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ABSTRACT 
 
This thesis accounts for the liquid affordances of musicking via streamed 
music from the perspective of the end-user. The study is particularly ana-
lysing the case of Spotify, which has gained an extraordinary prominent 
position within the Swedish market. The point of departure is that music 
streaming has emerged in a time where there seems to be an increased 
space and need for a musical presence in everyday human life. This cir-
cumstance is then related to the phenomenon that music has an excep-
tional position for human beings. Music may affect the human body, 
empower physical activity as well as regulate moods and feelings. What-
ever the musical experience might be, it is affected by previous musical 
socialisation including formal as well as informal music learning situations. 
These experiences per se found the base of upcoming musical awareness 
and advancement. Moreover, as musical involvement, to such a large 
extent currently are given via streaming, it is most crucial to understand 
what kind of affordances streaming brings to overall and lifelong learning 
in more or less organized arenas of music. To investigate music streaming 
from the user’s point of view, Norman’s concept of affordance where the 
user is inscribed in the design, has been applied analysing numerous pub-
lic sources that in different ways houses the Spotify way to music. The 
Spotify software program, materials from Spotify employees, newspaper 
articles, statistics and reports concerning music streaming have been ana-
lysed according to actor-network theory (ANT) situated in, what Bau-
man regards contemporary society as, an interregnum of liquid time. The 
thesis initially accounts for the constitution of music streaming as a fea-
ture, revealing an intrinsic network of a company with its core of em-
ployees, its agile management and playful culture, but also necessary net-
worked actors such as Internet Service Providers, manufactures of digital 
devices, software algorithms and music formats to mention a few. The 
streaming service is further constituted by both economic Maecenas and 
legislators as well as intertwined with the main actors of users and music. 
This multifaceted picture shows that to comprehend a music streaming 
actor, its whole network needs to be accounted for as it constitutes the 
actor. Also, as condition changes, actor changes, why also music stream-



 
 

   
 

ing, as a feature, changes. Consequently, any music educator actively 
bringing about musical learning for others, e.g. public radio, artists, teach-
ers, peers, the user herself, or even the Spotify company itself, need to 
consider this liquid situation. The changing state of the constitution of 
networked actors further affect the interface of the music streaming ser-
vice, i.e. the design of the Spotify program. The service both continuous-
ly updates as well as being customised which means that the one af-
fordance is not alike the other. This protean state of the affordance of the 
design must further be related to and responded by music educators. Fi-
nally, the thesis covers the affordance of musicking on behalf of the one 
who streams. Based on the fact that music is available in a plethora, the 
central feature of streaming services is to aid and guide users to music. In 
this realm, intelligent algorithms have started to be employed as cicero-
nes. Algorithmic cicerones, based on user-generated data, blend humans 
and machines into a hybrid lifeform when musicking. This hybrid 
lifeform is currently being refined via an increased human embodiment 
by Internet of Things technological as well as sensuous. Not only can a 
certain piece of music affect the human heartbeat but a detected human 
heartbeat can consequently co-constitute musical recommendation for the 
streamer. This evolution calls for a turn toward a renewed coalition be-
tween music and human. Music streaming has the affordances to consti-
tute an advent of something newborn - a musical cyborg. 
 
 
 
Keywords: music streaming, actor-network theory, liquid, cyborg, Spotify 
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1. INTRODUCTION 
Trying to make their way out of the crowded room, the friends are head-
ing home from a grand night out with the climax of a live concert featur-
ing the electro-pop musician, and alike composer, Jenny Wilson, and the 
Swedish Radio Symphony Orchestra at the Berwald Hall in Stockholm. 
As they are putting their jackets on, Julia picks up her smartphone to 
identify the music playing in the bar where they have gone for an after-
glow. Just a couple of clicks away on an app, the song is found and re-
played via the streaming service of Spotify. The music that was played in 
the bar is now continuing to accompany the friends out in the street. 
Laughing and chattering along, the friends get into the car by the tunes of 
Christina Aguilera’s Ain’t No Other Man. The party mood, served by the 
smartphone, continues seamlessly via the car stereo by a simple click on 
the smartphone that changes the listening device for the song. As the 
brass section set the last rhythmic pattern of the song, Julia chooses the 
twenty years older super hit, Ace of Base’s Beautiful Life, by just asking for 
it into the built-in car stereo microphone. Singing along, thrown back in 
time into their twenties whilst driving home, Julia and her friends want 
more of the same when the tune finishes. Now, the music service pro-
vides a self-acting continuous play of associated music. 

The automatically generated flow of musical pieces plays on until 
Julia choose to skip a piece as the particular song does not align with the 
ambience of the friends’ party mood. The next suggested song in line 
does not suit the friends either. Annoyed about this mismatch, Julia navi-
gates back in history to Christina Aguilera and tries new recommenda-
tions based on Aguilera’s album instead of the artist Ace of Base. This 
time the music is much more suitable for the friends. Party mood re-
stored! Now, Destiny’s Child is playing, altered with tunes of Joss Stone 
as the car turns off the highway and into a small countryside road. After a 
short while, Julia has to pay attention to the car stereo again. The contin-
uous streaming of songs is interrupted by silence as the car drives through 
rural areas with no broadband coverage. Julia surrenders to the fact of not 
being able to stream without cut-offs, and select one of her previously 
curated playlists that can be played off-line. Once this arrangement is 
manoeuvred, music is restored, seamless accompanying the drive home, 
comforting the friends in a padded musical ambience of the car. 
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*   *   * 

Office time – Peter is checking his Facebook account on his laptop paral-
lel to his work. This multitasked mixture of work and social networking 
has become a natural part of his everyday activity. Music is a feature pre-
sented on this social platform, although via his friend’s activities. Artists, 
and titles of songs are exposed in the friends’ status updates. It is possible 
for Peter to playback this music by clicking on the links of the name of 
the tunes, or the artists. In this way, music can be accessed at Facebook 
through the incorporated service of Spotify. Peter has been in contact 
with the company of Spotify before, or actually the other way around, 
the company has been in contact with him through his email. Subject 
headings like “Recommended playlist from Philip”, “Listen to what Car-
ol is listening to”, “Christian has been rocking out to INXS!” or, “Check 
out Julia’s newest playlist on Spotify”, has been trying to catch his atten-
tion for some time. Some of Peter’s Facebook friends have, in this way, 
promoted music as well as the Spotify Company, via email for some time. 
Slightly annoyed by this automatic enrolment of his friends as advertisers 
reaching him un-asked, today, for some reason, Peter checks the music 
service of Spotify out.  

Peter enlists to the service via the Spotify webpage, by downloading 
their program onto his laptop, an operation free of charge. Once at the 
platform, accessed via the downloaded program, he is able to find and 
play, what seems to be, any piece of music than he could possible think 
of. Bored of his ordinary tasks in the pre-cubicle-farm where he works, 
Peter tries to ease his weariness by listening to Prince with his earpieces 
connected to the computer. To his surprise, this particular musical prefer-
ence is not provided for by Spotify. Error message texts that the publisher 
has removed the catalogue from the service. In order to make up for the 
absence, associated artists are presented at the interface. Terence Trent 
D’Arby is automatically suggested to shoulder Prince’s absence. Peter 
accepts the suggestion and after the first song, he continues to enjoy to 
the entire album, cocooning himself from the murmur of the office 
soundscape.  

At lunch time, Peter goes for a run. This very day, music is accom-
panying him via his smartphone onto which he downloaded the Spotify 
app. Playing around with his new music feature, he tries Spotify’s run-
ning-app. With this feature, the beat of the music is automatically adjusted 
to fit the tempo of his running. Empowered by music Peter finds himself 



 

 3 

in the paradox of him steering the tempo of the music, at the same time 
as the music conducts his running. Who is in control here? 

*   *   * 

The characters and stories of Julia and Peter are a conglomerate con-
structed on a handful of interviews in a combination of how Spotify pre-
sents its service at its webpage www.spotify.com.1 The interviews were 
conducted as a pilot in a pre-face of the study at hand with Spotify users 
in their forties, situated in Stockholm 2013. Julia and Peter are pictured as 
two mainstream users, listening and using the music of the Spotify music 
service, an activity they share with the lion part of music listeners in Swe-
den at the time. Both of them meet and engage with music in various 
settings, in different ways, and with different purposes.  

The narratives picture snapshots of the possibilities given by a music 
streaming service, such as Spotify, when it comes to listening or using 
music in order to music, a musical engagement described as musicking 
(Small 1998). The term ‘musicking’, and its rewrite, ‘to music’, stems 
from Small who, by this phrasing, coined music as a verb. By using the 
word ‘music’ in this way, it becomes legit to put forth the rather awk-
ward writing; to music music. For Small, musicking embraces a number 
of activities associated with music. It includes “to take part, in any capaci-
ty, in a musical performance, whether by performing, by listening, by 
rehearsing or practising, by providing material for performance (what is 
called composing), or by dancing” (ibid.). Although, in this thesis, mu-
sicking is limited to depicture listening to music or simply having music 
streamed from the streaming service of Spotify. To be able to music 
streamed music, streaming is essential by default. Such musicking, where 
the user engages with music in one way or another, is not just a momen-
tary experience of music but an accumulative one built of earlier experi-
ences and the learning that the experiences have engendered. In such an 
additive iterative reasoning musicking becomes intertwined with learning 
which places the mediator of the music, e.g. Spotify, in an educational 
context.   

Further, while musicking streamed music, digital devices are needed. 
Many of these devices are not sovereign designed to exclusively harbour 
and playback music. Instead, they are multifunctional devices embracing 
many different features and functions which thereby augment musicking 
                                                
1 Spotify’s presentation of its streaming service at the spotify.com web page, was analysed 

as it appeared in September 2013. 
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to be a part of larger and more complex phenomena. For instance, the 
digital devices, and wireless communication between them, provide the 
possibility for music to follow and accompany the listener within and 
between various settings as a steady companion. Julia can use an app in 
her smartphone2 and via the built-in microphone and the software app, 
catch and analyse the surrounding music. The software can then, by be-
ing intertwined with the music catalogue stored in the clouds of Spotify, 
display the song and have it play-backed via the smartphone. The in-
teroperability between digital devices can transfer streamed music from 
the loudspeaker of the smartphone to the car stereo without being inter-
rupted. Only this chain of music transfer, reveals numbers of third-party 
actors needed in order for streaming to occur, e.g. smartphone or car 
stereo manufacturer as well as broadband and Internet service providers.  

In the narrative of Peter, third-party actors are also companies 
providing software programs e.g. the Nike running app, as well as the 
integrated platforms e.g. Facebook, and some mail service. In both cases, 
actors of smart algorithms incorporated into the Spotify service, guide and 
aid Peter as well as Julia in their musicking. Furthermore, in Peter’s case, 
with the running app, it is not only a question about music empowering 
Peter. He is, at the same time, via his running tempo, feeding the algo-
rithm with that user-generated data which, in turn, actually steers the 
tempo of the music. In that case, it becomes a delicate matter in deciding 
who/what is steering who/what. Smart technology further house possi-
bilities to recognise songs, find songs, play back songs, and notify users of 
suggested songs to stream. These narratives show that music streaming 
service, in the 21st century, provides much more features connected to 
and intertwined with music than a mere transfer of recorded music. As 
such, music streaming serves numerous surplus features and functions for 
users, which consequently constitutes an augmented sphere of possibili-
ties, i.e. affordance3 of musicking.  

Affordance, being a key term in this thesis and described more in de-
tail further on in this chapter, conceptualises what something hold and 
offer a user (Gibson 1979). Affordances of musicking are thus what a 
streaming service such as Spotify offers in terms of musicking. The narra-
                                                
2 The epithet ‘smart’ is a frequent used term in this thesis. It can address technical devices 

as in the case of the mobile phone but also attach to algorithms and code. ‘Smart’ in 
this context is used to label artificial intelligence which has come to be not only to per-
form certain tasks but also to calculate, learn and be creative. 

3 The concept of affordance stems originally from James Gibson (1979) and denotes the 
verb ‘to afford’ into a noun. The term will be further explained and problematized be-
low in this chapter in The Concept of Affordance. 
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tives reveal that opportunities of streamed music are not only increased 
possibilities of musicking. Streaming might just as well limit musicking, 
i.e. musical experiences. Broadband connections and Internet service
providers can, just as rights holders of music, regulate the possibilities of
streaming both with respect to the content as well as the fidelity of the
available music. Except for the two main actors of digital technology and
music business, the affordance of musicking can also be viewed from a
music educational perspective as musicking holds a dimension of experi-
ences and learning. For a user to stream music, provided by the digital
technology and the music business, included the issue of choosing and
selecting what to stream. This selection is based on the user previous ac-
quaintance and knowledge about music. By placing music streaming
within the area of music education, it becomes possible to explore what
streamed music brings to humans in terms of meaning and knowledge.
Hence, departing from a music educational standpoint, this thesis is situ-
ated in the cross-section where the research areas of music business, digital
technology overlap the field of music education (Figure 1).

Figure 1. The realms constituting the context of musicking 
streamed music 

Although to stream music is one option among other possibilities for 
musicking, streaming has become the dominant way of how recorded 
music is distributed and hence the way that music is being distributed to 
the public. Streamed music emerged within the first decade after the mil-
lennia shift. Then, the majority of recorded music started a transfiguration 
from physical artefacts into digital files. The music business, the primary 
provider of music to the public, started to emigrate from a business model 
of ownership, i.e. download, toward access, i.e. streaming. The Swedish 
founded company of Spotify and French founded Deezer are described as 
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role models for this volte-face according to the International Federation 
of Phonogram Industries (Ifpi 2010). In Sweden, Spotify started to domi-
nate the whole music market (Kask 2011) implying a decrease for other 
on-line distributors of music as well as physical retailers of music. Conse-
quently, to be able to access recorded music in Sweden, customers are 
more or less obligated to apply the Spotify streaming service. 

Although other options are available in Sweden, e.g. other services 
and retailers, Spotify has gained an exceptional position in the domestic 
market. The company has for instance managed to gain the status of pub-
lic service in Sweden. Public musical educators such as public radio and 
Svenskt Visarkiv (Centre for Swedish Folk Music and Jazz Research) uses 
the Spotify service when providing music to the public. Both, being a 
dominant player in music distribution on the Swedish market, and hous-
ing music of public service, Spotify becomes the link between music and 
the public, which implicitly means that Spotify takes on the role as a mu-
sic educator within the public realm (Figure 2). This means that Spotify 
educates the public in what to listen to, and how to listen which further 
implies being responsible for aural cultivation of the public (cf. Lindeborg 
2005). This extraordinary situation makes the Spotify music service inter-
esting as a special case example, why the company will serve, at least part-
ly, as a so-called intrinsic case in this study (Stake 2012).  

This thesis is set to investigate the main affordances of music stream-
ing from the view of the public. Consequently, the study does not in-
clude particular individuals, neither is it focusing musical pieces, musi-
cians or the music business, nor digital technology harbouring streaming. 
Musicking streamed music, engenders the streamer to become part of a 
greater complex of actors, which are present by default (Figure 1). Hence, 
as streamed music cannot occur outside streaming, it becomes crucial to 
explore and comprehend what streaming holds for music and the af-
fordance of that music, i.e. the musicking. A way to comprehend this 
relationship is to picture the relationship between music, Spotify, and the 
user, situated in the triangular cross-section between digital technology, 
music business and music education (Figure 1). The relationship between 
music and the user, passing via Spotify is schematic pictured in (Figure 2). 



7 

Figure 2. Spotify as a mediator of music to the one that streams 

In education, it is common to depart from what is known as the didactic 
triangle which shows relationships between the student, the teacher and 
the content (Kansanen 1999). Within streaming, this relationship looks 
similar but is not congruent. If the streamed music, and consequently the 
musicking, equals the content of the didactic triangle, then the user has 
no relation to this content except via the teacher, in this case the stream-
ing service. The relationship between the user, the teacher and the con-
tent resembles more Vygotsky’s conceptualisation of the relation between 
the subject and the object which always has to be given by a mediator, 
(Vygotsky 1978). However, as this thesis will show, Spotify cannot be 
conceptualised as a mere mediator of content to the user. Instead, the 
relationship between the user, the music and Spotify is, as the introducto-
ry narratives pictures, dependent on numbers of additional actors to con-
duct streamed music. In this way, music streaming is more intricate and 
complex than the schematic figure in Figure 2 appears to model. Never-
theless, the figure can aid the orientation within the complex network of 
music streaming in the cross-section of technology, domesticated music 
and music education. Spotify, would not describe themselves as a compa-
ny dealing with music education. Instead they regard themselves to create 
experiences for the user. But experiences are considered, at least from an 
educational perspective, to be tightly intertwined with knowledge and 
learning. Any new experiences accumulative adds to previous experiences 
and hence constitutes knowledge through this act of learning. Also, what 
has taken place constitutes the possibilities for learning and experiences 
yet to come. Hence, Spotify, by providing experiences of music, becomes 
a music educator by providing musical learning and knowledge. 

Prior to the aim and research questions of this thesis, I will turn to 
previous research concerning human’s musical experiences, i.e. the coali-
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tion between music and humans, addressing what music does to people 
and what people do to music.4 This turn is due to the situation when a 
streaming company, such as Spotify, enters the relationship between mu-
sic and human. As Figure 2 illustrates, there is no way to shortcut the 
mediator within the realm of steaming. The mediator of the music and 
consequently the musicking, must affect the relationship between music 
and humans somehow. Therefore, this mediator needs to be scrutinised in 
order to understand how it shape, influence and even transform the coali-
tion of music and humans.  

THE COALITION OF MUSIC AND HUMANS  

To be able to understand the affordance of streamed music where humans 
intertwine with yet another part – smart digital code, I suggest it to be nec-
essary to visit the premises of music research and what has been conclud-
ed so far in this research area regarding the intertwined relationship be-
tween music and humans excluded this digital dimension that streaming 
offers. In this section four major topic concerning the coalition of music 
and humans are presented; urban cosmopolitan life craving for music, 
music carving human culture, music as a mean for cultivation of the pub-
lic and issues tied to that mission, and finally how political economy carv-
ing music. These topics serve as a foundation onto which the pedagogical 
model in Figure 2 is situated when humans’ use’s streaming to music. This 
foundation is the point of departure of the thesis, given the relationship 
between music and humans, evident since the rise of humans (Valkare 
2016). Then, how does this relationship get affected when streaming 
enters the relationship? To answer such a question this relationship must 
first be presented.  

Urban Cosmopolitan Life Craving for Music 

The relationship between music and humans seem to concur greater do-
mains than ever before. The 21st century offers an environment of an 
increased urban cosmopolitan life-style and in addition to such way of life 
an increased mobility where humans spend a considerable amount of 

                                                
4 The last sentence is a paraphrase of Professor in Musicology Lars Lilliestam’s book title: 

Musikliv. Vad människor gör med musik – och musik gör med människor (Music life. What 
people do with music – and music does to people, my translation) (Lilliestam 2009).  
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times travelling.5 Those two factors seem to awake a need for an almost 
constant musical presence, i.e. experience of music. The urban subject seems 
to have an urge for cocooning in music as she creates sonic bubbles that 
envelop her from her surroundings (Bull 2007). The urban subject is 
found to create such sonic bubbles of music especially while travelling in 
the car or by public transport, or when walking or cycling in the city 
(Skånland 2012, Beer 2007, Bull 2000). One explanation for such behav-
iour, of creating a sound bubble, is to avoid toxic noise from the urban 
surroundings (Bull 2000). An acoustic environment might not merely 
consist of pleasant sonic experiences of wind, waves, or song of birds, but 
being a disturbing experience of urban murmur, or growls of engines. 
The explanation suggests that noises in the modern urban society are 
often experienced as something unwanted, even toxic why there may be 
an urge for the individual to orchestrate her or his soundscape differently.6  

Besides the enveloping character of music in urban settings, it is evi-
dent that music of choice can accompany humans as a domesticated crea-
ture of convenience. “The first thing they [did] arriving home [were] to 
switch on the television or radio” (Bull 2007), a quote suggesting that 
subjects show somewhat of an addicted behaviour to have music as a 
close companion in an everyday life. The contemporary urban society has 
conceivably created indigence for an increased call for music as a necessity 
– perhaps making up for something lost.  

In comparison with rural life, the cosmopolitan urban place offers 
anonymity and solitude in the crowd of people (Turkle 2011, Chambers 
1994). Tiny private atmospheres are being created with padded walls in 
the modern open office; headphones are padding the ears of the urban 
subject strolling down the street or running in the park; the carriage body 
of the car is per se a bubble that sounds out the city replacing the un-
wanted with the wanted – music of individual preference, which by de-
fault must imply previous experiences and knowledge about music in 
order to conduct such a choice of preference.  

The sonic bubble marks the emblem of solitude and freedom from the 
actual surrounding. In this way, the sonic bubble manifest isolation, how-
ever, the bubble also opens up and bridges the subject to a space that 
                                                
5 This description might seem to be exclusive for a cosmopolitan elite. However, as 

streaming continuously collects market shares from other types of music services, peo-
ple are more or less forced to join these premises. Secondly, broadband coverage and 
mobile phone penetration is increasing worldwide, also in developing countries why 
this type of lifestyle is most likely to expand on a global scale. 

6 The term soundscape was coined by Murray Schafer in 1977. The idea is to manifest the 
sonic dimensions of our surrounding (Schafer 1994[1977]). 
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differs from the everyday (Gram 2012, Skånland 2012, Clarke et al. 
2010). The sonic bubble is suggested to create a we-ness (Bull 2007, Small 
1998). This we-ness may be a tie to other listeners, or between fan and 
artist, imagined but it not purely fictional (Connell & Gibson 2003:71). 

When identifying we-ness, Bull refers to Adorno who claimed that the 
human desire for ‘the social’ with other humans might be replaced with 
an association to music as ‘the Other’ (Bull 2007:5). Music is, in this way, 
able to “draw the world into you” (Chambers 1994). As such, music may 
represent the “utopian longing for what they [humans] desire but cannot 
achieve” (Bull 2007:6). Music can, by following and being close to the 
human subject, become something similar to a personal jukebox – a 
soundtrack of a human life – filling everyday with meaning.   

Human Culture Carved by Music  

The close relationship described above, between humans and music can 
be viewed in historical terms, as music is a phenomenon deeply rooted in 
human history and archaeology. Music anthropologist Valkare even 
claims that humans did not discover nor invent music but instead that 
music made the human into a human (Valkare 2016). Whether music 
made man or vice versa – music does affect humans.  

The historical sources of music in western society track back to Aris-
totle and the ancient Greek idea of how music can affect humans. The 
music contained ethos; character. Ancient philosophers were convinced 
that different musical scales were suitable contra non-suitable for the hu-
man ethos at different occasions (Varkøy 1996). These ideas have trav-
elled through the centuries until our days, creating arousal theories, locat-
ing ethos within music per se or claiming that music has the power to 
move us, to get us in the mood or to sense emotions such happiness and 
melancholy (Kivy 2002). For such reasons, music can be used in therapy, 
where music aims to affect and hence regulate the human (Hendy 2013, 
Paulander 2011). The ancient philosophical reasoning is further supported 
by recent research by Skånland (2012). She shows how music in the 21st 
century is being used as a mobile companion, regulating moods and well-
being on a daily basis. Music philosophers suggest that one of the tight 
connections between humans and music is that music has the ability to 
sound the way emotions feels (Kivy 2002:203). Hence, humans need 
music as a way to comprehend and communicate feelings, a procedure 
that is further connected to experiences and refinement of such experi-
ences, which in turn relates to human development and learning. 
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The mood-regulating capacity, intrinsic within music, can, of course, be 
used for righteous purposes as well as more dubious ones. Currently, 
there is no such discussion on a broad world wide scale about the danger 
of music or potential refinement of character connected to any particular 
musical genre, style or scale (like the ancient Greeks believed in). Rather, 
tokens of danger in music lie within lyrics or political standpoints articu-
lated by musical artists. The German Bundesprüfstelle für ju-
gendgefährdende Medien, BPjM (Federal Review Board for Media 
Harmful to Minors) can be used as one example of how music can be 
censored, primarily protect people under the age of 18 to:  

endanger their process of developing a socially responsible and self-reliant 
personality indecent, extremely violent, crime-inducing, anti-Semitic or 
racist material, also to media content that glorifies National Socialism, 
drugs, alcohol abuse, self-inflicted injury or suicide, to media content 
propagating vigilante justice and to media content that discriminates 
against specific groups of people.7 

Music can also have the effect to be used as torture. The US army has 
shown to have used “acoustic bombardment” post the cold war (Cusick 
2006). Music of Metallica as well as music of Christina Aguilera have 
been used in interrogations (ibid.). Either of these musical examples con-
tains “content that discriminates” according to the BPjM or ethos that 
de-characterises humans. Instead what these examples show, is that music 
can be used in various ways creating different effects on humans. These 
dire serious situations show that selected music for particular individuals 
in a specific context can be experienced as torture (ibid.) whereas the 
same music for other individuals in other context can be experience ra-
ther the opposite. Nevertheless, as these examples show, music does have 
the ability to transcend into human minds and souls which constitutes an 
intertwined coalition of music and humans.  

Music Carved by a Political Economy  

Music is often referred to as a phenomenon of intrinsic meaning that 
inhabits an inherent power of transcendence. Which in turn, can be re-
garded as a substratum for musical experience and learning. Music of 
Bach, for instance, can be acknowledged to reflect the “transcendental 
truth or the Order of Things” (Martin 1995:225). McClary referred to in 
Martin (1995), suggests an alternative reading of Bach’s music, by being 

                                                
7 Bundesprüfstelle. [www] (Viewed: 2017-09-14) [APPENDIX] 
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created to suit the belief of progress held by the middle classes at the time, 
a much more rational articulation that contextualises Bach’s music. With 
such a sociological perspective onto Bach’s composition, music is placed 
into a domestication of patronage and ownership instead of artistic inspi-
ration from the divine. This sociological view on baroque composer 
practice resonates in contemporary music. Frank Zappa has, for instance, 
claimed that “the most important development in modern music is mak-
ing a business out of it” (quoted from Telos 91 in Martin 1995:217). By 
such a quote, Zappa is underlining how the premises of music business 
actually affect and thereby shape how music is created, and in its prolong-
ing, how it sounds. In this way, domesticated music8 can be described as 
being carved by the political economy just as music can be shaped by 
artistic ideas, compositional conventions or technology.9 Given such a 
sociological understanding of how music may be created and shaped, 
which directly affect the affordance of what music can bring humans 
whilst experiencing it, it becomes necessary to visit the premises of music 
business to comprehend how business models, within the realm of 
streaming, may affect music available for streaming. Consequently, the 
available content of music constitutes the affordance of musicking with 
the realm of streaming, for the user.   

Music Cultivates the Public – a Matter of Education 

Music is a human cultural expression and it has shown to be central in 
human history and essential at special occasions as well as in everyday life. 
Culture in contemporary society is a phenomenon that unites and com-
plies into cultural goods, but also something that may carve and shape the 
future and as such constitute a “permanent revolution” side by side with 
preservations of traditions (Bauman 2012b). This doubleness is not to be 
comprehended as a dichotomy but rather as a co-existence. Culture, in 
this era, is in this way contrasted to the “modern” notion of culture 
sprung from the Enlightenment (Bauman 2011). Culture, in 21st century, 
has, according to Bauman, fallen victim to neoliberalism and market forc-
es. The consumer market, where much of culture is situated, has a capaci-

                                                
8 The term domesticated music is collected from Attali and denote the paradigm shift in 

history where musicians started to be in service of a patron i.e. supported and protected 
and at the same time owned and un-free (Attali 1985). 

9 Note that this statement does not include all music. There is still music where the ques-
tion of ownership is a non-question. We find such music in traditional songs, great 
deals of folk music, and genres such as blues and jazz (Attali 1985, Martin 1995, 
Fleischer 2012). 
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ty of omnivore with a continuous appetite for the new. These forces, are 
argued to be of such magnitude that traditional gatekeepers of culture and 
education, e.g. teachers and institutions like schools and academia, have 
lost their authority to consumer’s shopping mall patterns (Best 2017, 
Bauman 2012b). Within this market forces culture risk to be an asset 
available only for those who can participate in the market, leaving others 
as collateral damage on the side (Bauman 2012a, Bauman 2011). Hence, 
cultivation becomes a market participation. 

In 1999, the Swedish Finansdepartementet (Ministry of Finance) 
published a report on the tremendous growth of the Swedish music ex-
port that set off in the mid-1970’s. The Ministry acknowledge several 
reasons for this economic development where a central object is recog-
nised as a comprehensive music education for the people, e.g. music edu-
cation reaches a substantial part of the population. In the report the Min-
istry does not focus this educational matter as primarily fostering musi-
cians or composers but foremost to be a matter for fostering broad parts 
of the public with a musical awareness. This matter is identified as a cru-
cial factor constituting a particularly selective domestic market which 
consequently affects musical export to be successful (Finansdepartementet 
1999). In Sweden, music education is not only situated in schools but also 
in tax-funded complementary music and culture schools spread across the 
whole country (Holmberg 2010). Music education for the broad public 
has further been manifested in community sing-alongs as well as study 
circles administrated via education associations (Lindeborg 2005). Also, 
so-called Music Houses (Thyrén 2009) has contributed to musical folk-
bildning as well as Folk High Music Schools and private initiatives as the 
Hagström’s music schools10 (Brändström et al. 2012). Moreover, Sveriges 
Radio11 (Swedish Radio Broadcasting) has since 1925 in different ways 
been responsible were a “national unofficial program of music education 
for better understanding of ‘the good music’” (Lindeborg 2005).  

As these examples show, cultivation of the publics with a special at-
tention toward music education is far from being a sovereign topic for 
educational institutions like compulsory schools or higher education. Nor 
is music education to be considered as two parallel contexts of formal and 

                                                
10 The company of Hagström, established in Sweden 1925 has manufactured accordions 

basses and guitars but also amplifiers, loud-speakers, mixers and echo machines. Hag-
ström was also active as a music educator for “ordinary people” spreading music educa-
tion also to small villages in Sweden where the inhabitants had small means to join the 
established musical institutions (Torgersen 2009). 

11 Sveriges Radio is a Swedish public service financed by special fee paid by the public.  
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in-formal learning sites (Gullberg 2002). Instead these two entities have 
gradually come to emigrate and colonise each other. Although music 
from the “real world” has been present in Swedish compulsory schools 
since 60’s and 70’s (Sandberg 2006) scholars of music are still addressing 
how institutionalised music education can bridge the gap between real-
world music and classroom music (Kallio et al. 2014). However, as music 
education mediates via ICT (Information and Communication Technol-
ogy), which in turn, is a networked component of commercial neo-
liberal economics forces educational authorities need to be aware of this 
development. Cultural texts are, by being networked by these forces, 
never hermetic or pure (Giroux 2000). Both technology and political 
economy will act upon and shape democracy, citizenship and culture. 
Therefore, in order to understand music education as a cultivation of the 
publics, it becomes necessary to depicture the governing culture of music. 
If music streaming companies, such as Spotify, constitutes such governing, 
it becomes crucial to map and critically examine such a company and its 
capacities as a music educator in order to find a “proper balance between 
democratic public sphere and commercial power” (Giroux 2004). 

CURRENT RESEARCH 

Based on the presentation above of the coalition of music and humans, 
this section accounts for current research where music and musicking are 
given to humans via digital technology. Tying back to the Figure 1 
showing the areas of Music Business, which provides domesticated music 
to humans, Digital Technology, which is the mediator of that domesticated 
music, and Music Education, which embrace the responsibility of education 
and learning where music and humans collide, this section presents the 
cross-section of these three realms, i.e. the experiences and learning music 
via streaming.    

The section is divided into three parts; Research of Music Education 
and its Embracement of ICT, followed by Current Research on Music 
Streaming, and finally Semi-Industrial Research of Spotify which focus 
research affiliated to Spotify and Royal College of Technology (KTH). 
The second two of these three parts are both situated in the cross-section 
between Music Business and Digital Technology (Figure 1). The ra-
tionale for the bisects of the last two sections is to show (i) what kind of 
questions researcher outside the company has been researching, and (ii) 
that there is research performed within the company conducted by en-
rolled academic researchers from KTH. The latter gives at hand that there 
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is research performed onto music streaming by academic researchers alt-
hough not publicly accessible.12 The first section to follow this introduc-
tion account for music educational perspective onto digital technology as 
well as music provided by music business why this research also is situated 
in the cross-section at the centre of Figure 1. Although, as this presenta-
tion will show the area of Music Education and ECT has not accounted 
for the affordance of musicking via these type of commercial media, and 
nor its liquid nature.  

All in all, the research presented below gives at hand possibilities and 
limitations toward where this thesis and its research questions are posi-
tioned. Therefore, this chapter will end with a summary, which in turn 
constitutes the following part of the thesis – the epistemological consider-
ations regarding how it is possible to study the affordances of music 
streaming. 

Music Education and its Embracement of ICT 

The landscape of music education and technology were dually manifested 
as late as in 2017 with both The Routledge Companion to Music, Technology, 
and Education (King et al. 2017) and The Oxford Handbook Technology and 
Music Education (Ruthmann & Mantie 2017). In these works, this field of 
research foremost orbit digital technology or technology with digital ele-
ments including ICT as tools for music making and creativity (King et al. 
2017, Ruthmann & Mantie 2017, Kladder 2016, Wallerstedt & Hillman 
2016). Zimmerman-Nilsson & Holmgren (2017) challenge this traditional 
view of the instrumental usage of technology in music education. Instead, 
they suggest a musical activity to be comprehended as a becoming of the 
human as well as a becoming of the artefact in contrary to a one directed 
usage. With this reasoning, they conclude a musical learning practice to 
be rhizome alike, identified as a cyborg. Beside Zimmerman-Nilsson & 
Holmgren (2017), musical activities are foremost described in a somewhat 
traditional music educational practise where digital technology is used as 
instruments for ensemble playing or ICT facilitates or develop composi-
tions as well as musical arrangements and skills (Kladder 2016, Verrico & 
Reese 2016, Thorgersen & Zandén 2014, Partti 2012).  
ICT has also been studied as a facilitator and mediator of musical global-
ism (Karlsen & Westerlund 2015, Kallio et al. 2014). In these studies In-

                                                
12 The company provide total access for all of the employees of what they name the Ana-

lytical Pipeline where all of the user-generated data is stored. Spotify also has their own 
research department. Spotify [www] Jobs. [APPENDIX] 
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ternet and communication technology has been investigated regarding the 
affordance such technology holds concerning bringing the “real world” 
into schools and classrooms. Such research shows how ICT has elevated 
global influences and provided a “diverse nature of the musical world” to 
enter the classroom (Karlsen & Westerlund 2015). ICT has also been 
acknowledged for assisting or out-rivalling the traditional teacher, as the 
discourse of gaming has shown to be able to assist traditional education, 
although unable to replace it (Birch & Woodruff 2017, Ideland 2011). 
Thorgersen & Zandén (2014) show similar results in their research which 
focus to what extent Internet-mediated tutorials can be used for instru-
ment learning. Although ICT has not managed to out-rival the traditional 
teacher, research show how ICT is used to aid self-teaching amongst 
musicians regarding finding new music to learn from and to be inspired 
by (Pignato in: Ruthmann & Mantie 2017).  

Streaming or streaming services as a technology for music education 
is sparsely discussed in the research compilations mentioned above. Alt-
hough services like iTunes, YouTube and Spotify are mentioned as tools 
for aural training or as a convenient way to find musical inspiration, noth-
ing is discussed regarding a deepened understanding and a problematisa-
tion of the affordances these services accommodate regarding audio as-
pects (cf. Bauer & Mito, Leong, and Merrick in King et al. 2017, Pignato 
in Ruthmann & Mantie 2017). Even though streaming is brought up in 
the research, nothing is stated about the affordance it brings to music, 
music experiences, music learning and knowledge development such as 
the audio quality of the music formats or digital literacy concerning the 
streaming service nor how such a service can be navigated. Streaming is 
treated as an unproblematic entity that “delivers” without going into 
detail what it delivers and what it does not. There is neither no research 
critically problematizing the affordance given of streaming services on 
behalf of its economic, juridical, technologic and audiological precondi-
tions in this realm of music educational research.  

Whilst looking into questions of education, as a mean of cultivation, 
it becomes evident that research labelled with “education” foremost an-
chor within traditional educational institutions. In this thesis, however, a 
wider perspective on education and pedagogy has been employed by 
following Giroux’ turn to the public. Education and pedagogy, are to be 
regarded as a topic for any member of the public, including young people 
in schools. Cultural pedagogy takes place in a variety of social sites, in-
cluding but not limited to schooling. Although many researchers within 
music education, addresses the importance to examine both in-school and 



 

 17 

outside-school cultural pedagogy, little attention is given to actually scru-
tinize what musical affordances streaming hold for the public. Giroux 
criticises academia for not re-thinking their positions as authorities re-
garding these matters. He encourages academia to utilise the possibility of 
“being resistant, transformative and contestable” as opposed to “being 
pressured to become either servant of corporate power or disengaged 
specialists wedded to the imperatives of a resurgent and debasing academ-
ic profession” (Giroux 2000). Therefore, it is crucial for research to em-
brace music educational questions to appropriate:  

a more expansive view of knowledge and pedagogy that provides the 
conditions for young people and adults to engage popular media and mass 
culture as serious objects of social analysis and to learn how to read them 
critically through specific strategies of understanding, engagement, and 
transformation (ibid.)  

A conclusion from current research addressing the tripod of music, tech-
nology, and education, accounted for above, show that technology used 
within music education is addressed by its functions rather than its inher-
ited properties. Giroux criticises this position where educators regard 
cultural texts as “hermetic or pure” implicitly disregarding how these 
texts link to broader forms of society, power and public struggle 
(ibid.).Therefore, I suggest that by study music streaming in detail, scruti-
nising its connections to yet other actors needed to perform its service as 
well as what such service can, or cannot, offer it users on behalf of musi-
cal experiences, this research at hand can contribute to the discussion 
Giroux calls for. Turning back to Figure 2, the position of the mediator 
of music need to be challenged by other educators, with other purposes 
and intentions that the commercial bares. In this way, this research can 
contribute to architect music education, in a broad public manner as well 
as in the educational system, to be resistant and not mimic corporate cul-
ture without a critical stance toward the cultural texts offered.  

Music Streaming 

Streaming services have quite recently entered the musical stage. Conse-
quently, research following this development has therefore just begun. 
Music streaming, with a particular focus onto the Spotify service, has 
been researched by several researchers from various institutions which 
reveal that the interest for this type of cultural expression is far spread 
within the research community. Researchers from cultural studies, media 
and communication studies, ethnology, history as well as business studies 
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have emanated in four major research projects: the Oslo based Cloud and 
Concerts (2011-2015), Music Use in the Online Media Age at Södertörn 
University (2012-2015), the Umeå based Streaming Heritage (2014-2018) 
and the forthcoming project Evolving Bildung at Luleå University of 
Technology (2017-2020). 

Spotify has been a particular focus of interest, not only for the thesis 
at hand. This is due to the fact that studies has showed how company 
correlates to the rendered economic strengths of the music business at the 
Sweden (Kask 2011, Johansson n.d.), making this market into a role 
model for the rest of the music business.13 This extraordinary situation 
imposes why a service like the one Spotify represents an intrinsic case. 
The Spotify business model did not only push download to be replaced 
by streaming but more importantly transformed the music business from a 
product oriented business toward a consumption oriented business (Johansson 
n.d.). Users, of streaming services, seem to engage in musicking in various 
ways ranging from profound engagement in music to little attention giv-
en to the streamed (Nylund Hagen 2015). Although online musicking is 
emphasising and orbiting the individual creating a notion of identity (Wer-
ner & Johansson 2016, Nylund Hagen 2015), streaming is also a way to 
communicate with others (ibid.). Although social networking is a promi-
nent feature within the consumption oriented music business both Jo-
hansson et al. (2017) and Nylund Hagen (2015) question the impact of 
that feature for musicking as musicking and music selection foremost 
seem to be a private matter (Werner 2017).  

Over all, music streaming is found to be a phenomenon differing in a 
continuum between extremes from the specific music selection of the 
nerd (Werner & Johansson 2016) to be a service backgrounding of every-
day place and space (Nylund Hagen 2015). The engagement with music 
within music streaming also varies from awareness of participatory culture 
to be automated along, e.g. the organising of playlists may vary from 
“static to very dynamic”, randomly played or ordered (ibid.). Although 
the music streaming service seem to offer numerous opportunities for a 
user to engage with music, it seems that the digital technological solutions 
for music brings about a traditional gender discourse (Werner & Johans-
son 2016). Not only as the service is technological, which implicitly im-
plies a bias toward a male discourse, but also in a more subtitle manner 
that aligns with the question of what to play. In Johansson’s and Werner’s 
studies, based on interviews on 80 undergraduate students in Stockholm 
and Moscow during 2012-2013, there are “experts” to consult for what 
                                                
13 Ifpi. (2014). IFPI Digital music report 2014. Lighting up new markets. 
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to play, which is the one question in the consumption oriented online 
businesses. These experts seem to be male friends, boyfriends and dads 
(ibid.). This result show that the affordance of what to stream are to be 
found in traditional gender discourses. “Technological skills and mastery 
are needed not only to control music production but also, increasingly, 
consumption” (ibid., my italic). This result, concerning the service pf 
Spotify during show the same pattern as male artists were highly 
overrepresented in automatic suggestions of music which further stress the 
bias toward hegemonic masculine norms within streaming (Eriksson & 
Johansson 2017).  

The project Streaming Heritage (2014-2018) is yet to publish their re-
sults while this text is written. The over-all aim of the project has been to 
follow files within the premises of streaming and to analyse the meta data 
these files generates on their way through the services. What is presented 
is that a user at the Spotify streaming service do not have to be human it 
can be a bot. Also, algorithms, which are heavily used within the con-
sumption service can be manipulated by bots and thereby increase the 
popularity of certain songs (Snickars 2017). Such process can thus lead 
toward a construction of the publics as many users rely on the automatic 
suggestions and experts in selecting music for their musicking (Eriksson & 
Johansson 2017, Werner & Johansson 2016, Nylund Hagen 2015).  

Semi-Industrial Research of Spotify 

Research preformed on the Spotify streaming service from a digital tech-
nological perspective, has mainly been performed as industrial research 
within the company and semi-industrial research by researched with dou-
ble affiliations to Spotify and Kungl. Tekniska Högskolan (Royal Institute 
of Technology), further referred to as KTH. Within this realm of research 
there are two main areas that are brought forward (i) technological solu-
tions and architecture that the streaming service employ, and (ii) research 
focusing user-generated data and how the results from such research can 
affect and develop the service. The research found concerning the Spotify 
streaming service, from the perspective of the digital technology is rather 
limited. This section is based on only five research articles and one degree 
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project from KTH published between 2010-2013.14 The one name in 
common for all of the articles is Gunnar Kreitz, affiliated to both Spotify 
and KTH. Besides Kreitz, Fredrik Niemelä is presented as a co-researcher 
in many of the articles. Niemelä is also doubled affiliated to the company 
as well as the Royal Institute. Therefore, these two researchers appear to 
be the prominent ones conducting the core of the service.15  

Mostly the articles found within these premises orbit the architecture 
system of content provision. The number one feature of on-demand music 
streaming for Spotify is to achieve low latency between press and play.16 To be 
able to perform such a solution the semi-industrial research accounts for 
how the Spotify mother server system is disburdened by the usage of the 
cache memory of users’ digital devices as a bit torrent system of distribu-
tion musical content (Kreitz & Niemelä 2010, Goldmann & Kreitz 2011, 
Yanggratoke et al. 2013). Less than a tenth of the streamed music is de-
manded from one of Spotify’s servers (Kreitz & Niemelä 2010). The rest 
of the demanded music is retrieved at a ratio 35.8 % and 55.4% from 
peer-to-peer (P2P) and cached data respectively (Kreitz & Niemelä 
2010). From a technological point of view such results are important on 
behalf of digital architecture and coding supporting this engineering. 
However, from a music educational point of view such research also re-
veals that users prefer to stream music that they have streamed previously, 
i.e. 55.4%, and music that others nearby have streamed are already, i.e. 
35.8%.17 The ratio of 8.8% shows that within the whole Spotify commu-
nity consisting of millions of users, less than every tenth stream is “new” 
within a P2P community, e.g. new released or newly discovered in the 
plethora of musical opportunities. As such, this type of inside technologi-

                                                
14 A curiosity in the context is that KTH is situated a ten-minute walk from the Spotify 

HQ of Tech in Stockholm city centre. This convenient distance could be compared to 
Manuel Castells identification of local assemblages of .com in certain regions of the US 
i.e. certain cities, or even located to certain blocks of the Manhattan in New York 
(Castells 2002). This example is double folded; showing (i) of how actors dealing with 
digital features are physically located, and (ii) how actors operating digitally, which in 
principle could operate on any distance, are situated very close to each other in physis. 

