis skriftliga och abstrakta – diskursiva 
konstruktionen av Musikteori och intervall och möjliggöra auditiva 
händelser (se Elliot, 2009).  

Lärarrollen och positionen i den diskursiva Intervall-klassrummet 
framträder som explicit (jfr. Ensemble-resultatet). Det är företrädesvis en 
formell, ”skolifierad”, struktur som premierar skriftlig kultur (eller 
lingvistisk praktik, Mills, 2003). Lärarrollen förhandlas genom humor, 
där motstånd kan göras mot det formella, och skolifierade, där lärare och 
elever kan ses närma sig varandras positioner i en mer horisontell 
power/knowledge relation (Foucault, 1980). Detta motstånd kan ses som 
en del av ett diskursivt skifte i undervisningen.  

Konstruktionen av eleven i Intervall och Musikteori-undervisningen sker 
främst i relation till konstruktionen av ämnet som ett ’plugg’ ämne. 
Abstraktionen av musik som verb och aktivitet från Musikteori framträder 
som en del av problematiken, där funktionen av intervall inte synliggörs 
då detta hindras av den diskursiva konstruktionen av ämnet, som blir ett 
’stumbling block’ (Ball, 2012) i sammanhanget. Språket blir till i den 
diskursiva konstruktionen, och utan tillgång till detta diskursiva språk 
formas inte heller den nödvändiga kunskapen i ämnet. Detta leder till att 
eleverna har minskade möjligheter att konstruera sig själva som kunniga 
i ämnet. Eleverna konstrueras främst som konforma (se Persson, 2019) i 
undervisningen, men motstånd existerar också. Motståndet visas dock 
främst genom viskningar i klassrummet, kroppsspråk och genom att inte 
delta i vissa aktiviteter eller övningar.  

Diskussion 
I denna del svaras först på forskningsfrågorna, därefter diskuteras 
resultaten i relation till teori och tidigare forskning. 

Forskningsfrågorna 
För att svara på den första forskningsfrågan 1) hur skolämnena Musik och 
Musikteori på gymnasieskolans estetiska program konstrueras och 
legitimeras samt hur detta påverkar konstruktionen av lärare och 
elever, så framträder i den diskursiva konstruktionen av ensemble ett 
fokus på att ensemble är något man gör – en aktivitet och ett verb – 



 

 304 

tillsammans och instrumenten anses som centrala. Viktigt är även att 
ensemblen ska kunna arbeta och spela tillsammans på ett fungerande vis. 
Instrumentens centrala framställning kan problematiseras i relation till 
genusstruktur, och ojämlika möjligheter till positioneringar i 
klassrummet. Lärarpositionerna som framträder är den implicita 
lärarrollen och den explicita lärarrollen, vilka medför olika konstruktioner 
av möjliga positioner för läraren. Eleverna konstrueras i relation till 
ämnes konstruktionen, där implicita och explicita konstruktioner av 
ämnet ömsesidigt även konstruerar eleven, inom en power/knowledge 
hybrid (Foucault, 1980) där jazz som genre dominerar både diskurs och 
kanon.  

Intervall-undervisningen framträder i resultatet och analysen som ett 
abstraherande av och de-kontextualiserande av musik som verb från 
undervisningen, där en skriftlig och lingvistisk praktik (Mills, 2003) är 
dominerande. Policy-artefakter (se Ball et al., 2012) såsom kompendium 
och instrument ses som meningsbärande, och kan verka som 
reproducerande av diskurs samt som verktyg i diskursiv förskjutning av 
ämneskonstruktionen. Legitimering av ämnet Musikteori och intervall 
som kunskapsområde sker genom relation till musik som verb och 
aktivitet, främst genom referens till att ’bli en bättre musiker’. Lärarens 
roll är i denna undervisningskontext explicit, genom en formell och 
’skolifierad’ struktur. Dock kan lärare närma sig elever genom användning 
av humor för att positionera sig i en mer horisontell power/knowledge 
relation. Elever konstrueras i relation till konstruktionen av ämnet som 
ett ’plugg’ ämne, där ämnets abstraktion från musik som verb framträder 
som problematiskt och i förlängningen leder till elevers minskade 
möjligheter att konstruera sig själva som kunniga i ämnet.  

För att svara på den andra forskningsfrågan 2) vilka diskurser som 
framträder i ämnena Musik och Musikteori så framträder fyra 
nyckeldiskurser i ämnena. Spela, inte prata/Prata inte, spela; Inte ett 
självändamål/Mål i sig självt; (vara) Fri men följa spelreglerna; samt 
Riktig och Autentisk. De första två diskurserna kan ses som dikotomier 
vid en första anblick, emellertid menar jag att de är balanspunkter där 
power/knowledge relationer fluktuerar mellan dessa olika 
utgångspunkter.  
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Spela, inte prata framträder i Ensemble, och Prata, inte spela i Gehörs- 
och musiklära. I den första premieras musik som ett verb, i den senare 
premieras en abstraktion av musik som aktivitet till fördel för andra 
aktiviteter. Att vara ett mål i sig själv, och därmed inte behöva legitimera 
sin existens framträder som ett resultat i Ensemble. I Gehörs- och 
musiklära däremot framhålls att det inte är ett självändamål att ha 
kunskap i musikteori. I ensemble framträder det hur viktigt det är att vara 
fri, men samtidigt följa spelreglerna inom diskursen. Detsamma 
framträder i Gehörs- och musiklära, men inom den diskursen. Att 
konstrueras som Riktig och Autentisk framträder endast i Ensemble, och 
i relation till musik som verb och möjligheten att konstrueras som kunnig 
– och duktig – ensemblemusiker.   

För att svara på den tredje forskningsfrågan 3) vad en jämförelse mellan 
skolämnena Musik och Musikteori antyder om formationen Musik- och 
Musikteori-undervisning och utbildning så antyder resultat och analys av 
de två kontexterna Musik och Musikteori som skolämnen att där den ena 
ses som självklar medför detta att den andra nödvändigtvis behöver 
legitimera sin existens. De konstrueras simultant som två delar av en 
helhet där de ömsesidigt är beroende av varandra samt som två vitt 
åtskilda praktiker, i en ’regime of truth’ (Foucault, 1980) där det framstår 
som sanning att de två ämnena är i sin essens i enlighet med denna 
diskursiva framställning. Detta kommer diskuteras ytterligare i nästa 
avsnitt.  

Diskussion av resultaten 
Med skolämnena Musik och Musikteori som utgångspunkt har denna 
studie syftat till att föra fram i ljuset deras diskursiva konstruktion, behov 
av legitimering, genomsyrande diskurser samt vad detta innebär för 
konstruktionen av lärare och elever i dessa undervisningskontexter.  

Många resultat i Ensemble-kontexten är överensstämmande med tidigare 
forskning i fältet, gällande exempelvis fokus på musik som aktivitet (jfr. 
Asp, 2015; Ellefsen, 2014) och framförande (Asp, 2015; Borgström Källén, 
2014). Elevers utveckling i färdigheter när det gäller instrumentalspel 
framträder inte som ett lärandeobjekt i ensemble, utan snarare som något 
eleverna ska ordna utanför ensemblelektionerna och mer som en 
nödvändig förutsättning för att spela tillsammans (jfr. Zandén, 2010). 
Emellertid återfinns även skillnader mellan föreliggande avhandling och 
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tidigare studier. Till skillnad från Asp (2015) menar jag att resultatet av 
denna avhandlingsstudie tyder på att diskursiva konstruktioner av 
skolämnet Musik, och därmed även Ensemble, är så sammanflätade med 
skolan som institution att de svårligen går att se dem som separata 
diskurser. En annan skillnad i jämförelse med tidigare studier är hur 
genus framträder i improvisations-ensemblen, där Borgström Källén 
(2014) ser hur en mindre familjär genre som renässans-ensemblen 
medför att genusstrukturer blir mindre framträdande. I den undersökta 
improvisationsensemblen framträder genusstrukturer även där mindre 
tydligt då innehållet är obekant för eleverna. Dock framträder 
genusstrukturerna tydligare då jazz är innehållet i improvisation 
(Borgström Källén, 2014). I denna avhandlingsstudie framträder 
genusstrukturer trots att jazz som genre även i denna kontext kan menas 
vara till stor del okänd för eleverna. Då Borgström Källén (2020) ser ett 
samband mellan lärarnas styrning och mer stereotypa genusstrukturer 
kan föreliggande avhandlings resultat möjligen förklaras med att 
autonomi som lärandemål och lärandeobjekt medför att lärarna styr 
mindre i ensemblerummen och därmed lämnar utrymme för eleverna att 
agera i enlighet med mer stereotypa genusstrukturer.  

I Gehörs- och musiklära som kontext framträder även här likheter med 
tidigare studier, särskilt gällande den abstraktion av musik som verb som 
påpekats tidigare (jfr. Rudbäck, 2020; Zimmerman Nilsson, 2009). Här 
vill jag nyansera detta genom att påpeka att Musikteori som ämne 
upprepat legitimeras genom relationen till musicerande, vilket är särdeles 
intressant med tanke på den abstraktion av musik som aktivitet som sker 
i klassrummet. Detta kan tolkas som ett diskursivt motstånd till 
legitimeringen, men legitimeringen kan ses som en diskursivt aktiv ansats 
syftande mot att knyta samman Musik och Musikteori.  

Musikens beskrivning i läroplanen kan ses som en ’will to truth’ (Foucault, 
1970) där musikens kroppsliga, tankemässiga och känslomässiga 
inverkan på oss som individer medför ett existensberättigande, eller 
’condition of possibility’ (Foucault, 1970).  Detta diskursiva 
förgivettagande har sedermera bildat en ’educational truth’ (jfr. Ball, 
2012) inom musikutbildning. Gällande hur musik som praxis och 
framförandepraxis påverkar Ensembleundervisning, medför diskurser – 
inkluderande praxis och idiom i jazz som genre exempelvis – på elevers 
konstruktion samt möjliggörande av positionering som autentiska och 
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autonoma. Eleverna navigerar de explicita samt implicita normer och 
strukturer som omgärdar och genomsyrar undervisningen, inkluderande 
föreställningar och idéer om kreativitet och improvisation, i en 
kombination av att vara spontan och samtidigt följa den givna traditionen 
(jfr. Bjerstedt, 2014; Hultberg, 2002).  

Publika framföranden framträder som centralt i Ensemble-kontexten, 
vilket är i linje med tidigare forskning (jfr. Asp, 2015; Borgström Källén, 
2014; Lindgren & Ericsson, 2010; Zandén, 2010). Dessa framträdanden 
sker dock inom en skolkontext, även om framföranden som ses som mest 
centrala sker externt – utanför skolan. Härmed sker en väsentlig diskursiv 
konstruktion av skola som ’skola’ och det som sker utanför som 
’verklighet’ och ’på riktigt’ i resultatet av analysen. Denna syn medför att 
framföranden produceras i en uppåtgående bana eller linje, där man först 
övar, sedan framför musik för varandra, därefter framför musik för andra 
elever och lärare på skolan – under skoltid – för att sedan framföra musik 
publikt utanför skolan som byggnad och utanför skoltid. Här spelar 
läraren som musiker, eller musician-by-proxy (Asp, 2015) en viktig del, då 
den positionen möjliggör ett legitimerande av såväl musikalisk praktik i 
den situerade skolkontexten såväl som i den externa, utanför skolan, 
kontexten. Lärarens dubbla professionella kultur (jfr. Ball et al., 2012a) 
kan i denna mening ses som även innehålla meningsskapande normer, 
värderingar och uppdrag utanför skolan som institution.   

Policyartefakter (Ball et al., 2012) har stor betydelse som meningsbärande 
i undervisningen och således även för ämneskonstruktionen, i ett 
ömsesidigt producerande av – och i – diskurs. De kan således såväl agera 
som hinder för förändringar i diskursen, men även agera överbryggande 
mellan två till synes differentierade diskurser. I ämnet Musikteori och 
delkursen Intervall, är de två mest betydande policyartefakterna 
intervallkompendiet och minikeyboarden. Introducerandet av 
minikeyboards kan ses som ett försök att tänja på den rådande diskursen, 
i syfte att ändra, eller förändra, vad som anses vara Musikteori och 
lektionsinnehåll i ämnet.  

Med tanke på den power/knowledge hybrid som Foucault (1980) 
beskriver, kan vi se konstruktionen och legitimeringen av Musik och 
Musikteori som skolämnen även i styrdokument såsom läroplan och 
kursplaner. Emellertid står det i kommentarmaterialet till läroplanen att 
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det teoretiska ämnet kan undervisas integrerat med praktiska ämnet. 
Detta bör vara liknande i de flesta estetiska ämnen. Liknande hur praktik 
och teori kan ses som dikotomier, som formellt och informellt lärande (för 
att gå tillbaka till introduktionen), så kan vi även se teori och praktik, 
Musik och Musikteori, som två poler på ett kontinuum och deras relation 
såväl som interaktion som dialektisk (jfr. Folkestad, 2006). Även formellt 
och informellt lärande behöver nyanseras, vilket Folkestad (2006) 
antyder, med anledning av de resultat som bland andra Zandén (2010) 
påvisar gällande synen på skola, skolifierat, och skolaktigt i 
musikundervisningskontexten. Resultaten av föreliggande avhandling 
ligger i linje med tidigare studier, men kan dock tentativt ana ett 
diskursivt skifte i undervisningen av gehörs- och musiklära. Emellertid är 
de regulativa diskurserna starka och, synes det mig, rådande även 
fortsättningsvis genom att de blivit ’sanning’ i den kontext som bildar 
musikutbildning. 

Musik och Musikteori som episteme 
Episteme kan ses som ’en värld av diskurs’ och denna studie kan ses som 
situerad inom en viss episteme. Genom analys kan vi dra slutsatsen att 
utbildnings episteme är bestående av ett flertal diskurser, i föreliggande 
avhandling relaterade till Musik och Musikteori som de framträder som 
ämnen i skolkontexten. Denna syn på episteme i relation till diskurs, 
möjliggör en syn på dessa ämnen som omfattande – och omfamnade – av 
ett flertal diskurser Inom ett ämne, en händelse, en utsaga, en mening, 
kan flera diskurser existera. Diskurser existerar simultant, står i relation 
till varandra, är sammanflätade, motsägelsefulla, och kan samtidigt vara 
omedvetna om andra diskursers existens. Om vi tänker oss att detta sker 
inom samma episteme, ger det vid handen att dessa diskurser kan existera 
sida vid sida och samtidigt vara sammanlänkade genom att vara 
tillhörande samma episteme, samma diskursiva värld. Denna syn har 
potential att möjliggöra att händelser och utsagor som vid första anblick 
verkar motsägelsefulla och osammanhängande för mening och 
sammanhang – i samma episteme. 

Studiens begränsningar 
Den första faktorn jag vill föra fram är att denna studie är genomförd på 
en skola, och såtillvida kan inte något större anspråk på generalisering 
göras. Emellertid vill jag mena att det finns ett värde i mindre, kvalitativa 
studier likväl som större, kvantitativa studier. Foucault menade att ” a 
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sentence cannot be non-significant; it refers to something, by virtue of the 
fact that it is a statement” (Foucault, 1969/2002, s. 102), vilket potentiellt 
kan överföras till att mindre studier inte kan vara “icke-signifikanta”, då 
de refererar och relaterar till något. Vidare så kan generaliserbarheten 
påvisas genom jämförelser med tidigare studier och således knytas till en 
mer allmän generaliserbarhet nationellt. Gällande detta har tidigare 
studier rörande Musikteori (jfr. Ilomäki, 2011; Rudbäck, 2020, 
Zimmerman Nilsson, 2009) indikerat liknande resultat som denna 
avhandlingsstudie, något som antyder en utbredning av diskurs även fast 
läroplanen förändrats och utbildningskontexterna inte är desamma. 
Gällande ensemble, har ett flertal forskare påpekat att genus är en aspekt 
som inverkar på musikundervisningen och elever möjligheter till 
positionering inom undervisningen (jfr. Asp, 2015; Björck, 2013, 2021; 
Borgström Källén, 2014, 2021; Ferm Almqvist, 2019a, 2019b; Green, 
2002; Ilomäki, Hentschel, 2017, 2021; Persson, 2019, 2021).  Fokuset på 
ensemblespel och värdet av autonomi och autenticitet har även det 
påvisats i tidigare studier (jfr. Asp, 2015; Zandén, 2010). 

I relation till de använda metoderna, skulle jag vilja adressera Walfords 
(2008) fjärde kriterium för etnografi, det vill säga forskaren som 
instrument. Här kan min bakgrund spela roll, och leda till bias. Där är det 
teoretiska ramverket viktigt, genom att tillhandahålla en teoretisk lins att 
analysera empirin genom, och därmed bidra till att motverka denna 
eventuella bias. Som tidigare nämnts har observationer och intervjuer 
använts i kombination. Då klassrumssituationer är komplexa, har 
kombinationen möjliggjort att jag både kunnat se och ställa frågor kring 
händelser och utsagor som annars hade kunnat vara svåra att greppa.  
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Appendix 1 
Intervjuguide avhandlingsstudie (lärare) 

Musikteori 
Vad handlar ämnet musikteori om? 

• Vad är viktigt i ämnet 
• Vilka kunskaper / färdigheter premieras? 

 
Ämnets syfte? 

• Vad vill du att eleverna ska lära sig inom ämnet? 
 

Hur legitimeras ämnet? 

• Hur motiverar du eleverna till att komma till lektionen/utvecklas inom ämnet etc.? 
 

Hur tänker du när du undervisar/planerar undervisning i ämnet? 

• Samplanering? 
• Vad utgår du ifrån? 
• Hur fungerar planeringen av undervisningen? 

 

Hur går en lektion i ämnet till? Beskriv.  

• Från start till slut - vad sker i klassrummet? 
• Genomgång, elevfrågor etc. 
• Ramfaktorer 

 
Vad tror du att eleverna tänker om ämnet och undervisningen i ämnet? 

• Tycker eleverna det är roligt/jobbigt/tråkigt/intressant…? 
• Hur uttrycker eleverna vad de känner/tycker om ämnet? 
• Har detta förändrats över tid? I så fall hur? 

 
Förändring över tid? 

• Har ämnet förändrats sedan du började undervisa/själv var elev?  
• Elevernas kunskapsnivåer? 
• Styrdokumenten? 
• Uppfattningar bland elever och lärare? 

 
Styrdokumentens roll för/i undervisningen. 

• Vad är styrdokumentens roll i ämnet och undervisningen?  
 

Bedömning i ämnet. 

• Sambedömning? 
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• Hur viktas olika moment / kunskapskriterier? 
 

Är det något övrigt som du vill berätta om som jag inte frågat om? 

Ensemble 

Vad handlar ämnet ensemble om? 

• Vad är viktigt i ämnet? 
• Vilka kunskaper/färdigheter premieras? 

 
Ämnets syfte? 

• Vad vill du att eleverna ska lära sig inom ämnet? 
 

Hur legitimeras ämnet? 

• Hur motiverar du eleverna att komma till lektionen, utvecklas… etc.? 
 

Hur tänker du när du undervisar/planerar undervisning i ämnet? 

• Hur väljs låtmaterialet? 
• Hur sätts ensemblerna samman? 

 
Hur går en lektion i ämnet till? Beskriv.  

• Från start till slut - vad sker i klassrummet? 
• Genomgång, frågor, material 
• Ramfaktorer 

 
Vad tror du att eleverna tänker om ämnet och undervisningen i ämnet? 

• Tycker eleverna det är roligt/jobbigt/tråkigt/intressant…? 
• Hur uttrycker eleverna vad de känner/tycker om ämnet? 
• Har detta förändrats över tid? I så fall hur? 

 

Förändring över tid? 

• Har ämnet förändrats sedan du började undervisa/själv var elev? 
• Elevernas kunskapsnivåer? 
• Styrdokumenten? 
• Uppfattningar bland elever och lärare? 

 

Styrdokumentens roll? 

• Vad är styrdokumentens roll i ämnet och undervisningen? 
 

Bedömning i ämnet. 

• Sambedömning? 



 

 

• Hur viktas olika moment / kunskapskriterier? 
 

Lärare i både ensemble och musikteori? 

• Om ja, hur är din syn på relationen mellan ämnena?  
• Vad är musikteorins roll? 
• Vad är ensemblens roll? 

 

Är det något övrigt som du vill berätta om som jag inte frågat om? 

Intervjuguide avhandlingsstudie (elev)  

Musikteori 

Vad handlar ämnet gehörs- och musiklära om? 

• Vilka kunskaper / färdigheter är viktiga? 
 

Hur går en lektion i ämnet till? Beskriv.  

• Vad gör du på lektionerna? 
 

Ämnets syfte? 

• Tycker du att ämnet är viktigt? 
• Varför/varför inte? 
• Finns det nåt du inte fått lära dig om ämnet som du skulle vilja lära dig? 
Vad tycker du om gehörs- och musikläraundervisningen? 

• Roligt/tråkigt/intressant/bra etc. 
• Varför? 
• Tror du lärarna märker vad du tycker? 

 

Styrdokumentens roll? 

• Vad vet du om kursens innehåll (kursplanen)? 
• Vem bestämmer vad ni ska lära er i gehörs- och musikläran? 
•  Vem bestämmer vad ni ska lära er i gehörs- och musikläran? 
•  Vem bestämmer varför ni ska lära er gehörs- och musiklära? 

 

Bedömning i ämnet. 

• Hur tror du lärarna sätter betyg i kursen? 
• Vet du vad du behöver kunna för de olika betygsstegen? 
• Vad är det att vara bra på gehörs- och musiklära? 
• Vad tror du lärarna tycker är bra att ni lär er? 

 
Relationen mellan ensemble och gehörs-och musiklära 

• Finns det några likheter mellan ämnena? 
• Finns det några skillnader? Vilka? 
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• Använder du kunskaper från gemu i ensemble? 
• Använder du kunskaper från ensemble i gemu? 

 
Är det något övrigt som du vill berätta om som jag inte frågat om? 

Ensemble 

Vad handlar ämnet ensemble om? 

• Vilka kunskaper / färdigheter är viktiga? 
 

Hur går en lektion i ämnet till? Beskriv.  

• Vad gör du på lektionerna? 
 

Ämnets syfte? 

• Tycker du att ämnet är viktigt? 
• Varför/varför inte? 
• Finns det nåt du inte fått lära dig om ämnet som du skulle vilja lära dig? 

 

Vad tycker du om ensemble- undervisningen? 

• Roligt/tråkigt/intressant/bra etc. 
• Varför? 
• Tror du lärarna märker vad du tycker? 

 
Styrdokumentens roll? 

• Vad vet du om kursens innehåll (kursplanen)? 
• Vem bestämmer vad ni ska lära er i ensemble? 
•  Vem bestämmer vad ni ska lära er i ensemble? 
•  Vem bestämmer varför ni ska lära er ensemble? 

 
Bedömning i ämnet. 

• Hur tror du lärarna sätter betyg i kursen? 
• Vet du vad du behöver kunna för de olika betygsstegen? 
• Vad är det att vara bra på gehörs- och musiklära? 
• Vad tror du lärarna tycker är bra att ni lär er? 

 
Relationen mellan ensemble och gehörs-och musiklära 

• Finns det några likheter mellan ämnena? 
• Finns det några skillnader? Vilka? 
• Använder du kunskaper från gemu i ensemble? 
• Använder du kunskaper från ensemble i gemu? 