15 Kreitz and Niemelä are registered as patent holder the P2P streaming distribution of 
Spotify why the two of them seem to have significant position within the Spotify 
Company. Svensk Patentdatabas. [www] SE 532 173 C2. Patent seeked from Spotify 
2007-07-13. [APPENDIX] 

16 A time laps accepted as instantly is 250 ms. The Spotify average is closing up on this 
number showing a mean of 265 ms (Kreitz & Niemelä 2010). 

17 Note how a P2P need to localise real-time users a fact that reveals how musical listen-
ing is connected to place based on GPS positions.   
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cal research can also be used to analyse and interpret music educational 
issues as well.  

The other main area found within this semi-industrial research of the 
Spotify streaming service is knowledge about user behaviour. User behav-
iour can be user patterns within the service, i.e. how usage peaks different-
ly during the day or the week (Zang et al. 2013). For example, the usage 
of mobile phones peaks during the afternoon something that could be 
interpreted as users using the service whilst on the move, perhaps on their 
way home from work. In the evening the users seem to prefer their sta-
tionary computers, a result that can be comprehended as they switch the 
platform mode onto their computers once they arrive at home (Zang et 
al. 2013). Such analyses of user generated data, again, reveals not only 
how to tweak the digital architecture but also how users use music on 
their everyday basis. However, such analytical studies of user-generated 
data tell us a lot about correlations and causalities but nothing about pur-
pose or underlying meanings for user behaviour, which is a prerequisite 
for affordances related to musical experience and learning.  

Further, research has also studied how the architecture of Spotify 
server system enables users to find music through social actions, e.g. “follow 
playlists, artists and the music activities of their friends” (Setty et al. 2013). 

These activities are linked to a notification system within a user’s social 
network at Spotify but also stretched to the linked service of Facebook 
and their notification system (Setty et al. 2013), like the emails of Peter 
presented in the introduction. Such pub/sub18 system nurture ‘sociality’ as 
an intertwined part of music streaming. The results of that research, 
where digital traffic is analysed, does not only reveal how trends and pat-
terns can be found within users’ activity, it also shows how traffic of pub-
lications is higher within local sites than remote sites. Such findings can 
thus be interpreted as the pub/sub system of music streaming brings more 
affordance of musicking to users close connected in the physical world, as 
publications are rarer for users randomly scattered among all of the Spoti-
fy markets. In turn, this finding also suggests that humans in the 21st cen-
tury are not as mobile and cosmopolitan at all but rather at home. How-
ever, as this thesis will show further on, this result might be misleading as 
streaming also depends on whether the user can stream while travelling to 

                                                
18 The shortened pub/sub stand for publish-subscribe. The feature is used in network 

where something can be published (in this case musical preferences) without the pub-
lisher (the music user) know exactly which receivers that subscribes and take part of 
the published message (i.e. the musical piece). 
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another country alike another market regarding internet subscription and 
access to different catalogues for different artists. 

The final example presented here is research concerning “psycholog-
ical processes” among users by using user-generated data (Göthner 2013). 
As such this research indicates that there are affordances of psychological 
character whilst streaming music. “Psychological processes” are assumed 
to be reflected in user behaviour, which can be analysed according to 
parameters such as length of active time within the service, behaviour 
concerning browsing, selection of tracks or the curate of playlists. The 
interesting thing with analysing this type of research is to get a view of 
what the company regard as important features for their streaming ser-
vice, as these features and insights most likely will affect what the service 
may offer to its users which consequently implies the affordances of mu-
sicking for the user. Further, what is interesting about the research is to 
be aware of what the company might read out from such user-generated 
data. In the work of Göthner, user-generated data is identified as it is 
numerically shaped as cluster (ibid.). The grand tasks are not to find these 
digital clusters but to interpret and translate them into semantic lexical 
text to make sense. User-generated data is regarded as a valuable asset as 
this thesis throughout will show. However, it still remains how to make 
sense out of such asset which Göthner’s work is an example of.  

RESEARCH AIM AND RESEARCH QUESTIONS 

Music is currently offered to the public through streaming. This mediating 
feature of music has in many ways subdued physical recordings, record 
stores and music archives. Access to recorded music is, therefore, at least 
in Sweden, predominantly directed via streaming services and in particu-
lar the service of Spotify. Given this condition for musicking, then what 
does the affordance of streaming imply for the individual? Using Spotify 
as a case, the purpose of this thesis is to account for the main affordances 
brought about with streamed music for the individual listener’s musicking. 
In order to conduct the thesis toward the given purpose, three research 
questions have been phrased: 
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i. What constitutes the Spotify service of music streaming? 
 

ii. What main affordances are offered on the digital platform of 
streamed music?  

 
iii. In what ways do the main affordances imply coalition be-

tween music and humans?  
 

The research questions are tapered from the broad feature of music 
streaming, towards the one who streams. The research questions build 
upon the premise that the potential user is inscribed within the design of 
the service. An analysis of the affordances provided by the service may, 
therefore, reveal the possibilities of musicking, i.e. experience and learn 
music. Below, follow three sections that account for key terms used in 
the aim and research questions; Spotify as a case, the concepts of af-
fordance and musicking. 

Spotify as a Case 

The writing of “using Spotify as a case” in connection to the aim of the 
thesis, requires some explanation about the concept of ‘case’. There is a 
distinction between using Spotify as a case and performing a case study based 
on the particular Spotify streaming service. On the one hand, Spotify can be 
compared to other digital streaming services on the Swedish market at the 
time of this study, such as French Deezer, or American Tidal (incorpo-
rated with former Norwegian WiMP).19 Spotify is on these terms used as 
a case, regarded one example of many, i.e. similar music streaming ser-
vices from within the international market. On the other hand, as this 
thesis will show, Spotify is not an example among others, but rather a 
unique specimen, both on the international as well as the national stage. 
In Sweden, the company has reached a dominant position in the music 
business (Kask 2011). Further, the company has gained such a prominent 
position in the Swedish society that Spotify is not primarily recognised as 
a company but rather as a part of public service. These two exclusive 
features found my interest for Spotify as a particular, exclusive case with 
intrinsic value and not a case that primarily serves to say something about 
other similar streaming services, i.e. being instrumental to comprehend also 
                                                
19 Since this study stared in 2012, Tidal bought WiMP in 2015, why the two services 

merged and since then are labelled Tidal. However, throughout the text of this thesis 
the two companies and hence their services are named separately as they were two sep-
arate services during the lion part of the conduct of this study. 
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others (Stake 2012). In this study, Spotify is both an intrinsic as well as an 
instrumental case. Although many features are exclusive to Spotify, many 
features in that particular streaming service are common and general for 
the streaming business as such.  

The research process started off as an intrinsic case study, with the 
objectives of the company’s special status in Sweden. However, the re-
search process has gravitated toward a more instrumental usage of Spotify 
as a case, i.e. an instrumental case study (ibid.).20 Spotify and its streaming 
service have come forward by the analysis of this study holding features 
that are universal for music streaming per se, why findings can apply to 
other contemporary streaming services as well as future ones. Such uni-
versal features are for instance supply of music, digital connections, smart 
algorithms in service for music guidance which just about any music 
streaming service can and must employ. Consequently, the usage of 
Spotify as a case changed from intrinsic to instrumental. However, the ex-
clusive status that the company has, at the time for this investigation on 
the Swedish market, shows that this study in the end, must be regarded a 
hybrid between an intrinsic and instrumental case study. Such hybridity is 
a somewhat typical synthesis in these type of case studies (ibid.). The 
disposition of this thesis also works in favour for this shift; contextual 
chapters (Ch.5 and 6) declaring the exclusive case example of Spotify 
(Ch. 7 and 8), gradually shift toward universal and general findings that 
reveal the liquid characteristic of music streaming (Ch. 9 and 10).  

Affordance 

‘Affordance’, coined by Gibson in 1979, as a way to make a noun out of 
the verb ‘to afford’. In turn, ‘afford’ stems from Old English geforðian 
which means “to put forth”. Hence, the concept affordance implies that 
something is put forward for someone. The introductory narratives pic-
ture several examples of how the music service of Spotify puts forward 
affordances of keeping the mood, sounding out the surrounding or em-
power running. Music can also, as the section of Coalition of Music and 
Humans show, put forward a we-ness between subjects (Bull 2007, Con-
nell & Gibson 2003, Small 1998) and “draw the world into you” (Cham-
bers 1994).  

                                                
20 According to Stake, it is very common that intrinsic and instrumental case studies are 

difficult to separate from each other as the case remain similar in the two situations, it 
is the interest of the researcher that separates the two (Stake 2012). 
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The concept of ‘affordance’ connects the ‘thing’ to the observer within 
the environment. ‘Things’ are perceived in context, based on earlier ex-
periences and knowledge. With this understanding of perception, Gibson 
embraces an ecological perspective where the environment, as well as 
possible behaviour from an individual of the possible ways of how to 
respond to what is put forth by a ‘thing’, is taken into account, i.e. the 
affordance of the ‘thing’. The concept points in two directions simultane-
ously, “to the environment” as well as “to the observer” (Gibson 1979). 

Leaning onto Gibson’s initial description of ‘affordance’, Norman’s no-
tion of the concept is added to my usage of the term.  

Norman elaborates Gibson’s original nature-animal exemplification 
and brings it into the realm of technology and humans, as a type of design 
theory. In this way, the design of technology incorporates potential acting 
space (Norman 1988). Norman shed light upon the designers’ mission to 
be able to offer affordances within the design without additional instruc-
tions, labels or pictures (ibid.). By Norman’s concept of ‘affordance’ inten-
tion is drawn into the concept, which makes Norman’s notion of the 
concept differs from Gibson’s. Nevertheless, even though a particular 
intention is brought about with a specific design, the ‘thing’ can still offer 
certain affordances that the designer did not intend. In this somewhat 
paradoxical situation, Norman’s concept becomes conjunct to Gibson. 
Conceptualising ‘affordance’ within Norman’s design theory is further to 
contextualise the term within the realm of social semiotics, meaning that 
if a semiotic resource is to communicate its affordances the semiotic re-
sources used must be recognisable, meaningful, understood and valued by 
its user. The analyse of affordance brought about within the music 
streaming of Spotify would be a massive project considering ever possibil-
ity given to any user in any circumstances to music. The affordances are 
therefore limited to cover the main affordances for end-users. Main af-
fordances should be comprehended as the fundamental and central af-
fordance provided by the streaming service such as how it is possible for a 
user to use the service as such, the music catalogue, the music player, or 
the browsing system of the service.  
 

Musicking 

Musicking, coined by Small (1998) is a term that will be used throughout 
this thesis. The term marks how music should be thought of, not as an 
object but as a practice, as an asset and a phenomenon that may act upon 
humans and vice versa. The usage of the nouns individual and the listener is 
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not to be interpreted as examples of individuals or listeners but rather as 
the idea of the individual listener. Julia and Peter, presented in the intro-
duction, are for instance constructed examples of the idea of listeners. 
Optional terms to the ‘listener’ are ‘user’ or ‘end-user’; both fetched from 
Spotify’s terminology. To use a term such as the music listener has been 
deselected as the term arrives with luggage. Listening is a term that oper-
ates with attentiveness and aural awareness to the music (Clarke 2005, 
Adorno 1976) which a term such as the ‘user’ is not limited to. At the 
streaming service, a ‘user’ is by definition the one who is assigned to the 
service and do not necessarily have to be the one actually listening to the 
music. Further, as music have the affordance of transcending into human 
soul and mind (see Coalition of Music and Humans) and thus affecting 
the body. The human body can answer the music in ways that trespass 
aural attention and awareness. In this way, the concept of musicking em-
braces listening whereas the term listening is too limiting to embrace 
musicking.  

DISPOSITION 

This thesis consists of eleven chapters that can be comprehended as four 
overarching sections; the introductory chapters (Ch.1 – Ch.4), followed 
by two chapters that contextualise the context of digitised music and 
digitalised on-line business, Chapter Five (5) and Six (6). Chapter seven 
to ten (Ch. 7-10) are then the result chapters of the thesis. The thesis 
then ends (Ch. 11) with a Discussion of the findings as well as a discus-
sion of the epistemological considerations that have framed and shaped 
this investigation and suggested future research.  

The introductory chapter (Ch. 1) of the thesis introduces the af-
fordance of music streaming as an area of music educational interest. The 
second chapter (Ch. 2), describes what is found to be the nature of the 
research object at a primary state of acquaintance and how that nature 
constitutes an epistemic rationale concerning the theoretical framework as 
well the analytical methods. In Chapter Three (3) the theoretical frame-
work for investigating affordances of musicking is presented; the socio-
logical Actor-Network Theory (ANT), contextualised within the con-
temporary society, by the thinking of Bauman’s liquidity, and refined by 
social semiotics. The method chapter (Ch. 4) accounts for how sources 
have been found and analysed according to these sociological theories. 
The result chapters start with presenting the context from where the 
streaming service of Spotify arose. Chapter Five (5) focuses the digitisa-
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tion of the musical format, whereas Chapter Six (6) accounts for online 
business and new features that digitalisation brought about for the econ-
omy of music to master and monetise. Chapter Seven (7) regards Spotify 
as an intrinsic case, being the primus motor in Sweden of the distribution 
of music to the people. Chapter Eight (8) further elaborates on Spotify, in 
a more instrumental manner, as an actor of providing music to users, by 
reassembling the music as well as the users to make up for the actor-
network of music streaming. Chapter Nine (9), builds on the previous 
chapters but focuses on the affordances given at the interface of the ser-
vice. The interface is comprehended as a protean circus, as it keeps re-
shaping its design on behalf of a number of liquid factors. The last result 
chapter (Ch. 10) presents the affordance of streaming, concerning the one 
who streams. The main result of that phenomenon is conceptualised as a 
networked actor of a musical cyborg, a hybrid life form between human 
and non-human. This chapter also reasons about affordances yet to come, 
given this musical cyborg, and hence what streaming may bring about for 
the coalition of music and humans, a prerequisite for socialisation, experi-
ence and learning. The thesis ends (Ch. 11) with a discussion of the re-
sults of the investigation related to previous research followed by a discus-
sion of the epistemological standpoints that have been used to perform 
the investigation of this study. After that, based on the findings, implica-
tions for music educational practices are suggested. The thesis then closes 
by outlining some suggestions for future research in the realm of music 
education. 
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2. EPISTEMOLOGICAL 
CONSIDERATIONS 

This chapter describes the initial findings concerning the nature of music 
streaming. As such, the section works as a rationale of how the nature of 
music streaming, and its affordances, constitute the possibilities to gain 
knowledge of ditto. Initially, the epistemology of music streaming is pre-
sented, featuring how music streaming is both black-boxed and liquid. 
Thereafter, the chapter closes with a presentation of the ontology that 
arises as a consequence of the epistemological findings. The last section is, 
therefore, a declaration of the ontological axioms that the research at 
hand must oblige to.  

EPISTEMOLOGY OF MUSIC STREAMING 

Epistemology – the combination of the two ancient Greek words episteme 
and logos emphasise the philosophy of knowledge. The morpheme logos is 
accenting the doctrine of how it is possible for knowledge to per se, be 
reached and formulated. This section of epistemology is, therefore, a dec-
laration and clarification of possibilities to gain knowledge of music 
streaming as provided by a company such as Spotify.  

Two main conditions frame the epistemology of music streaming; 
firstly, the available sources only show music streaming from the outside. 
The inner core of music streaming; e.g. code, musical archives and user-
generated data, for instance, are not available for academic research for 
“business reasons” (Kreitz & Niemelä 2010). Music streaming, how it 
works, and what it is, are thereby to a large extend black-boxed. Secondly, 
the outside of music streaming, like the interface of streaming, shows 
characteristics of various interfaces across a wide selection of digital devic-
es, and further, the interface of music streaming changes as the service 
continuously develops, characterised as a somewhat liquid nature. The 
concepts of black box and liquid therefore constitute a rationale for the 
epistemology of music streaming hereby presented below. 
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Music Streaming being Black-Boxed  

The term black box stems from the physicist Maxwell, who introduced 
the concept as a thought-experiment. Maxwell, most known for his theo-
rem and equations concerning electromagnetism, used the term to bring 
order to an understanding of the opaque event in chemistry and physics. 
For instance, can chemical experiment reveal the constitution of the ho-
mopolar bond between atoms even though such things, at least in Max-
well’s days, were impossible to view. Maxwell’s black box analogy ac-
cepts that it is not possible to scrutinise the interior for certain reasons. 
Instead, it is possible to observe what the black box spawn and engender, 
like traces of activity. Thus, by analysing the outcome of the black box, it 
is possible to conclude the interior of the black box.  

Another allegory to the black box is the machine. Even if the interi-
or of the machine, its mechanics, electronics and presumably software is 
black-boxed, it is still possible to examine what the machine can do and 
what the machine needs to perform its tasks. Similar to Maxwell’s ideas of 
black boxes, many aspects of music streaming seem to be opaque and not 
available to researchers. Instead, I have found it possible to gain 
knowledge about music streaming by examining what streaming can do, 
i.e. its affordances, and what it needs in order to perform its tasks, i.e. 
what constitutes music streaming.  

Streaming generates tremendous amounts of user-data that could be 
used to scrutinise the interior of music streaming. Such research would be 
able to answer many traditional questions from the areas of music educa-
tion, musicology and sociology like; whom, what, how, where and when 
humans are musicking (Small 1998). The only question yet unresolved in 
such digital premises would be the ‘why?’ question. Being aware of this 
user-generated data, concerning individual’s musicking within music 
streaming premises, I tried to establish a relationship with the Spotify 
Company initially in this research process. All of these attempts failed, 
unfortunately, which left me with the only possibility to investigate the 
outside of streaming, hence treating streaming black-boxed. It has also 
come to my knowledge, during this research process, that other research-
ers and research projects have made the same experience.21 There are two 
exceptions to this situation: one is the Clouds and Concerts project in Oslo, 

                                                
21 This situation includes: Johansson et al. (2012-2015) in the Music in the Online Age 

affiliated to Södertörn College University, Snickars et al. (2014-2018) in the The 
Streaming Heritage project affiliated to Umeå University, and the project conducted by 
Ferm Almqvist et al. (2017-2020) Evolving Bildung in the nexus of streaming services, art 
and users – Spotify as a case affiliated to Luleå University of Technology. 
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Norway. According to the project manager Arnt Maasø, the academic 
researchers managed to establish a connection with the Norwegian based 
WiMP and the ISP Telenor through personal relationships during a din-
ner with mutual friends. This private, and not primarily academic contact 
made it possible to launch a bilateral research project based on user-
generated data provided by WiMP (Maasø 2013). The other exception is 
the research performed by academia that partly affiliates to Spotify. This 
situation belongs almost sovereign to the Royal Institute of Technology 
(KTH) in Stockholm, a school that in 2009 had contributed with approx-
imately 80% of the developers at Spotify.22 Published articles from such 
co-affiliated researchers do still show partly black-boxed results, such as: 
“For business reasons, some data are presented as ratios rather than abso-
lute volumes”.23 This situation leaves most academic research of music 
streaming undoubtedly in a precarious position where academia is forced 
to seek new epistemological roads to knowledge. Further, academic re-
search, not affiliated with a company and hence not having access to user-
generated data, must formulate other types of research questions as many 
of the traditional ones can be are answered eerily exact by consulting big 
data.24  

The black-boxed feature of music streaming leads toward an episte-
mological turn toward what music streaming can do and what it needs 
rather than what it is. Therefore, the research questions that started to be 
formulated after this initial finding begun to orbit affordance of music 
streaming rather than streaming per se.  

                                                
22 KTH PhD student and alike product development manager at Spotify, Fredrik Nie-

melä, claim that 80% of the developers at Spotify were former KTH “research-
er/students/employees”. KTH. (2009). No Spotify Without KTH. [APPENDIX] 

23 Kreitz, G. & F. Niemelä (2010). [APPENDIX] 
24 There is research performed on the Spotify service. However, this research remains 

inside the company. A job advertise is one example that reveal this situation. Spotify 
[www]. Jobs. [APPENDIX] The mission was articulated to “build a great product” by 
“learning directly from [their] users” by using “user interviews, usability testing, sur-
veys and ethnographic research”. Another token revealing continuous research within 
the company is the Analytical Pipeline, which is a vast conglomerate of user-generated 
big data. Spotify Labs. [2013a] Analytics at Spotify. By: Jason Palmer, May 13, 2013. 
[APPENDIX]. Note that there is nothing explicitly stating, in the job advertisement for 
instance, that research within Spotify is defined or ruled in the same way as academic 
research. However, as sources also claim that 80% of the developers stems from KTH, 
research at Spotify would presumably be costumed in the same manners as research at 
KTH. KTH. (2009). No Spotify Without KTH. [APPENDIX] 
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Music Streaming being Liquid 

Half a year into this PhD study, the first outlines of the research was pre-
sented at a conference in Bergen, Norway (Leijonhufvud 2013). In the 
very start of the presentation, I had to recapitulate and address how one 
of the key findings, presented in the abstract written and handed in some 
months earlier, now belonged to history and was no longer valid as an 
account for music streaming. This experience offered a somewhat painful 
awareness of the hopeless, even impossible assignment, to capture and 
comprehend music streaming as a fixed object with an established state of 
being. Further along the research process, it became even more evident 
that the Spotify service, constituted by its creators and associates, and 
more also, the affordances provided within the service, lacked numbers of 
characteristics that could be used to define a fixed research object. This 
epistemological result was enhanced by an announcement made by two 
Spotify employees at a Meetup I attended. The presenters declared that: 
“by the time you read this, things have already changed”.25 Based on 
these initial indications of continuous change, I concluded that it would 
not be possible to investigate music streaming as a solid and set object for 
particular individuals. Instead, music streaming seemed to be somewhat 
liquid, changing over time and between users. There seemed to be only 
temporal versions of a being; a constantly evolving state of becoming. 

Once starting to regard the music streaming service as being of a 
non-solid nature, tokens of this characteristic begun to attract attention. 
First of all, Spotify offers different designs of their interface at various 
devices used for streaming. Therefore, an account for the service’s design 
cannot be performed other than fundamental traits that linger between 
different interfaces. Secondly, the service is architected with hypertexts 
and hyper-functions bringing various affordances of individual reading 
paths of the interface. This trait announces that different end-users will 
view different interfaces although using the same type and version of a 
specific device used for streaming. The individual interface is also based 
on user history which again underlines different components in the de-
sign for different users. This diverse and personalised design of the inter-
face further underlines the delimitation to main affordances and not every 
possible individual layout that may appear. 

25 Kniberg, H. & A. Ivarsson. (2012). Scaling Agile @ Spotify with Tribes, Squads, Chap-
ters and Guilds. [APPENDIX] 
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Figure 3. Screenshots of the Spotify’s menu at different dates26 

Yet another example of this liquid characteristic is stated in Spotify's 
“Terms and Conditions of Use”.27 It says that a user accepts any change 
in the product by a continuous usage. Such a statement further implies 
that the service is being updated and tweaked by the company on a regu-
lar basis. As shown in Figure 3, the menus of the interface change appear-
ances across time. The three examples in Figure 3 reveal how (i) the 
number of topics at the menu changes, (ii) language change, (iii) an icon 
can be used to accompany different naming of topics, such as the icon for 
“Follow” and “Följ” (Eng. Follow) changes topic to “Aktivitet” (Eng. 
Activity), and (iv) some functions changes names such as “Spår” (Eng. 
Track) becomes “Låtar” (Eng. Songs). Hence, this is an example of how 
the interface changes. Consequently, the interface as well as the af-
fordance of it, cannot be treated as fixed. Instead, an analysis of the af-
fordance must account for changes, either embracing all changes made 
over a time-period on various devices or limited to main affordances that 
remains despite those changes. 

26 Screenshots from the Spotify program interface; a: 2014-01-31; b: 2014-11-26; c: 
2015-07-17. 

27 “By continuing to use the Service after those changes are made, you are expressing and 
acknowledging your acceptance of the changes.” Spotify [www] Terms and Condi-
tions, §2. [APPENDIX] 
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Instead of planning and calculating, the company use real-time testing of 
their service among their users.28 The company policy of launching up-
dates and developments of the service is: “Think it, Build it, Ship it, 
Tweak it”.29 As “Tweak it” follows “Ship it”, new updates are first 
launched only to be tested and tweaked after this launch, all based on 
user-generated data. The policy reveals how music streaming not solely is 
shaped by a design or product management; it is also formed by the users, 
so-called A/B-testing.30 It means that development of products and ser-
vices are not ego-driven, opinion-driven or authority-driven. Instead, 
product development is data driven based on user behaviour.31 One such 
example is how Spotify uses so-called A/B-test to decide the amount of 
information at the interface of smartphones (Figure 4). 

Figure 4. Example of an A/B test where “the amount of 
information” is tested among users.32 

Users can affect the product more actively as well. At Spotify Labs33,  
users can post ideas regarding the service. Then, other users can accredit 

28 Jabin, Danielle. (2014). A/B Testing: Lessons Learned at Spotify. [APPENDIX] 
29 Kniberg, Henrik. (2014a). Spotify engineering culture (part 1). [APPENDIX] 
30 A/B-testing is a common term within statistics and name a method where two different 

groups are tested independently of each other. Spotify selects a number of users with 
some characteristics in common and compares their user behaviour to another group 
of users. A user is naturally not aware of this participation as such an awareness could 
jeopardise the user behaviour.  

31 Kniberg, Henrik. (2014b) Culture > Processes, p. 53. [APPENDIX] 
32 Jabin, Danielle. (2014). A/B Testing: Lessons Learned at Spotify. [APPENDIX] 
33 labs.spotify.com [APPENDIX] 
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the idea with so-called kudos.34 When a particular topic gathers enough 
kudos, the developers at Spotify look into the issue.35 

Further, the Spotify product of music streaming is shaped by other 
actors, such as music right owners who can decide to launch or withdraw 
music onto the Spotify catalogue, the manufactures of digital devices 
needed to access the service, Internet Service Providers (ISP) and their 
supply of digital connection. In this way, the feature of music streaming 
as a service becomes augmented, exceeding the music service company 
and its users. These additional actors must also be recognised as they are 
an inevitable part of music streaming taking place. Spotify is further en-
gaging with third-party actors, e.g. social networks, web pages, blogs, 
which, affect the total affordance of the service. The possibility of third-
party involvement make the overall service of Spotify, and the affordances 
given within this service, augmented. These conditions constituted that 
the perspectives available for studying music streaming were to be the 
perspective of the public rather than situated particular users.  

ONTOLOGY OF MUSIC STREAMING 

Given these pre-conditions of how music streaming show characteristics 
of being both black-boxed and liquid, gives some fundamental axioms of 
ontology. Ontology, being the creed of being, pictures the axioms that 
shape the very foundation of how the world is constituted, within a par-
ticular theoretical framework. These axioms, presented below found a 
baseline for the excursion, inventory, and reassembly in the epistemologi-
cal construction of knowledge. 

Firstly, given the situation that music streaming need others to work. 
These ‘others’ are devices, companies, humans, code, broadband cover-
age; altogether an assembly of ‘things’. The first (i) axiom is therefore to 
equal non-humans and humans as ‘things’. Both are needed for streaming. 
Further, there is a need, at time, to accept an unclear distinction between 
humans and non-humans. For instance, the interface is exposed as a 
‘thing’. However, the interface is personalised, i.e. built upon user-

                                                
34 Spotify Community. [2013a] Community Guides & How To’s: Kudos. By: Liam, January 

30, 2013. [APPENDIX] 
35 One example of such user engagement that may affect the service is when users criti-

cised the shuffle function for not being random. From such feedback, Spotify staff ex-
amined the issue, found the problem and hence modify the algorithm of “Shuffle”. 
Spotify Labs. [2014b] How to shuffle songs?. By: Lukáš Poláček, February 28, 2014. 
[APPENDIX] 
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generated data, why the interface cannot be accepted to be a “pure” non-
human. Instead, the interface is regarded as a hybrid form of code (a non-
human) interplaying with human activity (a human). It is further not 
hierarchy between the one or the other. Consequently, it is not possible 
to determine whether the one “use” or “rule” over the other. Further, 
there is no distinct border separating the human from the non-human 
within a streaming musicking, either of them is therefore definable. Note 
that humans still exist aside with non-humans outside the context of 
streaming, why both of those words can be, and is, used. The central 
point is that there is no hierarchy between them and that there are situa-
tions where the distinction is impossible to draw. 

Secondly, ‘things’ seem to need each other, they affect one another, 
each one depends on the other. ‘Things’ seem to be social. Not in the 
sense of an epithet or social as mingling at a cocktail party. Rather, social 
should be understood in a purely linguistic, and orthodox sense as what 
belongs together. ‘Things’ are a part of something, ‘things’ belong. Given 
the first axiom of acceptance of hybrid life forms, the notion of ‘the so-
cial’ in this thesis includes humans, non-humans, and hybrids to belong to 
something and hence be social to each other. Thirdly and last, there are no 
dead ‘things’. ‘Things’ can make other ‘things’ act. Hence ‘things’ can 
interact with each other. Non-humans are for example not considered to 
be passive tools for humans to use instrumentally. Instead, this ontological 
turn offers an acceptance for non-humans to use humans as well as for 
humans to use non-humans. 
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3. THEORETICAL 
FRAMEWORK 

Given the premises for the epistemological considerations regarding the 
affordances of music streaming presented in the previous chapter, this 
chapter accounts for the theoretical framework used throughout the anal-
ysis of the sources. The theoretical ideas and tools have been selected, in 
an organic and iterative process, according to their suitability to be able to 
analyse public sources of music streaming.  

The overall theoretical framework in this thesis is situated within the 
wide field of sociology and the philosophy of society, e.g. way of life, 
humanities, culture, arts and science. Following Giddens’ (2006) descrip-
tion of sociology as a theory that covers the broad context of human so-
cial life, groups and society, it might seem that such stance will work too 
inclusive, taking everything into account, focusing on every detail found 
in sources. However, the purpose of a bringing sociology to this thesis is 
not to form a define sociological theory of the individual’s involvement 
in music streaming but rather to use sociology as joint pole in an excur-
sion in a sociological context aiming to uncover the main affordances for 
human’s coalition with music in the realm of streaming. 

Although the chapter is embraced by Giddens’ generous view of so-
ciology, a special branch of sociology, Actor-Network Theory (ANT), is 
explicitly employed to “open” the black box of music streaming. As 
ANT, in the way that I comprehend it, is a theory that can be applied on 
almost any ‘thing’ or event regardless of era, I have accompanied ANT by 
Bauman’s notion of liquid as a characteristic of contemporary society and 
consequently also the phenomenon of music streaming. The orientations 
of ANT and liquid modernity are then accompanied by a multimodal 
social semiotic theory, as many representations found in the sources used 
to investigate the affordances provided by music streaming are multimod-
al. Mainly, the parts accounting for social semiotics are based on the 
works of Kress and van Leeuwen. However, as some resources exceed 
the modalities acknowledged by Kress and van Leeuwen, such as hyper-
texts and features as loci of interactivity, the works of Adami and Pauwels 
have been consulted. Finally, the very interior of music streaming – the 
streamer, i.e. the user of the music streaming service, nurtures from Har-
away’s idea (2000) on the posthuman. Theoretically, Haraway’s posthu-
man cyborg is a mere case example of ANT, enhancing the networked 
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hybrid actor of man and machine. In the case of music streaming com-
prehended as the musicking ‘thing’ of human and algorithms – a musical 
cyborg. 

ACTOR-NETWORK THEORY  

Based on the epistemological consideration recognising music streaming 
as showing the characteristic of being an opaque black box, the theory of 
Actor-Network (ANT) will be employed to “open” this black box. 
Maxwell’s black box analogy has been elaborated upon by actor-network 
theorists like Latour and Callon, trying to analyse technology (Latour 
2011, 2005; Callon 1990,). Within ANT, technology is intertwined with 
humans and not regarded as purely instrumental to humans. Latour 
acknowledges how technology often is black boxed effectively hiding its 
socio-technical components invisible and hence are withdrawn to auto-
matic functions until the actor-network for some reasons breaks down 
(Latour 1988). A way to deliberate “open” intact black boxes, such as the 
technological constructions of music streaming, is to closely scrutinise 
them by using ANT. 

Actor-Network Theory and its acronym ANT was coined by Bruno 
Latour as a unique branch within the broad framework of sociology 
(Latour 2005). Several theorists have, in parallel with Latour, developed 
and refined ANT throughout the years (Ahn 2015, Latour 2011, Cress-
man 2009, Callon 1990). All in all, ANT is not a consistent theoretical 
grid that can be applied through a tight scheme onto any phenomenon. 
Instead ANT shows a diversity of interpretations (Cressman 2009). Nev-
ertheless, the theoretical framework has some essential cornerstones that 
cannot be ignored. The most apparent base is the duality of the concept 
actor-network. The duality is used to picture a conjunction between two 
different ways to regard an object – as an actor and as a network (Latour 
2011:800, Cressman 2009). Such double nature can be understood in the 
same way as the duality in the physic understanding of the phenomenon 
of light, understood as a wave-motion as well as a particle (the photon). 
These metaphors do not claim that light is being neither a wave-motion 
nor a particle. The two different metaphors should instead be comprehend-
ed so that the phenomenon of light can be compared to either wave-
motion or a particle, as the phenomenon of light shows the characteristics of 
them both. In the same way, ANT objects can be viewed and compre-
hended as both actors and a network. Latour uses the launch of the Co-
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lumbia space shuttle to animate to the dualistic concept of actor-network 
of a ‘thing’:  

You thought the Columbia shuttle was an object ready to fly in the sky, 
and then suddenly, after the dramatic 2003 explosion, you realize that it 
needed NASA and its complex organizational body to fly safely in the sky 
– here is the hall where the disjointed parts have been assembled for the 
task force to inquire afterward into what went wrong. The action of fly-
ing a technical object has been redistributed throughout a highly compo-
site network where bureaucratic routines are just as important as equations 
and material resistance. Yes, it is a strange space, that of a shuttle, that is 
just as much in the sky as inside NASA, but that’s precisely the space – 
hard to describe and even harder to draw – that has been made visible by 
the deployment of network in my sense of the word (Latour 2011:797).  

Here, the space shuttle can be comprehended as one actor, but it can also 
be understood as a network of actors needed to constitute the shuttle its 
take off as well as its flight possible. To fully understand the event of a 
space shuttle “ready to fly in the sky”, Latour points out how the body of 
the shuttle is extended to include the “bureaucratic routines” of NASA as 
well as “equations and material resistance”. In an ANT perspective, there 
can be no study of a single, isolated and delimited object, in my case the 
affordances of music streaming, without accounting for the networked 
actors associated and needed for that ‘thing’ to make it possible to “fly in 
the sky” (read: be able to provide streamed music). The appliance of 
ANT in this study means that the complex sociotechnical relationships 
within music streaming ought to be discovered and investigated. As such, 
ANT provides a set of analytical tools that can be used to look into this 
musical conglomerate of science and technology “by tracing the complex 
relationships that exist between governments, technologies, knowledge, 
texts, money and people” (Cressman 2009, Callon 1990) which consti-
tutes the actor-network of music streaming. 

As an Actor 

The actor in actor-network theory is a source of action, ascribed to hu-
mans and non-humans as well as cyborgs (Latour 2005, Callon 1990). 
The theoretical notion of an actor gives at hand that the actor has no 
inherent agency, meaning that the actor has no internal will or purpose. 
Rather, from this perspective, an actor is seen as a source of action under-
stood as a ‘thing’ that, by being this ‘thing’, makes others actors act (Latour 
2005, Callon 1990). In this way, by referring to others, an actor per se 
ascribes to a network. The ontological stance where any hierarchy be-
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tween humans and non-humans are levelled becomes important. Humans 
may act upon non-humans as non-humans may act upon humans (Ahn 
2015:115-130). An actor can be just about any identified entity that me-
diates in such a way that it makes other actor acts.  

Another theoretical concept in ANT is the idea of punctualisation 
(Cressman 2009, Callon 1990). Punctualisation describes a whole net-
work or an entire complex of networks, thus such complex can be punc-
tualised as one actor (Callon 1990). Hence, actors can be focused at differ-
ent levels of magnification or different focus of attention (Cressman 2009). 
In this way, actors can be operationalised, i.e. punctualised, on different 
strata and should not be understood in hierarchical structures. The reverse 
gives that an actor can be analysed on behalf of its network components. 
In other words, such reversed analysis thus offer a possibility to open a 
black box and scrutinise its interior.  

In this thesis, the idea of punctualisation will be used threefold. At 
the one (i) hand, the theoretical concept is used to demarcate the differ-
ent phenomena in focus of the research questions regarding music stream-
ing. The Spotify music streaming service where the streaming, in general, 
and music streaming, in particular, becomes focused as the punctualised 
actor constitutes the preconditions for musicking via streamed music. 
Thereafter, (ii) music streaming is punctualised with a focus on the af-
fordance of the interface between the Spotify Company and the end-user, 
i.e. the designed interface of the service. This punctualisation then draws 
attention toward how, and why musicking may occur and what streamed 
music affords in terms of musicking. Finally, (iii) music streaming is punc-
tualised on behalf of the streamer, i.e. the one who stream. Additionally, 
this puts focus, not only onto the user’s experiences of musicking, but 
also what the user may learn from this type of musicking and how that 
learning further may affect future experiences of musicking. This punctu-
alisation also make it possible to scrutinise the streamer as a network be-
tween the musicking human and the technology that constitutes the 
streaming, e.g. smart algorithms. Punctualisation is also used to focus oth-
er local phenomena within music streaming such as music educators. 
Here, punctualisation can assist the analytical thinking for instance on 
what or who an educator can be. Any actor can be punctualised as an 
actor, if it makes other act, e.g. makes someone experience and learn 
music. 
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As a Network  

The network in ANT is set out to picture social relationships among and 
between actors. The term network should therefore not be understood as a 
direct calque from network theory. In ANT, a network should be under-
stood as an assembly of the needed, what belongs together and what will 
shape the ‘in common’. For this reason, Latour uses a strict orthodox 
linguistic interpretation of the concept ‘social’ describing the shared and 
the in common. At the other hand, the comprehension of the word ‘so-
cial’, placed in a social construction of the world, makes Latour’s inter-
pretation of it rather un-orthodox, compared with the lion-part of tradi-
tional sociology, as it translates to include non-humans abreast with hu-
mans. Using ‘social’ as a concept for non-humans as well as humans, plac-
es ANT in a quite special branch of social science (Latour 2005). The 
‘social’ is, therefore, a term that comprehends what follows, enrols and 
ally a ‘thing’, comprehended as a constitution – a network (ibid.:6).  

Within the digital premises where this thesis partly is situated, the 
theoretical term ‘network’ should not be confused with given networks 
such as the Internet. Neither is a network to be comprehended as a “so-
cial network” between peers within a community per se. A network 
arises when something social associates actors together. A network is 
therefore not to be recognised as a given network, a set structure of con-
nections that are already there to be studied (ibid.:5). This reasoning en-
tails that the structure is not what explains, but instead what needs to be 
explained (Ahn 2015:115-130). A network is, within ANT, an analytical 
term to be understood in an explorative way to reassemble the associates 
that constitute the network. In this way, the term network becomes a 
theoretical concept as well as a mode of inquiry (Latour 2011:799).   

The employment of the idea of a network comes with a price. The 
punctualised actor in focus always comes with the full price of a net, nev-
er being able to be treated solely and unconnected (Latour 2011). An 
individual, for instance, can never be regarded without being “defined by 
the list of other individuals necessary for its subsistence […] every indi-
vidual is part of a matrix whose line and columns are made of the others 
as well” (ibid.:806). Every single node, social atom, in the network is an 
atom substance with attributes. However, then, when reassembling ac-
tors, where does such an inquiry stop? How far will the excursion reach 
in its reassembling? When is the associative of the associative dislocated 
from the belonging? To answer these type of questions, I return to 
Latour’s usage of ‘the social’. Associates are included and should be tailed 
upon their actorship as long as they belong, and as long as they have the 
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one ‘thing’ in common (Callon 1990). For instance, the music streaming 
company of Spotify might have a certain record company associated with 
its service; a single artist can be associated with the record company as 
well as directly associated to the music streaming service. If the record 
company, or the musician, is involved in other things besides the music 
streaming, those associations are not to be included in the reassembling of 
the social as that particular ‘social’ is defined to be music streaming within 
the realm of Spotify. However, if that something is found to have a rela-
tionship, and thus ally to music streaming, then, and only then, that 
‘thing’ has to be accounted for. A consequence of this way of reason is 
that the excursion as such must be stretched out and be ready to explore 
the fringes and outskirts before delineate and defining the network or not.  

Tailing and Reassembling Social Actors 

One of the suggested methods in ANT is “to follow the actors” (Cress-
man 2009). Whilst tailing an actor, associates to the focused punctualised 
actor may emerge and come forth as new actors. This discovery means 
that every actor, or more precisely every potential actor, found in the 
excursion becomes included as soon as they have left a trace to tail. Po-
tential actors, found in serendipity but with no convergence social associ-
ation to the punctualised actor-network in focus, becomes devalued as an 
actor and consequently dismissed from the reassembled network (Callon 
1990). Also, if an actor is found but cannot be deducted to make others 
actors act, the “actor” is dismissed from being an actor in the punctualised 
network (Ahn 2015:115-130). Tailing must be performed with caution as 
traces can sometimes be difficult to detect. Also, traces might be decoys 
why a gentle but critical attitude is necessary to employ. An article in 
media might reveal certain associative, but the source has to be critically 
examined and cross-checked from other sources as well to determine its 
value as an associative actor in the network. 

Another fundamental principle in ANT is the rule of symmetry, which 
says that actors of humans and non-humans should be described and ex-
plained with the same type of terminology (ibid.). Humans as well as 
non-humans can be social and non-humans can make humans act just as 
humans can make non-humans act. This rule of symmetry will also be 
applied to equal the dichotomy of he and she genders in the text. Conse-
quently, any ‘she’ or ‘he’ will be referred to as ‘it’. Also in this way, a 
non-human is not ascribed and limited to the definition of an object. The 
last theoretical concept used from the ANT to be employed in this study 
is reassembling. This means that in the process of following an actor, new 
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actors may reveal themselves to associate with the ‘thing’ in common. As 
new actors have the ‘thing in common, they become per se networked, 
i.e. reassembled in a network. To reassemble is, according to Latour, the 
root of ANT. The stem of sociology derives from the Latin word socius, 
whose root sequi means to follow (Latour 2005). In this way, ‘the social’ 
comprehend the ones who are followed and tailed, the ones who are 
associated and the ones having something, i.e. the ‘social’, in common. 
Deriving from such etymological background, the ‘social’ founds the base 
not only for how participants are associated in networks. The ‘social’ also 
ascribes a methodological approach to assemble associative leading to-
wards a constitution of ‘the social’. In this way, “re-assembling the social” 
becomes a conceptual verb as well as a noun in Latour’s theory (ibid.). I 
interpret the “re-” as the methodological work of ANT to analytical tai-
lor and assemble associative as the social must be social whether identified 
and put under the loupe or not. In the example presented above with the 
Columbia space shuttle, the associative to that ‘thing’ are the construction 
and constructors of the shuttle, as well as the crew and the NASA rou-
tines. In the case of Spotify and its streaming service as a punctualised 
actor, comparable actors are to be found, tailed and reassembled into the 
network which constitutes the actor of the Spotify music streaming ser-
vice. 

ANT IN ENCOUNTER WITH LIQUID MODERNITY 

The term ‘liquidity’ is collected from Bauman and name the phase of the 
first decades of the 21st century.36 The analogy of liquidity to describe this 
era recognises the characteristic of a lack of direction as well as a lack of 
destinations compared to the previous era of modernity where develop-
ment and continuous headway, per se, lead “forward”. Bauman distin-
guish how the current society does not seem to know where it is heading 
or to what destinations certain actions will lead (Bauman 2000). Liquid 
modernity is not to be comprehend as an era in itself but rather an inter-
regnum between eras. In liquid time, there is no utopia and consequently 
no destiny. Instead, the ‘liquid’ shed light upon a continuous hunt for the 
unexpected. “Change is the only permanence, and uncertainty is the only 

                                                
36 The prominent philosopher and sociologist Zygmunt Bauman has written extensively 

on the topic of Liquidity. F.ex.: (2000). Liquid modernity, (2005). Liquid life, (2007). 
Liquid times: living in an age of uncertainty, and (2011). Culture in a liquid modern world. 
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certainty” (Bauman 2000: viii). Liquidity offers conceptual dichotomies 
where temporality replaces the ultimate. Flexibility replaces the solid.  