 
Är det något övrigt som du vill berätta om som jag inte frågat om? 
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Appendix 5 

Excerpts in Swedish: Ensemble 

Dessa citat har för läsvänlighetens skull skrivits som konversationer, där 
betoningar och längre pauser har noterats.  
Excerpt 1 
Lars: Ja, vi hoppas att vi har alla de instrument som behövs, bas och trummor är ju en bra grund… 
e: nu har vi 23 elever, och eh, delar upp dem i tre ensembler då, eh, så att vi är ju en man kort 
egentligen. Eller en lärare kort kan man säga, man eller kvinna (…) en sånglärare, som har gått 
mellan beat och impro, och varit sångcoach, och det har varit jättebra, så att de har fått mycket hjälp 
sångarna också. Så där. Men ja. vi försöker också att, man sätter ihop grupper och sen så byter man 
(.) och varierar det där, två tre gånger, det kanske blir en per termin, en ny grupp, så att de ska få 
spela med olika människor. Att det ska kännas naturligt. 
(Excerpt 1, Lars, intervju2019-12-02) 

Excerpt 2 
Lars: och (om) man även har några som är, inte har hållit på så mycket som får ta del av den 
stabiliteten som de andra har i gruppen.   
(Excerpt 2, Lars, intervju, 2019-12-02) 

Excerpt 3 
Lars: De ska lära sig och, vad ska jag säga, att göra, instrumentets eh uppgift kan man säga, eh. 
Spelar man trummor då ska man ju lära sig att vara rytmisk och så där, men när man har lärt sig det 
så ska man lära sig att göra något med det här, att anpassa det till övriga ensemble 
(Excerpt 3, Lars, intervju, 2019-12-02) 

Excerpt 4 
Loa: vad gör ni nu? 
Ebbe: vi spelar igenom låten litegrann snabbt. vi har inte kommit jättelångt än 
.. jag kör bara grundtonerna rakt igenom, men tanken är väl att jag ska köra den här basgången 
Loa: så din funktion blir mer som en bas.  
Ebbe: Ja men typ 
Loa: Ok men hur låter det när ni spelar, Ok vi tänker bort sång som inte är här nu då. Men hur låter 
ert komp när ni spelar tillsammans 
Ebbe: När jag spelar basgången eller vad menar du 
Loa: Nämen spela den som ni tänker 
Ebbe: Jag vet inte om jag har den helt som jag tänker den  
Loa: Amen spela nåt (skratt) 
(Excerpt 4, observation 2, 2018) 

Excerpt 5 
Lars: Jag tror att det är som själen i musikutbildningen, och musicerande över huvud taget, jag tror 
att det (…) det är ganska unikt att varje person har en uppgift som kanske inte någon annan har i 
den här ensemblen, gör ju att man känner sig behövd också 
(Lars, intervju 2019-12-02) 

Excerpt 6 
Leonard: …vi har ju haft den nu ett antal år tillbaka, så att vi har ju som nånslags mall som vi har 
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utgått ifrån. I början har vi mycket improvisationsövningar också, att de ska få… bara spela, utan att 
veta... det behöver inte bli nåt resultat utav det. 
KB: Och vad är tanken bakom det 
Leonard: Tanken bakom det, det är att våga, helt enkelt… När jag hade, jag har haft improvisation 
själv också, då brukar jag som ha ett, ett mantra, får se om jag kommer ihåg det, hur det var (.) vilja, 
våga, veta. För att, liksom, hålla på med improvisation då måste man vilja lära sig improvisera för 
vill man inte, då är det som ingen idé. Och när man vill, då måste man sen våga. Jamen jag måste 
våga kasta mig ut i det okända här. Och eftersom jag vill lära mig det här va då måste jag våga också. 
Och så sen för att våga ännu mera då måste jag veta liksom litegrann vad är det för grejer man 
behöver kunna för att bli en bra improvisatör. Och de flesta bra improvisationer de är ju väldigt 
förberedda faktiskt ändå. Det är då det blir bra. Så att, om man har förberett nånting då kan man 
sen gå utanför det och då känner man sig säker på var man är nånstans.  
(Excerpt 6, intervju 2019-11-25) 

Excerpt 7 
Loa: att få alla att våga improvisera och där skulle jag väl säga oftare är killar mer sådär att jag ba 
kör och det kan låta hej hopp och det säger vi att det får låta hur det vill - grejen är att ni ska våga 
och prova hur det känns när ni faktiskt hittar på nånting så. Medans tjejerna är mer, har svårare för 
det. Många tjejer har iallafall svårt att släppa ifrån sig nånting med rösten eller på ett instrument 
som inte är perfekt.  
(Excerpt 7, intervju, Loa, 2018-12-05) 

Excerpt 8 
Lars: (…) koncept kanske det viktigaste av hela utbildningen här, att man kan spela och att man kan 
spela tillsammans. Och att man får, det ger en mening till att man övar på sitt instrument tycker jag. 
Eeh (.) och så ger den här härliga gemenskapen när man lyckas göra nånting som känns i hela 
kroppen på nåt sätt. Eeh, det tror jag är en, som belöningen på nåt sätt. Och så får man gemenskap 
när man håller på och spelar ensemble. eeh, ja.  
(Excerpt 8, Lars, intervju 2019-12-02) 

Excerpt 9 
Sist så valde vi låtar så att det skulle vara litegrann …olika typ av låtar i olika ensemblerna. Och sen 
sätter vi ihop ensemblerna så att det ska bli fungerande ensembler, först att det är en 
instrumentsammansättning som det går att göra nånting med, eh … och sen eftersom vi känner ju 
eleverna litegrann nu, när de går i trean så kan vi ju sätta ihop ensembler med folk som vi tror, det 
här kommer funka bra spela ihop. Och när vi väljer låtar, tänker vi den här låten det är bra för, för 
de här personerna. Det kommer landa bra hos dem. 
(Excerpt 9, Leonard, intervju 2019-11-25) 

Excerpt 10 
Men i grunden när jag söker en låt så tänker jag i början så då kör vi ba standardlåtar, precis, utan 
resultatkrav, och sen när vi planerar, inför *extern konsert* till exempel, då brukar vi försöka 
plantera en låt på vårterminen och så sen så tar man en låt på höstterminen. Så de finns en grund 
där. Och då tänker jag mycket som att det måste va sång, och det ska vara oftast kvinnlig röst, för att 
det är oftast det vi har. Det är väldigt sällan vi har killar, nån kanske så där, nu har vi två till och 
med. Det kommer bli kanske lite mer hoppas jag. Och så sen så är det ju då besättningen då som. Vi 
har de vanligaste instrumenten som trummor bas och gitarr och piano. Sen vet man ju inte om man 
har nåt blås eller inte och stråk och så där. Så att, ja. (…) vad har vi för nåt (.) man ser till (.) vad kan 
man göra. Man måste nästan se gruppen först innan man kan hitta låten. 
(Excerpt 10, Lars, intervju 2019-12-02) 



 

 

Excerpt 11 
Lars: Kriterierna 
Loa: Exakt vad jag skulle säga 
Lars: Är ju att ni ska improvisera e::h i den låten. Så är ni då tre så blir det tre solon (.) e: På nåt sätt. 
Loa: får jag inflika där att i kunskapskraven så är det en massa kunskapstrådar som ingår i det här, 
leda repetitioner, att kunna gruppens övriga stämmaterial, och så där, så det är en jättebra uppgift 
för att liksom lösa en massa kunskapskrav inför den formella biten så att säga. Så att vi vill se var 
och en av er liksom ha koll, ta ansvar för hur arbetet går, räkna in, bryta av, leda repetitioner och så 
där.  Men vi kommer ju tillbaks till det men det ingår ju som i det paketet. 
(Excerpt 11, observation 3, 2018). 

Excerpt 12 
Loa: vis av erfarenhet från i fjol så vet man ju hur det funkar, det händer ingenting, man blir knäpp 
ett tag, och sen sista veckan då sätter de ihop allt. 
Lars: (.) pratar om att lägga in kvällsrep. vi la in (.) då vi bedömde deras ensembleledningsförmåga 
då tittade vi på repen  
Loa: exakt, det måste vi göra 
(Excerpt 12, observation 2, 2018) 

Excerpt 13 
Loa: utmaningen med den här låten, det vet både jag och Lars för vi har spelat den båda två, den är 
jättefin men den är ganska lång i formen, tänker ni att ni gör den som en ballad, som man brukar 
göra den? 
 (ohörbart, eller inget svar) 
Loa: igen, som jag sa till förra gruppen också, med en ballad som är så pass lång i formen så är en 
fundering en utmaning hur man gör formen och helheten på den, för om du sjunger rakt igenom 
hela låten i balladtempo då har det gått tre minuter innan du är i mål där, ska du spela solo över hela 
formen så har det gått tre minuter där förstår du så man tänker på formen.  
Clara: mm 
Lars: precis och kanske en viktig inställning är ju att ni får göra precis som ni vill 
Loa: exakt 
Lars: våga ta ut svängarna litegrann och kapa och ändra saker 
Loa: ja, den är också ganska statisk i ackordsgrejen där, som går upp och ner ett halvt hela tiden .. a 
men jag kommer med en kopia. Men det blir jättebra, Jag ska inte låta.. 
Clara: en challenge.. (skrattar) 
(Excerpt 13, observation 1, 2018) 

Excerpt 14 
Loa: Tanken är ju som mer och mer att de själv ska styra repetitionerna (.) kunna leda gruppen och 
så där. Så många gånger gör jag och Lars ungefär så här, att vi går och sätter oss (.) den pedagogiska 
kaffen ungefär eller att man faktiskt låter dom jobba en stund, för man kan verkligen känna att man 
kommer och stör ibland om man kommer in (.) ett flow som bryts när läraren kommer.  
Lars: just när de ska skapa. När de faktiskt ska komma på saker, är det ju som känner man sig som 
att man hindrar den genom att va där (”precis” säger Loa) men sen går man ju och kollar upp om det 
händer nånting, och händer det inget då behöver man ju vara där och peta litegrann (.) och ger 
förslag  
(Excerpt 14, observation 1, 2018) 

Excerpt 15 
Lars: Men vi tänker väl att vi, att vi, passerar på en stund, kanske inte på en gång utan vi vill att ni 
ska få diskutera och komma igång sådär.  
Ah, vi tar ingen återsamling () utan vi kör på och när klockan är, vad är den då, 11.35 va 
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Saga: Ja 
Loa: då packar ni ihop 
(Excerpt 15, observation 1, 2018) 

Excerpt 16 
Loa: Sen kan man ju leka med tanken att inte ta upp tajt utan hålla den lite öppen första åtta 
Lars: Ja för då kan man styra den lite mer med sången (sjunger) det blir lite mer berättande, man 
får en frihet som sång, och när tempo kommer då är det som, då är man där, på den så att, det kan 
va flera olika nivåer 
Charles: Vänta vad menar du att jag ska ba 
Lars: Du lika följa henne, du lägger ett ackord och så sen så tar hon texten och får va fri, och du ba är 
me som ok (sjunger) och sen så ta kanske upp men tempo i ackord, och så sen så kommer 
walkingen, då har ni tre nivåer  
(Excerpt 16, observation 2, 2018) 

Excerpt 17 
Loa: Jag ska inte säga att ni ska göra så men om ni skulle välja den där varianten (spelar ett ”fel” 
ackord) oj spela aldrig det där ackordet. Om ni liksom gör den varianten att ni gör en sån där rubato 
grej skulle vara att man gör … (visar på pianot) med f pedal… but you don’t have to (sägs på 
engelska). 
(Excerpt 17, observation 2, 2018) 

Quote between excerpt 17 and excerpt 18 
Just den där känslan att det är ok man får göra fel till å med gör hellre fel allt ni orkar än å fjutta för 
gör ni fel allt vad ni orkar då hörs det och då kan vi jobba med det 
Loa, intervju 2018-12-05) 

Excerpt 18 
Loa: hej.,. har ni det bra? 
Cathy: Vi har det jättebra 
(skratt) 
Cathy: hallå 
Fred: vi har repat litegrann 
Lars: jag förstår att det är svårt utan 
Cathy: jaa  
Lars: Det kan bli lite 
Cathy: det är lite tomt 
Loa: vi saknar… 
Fred: Gitarrist  
Cathy: Gitarrist.. Christopher 
Loa: vill ni.. prov… om jag hoppar in och spelar gitarr, vill ni prova då? 
Fred: jaa 
Cathy: sure 
Loa: är det originaltonart på..? 
Fred: Tror det.. eller p.. 
Cathy: vi kör faktiskt Frank Sinatras.. 
Fred: jo vi kör Frank Sinatras.. 
Loa: Oj, Frank Sinatras  
Fred: men jag tror det är samma.. 
Cathy: Det borde va det. 
Loa: ah men det kan ju inte gå mer är åt skogen 
Fred: nej  



 

 

Lars: Det är inte dess eller nåt sånt där? 
Fred: vi kan ju ändå anpassa oss till dig 
Cathy: jo 
(Excerpt 18, observation 3, 2018) 

Excerpt 19 
Leyla: Det kändes som att alla sa, alla sa, det vart (.) fel alla sa att de spelade nånting fel, men det lät 
som ändå… 
Lars: men det funkade ändå. Precis, då har ni upptäckt hemligheten. 
Leonard: Jag tror aldrig att konsert nångång när jag inte har spelat nåt fel, nån gång. Det hör liksom 
till, man reder ut det. 
Lars: Det är bara hur mycket fel. om man ska gömma huvet nånstans. Men oftast kan man bara gå 
vidare. Så att (.) a: bra. Det ska va så (.) man ska spela fel (.) man upptäcker nånting (.) så övar man 
på det, så blir man bättre, på just den grejen. Så är det 
(Excerpt 19, observation 8, 2019). 

Excerpt 20 
Lars: Och sen har man kanske vant sig vid att kunna se och upptäcka saker. Att, å det är då man vill 
gå in och försöka hjälpa till och du kan göra det här, prova det här, prova det här… och är de då 
mottagliga brukar det vara väldigt effektivt. Jag kan, under tiden de spelar så kan jag, jag gillar det 
där om det inte är alldeles för hög volym, så, att man går runt som och så säger man, prova det här, 
kolla det här, istället för att måsta säga det inför alla andra som. Du, du måste lära dig ta det här 
barréackordet (skratt) det blir så här, ja du vet, anklagande men, mycket bättre gå dit som och ba 
visa kolla det här som. att ta det lite så där separat och inte stå vid kateder ungefär och berätta 
(skratt) vad som inte går bra.  
(Excerpt 20, Lars, intervju 2019-12-02) 

Excerpt 21 
Bara för att jag går igång på just den feelingen, jag gillar att spela 4 över 3 3 över 4 det händer 
nånting som jag inte kan förklara. Så är det. Eh och det är på nåt sätt det jag skulle vilja att ni får 
uppleva först. Att verkligen få fundera som, men vad gillar jag att improvisera 
(Excerpt 21, Lars, observation 8) 

Excerpt 22 
Loa: Här var det fyra lärare och en elev… 
Loa: mm. Jag tänker så här, att ni har nästa pass på er, och sen spelar ni upp veckan efter det och då 
känns det som att ni måste var och en kunna eran grej så att ni kan jobba ihop. Så dära. Så det blir 
lite sådär varningens finger jobba hemma allihopa så att ni inte behöver bränna lektionstid på att 
lära er vad ska jag göra utan nu ska vi spela tillsammans 
Ira: vi har pratat om det (…) Den här slingan är hur lätt som helst, den kan jag göra i sömnen, det är 
inte så svårt 
Loa: Är det här din basgång 
Elev: Det är min basgång 
(…) 
Loa: om jag nu är jättefyrkantig och ser notpapperet så ser jag en massa helnoter i bam bam bam 
(knäpper och sjunger linjen) nån slags rörelse måste ni hitta  
(Excerpt 22, observation 2, 2018) 

Excerpt 23 
Lars: vad bra att vi fick göra lite vart ni är påväg å.. jobba på, hitta kanske, jag tänkte, 
ackordläggningar, om man nu inte ska spela bastoner så kanske man kan bli lite friare (.) så man 
hittar lite spännande klanger så slipper man hoppa omkring så mycket  
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Loa: jag tror utmaningen med den här, eller jag vet för jag har spelat den nån gång, den är ganska så 
här dess d dess d å den är ju så, och då gäller det att få det intressant så det inte bara blir jättetråkigt 
dess d hela tiden så där, och jag har bra inget svar på hur ni ska göra men jag vill bara presentera 
vad jag skulle tycka är utmaningen med just den här låten  
(Excerpt 23, observation 2, 2018). 

Excerpt 24  
För det är ju det vi ska liksom ge dom, vi ska ge dom verktyg så att dom kan gå ut och vara (.) den 
typen av musiker i ett musikerliv, vare sig man är professionell eller semiprofessionellt eller på nån 
annan basis.  
(Excerpt 24, Loa, intervju 2018-12-05) 

Excerpt 25 
Lars: jamen, vi gör så att (.) ni jobbar på idag, eh och så (2) eh spelar vi upp nästa gång för varann då 
spelar vi båda låtarna eh (.) och det jag vill uppmana er det är att (1) att ni ska jobba med era 
improvisationer som, inte, glöm inte bort det på nåt sätt utan, eh det är ju det vi vill att ni ska 
utveckla men man behöver jobba med det också som man behöver verkligen öva på det. 
Leonard: Öva improvisation precis 
Lars: Precis. Så att ha det som ett riktigt bra fokus under veckan, eh (1) så ni utvecklar er själva där 
för det är ju det ni kan göra och ni har ju ett fantastiskt läge nu att få spela med nån varje vecka. eh 
det är ju superbra det kommer ni att sakna sen när ni gått ut härifrån. Så att, ta chansen och öva er 
här och öva hemma. Eh Öva gärna med nån (.) sådär två och två, det är superbra faktiskt eh när man 
övar improvisera  
(Excerpt 25, observation 6, 2019). 

Excerpt 26 
Loa: Skulle vi kunna få höra nånting, en klang, en takt eller två eller fyra? 
Basist: Vi skulle testa, jag lägger bas och du lägger ackorden. Vi har försökt lära oss melodin.  
Loa: Hur låter det tillsammans 
Basist: A vista G klav jag gör det aldrig (spelar melodin) 
Eleverna diskuterar hur de ska göra. 
Loa: hör ni jag tänker att vi lämnar er, … det där blir säkert bra.  
(Excerpt 26, observation 1, 2018 

Excerpt 27 
Elliot: vi eh ja vi sitter och spånar om lite idéer om hur man kan göra låten roligare med tanke på det 
arr vi faktiskt har som är väldigt plant och tråkigt, och hur man kan färga det, på olika sätt.  
Loa: kan vi få höra nånting 
Vince: vi kör från… 
Elliot: ja det kan vi göra ja. Det är som svårt att komma på nån form, så vi har inte kommit på nån 
riktig … 
Loa: (viskande, lite skämtsamt) Solodelen på Det är en ros utsprungen (.) Open solo 
Elliot: vi siktar åt ett lite friare soloparti 
Loa: Kör! 
(De berättar för lärarna hur de tanker spela låten) 
Loa: Men nu berättar ni, spela gärna det istället så får vi höra (de spelar) 
(Excerpt 27, observation 2, 2018) 

Excerpt 28 
Adam: Ja nånting sånt där, men det är bara för att, nu försöker vi få en grund 
Lars: låter ju helmysigt det där 
Det kan ju superfint  



 

 

Jättefint. Skitsnyggt 
Loa: Fin ton i trumpeten  
Elev: Verkligen 
Lars: Den har man inte hört så många gånger 
Loa: Jag hade ingen aning 
Loa: jag har inte så mycket att säga än att om ni bara jobbar på som sjutton så kommer det säkert att 
bli jättebra 
Skitsnyggt 
Lars: Ni har ju 6 minuter till 
Loa: Du är lite hög i pitch på trumpeten på nå ställen … 
Girl: Har du ingen feedback, kan ni inte hjälpa oss lite? 
Loa: På vilket sätt då? 
Girl: Som ensemble eller nånting 
Jonathan: Ni är på väg år rätt håll 
Lars: Det var kul med den här rörelsen som ni fick till med alla ackordbyten kontra det som låg 
ganska stilla. 
Loa: Den feedback jag kan ge sådär spontant, jag håller med VFU, kan tänker jag tycker ni är på väg 
och ni jagar nåt som kommer bli jättebra tror jag 
(Excerpt 28, observation 2, 2018) 

Excerpt 29 
Loa: ursäkta, får jag störa med att fråga, fantastisk låt om ni frågar mig, älskar Lush life, men det är 
en jäkla massa ackord… 
Alan: Men det är lugnt 
Loa: ja men du sitter med mobilen har ni nån liksom, hur..? 
Annie: Alltså vi har kommit fram till nu, ok men vi testar den och så här, och liksom så hära, få 
jamma den lite, vi har inte stenkoll 
Loa: Jag förstår. Jag tänker om jag skulle vara ni skulle jag vara väldigt trygg å att ha papper, för det 
är ingen jammig låt, det är så himla mycket form å så där,  
Annie: Jag gud ja! 
Loa: Så skaka fram nå leadsheets sen 
Annie: Ja men Gud, men vi vi sa ju det att nästa gång 
(Excerpt 29, observation 1, 2018) 

Excerpt 30 
Carla: Vi träffades alldeles nyss, vi har lyssnat igenom två gånger, men vi har inga noter eller ackord, 
har ni det? 
Loa: ja, den finns i real book,  
Carla: vad är det? 
Loa: jag kan visa. Real book, det är ju som, det finns olika Real books som har massa jazzstandards i 
princip så här (…) 
Lars: Vad kör ni för tonart 
Carla: original key.  
(Excerpt 30, observation 1, 2018) 

Excerpt 31 
Loa: … det är nåt konstigt med ackorden på nåt ställe du sitter med din telefon och scrollar 
samtidigt, visst är det X du har som gitarrlärare? Jag vet att han kan den här låten upp och ner och 
utan och innan, be att få nåt vettigt papper, det finns en Real book transkription. Kolla det. 
(Excerpt 31, observation 2, 2018) 
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Excerpt 32 
Axel: vi håller på att förstå ackorden, för det är olika ackord på olika versioner… här står det ju dess, 
och det är lite problematiskt.  
Loa: ja just, man brukar ju spela den i dess. Spelar ni den i klingande dess? 
Axel: ja 
Loa: ska vi skriva ut 
Det där är ju new realbook. Den transkriptionen är väldigt bra.  
Man blir knäpp att tänka, det är så mycket ackord. jamen just lush life den är inte i liksom 
Lars: nämen man får sig en genomgång av tonarterna liksom  
Lars: vi har väl saxofon, spela ackordstoner, då har man fullt upp (skratt)  
Albin: jag spelar mer basis bas, sen blir det kaos, det är nice 
(Eleverna spelar låten) 
Caroline: Var skulle ni sluta 
Albin: det vore lite typ coolt att fortsätta på det här stuket in i versen, går det att köra saxofonen 
liksom (.) 
Caroline: Alltså du tänker samma också liksom 
Albin: Att det finns en bas bas liksom 
Caroline: vi kan väl testa. Var tar vi från då? 
Albin: från där du kom in  
(Spelar låten igen) 
(Excerpt 32, observation 2, 2018) 