‘Liquid’ – being the prime word that entitles this thesis, frames the 
starting point for the study as well as the outcome of the investigation. 
This apparent circled reasoning should not be understood as a dead-end 
street, leading nowhere but back to the start. Rather ‘liquid’ should be 
understood as a pre-condition. The thesis is therefore set to describe how, 
and in what way, liquidity characterises the affordances of music stream-
ing and how liquidity acts upon the possibility of learning within the 
realm of music. The objectives for introducing Bauman’s liquidity as yet 
another actor to be employed in the ANT analysis of this thesis, is partly a 
way of comprehending the digitalised society, and partly a mode of in-
quiry. For the first, although ANT often orbits technology, I have under-
stood ANT as a theory that can be applied in different settings and con-
text regardless of era. Apropos music streaming and the affordances there-
of, there are several tokens that put music streaming, and the music busi-
ness model of Spotify to call for an additional theory to accompany ANT. 
This aspect, of music streaming present in a ‘liquid’ era, requests a rather 
comprehensive review of the context where Spotify is situated with its 
streaming service. Therefore, Bauman’s theories of liquidity have been 
applied throughout the current thesis to account for contemporary ten-
dency within society. Consequently, the relationship between ANT and 
liquidity is thus that ANT is situated within liquid modernity. 

Further, the two branches of sociology, ANT and the ‘liquid’, elabo-
rate with different entities. Actor-network theory can operate regardless 
of context or ideologies whereas ‘liquidity’ can be described as more of a 
ontological viewpoint enable to encounter with other theories. When 
applying the ‘liquid’ towards an actor-network, I do so in order to gain a 
stance to exceed a descriptive mapping of the actor-network. Instead of 
only describing what is there, a ‘liquid’ lens opens up for tendencies and 
movements, possible developments and not only the established. In this 
way, the ‘liquid’ offers a somewhat critical attitude towards what could be 
present or missing. 

By adopting Bauman’s analysis of contemporary society as a feature, 
the notion of liquidity heralds both an attitude necessary to fully engage 
with during the inquiry, e.g. the need to tail and renegotiate and reas-
semble the associates within the ANT, but also liquidity constitutes a way 
of comprehending “results”. Actors and networks found in analysis 
should be regarded as temporary constructions. Epithets like liquid music 
streaming suggest that such a music service is not heading toward a pre-
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set destiny. Instead, such a service floats along, continuously tweak and 
redirect as an actor as well as a renegotiating its constituted network of 
the needed and its affordances. Consequently, analysing actor-networks 
framed in a liquid time equals being attuned to; movement and tenden-
cies, the possibility of a return bent, a step aside, dissolve, evaporation or 
transformation.  

ANT IN ENCOUNTER WITH SOCIAL SEMIOTICS 

The explorative research process has employed an unpremeditated and 
iterative usage of theoretical tools as previously described above. Some of 
the sources found, while exploring the field of music streaming, showed 
to be of a multimodal nature. Pictures, photos and symbols are accompa-
nying the written text in the public sources of newspapers and reports. 
The interface of the music streaming service is designed with written text, 
pictures, symbols, colours, functions, features, as well as musical sound 
and digital formats. Tout ensemble, the nature of the sources called for an 
analysis that could account for multimodal analysis to make it possible to 
investigate the affordance of music streaming. Within the ANT frame-
work, there is nothing explicitly acknowledging multimodality as a nature 
of social semiotics, although there is nothing contradicting it either. Se-
miotics, at the other hand, is acknowledged within ANT as an actant 
(Cressman 2009, Latour 2005). What the multimodal theory contributes 
with in this thesis, is by providing tools to analyse the multimodal re-
sources and by that deepen the analysis. By employing multimodal analy-
sis of the multimodal source details of how actors and associations may be 
expressed in the design of the multimodal source becomes visible. With-
out this deepen analysis ‘things’ risk to pass unnoticed and overlooked by 
blending into the common (Kress & van Leeuwen 2006). 

Acknowledging multimodality is to recognise the palette that con-
tinuously constitutes, and re-constitutes the “semiotic landscape” in 
communication (ibid.:35). For communication to be comprehensive, the 
semiotic resources need to be ‘social’, i.e. recognised, valued and under-
stood by its users (ibid.). Note that semiotics saturated in the ANT para-
digm ascribe users as humans as well as non-humans. This rule of sym-
metry makes a ‘thing’, such as an interface, constituted by semiotics that 
must be understood by humans as well as non-humans. In this thesis, the 
perspective focuses the end-users’ perspective onto the interface, whereas 
a dissertation in computer science might have focused the perspective of 
the machine. By turning to social semiotics, a resource like the interface 
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of the music streaming service can be analysed, as its design “bear the 
imprints” of the ‘social’ (Kress 2010). Analysing social semiotics multimo-
dality thus becomes a way to analyse the affordances (Norman 1988) it 
holds, from the end-user’s perspective. 

Kress and van Leeuwen are the protagonists who suggested an exten-
sion of monomodality of written text, into multimodality which makes it 
possible to read images or any other modality for that matter (Kress & van 
Leeuwen 2001).37 Kress & van Leeuwen’s initiative has further been de-
veloped to include a broader range of modalities such as musical styles 
and genres (Machin 2010). A critical modality within digital texts is hy-
pertext, e.g. functions and activities within digital interfaces as modes of 
interactivity addressed by Adami (2013) as well as Pauwels (2012). The 
analyse of musical sound quality, and musical formats have unfortunately 
no multimodal conductor to my knowledge (see Sterne 2012), why mu-
sic and sounds of music are analysed on behalf of the same multimodal 
principles that Kress & van Leeuwen advocates. Another coarse limitation 
of this multimodal approach is meaning-making from the perspective of 
codes and machines swiftly mentioned here above. The shortcoming of 
the perspective of codes and machines are indeed limiting the credibility 
of this analysis as the ANT gives at hand that actors depend on each other 
to act. Nevertheless, this intertwined relationship between human and 
non-human is established as an actor-network, the perspective of codes 
and machines become expressed, as it is imprinted, in the affordance for 
the end-user. 

Multimodal analysis of semiotic resources within an interface such as 
Spotify’s music streaming service offers a significant possibility of com-
plexities to be scrutinised. However, in this thesis that is not the case. 
Complex affordances that may arise from hierarchies of simpler affordanc-
es are not analysed. This means that complex compositions of visual and 
verbal representations have not been taken into account whether they co-
work or counteract. Nor are the vast possibilities of intertwined reading 
paths, created by peers and social networks analysed. Instead, the analysis 
is limited to cover the main affordances that linger across different inter-
face of various digital devices used for musicking by focusing on the po-
tential of meaning instead of the actual communicated meaning to partic-
ular and individual users.   

 

                                                
37 As Kress & van Leeuwen expresses it, multimodality is a way of exceeding and chal-

lenge the monomodality of written text that has dominated Western culture.  
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4. METHOD 
The research method used to account for the main affordances of music 
streaming is grounded in ANT. The Actor-Network Theory aims to map 
the constitution of music streaming, i.e. what music streaming needs in 
order to perform its task, by finding the actors needed to be networked 
for the task. ANT reassembles actors into networks as well as ANT ana-
lyse punctualised actors on behalf of its internal network, e.g. the one 
who streams. Regardless of whether Spotify is treated as a unique speci-
men, i.e. an intrinsic case, or if the company is treated as an instrumental 
case showing universal features of music streaming that thus can be gener-
alised to apply to any music streaming company,38 ANT is imbued in all 
of the method of the entire research process. The different “cases” of 
Spotify comes forth in the selection of sources, and then whether a source 
reveals an actor to be networked to Spotify as an intrinsic case, e.g. Swe-
dish Authorities. Otherwise, if the source reveals an actor than any 
streaming company could be networked by, e.g. suppliers of music then 
Spotify is treated as an instrumental case of a music streaming company. 
ANT is used in the search for sources, the evaluation of sources concern-
ing their trustworthiness and relevance, and used while finally analysing 
sources to map actor-networks. As the field of research, music streaming 
in general and Spotify in particular, were relatively unexplored when this 
study was launched in 2012,39 the initial phase of the method used in the 
study at hand was exploratory. 

In the explorative phase, the area of research was screened for availa-
ble sources. This phase originated by searching the Internet as the com-
pany operates within this premises. This screening concerned both tradi-
tional literature search in data bases but were to be extended to incorpo-
rate searches with the Google search engine for sources to base the study 
on. The explorative phase of the research consisted of this type of screen-
ing accompanied by an iterative process where the sources found called 
for certain theories and methods to be used. In this way, the whole re-
search process has been empirically driven like an organic iterative pro-
cess, which constituted the Epistemological Considerations that frame the 
study at hand (see Chapter Two). The empirical driven iterative process 
opened up for certain type of sources to call for a specific type of method, 

                                                
38 See Chapter One for a description of these types of cases. 
39 See Chapter One for Current Research. 
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whereas the method, in turn, opened up for revealing, tracking, selecting 
and analysing sources, which in turn led to a re-evaluation of theories and 
methods. The sources and methodological joint pole that this study has 
relied on throughout the process, has thus been the ‘social’. This meant 
that despite the vast number of sources that can be found via a search 
engine on the Internet, the search continuously turned to recapitulate to 
the ‘social’, original meaning what belongs and the one in common, e.g. 
belonging to affordance of music streaming. 

This chapter will declare the different phases of the research method 
used in this study. Initially, the process of gathering sources, e.g. screening 
and searching for sources by following actors will be presented. This ini-
tial phase was part of an iterative process that, once a source was found, that 
source was analysed on behalf of its potential actor and network associa-
tion. If the source revealed an actor, or an association to a network, then 
these actors and associations become objects for a new search. The phases 
of searching and describing actor-networks are presented separately in this 
chapter, even though they constitute each other in the cyclic iterative 
research process. After presenting the selection of sources the ethical con-
siderations that these sources bring with them is accounted for. Then the 
chapter presents two sub-chapters where the analysis is presented. Firstly, 
ANT is presented as a mode of inquiry where actors and their networks, 
are found, i.e reassembled to the social. Secondly, multimodal analysis is 
presented as a method used to deepen the analyse of the ‘social’ when 
multimodal semiotics are present in the sources, e.g. the interface of the 
music streaming service. Finally, this chapter will end with a presentation 
of an additional method named Contextographical Operationalisation 
which has been used to graph the context in which the case of Spotify is 
situated, both regarding Spotify as an instrumental case, i.e. music stream-
ing per se and Spotify as an intrinsic case, i.e. the particular company of 
Spotify.   

SEARCHING FOR SOURCES BY EMPLOYING ANT 

As presented swiftly above, an exploratory stance was used at the begin-
ning of the research process. This was due to the fact that quite little was 
known about streamed music when this research project began in late 
2012 as mentioned above. An explorative stance emphasises an understand-
ing of a phenomenon in its own right (Barker et al. 2002) which aligns 
well with Spotify as an intrinsic case (cf. Stake 2012). The first step in this 
explorative phase was the screening for sources, concerning music stream-
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ing in general and the Spotify service in particular, which can be de-
scribed as a process of an unpremeditated excursion, a so-called “open-
ended strategy for obtaining the data” (Barker et al. 2002). Once a certain 
type of source was found, that source was scrutinised regarding whether it 
held some ‘thing’ that could be associated to the affordances of end-users’ 
musicking within the realm of music streaming. Exploratory research 
should be characterised by the researcher being flexible and sensitive at-
tuned to the sources (ibid.) why the empirical findings propelled and 
generated the final selection of theory as well as method. This iterative 
process can be described as an explorative journey with an on-going con-
versation between empirical findings and theoretical analyses with socio-
logical guidebooks creating a tour (Bauman 2011, 2007, 2005, 2000; 
Latour 2005, Bauman & May 2004, Castells 2002). Although, it needs to 
be underlined that sources found on the Internet, also was tested on be-
half of their trustworthiness before added to the gathered collection of 
sources which I will come back to below. This testing also became an 
influential part of the method as new actors and associations emerge from 
this critical review. In practice, this testing meant to close up on an actor 
presented in a source and to follow the actor turn to its original source 
where this actor first emerged. This explorative attitude was found to 
work handily with the ANT model of research. Every source was initially 
treated as a potential treasure, ready to be mined. The iterative process in 
the exploratory phase thus sifted the relevant information from the irrele-
vant, differing between what belonged and what did not belong. In a 
sociological ANT terminology, this meant to find actors and their ‘social’ 
associations.  

The exploratory screening for sources, conducted between the be-
ginning of 2013 and end of 2015 within the geographical borders of 
Sweden, aimed to find public available sources that could found the basis 
for the study at hand. The core criteria for selecting a source was that it 
could reveal empirical findings concerning the actor-network of stream-
ing in general and the Spotify streaming, in particular. All of the screen-
ing departed from the Internet and the search engine of Google. In Prin-
cipia, the screening was conducted via google searches that revealed dif-
ferent types of sources. Many times, the sources turned out to belonged 
to “containers” of sources. This could for instance be a website like the 
site of Swedish Radio, a newspaper or a magazine site, that housed pro-
grams or articles that in turn held empirical findings to be analysed. 

This methodological reasoning can be animated by the following ex-
ample: when screening for sources concerning the music service of the 
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Spotify Company, the name of the company’s co-founder and alike CEO 
“Daniel Ek” were frequently mentioned in several primary sources. In 
order to determine whether he was an actor or not for the affordance of 
Spotify’s music streaming service, his name was “followed”, i.e. searched 
for, on the Internet (see previous Chapter Three regarding Tailing and 
Reassembling the Actors). By googling “Daniel Ek”, the Google search 
engine presented numbers of links of newspaper articles, photos and real-
time interviews available at different digital sites, mainly YouTube. Also, 
a one hour talk on Swedish public radio in 2012 by Ek was found 
through this search. By following that link and listening to the radio 
speech, that particular source revealed much information about the start-
up days of Spotify which later shown to be relevant in addition to other 
sources, for the comprehension of the constitution of Spotify and its ser-
vice. The speech, by Ek, also revealed quite some information concern-
ing his own background, which also during this investigation, has found 
to be very relevant for the affordance of Spotify’s music streaming. Many 
features at the Spotify music streaming service mirrors his experiences and 
longings earlier in life which makes findings in two separate sources, i.e. 
the interface and the CEO’s talk coherent with each other.  

Google has also provided links to sources off the Internet, such as the 
possibility to attend to so-called Meetups at the Spotify premises.40 Those 
gatherings provided observations of some of the company premises, its 
staff, and also its company culture. Also, these Meetups provided the op-
portunity to speak with other participants of the event as well as some of 
the staff during social intercourses that these Meetups also held. Further, 
these Meetups provided lectures, power points and handouts about the 
Spotify service as well as information about their user base. The Meetups 
became a way to, as Hallinan & Striphas suggests, get “glimpses into their 
[Spotify’s] proprietary systems” (2014:2). Those Meetups were an-
nounced publicly on the Internet at www.meetup.com. During the peri-
od of the study, I had the opportunity to attend three different Meetups 
at Spotify HQ in Stockholm as well as another two meetups on techno-
logical developments such as Big Data and SICS open house, also situated 
in Stockholm. All in all, available public sources such as the public media 
landscape offers has provided a firm base for studying affordance of music 
streaming.  

                                                
40 “A Meetup group is a local community of people. Meetup groups are sustained through 

Meetup events, which are face-to-face gatherings that happen in real life between 
members and organizers.” www.meetup.com 
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The advantage of the Google search engine is that it presents de-
contextualised search hits why a ‘things’ can be followed and found in a 
secondary source even though the primary source has been removed. 
Also, words, combination of words or pictures can be used in the search. 
In this way, searching the Internet with a search engine such as Google, 
aligns with the ANT idea of following traces of actors as a search engine 
is architected to find search hits of ‘what belongs’ to a word or a picture. 
A newspaper article containing a particular ‘thing’, e.g. an actor, would 
reveal yet another actor, whose name or picture, in turn could be used as 
a new search. While using a search engine such as Google, there were 
two main troubling issues that became evident in the search process for 
the screening and following. Firstly, (i) often the number of search results 
were of such magnitude that the results needed to be sorted in order to 
be viewable. How this sorting and selection is performed by the engine is 
blackboxed why the question of whether the search results, i.e. the po-
tential sources, were relevant or not (Gillespie 2014). The second issue 
(ii), intertwined with the first one, holds the question of what premises 
content is being personalised (Pariser 2011a). Alike the first issue concern-
ing selection and relevance of the presented search results, personalisation 
is biased by default (Gillespie 2014, Pariser 2011a). These issues were 
tackled by refining the searches in different ways, cross-checking the same 
content in different sources, occasionally vary the search engine as well as 
using different web browsers for the screening and following.  

Selected Sources 

This section presents the selection of sources and the “containers” of 
sources used in this study. The sources have all been found exploratory 
through ANT as a mode of inquiry by following actors within the field of 
available public sources primarily accessible via the Internet. Here ‘public’ 
stands for open access sources, like the public viewing of content on cer-
tain websites such as Spotify’s interface, the YouTube, Billboard Hot 100, 
Ifpi reports, public radio, newspapers or magazines.41 Identified actors 
have been followed, their associates have further been identified and thus 
reassembled to constitute networks. In the initial exploratory screening 
process, most content in the available sources was regarded as blurring 
noise. To qualify as a selected source, the source had to reveal and bring 

                                                
41 Note that public, in this study, is connected to a Swedish IP-address. Thus, according 

to juridical restrictions for digital content, some sources might therefore be inaccessible 
for a user situated in another country. 
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something ‘social’ forth that associated to what already had been reassem-
bled. The final selection of sources that found the base for this thesis’ 
investigation is presented in an APPENDIX of this thesis. In a schematic 
over-view, this selection derives from the following containers of source: 

 
I.   Spotify’s own sources 

 Interface of the Spotify service  

 Spotify web pages  

 Presentation material made by Spotify 

II.   Statistics and Reports (2004-2014) 

III.   Research 

 Academic research with double affiliated researchers to Spotify 

IV.   Media Reports 

 Talks and interviews with CEO Daniel Ek  

 Newspapers 

 Websites 

V.   Meetups   

Table 1. Selected Containers of Sources 

Departing from this schematic presentation of sources there is three issues 
that need to be accounted for regarding the selection of sources: (i) how 
containers of sources have been navigated in order to further refine the 
selection of source, (ii) the trustworthiness of the selected sources and 
lastly (iii) how the sources are presented and document in this thesis. 

The first (i) issue to arise concerning these containers of sources is 
how sources within these containers have been selected and searched. 
This task has been performed by using search words in local search func-
tions. For instance, the container of the Ifpi digital music reports, con-
taining ten pdf-documents, in total 332 pages (2004-2014), could be 
searched for particular word with the search function in the Adobe pro-
gram used to read these files. These documents were read most briefly 
whereas particular pages within the reports were read closely, i.e. where a 
specific word like ‘streaming’ and ‘Spotify’ occurred. The sites of digital 
newspapers were, in a similar manner, searched for articles containing the 
words referred to above. For instance, a site housing the Swedish business 
magazine Dagens Industri (DI) could be searched for articles by using the 
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search function at the website. In that way, the number of articles within 
that particular magazine became reviewable: N=1 (2007), N=4 (2008), 
N=40 (2009), N=26 (2010), N=45 (2011), N=48 (2012), N=65 (2013), 
N=170 (2014); a total of N=399 articles. By the usage of local search 
functions at websites and in pdf-documents, it has been possible to cover 
the vast number of sources that these containers housed.  

The second (ii) issue that arises with the sources is the question of 
trustworthiness of the sources’ content. I have found that information 
about the Spotify streaming service seldom derives from journalistic in-
quirers but rather from the PR division of Spotify. This conclusion is 
based on sentences like “…unconfirmed rumours…” or “…a leak claims 
that…” in articles about the streaming service. Such phrasing point to-
wards restrictions of company secrets. One particular example in media 
drew my attention to this particular issue. It concerned Spotify’s attempt-
ed establishment in Russia where the site of gigaom.com failed to get any 
information about the particular situation from Spotify. Instead, giga-
om.com found an indirect way to retrieve information about the situation 
via the Russian mobile operation company Vimpelcom. These examples 
have directed me to conclude that a company, such as Spotify, is situated 
at a position where they need to be in control of the information about 
themselves and therefore not interested in being scrutinised publicly. The 
example taught me the necessity to not only critically examine sources 
but to consult arbitrary sources to confirm a particular content.  

The third (iii) issue concern how to present and document the 
sources used for the study at hand. Available content on the Internet, as 
well as the interface of the Spotify streaming service (see Figure 3), can be 
of a liquid character as they may move or change across time, place and 
person (Parikka 2012, Pariser 2011b). This is the situation for some of the 
sources presented in Table 1. Many of the sources do not house “stable” 
content (Parikka 2012). To save and store such liquid content is only 
possible at a frozen moment in time (ibid.). Some digital content like a 
newspaper article or a recorded speech is “stable”. However, the content 
in itself, e.g. the article or the speech, may be removed from its storage 
and hence not available on the Internet anymore. Other sources like a 
website, e.g. Billboard Hot 100 list updates every week and change 
thereby content by replacing old content with new. Yet other sources are 
constantly moving, like video clips from YouTube or sounding music 
from the Spotify streaming service. Those sources cannot be reproduced 
in a written text. Instead, an animated source needs to be described or 
screen-dumped thus displaying a particular moment (ibid.). There are also 
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sources that are personalised like the interface of the Spotify program and 
consequently differs between views of the content. The traditional, mod-
ern view on sources and archives with “assumed permanence” (ibid.) 
cannot, therefore, be fulfilled within this thesis. Therefore, selected 
sources have been screen dumped, temporary saved and printed. Inter-
views and talks have been transcribed. The selected sources inclusive 
screen dumps (accounted for in the APPENDIX) have been printed and are 
stored in an archive at Department of Arts, Communication and Educa-
tion, Luleå University of Technology. Excerpts from the sources are pre-
sented throughout the thesis, e.g. quotes, statistics, pictures, photos, in 
addition to screen dumps from the Spotify interface and descriptions of 
sounding music. 

Ethical Considerations 

As declared for earlier, Spotify has been used as a case example in this 
study both as an intrinsic case as well as an instrumental case. By address-
ing Spotify as an intrinsic case study, i.e. not a case among other cases, 
but instead being an exclusive case, this circumstantial situation calls for 
particular etic consideration (Stake 2012). The company, its direction, its 
service, its employees and its users (read: potential public user base) have 
not chosen to be researched. Even though their business is well-known 
and only public sources have been used for the investigation, there are 
still ethical issues for the people belonging to the case that need to be 
considered.  

On the one hand, ethical questions regarding publication of sources 
concerning Spotify as a company and its music streaming service can 
seem to be a simple manoeuvred issue as all sources used in this thesis are 
public sources, and therefore already open sourced for anyone to access. 
Also, researchers in Sweden, are free to publish scientific work as there is 
ownership of knowledge due to the CUDOS-norms (Codex [www]). How-
ever, accentuating particular issues as well as making conclusions from 
data analysis, may put those open sources in a different light, which natu-
rally, as well as paradoxically, is the core mission of the researcher’s re-
search. Nevertheless, I like to underline that there is no interest of mine 
to depict the Spotify music service either as ideal or dubious. One delib-
erate way to navigate balanced between such polarities has been to gradu-
ally close up on the intrinsic case of the Spotify music streaming service 
towards an instrumental case example, to consist of, and offering af-
fordances of musicking that just about any music streaming company 
could do to its users. Another stance is to account for how the company, 
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its service, its staff, or its CEO appear, i.e. the staging and design, which do 
not equal how it is, a circumstance that fall aback onto the interior of the 
research object being black-boxed.  

Secondly, what is found in the sources, picturing Spotify as an intrin-
sic case, could very well translate to any other music streaming company, 
e.g. possibilities for user to compile musical collections, digital format 
used to transfer music digitally, or freemium subscription for users. At 
last, there is no private connections or business-like relations between the 
Spotify Company and me as a researcher. When I have participated in so-
called Meetups at the company’s HQ, I have presented myself as, at the 
time, researcher in music, interested in digital music distribution. Further, 
I have not violated Spotify’s terms and condition when practicing my 
research. 

FINDING ACTOR-NETWORKS THROUGH 

ANALYSIS 

The iterative research process circles between the search for sources ac-
cording to ANT and the analysis of those sources, again according to 
ANT. The section above accounted for the part of the searching whereas 
this section accounts for how actors and networks can be found by ana-
lysing the sources. The word analysis stems from the Greek, ana ‘up’ and 
ly ‘loosen’. To perform any analysis is thereby equivalent to a process that 
loosens up. Employing ANT for such disentanglement called for some 
questions to be set up to analyse the entities of actors and networks like: 
“who/what actor/s is/are present in this source?”, “why is this actor as-
signed to this source?”, “‘in what way does the actor make other actors 
act?” and “why does two or several actors belong to the same social net-
work?”, “what is the social?” or “what network properties is embodied 
within this punctualised actor?”. 

As the actor-network is a duality it does not matter whether associa-
tions between actors are found prior to the actors or vice versa. Starting 
to account for one of these two perspectives, finding an actor, the first 
assignments in that analytical operation is to find signs that the actor in 
question makes others actor act. Returning to the story of the Columbia 
space shuttle, NASA as a “complex organisational body” makes the Co-
lumbia space shuttle to act, although unfortunately for a very short 
amount of time, therefore the organisational body of NASA qualify as an 
actor. Vice versa, the space shuttle also qualifies as an actor as it makes 
NASA act. In this way, both of these actors becomes networked to each 
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other. The space shuttle, punctualised as one actor can also be analysed 
regarding its networked components. A question such as “what does it 
take to make the space shuttle ‘ready to fly in the sky?’” (Latour 2011) 
will start the analysis of finding the networked actors needed to get a 
space shuttle fly. In the study at hand Latour’s phrase is rephrased to 
phrases like: “what does it take to make ‘music stream’?” and “what does it 
take to make ‘Spotify into an exceptional music streaming company at the Swe-
dish market’?. Just like Latour suggested that the Columbia space shuttle 
needed the “complex organizational body” of NASA, I have turned to 
investigate the “organizational body” of Spotify, the “organizational 
body” of streaming, as well as the “organisational body” of music business 
to conclude “what it takes to make music stream”. By analysing, i.e. to 
loosen up, the punctualised ‘organisational body of the Spotify Compa-
ny’, the internal parts of that organisation become visible.  

To further animate this theoretical analytical process, the following 
example will illustrate how the ANT analysis was performed in the study. 
The digital site of the Swedish newspaper Dagens Nyheter (DN) were 
found to be a container of sources revealing associates to Spotify and mu-
sic streaming. The site offered an archive with previous articles of the 
newspaper which were easily browsed. One of those articles, described 
how “Spotify impress[ed] abroad”.42 The article describes the Nordic 
countries’ head of government meeting with the British Prime Minister 
at the time, David Cameron. In the article, the names of the Swedish 
Prime Minister, at the time, Fredrik Reinfeldt is mentioned, as well as the 
Spotify co-founder Martin Lorentzon. In this way, Martin Lorentzon is 
associated to both Fredrik Reinfeldt and David Cameron, hence Spotify 
is associated to the Swedish as well as the British Government. When 
tailing the combination of the names, “Fredrik Reinfeldt” AND “Martin 
Lorentzon”, in a Google search, a number of search results were exposed. 
Especially one of those search results caught my attention as the source 
were a digital document from the Swedish Government Offices account-
ing for the same event.43 

The site of where this particular digital document was housed, pre-
sented other sources, or a container of sources – the digital sites of the 
Swedish Government Offices, www.regeringen.se.44 This website, in 

                                                
42 Dagens Nyheter. (2011a). Spotify imponerar utomlands. By: TT, January 20, 2011. 

[APPENDIX] 
43 Government Offices of Sweden. (2011a). Fredrik Reinfeldt deltar I nordiskt, baltiskt och 

brittiskt toppmöte i London. (Pressmeddelande 17 januari 2011). [APPENDIX] 
44 Government Offices of Sweden. [www] [APPENDIX] 
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turn, provided further documents presenting associations between the 
Swedish government and Spotify dealing with particular questions and 
issues. This tailing, by searching this container of sources, revealed addi-
tional actors and networks associated with Spotify which will be account-
ed for further on in this thesis. By googling “David Cameron” AND 
“Spotify” another source was found which held a quote from David 
Cameron saying “Spotify has managed to solve a political issue”.45 This 
information further reveals how Spotify, being a commercial company, 
deem to have the potential to acts upon European politics and democra-
cy. Aligned with this apparent network between Spotify and the highest 
political actors within Sweden and Britain. This potential association and 
network were then confirmed by yet other sources like a document from 
the Swedish Minister of Energy advocating Spotify business issues at a talk 
in Brussels January 25, 2011.46 This written speech reveals how the Swe-
dish Minister of Energy presents suggestions for how international busi-
ness obstacles on the European market need to be solved for an increased 
market shares. In the speech, Spotify is explicitly named as a core exam-
ple. Such sources reveal how this Swedish minister, as well as the Swedish 
government, try to make other governments act on behalf of Spotify, e.g. 
the digital music market licensing.  

Via this type of tailing, from one source to another source, which 
showed to be a container where new sources could be found, the ANT 
did not only work as a search for sources. The employment of ANT con-
tinuously analyses the sources regarding potential actors and associations 
with networks. In the example, the Spotify enterprise was revealed to be 
associated with the Swedish government as well as networked with the 
domestic market jurisdictions within the EU. Spotify, or more precise the 
Spotify streaming service, act like an actor, makes other actors act, i.e. 
ministers, government, and trade barriers. At the other hand, these actors 
make Spotify, and its streaming service act as the politicians and jurisdic-
tions of the EU regulates the extension and dispersion of the service, 
which in the prolonging equals the affordances of musicking via stream-
ing for the public.  

                                                
45 Original: ”Spotify har lyckats lösa ett politiskt problem” (my translation into English).  
 Svenska Dagbladet (2011). Cameron vill ha Spotify. By: London TT, January 20, 2011. 

[APPENDIX] 
46 Government Offices of Sweden. (2011). How can the Swedish Digital Agenda support new 

business models for online content? (Written speech). By: Anna-Karin Hatt, Minister of In-
formation Technology and Energy. January 25, 2011. [APPENDIX] 
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Then, in what way does the example above show any character of liquid-
ity? Liquidity is apparent in two different ways. First regarding the source; 
the press release from the original www-address were removed.47 The 
document could no longer be found via a Google search; however, it 
could be found at another www-address via a digital archive at Govern-
ment Office of Sweden when searching the Governments official site 
with its internal browser.48 The dislocated source further underlines that 
the source can be removed altogether from public access. Secondly, this 
actor-network relationship must be regarded as liquid as the pan-
European agreements for music digital licensing were only highlighted in 
these sources and not realised. Nor does the sources reveal whether the 
Spotify streaming service is the ultimate solution for access to recorded 
music. However, the associations are there and the actors presented do 
qualify as actors according to ANT reasoning, nevertheless, the ‘thing’ 
must be regarded as liquid. 

MULTIMODAL ANALYSIS OF THE SEMIOTICS 

The multimodal analysis was introduced, as stated earlier, as an analytical 
tool in the research process. This introduction was due to the fact that the 
majority of sources showed to be constituted by a variety of semiotic 
resources like pictures, symbols, words, fonts, images, colours, sounds, 
and musical formats. Foremost the multimodal analysis was needed in the 
analysis of the Spotify interface of the music streaming service in order to 
reveal what affordances the service held for its users. The multimodal 
analysis was also used in selected visual representations of the sources in 
order to analyse what the particular source held regarding the ‘social’. For 
instance, a particular photo accompanying a newspaper article was found 
to be as important to analyse as the written text in the article. The multi-
modal analysis of the design of the interface, consequently also revealed 
the affordance of that design, which in turn, brings the idea of the user 
forth (Norman 1988). In this way, by analysing the multimodality of 
sources, it was possible to analyse what types of users the service of Spoti-
fy is designed to attract. Moreover, an analysis of the design also reveals in 
what way users are addressed at the interface, a procedure known as social 
actor analyse (Machin & Mayr 2012). When analysing social actors, the 
                                                
47 The original source of the speech by Anna-Karin Hatt were printed with www-address, 

date and time of the access by default. A retype of the address in 2015 only generated 
the “Page cannot be found. It may have been removed” (my translation).  

48 Government Offices of Sweden. [www] Information material. [APPENDIX] 
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semiotic resources are assumed to communicate with particular users, 
which in a critical reading also revels whom might be excluded from the 
social communication. 

The multimodal analysis should be understood as a way to deepen 
the ANT analysis and not as an additional analysis focusing on something 
other. As ANT assembles ‘things’ on behalf of the ‘social’, what unites 
and sticks together, the multimodal analysis has been employed to be able 
to deepen the analysis of the semiotics sources concerning the ‘social’ that 
these resources bring about. In this way, the multimodal analysis uses a 
wide variety of different analytical concepts and perspectives by shedding 
light upon and exposing details within a source (Kress & van Leeuwen 
2006, Machin 2010). Hence, without this type of analysis, these details 
risk to blend and vanish into the common and neutral, which conse-
quently means that these expressions might be overlooked and ignored 
(Kress & van Leeuwen 2006).  

Written Text and the Use of Metaphors 

Most selected sources in this study contain written text, e.g. the Ifpi re-
ports; the articles in the newspapers; webpages as well as the company’s 
digital forums. Texts has been analysed in six (vi) different ways. The (i) 
dominating analysis of the text was the analysis of its lexical content. 
Texts have also (ii) been analysed regarding connotations and values of 
words. For instance, when the CEO Daniel Ek is described as the “Most 
Important Man in Music” by the business magazine of Forbes,49 such ad-
dressing places Mr Ek and his Spotify in association with the readers that 
Forbes represents. The usage of “most important” further places Daniel Ek 
and his music streaming company superior to traditional music businesses. 
A description like that does ascribe Spotify a great impact factor within 
the realm of world business in general and the music business in particular 
which further underline Spotify as an exceptional case of music streaming 
company. It also associates Spotify, which at the time was mainly estab-
lished in Europe, with additional markets on a more global scale as the 
capitalistic oriented business magazines of Forbes is published bi-weekly 
within America, Asia and Europe. By employing such an analyse of writ-
ten text, where connotations are brought forward, and combining that 
analysis with an ANT analysis, actors as well as networks can be identified 
and mapped. 

                                                
49 Forbes. (2012). Spotify's Daniel Ek: The Most Important Man In Music. By: Steven Berto-

ni, January 4, 2012. [APPENDIX] 
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Further, texts have also been analysed (iii) regarding metaphors, e.g. 
streaming and clouds. Metaphors are per se used in order to comprehend 
and understand phenomena that are difficult to grasp. Therefore, the very 
“essence of metaphor is understanding and experiencing one kind of 
thing in terms of another” (Lakoff & Johnson 2003). Metaphors are not 
pictorial, verbal illustrations; rather, they matter for intellectualising and 
concept formation. By using metaphors, a phenomenon gets established. 
As metaphors tend to construct an understanding of a phenomenon, a 
critical stance to metaphors can in a way be used to denaturalise an estab-
lished conception of a phenomenon, an establishment that may hide oth-
er aspects of the phenomenon in question. One example of the usage of 
metaphors within the realm of music streaming is the ‘cloud’. The histor-
ical understanding of a cloud is a phenomenon that metrologists talk 
about. As this example show, the origin, from where the metaphor de-
rives, comes with a luggage. The natural origin of the metaphor such as 
the cloud being a cloud in the sky can bring along connotations to the 
metaphor cloud, which in this case are cluster of data storages servers 
(ibid.). Rather the metaphor can fill the “digital cloud” with aspects of 
the “cloud in the sky” which makes the metaphor misleading. Another 
example is the metaphor ‘icon’. Historically ‘icon’ is a wooden or metal 
piece picturing Jesus or Saint Mary that can be worshipped in prayer 
whereas an icon in digital settings is a gay visualisation of an application 
or a program on your desktop that can be pressed, organised or lost but, 
according to van Leeuwen, never worshipped (2005). By acknowledging 
the presence of metaphors in the text, an analysis of metaphors reveals not 
only what the metaphors is set to establish but also what that actor-
network reveal to the comprehension of music streaming. 

Finally, text at the Spotify webpages and the interface of the music 
streaming service is also analysed (iv) on behalf language and (v) its visual 
appearance in terms of the font, colour, framing and salience as such fea-
tures of the text holds social semiotic meaning tied to the affordances of 
the interface (Kress & van Leeuwen 2006). Text at the interface is also 
analysed (vi) regarding its function when the texts is a so-called hypertext. 
This special mode is described more in detail further down in this chap-
ter.  

Visual Representations 

The whole idea with multimodality as exceeding the monomodality of 
written text was initially based on visual representations (Kress & van Leeu-
wen 2006). By equalising visual representations to written text, verbal 



 

 61 

grammar faced its counterpart in visual grammar. This visual grammar is a 
set of rules that combines visual elements to each other in certain ways. 
The visual grammar is, as such, socially constructed and becomes, there-
fore, culturally specific. Hence, these multimodal elements become social 
actors (Machin & Mayr 2012). By scrutinising visual representation with-
in the sources, the idea is to reveal ‘the social’, i.e. what is used and how 
is it used to associate, to unite and stick something or someone together 
with something or someone else. This section will account how visual 
representations by its visual grammar are analysed (ibid., Kress & van 
Leeuwen 2006). 

The visual design of the interface of the streaming service appears 
differently across various digital devices as well as over time, as accounted 
for earlier (Figure 3). Therefore, the analysis of the visual representation 
within the social semiotic of the multimodal sources only accounts for 
what is represented in the main affordances, i.e. that visual representations 
that follows the design of the interface regardless of device or person. 
Therefore, the analysis does not include specific variations and expressions 
over time or from exact individual junctures. Visual representations in 
sources of websites, newspaper articles and so on, have been analysed as 
they have visually appeared on a MacBook computer screen when found. 
Also, the google search engine has been used to find pictures of other 
screens where the Spotify interface is displayed. This has been a way to 
ensure which features at the interface that can qualify as ‘main’. For the 
record, all of the visual representations from webpages, search results or 
interface of the streaming service, have been screen-dumped and saved.  

When analysing a source that holds visual representation, these mul-
timodal representations are analysed on behalf of its social semiotic re-
sources that applies to humans (see previous Chapter Three for a closer 
accountant for this theoretical stance). It is not my intention to fully de-
clare the numbers of multimodal concepts that can be used in this vast 
collection of sources and how each and every one of them can be used in 
an analysis. Instead, multimodal concepts have been used in order to ana-
lyse and thereby reveal the ‘social’ that particular sources house. In prac-
tice this meant that not every visual representation in every source has 
been analysed regarding its multimodal components. Instead, a visual 
representation found within sources that hold ‘things’ which qualifies as 
an actor or reveals something that can associate actors to each other have 
been analysed regarding its visual elements and grammar.  

One example is the analysis regarding colours used in the symbols, 
photos, pictures and the interfaces of the Spotify program. Colours hold 
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social meaning (Kress & van Leeuwen 2006, Machin 2010). For instance, 
the colour used in the design of the interface of the Spotify streaming 
service associates to particular users. Consequently, colours house af-
fordance of musicking (Kress & van Leeuwen 2006, Norman 1988). Col-
our can also be analysed concerning cohesion. Colours can associate differ-
ent ‘things’ with each other. In that way, the particular colour constitutes 
how ‘things’ belong to each other, by referring to each other by that 
colour (van Leeuwen 2005). Another example of a multimodal analytical 
concept used for analysis is suppression, primarily used when analysing the 
sourced from a critical stance referring to musical discourses (Machin 
2010) which will be declared more in-depth in the following section. In 
short, suppression is acknowledged when some ‘thing’ is to be expected 
in a certain framing or composition but is absent in the design.   

Figure 5. CEO Ek staged with an ordinary, but classic, guitar 
brand of a Fender Stratocaster50 

The last example accounted for in this section is the notion of provenance, 
which addresses how a semiotic resource is used from an existing source 
and placed into a new context thus creating a new text. One example of 
the usage of provenance is the placement of a guitar used to articulate a 
musical or more specific rocky connotation to the text in the business 
magazine Forbes staging the Spotify CEO (Figure 5). For the common 
reader of such magazine, the guitar might enhance a musical discourse to 
the content of the article, whereas for the literate guitar player or musical 
educated, the guitar does not necessarily enhance a musical discourse in 
the same way (cf. Ideland 2011:42-43). Actually, the lack of provenance 

50 The particular photo is further analysed in Figure 11 
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of a particular semiotic resource might unveil a lack of music education 
and litteracy. The resource used in Figure 5 to picture the world of mu-
sic, is an ordinary Fender Stratocaster which draws little musical value for 
the initiated musical reader to the important CEO of music business. A 
similar photo in the Rolling Stone magazine would have required a differ-
ent staging of an instrument with more thorough musical provenance to 
be associated with a literate musical audience. By analysing provenance in 
visual representations musical discourses may appear or found to be su-
pressed. Either or, provenance reveal the ‘social’ of a particular ‘thing’ to be 
networked for the affordance of music streaming.  

Sonorous Resources 

There are mainly two types of sonorous resources within the Spotify 
music streaming service that constitute the affordance of musicking. First-
ly, the service’s main commodity is sounding music, why the music pre-
sent can be analysed regarding the type of music that is available at the 
service and how that music may sound. Secondly, the design of the inter-
face, as well as the company’s web pages, can be analysed on behalf of its 
sounding semiotics.  

Starting with this second point, the webpage of Spotify, a company 
that deals with music as the very core content of its service, is presented 
silent. This is rather surprising as the company have a whole division 
working with the feature “Soundtrack Your Brand”. Although the inter-
face of the Spotify program is silent when accessed, the webpages of 
Spotify, where their assortment of services is presented, could very well 
be soundtracked. It is not un-common that a multimodal medium as 
webpages on the Internet comes with music, why this silent design is 
rather unexpected. 

The first point, acknowledging that music is the core commodity of 
the Spotify service, gives at hand that the affordance of musicking would 
be studied by analysing the quantities and qualities of music. The aspect 
of quantity will be analysed regarding of how music is framed, e.g. pre-
sented in genres (see Machin 2010). However, as the catalogue is claimed 
to harbour over 30 million songs (increasing on a daily basis), it is not 
possible to perform a multimodal analyse covering this content thorough-
ly. Instead, such aspects of the sonorous resources of musicking are ana-
lysed on behalf of its framing and salience, e.g. visually presentation like 
lexical words, icons and pictures. A multimodal analysis of sonorous re-
sources cannot be conducted on a general, objective, level. This is due to 
the diverse flora of possible reading paths of musical playback, e.g. 
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through various digital devices, with different versions of the software 
program and by using headphones or loudspeakers, all in all rising a di-
verse affordance of musical fidelity. Also, an accurate study of the sono-
rous quality of the available music would need a close examination and 
measurements of the adaptation of sound streams for the final playback 
device, e.g. the perceptual and dynamic coding of the stream, and rates of 
transmission of the music code offered at the service (Valin et al. 2013). 
The multimodal analysis of the sonorous aspects of the music is to ac-
count for what is possible to analyse as a user of the public, e.g. the in-
formation given concerning sound quality.  

Hyperlinks and Loci of Interactivity 

One of the main sources, namely the interface of the music streaming 
service, demands a special type of multimodal analysis when the af-
fordance of musicking is to be analysed as it features functions, i.e. hyper-
texts and loci of interactivity. A hypertext contains a two-folded affordance. 
It signals both a syntagmatic meaning as well as it “open[s] to multiple 
text realizations based on choice”, e.g. its paradigmatic strata (Adami 
2013). Hyper stemming from the Greek meaning above or beyond, charac-
terises this function very precise. Hypertexts, like links or buttons, affords 
both interactivity and a “changed textual situation” (ibid.). Hypertext, as 
such, aligns with ANT as a perfect example of an actor-network. The 
hypertext per se can be regarded as an actor as it affords other actors to 
act, by its hyper-ness, and by that activity afford the reader to travel to 
another level of the text. In this way hypertext and loci of interactivity 
constitute networked system of texts. The function of hypertext also ap-
plies to Bauman’s notion of egocentrism within the liquid modernity, as 
hypertexts afford individual pathways through texts creating individual 
and unique texts. Hypertext does not only provide augmented versions of 
the text. The hypertext also feeds back to the system. When a function at 
the interface affords the possibility for a user to “share” or “forward” 
something, the feature gathers actors to a network, i.e. it re-assembles the 
social (Latour 2011). 

In Adami’s work of multimodality including interactive sites and 
signs within webpages, Adami notes how such sites and signs may be 
physically activated by click or touches (Adami 2013). In the work at 
hand, interactivity may be prompted in a more refined manner. Input can 
for instance be performed by sound or motion. This refinement is mainly 
due to the concept of Internet of things (IoT), and how IoT as an addition 
to ordinary life, open up for a more sophisticated interaction between 



 

 65 

humans and non-humans. The technological development has advanced 
to embody humans as well as communicating with other ‘things’ without 
human interaction. Therefore, Adami’s notion of hypertext and loci of 
interactivity must be augmented to include other modalities of input 
within the digital than writings, click or touch.  

Yet another addition to Adami’s account of interactivity that is need-
ed to acknowledge is all of the other types of information that may en-
gender input to a digital system like a user’s GPS position that automati-
cally can be generated from a digital device. When analysing affordances 
of music streaming these types of information must be accounted for even 
though it may not be possible to determine what sort of information that 
prompts a certain activity, i.e. what incites or motivates an activity to oc-
cur (Kress 2010). Translated into an ANT glossary, the prompt connects 
to the idea of the actor, as the actor makes another actor act. For an apt 
description of multimodal loci of interactivity, e.g. functions and hyper-
links within a digital text, those loci of interactivity need to be tested on 
behalf of their paradigmatic strata and not only interpreted upon their 
syntagmatic ditto. 

Testing or gaming a function, and in that way, understand the func-
tions, can be performed on five different levels (Gillespie 2014). The 
shallowest level of comprehension (i) is just to use the functions quite 
unreflectively. By consciously testing the functions of their limitations 
and possibilities, the level (ii) of comprehension of the particular function 
is deepened. Further levels of understanding can be retrieved from well 
initiated active users who problematize the functions by gaming it (iii). In 
the case of the Spotify streaming service, such information can, in certain 
cases, be collected from forums such as at the Spotify Lab or the Spotify 
Community. At those forums, such problematisations of particular fea-
tures and functions, tied to musicking within the streaming service, are 
addressed. There is also the level of understanding required by nerds and 
geeks (iv), who may try to “game” and analyse the algorithms in order to 
“interrogate its underlying criteria” (ibid.). The final level (v) of a deep-
ened understanding of interactive functions within a digital text is the 
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level of the programmers. Although, as the sources reveal, even at this 
level the functionality of the algorithms might not be evident.51 

In the investigation at hand of the affordances of musicking provided 
by the Spotify streaming service, I have tested main functions and features 
gaining the second (ii) level (ibid.) of a deepened understanding of the 
functions. I have not participated in communities or special geek sites to 
elaborate on the understanding further, which is due to my limited litera-
cy within the field of programming languages. 

Negative Analysis by Employing a Discursive 
Musical Practise  

Even though the descriptive phase of the research can be understood as a 
state of unfolding what the semiotics holds for the ‘social’, the analytical 
part also includes an analysis of what is not there, what would be ex-
pected, or what is missing, a so-called negative analysis (Pauwels 2012). A 
negative analysis search for the non-salient, e.g. what would be expected, 
i.e. the “genre to which the [source] seems to subscribe” (ibid.). The 
negative analysis is performed by employing what would be expected in a 
discursive musical practice (Machin 2010). A multimodal analysis of music 
and musicking may include soundtracks, lyrics, album covers, tunes as 
well as details in the sound (ibid.). The discursive musical practice also 
holds features like framing and salience of musicking and musical sound, 
contextual information about musical pieces, musical instruments and the 
connotations that follow with particular instruments, provenance and 
authenticity (ibid.). By analysing a representation of a musical resource in 
regard to musical discourses, the socialness of the semiotics used come 
forth, which in turn reveal to what and whom that particular ‘thing’ asso-
ciates to.  

                                                
51 An example of this limitation was a problem concerning the volatility of the Shuffle 

function discussed and finally solved at the Spotify Lab site. The Spotify programmers 
became aware of user’s experiences of the shuffle function as not “shuffled enough”. 
The same song was sometimes played too close to its previous play, a phenomenon 
experienced as shuffle-not-good-enough. This example shows how the programmers 
of Spotify need the input from users to understand the full scale of a particular func-
tion. 

 Spotify Labs. [2014b] How to shuffle songs?. By: Lukáš Poláček, February 28, 2014. 
[APPENDIX] 



 

 67 

CONTEXTOGRAPHICAL OPERATIONALISATION 

Prior to the main body of the thesis (Ch. 7-10), two chapters introducing 
and contextualising music streaming is presented (Ch. 5-6). In these con-
textualising chapters digitisation and digitalisation of music is presented 
followed by a presentation of the economy of online business, which 
streamed music is a part of. The operationalisation constructs two chap-
ters that undertake to picture what is already known about streamed mu-
sic in the 21st century. The two chapters are further contextualised to the 
Swedish context 2012-2015 to understand the seedbed for the exclusivity 
of the Swedish founded company of Spotify. Such particular context 
becomes crucial to understand as those circumstances constitutes the ex-
traordinary situation in which a unique intrinsic case can come forth 
(Stake 2012). These context-chapters can be characterised as ‘mash-up’ 
chapters, where primary and secondary sources are mixed. A better term 
to describe the method used for such mash-up is ‘contextographical oper-
ation’. Primary sources are the same type of sources that the rest of the 
thesis is founded upon (declared above). Secondary sources, on the other 
hand, are the writings of other researchers found within academic or 
popular texts.  

The term ‘contextographical operation’ is a modified version of PD 
Thomas von Wachenfeldt’s concept ‘historiographical operation’ (2015). 
Von Wachenfeldt coined and created ‘historiographic operation’ to de-
scribe, graph, a construction, operation, of significant historical events. The 
morpheme ‘operation’ hence mark that the description is constructed 
from primary sources, i.e. data from gathered sources, in addition to an 
interpretation of content from secondary sources, i.e. previous research 
(ibid.). The operation is thus an iterative process consisting of a docu-
mentation phase, conceptualisation phase and finally reproduction phase 
(ibid.). The documentation phase is a pre-figurative phase where primary 
and secondary sources are examined side by side and tested for their rele-
vance to account for the theme in focus, i.e. the context. The second 
configurative phase implies that the selected sources of the documentation 
phase will find their connections and relationships to other sources in the 
overall picture, i.e. operationalisation. This phase aligns well with the 
reassembling phase of ANT where actors only belong if they are associat-
ed with the ‘thing’ in common. In the third phase, the phase of reproduc-
tion, the context is described, graphed. Von Wachenfeldt is set to repro-
duce historical event whereas I am set to reproduce a context. Therefore, 
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the term ‘contextographical operation’ tries to clarify how the context 
presented in Chapter Five (5) and Six (6) has been constructed.  
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5. DIGITALISED MUSIC FOR 
STREAMING  

The chapter account for the digitisation of the musical recording, which 
is a precondition for the online music business that arose at the end of the 
20th century. This means to dive into the digitisation, i.e. the conversion of 
analogue signals into digital bits,52 of the musical artefact, via the devel-
opment of digital formats of music based on what is known as perceptual 
coding. The digital format developed for transmission was the compressed 
mp3 format which is the single sovereign feature that has challenged mu-
sic business as well as the domestication of the musical good. Further, 
digitisation of music requires digitalisation of whole networks like social 
life and media infrastructures to be able to become an actor of musicking 
for the public.53 Digitalisation has brought about digital devices for play-
back of digitised music as well as connections for transmission of digital 
signals which further affects the affordance of musicking. By accounting 
for all of these issues, this chapter presents the digitalised context for 
streaming music. These two lineaments constitute the precondition for a 
company such as Spotify to be founded and in the prolonging what mu-
sic, and affordances of musicking, a streaming company may offer to its 
users both regarding what to listen to, e.g. available artists and genres, but 
also what the digitised music file may hold in terms of communicating 
the musical messages and ideas expressed in the fidelity of sound.  

DIGITAL TRANSFORMATIONS OF THE MUSIC 

COMMODITY 

Digitisation transformed the material music commodity into immateriality. 
This digitisation of music has stands for a development of digital com-

                                                
52 The two terms digitalization and digitization are discussed at the platform Culture Digi-

tally. By referring to digitization, they conceptualise “the material process of convert-
ing individual analogue streams of information into digital bits” whereas the term digi-
talization mark “the way in which many domains of social life are restructured around 
digital communication and media infrastructures” Culture Digitally. [www] Digitaliza-
tion and Digitization. By: Daniel Kreiss & Scott Brennen, September 8, 2014. 
[APPENDIX] 

53 Culture Digitally [www]. [APPENDIX] 
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pression of music, which lead to a miniaturisation of the musical good, 
i.e. the music file. The digitisation and compression has implied two ma-
jor things for music; firstly, that miniaturisation raised the possibility to 
access a plethora of music. The transformed physical stores have been, by 
digitisation, augmented and elevated into clouds. Secondly, digitisation of 
the musical good has, just like previous technology in the realm of music, 
carved and shaped the sonorous fidelity of music, which in short means 
that the affordance of how music may sound, what music might express 
and hold for the listener becomes affected.  

Digitisation of Music Format 

Prior digitalisation, according to the history of recording technique, mu-
sic recording and sound engineering were endeavoured, aiming to 
achieve high fidelity (Simonsen 2015). High fidelity was not only a ques-
tion of how the music sounded but foremost also a question about how 
the fidelity of music could be kept in the process of copying the music 
from a master recording to recordings available for sale. Once the format 
of music was digitalised, transfer and copying could be done without 
losing any of the original information. The digital format of the CD qual-
ity offered clarity and perfection to the musical sound. Hence the en-
deavour of high fidelity achievement didn’t seem relevant anymore 
(ibid.). Instead of focusing on continuous high fidelity refinement of mu-
sical sounds and formats, digitalisation offered another issue connected to 
distribution – the downsizing of content.54 Further downsizing, i.e. com-
pression of the digital CD format, reduced the size, and hence miniatur-
ised the musical content, which in turn lead to the capacity of greater 
storage of content and the possibility of increased distribution, i.e. a 
greater spreadability of musical content. The story of music digitalisation 
is a story where mathematical models of digital code are used, modified 
and adjusted to suit human perception, a process called perceptual coding 
(Sterne 2012). Although the first digitalisation of music on a broad com-
mercial scale took place in the 1980’s, digitalisation has an attached pre-
history that stems half a century back in time. 

What is known as perceptual coding started in 1929 when Ernest Wev-
er & Charles Bray found out that the living ear worked as a component 
in a radio receiver system (ibid.). Their result showed that “[the hearing] 

                                                
54 The recorded material is usually stored in a digital format such as WAV or AIFF. Such 

formats are said to be “raw” or uncompressed, which means that the size of such files is 
rather large. Sound on Sound. [www] [APPENDIX] 
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nerve itself transmitted pulses that could be transduced back into sounds” 
(ibid.:62).55 The hearing was found out to be not merrily to register 
sounds, but also work based on an expectation for a sound to be received. 
“The ear did not simply reflect vibrations out in the world, but instead 
actively shaped them” (ibid.:94). This fundamental result lead to devel-
opment in the areas of psychoacoustics, psychophysics, information tech-
nology, and communication engineering. The findings of Wever and 
Bray’s is important to bear in mind as the results imply that if perception 
is not expected, i.e. the listener is not attuned to particular qualities with-
in the sound, these qualities will not be detected by the ear (ibid.). Thus, 
the music recording holds affordance for the listener’s ability to hear what 
is there to hear. Consequently, this becomes a matter of the individual’s 
music education of a refined listening. 

Perceptual coding passed a crucial landmark half a century later, in 
the 1980’s, when perceptual acoustics were used in order to design a 
compressed digital format that could be transmitted via phone lines with a 
capacity of 128kbps. This was the format of the mp3 (ibid.). For many 
different reasons, no matter how surprising it might be seen in the rear-
view mirror due to the audio fidelity of the mp3, the format gained both 
spreadability and long-lasting qualities. The format of mp3 was so com-
mon and widespread that it named a whole generation of music players 
on the market (ibid.). The digital format of mp3 stems from the work of 
the Moving Pictures Experts Group (MPEG).56 The task of the Moving 
Pictures Expert Group was to develop a digital compression standard that 
would work for the general concept of “audio data”, which by no means 
explicitly focus on music (ibid.:131). The work of the MPEG was thus to 
navigate and reach a balance between sonic and technical factors; aesthet-
ics and technology. “A good-sounding codec” must equally correspond 
to “a good sounding-codec” (ibid.:143). 

The complex issue that had to be solved concerning digitization of 
music was to distinguish between an over-all sound and the essential sound 
needed for perception. Often, sound contains more information than needed 
for perception (ibid.:42). Therefore, there are a number of key audio 
concepts that becomes important to underline to comprehend perceptual 

                                                
55 The experiments by Wever & Bray used cats to research the living hearing nerve. The 

logotype of the music file-sharing company of Napster works as a reminder of the cat, 
used as an experimental animal within early days of perceptual coding (Sterne 2012).   

56 This work was stationed in Germany but consisted of international researcher team: 
International Organisation for Standardisation (ISO) and the International Telecom-
munications Union (ITU) in 1988.  
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coding. One is the range of frequencies. The human ear is approximately 
being limited to register sounds between 20-20,000 Hz. This limitation 
suggests that recorded frequencies outside this range could be reduced 
when audio is transformed to digital as ears do not perceive it. Next in 
line of audio terminology is the dynamic range of hearing where the human 
range extends from 0 dB to 130-140 dB. Recorded formats do not reach 
those levels.57 Consequently, dynamics are reduced and limited in differ-
ent digital formats, both when it comes to the overall sound as well as 
particular frequencies within the overall sound.58 To further complicate 
the whole thing, sensitiveness of frequencies, e.g. “our ability to perceive 
details”, is relative to other frequencies and changes in the dynamic volume. 
The coded algorithms, containing the encoded sound, are not “smart” 
enough to compensate for such dynamics effects affecting the playback of 
the decoded audio.59 Another main feature that has played an important 
part in the process of compression is the acoustic phenomenon of mask-
ing. The phenomenon implies that the perception of one sound, i.e. cer-
tain frequencies, becomes covered, and thereby masked, by other sounds, 
i.e. other frequencies. The frequencies that become masked can therefore 
also be reduced. Basically, a digital compression is a process where un-
necessary frequencies can be “lost”.60 By compression, a music file could 
be reduced to only a tenth of its original size, in the case of mp3. The 
basic principles of compression have generated many different digital 
codecs. Hence, every unique format equals different assumptions, based 
on listening tests, of what can be lost in the sound, i.e. how the sound 
can be compressed (ibid.). 

The Ontogenesis of the Mp3 

In the making of a standard, the mp3-project strived to overcome the 
subjectivity of the individual listener by the usage of listener tests.61 The 
German acoustics scientists Karl Eberhard Zwicker and Richard Feldtkel-
ler, members of the Moving Pictures Experts Group, made distinctions 
between stimulus quantities and sensation quantities and by doing so, high-
lighted one crucial discovery concerning the endeavour overcoming of 

                                                
57 A cassette tape can capture dynamics up to 50-70 dB, whereas the CD format can 

theoretically capture approximately 93 dB. 
58 Sound on Sound. [www] [APPENDIX] 
59 Ibid.  
60 Ibid. 
61 This task is only manifested with the use of “subjective” in the assessment test of the 

formats nevertheless is ’the subject’ presented or problematized. 
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the subjective listener in the development of perceptual coding 
(ibid.:103). The stimulus quantities were aspects that could be measured 
like pitch, loudness, duration and the approach angle to the listener. The 
sensational qualities were not as readily measured partly because “there are 
only a few words available to describe them” (ibid.). These findings sug-
gest that, even though stimulus quantities might be as crucial as sensation 
quantities, the latter becomes difficult to measure and determine why the 
stimulus quantities may gain primacy over sensation qualities in testing 
situations. Zwicker & Feldtkeller’s experiments also show that listeners 
can pay attention to one aspect at the time and disregard the others while 
listening. This ability, of being able to focus one aspect in an overall 
sound, suggests that in the testing of a music format, perceptive listening 
becomes discrete and not holistic. The testing situations are further clinical 
and not contextualised in complex everyday situations or ceremonial 
moments (ibid.:5). Therefore, the perception of music format does not 
account for any emotional effect or sensational meaning that music appar-
ently rises within humans (Lilliestam 2009, Gabrielsson 2008, DeNora 
2000).  

Perceptual coding is based on a design theory where a “shadow of a 
listener [is] imprinted in every MP3” (Sterne 2012:32). In this way, per-
ceptual coding claims to take the subject into account. By employing 
several subjects to these perceptual coding tests, the result signals intersub-
jectivity or even objectivity toward perceptual coding. Even though the 
testing for the mp3 format was conducted with exceptional good listen-
ers, i.e. a listener who listens for the sound of the format such as “tiny tim-
bral details in the sound” (ibid.:150). The listeners were employed to 
listen for the actual codec at work and not the qualities of the music. 
Following the result of Zwicker & Feldtkeller presented above, saying 
that it is possible to focus on some details in the sound while ignoring 
others, listening test focusing the sound of the format by default ignores 
how the music sounds. In a way, this animates a paradox. If the listener 
listens for the codes in work, and the codec by being the codec thus af-
fecting the sensation quantities of the music, then, by ignoring or sup-
pressing focus onto sensation quantities, the test does not reveal the type 
of coding that best enhances the complexity of sensational affordances of 
music. Coding becomes by default primarily stimulus and not sensational.  

Further remarkable in these testing situations, is that all of the partic-
ipating listeners were men, engineers from the context of the MPEG and 
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their colleagues.62 Although the history of perceptual coding stems from 
psychoacoustics which shows how the active ear, not only detect sound, 
but also expect sound, it is surprising how the notion of subjectivity 
among the test persons remain unproblematized. The subjects are not 
presented on behalf of traditional sociological characteristic like age, sex, 
or ethnicity. Nor are they presented on behalf of their musical prefer-
ences, musical socialisation or musical schooling that constitute, shape and 
affect subjectivity. This absence of declaration is quite remarkable as there 
are studies supporting differences regarding such sociological characteris-
tics. For instance, women seem to have greater acuity regarding higher 
frequencies than men.63 In the presentation of the making of the mp3 
format, Jonathan Sterne refers to sociologist Pierre Bourdieu regarding 
this type of problematisation on behalf of listening preferences and per-
ceptual coding (ibid.:152). Bourdieu claims that musical experience and 
judgment are matters of ‘taste’, and further that taste in turn, is an expres-
sion of social position (Bourdieu 1993). Thus, as aesthetic disposition is 
intimately and inextricably tied to social positions (ibid.), this social posi-
tion becomes inscribed in the music format (Norman 1988). This means 
that the mp3, as well as related formats, is predisposed for an affordance of 
a certain taste connected to the social positions of the participant from 
these tests (Sterne 2012:152). In this way, the mp3 has by the listening 
test that has constituted the format not overcome the subjectivity of the indi-
vidual listener, to paraphrase the beginning of this section. 

Another aspect regarding the development of the mp3 format is the 
music material used in the listening tests. The mp3 format was tested on a 
number of songs, presented below in Table 2. The tunes were selected to 

                                                
62 The experimental test situation based on male western engineers does not seem to have 

changed in the three decades that have passed since the development of the mp3 for-
mat. The EBU (European Broadcasting Union) carried out evaluations of Multichan-
nel Audio Codecs in six different laboratories across Europe in 2007 with 15 partici-
pants at each laboratory (tech.ebu.ch). Nothing is mentioned in the report about any 
characteristic regarding the test subjects why I presume that such information is regard-
ed unnecessary. Further, I conclude that these subjects are predominantly male engi-
neers; otherwise, the composition of the participant would have been commented up-
on. Most likely, audio quality, also the Vogg Orbis format that Spotify uses for its mu-
sic, is most likely to have been tested upon male engineers. 

63 Sterne presents several studies showing dissimilarities between sexes, sexualities, culture, 
bi- or mono-lingual background etc. concerning perceptual coding of music. One 
finding that Sterne brings forth is that women seem to have greater acuity in higher 
frequencies than men (Sterne 2012:168-169). Nevertheless, these sociological charac-
teristics are not accounted for in the testing for perceptual coding of musical formats 
(ibid.).  
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represent a “wid[e] range of materials” (ibid.:170). However, the chosen 
musical examples seem to mirror white male western music. The most 
obvious thing is perhaps that soul, rhythm and blues, funk, rap music, and 
other low middle register and heavy bass styles are not represented. The 
selection of music predominantly represents music based on high mid-
register and treble frequencies with only two examples of bass frequencies 
in the Led Zeppelin example and some passages with the Baroque organ 
piece. Further, the selection reveals lacking representations of a broad 
middle register and lower mid register. The lack of tonics from those 
lower ranges of frequency register tones can also limit the timbre and 
overtone patterns that would appear as a timbre, a sound complex, in 
higher mid frequencies and treble. Poor timbre music in those registers 
can also be experienced as rather flat in its sound complex. I conclude 
that the selection of music in Table 2 is deceptive on behalf of expressing 
the wide flora of musical qualities.  

 
Pop vocal  The Longest Time by Billy Joel 
Solo piano Moonlight sonata by Rudolph Sorkin 
Female opera coloratura Queen of the night 
Female pop vocal Tom’s Diner by Suzanne Vega 
Harpsichord Chromatic Fantasy In F 
Baroque organ Fifth Organ Symphony 
Heavy metal rock Black Dog by Led Zeppelin 
Percussion From Rhythm of the Saints by Paul Simon 
Electric pop synthesizer No example specified 
Blue grass, solo guitar Norman Blake 

Table 2. Tunes used for the Mp3-test (Sterne 2012:170). 

To close this section, it can be added that my analysis of the mp3 format’s 
weak ability to enhance lower middle register frequencies by just analys-
ing the representations of genres showed to align with Corbett’s writing 
in the Sound on Sound digital magazine, where he claims that the mp3 
format has a reputation of “making bass and low-frequency content 
sound weak”. 64 

                                                
64 Sound on Sound. [www] [APPENDIX] 
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POST MP3 FORMATS 

Since the development of the digitally compressed format of the MPEG 
layer 3, in short, known as mp3, a whole flora of digital formats has 
sprung, showing a continuous development of new digital formats for 
music. The growing field of digital formats demands appropriate software 
for decoding. Future musicologists will face a rather challenging task to 
recapture sound recordings from these digital formats of music (Parikka 
2012). Decoding digitalised formats, e.g. music, demands a complex chain 
of software codec, which also updates in new versions continuously, why 
future decoding of digital code might even be impossible. Media archae-
ologists preoccupied with music do face challenges in contemporary soci-
ety as well as time yet to come as physical artefacts are melting into time 
and space processes (ibid.). 

There are mainly three types of digital formats for music, all of them 
being perceptual coded to suit particular conditions. High resolutions, 
such as raw and uncompressed formats are for instance WAV or AIFF. 
When a music file needs to be substantially simplified, to be transferred, 
then the high-resolution file gets compressed into lossy formats such as 
Vorbis or AAC. There is also a category in-between those extremes, 
named lossless audio formats, e.g. FLAC or ALAC. Besides the format, 
shaping the audio content, the different formats afford possibilities as well 
as limitations. For example, different formats need to operate within dif-
ferent bandwidths, which in turn can regulate, e.g. mono or stereo cou-
pling. Further, the formats operate differently on behalf of bit rates and 
thereby entails varies latencies, e.g. the time lapses between the user’s 
demand for a stream and the decoding of it into sonorous music.65 These 
data transmission issues are also connected, networked, to each other as 
actors, and consequently act and affect one another (Valin et al. 2013). 

Sonorous Fidelity of Music 

Not only does the sound change due to digitalisation and compression in 
the way that certain music sounds are being cut out of the sound. Percep-
tual coders are convinced that such reduction of sound is unnoticeable. 
But digitalisation and compression also add “undesirable sonic artefacts” 

                                                
65 One developed format within streaming is the Opus format launched in 2012. It oper-

ates on bandwidths between 8 kHz – 48 kHz and scales from 6 kbit/s narrowband 
mono speech to 510 kbit/s full band stereo music, with algorithmic delays ranging 
from 5 ms to 65.2 ms. The Opus format is currently used in real-time Skype (Valin et 
al. 2013). 
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to the sound.66 The complex variety of encoded digital format, the trans-
mission of code, the decoding, amplifiers, loudspeakers or headphones, 
and finally the intrinsic matter of perception of the music are impossible 
to analyse in a simple and over-viewable manner. “Details carefully craft-
ed by the recording, mix and mastering engineers are changed” and af-
fected by digital compression.67 Further, once the listener is used to a 
particular sound, i.e. perpetual coded, it becomes difficult for the listener 
to notice what is missing in the sound, i.e. the original master of the re-
cording. 

However, the majority of consumers seem to be unaware of this, or of the 
audio quality they’re missing out on! They spend endless hours experienc-
ing audio at sub-128kbps bit rates, at the mercy of whoever uploaded the 
material, without knowing what it should sound like, without realising 
how bad it sounds, and unaware of the artefacts they're hearing that 
shouldn't be there.68 

This quote from Corbett, professor of audio engineering, summaries the 
issue concerning the changed sound picture that digitally compressed 
format carries and how that music sound is received. What further may 
be an issue here regarding audio quality that consumers are missing out 
on is dynamic compression (Allan 2017). By comparing a new original with 
the old original of Michael Jackson’s Thriller, at a conference presentation, 
it becomes evident that the two versions differed significantly from each 
other. There were considerably aspects of the music that the new original 
lacked compared to the old one due to dynamic compression (ibid.). To 
be able to account for the affordances brought about with streamed mu-
sic, all of these various aspects of the digital technology surrounding and 
affect how the music sound must be considered; A rather delicate quest. 
As a way, trying to move on without getting lost in the jungle of aspects 
that carves streamed music, I have chosen to use a new phrase, the sono-
rous fidelity of music, which is not used before and consequently does not 
arrive with luggage, e.g. like concepts of audio quality, sound quality, or 
music quality. The term, sonorous fidelity of music, do not stand for 
whether a piece of music is considered to have a high quality as in serious 
music á la Adorno, nor does it picture the recording sound of music con-
nected to Hi-Fi equipment where disturbing noise reduction are in focus. 

                                                
66 Added artefacts could be pre-echoes, post-echoes, roughness, double-speak, swirlies, 

and fluctuating frequencies. See: Sound on Sound. [www] [APPENDIX] 
67 Sound on Sound. [www] [APPENDIX] 
68 Ibid. 
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Instead the term is trying to embrace the sounds of different instruments, 
timbre, dynamics, and other fine musical qualities. In all the term is trying 
to capture the subtle resolution of musical qualities that can be captured 
in recordings. 

The sonorous fidelity of music concerns three main areas. First of all, 
the recording of the music must originally have had a high fidelity. Sec-
ondly, the term concerns the adaptation of the recording to fit streaming. 
Thirdly the listener must be literate and attuned to sonorous qualities of 
music to be able to perceive it. Now, it may seem that Spotify only con-
trols the first bullet of these three as they can choose what music formats 
to offer the users. However, as described above, the format constitutes 
the other two on behalf of streaming, e.g. data transfer, data meters, sub-
scriptions, coverage, digital device, operating software, or headphones. 
These things are networked. For a format to be interoperabilitable, it 
must be able to store dynamics suitable for the hi-fi stereo in the silent 
living room as well as the headphones of the urban subject in a crowded 
city jungle. Then music, and format, also need to be compressed as music 
with abrupt variations in dynamics like a mezzo piano followed by a subito 
forte can cause hearing injuries while listening with cheap ear plugs in the 
buzz of the city. All actors that are networked within this complex weave 
of sonorous fidelity of music need to be aware and take responsibility for 
how it makes another actors act. 

Miniaturisation Constitutes Long Tails in Clouds 

The compressed digital formatting of musical files led to an easiness of 
storing and distributing digitalised music, e.g. opening up for the af-
fordance of broad and frequent musicking. Digital music stores launched 
into the Internet in the first decade of the second millennia. Such digital 
alternatives outcompeted traditional physical stores that were limited by 
the size of its physical premises. The physical store could only host a cer-
tain amount of records, predominantly the latest releases or the top-selling 
records. The digital storage at the other hand could harbour multiple of 
physical ditto with plenty of space to harbour music outside the bestsel-
ling artists. Digitalisation has led to architecture of servers, clusters of 
servers, and server halls to store music recordings (and user-generated data 
connected to those music recordings). The places of public gathering and 
spiritual being where music has served as a hub is not ceremonial caves or 
grand cathedrals made out of sandstone (Hendy 2013); rather it is mani-
fested in tiny circuits constructed by silicon and gold literally fusing sound 
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and stone together, creating the same type of social space in-between 
humans and music.69 

The digital transformation was followed by a miniaturisation, which 
consequently led to a steep decrease in numbers of physical records and 
physical records stores. In the capital of Sweden, the considerable record 
store Mega Store situated at large premise of 3,000 m2 in the central city 
shut down in 2009 due to a lack of profitability.70 Six months before 
Mega Store closed down, the Swedish cloud-based music streaming ser-
vice of Spotify was launched. With Spotify’s cloud servers, it was possible 
for a music fan to access music of many Mega Stores, and further onto a 
variety of digital devices ready to playback music at anytime, anywhere, 
to zero cost – legally. The international development showed the same 
progress. The first Ifpi report on online music, published in 2004, hoisted 
digital archives as they outnumbered physical record stores by containing 
hundreds of thousands of tracks.71 Only a decade later, that number of 
digital storage capacity had multiplied by a factor 100. The number of 
music tracks stored in so-called clouds had flooded over maniness; it had 
become a plethora of music, thus reached “a point of singularity” 
(Fleischer 2009:13). The point of singularity, soon within reach with a 
cloud-based system of storage, is where all music ever recorded and digi-
talised can be accessed at any time. The question from the user’s perspec-
tive is no longer how to get hold of, and listen to music, but how to find 
and chose music within this plethora. 

The maniness of content in clouds raises a long tail effect, a concept 
coined by Anderson (2007).72 The long tail effect conceptualises a seem-
ingly infinite number of content creating, by its numerous, a great market 
for that particular good.73 The long tail consists of a “head” containing 

                                                
69 This somewhat apart reference stems from an association to Hendy’s extensive writings 

on music and architecture (2013). He paints a picture of how architecture has been 
shaped by the music in the history of music and humans. In the digitalised era, the 
sandstone coated walls of the caves of the Cro-Magnons as well as the cathedrals for 
the medieval Europeans, has been replaced by silicon and gold which is now the mate-
rial that shapes the architecture for human musicking in the digital age.  

70 March 31st 2009 Mega Store shuts down after years of decreasing sales due to on-line 
shopping according to Dagens Nyheter (2009). [APPENDIX] 

71 Ifpi. (2004). Ifpi online music report. [APPENDIX] 
72 Chris Anderson coined the term ‘long tail’. The concept illustrates a new phenomenon 

within contemporary business that less sells more and more sells less (Anderson 2007). 
73 Digitalisation with compression of musical files and cloud storages opened up for small 

record companies that in previous days had struggled with issues like distributing rec-
ords of small fan-based groups on to a broad market. Interview with CEO Scott Co-
hen from the Orchard in IFPI (2004). [APPENDIX] 
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vast amounts of a few numbers of hits, e.g. a narrow top-list. The head is 
then followed by an infinite number of non-top-list music like niched 
music, remixes, covers, and live recordings. Such recordings would have 
demanded a devoted and obscure record salesman in previous days (An-
derson 2007:35). With cloud storage, equivalent music can now be easy 
accessed from the affordances of the long tail. The long tail effect raises 
affordances of a great variety of musical content and possibilities that have 
never before in history been within reach for an ordinary music listener. 
According to Anderson, the long tail effect is also evident in numbers of 
different commodities like books and films and not only on-line music.74 

There are two fundamental rules for the long tail to be successful as a 
phenomenon. The first task is to make everything accessible. The second 
is for the provider to be able to provide features that can aid the consum-
er to find content within the long tail. This second task has become the 
number one challenge for long tail businesses like Amazon and Netflix. 
Music streaming services such as Spotify is no exception to this rule. This 
is where the greatest development of on-line music lays at hand 
(ibid.:265). Above, I have presented briefly how the service of the Spotify 
Company, among other things, uses social networking to guide the cus-
tomer. On-line music services also use automatic guidance based on the 
work of smart algorithms and ‘big data’. 

Big data is not a name limit to the maniness of digital content like 
the long tail of musical files. Foremost big data stretches over so-called 
‘user-generated data’, which is information about the date of transmission, 
duration of the transmission, the country in which the user’s IP-address is 
situated, ISRC code of the recording, sound recording title, featured 
recording artist and much more (Lessig 2004:197-198). One example to 
illustrate the amount of big data being generated derives from Facebook 
whose members apparently click the ‘like button’ three billion times per 
day and uploads 10 million photos each hour (Mayer-Schönberger & 
Cukier 2013:8). According to Mayer-Schönberger and Cukier, who 
wrote one of the first books on the subject Big Data, claims despite the 
volumes of data presented in the Facebook example that the situation in 
2013 when they publish their book, still is “at the dawn of big data”.75 
Aided by big data, service and provision do not have to be standardised, it 

                                                
74 The phenomenon of the long tail is evident in books, flour, cars, second-hand market 

etc. New businesses within the digital premises have evolved like Amazon, eBay, Net-
flix etc. Anderson, C. (2007). 

75 Big data can be regarded as a gold mine. But it is of no value if you do not know how 
to mine it and extract the gold (Mayer-Schönberger & Cukier 2013:11,134). 
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can be customised ad hoc as “much more granular predictions for each 
individual” can be made (ibid.:161).76  

INTERNETISATION, COMPUTERISATION AND 

INTERNET OF THINGS 

In 1997 the Swedish parliament launched a decade-long home-PC-
reform, which meant that Swedish households were computerised at an 
early stage compared to many other countries (Rydell & Sundberg 2009). 
The reform provided privileged conditions for the acquirement of home 
PCs through tax reduction on salaries. The year after, the Swedish Prime 
Ministerial candidate, Carl Bildt, campaigned proclaiming “Broadband for 
all!” (ibid.).77 During these years Sweden became Computerised as well as 
Internetised by the actor of the Swedish Government (Kask 2011). These 
conditions worked fundamentally for the founder and CEO of Spotify, 
Daniel Ek. Growing up in Sweden during those years when digitalisation, 
computerisation and internetisation got established in society showed to 
be crucial for his own development, as a programmer, and later on, as an 
entrepreneur within digital markets. A rapid internetisation closely fol-
lowed the Swedish computerisation (ibid.). Since the home-PC reform, 
Swedes, in general, has increased their access to computers from 40 to 
70% between 1997 and 2000. Internetisation had reached 50% of the 
population in 2000.78 To the year 2020, the Swedish government has set 
a goal to be able to provide 90% of all the households, and companies 
access to broadband of at least 100 Mbit/sec. This ambition is not general 
in any terms. The rest of the EU, for instance, has a goal set to provide 30 
Mbit/sec in 2020, i.e. a third of the Swedish capacity.79 

This flourishing conditions in Sweden for digital communication 
nurtured creative digital participants like the file sharing system provided 

                                                
76 Also, Pariser writes about how previous phenomena like “general audience” and “pub-

lic opinion” has ceased (2011). 
77 “Bredband åt alla!” (my translation). 
78 50% of the Swedes had Internet access in 2000.  
World Internet Institute. [www] Svenskarna och Internet. År 2001. [APPENDIX] 
79 In 2013 the PTS claimed that less than 500 Swedish households and job opportunities 

lacked broadband access. This number of households refers to remote areas in Jämtland 
and Norrland’s midland. Further, at the same year, 72% of those households and job 
opportunities had access to broadband capacity of a minimum of 30 Mbit/sec. PTS. 
[www] [APPENDIX] 
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by the Pirate Bay or the music site of Kazaa80 (ibid.). Such initiatives 
would never have gained the penetration they did without the digital 
highways provided by telecom-industries, and in the prolonging, the 
governmental initiative for broadband expansion. Digital highways and 
infrastructure combined with computerisation and a digital literate self-
educated public network to provide the affordances for an actor such as 
Spotify, a company which can be said to take after actors like the Pirate 
Bay and Kazaa with its American alike service of Napster.   

Since the dawn of a thorough digitalisation of society, the computer 
as the major digital device has gradually been overtaken by the smartphone, 
i.e. computerisation is augmented into other digital devices. At last, since 
the very first thought of it, in the 1960’s, there was now a “computer” in 
everybody’s pocket. When it comes to music, this digital device made it 
possible to carry music recordings, just like the days of the Walkman and 
later the iPod, and in addition to that simultaneously interact socially with 
long distance friends in the urban jungle of solitude. The prognosis for 
the number of smartphones in the world by 2023 is forecasted to be 7 
billion.81  

The augmented sphere of computerisation is embracing more and more 
‘things’. Besides computers and smartphones streamed music finds its path 
through smart car stereos or becomes incorporated into smart television 
providing a home theatre system.82 Digital technology keeps evolving, 
and the awakening of a phenomenon called: Internet of Things (IoT) is 
approaching. IoT is digital devices that can interoperate independently 
from humans. Estimation from the telecom company of Ericsson predicts 
that 50 billion things will be interconnected within the IoT in 2020 (By-
lund 2013:104). IoT also opens up for new possibilities of feeding data 
into a digital system.  

Physical Dimensions of the Digital  

The digital revolution has oozed physical artefacts of music to the Cloud.  
What, at first glance, might seem to be a transformation where material 
artefacts have dissolved into immateriality, and the physicality has strived 

                                                
80 Kazaa was a file sharing software for music developed by the Swede Niklas Zennström 

and his Danish college Janus Friis in 2003. Zennström and Friis are later known for the 
real-time communication software of Skype, since 2011 owned by Microsoft.  

81 Elektroniktidningen. (2014). Analys: Sju miljarder mobilsurfare år 2023. By: Jan Tångring, 
January 8, 2014. [APPENDIX] 

82 Dagens Nyheter. (2012). Samsung och Spotify inleder samarbete. By: DN, October 10, 
2012. [APPENDIX] 
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toward virtuality could not be more wrong. In fact, digitalisation, on the 
contrary, demands a whole range of physical artefacts in order to func-
tion. Like for instance, invisible wireless communication can occur in the 
thin air although it needs physical base stations, or as Latour points out 
“there is no GPS without three satellites” (my italic) (Latour 2011:802). 

Physical dimensions of the digital become visible in other aspects as well, 
like for instance the physical locations of virtual Internet based business. 
Manuel Castells address how such services could be located almost any-
where in the world with employees spread out over vast geographical 
areas. However, it is quite the other way around. Silicon Valley in Cali-
fornia, US, remains the capital of digital labour. The world-leading search 
engine company Google is even gathered in particular districts within the 
Silicon Valley. Further, most dot-com domain names are located in west-
ern countries, metropolitan regions or big cities. Even the location of 
domain names at on the Internet has gathered at specific blocks at Man-
hattan in New York (Castells 2000).  

Airborne digital content does need servers, a huge conglomerate of 
servers, e.g. giant server halls, to store content. Content, such as streamed 
music, name of playlists, information of friends to be followed within a 
social network, also need to be transferred within a digital infrastructure, 
e.g. broadband connection. These connections are of two types: fixed 
technology and wireless connection, which each and one of them bring 
its special contribution to the over-all affordance. Wired connection is 
the traditional copper telephone net of xDSL, the cable TV net that is 
drawn with coaxial cables, and finally, optical fibres. Compared to a wire-
less connection, communication through the fixed technology offers fast-
er bit rates than the air born communication and can, consequently bring 
more data, e.g. higher resolution of content for instance.83 In the case of 
optical fibre, the velocity of transmission equals the speed of light, which 
reduces time latency for signals to travel across geographical distances to 
be experienced as almost instant. These types of fixed technology are 
controlled by actors, in the case of Sweden that is the government, 
though the Post and Telecom Agency (Post- och telestyrelsen, PTS). 
PTS controls fixed technology as well as the airborne wireless communi-

                                                
83 Bit rate is the velocity of information communication capacity. The Swedish govern-

ment has set a goal to 2020 where 90% of all the Swedish households and companies 
shall have access to broadband with a bit rate of at least 100 Mbit/sec. This rate can be 
compared with the rest of the EU were the goal set to provide 30 Mbit/sec in 2020.  

PTS. [www] Sverige på god väg att nå EU-mål. By: Press notification, March 21, 2014. 
[APPENDIX] 
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cation with radio signals through Swedish airspace. The PTS is the ad-
ministrative authority that licenses building and extensions of the new 
nets, i.e. broadband as well as licencing access to wireless broadcasting 
over a frequency band. To be able to communicate with another country 
digitally, both the actual broadband connections available, as well as the 
authority that controls these connections must give access to an actor to 
operate within these settings, fixed or wireless.   

Within a wireless net, there are several frequencies that can be used 
by different Mobile Net Operators (MNO).84 The MNO own or rent a 
licence to access a radio’s spectrum, provided by or bought from the PTS. 
The MNO controls the infrastructure of the wireless communication and 
the billing of consumers for their communication traffic within their li-
cenced frequency spectrum.85 Besides the mobile net, the main part of 
wireless communication takes place indoors. Usually, such communica-
tion between units uses local Wi-Fi or WLAN systems. 

Technology is further networked with issues of governmentally and 
thereby democracy. An example of this is how the Swedish PTS is trying 
to make ways for the increased need for data communication within ex-
isting broadband frequencies. One way of doing this is to open up ex-
public service frequencies, previously superior controlled and owned by 
the government, in favour for the establishment of private company 
owners and maintainers as well as hybrid ownership forms between public 
services and private initiatives.86 The objectives for the government to 
open up such channels is based on the assumption that such act stimulates 
competitiveness of the country simultaneously as the extension and de-
velopment of digital communication by private companies can provide 
access to public service for the users.87 The Government Offices of Swe-
den states that: “This entails increasing the use of IT throughout society 
in order to boost Swedish competitiveness, growth and innovation while 

                                                
84 The MNO also uses different wireless transmission techniques. Those techniques are 

HSPA, CDMA 2000 and LTE (which is the same as 4G). 
85 In Sweden, there are currently four mobile nets; the old GSM net (Global System for 

Mobile Communication) also known as the G2 net, the two 3G nets of UMTS (Uni-
versal Mobile Telephone System) and CDMA450 and the latest 4G net. 

86 There are a number of private actors that has emerged in this environment of broad-
band ownership and management. One of the major ones is TeliaSonera, which stems 
from the former Swedish state-owned Televerket and Finnish state-owned 
Telegrafverket. In this way, it is evident that former publicly owned and controlled 
features for digital communication has repositioned itself within the realms of the pri-
vate sector with consumer power instead of democratic political power from people to 
influence development, maintenance and robustness. 

87 Government Offices of Sweden. (2014). Broadband strategy for Sweden. [APPENDIX] 
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ensuring sustainable development”.88 Further, the Swedish Ministry of 
Enterprise Energy and Communication underlines that “electronic com-
munication and broadband are provided by the market”.89 I conclude that 
the government acts rather differently than pre the digital revolution 
where all of the communication was sovereign owned by the state. Now 
the government’s task is to eliminate obstacles and establish good market 
conditions for economic development. Hence the government have be-
come a networked actor at market rather than part of a hierarchic struc-
ture with superior power and control.  

This transformation of broadband power and control from a superior 
state level, to blend in with private companies, does not only occur with-
in national borders. There is an interstate activity within the EU as well. 
Sweden is a part of an association named Berec – Body of European 
Regulators for Electronic Communications90 whose mission is to harmo-
nise the conditions for interstate digital communication and to strengthen 
concurrence between companies. This action is claimed to take place in 
favour of the European consumer as three-quarters of the communication 
take place within the geographical borders of Europe according to a Glob-
al Internet Map.91 Digital communication is then extended worldwide 
across the globe with the interface of the IP-protocol. The ‘inter’ in the 
global Internet, i.e. between nets, are de facto international connected 
wires, submarine cables across seas and oceans,92 and wireless connections 
of satellites.93 The national state is suppressed, i.e. not mentioned, in Be-
rec’s declaration of intent. The connection of these networked actors 
show how complex and intricate the realm of digital connections is. The 
end-user need these connections in order to be able to operate within his 
or her egocentric nomadic access economy. The companies; artists, music 
creators, record companies, music service companies such as Spotify, ISP, 
digital devices manufacture and retailers need the end-user to support 
their business. The politicians need successful and competitive companies 
to support economic growth. Governments and politicians also need the 

                                                
88 Government Offices of Sweden. (2014). Broadband strategy for Sweden. [APPENDIX] 
89 Ibid. 
90 Berec consists of the 27 director generals for the EU regulators. The EU-commission, 

EFTA- and countries of application are also participating. 
91 Tele Geography [2012] Global Internet Map. [APPENDIX] 
92 Tele Geography. [2014]. Submarine Cable Map. [APPENDIX] 
93 The “global” Internet should consider areas that do not seem to be connected on a 

global scale. With a view on a Global Internet Map from TeleGeography in 2012, 
countries like Western Sahara, South Sudan, Uzbekistan and North Korea does not 
seem to be connected by wire to the Internet (Tele Geography 2012 [APPENDIX]). 
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support of the people, which by many means are the end-user of the 
company product and services. In this way, the dependence is networked 
between these actors and the question of power and control are spread 
across the network. As Latour underlines, within an ANT framework any 
actor comes with the full price of the network (Latour 2011), why all of 
these actors need each other and depend on each other’s continuous ac-
tivities in order to remain as an actor.  

Digital Dimensions of the Physical 

It is not only the digital having physical dimensions, the relationship has 
its counterpart in the opposite, the physical having its digital dimension. 
This first generation of digital devices has by many means resemble any 
other traditional physical device, i.e. the tool, used by humans for human 
purposes. This arrangement has developed and been augmented to also 
cover how humans have become tools to the digital. This development is 
primarily due to what is known as artificial intelligence (AI) or machine 
learning, and mark how digital technology is programmed to recognise 
and calculate things based on “lots of data” (Mayer-Schönberger & 
Cukier 2013). Even though the intelligent digital machines are pro-
grammed by humans, they calculate given their big data input to their 
systems. This big data is generated from users’ usage why the AI needs 
humans and their input to be acknowledged as smart. 