Excerpt 33 
Loa: De har fokus, de jobbar tillsammans, de löser problem… det är så här man ba 
Jonathan: Mycket spela 
Loa: Precis 
Jonathan: Inte så här alla prata  
(Excerpt 33, observation 2, 2018) 

Excerpt 34 
Lars: Tjusigt. Ja, vad kan vi säga om det här 
Feedback 
Har vi lite bra feedback? 
Lars: Svängigt tycker jag (.) väldigt svängigt 
Leonard: Medryckande 
Lars: det jag tänker på, Levi 
Levi: Ja 
Lars: Den första låten när du spelar den, så då tänker jag som att jamen (.) du borde rytmisera lite 
mer (.) du lägger väldigt mycket tonerna (.) och så sen så, jag tänker jag väntar med att säga det till 
efter andra låten (.) och då rytmiserar du hela tiden (.) så det är inte det att du inte kan det utan jag 
skulle bara vilja att du försöker lägger in i lifetime relationship lite mer sånt 
Levi: Det saknas mycket när vi inte har * här 
Lars: A: men jag tänker att (.) om du lägger långa toner hela tiden va det blir det som (.) det blir det 
som ett lock på nåt sätt va om du kunde få in lite luft i det (.) gör det lite mer som i andra låten, 
förstår du? 
Levi: Ja 
Lars: Hitta ställen… 
Leonard: Funk i första låten också… 
Lars: jamen litegrann bara. Så får du lite variation, då kommer det blir ännu ännu, så då blir det 
svängigare, förstår du 
Levi: Ja 
Lars: För du kan du har det ju i dig det är bara försöka hitta bra grejer, sätta in. Men annars låter det 



 

 

ju jättebra (…) 
(Excerpt 34, observation 7, 2019) 

Excerpt 35 
Leonard: Jag tror inte man behöver motivera. Alltså, motivation det är ju att, eh, de har ju vissa 
uppspelningstillfällen, som är så att säga skarpt läge (...) Det är ju en motivation, att de ska stå på 
scen. De ska kunna… Ingen vill ju göra bort sig, alla vill ju veta vad de ska spela för nånting, kunna 
sin del. …  
(Excerpt 35, Leonard, intervju 2019-11-25). 

Excerpt 36 
Luis: (harklar sig) Kan jag kan jag kan jag inleda vem jag är för då hör de att jag är sjuk för att om 
jag ba typ börja krassla de ba hej vi är (gör ett host/harkel-ljud) så fattar de att jag är sjuk då 
ursäktar de mitt (ohörbart) Om man får en voicefail (ohörbart) 
Luis: Jag ska, jag ska ba, hej, vänta urs..ja hejsan vi ska köra, vänta och så ska jag hosta så ska de 
förstå att jag är sjuk  
Leonard: Ska vi ta den en gång till? 
Lisette: Vi ska få soundchecka typ eh nu. Det finns bara tre mickar på scenen för det (ohörbart) så 
jag kommer kanske sjunga. Och efter vi har soundcheckat ska du få en sån här (.) för stämbanden. 
(säger namnet på medicinen) 
Luis: Wow 
Lisette: De är jättebra, Det blir som ett skum 
Luis: Är det från apoteket?  
Lisette: Jaa 
Luis: Det här är inte.. (ohörbart) Jag känner mig som en riktig sångare när man tar sångmedicin 
(Excerpt 36, observation 3, 2019) 

Excerpt 37 
Och det känns också som en sån där bra grej som vi började med nån gång och sen har man behållit 
den för att den är så, jamen eleverna uppskattar den väldigt mycket. och det känns så rätt att göra 
det också för det här är ju studieförberedande förberedande för högre studier.  
(Excerpt 37, Lars, intervju 2019-12-02) 

Excerpt 38 
Nej vi gör ju inte de (.) och det har nog och göra (.) lite med tidsbrist men och att det är ingenting vi 
ska värdera på det sättet va. Det är inte så här du spelade dåligt där, du spelade jättebra där. Eeh 
utan (.) det är saker som man kan, som vi kan ha sen, om vi fundera på som en elev vad ska man 
säga till de här… så att, det är en bra grej. Det är ingenting som ska betygsättas på det sättet alltså. 
Visst spelar det en roll, man får ju en uppfattning om hur de har jobbat och så där, men ah. 
(Excerpt 38, Lars, intervju 2019-12-02) 

Excerpt 39 
Eeh, men sen så finns ju också en tradition som man behöver ta in, och det har väl vi på senare år att 
vi har eeh gått igenom jamen några fem sex olika genrer inom jazzen då, så att säga, olika typer som 
de har fått bara göra en lektion och så nästa då byter vi och byter va, så det har inte varit några krav 
på att det ska bli något resultat utan bara att man har känt på de och gått igenom de och det har 
visat sig var en väldigt bra start också för då får man lite av de här verktygen 
(Excerpt 39, Lars, intervju 2019-12-02). 

Excerpt 40 
Lars: när man pratar med jazzmusiker som har hållit på väldigt länge så säger de att jamen 50% av 
att lära sig det här det är ju lyssning. Och så tänker man att hur mycket lyssning håller vi på med på 
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lektionerna. Vi känner ju som att, vi kan inte slösa bort den tiden för att lyssna kan man göra själv. 
E: Men på nåt sätt vill man ju betona och (.) vad är det som händer när man kommer i ett nytt 
sammanhang  
(Excerpt 40, Lars, observation 8, 2019). 

Excerpt 41 
Clara: angående den här lyssningsgrejen som vi brukade göra i börja på lektionen, är det helt borta 
nu? 
Lars: Ja alltså vi hade ju en diskussion om det där och.. vi fick väl den upplevelsen att vi inte skulle 
ha det.. 
Clara: Jag fick inte den upplevelsen efter det samtalet..  
Loa: Kan vi göra så här, att vi ta.. diskuterar det nästa måndag, för jag och Per tycker ju det var en 
jättekul grej,  
Clara: Ja visst 
Loa: men det var som olika åsikter om det, vi kanske kan prata det nästa måndag om det och se om 
vi tar upp det igen. Ok? 
(Excerpt 41, observation 1, 2018) 

Excerpt 42 
Lars: … men är det något vi ska återinföra så skulle vi ju kunna rösta om det, eller titta på 
intresse…allmänt, är det många som känner för det? 
Dina: alltså om det inte tar för mycket tid av rep, av lektionen? Annars tycker jag att det är jättekul. 
Loa: jag tänker också så att vad tar det (.) tio minuter (.) vi har ett pass på 80 minuter, alltså jag 
personligen tycker att 70 minuter för att repa det är ganska mycket tid. Det kan jag tycka. Nu sa jag 
det. Förlåt. 
Dina: tio minuter är inte mycket. 
Loa: det är inte mycket 
(…) 
Lars: ska vi kolla lite handuppräckning då vilka är för detta? (alla utom en räcker upp handen) 
Lars: Det känns som att det är en majoritet som vill ha det här. 
Loa: Precis  
Lars: ska vi tänka så eller? 
Loa: igen, det här är bara en grej för att det är kul, det finns ingenting i våra styrdokument eller 
kunskapskrav eller nånting som säger så vi kan ju inte bedöma det här men jag tycker det är så roligt 
att få impulser jag har fått massor med idéer genom åren när elever har spelat upp grejer för mig så 
att för mig så är det superkul jag tycker vi kan göra det. Då vet vi det. Ska vi börja redan nästa vecka 
då? Eller ska vi börja efter jul? (skratt) 
Lars: Nästa vecka, efter jul? Vilka tycker nästa vecka? (ingen räcker upp handen) då har vi bestämt 
att vi börjar efter jul. (skratt) ok bra.  
Loa: Nu har vi bestämt efter jul, bra. 
(Excerpt 42, observation 2, 2018) 

Excerpt 43 
Lars: jamen kom igen nu då, var inte blyga. Det är bara musik, spela nåt!  
(skrattar) 
Lars: (till mig) Det är som att blotta sin själ lite (skrattar lite) 
(Excerpt 41, observation 8). 

Excerpt 44a 
Allmänt prat, närvarokoll i början på lektionen.  
Loa: fem borta… det var ju som sådär…  
Elena (skrattar): Förlåt 



 

 

Loa: jomen det här är ju som sista repetitionsgången ni har, för nästa måndag spelar ni upp era trio-
grejer. Så det blir ju spännande. Men det grejar ni. Men det är bara så här det blir lite lökigt för det 
blir som en lektion som inte blir på riktigt i vissa grupper fattar ni men vi kan inte göra så mycket åt 
det. 
(Excerpt 44a, observation 3, 2018) 

Excerpt 44b 
Loa: Hörni vi ska berätta en annan deprimerande sak (skrattar) 
Lee: å nej! 
Loa: det är det att vi har tittat på vårterminen jag och Per, jag vet inte om ni har gjort det också. 
Måndagar … nu ska ni få höra, eh, om vi börjar från början, så … nu ska vi se var är jag här, jo (tyst).. 
vecka fyra… vecka två, då börjar ni på onsdag. Vecka tre, då har vi lärare en fortbildningsdag hela 
måndagen, så ni har inga lektioner den dan. Så eran första lektion är vecka fyra sen har ni vecka fem 
sex och sju. Sen utgår det två veckor för då har ni projekt vecka åtta och nio, sen är det sportlov, sen 
har vi vecka elva, sen vecka tolv då är det utvecklingssamtal hela måndagen.  
Ååååå (hela klassen stönar unisont) 
Sen vecka tretton, fjorton och femton då har vi lektion, sen vecka sexton är det påsklov, och vecka 
sjutton är det annandag påsk på måndag 
Colin: Nej du skämtar!? 
Loa: och sen är vi vecka arton och det är veckan vi spelar på jazzklubb. 
Vad var det där åtta lektioner? 
Loa: nio, totalt, så fram till maj så har vi nio lektioner, alltså måndagar går hårt åt. 
Anne: Alltså det här är ju… 
(Excerpt 44b, observation 3, 2018) 

Excerpt 44 c 
Loa: Ja. vi ville bara stressa er (skratt) litegrann så att ni vet hur det är. Jag tror att du och jag får slå 
våra kloka huvuden ihop och se över planeringen hur vi går den. så.  
Lars: vi har gjort några år så att vi har haft ett genrep också eeh vilket kan vara aktuellt den här 
gången kanske 
Loa: Och då menar du på kvällstid att man lägger in 
Lars: Ja tidig eftermiddag kväll eeh jag vet inte ni vet inte om ni kan om ni är intresserade av det än 
men vi kan fundera på det. Kanske den veckan som ni ska spela, måndagen eller så  
Loa: det man skulle kunna göra där också, jag vet att ni vill börja jobba och så där, men en sista 
tanke är att man checkar av efter påsklovet, typ sista passet om alla kan vika typ måndag kväll och så 
har man som en buffert vi kan vara här i kväll tre timmar om vi behöver det är ju som ett sätt att 
göra det 
Lars: är det några Frågor på det 
Emma: Alltså hur funkar det med så här när kurser lägger in extralektionsdagar på 
utvecklingssamtaldagar och så 
Loa: Det är en tanke. Alltså, vi skulle ju jättegärna göra det, det är inte så att, vi skulle gärna säga att 
ta er en hel måndag liksom och boka tiden det vill ju alla kurser typ, och då tror jag skolledningen 
brukar vilja prioritera sådär att man jobba med matte, ja men nu kanske inte ni har matte, men 
alltså förstår ni, att det är mer teoretiska, det brukar vara studieverkstadstid och hejsan hoppsan 
sånt där. Men det kan vi ju undersöka. Det är ett bra förslag. 
(Excerpt 44c, observation 3, 2018) 