The development of smart technological devices does not seem to 
meet the futuristic forecasts. Technology is not spectacular or non-human 
like, instead smart technology is convenient caressing and blends into our 
lives. “In the imagery of the twentieth century, technology had been 
represented by big metal monsters – heavy, powerful and dark” (Katz 
2003:271). Instead, the digital evolution has provided smart textiles and 
clothing make machines become “soft machines” (ibid.:270). Modes of 
colour, material, size, decorations, sound and of course performance are 
used to gain a friendly appearance and “encourages a greater familiarity 
with technology” (ibid.:272). The iconic iPhone for instance and its rela-
tives populating the globe is described to satisfy the soberest of an adult 
but also appeal to the inner child. It is not only “eye candy” as the look 
implies both tactile and visual pleasure (Cannon & Barker 2012). It also 
seems to work “as if by magic”. The device, in its design, affords adults 
“to play with [it]” (ibid.). In this way, technology seems to enter the 
realm of humans handy and not infringing or alien. As with big data, 
where the world is still at an awakening, so is the situation with Internet of 
Things, in short IoT. The last result chapter in this thesis will further go 
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into depth with IoT and its potential intertwined relationship with music 
and humans. The coalition with human and music networked by IoT 
may open up for affordances of musicking that may bring humans to a 
new level of experiencing and learning music as well as gaining a new 
dimension of what it means to become as a human. As IoT start to blend 
into everyday life, the amalgamation needs to be read in a critical manner 
so that humans do not fuse into their own “needs” constituted by corpo-
rate powers (cf. Giroux 2000, 2004). 

*   *   * 

Music streaming is foremost a feature that has managed to root due to the 
digitalisation of the musical format and the digitalisation of society at 
large. The first digital format that was developed for transmission of music 
was the mp3 format. This chapter has accounted for how such perceptual 
coding took place. The development of compressed formats is a balancing 
act between a good-sounding codec and a good sounding-codec which 
continuously is developing. Post the mp3 many different codecs have 
been developed; raw formats like WAV and AIFF harbours lost of infor-
mation, i.e. fidelity f musical sound, but are very heavy to transfer and 
store in digital devices. Compressed formats like Vorbis and AAC, which 
are fast to transmit and do not require much space on hard disks and 
memory cards, consequently hold much less information than raw for-
mats do, hence these lossy formats houses low fidelity of music. These 
compressed formats have made it possible to store long tails of music in 
clouds and from these different types of server systems stream music. In all 
digitisation and digitalisation of the musical commodity have brought the 
affordance for ordinary members of the public to access a musical Alex-
andria almost anywhere and at any time.    
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6. A NEW ECONOMY FOR 
ONLINE MUSIC 

This second contextualising chapter anchor the actor that supplies domes-
ticated music to the public within the new economies that emerged with 
digitalisation. The chapter will show how digitalisation reaches beyond 
technical solutions; stretching, spreading and affecting business and econ-
omy. One such feature brought about with digitalisation and Internetisa-
tion is ideological, e.g. sharing and freedom, which are two concepts that 
have coloured many activities within ‘the digital’. When it comes to the 
music business, the digitisation of the musical commodity, from an ana-
logue artefact toward immateriality accounted for in the previous chapter, 
is a crucial actor toward the new network of music business online.  

The chapter accounts for how music was and still is, domesticated. 
The term domestication is borrowed from Attali and has roots long be-
fore digitalisation, more precisely, in the Middle Ages. In short domesti-
cation addresses that music is connected to ownership and, thereby, eco-
nomics. By domesticating music, music was made into a business. The 
usage of the prefix of domestication serves the purpose to conceptualise 
the music that is in focus when it comes to streaming. First of all, not all 
music is recorded and can be domesticated for streaming. Also, there is 
plenty of recorded music that, for different purposes, not intended to be 
streamed. All in all, it is important to underline that the music within the 
realm of streaming, although existing in a plenitude, still do not embrace 
all the music that is made or performed. Secondly, the chapter accounts 
for what is known as new economics, which is the concept that compre-
hends new features that digitalisation has brought about to business, 
which consequently has affected and changed economics. The features of 
joint products and add value, the economy of free, social networking, 
prosumers and customised solutions, have affected any business within the 
digital and not only music streaming or the particular case of Spotify.  

This contextualising chapter, where previous research is supplement-
ed by primary sources of business reports or media reports, ends by ac-
counting for how different business models in the online age moulded 
into the dominant model of streaming. The chapter ends portraying the 
growth of Spotify as a role model company (Kask 2011) that managed to 
combine the need of the music business with the new economies of the 
digital age. 
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DOMESTICATED MUSIC MARKET 

This section presents a journey of the times when music became tamed, 
domesticated, controlled and owned. Further, this is the time when mu-
sic, musicians and composers became supported, financed, promoted, and 
also protected. This domestication of music eventually raised a Bourgeoi-
sie market, which gradually developed into established music industries. 
Today, in a handful example, these industries exist as multi complex en-
terprises of entertainment industries. The manufactured musical com-
modities within the industries were for a long time musical concerts, but 
also scores and recordings. Today the variety of goods has increased to 
numerous variants, for example, merchandise. In a parallel to this enter-
prise, with an expansion of musical goods, the music industry has faced a 
weakened and attenuated state of being as digitalisation challenged the 
very notion of ownership, the foundation of the business. A limited and 
attenuated music business implies changes for artists and music creation, 
which, in turn, change or transform the affordance of musicking also for 
the listener. Digitalisation, as a cause of change for the traditional view on 
copyright, is evident in some examples brought up at the end of this sec-
tion, e.g. multiple participatory cultures as well as non-humans participat-
ing in the music creational process.  

Domesticated Music 

During the Middle Ages, certain music became, as Jacques Attali chose to 
name it, domesticated (Attali 2011:15). That meant that the era of the 
nomadic and vagabonding musician had ceased into an era of settlement 
where musicians were in service of a lord.94 This paradigm in the history 
of music, where a musician was owned and mastered, has outlasted 
throughout half a millennium to the end of the 20th century. One con-
temporary example of such feudal arrangement is how the world-famous 
artist Prince maintained a long and steady fight against his owners during 
his entire career. One quite spectacular act that he performed to expose 
this type of feudal arrangement was when he named the title track Slave 
on the album Emancipation in 1996. On the tour that followed the album 
release, Prince performed on stage with the word “Slave” written on his 
cheek (Wikström 2009:30). 

                                                
94 Such arrangements are brought up by Jacques Attali presenting the examples of Johann 

Sebastian Bach in service of the Count and Master Anthon Günther and Joseph Haydn 
work contract with Prince Esterházy in 1760’s (Attali 2011:48). 
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The entrance of domestication implied a paradigm shift in music; it 
meant that producing and performing music became the work of a spe-
cialist. At one hand, the domesticated music, available at the time to a 
few, was isolated from the people. At another hand, domesticated music 
many times nurtured from the music of the public. Feudal produced mu-
sic often collected themes and melody lines from the music of the peas-
ants. Such theft was often unrecognised and most delicately hidden in the 
polyphonic complexity of the performance (Attali 2011:17). Eventually, 
domesticated music became materialised and manifested into a score. 
From that day, the musician was “forward economically bound to a ma-
chine of power, political or commercial, which paid him a salary for cre-
ating what needed to affirm its legitimacy” (ibid.). 

The term ‘domesticated’, borrowed from Jacques Attali, is used in 
this text to mark the economic, juridical, and partly political attachment 
that music and musicians may have. The term does not include or ex-
clude particular musical genres, in that way the term is somewhat com-
prehensive. In contemporary digital settings, domesticated music equals 
digitised music, commercial or not. Domestication entails that the musical 
file has been shackled with an International Standard Recording Code, ISRC. 
The ISRC code is a convenient way to identify and follow musical files 
within the digital premises of the Internet. Besides such domesticated 
music, there are also numerous pieces of music made or performed with-
in digital premises without an ISRC such as pieces of music at YouTube, 
where anyone can broadcast her/himself, or the digital service of 
SoundCloud where anyone can upload musical content. Such wild, free 
ranged, music is not only freed from economic ownership, but moreover 
not protected against being used, deformed, refined or domesticated, and 
hence monetised by someone else. By employing the term domestication, 
the economic juridical attachments to music become highlighted. Do-
mestication signals protection as well as captivity. Domesticated music 
differs from the wild and in common. The term also ties the contemporary 
issue with protection of digital goods against so-called piracy, to questions 
that have a history stemming from the Middle Ages.  

The Rise of a Bourgeoisie Market 

The first episode of domesticated music was initiated by the events of 
musicians becoming in service of a lord. The second shift in the history of 
music’s political economy was when the monopoly of patronage power 
was broken in favour for the upcoming power of the bourgeoisie. Public 
concert halls replaced the private concert at courts. “The musician no 
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longer sold himself without reserve to a lord: he would sell his labour to a 
number of clients, who were rich enough to pay for the entertainment, 
but not rich enough to have it for themselves” (Attali 2011:47). Attali 
describes this age of time, the beginning of the eighteenth century, as a 
period as a “birth of inspiration” where musicians were freed from their 
aristocratic shackles and could present themselves freely at the bourgeoisie 
market. At the same historical time, the concept of ‘copyright’ was 
launched.95 The purpose of this bourgeoisie idea “was not to defend art-
ists’ rights, but rather to serve as a tool of capitalism in its fight against 
feudalism” (ibid.:52). The history of copyright has been a territorial histo-
ry, differing slightly between countries across time. Copyright has further 
embraced genre after genre throughout its constitution. For example, 
public performed dance music was not included in the Swedish copyright 
legislation until 1931 (Volgsten 2012:145) even though the first founded 
copyright for music in Sweden was signed more than a decade earlier, in 
1919.96 

The third shift to change the relationship between music and its eco-
nomic and political power came at the end of the nineteenth century, 
when music was possible to record. The recording could, in a way that 
the score could not, present the original musical performance and, as 
such, re-play how the music originally sounded.97 The entrance of the 
record is, therefore, a crucial factor for domesticated music. Although 
music remained domesticated by the copyright attached to the musical 
good, recorded music became freed from the social context of its produc-
tion (Martin 1995:20) and could thereby be discovered by a greater varie-
ty of people. The advent of recording also enabled stockpiling of music as 
a commodity, which corresponded to an accumulation of potential reve-
nues. It was possible to own a copy of a music record but not necessarily 
listen to it. Musical commodities could be possessed and destroyed at 

                                                
95 The concern of copyright was a question processed and cultivated all through the en-

lightenment during the 18th century. In 1709 the English Statute of Queen Anne was 
legislated concerning literal texts, which proscribed the copyright to the author and 
not to the printer. Copyright act, concerning notated musical scores, were not legislat-
ed in England until 1744. In France, the copyright for music was introduced coeval to 
the time of the French revolution in the late 18th century. However, in a legal case in 
1827, the court declares how “a melody must be considered as a common and guard-
less idea” and hence could not be exploited to be monetise (Volgsten 2012:77,89, my 
translation). 

96 STIM. [www]. Om upphovsrätt. At: www.stim.se/sv/om-upphovsratt (Viewed: 2017-
11-11) 

97 The first recordings on wax rolls were not of great fidelity. Hence they were far from 
representing the original performance of the music. 
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pleasure. That meant that economic focus was on the sales of records, 
music as a good, instead of the musical performance, musical participa-
tion, and music as a practice. The performance turned out to be “a show-
case for the phonographic record” (Attali 2011:84). Although music be-
came materialised as a good, the record enabled multimodal activities for 
humans, who no longer needed to sit down quietly in a concert hall to 
perceive domesticated music. Instead, the record could be played over 
and over again at any convenience without demanding any specific ac-
tivities of the listener. The musical record also enabled musical experience 
in privacy as well as small private settings instead of being “forced” to 
consume music in public. Such exclusive situation had previously only 
been available for the close assembly to the rich and powerful, e.g. princ-
es, lords and counts.  

Music Business in the 20th Century 

The production of records constituted record companies. Some of these 
companies have, since the days of their becoming, evolved into complex 
enterprises including not only recording and publishing but also live mu-
sic performances and merchandises. Since 1933 record companies have 
cooperated concerning “covering broadcasting and public performance of 
sound recordings” within an organisation called International Federation of 
Phonographic Industries, in short Ifpi.98 The interest organisation has cur-
rently about 1,300 members spread across 60 countries.99 Most of the 
members are small record companies, known and labelled with the um-
brella term – independent companies. However, some companies stick 
out by being persistent in Ifpi:s membership list divided into different 
countries – Sony Music Entertainment, Universal Music Group, and 
Warner Music Group – commonly referred to as ‘the majors’ all based in 
the USA. Consequently, this unification of the majors situated in one 
country, make the US market in particular a very important actor of 
commercial music.100 

                                                
98 Ifpi. (2013). A Short History of IFPI, 1933-2013. [APPENDIX]  
99 Ifpi. [www]. Members / Our members. [APPENDIX] 
100 Sources, as well as literature, often refers to ‘The Majors’. However, the number of 

majors has differed over the years. In 2004 the major five became four, as BMG 
merged with Sony. In 2014 EMI was split and bought by the remaining three compa-
nies presented above. These major companies also handle film and games why the de-
scription record labels were not adequate anymore. Instead, terms like music business 
or entertainment industry are used. 
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During the 20th century, the record companies faced both ups and downs 
in their economy. Except for the great depression during the 1930’s, the 
major dips came in the 1970’s, and 80’s when the introduction of the 
cassette tape and the possibility to record at home was invented. Suddenly 
the musical audience, the receivers of musical recordings from the music 
business, could record themselves. Almost immediately the new technol-
ogy was accused to “kill music” as it supposedly drained the industry of 
revenues from copyright fees.101 Cassette tapes were marked with warn-
ings concerning illegal recording. The most famous emblem used to man-
ifest this message is perhaps the shape of a black silhouetted cassette tape 
with two crossed bones beneath, travestying the skull emblem of sea pi-
rates (Figure 6). 

Figure 6. The record industry’s warning tag of illegal home taping 
and the same emblem used by The Pirate Bay102 

Decades later, the same emblem was used by the Pirate Bay who decorat-
ed their sail with the exact ornament (Figure 6). Ironically enough the 
launch of the cassette tape, with the possibility of illegal copying of music, 
is considered to have founded the base for a new genre of music yielding 
the music business to heights never reached before in the music business 
history. This was due to the genres of hip-hop that primarily used the 
ghetto blaster with cassette tapes as well as turntables with vinyl records as 

101 The music industry launched the campaign “Home taping is killing music” (Rydell & 
Sundberg 2010:197). 

102 The Figure to the left is retrieved from: Wikipedia. [www] English / Home Taping is 
Killing Music. (Viewed: 2017-09-07) [APPENDIX]  
The Figure to the right is retrieved from: Wikipedia. [www] English / The Pirate Bay. 
(Viewed: 2017-09-07) [APPENDIX] 
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their primarily musical instrument. The cassette tape could also be modi-
fied through physical cut and paste in order to re-arranging music.103 
Such an affordance that the cassette tape brought about serves as a clear 
historical example of how a deliberate ignorance of restrictions may lead 
to, not only a renewed type of genre, i.e. hip-hop, but also constitute a 
new cash cow for the industry (Rydell & Sundberg 2010). 

The question of piracy on rights holders’ copyrighted property, is 
crucial to the rise of legal music streaming services such as Spotify. Just 
like the technology of the cassette tape was to be blamed for opening up 
for the pirating of rights holders, the technology of digitalisation has been 
accused of offering a breeding ground for a new era of thorough piracy. 
‘Piracy’ is a term frequently used in Ifpi reports on digitalised music from 
2004 and forward.104 It refers to unauthorised actors who profit from 
selling or distributing goods to which they lack copyright, or actors who 
shortcut the possibility of collecting revenues for the rights holders.105 
The Ifpi reports during this period picture the record industry as an inno-
cent victim of piracy, unable to fully defend themselves.106 Ifpi has been 
calling out for help from state governments and Internet Service Provid-
ers (ISP) to hinder these thefts. By addressing such actors as ISPs, atten-
tion is directed toward a situation where the music industry depends on 
and belongs to a network of other actors in order to survive and exist. 

                                                
103 One of the first major hip-hop songs to bring hip-hop to a broad worldwide audience 

was Sugarhill Gang’s Rappers Delight (released in 1979), which in turn was based on 
Chic’s Good Times. This is one of the grand examples in modern music history where a 
hit was based on a previous hit to such a large extent. 

104 The usage of the word ‘pirates’ has been unavoidable to use for the Ifpi as the influen-
tial Pirate Bay adopted the term. However, it is a bit ironic as the term is rather em-
phatic to the public, which is due to films of Pirates of the Caribbean, promoted by 
the majors relative within show business – the Walt Disney Pictures (Rydell & 
Sundberg 2009). 

105 The description from the Ifpi concerning piracy is similar to a reversed Robin Hood 
story. The public, or member of the public, may be accused of “pirating” rights own-
ers in the Ifpi reports. Although, when private interests “pirate” the common public, 
accounted for above within the era of domesticated music then the term “piracy” is 
not used at all, even though domestication in many cases are per se an exploitation of 
common musical resources of the public. 

106 The development of ownership concerning music also accounts for musicians becom-
ing “owned” by feudal lords, e.g. domesticated. Note that domestication is both a 
question of restraining as well as protection. Exploitation of unrecognised right owners 
of music had another peak in the 1930’s and forth when record industries “pirated” 
Afro-American music of the Afro-Americans. Record labels, via white musicians, pro-
vided music to the white by domesticating Negro spirituals, blues and jazz. 
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This, in turn, affect the affordance of musicking for music fans, as listeners 
depend both on the music business as well as ISPs to be able to music.  

Digitalisation Initiated a Paradigm Shift 

“Recorded music is an art form that has reached the end of the road” 
(quote in Fleischer 2009:9).107 This dystopian quote expresses the current 
situation where recorded music is no longer the obvious foundation for 
the music business. Digitalisation has entered the sphere of musical re-
cordings and changed the very precondition for music making and the 
profiting of such making in a most profound way (Théberge 2001). Not 
only has digitalisation brought about numerous new digital instruments 
used to compose, produce and perform music (Gullö 2010), digitalisation 
has also changed the selling and distribution of music (Wikström 2006). 
Further, digitalisation has forced the music business to create additional 
“windows” for artists to monetise such as “exclusive or additional premi-
um content”.108 

These occurrences have indeed initiated a paradigm shift within the 
music business area. The term paradigm, introduced in science by Thomas 
Kuhn, works very well when addressing issues regarding domesticated 
music pre and post digitalisation. Issues concerning domesticated music 
and the music business become, as Kuhn describes, incommensurable, i.e. 
they cannot be compared to each other (Kuhn 1979). To further support 
this statement of digitalisation initiating a true paradigm shift for domesti-
cated music, in particular, I bring about a number of empirical findings 
that point toward such a thorough convulsion. This conclusion is based 
on Bauman’s theories regarding liquid modernity, which he describes as 
an interregnum between eras; an analysis that further aligns with Kuhn’s 
thinking of paradigm shifts. The findings point toward a disintegration, a 
characteristic that aligns with liquidity. Firstly, digitalisation seems to dis-
solve musical copyright, which is a fundamental idea of the music busi-
ness. Secondly, digitalisation dissolves power and control, shortcutting the 
role of the traditional music business. Thirdly, digitalisation forces national 
control (in respect of economics and jurisdiction) to become more disin-
tegrated toward free movement inter ‘the national’. 

Digitalisation is disintegrating distinct ownership of music by afford-
ing new features of music making. One such phenomenon is crowdsourcing 
                                                
107 “Inspelad musik är en konstform som har nått vägs ände”, my translation from Swe-

dish. Quote from an ex-pop-musician (Fleischer 2009:9). 
108 Ifpi. (2009). Digital Music Report 2009. New Business Models for a Changing Envi-

ronment. [APPENDIX] 
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were numerous individuals are interacting on behalf of a common task.109 
The ‘operabyyou.com’ project, mentioned earlier in Current Research in 
Chapter One (1), serves as one example of this feature. PD Heidi Partti 
studied the project operabyyou.com and showed that digitalisation works 
in favour of “communication and an exchange of musical ideas” in local 
as well as global communities (Partti 2012). Supported by computers, the 
Internet and the participatory of Web 2.0, an opera could be composed 
and arranged by a scattered crowd situated across the globe interacting on 
behalf of one common task. However, as Dyndahl (1998) points out, this 
type of intertextual composition of a musical piece with several partici-
pants have been present within music also prior to the digital era, alt-
hough using digital artefacts instead of analogue ditto. Although, the 
compositional process can, via the digital, embrace greater number of 
inputs in a limited amount of time for the composition. One example of 
this situation was the major crowdsourced project of Avicii X You sup-
ported by the Swedish telecom company of Ericsson and the Swedish 
artist Avicii. Within seven weeks more than 4,000 musicians from 140 
different nations collaborated, posted more than 21,000 musical snippets 
including, beats, bass lines, melody lines, sounds and effects co-creating 
the song Avicii X You.110 The number of participants and the number of 
interactions within such a compositional process could not have been 
harboured without the feature of ‘the digital’.  

These two examples are of course interesting from the perspective of 
music creation; however, my entry toward this phenomenon is that these 
numerous collaborators overshadow a primary or superior originator and 
hence the rights holder(s) of the music. The digitalised crowdsourcing 
opens up for a situation regarding ownership of music that occurred in 
the days prior to music domestication. Another example pointing towards 
an opposite of a crowd is the absence of a distinct originator of music like 
the Flow Machine based on artificial intelligence (AI). The AI software can 
create songs based on “music styles from a huge database of songs”.111 In 

                                                
109 ‘Crowdsource’ is a phenomenon where users participate and engage in a particular 

question or event not having anything else in common, in particular, but the interest 
that brings them together. 

110 This song was moderated by Avicii and released within one of his albums, stating 
Universal Music as the rights owner of the music. Presumably, the revenues from the 
tune are supposed to cover costs of promotion etc.  

 AviciiXYou [www]. [2013-2015] [APPENDIX]  
 Ericsson. [www] Avicii’s ‘X You’ track unleashes the power of networked, social 

entertainment. February 26, 2013. [APPENDIX] 
111 Lira. (2016). [APPENDIX] 
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such a situation, who is the originator of the music? Is it the programmers 
of the AI-code or the AI-code itself? All in all, digitalisation, here exem-
plified by crowdsources and AI-code, opens up for music within digital 
settings that lack one, or a limited number of, originator(s). 

My second point concerning disintegration is how the music indus-
try is losing supreme power and control over its market. In the Ifpi re-
ports on online music from 2004 and onward, it is clear how traditional 
music business is addressing additional actors to their task. Ifpi is trying to 
get Internet Service Providers (ISP) and national governments to act on 
behalf of the interests of the music industry. This call shows that the mu-
sic business’s focus is directed toward the digital distribution of goods 
instead of the goods itself.112 This shift is manifested when the CEO Dan-
iel Ek, is presented as the “most important man in music”.113 This mani-
festation shows how a new actor, a company occupied with supplying 
music to the public by distributing music is more important to music 
business than the actors previous known as music business, e.g. the ma-
jors. Further, research by PhD Wikström shows that power, control and 
ownership have been spread out within the audience by digitalisation 
leaving the music industry with no prior superiority of power (Wikström 
2006). Connectivity between members of the audience is too important 
and significant for the music business to ignore (ibid.). The industry has 
no other choice than to surrender and relate to this new situation brought 
about by digitalisation (Wikström 2009). 

The last point to support the argument that digitalisation is disinte-
grating supreme ownership and control over the musical good is that 
national patronage must stand back for international access. The listener 
demands to have the right to access music through a streaming service 
despite national borders. The cosmopolitan urban subject moves and 
travels more than ever before, also across national borders. Individuals 
who subscribe to music streaming services demand that the music should 
follow them while travelling. National borders cannot be obstacles for 
musical access. One example of such limitation was when the Swedish 
artist Robyn in 2009 could not be played in Sweden but in the UK, due 
to geographical restrictions set up by her rights holders. The British group 

                                                                                                         
 Flow Machines. [www] [APPENDIX] 
112 Note that the primary income for rights holders is monetising the good. The copyright 

has been, and still is, connected to the good. Distribution has previous been just a 
mean to deliver the good. Digitalisation seems to have changed that centre of gravity 
toward distribution instead of stockpiling commodities. 

113 Forbes. (2012). [APPENDIX] 
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Oasis faced the same destiny of not being accessible in Britain but in 
Sweden during the same period.114 Such restrictions are starting to dis-
solve as nations gather to shape laws that support interoperability between 
markets. In this way, digitalisation seems to be dissolving local, national 
restrictions in favour of unrestricted international access to music regard-
less of physical geographical position. Time will show whether regula-
tions, ownership and control survive its incipient disintegration during 
the interregnum of liquid time. Before closing in toward the intrinsic case 
of Spotify, as a main player within the digital domesticated market of 
online music, the following section will account for how digitalisation has 
affected business and economies. There are a number of features that have 
arisen due to the digitalisation of economies that also act on the music 
business which the final and third section of this chapter will close with.    

FEATURES OF NEW ECONOMIES 

This section presents four significant aspects of economic factors that have 
to be acknowledged when affordances of music streaming are to be ex-
plored. The first aspect is the adding of value to a single product by let-
ting that product be an integrated, and hence networked product be-
tween two co-operating actors, i.e. two sovereign companies. Secondly, 
the sub chapter will account for the notion of free culture that, in turn, has 
raised phenomena such as sharing economy and access economy, two features 
that Spotify is a textbook example of. Thirdly, social networking is present-
ed as a feature of the new economies affected by digitalisation and how 
such a feature may impact business in the digital age as well as how busi-
nesses in different ways monetise the customer on behalf of the custom-
ers’ social network. Further, consumers’ direct or indirect production of 
content, i.e. prosuming, is also co-creating a new valuable asset for busi-
nesses. Last, the section will account for the necessary feature of filtered 
content, necessary for content to be reachable for the customers.  

Joint Products Adds Value 

The idea of added value to products and services seem to be a feature ac-
centuated in new economies. The whole idea is to co-operate regarding a 
product or a service and by being joined, adding value to each other. An 
example of this phenomenon within the online music business was when 

                                                
114 Dagens Industri. (2009b). 26-åringen som sätter skräck i nätgiganterna. By: Henrik Hulds-
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the Finnish company of Nokia made common cause with Sony BMG in 
the autumn of 2008. Together they released the ground-breaking product 
Nokia comes with music. The idea was that if you bought the specific Nokia 
model of a mobile phone you automatically gained access to the music 
library of the Sony BMG’s vast catalogue of recordings for an entire year, 
ready to play on command and anytime. At the time this venture was a 
rather unorthodox idea for music business (Kask 2011). In the case of 
Spotify, there are numbers of companies like Samsung, Volvo, Nike or 
Sonos that have co-operated during the development of digital devices 
carrying interoperability to the music streaming software. Another exam-
ple is how the telecommunication company of Three (3) offered free 
streaming of music within their subscription, a so-called zero-rating busi-
ness model.115 This type of arrangement is supposed to attract customers 
to Three (3). At the same time users of the music services such as Spotify, 
Deezer and Tidal can stream music with no upper limit of data and with-
out paying for an increased streaming to a telecom company. All in all, 
both companies will probably benefit, not to mention the record labels 
and the artists – an add-value initiative for several parts. Adding value to a 
product or a service is a way to broaden an affordance for the customer. 
When music can be streamed for free via Three, a music fan is more like-
ly to choose the Three company instead of other broadband companies 
where music streaming is charged extra. On the other hand, if a customer 
has required a subscription to a company such as Three, with free music 
streaming, then it is more likely that this customer begins streaming mu-
sic. In this way, the concept adds value that might seem to be an ad-
vantage for the customer. However, the add value concept also limits the 
user as the user becomes networked to the particular actors of the product 
or service in question.   

Economy of Free 

The dawn of Internet was set up and created among developers at aca-
demic institutions. Sociologist Manuel Castells suggests that the forces 
driving this collaborative architecture were curiosity and ingenuity (Cas-
tells 2002). These creative powers, unconcerned of economical revenues 
or ownership of the immaterial coding worshipped ‘the free’. ‘Free’ is 
here to be primarily connoted as freedom and emancipation. Literal, ‘free’ 
also denotes the ‘free of cost’ or ‘unpaid’. This ambiguity of the word 

                                                
115 My News Desk. (2015). Tre slopar surfkostnaden för musikstreaming - släpper musi-
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‘free’ animates a schism within the digital economy between ownership 
and control at the one hand and collaboration and sharing on the other 
hand. One example of such a dissension can be animated by exemplifying 
the non-profit digital operating system of Linux, initiated and launched 
by 22-year-old Finnish student Linus Torvalds in the 90’s, compared to 
Microsoft’s commercial operating system of Windows. Linux had, and 
still have, the characteristic of free access for users whom Torvalds and 
participating developers after him, has encouraged to continually develop 
and improve the code for further usage. Windows, on the other hand, 
must be bought from Microsoft where updated versions also have to be 
purchased. Illegal sharing and copying of the software can lead to degrees 
of penalty. 

The Linux example highlights Lawrence Lessig’s notion of Creative 
Commons as a practical alternative to the traditional idea of ownership of 
copyright. The core idea of Creative Commons is to make it “easy for 
people to build upon other people’s work” (Lessig 2005:282). As far as 
music is concerned, the previous presented example with the opera-
byyou.com (Partti 2012) serves as an example of a crowdsource, which 
could be labelled creative common, composing an opera. The example 
with the Avicii X You is thus labelled to Universal Music event though 
the composing process was a result of a crowd source. In this way, ‘the 
digital’ opened borders of creational processes, materiality, ownership, 
control and monetisation connected to musical composition. The culture 
of creative commons is far reaching than music within the premises of the 
digital, which leads to questions of ownership and revenues to be re-
negotiated which in the end could induce a paradigm shift for the entire 
economic system of society. 

The affordance of free culture and the possibility of sharing ascented 
the economies known as sharing economy or access economy.116 CEO of 
Napster in 2006 expresses this new economy due to digitalisation suc-
cinctly as: “own nothing, have everything”.117 Spotify does indeed em-
brace such a philosophy. The music listener owns no musical copy; in-
stead, the user expects to be able to have full access to music anytime and 
anywhere. In a traditional economic convention, a unit is exchanged for 
an economical price. In access economy, the traditional economic model 
of one to one ratio is exchanged for subscription and access with no such 

                                                
116 There are numerous connotations for these digital economies: access economy, peer-

to-peer economy, and on-demand economy, sharing economy etcetera.  
117 Quote by Chris Gorog CEO Napster. In: Ifpi. (2006). IFPI:06 Digital Musci Report. 
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relative correlation. In this way, the access economy and the ownership 
economy are two different entities, incommensurable to each other and 
therefore belong to two different paradigms. Access economy can be 
illuminated with the traditional Swedish system for access to public ser-
vice’s radio and television broadcast.118 The fee, which is set per house-
hold and not per person, for that service is independent of the number of 
consumed media. The payment, which is similar to a subscription, allows 
the user to access programs but not keeping them or profit from them in 
any way. Such access provides the opportunity for frequent access to an 
unlimited amount of what is being offered. Any content comes with the 
over-all subscription, why no content may be rejected due to economic 
obstacles fencing the content. In this way, access economy is aligned with 
sharing economy and in a way, freed from socio-economic conditions 
which could be interpreted as a democratic way to afford music. 

In the case of Spotify, the access economy has yet another dimen-
sion, i.e. a user can access the music service without paying an access fee. 
Spotify launched a so-called ‘freemium’ subscription system where adver-
tisers indirectly pay for the user’s access to music. In this way, Spotify has 
combined freedom of sharing and accessing content with a business mod-
el where the copyright owner still gain revenues for their copyrights alt-
hough the users do not have to pay for it. 

Social Networking 

Social networking is more than a social phenomenon. Social networking has 
even become an inevitable part of digital economies. A successful entre-
preneur and lecturer, Brian Solis, enhances how the Internet has created 
“social consumerism” and thereby given rise to a “collective com-
merce”.119 Solis, here a representative for business with the digital at the 
beginning of the 21st century, goes as far as to claim that social network-
ing is a customer’s personal operating system.120 The “old business mod-
els”, where content were in focus, needs to reconsider context with respect 
to content, which in turn puts focus onto social networking of the pre-
sumed customers and how to monetise on behalf of that social context.121 
Spotify is no exception to such business models. In fact, the company has 
incorporated social networking in several ways in their business model. 
For one, the core of the company’s “server system” is engineered by social 
                                                
118 Radiotjänst. [www] [APPENDIX] 
119 Solis, B. (2012). [APPENDIX] 
120 Ibid. 
121 Ibid. 
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networking as the cache memory of users’ digital devices are used in a Bit 
Torrent file sharing system to lower the latency between “press and 
play”.122 Social networking also functions as a feature within the program 
service where musical suggestions can be shared or discovered among 
peers (Setty et al. 2013). In addition to this, Spotify has also incorporated 
their music service with the worldwide social network of Facebook.123 By 
these three examples, it becomes clear how Spotify contributes to the 
constitution of this new economy raised by the digitalisation by using 
social networking in its service. 

Within new economy, post the digital revolution; the attention and 
value of the audience and media have increased for the music business. 
These two actors, and especially their impact factor onto music industries 
have been identified by Wikström (2006). The impact factor and signifi-
cance of the audience and media to the music business, the Audience-
Media Machine, are analysed to engine contemporary music industry 
(Wikström 2009). Not only did the business have to take the audience 
into account; it also had to consider the audiences of the audiences as an 
augmented version of a user of the audience. Hence, every participant within 
an audience is a potential part of a social network thus creating an own 
audience by merely participating.124  

Social networking has also become a feature that directly connects 
the audience and the artist, shortcutting the intermediary role of the mu-
sic business. By that, the music business, at least to some extent, loses its 
prior primacy of such controlled features of relations (ibid.). Researcher 
Baym has further shown that the artists themselves mostly engineer this 
social network relationship. There is no “personal secretary” updating the 
artist’s personal social media accounts (Baym 2013). Social networking, 

                                                
122 Spotify was built upon a P2P network in data distribution patented Svensk Patentdata-

bas. [www] [APPENDIX] 
123 Daniel Ek tells of how Mark Zuckerberg, the founder of Facebook, placed Spotify as 

the musical branch of Facebook instead of any internal initiative from Facebook to ac-
complish this sonorous dimension of social life at the Net. Ek received a mail from the 
Napster founder Sean Parker. Parker expresses his amazement while playing around 
with Spotify. In the mail, Parker celebrates the ideas of getting the music service inter-
twined with social media, and he describes how he had talked to “Zuck” (Mark Zuck-
erberg, founder of Facebook) of the potential for Facebook to join up with this new 
Swedish parvenu. 

 Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 
2012. [APPENDIX] 

 Forbes. (2011a). Facebook To Launch Music Service With Spotify. By: Parmy Olson, May 
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brought about by the digitalisation, creates a situation where audience 
reach, audience response and especially audience action in terms of blogs, 
social networking plays a definitive role for the artist to succeed. One 
speaking example that illustrates this phenomenon is a quote from Swart-
ling, the producer of the Swedish artist Robyn. 

Robyn is the ultimate artist but her future success has nothing to do with 
her talent and artistry. If it only would depend on that there would be no 
limit to how big she could get. Now it is all about how she is able to 
manage her resources and her distribution channels (quote in Wikström 
2009:145).  

In this way, the impact of social networking may also influence what kind 
of artists that make it through to the audience in the plenitude of musical 
content available for the streamer. Skills in mastering social networking 
compete with other skills like musical artistry, which consequently may 
affect the over-all affordance of music as well as musicking for the listen-
er.  

Prosumers  

At the beginning of the 21st century people have become brands and 
brands have become people. The economy is being driven by shared 
experiences within social networks through prosumers. Prosumer is a con-
cept introduced in the 1980s by futurist Toffler (1980:282-305). Toffler 
refers to the era before the industrial revolution as an époque where hu-
mans produced what they needed to consume. He then considers the 
industrial revolution to have brought about a situation where humans 
instead had to produce to get money, which in turn could be used to 
purchase what they needed to consume. In this way, the industrial revo-
lution brought the prosumer to become a consumer. Technology, as Toffler 
thought of it, should instead bridge the emanated gap between producer 
and consumer, and hence bring humans back to their initial state of pre-
suming, i.e. produce what they consume (ibid.). In this text the term 
prosumer is used to mark the hybrid form between the consumers within 
digital premises who also by default participating in the producing con-
tent of their digital consumption. The prosumer is rather a somewhat 
broad body, hence more than just a narrowed defined entity. Production 
of content can be extended or limited, exposed or hidden, conscious or 
unconscious. The lion part of produced data, i.e. user-generated metrics, 
becomes a part of the company’s big data, which in turn becomes a valu-
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able asset to an online company (Mayer-Schönberger & Cukier 
2013:134). 

Participatory culture took off as Web 2.0 was introduced on the Inter-
net.125 Web 2.0 was constituted by co-writing and creation of content 
instead of the previous read-only mode. In this way, the Web 2.0 was not 
an upgraded version of technological features building the web. Blogging 
replaced personal websites, tagging replaced taxonomy, and Bit Torrent 
replaced download. In short, publication in the first version of the net 
became transformed into participation in the Web 2.0. An encyclopaedia 
such as Britannica Online, here representing the read-only first version of 
the net with authoritatively published content faced the non-authorial 
Wikipedia, a collaborative encyclopaedia which is continuously updated 
by user’s participation.126  

The participating culture that has arisen at the digital revolution has 
sedimented into sociological characteristics for a whole generation – Gen-
eration C.127 Usually, when sociologists try to find a base for social differ-
entiation they have traditionally used gender, age, socioeconomic class or 
ethnicity. All of these characteristics are based on shared historical context. 
Generation C is thus a sociological characterisation of a way of life, not 
limited to geographical boundaries, age, sex, religion, culture, or eco-
nomic status.128 The networked society, having the “Internet as our web 
of life” (Castells 2002:13) is, in combination with a liquid modernity, 
replacing traditional sociological characteristic. Generation C, are in-
volved in digital life by creating content, curating content and consuming 
content.129 They are computerised, connected, community oriented, 
content-centric and always clicking. Further, Generation C is empowered 
by technology and consumes content wherever and whenever they please 
as connected mobile devices bring content into every moment of their 
life. Further, there is no one-size-fits-them-all solution for this genera-
tion. Content for Generation C needs to be customised. The following 
section will account for such customisation of within streamed music as it 
constitutes the affordances of musicking.  

                                                
125 O’Reilly, Tim. (2004) What is Web 2.0?. [APPENDIX]  
126 Ibid.  
127 The abbreviation of C stands for a combination of digitalised features such as creating 

content, curating content and consuming content. Generation C is also computerised, 
connected, community oriented, content-centric and always clicking (Solis 2012b). 
[APPENDIX] 

128 Nielsen (2012). Introducing Generation C. [APPENDIX] 
129 Booz & Company Inc. (2010). The Rise of Generation C. Implications for the World 
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Customised Business Solutions 

Digitalisation is above presented as the ignitor initiating a paradigm shift 
concerning music accessibility and music business. The feature of minia-
turisation of the musical file, i.e. compression, enabled a plethora of music 
within the digital premises. The question, from the perspective of the 
music listener, is no longer how to get hold of, and listen to music, but 
how to find and chose music within this long-tailed plethora. Music busi-
ness must not only provide a multitude of music but also customise their 
service to aid the customer to find and choose musical content from this 
plethora of possibilities. This is partly done by engaging social networking 
and letting peers guide peers. Built-in automatic profiling of the user 
activity, which is maintained by algorithms and big data, further supports 
customised solutions.130 

Pariser has identified the feature of customised personalisation as a fil-
ter bubble (Pariser 2011a). Although content needs to be filtered and select 
within the plethora, otherwise the user risk drowning in the number of 
possibilities and have difficulties in finding anything recognisable, i.e. find 
meaning in what is offered. The filtered customisation has a backside as 
well. Pariser identifies one major facet that he criticises in filtering: firstly, 
the filtered bubble of presented content is created without the user’s full 
attention and awareness of how the filtering is done. Also, Pariser claims 
the filtered bubble to be based on earlier preferences of the user.131 A 
result of this is that the user stays within a limited horizon, never gets to 
confront the truly unexpected, unpleasant or unwanted even if such 
things sometimes can be educational and enriching for the individual. 
Those aspects are important, as the filter bubble not only affects what 
information the user processes, e.g. what experiences the user might have 
had and consequently what the user may learn from those experiences. In 
the prolonging filtering affects also how the user think (ibid.:76). Based 
on this problematisation Pariser encourages programmers, at a TED talk 
in 2011, to start to take responsibility for the issue and develop something 
similar to the ethic codex evolved in the wake of First World War by the 
journalists. Smart algorithms, based on big data, are filtering information, 

                                                
130 Note that just a decade earlier than Pariser (2011a), Castells wrote The Internet galaxy in 

2002, such setup seems to be a discarded initiative. Advertisement and profiling were 
considered to violate the private sphere.  

131 The algorithms are set to enhance code of our choice, i.e. what we chose to “like”, 
“follow” or “Chose” mostly, leaving out the information that challenges us (Pariser 
2011:51). 
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just as the journalists during the war did. Hence, filtering algorithms be-
comes the gatekeepers of information (Pariser 2011b).  

Another side of customisation and the relation to filtered information 
is the question of the user’s integrity. Information, including music and 
user-generated information about musicking, on the net, must be filtered 
for practical reasons to reach the customer. However, the questions of 
‘how’ and ‘in what way’ information is filtered, has strong connections to 
integrity (Bylund 2013:24). There are several questions connected to this 
issue. One of those questions is how information is backgrounded and 
contextualised like whether the information is private or public. What is 
considered to be private in one setting might be considered public in 
another and vice versa. The only way to master such uncertainty is for 
the user to become its own censor. This reasoning is aligned with Castells 
thinking a decade earlier when he points out that integrity and customisa-
tion will lead to a point where “censure have become internalised within 
the self” (Castells 2002:186). Free culture and the flow of free infor-
mation becomes paradoxically a situation where there is nowhere to hide, 
a Bentham's panopticon, which equals no freedom. Further, the effects of 
information and synthesis of information are impossible to foresee, as 
information per se is decontextualized but can become contextualised in 
any context. In this way, there is no certainty of interpretation where our 
digital actions are judged (ibid.:187).  

Customisation is built upon digital profiling of the customer, a fea-
ture that can lead to marginalization and social dismemberment, which is 
highly problematic from a democratic point of view. There are reports on 
how residents from areas with a high medium income get discounts at the 
local supermarket based on web-based user profiling (Bylund 2013:66). 
Other examples are discounted prices and better rooms at hotels if the 
customer logs in to the hotel with his or her Facebook profile that has a 
large social network connected to it, e.g. great social capital, i.e. friends 
with many others Facebook profiles.132 Musical preferences are also used 
in profiling political affiliation. Surveys made by the Echo Nest have 
shown that American republican supporters prefer country music, where-
as Democrats have a broader music taste.133 In this way, the company of 
Echo Nets is mapping user behaviour connected to the political support 
in America among other aspects of understanding user behaviour. The 
company aid investors to “understand[ing] each online consumer’s musi-

                                                
132 Solis, B. (2012a). Screw business as usual....this is the real world. [APPENDIX] 
133 The New York Times. (2014). The Sweet Streaming Sound of Data. By: Ben Sisario, 
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cal identity, [enabling] a new world of deeply personalised, social and 
profitable applications” to both market and customise commercial goods for 
the user.134  

ONLINE MUSIC BUSINESS 

Departing from a review of new economics and how businesses in differ-
ent ways add value to products by cooperating with additional compa-
nies, core features of the digital paradigm shift have been presented above 
namely: sharing and access economy, social networking, prosumers and 
customised solutions. This third part of the chapter will turn to particular 
issues for music business and account for what digitalisation brought 
about for the domesticated music market. The online music business is in 
this section presented as a swift historical cavalcade with attention to the 
central features of downloading and streaming followed by music piracy. Mu-
sic piracy has been, and still is, a central feature in the online music busi-
ness whose presence actually contributed to a great extend for possibility 
of Spotify to arise. The chapter closes with a description of the particular 
context of Sweden, being the seedbed for the rise of the intrinsic case of 
Spotify, which successive has been promoted as the role model for the 
music industry worldwide.  

Download á la Carte  

When digitalisation and internetisation entered the society, the record 
industry was among the first businesses that became affected by this revo-
lution. The music business became painfully aware that they were facing 
a whole new environment for music retail as their old habitat were “fer-
menting”135 (Kask 2011). In 2004, the industry manifested this insight 
with a special report on digitalisation.136  The phenomena of digitalisation 
and internetisation struck hard and thorough for domesticated music. 
Already, in the second edition of the yearly digital music report in 2005, 
Ifpi stated that digital music had moved “into the mainstream of consum-
er life”.137 Now, online and mobile music distribution accelerated above 
                                                
134 The New York Times. (2014). [APPENDIX] 
135 The concept of fermenting derives from Kask (2011) and conceptualises the era prior 

to a new dominant design for business development within a cycle of different stages in 
an evolution. When “the Era of ferment is entered […] a complex molding […] finally 
leads to the rise of a new dominant design” (Kask 2011:100). 

136 Ifpi. (2004). [APPENDIX] 
137 Quote from John Kennedy in the IFPI 2005 report. In: Ifpi. (2005). [APPENDIX] 



 

 109 

all other channels of growth.138 Numbers from these early digital music 
reports show an explosive growth of online music service from 20 ser-
vices in 2003, to 50 the year after only to burst out and almost fivefold 
the following year in 230 services across the world.139  

In these early days, online music distribution dealt with a business 
model that was very close to the traditional physical record store. Online 
music distribution services offered a so-called á la Carte system of music 
file download. It meant that copies of single songs or whole albums could 
be bought and downloaded onto digital devices. Initially, such devices 
were stationary computers and mobile mp3-players like the iPod. Those 
devices were gradually conquered and replaced by mobile smartphones.  
A significant parenthesis in this context is that mobile phones became 
early birds as music playback devices since the ringtone could be replaced 
by snippets of songs (Wikström 2009:114).140 The phenomenon mobile 
phones as music playback devices emerged in 1998 with its centre of 
gravity within the Asian markets of South Korea and Japan. The phone 
had become a new asset to monetise by a “new” business, e.g. the music 
business. This was due to the feature that the ringtones of the phones 
could be replaced by snippets of songs. The mobile phone had started to 
evolve, departing from a “talking device” and developing into a “fully-
fledged entertainment gadget”.141 

The first generation of music in the mobile phone was a download 
system of music snippets, and later files of whole musical songs. Record 
companies adopted the download system of songs as Á la Carte system of 
musical files where the customer could order and receive selected pieces 
of music from a menu, e.g. a musical catalogue. The music files were 
tagged with an adhesive digital code called Digital Rights Management 
(DRM), which created a possibility to track musical files within the In-
ternet and gain revenues from the digital distribution. This was a way to 
“create business models for the online environment”, which made it pos-
sible for the business to operate in the same way as earlier but with a digi-
tally distributed artefact instead of a physical distributed one.142 However, 
the DRM protection did not only protect the rights holder of music, it 
also became an obstacle for a user who had purchased a downloaded copy 
                                                
138 Ifpi. (2006). [APPENDIX] 
139 Note that “the world” is a limited term excluding almost the whole of Africa, South 

America (except Brazil), and Asia (except for India, Taiwan, South Korea and Japan 
Ifpi (2005). [APPENDIX] 

140 The ringtone market first emerged in Japan and South Korea (Ifpi. 2004). [APPENDIX] 
141 Ifpi. (2005). [APPENDIX] 
142 Ifpi. (2004). [APPENDIX] 
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of music onto one specific digital devices and then wanted to have the 
opportunity to listen to the music on an additional device. In this way, 
the DRM created a barrier of interoperability. Ifpi tried to tackle this 
inconvenience by applying a customer-friendly DRM, making transfer 
between devices available for the customer, but still, provide protection 
in terms of prohibiting music to be transferred to a device owned by an-
other user. The DRM barrier did not only appear between devices, it 
also hindered some music to be played in different protective zones. As 
accounted for above with the examples of the artists Robyn and Oasis, 
artists could be signed to different rights holders in different countries, 
different protective zones. 

In Sweden, we were forced to remove Robyn, but in Britain where EMI 
signs her, all of her records are accessible. In the same way, the British is 
crossed over that we cannot supply any Oasis, whereas in Sweden almost 
everything by Oasis is available.143 

The á la Carte system was soon to be accompanied by complementary 
service systems like the all-you-can-eat and the try-before-buy. The business 
continuously evolved, acknowledging “different listener styles” 144 within 
the audiences and developed a number of “windows”, e.g. ringtones, 
DVD videos, CD singles or albums. The number of windows for an artist 
to be promoted through increased during the first years of the new centu-
ry. In 2003, the number of formats was less than ten, dominated by CD 
and the cassette. Five years later the number of formats had increased to a 
hundred where the CD format stood for only 20% of the total.145 The 
increased number of formats developed simultaneously as the apportion 
of different formats changed, e.g. the CD as a dominant format of music 
decreased to a small proportion. The all-you-can-eat and try-before-you-
buy subscriptions led to that the DRM-protection dissolved. In 2007, the 
first evidence of DRM-free music was posted in an Ifpi report; it is the 
record company Deutsche Grammophone that offers 2,500 pieces of 

                                                
143 [I Sverige tvingades vi till exempel ta bort Robyn, men i Storbritannien, där hon ges 

ut av EMI, finns alla hennes skivor att tillgå. På samma sätt är britterna sura över att vi 
nästan inte har något med Oasis, men i Sverige finns nästan allt av Oasis tillgängligt.]  
Dagens Industri. (2009d). Skivbolag delägare i Spotify. By: TT, August 7, 2009. 
[APPENDIX] 

144 Ifpi. (2006)., p. 8. [APPENDIX] 
145 Ifpi. (2008). Ifpi Digital Music Report 2008. Revolution Innovation Responsibility, p. 
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DRM-free classical music.146 After this German initiative, all of the ma-
jors begun releasing DRM free music throughout that year with EMI 
leading the experiment followed by Universal, Warner and last but not 
least Sony BMG.147 The development of detracting the DRM protection 
of music was finally manifested in the Ifpi reports from 2010 where the 
word DRM is missing, it had vanished. ”Fans [could] now transfer their 
purchased music files to different portable players when they [bought 
music files] from virtually any online service”.148 The abolishment of the 
DRM meant that the affordance of musicking was enlarged for the fan 
who now could use different devices for musicking and thereby let music 
accompanying their everyday life to a greater extent than before. 

Access Replacing Ownership 

The number of songs being digitalised increased tremendously at the 
beginning of the 21st century. Music became available in a plethora – 
more than all-you-could-eat. In 2008 there were approximately 6 million 
tracks legally available compared to 220,000 only three years earlier.149 It 
is not clear whether the vast number of available tracks in itself caused the 
question of ownership of downloaded copies to cease, but the two phe-
nomena occurred correlated to each other. The ownership-based econo-
my began transforming into an access economy, and in 2009 access to music 
is addressed as a unique topic in an Ifpi report. Between 2009-2011 
streaming surpassed download with a factor three.150 The era of ferment, 
as Kask is acknowledging, where different business models were compet-
ing with each other, e.g. download, streaming, a la carte, all-you-could-
eat, try-before-you-buy or the numbers of musical files in catalogues have 
molded into a new dominant design for music business – access (Kask 
2011). 

Access, compared to ownership, could resemble a library compared to a 
store. At a library, goods are accessed and borrowed whereas at the store 
the good must be purchased. The difference with the library is that with-

                                                
146 Ifpi. (2007). [APPENDIX] 
147 Universal and Warner bought EMI later the same year. Ifpi. (2007). [APPENDIX] 
148 Ifpi. (2010)., p. 8. [APPENDIX] 
149 Ifpi. (2008). [APPENDIX] 
 Ifpi. (2004). [APPENDIX] 
150 In spring 2009 download were purchased for almost SEK 40 million whereas steaming 

only reached half of that number. Two years later, in spring 2011 download had de-
creased marginally whereas streaming had reached SEK 140 million (Ifpi. 2009). 
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in the ‘digital’ there is an unlimited quantity of copies of the same item. 
But then, what is access? Is the metaphor of a library suitable? Spotify 
advertises its service as “all your music is here”, almost like a digital Alex-
andria. Research of contemporary society has revealed a strong tendency 
toward users favour the access models also in other areas besides music 
(ibid.). Participants in the contemporary cosmopolitan life of global no-
mads, who live and work in multiple countries, shows no need of posses-
sions (Bardhi et al. 2012). Physical ownership materialised in possessions 
are being experienced as “bumps on the road”. Young ones who are 
growing up with access, without ownership, will most likely line up with 
these contemporary globetrotters. Cosmopolitan nomads want to have 
everything but own nothing (ibid.). The ceasing culture of ownership and 
possessions has also affected the realm of the digital, i.e. files, and are 
hence not limited to physical artefacts. Consequently, a mobile phone 
used for musicking do not have to be able store all of the music files that 
its user prefers to listen to. Instead the device can save space of storage for 
other content and harbouring music files only temporarily, and accessing 
the music content when preferred which brings the affordance of having 
access to far much more music that the music that can be stores in a single 
device.  

The metaphor streaming used to describe the process of accessing and 
retrieving music can be a bit misleading as streaming traditionally is a 
word used regarding a water stream. In a water stream, there is a constant 
movement. In this aspect, the allegory of the word streaming better re-
flects what is known as broadcasting where constant electromagnetic sig-
nals of traditional ground distributed TV or radio, for instance, are ready 
to be retrieved and decoded in real-time. Streamed content, on the other 
hand, is delivered as a sequence of packages, why the concept Bit Torrent, 
i.e. torrent of bits, actually better describes what streaming is all about. As 
the packages are being delivered, they are unpacked and put together, 
compared to download where the whole sequence of content must be 
delivered before unpacking can occur. Further, streaming implies that 
packages of code do not have to come from the same supplier, why it is 
possible to use BitTorrent system for streaming. 

Streaming, in contrast to physical consumption or digital download 
of music, also situates musical content in a much wider problem complex. 
Music streaming is a real-time activity that can be intertwined with num-
bers of additional user-generated data such as GPS position, previous 
digital activity, digital identity, and social network connected to the one 
who streams etcetera. Sources reveal that an ordinary Google search 
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brings about 57 different metadata from that particular digital activity 
(Pariser 2011a). In this case of Spotify, the generated amount of data is of 
the magnitude of a terabyte per day (Göthner 2013). Therefore, it be-
comes crucial to understand what streaming, as such, affords to compre-
hend what streaming may bring to music, or inversely what certain pref-
erences of music may bring to customise another Internet experience. 

In sum, streaming brings about two central features; first that every 
received bit of information generates information about that information re-
ceived, i.e. a double directed communication. Secondly, streaming occurs 
in real time why information about information can generate situated and 
contextualised content for the user. Streaming can, therefore, bring about 
refined knowledge about the streamer, e.g. the input of information that 
that particular device can access from the user and the user’s usage. This 
refined information can generate further customised user experience in 
numerous aspects, where influencing musical experiences is a central one 
when it comes to music and music education, which I will return to in 
the following chapters. 

The Battle of Piracy 

Spotify is often referred to, as well as presenting itself, as a company that 
has managed to save the music business from piracy.151 The IFPI reports 
describe legal streaming services, which Spotify is an instrumental case 
example of, as the core alternative against the battle of piracy. Therefore, 
it is necessary to recall the issue of piracy, i.e. the unauthorised distribu-
tion of copyrighted material.152 This war is waged on several fronts; one 
(i) is to launch information campaigns about copyrights to increase con-
sumer’s awareness about the topic.153 The phonographic business also (ii) 
appeals to governments to act against piracy by accentuate law and en-
hancing responsibility of ISPs.154 Further, (iii) the music industry has mo-
bilised armies of algorithmic robots, which has been launched into the 
digital landscape to find infringing users (Eriksson 2017). The purpose is 
to catch distributors of un-authorised copyrights and to convict them for 
trespassing the interests of the rights holders. An illustrating example of 
the magnitude of illegal download of content is provided by Ifpi who in 

                                                
151 c|net. (2014). Spotify Australia: Our majore competitor is Piracy. By: Lexy Savvides, June 

26, 2014. [APPENDIX] 
152 Ifpi. (2014). [APPENDIX] 
153 IFPI Digital Music Reports (2004-2014) [APPENDIX] 
154 Dagens Industri. (2009c). Jakten på fildelare börjar på onsdag. By: TT, March 30, 2009. 
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2009, the year after Spotify’s launch, claimed that 95% of the digitalised 
music was downloaded “without payment to artists or producers”.155  

In 2014, the upcoming market of China, starting to participate on 
the global stage of the music business, indicated that there were hundreds 
of non-licenced services operating in the country generating approxi-
mately less than three percent of the total value of the digital music sector 
to the rights holders.156 The same situation applies to the Russian market 
which is also described as being a non-market as conventional market 
rules are not applied. In Russia vKontakte is the dominant music provid-
er. vKontakte is a non-licenced distributor of music allowing users to 
upload and share music without compensation to the copyright owners of 
the music.157 There is nothing in the Ifpi reports supporting that the Rus-
sian authorities try to prohibit such a company and instead work in favour 
of the established music business. The absence of a functional market in 
Russia should not be solely understood within a market paradigm. In-
stead, Goldenzwaig & Åker recognise the situation as a result of ideologi-
cal reasons where culture, which music is a part of, should be free to the 
people and not be obligated to market forces (Johansson et al. 2017). 
Such ideology is acknowledged to be a heritage from the Sovietic era 
where самиздат,	 samizdat, meaning “self-publishing” became a way for 
dissidents to circumvent the control of the regime. The idea with the 
samizdat is that reproducers and distributers of cultural products are con-
sidered to be enlighters rather that violators (Johansson et al. 2017) a rea-
soning that aligns with Lessig’s creative common in free culture (Lessig 
2004).  

There are also other issues that can work as obstacles for a streaming 
service and users musicking from such a service. Spotify withdraws their 
service from Russia after an attempted establishment. According to the 
Spotify co-founder Martin Lorentzon, the Putin regime demanded access 
to the servers that harboured the Spotify service for the Russian inhabit-
ants. “We could have streamed music [in Russia], but we would have 
needed Russian servers. Moreover, they [the Putin regime] would like to 
open them up and peekaboo. It’s really creepy”.158 This last example also 

                                                
155 Introduction by president John Kennedy in: Ifpi (2009). [APPENDIX] 
156 Ifpi. (2014)., p. 36. [APPENDIX]  
157 vKontakte has approximately 55 million users on a daily basis. Ifpi. (2014)., p. 41. 

[APPENDIX] 
158 [“Vi hade kunnat strömma musik men då hade vi behövt göra det på ryska servrar. 

Och då vill de gärna öppna och kika lite där. Det är jätteläskigt.”] my translation,  
 Svenska Dagbladet. (2015). Apple intar Spotifys mardrömsmarknad, By: Sven Karlsson, 

June 28, 2015. [APPENDIX] 
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shows how it can be difficult to conquer a market on legal terms. The 
competitive edge of the legal service is summarised in the following quote:  

The big success for piracy was the accessibility it gave – people didn’t 
have to go to the record store, they could download the single and have 
it. Now, streaming services have achieved the same accessibility as piracy 
and more – but the difference is that they are making money and are able 
to pay artists. And that is great in so many ways (my italic).159 

Piracy offered what the traditional music business offered but for free. 
The new music streaming business supplies what pirates offer and more. It 
might seem like a paradox that, at the one hand piracy is fought by the 
established music business, at the same time as the established music busi-
ness turns to piracy only to pirate back the ideas of the pirates and trans-
form these ideas into models that can be monetised by the established 
business. The most striking example of this volte-face is perhaps Shawn 
Fanning’s Napster that was bought by the companies of Sony and Uni-
versal in 2003 only to be transformed into a legit service. The so-called 
Napster 2.0 was re-launched onto the Internet six months after the owner 
switch.160 Another example is how the idea of Fanning’s music service 
Napster, as well as other similar services at the time, used the idea of a 
BitTorrent161 system to distribute, share and supply content. This type of 
architecture for music file sharing was transformed into legalisation by the 
“techno-wizards of Spotify”.162 This digital technological solution consti-
tuted the base for Spotify’s success as a streaming company in its start-up 
days 2007.163 The BitTorrent architecture, which I will return to more in 
depth later on, managed to offer robust music access with short latency 
between press and play, features that gave the company an advantage at 
the market.  

                                                
159 The quote is by Carl Vernersson from the management company At Night Manage-

ment who manage the international best-selling Swedish DJ Avicii. Ifpi. (2004)., p. 19. 
[APPENDIX] 

160 IFPI. (2004). [APPENDIX] 
161 A BitTorrent system is a sharing system based on a cut-and-paste technology. A file, 

like a musical mp3 file, is cut into pieces, then a user can collect different pieces from 
different peers. Once collected the user’s digital device paste the pieces together to an 
exact digital copy of the original file. 

162 Referring to Gunnar Kreitz and Fredrik Niemelä. Pansentient. [www] How Spotify 
works?. By: afront (Jer White), April 2, 2011. (Viewed: 2017-09-14) [APPENDIX] 

163 Gunnar Kreitz and Fredrik Niemelä from KTH have a patent of this kind of P2P 
streaming in networked data distribution. Svensk Patentdatabas. [www] [APPENDIX]  
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The Rise of Spotify 

The first time Spotify is named in public media is at the beginning of 
2007 in the daily Swedish business newspaper Dagens Industri (DI). The 
successful Swedish entrepreneur at the time Felix Hagnö is being inter-
viewed for selling his successful IT-business TradeDoubler to the giant 
American Online (AOL).164 In the interview, Mr Hagnö reveals that he 
will put some of his profit in a new media distribution company called 
Spotify that will be launched later that spring.165 However, it would take 
another eighteen months before the company launch actually took off.166 

Spotify was founded in 2006 by two other successful entrepreneurs: 
Daniel Ek and, Mr Hagnö’s companion from TradeDoubler, Martin Lo-
rentzon. The company was registered May 10, 2006, with a purpose to 
“practice Internet-related services in digital media such as music, games 
and television, and related business”.167 Both Ek and Lorentzon invested 
two digit sums of millions into the new company, money earned at 
Stardoll and TradeDoubler respectively. Although the duo of Ek and 
Lorentzon has managed the core of the company together throughout the 
years, it is Daniel Ek who has been the face outward in media, which 
makes him as the one person personalising the company and the services 
of Spotify. 

Daniel Ek introduces himself as an ordinary boy from a southern 
suburb of Stockholm – Rågsved. He claims to have had no real ambitions 
for future success during his school years. Despite this rather dull descrip-
tion, Ek likes to present himself as a devoted musician who got his first 
guitar at four years of age and played “until the fingers bled”.168 Ek de-
scribes himself, as a youth absorbed with two passions: music and com-
puters. Although music is only mentioned in passing, it is computers and 
entrepreneurship that dominates the anecdotes.169 For instance, in junior 
high school, he assisted the local community youth centre to get comput-

                                                
164 Dagens Industri. (2007). Så ska grundarna spendera pengarna. By: Nils Åkesson, January 

15, 2007. [APPENDIX] 
165 Dagens Industri. (2007). [APPENDIX] 
166 Dagens Industri. (2008). Spotify drar upp volymen på nätet. By: Stefan Lundell, October, 

18, 2008. [APPENDIX] 
167 (…bedriva Internetrelaterade tjänster inom digitala medier som musik, spel och TV 

samt därmed förenlig verksamhet, my translation).  
 Alla bolag. [2017] Spotify / Verksamhet. [APPENDIX] 
168 Sveriges Radio (2012). Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 

2012. [APPENDIX] 
169 IT-Gymnasiert Södertörn (2010), Sveriges Radio (2012), PandoMonthly (2012), Stan-
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er equipment and Internet access. This involvement is described as the 
start of his entrepreneurship in ICT. At this time, Internet access, and 
computer ownership among Swedes, were rolled out by Swedish gov-
ernmental strategies, which in turn created a need for commercial pres-
ence within this new medium. That situation enabled a young Mr Ek to 
start his entrepreneurship career at only fourteen, learning the task to 
work dedicated toward set goals. Classmates from this time at the IT-
Gymnasium (upper secondary school) at Södertörn later became co-
workers at Spotify why these years and the milieu of that particular school 
must have been important for Ek.  

In the two start-up years of Spotify (2006-2008), Ek describes him-
self as living on a jet plane constant travelling across the Atlantic where 
the dominant record companies are situated. Ek was trying to manage the 
CEO’s of the majors to accept and embrace Spotify’s ideas of promoting 
advertised-based streamed music for free to the audience. As presented 
above, this was a time where DRM protected download á la Carte system 
dominated the market. Streaming was still in its infancy. Moreover, 
streaming for free was tightly connected to piracy. Ek had a fastidious task 
to accomplish convincing the majors of this new model of access eco-
nomic as a way to conquer piracy. Eventually, Spotify used a slightly 
aggressive but apparently smart tactic to market their ideas, as they gave 
the Spotify music service to the entire school where the children of the 
employees at the major attended to, planting a demand for the product. 
Apparently, this sly tactic helped. In 2008 Ek had managed to get the 
majors on-board the new endeavour of the Spotify way to access mu-
sic.170  

Eventually, Spotify launched in October 2008 by starting at the 
Scandinavian markets, Great Britain, France and Spain. Only four months 
later, by the 1st of March 2009, Spotify had managed to enrol one million 
users.171 The product got “hyped” for a number of reasons; (i) the user 
did not have to download files (which demands space of storage), (ii) the 
user could choose any device for playback, i.e. the music could “move” 
between devices, (iii) the service managed to offer an extremely low la-
tency between press and play experienced as an almost instant play of the 
music, and (iv) the unique and important feature of legal music for free. 
The hype was further boosted by an exclusivity – a user had to be invited 
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by a peer. Three hundred thousand invited new users were waiting in 
line when the users on the beta-version had accomplished their participa-
tion for the real launch. The company used this successful tactic of exclu-
siveness for the important US-launch in 2011, leaving out traditional big 
advertisement campaigns for marketing.172  

In August 2009, almost a year after the European launch, Ek re-
ceived e-mail from the Napster co-founder Sean Parker. In the mail, 
Parker expresses his fascination with the Spotify service.173 Parker also 
celebrates the idea of getting the music service intertwine with social 
media, and he describes how he had talked to “Zuck” (Mark Zuckerberg, 
founder of Facebook) of the potential for Facebook to join up with this 
new Swedish company featuring streamed music. In this way, Parker 
became the bridge linking Ek to Zuckerberg – Spotify to Facebook.174 
Two years later the fusion of the company’s services was a fact. This was 
due to be launched at the same time as Spotify was introduced at the 
most important music market in the world – the US. 

*   *   * 

This contextualising chapter has shown the historical development of the 
domestication of music that arose during the Middle Ages and lasted until 
the beginning of the 21st century. The chapter has also shown how digi-
talisation in different ways may affect this domestication as copyright, the 
fundamental issue for the music business, show certain signs of dissolving. 
For the music fan, this implies that the musical good, e.g. the recording, 
in certain aspects, becomes freed from an exchange of money. Further, 
the chapter has accounted for how digitalisation has affected online busi-
ness and thus created new features like joint products, social networking 
and user-generated big data as assets that can be transformed to economic 
value. Also, the so-called new economies that arose with digitalisation 

                                                
172 Dagens Industri. (2009b). [APPENDIX] 
 Dagens Industri. (2011a). Öppet för Spotify-inbjudningar i USA. By: TT, July 6, 2011. 
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173 Mail. From: Sean Parker, To: Daniel Ek; Shakil Khan, Sent: Tue Aug 25 13:49:35 

2009. [APPENDIX] 
174 Sean Parker is being an important actor within this setting associating Spotify to Face-

book. He, as an actor, is networked with both influential Napster as one of the found-
ers, as well as becoming the first president of the powerful social network of Facebook. 
Parker also served the Spotify board for some time. 

 Billboard. (2017). Sean Parker Departs Spotify's Board of Directors. By: Marc Schneider, 
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demand business to offer customised solutions of their products and ser-
vices which in turn has been recognised for not only guiding and enhanc-
ing the user’s experiences but also limiting ditto. Finally, the chapter has 
accounted for the Swedish context in which the company of Spotify 
managed to arise. The next chapter will now go into depth with the 
company of Spotify, as a case of particular interest and how other actors 
in performing the networked feature of a music streaming service carry 
such a company.  
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7. THE COMPANY OF SPOTIFY 
AS A NETWORKED ACTOR 

The Spotify service is constituted foremost by one main actor – the 
Spotify Company. This chapter will account for how the Spotify Com-
pany, itself a punctualised actor, holds networked actors, all of them nec-
essary to network conducting the task of music streaming. Being the in-
trinsic case of this study, Spotify is pictured with its staff, organisation and 
company culture with a special focus on the face outward, the CEO and, 
alike, co-founder Daniel Ek. He has shown to be a prominent figure in 
the Spotify enterprise as many traits lead to him. Further, actors of aca-
demia and economical maecenas that have been found to be associated by 
necessity to Spotify are presented.  

The second half of this chapter presents the extension and dispersion 
of the Spotify service, including both the company’s geographical as well 
as digital extensions. The service’s extension is due to the service’s af-
fordance of spreadablity, a feature that that end-users are contributing 
with by spreading the service within the digital premises. Also, as music, 
by Spotify is manifested to “soundtrack [the user’s] life”,175 music must be 
able to follow, hence be social to its listener, wherever the user travels. 
The spreadability of the company and its service, show to be networked, 
e.g. incorporated in different products, manufactured or marketed by yet 
other actors, i.e. other companies. Those actors become, by their joint 
products, strongly associated with Spotify and hence constitute the Spoti-
fy network of music streaming. There are also actors with a more abstract 
but still important, associations to the service. These actors are ‘things’ 
like; awareness, recognition and reputation of the company. Yet other 
actors act on behalf of these entities, like the Swedish Government, that 
by recognising the company and its service, actually contribute to spread 
the company to yet other actors and users, such as other countries or 
other Swedish public institutions. All in all, this chapter accounts for the 
constitution of the Spotify streaming service. The main result is that the 
Spotify Company is an actor that does not operate its music streaming 
service on its own but rather who work with a number of networked 
actors in order to perform the service.  

                                                
175 www.spotify.com 
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THE SPOTIFY COMPANY 

The name of Spotify apparently derives from a play with the words 
“spot” and “identify” by the two co-founders. The name has proven to 
be successful as its ending “-ify” is commonly used to transform nouns 
into verbs. Programs such as Forgotify, Bluesify, Nowify or Classify have, 
since the Spotify launch, entered the market.176 In this way the Spotify 
name associates to other trademarks, which means that the company, in 
this associating manner, spreads into a greater extension.   

This first section of the chapter will present the Spotify Company as 
the most influential actor that acts upon the feature of the Spotify’s music 
streaming service (implying that there are other actors as well tied to this 
feature as well). The presentation includes a description of the manifested 
company culture regarding the employees as well as the interior design 
and assets of the work premises. A central feature for the company seem 
to be playfulness and creativity, which apparently are found to be not 
only two valuable resources crucial for the company to keep their avant-
garde position of a music technological enterprise but also a coherent 
feature for the affordance of the streaming service. Further, the section 
will focus the company CEO, Daniel Ek, as he has shown to have a 
prominent position at the company and therefore both mirrors and as act 
upon the company product. After that, the company’s association with 
academia will be described, followed by Spotify’s methods for recruit-
ment of employees. Both academia and employees have shown to be 
important elements to the company and the development of its service. 
The multitude of employees is supposedly affecting the affordance of the 
service’s ability to attract a multitude of users. In this way, multitude be-
comes a social coherent factor in the networked actor of the music 
streaming service.  Further, the company is using a so-called user-centric 
agile management structure that will be accounted for below. The struc-
ture of the agile management aligns with the liquid characteristic of the 

                                                
176 Example of this associating phenomenon is inter alia Forgotify that plays previously un-

played songs from the Spotify catalogue. Besides the associating naming to Spotify, the 
program uses the same colours as Spotify. The symbol of Forgotify resembles Spotify’s 
but picture the backside of Spotify’s disc. The blade leave green icon of Spotify comes 
forward as the waning crescent of a moon. On the Forgotify web page it is declared 
“Much love to Spotify”, which indicates that Forgotify is not a Spotify offspring but ra-
ther an independent associative. However, Forgotify use the Spotify music player and 
fetch big data statistics from Spotify’s analytic pipeline.  

 Forgotify. [www] Forgotify. By: The Forgotify Team; Lane Jordan, J Hausmann & 
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service. Finally, the company’s financiers are presented. These are the 
investors that provide the opportunity for the company to scale onto a 
global market aiming to make Spotify’s streamed music accessible world-
wide for users across multiple countries.177 

Company Culture and Enrolled Staff 

Spotify harbours over 2,000 enrolled employees spread within its markets 
around the world.178 Roughly, the employees are domiciled into three 
main areas; technology (Sweden and the US), product (simile countries), 
or business (Belgium, Germany, France, UK, Australia, Japan, Singapore 
besides Sweden and the US). Among the nine people within the man-
agement team conducting this disperse company, there was only one 
woman.179 She was also the only one who presented a thorough music 
affiliation and association, a classically trained orchestra musician who had 
performed at the Royal Albert Hall. A closer study of the presented 
members of that board at the company websites implies that the company 
deals with a product mainly designed to fit men and non-musicians. Be-
sides Angela Watts, presented as a trained musician, Steve Savoca is the 
only other member of the management team with an affiliation to music. 
Mr Savoca is described as being part of a band, although not mentioned 
by name, which opened for the prestigious rock bands of Radiohead and 
Suede in the UK during the 90’s. The instrument played by either Mrs 
Watts nor Mr Savoca is mentioned. The absence of such detailed infor-
mation regarding musical instruments makes music as a feature somewhat 
backgrounded, and hence not important to use as an assembler for anyone 
visiting the website. CEO Daniel Ek is presented as a “keen guitarist” 
with the greatest musical accomplishment that he “was given his first 
instrument at the tender age of four”. However, there is no additional 
music career added to this story. The rest of the texts, in the presentations 
of the managing team, draws heavily on entrepreneurship, tech, market-
ing, business scaling but also sport and playfulness. Ek further supports 
this attitude within the company and its staff when he describes that it is 

                                                
177 Further, a global market is necessary for the company of Spotify in order for the com-

pany to equal its economic calculus.  
178 2,162 employees in 2016. Statista. [www] Media & advertising / Music / Number of 

Spotify employees from 2011 to 2016. [2017]. [APPENDIX] 
 Statista (2014). Number of Spotify employees. [APPENDIX] 
179 Spotify Press. [2013a] Biographies. [2013-01-09]. (Viewed: 2014-03-12) [APPENDIX] 
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common that his employees are found playing video games, ping pong or 
Fußball game in a corner of the office premises.180 

According to the social semiotic analysis these features of playfulness, 
tech and entrepreneurship, prominent in the presentations and therefore 
probably central to the company, communicate with end-users that also 
affiliates to such features. Consequently, when such features fail to com-
municate sociability, the service is less likely to manage to attract groups 
of potential users to associate to the service. The idea to look into the 
company and its managing teams derives from Daniel Ek and his talk in 
Swedish public radio where he stated that the people working at Spotify 
“mirror their product”.181 Given the presentation of the manage team, the 
product of Spotify would, according to this statement made by Ek, pro-
vide an affordance for users that identify themselves within the same con-
ditions; entrepreneurship, tech, business, sports, and playfulness.182 Rather 
surprisingly, as it might seem, music is, in this context of a music stream-
ing business, a subordinated represented semiotic feature. A striking fea-
ture of the company’s culture is the mixture of hard labour and playful-
ness. CEO Ek is, for instance, presented as the visionary force of Spotify, 
but at the same time, as an ordinary bloke that likes to “beat his col-
leagues at FIFA championship soccer at the Spotify office”.183 When Ek 
presents himself and the other co-founder, Martin Lorentzon back in 
2006, he describes how they, by the time recent multimillionaires, still 
slept on mattresses on the floor in an unfurnished flat whilst conducting 
the start-up of Spotify in Daniel’s small apartment in the suburb of 
Rågsved.184 The two of them sat half-naked, working dedicated in the 
flat, as the activities of the computer servers were raising the room tem-
perature till above 30°C. This attitude, described by Ek, aligns with the 
manifested text on the wall of the Spotify HQ – “Give everything you 
got” (Figure 7). Dedication and leisure seem to go hand in hand from the 
direction to the staff, and in fact, to the affordance of the music service as 
well, as I will return to further on.  

180 Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 
2012. [APPENDIX] 

181 Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 
2012. [APPENDIX] 

182 Gustav Söderström is for instance described as “building spectacular Lego models of 
Star Trek starships”, a quite playful head of product strategies. 

 Spotify Press. [2013b] Biographies / Gustav Söderström. [2013-01-09]. [APPENDIX] 
183 Spotify Press. [2013c] Biographies / Daniel Ek. [2013-01-09]. [APPENDIX] 
184 Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 

2012. [APPENDIX] 
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Figure 7. Interior from the Spotify offices185 

Based on Norman’s ideas of affordance that a user becomes inscribed 
within the design (1988), the Spotify employees are regarded also to be 
inscribed in the design of their working space. Therefore, by analysing 
what the Spotify workspaces look like, and what affordance that architec-
tural interior design brings about, the employees, their work, and conse-
quently the Spotify streaming service can be further comprehended. 

The premises of Spotify’s offices are staged as playful environments. 
Mainly 25-45 years old cosmopolitans who swiftly switch between their 
native tongue and English inhabit it. The clothing codex is basically jeans 
and hip t-shirts or hoodies accompanied by designed or retro-inspired 
dresses.186 This “free” and “diverse” clothing of the staff align well with 
the design of the interior of the offices (Figure 7) and the kaleidoscopic 
mosaic of employees. The working space, in its full diversity, is supposed 
to fill any need from concentrated work before the computer in a 
stripped office desk to premises with clean meeting desks, backgrounded 

185 Design by Adolfsson & Partners in 2012. By: Adolfsson & Partners. [www] Project 
Spotify. [n.d.]. (Viewed: 2017-09-08) [APPENDIX] 
The photo in the lower right hand corner comes from Spotify’s New York office. 
Designed and staged by Fox Architects.  
Fox Architects. [www] Portfolio / Spotify. [2017] (Viewed: 2017-09-14) [APPENDIX] 

186 It is interesting to compare this to the dressing of the SICS in Kista, inhabitated by 
engineer scholars that are dominated with polo shirt or shirts and chino pants or jeans. 
A very different group of staff on behalf of their dressing anyhow.  
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by artist’s posters (Figure 7). Further, there is room for creativity as well 
as contemplation (Figure 7). In many ways, the Spotify working premises 
resemble the design of the music streaming interface, which the following 
chapter will show.  

At the premises, there are also common rooms where all of the staff 
at an office can meet. At Stockholm HQ, the most prominent common 
room is located on the penthouse floor of the building in the city centre, 
overlooking other buildings aside. The common room is black painted, 
an environment that resembles a music club with professional light- and 
sound gears in the ceiling. Solid wooden furniture in bright colours is 
complementing an antique sofa on a stage next to a magnificent golden 
floor lamp. Product quality of the furniture is mixed with new design and 
recycled materials. Box pallets to sit on together with a twist of Victorian 
elements make office reflect a contemporary renaissance as steam punk 
design.187 

In a corner of the common room, there is a pinball machine. Some 
scattered acoustic guitars are decorating the premises ready to perform on 
a 24/7 base for the staff. Glass-door fridges satisfy any craving for food. 
Piles of nuts, chocolate, salads, yoghurt, drinks and frozen food are ready 
to be cooked in the long line of aluminium brushed microwaves. Any 
type of coffee is ready at hand.188 The employees are supposed to feel at 
home as they are expected to “hang out at the office”. Ek, says that it is 
more likely to find people at the office at midnight than to find anyone 
there at 8 am.189 Indirectly, this setting and culture implies that the em-
ployees at Spotify are people that are prepared to socialise within this 
arrangement. In turn, this affords involvement of mainly young adults 
who live rather freely without delimiting commitment such as families for 
instance.  

Still, Spotify seems to be a company with responsibility for its staff 
trying to make it possible for employees to commit to the company also 
as a parent. One example occurred in autumn 2015 when the company 
launched a social welfare program introducing parental leave for six 
months in their global policy.190 This was indeed an unconventional way 

                                                
187 Adolfsson & Partners. [www] [APPENDIX] 
188 Observation at Meetups at the premises at Stockholm HQ, Birger Jarlsgatan 61, 113 56 

Stockholm. (2012-2014). [APPENDIX] 
189 Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 

2012. [APPENDIX] 
190 The Guardian. (2015). Spotify to offer staff six months' parental leave on full pay. By: Ru-

pert Jones & Patrick Collinson, November 19, 2015. [APPENDIX] 
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to export a Swedish well-fare system to other countries such as the UK 
and US where the corresponding arrangement is very limited in compari-
son. If the staff is mirrored in the company product, as CEO Ek claims, 
that would mean that the affordances within the design of the music 
streaming service, in turn, afford similar users of the service. Another 
aligning factor to this arrangement is that Daniel Ek himself became a 
father for the first time during that period. The CEO becoming a father 
at the same time as the company launches its policy of parental leave 
could very well be a speaking example of a sociological actor-network 
result. Affordances for the end-user of the service can be followed to the 
association of the company’s CEO and founder’s family plans. Moreover, 
as if that was not enough, the company also launched its Kids category 
within a year from the tokens just mentioned, with focus on “learning 
activities and language development” as well as the new Family pack, 
making it possible for the “whole band” musicking together.191  

Playfulness and creativity are two important assets for the company in 
order to remain at the frontier as a world leading music streaming ser-
vices. Playfulness is enhanced in numerous ways. One way is, as described 
above, the staging of the workspace and the placement of leisure games 
within the premises. Playfulness is also manifested in the presentations of 
the management team in different ways. Further the vast variety of na-
tionalities, employed by the company, is also a way to enhance diverse 
and creative thinking according to Ek.192 In addition the staff is organised 
in agile management, which I will return to later in this chapter. In short, 
this means that small units of the staff are autonomous to conduct their 
work, which is yet another creative force that constitutes the over-all 
company quest.  

The last token, enhancing the importance of playfulness and creativi-
ty, is the available hack time. This feature is about “learning and innova-
tion”.193 Hack time aims to put the staff alert and creative. This supposed-

                                                                                                         
 Note that this initiative was brought about at the same time as CEO Ek became a 

father for the first time. It is quite likely that this personal experience influence the 
whole company attitude and policies.  

191 Tech Crunch. (2016) Spotify launches a new Kids category with a focus on learning 
activities, language development. By: Sarah Perez, August 15, 2016. [APPENDIX] 

 The Guardian. (2014g). Spotify launching family plan with cheaper subscriptions for 
families. By: Stuart Dredge, October 20, 2014. [APPENDIX] 

192 Wired. (2014). Daniel Ek: Europe's greatest digital influencer tops Wired 100. By: 
David Rowan, May 16, 2014. [APPENDIX] 

193 Kniberg, H. & A. Ivarsson (2012). Scaling Agile @ Spotify with Tribes, Squads, Chap-
ters and Guilds. [APPENDIX] 
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ly creative time makes up for ten percent of ordinary work and is set to 
embrace something other than the staff’s usual have-to-do work.194 There 
is no demand for usefulness, importantness or cleverness as a result of 
hack time, although it happens that some innovations are born to be fur-
ther raised and incorporated into the overall product of Spotify. 

CEO Daniel Ek 

Daniel Ek, the CEO and alike one of the two co-founders of the Spotify 
Company, seems to be a primus motor of the enterprise and indeed the 
primary face of the company according to many source accounting for 
Spotify.195 In written texts, Ek is first and most presented as an entrepre-
neur and a technologist. Besides his professional life, he is characterised as 
a guy who loves football with a weakness for leisure games and music. In 
photos, Ek is pictured in mainly two different modes; one is Ek posing as 
the face of the company (Figure 8), whereas the other mode, pictures Ek 
musicking (Figure 5 and 10). The PR photos are often very clean, and 
between the centred portrait and the edge of the photo, nothing but 
space is pictured. According to the multimodal analysis, such staging cre-
ates solitude but also a distance, hence elevating a non-touchable person. 
In these photos, Ek is facing straight onto the viewer with a mysterious 
Mona Lisa smile on his face. The straightforward gaze persuades but also 
“demand[s] the viewer to enter into some imaginary relation” to him 
(van Leeuwen 2005:120). There are also PR-photos of Ek pictured with 
the company name in the background. In some of these pictures, Ek’s 
head is concentric with the “o” in the name of Spotify, which effectively 
places him in a central position of the company, in its very hub. 

Further, the clothing of the company CEO signals whom the com-
pany prefer to associate with. Ek is mostly dressed quite calmly in a black 
or white t-shirt or a polo shirt with or without a jacket. The shirt, as well 
as the jacket, communicates with participants of an office; company and 
business management. The polo shirt, on the other hand, communicates 
with the community of software engineers and data geeks. Finally, de-
signed t-shirts associates to cosmopolitan hipsters, which is probably the 
largest group of consumers that the company address their product for. In 
many photos, Ek poses with one of these shirts combined with a dark 

194 Spotify Labs. [2013b] Organizing a hack week. By: Joakim Sundén, February 15, 2013. 
[APPENDIX] 

195 CEO Daniel Ek is pictured in 6 out of 10 photos. 
Spotify Press. [www] Images. [May 2015]. [APPENDIX]  
Ifpi (2008-2014), Dagens Industri (2006-2014) [APPENDIX] 
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plain jacket, a combination that unites a variety of viewers to be associat-
ed with the common social.   

Figure 8. PR photos of CEO Ek196 

Being the CEO of a music streaming company, it is interesting to analyse 
how music is represented in relation to Daniel Ek in these PR-photos. 
Firstly, being the face of a company that provides music to fans, it is in-
teresting to analyse the photo of Ek at the archives of Swedish Radio, 
Visarkivet (Figure 9, to the right).197 The photo does not communicate an 
established musical discourse like the one represented in a traditional 
physical record store (Figure 9, to the left). The background of Visarkivet 
gives a rather clinical impression with music recordings, well organised in 
straight rows. The album sleeves cannot be seen, why the music com-
modity becomes quite anonymous, a lack of character. In the same man-
ner as Visarkivet, Spotify has become a digital instrument that organises 
information, i.e. music, in the same organised and tidy archived form. If 
the photo of Ek at the Visarkivet is compared to a random photo of a 
salesman in a record store (Figure 9 to the left),198 the traditional photo 
communicates more of an established musical discourse (Machin 2010). 
The traditional record salesman, even though he is dressed in a t-shirt 
with the same colour as Ek’s polo shirt, the t-shirt of the record salesman 
has a print of an artist. This explicit reference to a musical artist and by 

196 Left photo retrieved from Spotify Press. [www] Biographies / Daniel Ek. [2013-01-
09]. [APPENDIX] 
Right photo retrieved from: Billboardbiz. (2014b). Spotify CEO Daniel Ek on Hitting 
10 Million Subs, Apple-Beats Deal, IPO (Q&A). By: Yinka Adegoke, May 21, 2014. 
Photo by: Spencer Platt/Getty Images. [APPENDIX] 

197 When Ek, in his talk at the P1 show, presented his vision of Spotify he actually exem-
plified what he longed to achieved with the Visarkivet and not a record store or simi-
lar. 

198 Image found through a Google search on “record stores” 
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wearing accentuates glasses gives more cultural look and thereby higher 
musical provenance that the staging of Ek brings to the Spotify CEO. 
The background at the record store gives an impression of the kaleido-
scopic field of music with albums present from floor to ceiling scattered as 
well as organised, an environment that affords a physical botanising.199  

Figure 9. Examples of physical record salesman and 
digital music ditto200 

The second types of photos were CEO Ek is involved in some kind of 
activity, displays mainly lecturing or talking within the realm of entrepre-
neurship. Pictures of Ek programming or working at a computer are nil. 
However, there are photos where Ek is musicking. Most photos in this 
category picture him with headphones like the photo in Figure 10, a 
staging that enhances musicking as an act of listening. 

199 There has been an app developed to resemble “the feeling of flipping through the 
racks of your favourite local record store”, which is the Rhino.  
Spotify News. [2014b] Featured App: Rhino. By: Candice Katz January 20, 2014. 
[APPENDIX] 

200 Left photo retrieved from Google search on “record store” and “salesman”. 
Right photo pictures Daniel Ek when he visits the Swedish Radio archive in 2012. 
Photo retrieved from: 
Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 12, 
2012. [APPENDIX] 
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Figure 10. CEO Ek staged musicking – headphone listening201 

Ek pictured in conventional musical contexts; like playing an instrument, 
being at a concert or dancing are rare in public media. He is only staged 
with the instrument of the classical male connoted music icon – the guitar 
(Figure 11). Although, the instrument as such brings about a musical 
provenance to Ek and consequently to Spotify, the guitar used in these 
photos, seem to be just an ordinary copies of the common brand Fender 
Stratocaster (Figure 11). One would expect some exclusivity regarding the 
choice of an instrument from the “most important man in music” and an 
individual that has played the guitar since the age of four “until his finger 
bled”202 to bring musical provenance to Ek and Spotify for the initiated 
music fan. There is one exception to this kind of exposure, the photo 
where Ek is holding a SoloEtte by Wright Guitars of Oregon.203 This 
piece of a guitar is quite remarkable as it can fold together into a package 
of minimum size. What further adds to the exclusivity of this particular 
choice of instrument is that a SoloEtte was handed over as a gift to the 
Russian Cosmonauts from the Canadian Astronauts on the US Space 
Shuttle Atlantis in 1995. This exclusivity, even though it concerns a mu-
sical instrument, associates more with an avant-garde of technology than 
musicianship, why the used semiotic resource of the particular guitar do 
not contribute to rise the musical provenance. 