Excerpt 45 
Loa: Då kommer ju den spännande frågan; vilka grupper är intakta? E::h det känns som att, nu ska 
vi se här (.) gruppen, nu går jag uppifrån i min lista, Anna, Albert och Adrian, det går ju inte så bra…  
(skratt) 
Charlie: Rough start 
(Excerpt 45, observation 4) 
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Excerpt 46 
Lars: Alla har ju lite text sådär framme men det kommer ni inte ha på torsdag? 
Leonard: Det tänkte jag på också, det är inte så kul och… 
Lars.  Det känns lite e: 
Leonard: Stå och titta på mobiler 
(Excerpt 46, observation 7, 2019) 

Excerpt 47 
Lars: Noah (.) Noah (.) får jag ställa en fråga  
Noah: Ja 
Lars: Du hör henne men du hör inte mig 
Noah: Hörde inte att du sa mitt namn 
Lars: Men du får jag ställa en fråga bara. Om det är så att inte (.) för Lo spelade piano här 
Noah: A:: 
Lars: Om ni blir utan piano, det kommer att funka också () eller hur. 
Noah: Ja jo ja, det svåra är bara när jag ska sola, men det är väl… 
Lars: Men det är bara, du spela nåra (.) spela nån ters eller nån 
Noah: Oh shit ska jag spela mer än bara grundton det här var lite mer än vad jag signa upp på 
(ironisk, skrattar) 
Lars: Jamen jag tror det, ni har så komplicerad form så ska vi börja blanda in L2 i det här så tror jag 
det är lätt att det blir sämre även fast han är väldigt bra (skrattar). 
Lars: om han inte kan va med när ni repar, för det är ju det där när de repar på sidan av kan han ju 
inte vara med (förklarar för mig). Bestämmer de nånting och så sen så (gör ett ljud) 
(Excerpt 47, observation 7) 

Excerpt 48 
Loa: och nu är ni … 
Nora: två stycken 
Loa: två för Ted skulle va här 
Nora: Nej Tina 
Loa: Ja ni har som haft lite otur här… 
Nora: Jag är lite småsur, och stressad, som fa:::n (uttrycksfullt) 
Loa: Men var inte det 
Nora: Jo (suckar) 
Loa: lämna det i korridoren och så jobbar ni effektivt så gott ni.. eh.. och ni hade den här balladen 
vad heter den 
(Excerpt 48, observation 3, 2018) 

Excerpt 49 
Loa: har ni nå bra liksom lead sheet på den? Ackord och form och så där? För då kanske nån av oss 
kan titta in och hjälpa till och spela några ackord vid nåt tillfälle. 
Nora: ja, får se om Tina kommer, jag skriver med henne nu.. 
Loa: ja 
KB: är det pianisten de saknar eller 
Loa: ja hon är egentligen sångare men jag tror att hon skulle spela.. ja 
(Excerpt 49, observation 3, 2018) 

Excerpt 50 
Leonard: man styr ju mer i ettan. Dels för att man får en grupp med nya människor som man inte 
känner så speciellt väl vet inte vad de har spelat förut. Eeh … och eh så har man ju som nån idé med 
den eh låt man har valt också vad man vill att de ska lära sig, utav det. och då vill man ju va med i 
processen. Sen … ju längre de har hållit på desto mer självgående blir de också va det är litegrann 



 

 

målet också att de ska kunna klara sig själv ta ansvar själv veta vad de behöver jobba med. Så att 
man får hålla som en varlig hand över dem i ettan sen får man låta den där handen försvinna mer 
och mer men inte helt och hållet va det är ju naturligtvis hjälper de som behöver hjälp. Sen har vi ju 
också det att koppling instrumentundervisningen ensemble om man har fått nånting i ensemble 
som man känner att det här det var jättesvårt för mig då säger man ta det till din instrumentlärare 
så kan du jobba med det, och det har funkat jättebra det. 
(Excerpt 50, Leonard, intervju 2019-11-25). 

Excerpt 51 
Jazzimprovisation, det är ju att få den här, eh friheten, att man behöver inte alltid spela det som en 
annan har bestämt. Utan man kan ha frihet att skapa själv. Och (.) även förstå att eh improvisation, 
även om det är så att säga fritt så är de inte helt fritt utan det finns vissa ramar som man måste ha 
lite koll på. 
(Excerpt 51, Leonard, intervju 2019-11-25) 

Excerpt 52 
Loa: Jag har en upplevelse när vi har impro i trean nu, man ser ju, att inte kanske alla men många av 
dom, ändå har, är dom har valt det spåret så finns det ett större behov av att förstå också den 
teoretiska sidan av det. ska man spela Lush life, som dom satt och gjorde där, det är svårt att göra 
det bara på gehör man måste följa noter man måste dechiffrera vad ett dessnio är nånstans liksom 
det går inte bara waila runt det och så blir de typ rätt utan man måste ha. Så där kan jag som tycka 
att impron, för min del när jag har den tycker jag det är kul just för att den musikteoretiska sidan får 
en sån naturlig del av den på nåt sätt utan att man måste ha teorilektionerna så finns den där dom 
behöver förstå saker  
(Excerpt 52, Loa, intervju 2018-12-05).  

Excerpt 53 
Jag tror många ser det som en utmaning, kanske en stor utmaning, som ja det här har jag ju aldrig 
hållit på med men jag vill ju lära mig det.  Så säger många. För vissa det blir ju kanske nästa lite eeh, 
ska man säga, de ta sig vatten över huvet, de får den känslan i början, men sen kommer de in i det 
här och då, de får en motivation av att jobba vidare på sina instrument och lära sig de här färgade 
ackorden och allt det där som de kanske aldrig har hållit på med förut. 
(Excerpt 53, Lars, interview 2019-12-02).   

Excerpt 54 
Loa: Det hörs att det är mycket idéer och mycket roliga idéer, jag diggar att ni också har, det känns 
att ni har ett medvetet val om sound, alltså att ni har jättemycket reverb… 
Julia: vi tycker att det är jätteroligt med reverb! 
Loa: den där gitarren, det blir ju som en vibe av den som inte är den vanliga jazzgitarrsviben, och det 
tycker jag är en jättekreativ tanke. Coolt. Ni får säkert ihop nånting skitbra där. Det var så coolt 
också på nåt ställe (bom bom) det hände inge annat å jag tänkte känns det här det tomt men 
samtidigt är det är så coolt att det är så 
Lars: ja det är det verkligen 
Julia: Den går i fyrfyra men vi kör den i 6 8 istället 
Loa: och ni spelar den i c istället. Och då finns det… just saying. Det finns ett ganska klyschig 
reharmomisering som man ofta gör på den här (spelar och visar) den är lite klyschig men den är 
snygg faktiskt. Den är som ett b med c i basen, sen går man upp det blir som en förhållning där i 
ackordet. Kan man lattja med.  
(Excerpt 54, observation 2, 2018) 

Excerpt 55 
Lars: Ja: e: (2) hur många är det eller vilka grupper känner sig i stort behov av (.) hjälp nu på en 
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gång? (4) a: vi behövs nog inte Leonard  
Leonard: Neej 
Lars: vi har gjort ett bra jobb. 
Leonard: Vi har gjort ett bra jobb, (de är) självgående 
Lars: Precis.  
(Excerpt 55, observation 5, 2019) 

Excerpt 56 
Loa: (…) Det är ju en fantastiskt vacker låt, spontant tänker jag att en utmaning att lösa med den är 
att man vill spela Misty för att den är så fin och vacker som den är, å ena sidan, å andra sidan vill 
man göra nånting som präglar den till ens egen, på nåt sätt utan att våldföra sig på låten förstår ni 
hur jag menar så det är som en balans där förstår ni hur jag menar? (…) vad är vår grej där. 
(Excerpt 56, observation 1, 2018) 

Excerpt 57 
Lars: Jag tänker så här, e: att (.) om man (.) om man (.) visar grupperna nu då (.) då kommer det här 
fria valet på nåt sätt (.) Jag skulle vilja att ni först tänker ut nåt som just ni skulle vilja hålla på med 
e: och sen så får man kanske jämka litegrann då. //…// Men om vi (.) om vi gör så att vi sätter ihop 
grupperna nu då blir det som(.) jamen då påverkas man direkt av alla andra som så mycket att då 
kanske man tappar bort sitt eget. Jag skulle vilja att (.) att ni improviserar över nåt som ni (.) får 
feeling över. 
(Excerpt 57, observation 8, 2019) 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

Appendix 6 
Excerpts in Swedish: Music theory and aural skills  

Dessa citat har för läsvänlighetens skull skrivits som konversationer, där 
betoningar och längre pauser har noterats.  
Excerpt 1 
Liv: Vi får ett häfte, ett pappershäfte, och sen så står det introduktion på de första sidorna, och 
förklaringar och exempel och så där 
Linnéa: Mm 
Liv: Och sen så får man, sen så är de flera sidor med massa notsystem, sen är det typ sätt ut det här 
intervallet, eller vilket intervall är det här? Aa 
Linnéa: Och så finns det repetitioner 
Liv: och sen efter, jag tror man har fem lektioner på varje moment. Så då har man, på fjärde eller 
femte lektionen får man göra prov 
(Excerpt 1, Linnéa and Liv, Intervju 2019-12-09) 

Excerpt 2 
Johan: vad kan till exempel en liten ters vara, vad menas med det? En l 3? 
Jag kan göra så här ett två tre fyra (ritar på tavlan) så om det står l 3 till exempel, vad kan det 
betyda? Nån som har en tanke? 
Anton: alltså, det är ju, en ters det är ju som de två första tonerna i ett moll-ackord  
Johan: mm exakt, ett moll-intervall, som en moll-ters, då är det en l3. Då är alltså tersen sänkt. Om 
det skulle vara till exempel (.) om det skulle stå, så (.) skulle det vara l3. Det är intervallet l3. Hänger 
alla med? 
(Excerpt 2, Observation 1) 

Excerpt 3 
Johan: Så, ehm, a, det är bara att plugga in det här så det sitter, allt står ju i häftet, inga frågor(?)  
(Excerpt 3, observation 1) 

Excerpt 4 
Johan: L3, det är ju (spelar exemplet) det är moll. Det här är dur (spelar exemplet, spelar sedan 
molltersens igen direkt samt klangen, utan förklaring till vad han gör).  
(Excerpt 4, observation 1) 

Excerpt 5 
Lars: Jag vill att ni väntar med keyboardarna, eh (.) tills, jag har fått se hur det går med ert jobb.  
Nicklas: Jag tanker ba så här visuellt 
Lars: Ni vill bara ha visuellt? 
Nicklas: Ja exakt. 
Lars: Ja ok. a då får ni hämta ett keyboard om ni bara vill titta på det. 
(Excerpt 5, observation 7) 

Excerpt 6 
Lars: Precis, ehm, (4s) hur ska vi göra det här (ohörbart). Spelar på pianot (grundton 111) ok, då är 
kvinten (.) får jag höra kvinten, sjung kvinten (spelar grundtonen) sjunger kvinten med dem). Sjung 
den förminskade kvinten (eleverna sänker ett halvt tonsteg och Lars sjunger med dem). Då kan man 
ju tänka ba ba ba (sjunger tonerna 1 5 f5) om vi tar överstigande kvinten då (spelar 1) sjunger (…) 
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finns det nån låt som börjar s där ba ba (sjunger 1 ö5). (Lars börjar spela en låt,) Har ni hört den? 
Spela piano när man inte har (ohörbart) Sedan spelar han en annan låt, (sjunger den melodin också, 
en Monica Z låt tänker jag att det är) den kanske ni inte har hört. Det finns ett antal låtar. 
(Excerpt 6, observation 6) 

Excerpt 7 
Johan: alltså (.) man övar ju på det här för att få in det i sitt gehör och man blir bättre musiker ju 
bättre gehör man har. Att man kanske sitter vid pianot och spelar de här olika intervallen eller man 
kanske lyssnar i *programmet* (.) ehm (.) det är ju en sak att veta det teoretiskt och en annan att 
verkligen höra intervallen och förstå dem och kunna använda dem när man improviserar eller 
skriver musik eller plankar låter (.) ehm (.) man blir en bättre musiker av att förstå det här med 
intervall på ett djupt plan. Tänker jag (tystare).  
(Excerpt 7, observation 1) 

Excerpt 8 
Johan: Å alltså målet med det här med intervaller är att man ska känna igen, om man kanske 
plankar en låt, lyssnar på en låt och försöker kopiera, om man då förstår det här och kan använda 
det när man spelar, då blir det mycket enklare. Det är jättebra för gehöret, de tär bra när man 
improviserar, det är bra när man plankar låtar, bra när man komponerar, ehm, ja det är bra till så 
mycket så … eh försök verkligen förstå det här. Man kan tänka att varför ska jag kunna det här med 
intervaller det är inte så viktigt, men jag tror ändå att, det är viktigt att kunna det. Och inte att man 
bara kan det i teorin utan att man spelar det också, i alla tonarter. Ehm… Jag ska dela ut de här 
häftena, då kan ni få en lite bättre översikt eh hur det ser ut (delar ut häften till eleverna) 
(småprat bland eleverna medan de får häftena) 
(Excerpt 8, observation 5). 

Excerpt 9 
Lars: Vad ska man ha det här till då? (5 s tyst)  
Är det nån som har nåt kan beskriva nåt användningsområde? 
Lova: Skriva musik 
Lars: Skriva musik, aa, absolut (låter lite som att han funderar över det). Nåt mer? 
Lea: Notläsning 
Lars: Notläsning. Om man ser en kvint så kan man då ba di (sjunger kvinten), det är ju skitbra.  nåt 
mer? (4 s tyst) 
Lovisa: Planka 
Lars: Va sa du? 
Lovisa: Planka 
Lars: Planka, exakt. Man hör, ah, nu spelar de en kvint här (spelar kvinten på pianot igen) precis. 
Man kan använda de som att höra ackord också. 
(Excerpt 9, observation 6) 

Excerpt 10 
Liv: Lärare X pratar ju alltid så hära: om ni ska bli duktiga musiker så ska ni göra det här, och att 
gehör är, och det är det ju, att gehör är jätteviktigt och så 
Linnéa: xxx säger det också 
Liv: Alla lärare säger att det är viktigt med det 
KB: Med gehör specifikt eller den teoretiska biten 
Liv: Gehör tror jag 
Ljnnéa: De pratar om båda, men (.) mycket gehör. Ehm.  
Liv: Att kunna höra olika noter, skalor ackord 
(Excerpt 10, Linnéa and Liv, intervju 2019-12-09) 



 

 

Excerpt 11 
Linnéa: … att man fattar, om man lär sig låtar, så fattar man vad man håller på med, att sitta och typ 
skriva på ett papper, skriva på ett häfte, kanske inte är det roligaste, nej, men det känns bra när man 
kan det och kan applicera det (eller hur) på att spela 
(Excerpt 11, Linnéa, intervju 2019-12-09). 

Excerpt 12 
Lars: Eh, det här är egentligen (spelar 1 2 3 4 5 6 7 8) det här är egentligen, musikens språk. Eh, när 
man lär sig känna igen (spelar kvint-intervallet igen på pianot) eh intervaller, eh, toner utifrån en 
given grundton (spelar kvintintervallet uppdelat 1 5 1 (och oktaven ner) igen på pianot). När jag ska 
lyssna efter ackord till exempel eh då tänker man (spelar ett ackord på pianot) vad är det här för 
ackord (spelar ackordet igen) . Är det dur eller moll?  
Två elever, en kille och en tjej säger: Dur dur (efter varandra) 
Lars: Dur. (spelar moll) moll. vilken ton har jag längst upp? (spelar ackordet samt intervallet).  
Kvint 
Lars: Kvinten. 
(skratt) 
Lars: alltså, 1 3 5 (spelar ackordet och sedan 1 3 5), det är ju så man bygger ackord (spelar det en 
gång till) Om jag byter ton, jag tar och gör så här, (spelar ackordet 2s och översta tonen 2s). 
Några killar: Sju 
Lars: (säger som att han kanske inte hört killarna, eller att han vet att det är fel så fortsätter fråga 
utan att påpeka att de svarat fel?) Vad kan de va för nåt då? 
(spelar 1 och 6 var för sig 5 s) sedan (1 2 3 4 5 6, tar 5s, långsammare mot slutet) 
Elev tjej: sext 
Lars: En sext, precis. (spelar en gång till, hela intervallet 3s,) till slut när man har (samt tre korta 
gånger till) spelat mycket ackord (spelar ackordet) hört mycket (4 korta ggr samt en lång) då börjar 
man känna igen klangen av (3 ggr till) de här, sext-ackordet (.) så då tänker man ju det här var ett c6 
(.) för man vet att det var ett c kanske  
(Excerpt 12, observation 6) 

Excerpt 13 
Lars: Mm det kan man, kanske lära sig känna igen ... om det är en låt som startar på ett visst 
intervall så kan man, liksom koppla det till det intervallet. Jag kan spela nåt exempel kanske. 
Jamen, ska vi ta till exempel oktav somewhere over the rainbow. (spelar första tonerna, somewhere 
over the rain-). Det är R8 då (spelar intervallet) eller va (.) mer, liten sjua, the winner takes it all 
(spelar exemplet *the winner takes it all* *the winner*) att ni, jamen, låtar ni tycker om kan ni 
koppla till de här olika intervallen, så ni känner igen dem. Förstår ni tanken? Även när ni musicerar 
kan ni använda () om ni hör att någon spelar,ehm, (spelar l7) kanske en liten sjua, reagerar ni på det 
(spelar igen). är det nån som har nån, ett intervall man kan koppla till …? Ta vilken låt som helst.har 
ni nåt. Kan vi försöka reda ut vilket intervall det är. Vi har också s3, alltså en ters, oh when the saints 
(* oh when the saints oh when*)(oh when the saints, oh when the saints go marching in* 
*intervallet*). Smoke on the water, l3 (spelar+intervallens toner tillsammans). 
(Excerpt 13, observation 2).   

Excerpt 14 
Liv: Men typ så här, om man ska spela … en låt, och så finns det ju flera olika sätt att typ ta ackord, 
och då om man vet att ett dur, vad det består av för intervaller, så kan man använda det och göra 
olika ackord eeh på olika sätt och så låter det olika använda det i ensemblen också. Så det tycker jag, 
det är lite lika. Inte kanske att man använder (.) aah inte ta en stor sext nu (skratt) Man ba… (skratt) 
(Excerpt 14, Linnéa & Liv, intervju 2019-12-09). 
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Excerpt 15 
Leonard: Alltså ämnet handlar ju om att lära sig, jag brukar tänka att det är liksom som att lära sig 
ett språk litegrann, teorin bakom ett språk, eh och sen att kunna tillämpa det i praktiskt 
musicerande också och få eleverna att inse att man har nytta av det i praktiskt musicerande. Det är 
ju inget … självändamål att man måste kunna musikteori ’bara för att’ utan man har faktiskt nytta av 
det det brukar de flesta upptäcka. Efter ett tag i alla fall. Eeh, alltså förståelse för (2) ska man säga 
(1) den logik som faktiskt finns inom musiken ändå. Särskilt när vi undervisar i improvisation 
(sväljer) så … om man går väldigt långt tillbaka då var det det här med improvisation det kan man 
inte lära sig det måste man bara ha liksom amen du ska spela det du känner för spela på känsla 
amen då blir det bra ao men även de som spelar med känsla de har ju nån slags mall och gå efter (.) 
eh känslan är ju kanske gehöret man hör liksom de här tonerna passar bra till de här ackordet. Och 
eh har man läst musikteori då kan man liksom rent eh teoretiskt komma fram till att de här tonerna 
borde passa bra i det här ackord för att det ingår i den här ackordskalan. (3) 
(Excerpt 15, Leonard, intervju 2019-11-25) 

Excerpt 16 
Leonard: Jo varför det är för att de ska inse att de har nytta av det i sitt eget musicerande och även 
för att kunna utveckla sitt eget musicerande. Det finns ju som en liten myt där att jag behöver inte 
lära mig musikteori för det förstör mitt konstnärliga uttryck va då (.) och nja, jag vet inte det där, för 
det är många som kom på ah den här ackordföljden den låter ju schysst va den har jag kommit på 
själv amen du vet den här finns ju redan det är ju jättemånga låtar som bygger på de här ackorden. 
Och det är det som jag tycker är ett av syftena med musikteori, att att lära sig liksom teorin men sen 
kunna bryta mot den va för att göra lite nyskapande. Och (2) det är först när man vet vad man bryter 
mot va som man liksom förstår att nu är jag inne på nåt nytt här. 
(Excerpt 16, Leonard, intervju 2019-11-25) 

Excerpt 17 
Lars: Nånting som är väldigt bra det är ju att öva för att höra intervaller (.) eh vi har, skrivit väldigt 
mycket intervaller eh hittills, vi ska skriva några till bara men sen ska ni få höra de också, eh, på ett 
väldigt bra sätt (…) Ok, nu skriver vi ner det som vi gjorde här, bara för att, det här vet vi vad det är. 
Jag har ett c här, och sen så spelade jag den här kvinten. Hur ska jag tänka när jag ska skriva kvinten 
jag ska räkna ut den. Vi snackar om att en prim det var på samma ton det var som inget avstånd 
men om jag ska räkna ut (.) en kvint, hur jag vi då? Hjälp mig. (tyst) 
(Excerpt 17, observation 6) 

Excerpt 18 
Lars: Men då sitt man, de blir ändå lite passivt, man sitter och lyssnar och klickar vidare (ohörbart) 
men man får ju som inte det hära motoriska, interva (avbrutet ord) och så sen om man förklara till 
exempel om man ska relatera intervall till tonarter, eh, så kan det ju också va att man ser tonarten, 
man förstår också, att det är tersen som blev fiss (…) och det är ju en durters det är alltså en stor ters 
och sen om man byter tonart så förstår man också att (ohörbart pga Johan som kommer nära och 
säger något om pennor) då kan man ju utnyttja det. Då ser man en ton, man ser ett ett f och så ser 
man ett b till exempel så kan man tänka f dur då räknar jag upp (ohörbart) f dur sänkt ah, det måste 
vara en överstigande kvart. Alltså, om man kan gå den vägen, då är det ju, det är ju ganska så smart. 
(Excerpt 18, observation 3). 

Excerpt 19 
Lars: Och så sen så kan man förstå som att jamen om man kan det här med förtecknen 
Johan: Mm 
Lars: och Så kommer det o va rena och stora intervaller 
Johan: Exakt 
Lars: Just den dära (.) uppenbarelsen, det blir väldigt eh abstrakt, än om man bara skriver (…) 



 

 

Johan: Ja de är ju lättare om man.. 
Lars: Och så gör man så här … 
(Excerpt 19, observation 3) 

Excerpt 20 
Johan: Mm. precis, ehm, (6) aa, vad tror du Lars, ska vi spela upp filmen?  
(de sätter igång en film).  
(bakgrundsprat av eleverna) 
Lars: Ok, nu ska vi se en jättespännande film här… om intervaller. (med ett leende sagt) 
(Excerpt 20, observation 1) 

Excerpt 21 
(Excerpt 21, transcript from watching the Interval film, observation 1). 