201 The Telegraph. (2012). Spotify guru on rich list with £190m fortune. By: Anita Singh, 
April 26, 2012. Photo by: Rex. [APPENDIX] 

202 First quote comes from Forbes magazine. Forbes. (2012). [APPENDIX] 
Second quote comes from: Sveriges Radio [www]. Sommar & Vinter i P1. / Daniel 
Ek. By: Daniel Ek, July, 12, 2012. [APPENDIX] 

203 USA Today. [www] Spotify's Daniel Ek wants to turn you on to new music. Photo by: 
Jefferson Graham [2013-02-20]. (Viewed: 2015-01-08). [APPENDIX] 
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Figure 11. CEO Ek staged with an ordinary Fender Stratocaster 
and an unusual guitar, a SoloEtte.204 

So far, either the staging of the company, its interior design, its staff, its 
board of directors or its CEO communicates much of a traditional musi-
cal discourse. Instruments and the playing on instruments are rare whereas 
listening occurs much more. In this way, musicking is biased toward the 
listener why traditional connotations of musical discourse are suppressed. 
At the other hand, dedication, creativity and playfulness are dominating 
the overall picture of the company and the company staff, why music and 
musicking, put in such a context, gets associated with these features. 
Hence, the affordance of musicking for the end-user might very well be 
that music is placed, listened to and used, in contexts of hard labour, crea-
tivity, playfulness, but also the needed should be supplied for the “whole 
band” available 24/7. 

Academia association and new recruits 

To further understand the culture of a company within the ‘digital’, Cas-
tells (2002) draw attention to a fact that such companies are connected to 

204 Left photo retrieved from: Forbes. (2012). Spotify's Daniel Ek: The Most Important Man 
In Music. By: Steven Bertoni, January 4, 2012. Photo by: Harry Benson. (Viewed: 
2015-01-08) Note! It is the same photo as in Figure 5. [APPENDIX] 
Right photo retrieved from: USA Today [www]. Spotify's Daniel Ek wants to turn you 
on to new music. Photo by: Jefferson Graham. Published February 20, 2013. 
[APPENDIX] 
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academia.205 This is the case also with Spotify. As accounted for in the 
chapters presenting previous research, academic connections are, in the 
case of Spotify, sovereign to the Royal College of Technology (KTH) in 
Stockholm. Even though the company has more than 2000 employees 
spread across its different markets, the office in Stockholm is presented as 
the headquarter. Stockholm is also the place where the Spotify enterprise 
begun. This section will account for the academic associations between 
Spotify and KTH to further comprehend what constitutes the music 
streaming service of Spotify. “[T]here is no Spotify without KTH” says a 
quote from the Facebook group of the Alumni at Royal College of 
Technology (KTH) in Stockholm (Figure 12). The association between 
Spotify and the KTH is thorough. 

Figure 12. Excerpt from KTH Alumni Network status’ update 
on Facebook206 

When CEO Ek tells the story about himself in the radio show Sommar i 
P1 he describes how he often managed to enrol his peers in his work.207 
This is most likely a crucial factor to his successful enterprise. Ek also 
describes that many of his fellow-students from upper secondary school 

205 The very embryo of the Internet departed from the US Department of Defence’s 
Advanced Research Projects Agency (ARPA) in 1958, only to gradually incorporate 
additional nodes to the network that were American universities. It was not until the 
1990 that the US Agency’s National Science Foundation (NSF) opened the net for 
private actors. Despite this freeing from institutions, many Internet based businesses 
continued to have an academic connection. 

206 No Spotify without KTH. Head of Development and Production Fredrik Niemelä 
and Head of Technology Andreas Ehn, together with developer Magnus Hult and 
Gunnar Kreitz, makes up the very core of the technical competence at the music ser-
vice company of Spotify. All of them having a background at School for Computer 
Science and Communication at KTH (my translation). 

207 Sveriges Radio (2012). Sommar i P1 / Daniel Ek [APPENDIX] 



 

   
 
134 

came to work at Spotify.208 Moreover, the start-up of Spotify made con-
tacts with students at the KTH perhaps via Daniel Ek’s own enrolment to 
the school.209 Gunnar Kreitz and Fredrik Niemelä, by some described as 
the “wizards” of Spotify’s patented digital architecture210 were affiliated to 
KTH and Spotify in 2006. 211 This connection has followed the company 
since its start-up. According to CEO Ek, the academic association with 
KTH in Stockholm is crucial to the company tech department. He con-
siders it to be a competitive advantage for the company to be situated in 
Europe and not in the US where “recruits would be locked up by Ama-
zon Google”.212  

Further, the company strives to employ a mix of “gender or ethnici-
ty […] diversity of thinking, of income levels, of educational back-
grounds” to avoid “an aligned way of thinking”.213 By the first six years 
in business, Spotify had scaled over 30 teams with employees from 45 
different nationalities.214 In the case of enrolling employees from KTH 
students, this selection does offer a wide range of students. Higher educa-
tion is free of charge in Sweden, also for international students during 
many years. In this way, students from KTH may come from various 
socioeconomic classes and nationalities. Such a vast variety of nationalities 
could indeed constitute a precondition for the company in order to asso-
ciate to a multiplicity of markets and users.  

Besides recruiting from the nearby located college university of 
KTH, a ten-minute walk from the HQ a situation that very much resem-
bles Castells noted of closely located physical premises for digital business-
es (2000).215 To further recruit new employees to the technological en-
terprise of music streaming Spotify also hosts so-called Meetups and 
Hackathons.216 Such events carry a great opportunity for the company to 
display itself as well as get in touch with potential employees. Volunteers 

                                                
208 IT gymnasiet [www]. Intervju med Daniel Ek.  [APPENDIX] 
209 KTH. [www] Spotify’s Daniel Ek Wins KTH Great Prize. By: Peter Larsson, September 

17, 2012. [APPENDIX] 
210 Pansentient. [www] [APPENDIX] 
211 Ibid. 
212 Wired. (2014). [APPENDIX] 
213 Ibid. 
214 Ibid. 
215 As this text are printed the Spotify HQ has moved to another address in Stockholm 

City. 
216 For instance, Spotify has hosted a Hackathon at the festival Way Out West where 

approximately eighty enrolled hackers are programing for 24h something “music relat-
ed”. Feber. [www] Spotify ordnar hackaton på Way out West. By: Wille Wilhelmsson, Ju-
ly 30, 2014. [APPENDIX] 
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within the Spotify community further accompany these initiatives.217 The 
community has an associated web page to the Spotify service called the 
community.spotify.com. Here, volunteers operate on behalf of other 
Spotify end-users. They come up with solutions to a problem, they help 
change the so-called status of the idea, and they can escalate issues to the 
Spotify staff. The volunteers may be rewarded with premium codes or 
Spotify related products.218 The company also acknowledges the most 
ambitious volunteers as they get invited to the Spotify HQ on a yearly 
basis, meeting staff and trying out product demos.219 In this way, the mu-
sic streaming service of Spotify brings an affordance of participating rather 
actively to the service and the development of the service to the extent 
that an imminent employment may be realised. 

Agile Actors of the Company and the Service 

In order to be buoyant and vivacious within a continuously changing 
society, Spotify uses a management system called agile management. In 
rough, the system is based on the principle of start-and-adjust instead of 
more traditional system of planning, seeking approval and implementing. 
This management structure affords the company to operate in a fast-
moving business milieu, not only to keep up but also to get above and 
beyond.  

The agile management stems from a software context where devel-
opers concluded that they needed to “respond[ing] to change” rather 
than “follow[ing] a plan”.220 Agile management was manifested in 2001 
by a collaborative team of authors on the Internet.221 The Agile Manifesto 
depicts an accommodative attitude toward their work. It is an organic 
form of management where the employee answers to no other force but 
collaboration and interaction instead of being ruled by plans, negotiations, 
and manifested documentations. This agile attitude puts user experience at 
its core centre by focusing user needs and user satisfaction. Hence, traditional 
features like power and control are rejected. It is the customer and not 
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the company nor the company owners that are the ones determining 
directions of development. Such declaration becomes crucial to the un-
derstanding of the company's constitution, but also of the affordances of 
the music service it brings. 

The organisation of Spotify is neatly organised in a complex and 
somewhat liquid system of working groups; i.e. squads, chapters, tribes, 
and guilds.222 A squad is an autonomous group of a hand full employee 
with different educational backgrounds. The small unit is responsible for a 
“product” in the diverse and disparate music streaming service of Spotify 
(Figure 13). A product can, for instance, be the music player, the radio 
experience or different payment solutions. The product is continuously 
being maintained and developed by its squad, making the squad experts 
of that particular product. 

Figure 13. Squads are working on different slices of the overall 
product 223 

In addition to the agile management structure of the thousands of em-
ployees of Spotify, the company provides agile coaches that work as serv-
ant leaders, helping the staff to grow on an individual basis and perform 

222 Kniberg & Ivarsson (2012). [APPENDIX] 
223 ibid. 
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on an excellent level.224 The single purpose of the agile coaches is to im-
prove everything. Such improvement is indeed intertwined with the agile 
movement. In different ways, the agile coach tries to feed its squad with 
“Autonomy, Mastery and Purpose”, where one of the most basic features 
for achieving these goals is to generate a creative collaborative working 
milieu for the squad.  

This whole agile management, including the agile coaches, nurtures 
the spry and dexterous tasks at hand for the Spotify crew when aspiring 
above and beyond. Every third week, the squad’s products get shipped, 
i.e. launched in the over-all service of Spotify. This is a rather high veloc-
ity of product development. For the user, this means that the affordance 
of music streaming service of Spotify continuously changes. The constant 
updating surfs on the slogan: “Think it, build it, ship it, tweak it”.225 
“Tweak it” follows “ship it”, i.e. launches it into the system. This ar-
rangement is aligned with the Agile Manifesto, not making decisions based 
on opinions and convictions; but rather rely on user-generated data. The 
final stage in a launching process is performed through A/B testing im-
plying that a certain number of users (As and Bs) are selected to be ex-
posed to the new updated feature in the overall product. By analysing the 
statistics from the A and B users the squad can continuously refine the 
product. In this way, the users become involved, although not conscious, 
with the evolvement of the service and hence the affordances it can 
bring. 

Financial Actors 

The Spotify Company, in all of its markets with millions of users, availa-
ble through a wide range of digital devices, with a service operated by 
numbers of servers and thousands of employees, needs external backing of 
economic capital to perform. Finally, subscribers and advertisers should 
cover the cost of revenues. However, this equation has proved to be in-
sufficient. The company battles with growing losses for each year.226 
Therefore, the company needs investors who believe in the company’s 
business model. According to Spotify, the economic situation is not due 
their business model being dysfunctional. Losses are instead, according to 

                                                
224 Spotify Meetup (2014). Agile the Spotify Way, March 5, 2014 with Sthlm Spotify Tech 

Group. [APPENDIX] 
225 Kniberg, H. & A. Ivarsson (2012). [APPENDIX] 
226 Statista. [www] Media & advertising / Music / Spotify’s revenue and net income/loss from 

2009 to 2016 (in million euros). [2017]. [APPENDIX] 
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Spotify, due to the fact that the company annexes new markets continu-
ously, a costly enterprise (Figure 14). 

Figure 14. The increase of Spotify markets (2008-2014) and a 
Spotify world map in 2014227 

Initially, in the days of the Spotify start-up, the co-founders Daniel Ek 
and Martin Lorentzon invested previously gained capital from their pre-
vious entrepreneurship within the digital market, e.g. Stardoll and 
TradeDoubler. Since then, additional investors have entered the enter-
prise providing capital for the company to scale onto a global market. 
The exact palette of current company owners is black boxed for the pub-
lic gaze. The Swedish source nyemissioner.se228 pictures the ownership 
quite international, consisting of the Swedish venture capitalist companies 
of Northzone and Creandum, the British venture company of Wellington 
Partners, and the wealthy Asian tycoon Li Ka-Shing.229 In 2012 Goldman 
Sachs, Coca-Cola and Fidelity Investments entered the Spotify owner-
ship, and one year later Technology Crossover Ventures joined. There 
are also several signs pointing towards an IPO for the company at the US 
Nasdaq stock market, but this is yet to come as this text is written.230 
Besides venture capitalist, the Big Four of the music business are owners 

227 The number of markets is collected from the IFPI reports (2010-2014). 
The world map with the Spotify market (Note! In March 2015) is retrieved from: 
iMusic Studio. [2017]. Spotify VS Google Play Music: Pick a Fantastic Online Music 
Streaming Service. [APPENDIX] 

228 This site present itself as the Swedish leading sources of information concerning  
229 Börsforum Sverige AB. [2017] Nyemissioner. / Börsnoteringar / Spotify Technology 

SARL. [APPENDIX] 
230 Ibid. 
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of the company.231 Financial Time comments on this ownership as record 
companies are said to be willing to swap parts of their back catalogues in 
favour of shares in the Spotify Company.232 This type of intertwined asso-
ciation between two formal actors would create and start to merge two 
actors into one, creating an augmented music business actor.  All in all, 
Spotify is far from being a Swedish company. It is puzzling to associates 
international venture capitalists to the Swedish Government and Swedish 
public service within the constituted network of the music streaming 
service of Spotify which the following section will show more in detail. 

Although a service such as Spotify seems to have the qualities to 
dominate a market and replacing older business models of music, it is still 
to be proven that the company can cover its expenses (Kask 2011). Nu-
merous sources are referring to Spotify as out-counted, not being able to 
refund former investors or providing enough revenues for artists. Spotify, 
at the other hand, claims again and again that increase costs for the com-
pany are due to their scaling on new markets and the low amount of 
revenues for an artist is a question of how the contract between artist and 
record label are arranged. It remains to be seen if Spotify, and the type of 
company that Spotify is a case example of, can manage to become the 
established business model in the era of streaming. Or alternatively, if 
Spotify, and its fellow companies being companies in an interregnum, to 
use a Baumanian terminology, cultivates the market ground for another 
type of music business yet to rise in a new paradigm. 

THE EXTENSION AND DISPERSION OF THE 

SERVICE 

The Spotify music streaming company operates on a worldwide game 
plane, although not unlimited. Therefore, the affordance of the music 
streaming via the service of Spotify is a question of a regional presence of 
this service. Musicking participation depends on the end-user’s country of 
residence but also on whether the user is mobile and travels to other 
countries. If music should be available and accessed, instead of owned and 
possessed, it becomes crucial that accessibility stay agile to the end-user. 
This chapter will account for the geographic extensions of the company 

                                                
231 Dagens Industri. (2009d). Skivbolag delägare i Spotify. By: TT, August 7, 2009. 
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service, e.g. the market of Spotify. In addition to the physical prevalence 
of the company, its ‘digital’ abodes are presented. This mapping reveals 
the affordances offered by its spread as actor-network. Further, the compa-
ny’s service is associated with collaborators within other businesses and 
products. Finally, the chapter ends with an account for the spreadability 
of the company on behalf of awareness, recognition and reputation, 
which are all rather weak associations. Nevertheless, the associations are 
there, constituting an actor-network of music streaming. 

Geographical and Digital Extension and Dispersion 

The service of Spotify can be accessed via downloaded software, but it 
can also be reached through a secondary source on artists’ home pages, 
blogs, or radio stations.233 This access is possible because the software of 
Spotify’s music player, and the company’s catalogue of music, can be 
linked through a so-called widget (Figure 15). The feature of the widget 
is an example of how the company can spread the extensions of its ser-
vices and in that way, promote affordances of musicking at various digital 
sites. At the other hand, access to streaming might also be limited due to 
certain conditions where particular geographic borders, i.e. nations, are 
the biggest obstacles to such accessibility, as this section will show. 

To be able to access any content of the digital service of Spotify, the 
user must be connected to the company's servers, e.g. located in Stock-
holm, London and Ashburn in US Virginia (Yanggratoke et al. 2013). 
These servers store musical tracks, meta-information about the music, 
pictures of album sleeves, user-generated data, advertisements and more 
(ibid.). The servers, and the data traffic to and from those servers, need to 
be able to cover the whole Spotify user-base of more than 100 million 
users situated across nearly 60 markets234 within different time zones 
without disturbing interruptions or delayed signals. Compared to a ser-
vice like Deezer with its 203 markets in 2014 Spotify has a long way to 
reach the same number of markets. However, as the company history 

233 Play Button or a Follow Button in a web page, blog or social page in a social network. 
Hence the code for the symbolic icon is free to fetch from the developer.spotify.com 
[APPENDIX] 

234 In comparison, the French founded company of Deezer, which launched its music 
streaming service in 2007, was present in 203 nations in 2014 according to Ifpi (2014), 
an almost total coverage of the world’s nations. The high number of markets is due to 
several small countries like Bahamas and Cayman Island and also old French colonies 
like Algeria. Despite this vast penetration of markets, Deezer has only reached approx-
imately 6,3 million paying subscribers. Statista. [www] Deezer Paying Subscribers. 
[APPENDIX] 
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shows, the service has grown steadily since its launch why it is most likely 
to continue the development. CEO Ek has also claimed that his ambition 
with the service is to make it available all across the globe. 

Figure 15. Incorporated widgets of Spotify, marked with red ar-
rows, at Billboard Hot 100, playlists at Swedish Public Radio 

P2, and from the artist Pink Martini’s web page235 

Availability at several markets does not only mean that the residents of the 
country have access to the service of music streaming. An increased num-

235 (Upper left corner) Screen shot from Billboard. [www] Billboard Hot 100. [2014-11-
01]. [APPENDIX] 
(Upper right corner) Sveriges Radio P2 [(2016)]. Låtlistor. [APPENDIX] 
(Below) Screen shot from artist Pink Martini web page. Pink Martini. [www]. Pink 
Martini. [2017]. [APPENDIX] 
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ber of markets also facilitate mobility for cosmopolitans, which means that 
the musical library of Spotify can accompany users on an everyday basis 
(DeNora 2000) also whilst travelling. Scholars have shown the im-
portance for humans to bring their music with them as they travel (Con-
nell & Gibson 2003). Music intertwining with identity and place, consti-
tutes the phenomenon of “sound tracks”. So, the spreadablity of the ser-
vice within many markets together with the continuous extension of 
markets carries affordance of musicking. Further, music is also distin-
guished for aiding the urban subject to cope with everyday life and rein-
force well-being (Skånland 2012). Put in that perspective, the quantity of 
markets and thereby extensions of the service become crucial for the af-
fordance of musicking for the travelling cosmopolitan subject.  

There are also limitations regarding the scaling of markets, and in the 
prolonging the affordance for its users. One such limitation is economical; 
it is a big investment to enter a market. Another limitation for scaling is 
the difficulties to enter and operate in immature markets such as the Rus-
sian one. Ifpi presents their concerns of such immature markets. Pirates 
are being considered to rage, as they operate and further surfing on top of 
customer un-awareness of property rights. Other apparent issues are illu-
minated by the Spotify endeavour to launch at the Russian market. For 
some reason, the launch did not succeed. Spotify claims that it was due to 
the Russian Government who wanted to surveil user-generated data at 
the servers, a condition that Spotify was unable to agree upon. It is alt-
hough clear that other music streaming companies like Deezer, Google 
Play and iTunes operate in Russia.236 However, the conditions and pre-
requisites constituting these settings are black boxed for the public eye, 
and therefore it is unclear whether these companies have accepted the 
demands of the authorities or if the description of the situation was incor-
rect by Spotify. 

Another obstacle for geographic spreadability is how a third-party ac-
tor (in this case the US) can limit a company scaling. Spotify’s terms and 
conditions constitute that the markets of Cuba, Iran, North Korea, Sudan 
and Syria cannot be included as markets in the Spotify enterprise.   

                                                
236 Ifpi (2014) [APPENDIX]  
 Note that according to Åker (In: Johansson et al. 2017) vKontakte is the largest distri-

bution company in Russia. Although vKontakte is an un-authorised service why it is 
not accounted for in the Ifpi reports. Åkers claim is further stressed by Wikipedia. 
[www] Википедия (Russian) / ВКонтакте (vKontakte). [APPENDIX] 
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Spotify’s products may be subject to U.S. export and reexport control 
laws and regulations, including the Export Administration Regulations 
(“EAR”) maintained by the U.S. Department of Commerce, trade and 
economic sanctions maintained by the Treasury Department’s Office of 
Foreign Assets Control (“OFAC”), and Department of State. You warrant 
that you are (1) not located in Cuba, Iran, North Korea, Sudan, or Syria, 
and (2) are not a denied party as specified in the regulations listed 
above.237 

Presumably, such geographical limitations can change over time, but it is 
interesting to see how a single actor, a country (although a dominant one) 
can act on such an elevated position to set the agenda and the affordance 
of musicking for others.  

The Clouds of Spotify 

In 2009, Wikström recognises that music, within the music business, had 
oozed up into the Cloud (2009). Metaphorically, the word cloud has been 
used in musical context to mark the process when the musical good trans-
formed from a physical artefact into an immaterial one. The shift from the 
download of musical files to streaming has revolutionised affordance of 
musicking. The impression, which the vehicle of the word cloud brings to 
its tenor, is that music files has dissolved into thin air, floating freely in 
the sky. Now, the Cloud, labelling the Internet and the general feature of 
accessing digital content, is actually physical, even though streaming 
through a Wi-Fi connection can be experienced as content being extract-
ed from thin air. The Cloud is a summarising label for the conglomerate 
of servers and digital memories where digital content is stored and con-
nected to the internet. This section will account for the Clouds of Spoti-
fy, i.e. the system of servers and digital storages capacities used in the 
architecture of the service to provide music and music-related content to 
end-users and implicitly the affordance of musicking the cloud of Spotify 
brings about.   

Given the preconditions presented above, the user needs to be situat-
ed within a Spotify market, and implicitly have access to broadband or 
mobile coverage, provided for by an ISP or MNO. Music can be ac-
cessed and streamed through the Spotify service in three separate ways. 
The prior alternative to collect a tune is to access it from the cache 
memory of the device in question (also known as offline mode). In 2010 
an investigation showed that 55 % of the listening derived from such 
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cashed copies (Kreitz & Niemelä 2010). This means that more than every 
second song that is played is a song the user has already streamed, which 
in turn indicates that users commonly remain in the same musical sphere, 
that they already are acquainted with. The second priority to find a re-
quested song is to send a general request to the nearest storage of the 
track at another Spotify connected device. This peer-to-peer (P2P) sys-
tem was patented in the early days of Spotify.238 The idea of this innova-
tive digital architecture was to off-load the blackened system, i.e. mother 
servers and hence avoid traffic jam that could delay the latency between 
the press and play. More than every third request is navigated through 
this BitTorrent system (Kreitz & Niemelä 2010). This ratio further im-
plies that nearby users to a great extent prefer the same type of tracks. 

Thirdly, if the cash memory has not stored the music file from previ-
ous streaming and the P2P alternative scoop zero, then the request is 
posted onto the backend system, e.g. three big servers situated, as pre-
sented above, in; Stockholm, London and Ashburn in US Virginia 
(Yanggratoke 2013). Any user must have access to any of those mother 
servers, as they are not storing copies of each other but different parts of 
the entire service.239 The mother servers of Spotify feed the users with 
8.8% of the requests within a latency of a third of a second (Kreitz & 
Niemelä 2010). The share of 8.8% implies that less than every tenth song 
is a new stream in the local peer collective; currently released or discov-
ered again.  

Music at the Spotify service can, as presented above, be accessed both 
through online streaming and off-line if listening to previously streamed 
and downloaded content. Even if a user, for some reason, prefer only to 
listen off-line, the user still must go online on a regular monthly basis to 
feed the system with information regarding frequency of played tracks. 
This feedback information is necessary, for instance, to provide the right 
amount of revenues for the rights holders. Every type signal that Spotify 
might be able to catch and process together with other signals is black 
boxed to the public. However, the company do present that the service 
uses cookies, mobile device identifiers and software developer kit (SDK) 

                                                
238 Gunnar Kreitz and Fredrik Niemelä from KTH has a patent of this kind of P2P 

streaming in networked data distribution. Svensk Patentdatabas. [www] [APPENDIX] 
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integrations within the Spotify Privacy Policy.240 The objectives for using 
such technology is essential for the company to recognise that the service 
is operating as requested, it is there for analysis and statistics, but also for 
advertisements both on behalf of Spotify themselves but also for third 
parties. 

Online streaming is, on the other hand, somewhat different from off-
line musicking. In real-time, information about what is being streamed 
continuously feeds the system while streaming, and can hence be used by 
the system to enhance or tweak the listening experience. Once the song 
is being replayed, information regarding the length of play, whether the 
user curates the content in any way by adding it to a playlist, or the per-
sonal archive, is communicated back to the system. In addition to infor-
mation regarding the music, other surplus information is automatically 
being communicated. Such surplus information can be, in principle, any-
thing that a digital device can detect. A plain visit to the Spotify.com 
website includes 102 cookies being used.241 This number indicates that all 
of these 102 signals could be used to filter and tweak the affordance of 
that particular, or the following web experiences.  

In all, it is not just music that had oozed up in the Clouds. More im-
portantly, the cloud-based musicking brings about affordances of situating 
music and musicking in a far more multifaceted complex of ‘things’. In 
real-time streaming, i.e. not an off-line mode, this additional information 
can create surplus values that associates with the musicking, enhancing 
and augmenting the musicking in real-time per se. The architecture may 
also bring the signals, i.e. information about the streaming to associate to 
other contexts than the intended musicking one.  

Network of Joint Products and Cooperate Business 

This section will initially describe the main actor of the telecommunica-
tion connections as a part of the network of a music streaming service. 
Also, other cooperate actors will be presented, showing how music 
streaming is present in various joint products of smart digital devices. 
Joint products can also be applications, or in short apps, developed to 
enhance the Spotify service or being backend by it. Finally, in this sec-

                                                
240 Spotify Privacy Policy. (2015). §13 Information about cookies, other technologies and third-

party data collection. At: https://www.spotify.com/us/legal/privacy-policy/#s13 
(Viewed: 2017-11-18) 
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search on their Google engine (Pariser 2011a:2). 
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tion, an example of the actor of public service is presented as yet an actor 
extending and spreading the Spotify service. 

Firstly, Spotify needs to make a deal of distribution with at least one 
ISP per country in order to enter that market. The number of users to 
that ISP consequently constitutes the number of potential users for Spoti-
fy. This relationship is far from one-way directed. The telecom company 
can also use the Spotify service in order to boost the service of the own 
company. In some cases, this might seem to be a joint venture between 
the music streaming company and the ISP. For instance, the Swedish 
telecom company of Telia offered their customers a Premium subscrip-
tion at Spotify on a 60% discount.242 This offer by Telia was primarily 
intended to attract users to stream music through the company’s new 4G 
net instead of local Wi-Fi.243 The Telia company needed a crowd of users 
in order to analyse their activity and hence tweak the new net, 4G at the 
time, to this user activity. Another example, put forward earlier on in this 
text as a feature of the so-called new economies, is how the telecom 
company of Three (3) offered the Swedish users free surf on music, alt-
hough from any music streaming service if subscribing to them.244 Such 
initiatives, also known as zero-rating, were addressed by the Telecom au-
thority PTS just months later.245 Zero-rating means that there is no upper 
limit of metered data or extra cost for the user, an arrangement that might 
seem rather beneficial and favourable for the end-user. However, the 
problem is that zero-rating is aligned with selected services or data where 
certain companies, by this selectiveness, are favoured on behalf of others. 
In this way, zero-rating violates what is known within the realm of Inter-
net as net neutrality.246  

Besides the networked actors of ISPs all across the Spotify markets, 
the company also needs to cooperate with actors providing smart devices 
for playback music. Those devices do not only serve as mediators of play-

                                                
242 Veckans affärer. (2015). Telia-Spotify testar prisdiskriminering. By: David Hässler, Febru-

ary 6, 2015. [APPENDIX] 
243 Veckans affärer. (2015). [APPENDIX] 
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the Internet should treat all data on the Internet the same, not discriminating or charg-
ing differentially by user, content, website, platform, application, type of attached 
equipment, or mode of communication. Wikipedia. [www] English / Net Neutrality 
[APPENDIX] 



 

 147 

backed music which affects how and where music can be listened to. 
Devices also bring about new systems of input from the one who stream 
to the musicking service of Spotify which consequently contribute to 
how musicking can be developed through the service. The variety of 
devices has grown in numbers from the start of the Spotify enterprise and 
there is no sign of a decline of that development. The Spotify service 
could originally be reached through computers, including laptops. Close 
to this opening, the smart device of the mobile phone and the tablet en-
tered the community of devices. At this early stage of the Spotify enter-
prise, the service was compatible with number of brands and not ties to a 
particular device such as the Nokia comes with music system or Apple’s 
iTune system. Although, when smart TVs entered, Spotify did coopera-
tion with particular business companies such as Samsung.247 However, as 
Spotify started their development of their service without specific devices 
as receivers, their service had and still has, a greater potential to network 
with other actors hence gaining a wider extension. PlayStations and 
sound systems have also gradually been associated with the Spotify net-
work. Also, the car stereo system of Volvo worked as an actor regarding 
the development of joint products to enhance the affordance of the 
Spotify service. A festive manifestation of this association between two 
companies can be seen in a photo where the logotype of Spotify has re-
placed the given place for the Volvo emblem on the car’s gill (Figure 16). 
The Spotify feature was integrated into the dashboard of the Volvo XC70 
in 2012 (Figure 16).248 The software was developed to be possible to mas-
ter by voice. This particular feature of voice control, instead of directing 
the sight to a visual display and thereby unable to watch the traffic simul-
taneously, might be a result of the safety priorities that Volvo car compa-
ny is known for. Moreover, as Volvo is regarded to be a Swedish compa-
ny, such networking enhances Spotify social Swedish affiliation.  
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Figure 16. Volvo car with a Spotify emblem where the Volvo 
emblem usually is placed, and the Spotify service incorporated in 

the Volvo dashboard249 

The joint business with Volvo generated voice controlled input to the 
music streaming service, a feature in the software that can be used in any 
digital device with a built-in microphone. This shows that an association 
to Volvo is not just a way for the company to spread its music service by 
also to develop its products. The exact mutual products or cooperated 
companies are of less interest to this reasoning. The essential feature here 
is that such cooperation and mutually developed products might affect the 
music streaming service and thereby the affordance of music streaming for 
the user. Moreover, the networked cooperation with another actor, e.g. 
Volvo, might develop the music streaming further in ways the Spotify not 
initially intended. “A great music experience in the car”250 might just as 
well be music affecting the musicking car drive as the car drive affect 
musicking in unintended ways. The car is a rather special place, a sphere 
of a personal microclimate, detached from the natural surroundings out-
side (Bijsterveld et al. 2014, Bull 2007). Also, the enveloped sound bub-
ble that the car creates can also enhance musicking as the driver might 
sing out loud to the music while driving (Bull 2004). The shell of the 
carriage body creates a cocoon for the driver and the passengers where 

249 Left photo is retrieved from: 
Teknikens Värld. (2012). Spotify och Ericsson revolutionerar bilstereobranschen med Volvo. 
By: Joakim Bergqvist, December 20, 2012. [APPENDIX] 
Right photo is a screen shot from: Volvo Cars. [www] Sensus Connected Touch: Voice-
Activated Spotify. [2013-03-06]. (Viewed: 2017-09-11) [APPENDIX] 

250 Volvo Cars. [www] Sensus Connected Touch: Voice-Activated Spotify. [2013-03-06]. 
(Viewed: 2017-09-11) [APPENDIX] 
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music creates a sound bubble, sounding out the traffic noise (Bull 2007). 
Similar to this situation is musicking via headphones, where music also 
can create a private sphere in the overall public place by sounding out the 
city (ibid.). The driving experience is an area of intense current develop-
ment. Focus is directed towards sensuous systems like air or seat tempera-
ture, direction or the fan’s air stream constitute the driving experiences as 
well as the bodily comfort in adaptable seats that automatically sense and 
adjust to body posture by sensing pressure points (Bijsterveld et al. 2014). 
Further, the driving of a smart car can also include systems for keeping 
the distance to the car driving in front, or to parallel-park the car in a 
neat spot, or to recognise pedestrians in virtual real-time.251 All of this 
examples which are based on the development of artificial intelligence 
(AI) in smart cars, are and will most likely continuously be further net-
worked with music in the enveloped environment of the car. 

Besides this networked cooperation with other companies, Spotify 
also opened their service to software developers through so-called appli-
cations or in short apps.252 According to Dagens Industri, App stores abso-
lutely burst out onto the market in that same year, 2011.253 By allowing 
such actorship Spotify managed to extend its penetration among users 
further. Applications like the Rhino, which enabled users to browse music 
by “recreate[ing] the feeling of flipping through the racks of your favour-
ite local record store” by using the touchscreen on the device in use were 
designed to provide the affordance for a user who prefers a retro feeling 
of musicking.254 Another example of an application is the Music Popcorn 
that visualises musical genres thorough colourful bubbles that connect to 
each other in a designed arrangement resembling soap. The application 
affords the inquisitive to travel un-sailed waters for genres and subgenres, 
and musical pieces that stereotypically illustrate these genres. These two 
apps are examples of how musicking can be enhanced in different aspects. 
Music Popcorn enhances the affordance of the Spotify service regarding 
certain educational entities of music, whereas apps like Rhino enhances 
the affordance of the streaming service on behalf of the user experience. 
Another type of application, in line with Music Popcorn, is the app 

251 Engadget. [www] Smart car algorithm sees pedestrians as well as you can. By: Jon Fingas, 
August 2, 2016. [APPENDIX] 

252 Dagens Industri. (2011b). Spotify öppnar för appar. By: TT, November 30, 2011. 
[APPENDIX] 

253 Dagens Industri. (2011b). [APPENDIX] 
254 An application that “re-crates the feeling of flipping through the racks of your favour-

ite local record store”. Spotify News. [2014b] Featured App: Rhino. By: Candice Katz 
January 20, 2014. [APPENDIX] 
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Musixmatch that provides real-time lyrics to the music track like karaoke. 
In this way, the application provides an opportunity, not only to learn the 
lyrics of a song, which sometimes can be difficult to hear or interpret, but 
also to learn a foreign language. For a time, this type of application was 
incorporated in the interface of the service. Unfortunately for users that 
enjoyed this app, it is no longer present within the Spotify interface. This 
is further an example of how both technological architecture and appear-
ance changes within the design over time which is a liquid characteristic 
that will be focused in depth within the next chapter. 

The service does not only provide the affordances for a third party to 
network with the service in order to develop a product that can enhance 
the streaming experience in one way or another. It is also possible for a 
third party to use the Spotify service as an enhancement of the third par-
ty’s product or service. Examples of this situation are addressed above in 
Figure 15 showing the extension and spreadability of the service at vari-
ous digital sites such as an artist’s website, the Billboard Hot 100, and 
Swedish public Radio by the usage of incorporated widgets of Spotify, 
i.e. the music player. The example of the Swedish public radio is further 
reinforced with another Swedish public service instance the actor of Mus-
ikverket (Swedish Performing Arts Agency).  

Swedish Performing Arts Agency, launched by the Swedish Gov-
ernment in late December 2010, was commissioned to make the Swedish 
cultural heritage available to the public.255 The agency conducted this task 
partly through the usage of Spotify.256 By networking to the Spotify ser-
vice, the agency gains a possibility to reach far greater than it would have 
achieved on its own. If the agency were to be limited to their own music 
player, they would only reach out to the public who have come across 
the digital site of Musikverket.257 Once networked to Spotify, there is a 
chance that recordings from Swedish Performing Arts Agency get viral 
and thereby discovered by the public, hence the public user might dis-
cover music s/he would not have met before via the Spotify browsing 
systems. However, if an actor such as Swedish Performing Arts Agency 

                                                
255 SFS 2010:1922  
256 For example, Musikverket [www] Samisk musik i dag (Sami music of today) could be 

listened to via Spotify playlists. At: musikverket.se/artikel/samisk-musik-i-dag 
[APPENDIX] 

257 It should be added that the collections of Musikverket, which are not domesticated 
into the realm streaming services like Spotify, can be accessed via Musikverket’s own 
catalogues and music player. In this way Musikverket could be interpreted to balance 
their public mission to commercial powers just as Giroux suggest educators to do 
(Giroux 2004). 
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were to completely lean on a streaming company such as Spotify it is 
problematic that Spotify and its service is a private multinational company 
with absolutely no guarantees of its long-lasting ability to provide music 
to the public. Such a liquid existence would rhyme aslant with a govern-
ment’s assignment to preserve the cultural heritage. Also, by using the 
service of Spotify, Swedish Performing Arts Agency gets the same user 
base as Spotify has when it comes to these recordings. This can mean that 
Swedish Performing Arts Agency gains a lager user base than they nor-
mally would achieve. But it can also mean that the user base gets limited 
according to Spotify’s terms and conditions as well as whether the service 
has managed to attract a user to it or not.  

Indeed, Spotify has, at least within Sweden, managed to become an 
exclusive actor operating beyond the borders of the market – into public 
service. From a conflicting perspective, one could say that the public 
service has emigrated as an actor into the open market. Following 
Giroux's argument of the responsibility of the educator to be resilient to 
market forces and instead model as an authority with a critical reading of 
corporate culture (2004). An educating actor such as Swedish Performing 
Arts Agency should according to Giroux instead strive for a “balance 
between democratic public spheres and commercial power” (Giroux 
2004). The networked associations of Swedish Performing Arts Agency 
and Spotify are not only beneficial for the Agency, Spotify also gains a 
trustworthy position by being acknowledged and associated with a gov-
ernmental agency.  

Music Associates Users 

The constitution of the music streaming service of Spotify is beside tech-
nological and digital connectivity and cooperates business with mutual 
products or service also built on the service’s user base, i.e. the users per 
se. Moreover, it is not only the users one by one, but rather the potential 
connections between the users that make up for the service. The stream-
ing service of Spotify is not only implicitly social technologically speaking 
through its automatic architected P2P system of retrieving music. ‘The 
social’ is manifested within the service much more explicit than that. 
CEO Daniel Ek:  

…and then I figured out that music is one of the most social objects there 
is. I can send anyone of you a piece of music and you can probably relate 
to it even if I send it in a different language you will know whether it is a 
happy song or a sad song. If I send a Lady Gaga song to someone in they 
are going to understand that just as they send you another song. This cul-
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ture transcends geographies and all that. So, it is a really powerful social 
object that communicates an emotion.258 

This quote stemmed from Ek when he was interviewed back in 2012 at 
the Stanford University, US. The excerpt is interesting as it sheds light 
upon how the CEO thinks, or have had a personal experience of, a cer-
tain phenomenon, and then how that particular phenomenon has been 
incorporated with the Spotify service as a central feature.  

Accordingly, the music streaming service of Spotify is based on the 
assumption that music is social, it associates people to each other.259 This 
premise acts upon the service in several different ways. First, as already 
mentioned, Spotify constitutes a social network by including the users in 
a P2P system of music access. Secondly, users are notified what other 
users streams. Spotify has refined this feature in itself in many different 
ways. Users can follow each other in order to discover music. The user 
may be notified through Facebook or mail onto what their peers stream. 
Users may also discover new music by suggestions from previous stream-
ing and the streaming of nearby located peers for instance. By such fea-
tures, music serves as a mediator and an educator, transcending geograph-
ical borders, or even communicates emotions between users.  

In this way, the feature of following, is a so-called pub/sub feature, 
meaning that anything the user streams becomes public for other users 
within the Spotify service. Note that a user can choose to stream music in 
a private mode. This privacy only applies to the pub/sub system; streaming 
can never be private regarding what the company knows about the user’s 
streaming – by default. However, the user will never know if publishing 
from the pub/sub will work as an actor making another actor act, e.g. a 
streaming being recognised and streamed or incorporated in a playlist for 
instance by another user, or if the submitted publication of the streamers 
streaming ceases into oblivion. 

In may 2011, the company teamed up with the maestro of social 
networks within the Internet– Facebook.260 Through the incorporation of 
the platform, Spotify could reach out to Facebook friends’ networks to 
enrol new participants in the Spotify community. Friends’ musical activi-
ties were being exposed to Facebook as well as through the mail address-

                                                
258 Stanford technology [(2012)] Daniel Ek (Founder Spotify) - Talk - A Playlist for Entrepre-

neurs @ Stanford University. Stanford Technology Venture Program. Daniel Ek co-
founder Spotify, May 16, 2012. (My transcription of interview) [APPENDIX] 

259 Note that the theoretical concept of social used in this thesis includes things, technolo-
gy etcetera as well. 

260 Forbes. (2011a). [APPENDIX] 
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es, which participants at the Facebook community used for their login to 
that platform. The cooperation was also thought of as to strengthen the 
social network of Facebook as music was regarded as a great part of Face-
book participants’ lives. The incorporation of Spotify made that possi-
ble.261 Through the social network of Facebook users could now enhance 
their social network within Spotify. The incorporation of the service also 
made it possible to discover the music of peers or “by finding each other 
by sharing music or playlists” (Setty et al. 2013). In this way, the constitu-
tion of the streaming service offers educational affordances by drawing 
heavily on peers, the pub/sub system as well as social networking. The 
influential Napster founder Sean Parker commented the incorporation 
between the two services as a possibility with the major objective of the 
affordance to create the right user experience as a way to develop digital 
music business.262 The relationship between Spotify and Facebook re-
mains and there are no signs yet that this coalition is to dissolve. 

Besides the cooperation with external social networks like Facebook, 
but also Twitter and Tumblr, Spotify continuously refines the feature of 
networking associations between peers and music within their own com-
pany. These social features and functions within the music service are 
presented more in detail in Chapter Nine (9). What is essential here is 
third parties that, by being invited by Spotify to continue to build on to 
their initial product, also co-create and hence constitutes the music ser-
vice. In this way, such third-party developers not only place music and 
music-associated issues in specific contexts, but can also contribute in 
different ways to how music may be experienced and learned, e.g. the 
affordances of musicking. Spotify promotes the development of the appli-
cation Serendipity as a successful example of such an actor that aids 
strengthen music as being the social cohesion between peers.  

 
 
 
 
 
 
 
 

                                                
261 Mail From: Sean Parker, To: Daniel Ek; Shakil Khan, Sent: Tue Aug 25 13:49:35 

2009. Pitched in Forbes (2011a). Sean Parker: A Facebook-iTunes Partnership Would 
Have Been Disastrous. By: Nicole Perlroth, October 4, 2011. [APPENDIX] 

262 Parker, Sean. (2009). Mail from: Sean Parker, To: Daniel Ek. [APPENDIX]  
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Figure 17. Serendipity – an application that animates user’s 
simultaneous music streaming.263  

Serendipity is an application that accentuates the ‘social’ between users 
entangled with music. The app animates two streamers within the Spotify 
community who at the same time (within 10 sec) starts to stream the 
same track (Figure 17). The intention with the app was to bring people 
together “although they might not speak the same languages, live in the 
same climates, or believe the same things, they’re playing the same song 
at the same time”.264 In this way, the application visually animates social 
associations between users, which aligns with the quote from Ek above 
addressing a song by Lady Gaga. In this way, the constitution of the actor 
of a music streaming service acts by music with an affordance to “trans-
cend[s] geographies” socialising one user to another.265 The association 
visualised in Figure 17, is a schoolbook example of how music represents 
a unification of nations. The app animates people from a diverse flora of 
nationalities. It associates a user in Auckland at New Zeeland with a user 
in Guayaquil in Ecuador, a distance of 11,214 km across the Pacific 
Ocean. The music is featured by the French DJ David Guetta and the 
Dutch artist Showtek featuring the Australian singer Vassy in the song 
Bad – a quite global fusion on behalf of both listeners and artists. This is 
one example of how the constitution of real-time streamed music may act 

263 Spotify News. [2014c] Serendipity Visualises Simultaneous Listening Worldwide. By: Eliot 
Van Buskirk, August 21, 2014. [APPENDIX] 

264 Ibid. 
265 Stanford technology [(2012)] Daniel Ek (Founder Spotify) - Talk - A Playlist for Entrepre-

neurs @ Stanford University. [APPENDIX] 
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as a “massive, untapped potential [for] Spotify to exploit [on behalf of] 
social connections and communities among its users”.266   

Awareness, Recognition and Reputation 

The last topic, to be brought up, central to the constitution regarding 
extension and dispersion of Spotify and its service, is awareness, recognition 
and reputation of the company. These notions become essential to track, as 
they, at the one hand, reveal the presence of the company by such associ-
ations, but more importantly they also reveal the service’s potential of 
increase or decrease on the market. Recognition is the default mode for the 
company to be present at all in public sources, but further recognition 
also serves as an indicator of whom the company is associated with or its 
impact factor, e.g. how often the company name is mentioned in certain 
types of media. Reputation comes forth in the texts enhancing and accom-
panying Spotify. Reputation is also signalled by the actors that Spotify are 
associated to, e.g. the Swedish Government, Volvo or Facebook. Aware-
ness account for both medias awareness of the company as well as the 
public awareness of it. 