Excerpt 22 
Johan: En sak till, de här rena intervallen, eh de kan va överstigande eller förminskade. Det är en 
sak till man kan ha i åtanke (.) men, ni får jobba på i häftena och *musikprogrammet* eeh, så får ni 
ställa frågor om det är något ni undrar över eller inte förstår 
(Excerpt 22, observation 1) 

Excerpt 23 
Lars: Ja. Eh, hur mycket jobbade ni i häftet förra gången? 
Anne: Till övning två 
Lars: Till övning två.  
Kim: Man fick ba, vi skulle ba sitta och jobba tills det tog slut, typ 
Lars: Aoh 
Kim: Och det gick sådär (lite tystare) 
Lars: Det gick sådär. Nu skulle jag vilja göra så här, innan vi gör nåt annat, eh, jag skulle vilja att ni 
tar fram häftet, eh, sitter och jobbar i det, och så sen går jag runt och titta bara och se att jag har 
med mig alla på den här resan  
(Excerpt 23, observation 6) 

Excerpt 24 
Lars: Och om ni inte förstår så måste ni göra er hörda (.) alltså ni måste tala om (.) det här förstår 
jag inte (.) lär mig de här, det är därför vi är här (.) för att lära er det här (.) inte för att sätta dit er. 
På nåt prov. Ni kommer att ha jättemycket nytta av det här (.) oavsett om ni blir förskollärare, pilot 
eller vad ni nu blir för nåt. 
(Excerpt 24, observation 3) 

Excerpt 25 
Lucas: De ba tänka, två tre sex sju , ett fyra fem åtta. Ett fyra fem åtta det är rena. 
Lisa: Ja måst skriva upp de här nånstans 
Lucas: å två tre sex sju de är små 
Lisa: Alltså det här går ju inge bra (suck) 
(de båda skrattar)  
Lisa: Det här kommer inte jag och fatta (.) ikväll. Jag kommer sitta och titta på det här och inte veta 
vad fan jag har skrivit. (skratt). Då googlar jag. 
Lucas: Google 
Lisa: Google is my best friend 
(skratt) 
(Excerpt 25, observation 4) 
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Excerpt 26 
Lovisa: Men alltså det hade varit lugnt om det inte hade varit gehörsgrejen. 
Lisa: Alltså, att man ska kunna lyssna? 
Lovisa 2: Ja 
Lisa: Ja, För att jag kan göra det här om jag får lite tid på mig 
Lovisa: Jag kan också göra det där om jag får lite tid på mig  
(Excerpt 26, observation 4) 

Excerpt 27 
Leo: Kommer de va såhär en gehörsdel? 
Lars: Det kommer va ett gehörsprov också. Jag kommer skicka det till er via datorn. 
Leo: Kommer det  
Leo: Typ live 
Lars: Inte live, ni kommer få göra det i datorn med lurar så ta med er lurar nästa gång, ta med er 
penna och sudd 
Leo: Är det gehörs och intervallsprov, eller är det, nu är jag jätteförvirrad. Nästa vecka är det väl 
intervaller? 
Lars: Intervall  
(Excerpt 27, observation 4) 

Excerpt 28 
Adam: Men det är ju asnice om man kan musikteori, då kan man typ flytta över (ohörbart) man ba 
yes det här är bra 
Axel: Beethoven han kunde typ läsa noter  
Adam: Men visst va han.. 
Axel: Beethoven han typ blev döv som 
Adam: Jo 
Axel: Han blev ju döv i typ trettioårsåldern 
Adam: Men ändå fortsatte han och skrev han musik 
Axel: Jo   
Adam: Man kan ju tänka så här ah synd att han inte fick höra vad han gjorde  
Axel Han hörde det inuti sig 
Adam: Ja 
Axel: Fast han hörde egentligen bara pianot  
Adam: Om han inte hade  
Axel: Aa 
(Excerpt 28, observation 6) 

Excerpt 29 
Lina: Men den här grejen, vad betyder den? 
Lars: Det här betyder återställt. Och det här är ju lite, det är ju bara för att, i det här i samma takt är 
den här sänkt och då måste man va tydlig och säga att det är ett d här och inte ett dess. 
Lina: Aha 
Lars: Ja ja Det är notprogrammet som gör såna grejer 
Lina: Eh, … ja kommer det va så här överstigande och nersänkt på 
Lars: Nersänkta 
Lina: Försänkta 
Lars: Förminskade   
Lina: Förminskade 
Lars: Ja 
Lina: På gehörsprovet också 
Lars: På gehörsprovet, eeh, det kommer det säkert va 
(Excerpt 29, observation 4) 



 

 

Excerpt 30 
(två tjejer som sitter ihop och jobbar) 
Linnéa: Är det här en ters? Vänta, Nej, jag skoja ba. Är det här en ters, 
Liv: Ja.  
Linnéa: Men alltså hur ser man det egentligen?  
Liv: Men, alltså i tonarten c så funkar det att ba räkna. För nu är det härifrån, från tonen c.  
Då kan man bara räkna så här, () och då räknar man med tonen, en två tre. Till den där tangenten. 
Och då är det en trea. Och så här, eh, men här har du också trea, men då är den sänkt då är det en 
liten ters. i tonarten c.  
Linnéa: Då om den är sänkt då blir de liten. Om den inte är sänkt då är den stor 
Liv: Aaa. Och här, en två tre fyr fem sex sju, septim. Stor, s.  
Linnéa: Och det här är en liten ters?  
Liv: Aa 
Linnéa: Men hur säger man då, det den där hashtag? 
Liv: Om den är sänkt då är det ett sånt där tecken. Och så om den är höjd är det en sån hashtag, då 
är det hashtag.  
Linnéa: Den är sänkt 
Linnéa: Då skriver jag liten ters. 
Liv: Eller du kan ba skriva l3. 
Linnéa: Det går bra för mig idag, jag säger ju det (låter inte som att hon menar det).  
(Excerpt 30, observation 7)   

Excerpt 31 
Johan: alltså det är ju en prim… eller liten sekund kan man ju säga. Du ser ju här (…) Ett halvt 
tonsteg, då kallas det l2 
(…) jag tänker att det är en liten sekund, för det är ju ett halvt tonsteg.  
Elev: Ok 
Johan: Jag förstår inte annars vad det kan va (.) men (.) ah (tyst), Men hur tänkte du, en 
överstigande etta, de rena intervallerna kan ju vara överstigande. Båda är rätt (.) det är bara olika 
namn på saker. 
(Excerpt 31, observation 3) 

Excerpt 32 
Chris: Kolla här, stor trea (ohörbart) och då hette det stor stor ters (skratt) Förminskad fyra.  
Frankie: Då blir det en förminskad fyra. 
Chris: Men då är ju inte stor ters och förminskad 4 samma sak, då finns det nåt som heter stor stor 
ters. 
Frankie: Ja det måste ju finnas nåt namn för det 
Chris: Det måste finnas nånting mellan  
Frankie: Då tänker jag (.) 
(skratt) 
(Excerpt 32, observation 6) 

Excerpt 33 
Elsa: kolla, det är ju tre steg, men sen så är det ett korsförtecken, är det en stor stor trea, alltså, det 
måste ju finnas nåt emellan ? 
Andy: Det där, det där, är ju en… en (hör inte) vänta vänta va fan. Ja Fyra.  
Elsa: Det är ju ba en annan tonart 
Andy: Jaha men va fan alltså, är det så 
Elsa: Ja men det blir ju olika om de börjar här eller börjar här 
Andy: Jo jo men visst är det..? 
Elsa: Ok  
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Andy: Ja men jag är ju inte perfekt så (skratt)  
(Excerpt 33, observation 6) 

Excerpt 34 
Linnéa (till Lars): Hon förklarar så att jag förstår 
Lars: Ja, så klart 
Linnéa: För det här är en stor … (blir avbruten av läraren) 
Lars: Hon har en storasyster som går här också 
Liv: Jaa (skratt) 
Lars: Hon har ju lärt henne allt redan, är det så? (skratt) 
Liv: Njaej, (ohörbart) kan allt (skratt) nej. 
Lars: Det är bra det är bra 
Linnéa: V är bra på att förklara, så att jag förstår 
Lars: Det är jätteskönt att (blir avbruten av Linnéa) 
Linnéa: Det här är s 7? 
Lars: Va, vad sa du? 
Linnéa: Är det här s7? 
Lars: Ja  
Linnéa: s 7 
Lars: s 7 
Linnéa: Gud vad bra jag är 
(Excerpt 34, Observation 7) 

Excerpt 35 
Linnéa: LARS kolla vad jag kan, kolla vad jag kan, kom nu, kolla vad jag kan! 
Lars: Jag märker ju… 
Linnéa: Du måste kolla… du måste… kolla, är det rätt? 
Lars: Det är så rätt som det kan bli. 
Linnéa: Varför kunde jag inte få det här från början egentligen, i början var ju svårt 
Lars: Ja, jag kan inte svara, men det är ju sådär att när man väl förstår det här så då 
Linnéa: Alltså jag förstod ingenting från början, men det här är ju, det här gjorde ju, nu blev jag ju 
glad.  
(Excerpt 35, observation 7) 

Excerpt 36 
Johan: Nej där har de skrivit fel 
Lou: Jaa 
Johan: För den ska upp ett tonsteg… 
Lilly: Se där 
Mika: Nämen (annan elev) 
Lilly: Det var jag som såg det ni såg det inte 
Johan: Det kanske vi ska säga till alla, som inte tänker att sext och septim är samma… 
Mika (till tjejen som upptäckte felet) Vem är du…  
Lilly: Men varför blir du sur på mig då? 
Johan: Får jag be om er uppmärksamhet, på första sidan har de skrivit fel på septim-intervallet. Det 
står som att det är en sext. 
Lilly: Men det är det inte! Ack så fel de har! 
Johan: det var en i klassen som upptäckte det faktisk 
Oscar: Ha ha! 
Lilly: Det var jag 
Mika: Va!? 
Lilly: Hej då… 
(Excerpt 36, observation 5) 



 

 

Excerpt 37 
Lars: När det är fyra, vilka toner kan vara höjda då?  
Noa: jag räckte inte upp handen (tyst) 
Lars: Förlåt?  
Noa: jag räckte inte upp handen (lite starkare). 
Lars: men jag frågade dig.  
Noa: Jaha, men du jag vet inte 
Lars: Men är du med på hur vi tänker? 
Noa: Nä. Men du behöver inte ta om det du kan ta det sen. 
(Excerpt 37, observation 8) 

Excerpt 38 
Lee: Tänk att börja dagen med musikteori, det hade varit… 
Liam: Fy fan, jag hade dött. 
Lee: (ohörbart) Va teorilärare… (stor suck) 
(Excerpt 38, observation 6) 

Excerpt 39 
Men här tycker jag att dom borde ha en större motor, många av dom, att nu går jag 
musikgymnasium vad coolt nu ska jag få lära mig och förstå hela den här grammatiken i musik. 
Alltså du skulle bli häpen hur många i trean som inte kan , om det står en G-klav och ett b-förtecken 
så fattar dom inte att det är f-dur. Man ba hur kan du inte vilja förstå det? För nånstans, det är ju 
inte hjärnkirurgi. Frosten bestal.. hur svårt kan det vara att veta att det är f-dur!? Då kan jag som 
tycka att det är nästan som en motvilja då nästan.  
(Excerpt 39, Loa, intervju 2018-12-05) 
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The overall purpose of this thesis is to describe
and discuss the discursive construction and
legitimisation of Music and Music theory in
Swedish upper secondary school context.
The results and analysis show that Music and
Music theory are predominantly differently
constructed, through the discourses permeating
the courses within the subjects. 
Present thesis demonstrates that expressions of
resistance and challenge for the regulatory
discourses within the two subjects prevails.
However, discourse flexes and bends though
continue to permeate the regular events and thus
also the condition of possibility.
In conclusion, Music and Music theory as subjects
in upper secondary education can be viewed as
two points on a balance-board, where the weight
of discursive power shifts from one side to the
other dependent on within which discursive
(class)room they are taught.
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