The awareness as well as the recognition of the company has continu-
ously created headlines in media since their start-up days. A lot of articles 
are to be found within business and economy, implying that the econom-
ic aspects of the innovative music streaming company are recognised as 
major interest. The prominent business weekly Forbes magazine puts CEO 
Ek on the front page of their January edition in 2012 with the headline 
“The Most Important Man in Music”.267 Such a display and portrait in 
such a kind of magazine rise the affordances of further associations to a 
broad audience, although within businesses. In the reports, 2009-2014, 
from the International Federation of Record Industries (Ifpi), the compa-
ny name of Spotify is well recognised. Compared to both Deezer and 
WiMP, which also were prominent actors of music streaming on a global 
scene, the company name of Spotify dominates the text in the reports 
(Figure 18), revealing that Spotify is an important company on the global 
stage. A lexical analysis of company names in the Ifpi reports (Figure 18) 
which shows that Spotify outnumber the names of the other streaming 
companies, aligns with a survey presented in the Ifpi report 2014 where 
Spotify has 59% awareness by the surveyed public compared to Deezer 
                                                
266 Charlie Hellman, Spotify’s vice-president of product, interviewed in Quartz.  
 Quartz. [www] Spotify’s mesmerizing new map shows that music can be social again. 

By: Jona McDuling, August 21, 2014. [APPENDIX] 
267 Forbes. (2012). [APPENDIX] 
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which only gained 40% awareness by the public. Compared to the exten-
sion in other available markets, Deezer at the other hand outnumbers 
Spotify why it is rather surprising that Spotify gains as much attention in 
the Ifpi reports as they do.  

Figure 18. Diagram of music streaming company names mentioned 
in the Ifpi digital reports (2009-2014) 

Spotify started to dominate the Swedish streaming market since its launch 
in 2008 (Kask 2011). This situation was further underlined by the com-
pany’s recognition by the Swedish Government as well as the tax-
financed agency of Swedish Performing Arts Agency and Swedish Public 
Radio. These actors are quite heavy instances to be recognised by in this 
manner. It is most unusual for Swedish Public Radio (SR), which explic-
itly declares their “independent of political, commercial and other inter-
ests in society”, to use a private company name in their broadcast activi-
ties. Swedish Public Radio refers to Spotify in radio shows as well as dis-
playing the company name and its widget on their web page which con-
tribute to the public awareness of the company (Figure 15).268 This ex-
ceptional position is not aligned with SRs declaration of being independ-
ent of commercial interests. SR defend their attitude toward the situation 
declaring that the particular arrangement should be understood as a co-
work of distribution and further that the company of Spotify “has no 
right to rule or influence the assortment of Swedish Radio”.269 Implicitly, 
this quote stresses that a commercial company cannot affect musical pref-
erences of the public service. However, as shown previously in this text, 

268 Sveriges Radio [www]. Detta är public service. / Vad är publik service?. December 3, 
2013. [APPENDIX] 

269 Sveriges Radio [www]. Detta är public service. / Oberoende. December 1, 2011. 
[APPENDIX]  (my translation) 
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Spotify is not sovereign in power over its music catalogues due to a num-
ber of actors such as rights holders, jurisdictions, broadband coverage and 
geographic borders. A radio show can be accessed post its broadcast at the 
digital radio archive, however the show is then reduced from its original 
music due to “copyright reasons”.270 The arrangement both affect the 
radio show as an entity with a threshold of originality when the music is 
taken out. Also, music outside the streaming service risks not to be acces-
sible for the public post its broadcast unless the music as well as the listen-
er are assigned to the streaming service company and any other re-
strictions that might follow the streaming, e.g. age or geographical limita-
tions. Moreover, the quality of the music file (see previous Chapter on 
the sonorous fidelity of music) must be possible to transfer by the availa-
ble broadband connection for the public user as well as manageable for 
the user’s internet subscription regarding the amount of used data.  

In an ordinary radio show, by public radio, the show hosts are always 
quick to notify the listeners if a company name accidently has been men-
tioned. Therefore, it is quite remarkable that the company name of Spoti-
fy, metaphorically flies beneath the radar, and passes this type of commer-
cial censorship within an advertised-free protected zone of public service. 
In this way, SR seems to have no second thought about them acting as a 
promoter for the private company. Further, the respected reputation of 
public service gets associated with Spotify, why this association recognises 
Spotify with a similar status of being an actor of public service. 

Besides public radio and Swedish Performing Arts Agency, there are 
yet other examples of Swedish official acknowledgement that recognises 
the company. For instance, when the Swedish Minister for Information 
Technology and Energy gives a speech for the European Parliament, she 
explicitly mentions Spotify as a “creative online content provider”.271 The 
minister advocates how the company needs international governmental 
support to remove obstacles for their activity, e.g. like the annoying ne-
cessity of clearing rights for “intellectual property rights in each and every 
one of the 27 member states in EU”.272 Further, Spotify was through 
Martin Lorentzon represented when the Swedish Prime Minister in a 

                                                
270 ”Av upphovsrättsliga skäl […] där musiken till stor del tagits bort.”  
 Sveriges Radio (2010). Hjärtslag. [APPENDIX] 
271 This is based on the Swedish Government Broadband strategies for Sweden, where a 

company such as Spotify is regarded to contribute to the country’s overall economic 
growth. Regeringskansliet. (2009). Bredbandsstrategi för Sverige. [APPENDIX] 

272 Regeringskansliet (2011). How can the Swedish Digital Agenda support new business models 
for online content? (Written speech). By: Anna-Karin Hatt, Minister of Information 
Technology and Energy, January 25, 2011. [APPENDIX] 
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small delegation visited 10 Downing Street in London for a meeting with 
the British Prime Minister.273 This governmental incitement reveals how 
the company have a Swedish governmental support to accomplish and 
extend the scaling of its business, which supposedly is a very important 
factor that may associate future actors to constitute the network of music 
streaming. 

Although boosted with recognition from Swedish authorities and 
public service, as well as being recognised by international music business 
for saving the music industry, Spotify and its streaming service have also 
been targeted with a bad reputation. The first example of negative atti-
tudes stems mainly from artists and some record labels. According to these 
malcontents, there are mainly two arguments that put Spotify in a bad 
light: first is the free access to music and second is low revenues deriving 
from the pro rata model to the artists, which will be accounted for more 
in detail in the following chapter. Critics stress that the company fosters 
users for not having to pay for music with offering a freemium zone of 
musicking. The artist Taylor Swift created major headlines when she 
withdrew her catalogue from Spotify due to this type of argument.274  

Figure 19. The Spotify widget present and absent at Billboard top 
chart275 

273 Government Offices of Sweden. (2011a). Fredrik Reinfeldt deltar I nordiskt, baltiskt och 
brittiskt toppmöte i London. (Press release, January 17, 2011). [APPENDIX] 

274 The Guardian. (2014a). Taylor Swift take a stand over Spotify music royalties. By: Hannah 
Ellis-Petersen, November 5, 2014. [APPENDIX] 

275 Billboard. [www] Billboard Hot 100. [2014-11-01 and 2014-11-29]. (Viewed 2014-11-
06 and 2014-12-02) [APPENDIX] 
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In November 2014 Taylor Swift, who at the time is number one the 
world leading Billboard list, withdraws all of her music from the Spotify 
catalogue.276 The action is claimed to be a protest against the legal system 
of freemium access of music, e.g. that users can access music for free. At 
Billboard, Swift’s action affected the entire service of Billboard, as the 
Spotify icon became suppressed within the entire chart (Figure 19).277 
Nevertheless, a test of the interactive functions of the anonymous play 
buttons revealed the options of Spotify or the streaming service of Rdio. 
While analysing Taylor Swift’s ideological statement by following the 
actor, i.e. searching for her music at alternative music streaming sites, 
revealed how her music, in addition to her music video as well, could be 
accessed through Vevo on YouTube. Note that Vevo and YouTube 
afford free usage just as the Spotify freemium does. This finding, places 
Swift’s ideological statement quite difficult to grasp as her argument lacks 
reason when she is present at the one free service but withdraws from the 
other. Perhaps, other powers are at stake here. Whatever the true reason 
might be for this story, it is hidden from the public eye.  

The other major critic of the Spotify service, giving the service a bad 
reputation, comes from hi-fi users who accuse Spotify of delivering music 
in compressed formats that mirror the original recordings poorly. The 
artist Neil Young, who have created headlines by taunt Spotify’s music 
service on behalf of its sound quality, promoted his music player Pono, 
intended to master the task of high fidelity of digitally distributed music. 
However, Pono has not managed to penetrate public media on this mat-
ter. Jay-Z’s initiative with Tidal is yet another example of trying to deliv-
er music in a quality of high fidelity. It still is to be proven, if Tidal can 
conquer media as well as the users on the market on this matter. 

 

*   *   * 

This chapter has shown how the company of Spotify, an actor of music 
streaming, is in itself a networked actor constituted by several actors arc-
ing from employees and direction of the company to the company cul-
ture, its agile management structure and its playful and diverse designed 
interior workspace. All these networked actors, within the one punctual-
ised actor of the Spotify Company, show by its features and characteristics 

                                                
276 Dagens Nyheter. (2015). Spotify pressas av konkurrenter. By: Andreas Nordström, March 

30, 2015. [APPENDIX] 
277 Note that also the service of Rdio became affected by this action of Billboard.  
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what type of music streaming service that a company such as Spotify may 
afford. Further, the company cannot be regarded as an isolated node act-
ing on behalf of its users. Instead, the actor of the Spotify Company 
comes with the full price of its net, which is both its technological base of 
recruitment as well as its economic Maecenas of venture capitalists, with-
out this the company would not exist the way it does. Further, the 
streaming service depends on its digital technological architecture based 
on conglomerates of mother servers are backend by a P2P system as well 
as temporarily cashed files onto digital devices in use. The music stream-
ing service also depends on facilitators of streaming as a way of digital 
transfer and communication. Here, airborne as well as fixed technology 
must be considered as well as jurisdictions and economics regulates such 
connections. Even though this account may picture the core of the 
streaming service, the service is also extended as woven into other prod-
ucts, presented on other actor’s websites or incorporated in software, all 
of which must be accounted for if the streaming feature is to be recog-
nised in its full existence. As the various diverse and dispersed existence of 
the service is networked with other actors its relations, influences and 
powers are a result of the intertwined flat and non-hierarchic relation-
ships. Moreover, the presented actors, as well as the presence of the ser-
vice may also come and go, appear and vanish why the whole constitu-
tion is rather liquid. The following chapter will focus on two main actors 
that further interplay with the service in constituting the service to be 
what it is - an aggregator of music and users – also these showing the 
characteristic of being liquid. 
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8. MUSIC STREAMING – 
NETWORKED BY MUSIC AND 

USERS 
A traditional way of understanding the music business, which Spotify 
nowadays is a part of, is that the business provides goods for an audience. 
With such an understanding a company becomes a mediator of content, 
directed from the source, e.g. the music, to the consumers, e.g. the peo-
ple (Adorno 1991). However, this chapter will show that this one-way 
directed communication chain is no longer an appropriate metaphor to 
use for distribution of music. Instead Spotify need to be comprehended as 
a networked actor which does provide music to users, but in a more 
complex and intertwined manner than a straight one-directed chain. This 
chapter will present the musical good as well as the user as two net-
worked central actors for streaming. Music, not solely as a commodity 
ready to be handled, but instead a liquid asset that Spotify needs to attract 
to users. Users, not solely as consumers ready to consume but as a neces-
sary asset for the company to build its service. Further, this chapter will 
show how these actors, in turn, need yet additional actors to be able to 
associate with the company and its service, in the prolonging – to each 
other. 

The first years of Spotify’s establishment onto the market, the com-
pany did not own or have any musical assets of their own. Therefore, the 
company was, and still is to a great extent, dependent on additional actors 
to provide musical commodities. This initial situation has slightly changed 
during the last couple of years as the company, or at least the ownership 
of the company partly has become associated to the record industry who 
have become rights holders as well as part-owners of Spotify. Thereby, 
the record companies get associated with Spotify in two different ways. 
On the one hand, record companies are depending on legal services such 
as Spotify to battle piracy. On the other hand, as the record industry 
owns part of the Spotify Company the industry become fused into the 
actor of distributing. If record companies were to gain even greater shares 
of the Spotify enterprise, then they would manage to restore the order of 
control that the major record companies benefited from prior to digitali-
sation. Viewed in the light of ownership of the Spotify Company, the 
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majors as stakeholders, show how ownership of music seem to be just as 
important to the music business as prior digitalisation despite initiatives 
such as creative commons for instance (Lessig 2005).  

Record companies, majors as well as independent ones, have re-
mained necessary to music also post digitalisation. In addition to this ar-
rangement new actors have entered the market, so-called aggregators 
whose primary task is to domesticate music with the IRSC. By such ac-
tions, the aggregators, besides the record companies, makes music availa-
ble so that it can be associated with online services. But it is not only the 
music that needs to be associated to the online service, this arrangement 
also account for the users. For one, the user needs a number of actors to 
become digitalised. Primarily this implies that the user needs an entrance 
to the digital service, an entrance that runs from various digital devices 
through Internet access with a subscription to the internet service, and 
then finally a subscription to the music service in question. All of these 
“nodes” houses affordances, possibilities as well as limitations, where the 
user’s economic strength is one of them. Other aspects that matters are 
geographic location, age, digital literacy and the affordances of the design 
of the service and whether that design attracts a user to use the service or 
not (Norman 1988, Gibson 1979). 

For reasons mentioned above, it can be stated that the relationship 
between the user and the streaming company is far from simple as the 
power balance between them is most unclear. Naturally, the music fan 
needs an actor to provide music, e.g. the traditional chain metaphor of 
music distribution, but the streaming company also need the user for 
many different purposes which will be described below, e.g. the actor-
network of music streaming. Hence, the main issue for the company is to 
provide an attractive surrounding that makes the user willing to commit 
to the service. Commitment in this way means that the user generates 
data and is ready to pay a monthly fee for accessing the music commodi-
ty. By doing so, the user works as an actor stabilising the company eco-
nomically and in the prolonging, supports the transformed remainder of 
the record industry. 

MUSIC AS AN ACTOR OF STREAMING 

Spotify has had a clear ambition from the very start; to be able to provide 
access to every song ever made. The Swedish Radio’s phonograph ar-
chive with over 400,000 records and 1,500 piano player rolls was the role 
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model for Daniel Ek’s Spotify.278 “Imagine such an archive in your 
phone!” utters Ek when describing what he wanted to achieve with 
Spotify.279 Such a collection is not only a question of numbers but also a 
question of finding the wanted within such a vast collection. The compa-
ny has since its start-up days displayed slogans like “the right music for 
every moment” implying that all recorded music in the world should be 
available at the Spotify service at anytime, anywhere, and for everyone. 
The one question that has proven to be rather difficult to master has thus 
been the issue of the listener being able to find something within the 
grand archives of music to music.280  

As Spotify is a legal service, the music provided by the company 
must be digitally domesticated, e.g. has a rights holder connected to the 
track. Therefore, all music is acquired from record labels and so-called 
aggregators. The first and second section of this chapter presents their 
features and roles as networked actors within the punctualised actor of the 
music streaming service. After that, the actor of the revenue model is 
presented, as this actor has shown to be important predicting to enlarging 
or limit the musical catalogue.281 In addition to economic revenues that 
the pro-rata model generates, a new type of capital has entered music 
business – information, which is based on user-generated data. In many 
ways, this new type of capital is considered to make up for the loss of 
revenues from music streaming. Again, new actors have rised within the 
digital soil to cultivate these crops of user-generated data so-called Music 
Analytic companies.282 Finally, the section will close with a swift visit to 
an actor of juridical restriction of music, which consequently affects the 
possible affordance for the user. In all, this sub-chapter displays both pos-
sibilities for an enriched flora of music as well as limitations for music to 
be streamed, e.g. affordances of users’ musicking. 

                                                
278 Sveriges Radio. P1. [2012]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 

12, 2012. [APPENDIX] 
279 Original quote: “Tänk dig egentligen allt i det här arkivet på din telefon”  
 Sveriges Radio. P1. [2012]. [APPENDIX] 
280 Spotify Press. [www] Information. [APPENDIX] 
281 It might appear as nonsense how a single song or artist could affect and limit a plethora 

of music. However, if Chris Anderson is right in his spotting of the long tail effect, the 
long tail needs its head in order to exist. If a particular song or artist constitute an im-
portant part of this head and that piece of music is removed, such drawback might af-
fect the whole tail.  

282 The most prominent ones are Next Big Sound, since 2014 owned by Pandora, and 
Echo Nest owned by Spotify since 2014. 
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Record Companies and Aggregators 

The principal foundation for a music streaming service such as Spotify is 
of course music. Tied to the vision of “access[ing] all the world’s music, 
anytime and anywhere”,283 the primary source of archived music is the 
established record company’s back catalogues. These were accessed by 
Spotify, as a pre-condition for its launch in 2008. As declared in previous 
chapters, during these years, illegal streaming was a significant issue for 
the rights holders. Also, illegal equalled not having to pay for. However, 
instead of haunting, suing and trying to convince illegal file sharers to 
stop their activities, Spotify embraced the idea of file sharers by offering a 
free but legal alternative to access music. This way became possible by 
letting a third party, i.e. advertisers pay for the revenues to the rights 
holders. This manoeuvre, getting the major labels to accept Spotify’s vi-
sion of offering music for free to customers, showed to be hard to secure. 
It took, according to Daniel Ek, two years of constant negotiation and 
persuasion until his start-up company managed to sign contracts with the 
major record labels; EMI, Universal, Warner Music and Sony BMG to-
gether with thousands of small independent record labels through the 
networks of Merlin and The Orchard.284 These deals meant that Spotify 
initially uploaded 10,000 of songs every day from the label’s back cata-
logues.285 The velocity of uploaded content did not decrease, rather the 
opposite. In 2014, 20,000 tracks per day entered the Spotify catalogue, 
which roughly equals 1,000 hours or slightly above 40 days with constant 
music per day (sic!).286 After announcing a possession of 30 million songs, 
the company has not made any additional announcements concerning the 
number of songs. Either, this could be understood as there are no more 
songs to be uploaded, which the previous velocity talks against, or as that 
the absence of a specific number is of no interest anymore, which is more 
likely. 

                                                
283 ”Visionen är att ge användarna tillgång till all världens musik, när som helst och var 

som helst.”. Dagens Industri. (2008). Spotify drar upp volymen på nätet. By: Stefan Lun-
dell, October, 18, 2008. [APPENDIX] 

284 Dagens Industri. (2008). [APPENDIX] 
 Merlin started in 2007 as a “global digital rights agency” for independent labels. Mer-

lin. [www] Merlin Network. [2014-2017] [APPENDIX] 
 The Orchard started in 1997 in New York as a company that focused on “provide 

independent artists with the ability to sell their music to mainstream audiences” 
www.theorchard.com [APPENDIX] 

285 Dagens Industri. (2008). [APPENDIX] 
286 Spotify Press. [www] Information. [APPENDIX] 
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The primary argument that the majors had to consider during the first 
decade of the new millennia was how piracy could be fought and mas-
tered. Spotify propelled a solution for this quest. The idea of Spotify was 
to attract illegal file-sharers to become legal music consumers. Spotify's 
business model aimed to meet the demand of the file-sharers with basical-
ly two main offers, (i) a free tire of music access, e.g. the possibility to 
access music (like lots of other digital information) for free, and (ii) sec-
ondly to offer smart, fast and robust technical solutions for such access, 
e.g. low latency between press and play, robust streaming via cashed file 
system, and an interface environment and infrastructure that appealed to 
the file-sharers of Generation C.287 The music industry had tried to mas-
ter the battler of piracy with a different set of tools for years: information 
campaigns, a haunt of file-sharers, and trying to influence governments 
and ISP to take legal action against piracy.288 A conclusion of this event is 
that, contrary to the established music business, Spotify offered something 
new by consenting to the features of the free and accessible but trans-
forming them to meet the demands of domestication.  

According to the analysis, the question of distributing music for free 
did not come easy for the majors. Presumably, there are two standpoints 
that the major record labels could have had against a free tire of music 
consumption: (i) a type of ideological standpoint where a consumer 
should pay for what they consume. Here, Spotify introduced a third par-
ty, advertisers, that offloaded payment from the users. This arrangement 
was set to attract users from pirate sites and let the users emigrate to a 
legal alternative. Secondly, (ii) from the right owning labels perspective, 
the free of charge arrangement showed little or low robustness to a busi-
ness model as the customers might not be as committed to the service, as 
they would be if they had to pay for it. 

The record labels289 became associated to Spotify in a nexus of mutu-
al dependence. On the one hand, Spotify depends on the labels to possess 
music for distribution. On the other hand, the labels need Spotify to dis-
tribute music and support the labels’ continuous battle against piracy. 
(Note that access to music implicitly means access to fans. And from the 
fans perspective access to vast catalogues of music implies greater af-
fordances of musicking.) From a Spotify perspective, the association to 

                                                
287 Booz & Company Inc. (2010). [APPENDIX] 
288 Ifpi (2004-2008). [APPENDIX] 
289 Although some of the record companies are stakeholders in the Spotify Company, 

accounted for above, this condition of ownership does not include all record compa-
nies why record companies and Spotify respectively are treated as two entities. 
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the labels also means that the company needs to humour the labels and 
operate according to their demands. Spotify cannot, for instance, let un-
authorised music into their system. On the whole, the arrangement with 
the majors and Spotify’s access to the major’s substantial back catalogues is 
a necessity for Spotify in order to attract an absolute magnitude of users. 
Therefore, Spotify’s association to record labels is explicitly a crucial rela-
tionship between Spotify and the majors. Implicitly this strong associating 
excludes smaller labels and artists, a side effect that Spotify in different 
ways tries to redress. 

If an artist is not signed to a record label but still wants to be present 
at the Spotify service, the artist can employ a so-called aggregator. The 
term aggregator stems from the Latin aggregare that means collect or bring 
together. Within digital markets, the phenomena with aggregators have 
started to evolve in many different businesses, even outside the music area 
(Vonderau 2014). The big difference for the aggregators compared to 
record companies is that aggregators do not involve in the ownership of 
the immaterial good. From the perspective of the musicking user the 
evoke of the aggregators has provided possibilities for a greater variety of 
music to be available for musicking within streaming.  

When Spotify demands, indirectly meaning that the majors demand 
music to be launched by a record label or an aggregator, this claim fore-
most points toward that music has to be digitally identifiable.290 Such a 
digital domestication of music is necessary in order to collect revenues 
from the content but also “to prevent people infringing copyright by 
uploading content that doesn't belong to them”.291 The aggregators both 
tag musical files with ISRC for identification and then, once digitalised, 
the aggregator monitors the signals created from the file and compiles it 
on behalf of the rights owners. Such signals can be a digital performance 
like streaming or satellite radio, streamed or digitally downloaded me-
chanicals, printouts, or ringtones for telephones.292 This digital tagging has 
further been supplemented by digital fingerprint technique used to identi-
fy music in digital contexts in order to prevent unauthorised usage of 
music (Eriksson 2017). As the digital market develops and evolves, one 
can expect that the variety and dispersion of signals will increase as well as 
                                                
290 A critical reading of the arrangement of Spotify and the labels thus implies that this 

demand derives foremost from the labels. Hence, Spotify act on behalf of the labels.  
291 Answer by Peter, Community Legend, Spotify Community Mentor and Trouble-

shoter [2014-07-28] to the question: Submit music to Spotify WITHOUT an aggregator. 
Spotify Community. [2014b] Submit music to Spotify WITHOUT an aggregator. By: 
metatronaut, July 26, 2014. [APPENDIX] 

292 Tune Core. [www]. Music Publishing Administration. [APPENDIX] 
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refined methods to track signals. Consequently, the responsibility for 
aggregators will most likely develop and refine. The magnitude and com-
plexity can be exemplified with the world-famous artist Katy Perry who 
is close to approximately 19,000 different copyrighted digital access 
points, e.g. signals, which need to be tracked to collect revenues.293 An-
other digit to set this issue into perspective is the number of notifications 
by fingerprint technique, which in 2009 were 4,000, a number that ex-
ploded into the overwhelming 816,000,000 in 2016 (Eriksson 2017).   

There are specific aggregators presented on the Spotify for Artist web 
page.294 The presentation is both a way for Spotify to promote specific 
actors to be networked to the service, as well as a way of meeting the 
possibilities of affordance for fans to find unsigned music at the service. 
Different aggregators offer artist mixed deals on behalf of economics, e.g. 
how much the aggregator charges for the amount of content that is to be 
digitally launched and monitored. Further some aggregators work actively 
with record companies “create[ing] opportunities that boost artists’ career 
in music, including the chance of getting signed”.295 With such an exam-
ple the aggregator can serve as a bridge toward a record contract. On the 
other hand, aggregators can also serve as an alternative for artists that do 
not want to split revenues with additional copyright owners and thereby 
remain sovereign in charge of their music production. The artist Cleo 
Minou, who is using the aggregator Record Union, is featured to have 
claimed that: 

Since I started with music I’ve been independent, and I wish I’ll always be 
– it gives me confidence and control over my career. Record Union is an 
important reason that I can still do this on my own, without the backup 
from a major label.296 

Based on such a quote, aggregators might offer music to listeners from 
independent artists, without a profit-driven record company that naturally 
have their economic interests in the artist’s music and performances. The 
arrangement with aggregators implies that music fans is offered a larger 
variety of music within the catalogues of Spotify than if every song need-
ed to be assigned to a record company. On the other hand, the increase 
of available music contributes to a constitution of a long tail of a musical 

                                                
293 The Guardian. (2014f). Music analytics is helping the music industry see into the future. By: 

Kadhim Shubber, April 9, 2014. [APPENDIX] 
294 Spotify Artists. [www] Guide / Your Music. [APPENDIX] 
295 www.recordunion.com [APPENDIX] 
296 Ibid. 
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plethora, which adds to the issue of the music possibility to be heard, e.g. 
a user's possibility to find the music of the artist. Aggregators both enlarge 
the constitution of the networked actor of music streaming as they refine 
it, making it more complex as well as contributing to the difficulty of 
finding the meaningful. In this way, aggregators both work as empower-
ing musical experiences and learning for listeners by adding content. At 
the other hand, as content is added, the aggregators leave it up to the 
artists or the Spotify service to offer the possibility to make the music 
heard in the overall cacophony of available musical content.   

The Revenue System 

A fundamental problem, which endures from digitalisation and piracy, is 
that recorded music does not generate enough revenues for rights holders 
and artists as recordings did prior to digitalisation. Artists, musicians, 
songwriters, music producers and staff within music business are left with 
significant difficulties to earn their living from recorded music which 
consequently affects the listeners as the recordings per se and the qualities 
of those recordings risk to decrease. Such development leaves the listener 
with lowered musical and recording qualities or difficulties for new artists 
with small fan bases to arise. As streaming services have got established, 
revenue models have been the foci of attention accused of being insuffi-
cient of generating income from music. This has resulted in that artists 
and music business that represents artists have started to transform and 
find alternative ways of monetising its work which this sub-chapter ac-
count for. 

Spotify makes money out of subscriptions, but rights holders make 
money out of a ratio of streams. These two entities are incommensurable 
to each other. In this way, the revenue model of Spotify can be regarded 
as a token of a paradigm shift for and within the music business. Stream-
ing has been claimed to be the most democratic tool for revenues ever, as 
revenues are calculated based on streams. The “democratic” suffix points 
toward the relation between frequently streamed tunes gaining a larger 
proportion of the revenues. However, the revenue model, as an actor, 
brings about far more complex issues than the appeared democratic pro-
portion of revenues, hence a democratic affordance of listening. The 
Spotify revenue system, the pro rata model, carries a number of affordances 
where one is an incitement for easy listening (cf. Adorno 1976, Clarke 
2005). Secondly, revenues are connected to streaming, as actual listening 
cannot be established why also silence might be generating revenues for 
rights holders. Thirdly, the model has a threshold gate for registration of 
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revenues. And finally, the shared ratios of revenues between artists and other 
rights holders are not adjusted post to digitalisation. 

Economic models for streaming have been described as models of 
“democratic listening” as it is regarded to picture what fans actually listen 
to (implicitly that streaming equals listening, my note).297 Also, the idea of 
subscription fees, e.g. the concept of paying for unlimited access to music, 
enables users to discover un-familiar music and opens up the affordances 
of limitless listening. With subscriptions for streaming, it does not cost 
anything extra to listen to music in the periphery of musical taste. This is 
described as something positive for both fans and artists as the arrange-
ment admits affordances to listen to quantity as well as diverse genres. In 
this way, the subscription model affords artists to be discovered by fans 
without the obstacle to pay for it. For fans, streaming subscription holds 
the affordance of enriching musical literacy for the user. This is more 
unlikely to occur if a user has to pay for every single copy and be sure 
that the music is worth the money before purchase. In this way, stream-
ing, through its subscription models, opens up for users to “explore a 
broad range of songs, artists or genres”.298  

The model used by Spotify for generating revenues to the rights 
holder for the streamed music is called the pro rata model. The shortage of 
pro rata stems from prorated meaning a “proportionate allocation”, where 
the share is compared to the whole.299 In short, a pro rata puts focus onto 
the quantity of streams. For the listener, on the other hand, quantity does 
not matter. A paid subscription or a freemium access to the Spotify ser-
vice, offers limitless streaming, more than all-you-can-eat. However, as 
the pro rata model for revenues affects the rights holders, it does affect the 
user at the end of the line as well.  

With the pro rata model, a track will generate more revenues to the 
rights holders if it is frequently streamed in relation to the overall stream-
ing at Spotify. Hence, the pro rata model boosts quantitative streaming. 
So, high quantity of streams stems from either many users streaming the 

                                                
297 Financial Times. (2014) [APPENDIX] 
298 Ifpi. (2004). [APPENDIX] 
299 There are alternatives to the pro rata model within streaming. For example, the Oslo 

based project Clouds and Concerts have been investigated different types of revenue 
models for streamed music. At the Norwegian based service of WiMP the researchers 
have suggested a different type of model - a user centric model. In the user-centric model 
the number of streams of a single track is not only related to the total number of 
streams, the payment model is also related to steams per user each month. In all, the 
user centric model is more favourable to indie artist than to mega stars as it connects 
the listener to the actual track streamed (Maasø 2013). 
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same track a few times, or fewer users streaming the track very frequent-
ly. The precondition surrounding frequent streaming would be that, if 
streaming equals listening, listening must be easy. Frequent streamed mu-
sic must hold an affordance to, in one way or the other, be less demand-
ing to perceive for the user. Complex music, which demands a close 
listening strategy, with perhaps no other concurring activities surrounding 
the listener, becomes disfavoured in a model such as the pro rata. There 
are mainly two categories of music that the listeners apparently prefer to 
access frequently; new releases, e.g. chart music, and, more surprising 
instrumental, slow, peaceful music. A top playlist at Spotify at the time 
for the analysis was Peaceful Piano with more than two million follow-
ers.300  

Further, the Spotify’s pro rata model has been heavily criticised 
among artists claiming that the model does not work in favour of them. 
According to sources Spotify pays US$0.006-0.0084 per stream.301 For an 
artist with a small fan base and hence a low quantity of streams, these 
numbers appear provocative low. The critique also claims that the model 
only benefits megastars. However, as the example of the playlist Peaceful 
Piano shows, also artists with small fan bases can, by having their music 
viral, profit from the model. One example is the artist Arcadian Wild and 
its song Hers (present on the viral Peaceful Piano playlist) who had gained 
over 3 million streams compared to the other tracks on the same album 
that had a mean of fewer than 100,000 streams per track.302 

The pro rata model becomes an actor as it regulates what kind of 
music that becomes networked to the service and thereby to its listeners. 
The model works in favour of frequently streamed songs. Aligned with 
this association is, as this thesis will show more in detail further on, that 
popular streams are more likely to be promoted by the Spotify’s algo-
rithms to listeners, as suggestions by algorithms, than less popular songs. 
Such suggestions, based on frequent streaming in turn, contribute to the 
construction of the public (Gillespie 2014). The revenue model does not 
have to work negative for the user, i.e. limit musicking; the revenue 
model can also be gamed to enhance musicking.  

300 The playlist includes no hit music from mega stars. 
Source: Nick Holmsten (Spotify) at the event Off the Record #2 (2016). Hosted by 
Musikförläggarna and Ifpi Sweden, November 23, 2016. At: Stockholm Heymarket. 
[APPENDIX] 

301 The Guardian. (2014a). Taylor Swift take a stand over Spotify music royalties. By: Hannah 
Ellis-Petersen, November 5, 2014. [APPENDIX] 

302 A study of the feature of the service in November 2016. 



171 

By gaming the model of revenues, actors can also bring attention to the 
model of revenue. One example of such gaming derives from the Los 
Angeles based artist Vulfpeck. The band announced their fans to stream 
their album Sleepify (as a travesty on the name of Spotify apparently) with 
the silent tracks: Z, Zz, Zzz, Zzzz etc., set on loop during the night 
(Figure 20).303 The aim of releasing the album was merrily “to make sleep 
productive”.304 The revenues collected from these streams eventually 
financed The Spotify Founded Vulfpeck Tour.305 As the initiative sailed up in 
public media, Spotify removed the album from the services catalogue. 
Most likely, the streaming company were offended by the initiative, or 
pressured to action by a third-party actor, e.g. labels, to perform this 
withdrawal. This act of removal was somewhat surprising as streaming 
silence is an option at the service. For instance, John Cage’s famous tune 
4’33’’ remained present on the service, and further, any track can always 
be streamed with no volume set for listening implying that any artist can 
make revenues in the same manner as Vulfpeck. The ordinary end-user 
can also boost their artist by continuously streaming their music silent 
during any type of activity which cannot be accompanied by music or 
any activities away from keyboard where the service can be set on con-
tinuous play. 

Figure 20. The Vulfpeck’s Sleepify album306 

303 The Guardian. (2014d). How to make money from Spotify by streaming silence. By: Tim 
Jonze, March 19, 2014. [APPENDIX] 
Rolling Stone. (2014a). Don’t enjoy the silence. By: Kory Grow, April 25, 2014. 
[APPENDIX] 

304 Vulfpeck. [www] Vulfpeck Sleepify Tour. [APPENDIX] 
305 Vulfpeck made SEK 134,623 on their digital coup d'etat. Svenska Dagbladet. (2014b). 

Tyst album gör Spotify-succé. By: TT, 25 July 2014. [APPENDIX] 
306 Screen shot from https://open.spotify.com/album/25R1pibr1FugNfOM2LhQHT 

(Viewed 2017-09-07) 
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Just as Spotify embraced the pirate idea of BitTorrent as well as distrib-
uting music for free, Spotify later “pirated” the name of Vulfpeck’s initia-
tive Sleepify and elevating it to label an entirely new genre.307 (One might 
wonder if Vulfpeck got any revenues for this original idea colonised by 
Spotify.) Hence, the initiative by Vulfpeck gaming the model of revenues 
of the Spotify streaming service lead to the affordance of an entire genre 
of music for sleep and music during sleep “mak[ing] sleep productive” to 
phrase Vulpeck here above. 

Another feature present in the Vulfpeck’s Sleepify album is the time 
limits of the tracks (Figure 20). All tracks consisted of 31 and 32 se-
conds.308 This length of time was no coincident but rather a statement 
toward the Spotify service as a track just passed the threshold of revenues 
set by Spotify, yet another actor. The threshold of 30 seconds implies that 
(i) a tune must be streamed for at least 30 seconds to register revenues, 
and (ii) that any song lasting longer than 30 seconds generate the same 
amount of royalty regardless length (Johansson n.d.). One consequence of 
this threshold seems to be that new released commercial music, primarily 
composed to generate quantitative revenues, are being arranged to per-
form a significant hook in the music within the first thirty seconds of 
play. Songs like Arvo Pärt’s Te Deum that starts with a sublime dynamic 
for the first couple of bars appears, at least in a bad playback device, to be 
silent for the first 30 second. Such arrangement of music risks not to be 
played at all. Silence can be experienced as an error in the service or low 
latency between the press and play, in both cases rising an affordance for 
the user to skip to another tune. Music with a similar arrangement as Te 
Deum, i.e. starting with a weak volume, are facing difficulties in surviving 
in this type of streaming architecture. Consequently, listeners may more 
seldom engage in music arranged in this way.    

One interesting example that does profit from the 30” threshold is 
classical music based on so-called variations. The album with the Rachma-
ninov Variations by pianist Daniil Trifonov and the Philadelphia Orchestra 
is an example of this. The different variations range between 0’17” and 
4’13”, which makes the full-length album consist of no less than 73 tracks 
instead of one stream of a continuous full-length concert of 1 h 19 
minutes. The Spotify’s service has the ability to deliver tracks seamlessly 

                                                
307 The actual playlist is Sleep, Sleep Tight, Sleepify (a direct rip off of the Vulfpeck album 

name), Deep sleep, Jazz for sleeping, Exotic Nap etc. (Playlist checked 2017-01-04)  
308 The Guardian. (2014d). [APPENDIX] 
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when one track is bridged to another in a pre-set order.309 In this case, 
short variations are examples of how music may be well adapted to a 
model with a short time threshold. However, it is surprising that rights 
holders or artists have not used this feature of the service in a more re-
fined way on a broader scale. If they did, the threshold in combination 
with the architecture of the Spotify streaming system where expected files 
are cached in a queue and seamless may follow each other, would gener-
ate a larger proportion of the pro rata revenue model, e.g. more money 
generated from a recording which then could imply higher quality of 
recordings for the listeners. In the example of the Rachmaninov Variations 
above, the entire album will generate 60 streams instead of 1 (one) 
stream, which directly correlate to a rise of the prorated revenues share.310    

The pro rata model has also been criticised for not generating 
enough money for the artists, which is a central factor regarding what 
kind of music that may be present at the service, and thereby accessible 
for the listener. Low revenues might act on behalf of the artist that may 
choose to drawback its catalogue. In this way, the model works as an 
actor that in turn makes the rights holder act. In line with this activity a 
user might also act by withdrawing its engagement from the service. Me-
dia has been rather keen on publishing articles on this topic. The remark-
able thing about these articles is that Spotify is put up against artists. Jour-
nalists put the artists in focus of the articles. Artists are the ones with a 
genuine relationship with their fans, why the artists by acting like actors 
make other actors act, associates the users to the streaming service. By 
putting artists up against Spotify, the users of the service and alike the fans 
to the artists, are to be put up against the music service (Wikström 2009). 
What is peculiar is that Spotify and its revenue model is presented as be-
ing the other part of an economical conflict with artists. However, in fact, 
Spotify has little or none juridical relationship to artists. Instead, the com-
pany has its relationship with the rights holders who in many cases are 
record companies and not artists. There are no articles where Spotify is 
put up against the rights holders accused to pay too little revenues. On 
the contrary, in the Ifpi reports, Spotify is elevated as the role model for 

                                                
309 This is due to the company’s digital architecture that transfer the next predictable track 

in line to the cache memory of the device. In this way, the cache memory get boosted 
with music but at the other hand the latency between tunes is a low as instance when 
the music file gets decoded from the cache memory.   

310 The whole album consists of 78 tracks where 18 of them are <30 seconds long hence 
not generating any revenues due to the threshold of the revenue system.  
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the future music business. The suppressed association here is how reve-
nues are shared among rights holders and artist.  

In Sweden, legal action was taken on behalf of this topic in 2014 
(which is surprisingly late considering how long streaming has been the 
dominant source of income for Swedish artists). The Swedish Musician 
Union took legal action against the record companies of Naxos, MNW 
and Warner.311 The union focused on the ratio of revenues between the 
labels and the artists instead of focusing Spotify and the artists.312 The low 
share of revenues to the artist is due to historical circumstances where the 
revenues had to cover expenses of printing, distribution and storage of 
musical goods, issues that are in Principia annihilated within streaming. 
Although these ventures are gone, proportions of revenues have lingered 
on in the artist’s contracts. Per Herrey, former well-known Swedish artist 
and currently legal expert at the Musician Union, blame the record com-
panies instead of Spotify regarding low revenues for music. He has said, 
“they [the record companies] have stolen the rights of the artists. It is 
betrayal from the record companies”.313 Unfortunately, Herrey seems to 
be rather alone in media regarding this issue. In the trial following the 
plaint by Swedish Musician Union, it was only the company of Naxos 
that agreed to raise the allowance to the artists by a factor of 10 to 50% 
instead of 5%. 

Another invisible group of professionals within music production – 
the songwriters – are acknowledged by the artist Bono in the music mag-
azine the Rolling Stone: “the people paying the highest price for those 
traumas [referring to low revenues] are songwriters rather than perform-
ers”. Within this infected question, Spotify has tried to restore artists’ 
trust. A relationship that is very important as artists are the one with the 
genuine attachment with the fans, hence if fans feel that Spotify is taking 
its responsibility on behalf of “their” artists, the fans will consequently 
keep faith in the streaming service. Therefore, the company has devel-
oped a whole set of information and services for artists.314 Spotify has 
started providing information to artists of how revenues are paid to the 
rights holders and how the artists should check their own deals with the 

                                                
311 Svenska Musikerförbundet. Musikerförbundet är ett fackförbund som stiftades 1907 av 

och för professionella musiker och artister. www.musikerförbundet.se  
312 Musikerförbundet. [www] Stämning gav tio gånger pengarna. By: Per Herrey, November 

7, 2014. [APPENDIX] 
313 Financial Times. (2014). [APPENDIX] 
314 Spotify News. [2013b] New tools for artists on Spotify. By: The Spotify Team. December 

3, 2013. [APPENDIX] 
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record company or aggregator in order to get their shared income.315 
Partly, this shows how the revenue system work as an actor of what af-
fordance the music streaming service might bring to the end user. It also 
shows how it is possible to act upon the revenue system and more that 
the users, as fans, are networked to the issues of revenues to musicians, 
producers, musicians and others involved in the creational process of 
making music. 

Advertisement’s Affordance for Freemium 

To constitute a business model that could connect users, who prefer to 
get their digital content for free, with owners who in turn prefer to get 
paid for their produced goods was, and still is, the primarily task for 
Spotify. The Spotify compromise was to offer streaming for free but 
make a third party carry the financial costs of the arrangement – advertis-
ers. For users, this arrangement meant that it was possible to stream music 
for free and legal. Hence, the freemium opens up for an affordance of 
musicking for users with limited economic resources. Consequently, this 
arrangement also open up for a broader and greater proportion of the 
public to music. The streamer has to put up with advertisements, sono-
rous between songs and visual display onto the Spotify software interface. 
In this way, a paying subscription can be regarded as paying to escape 
advertisement. Moreover, the freemium subscriber cannot access all of 
the features within the Spotify service, a clear incitement for freemiums 
to emigrate to premiums.  

Advertisement at the service interface is of two kinds, sonorous be-
tween songs, and visual at the pictured interface. The advertisement may 
come from any company promoting its product, but what is striking in 
this context, is that a lot of advertisement, which in the first place are 
there to generate income for the rights holders, e.g. record companies, 
actually comes from record companies themselves. This arrangement is 
most puzzling. Although, an advertisement for a particular artist or song 
might work in favour for increased streaming which generates a greater 
share of the pro rata revenue. Still there is no external means coming into 
the equation why labels as advertisers constitute a circular arrangement 
lacking a stream of money into the system.  

                                                
315 “Många artister har inte kraft, mod eller ork att driva det så långt (även om jag anser att 

många har anledning att försöka) och låter bolagets egengjorda tolkningar få företräde.” 
Musikerförbundet. [2014-11-07] [APPENDIX] 



 

   
 
176 

Advertisement, just as any other digital content, may be customised. Us-
er-generated data, e.g. age, location, sex, occupation, socially networked 
friends via Facebook accounts, and music listening history, may work as a 
way to customise advertisement for the user. It is, for instance possible to 
customise advertisement in real time via a smartphone while the user 
moves along a shopping street for instance. Advertisement can then be 
customised to reach the consumer minutes before the s/he passes a par-
ticular shop that the advertisement has enhanced in one way or anoth-
er.316 This is due to algorithms that can work on behalf of big data in real 
time such as the GPS signal that the smartphone continually reports while 
streaming, as well as the velocity of speed that the device has, presumably 
carried by a user. In such case, a GPS position, as well as the algorithm 
that calculates the velocity of speed based on GPS positions, may afford 
the user to act. In this way, the individual signals frames “how, when, and 
where information finds you”.317 The potential of advertisers’ usage of 
user-generated data extends far beyond this thesis, although what is rele-
vant is that advertisement work as a networked actor in the constitution 
of the Spotify music streaming service. Advertisers are present as a neces-
sity to pay revenues on behalf of users who, for any reason, are now able 
or willing to do so. However, as the next section will show, the contri-
bution by the advertisers are still not enough to make up for the revenues 
loss according to artists why other forms of capital have started to develop 
alongside with traditional payment.  

Music Analytics Mining User Statistics as Revenues 

In 2013, cellist Zoë Keating shared a Google doc that revealed how 
much she, as a non-mainstream artist, earned through a selection of 
online music services where Spotify was one of them.318 The document 
founded the discussion of artist revenues that made headlines in The 
Guardian later on. The common denominator for all of the online music 
companies was that their revenue models generated so little money that it 
was impossible to make a living out of it for an artist like Keating. In the 
article, she is not hostile toward streaming as such, nor towards the level 
of revenues but she argues, “I’d rather be paid in data”. Post this initiative 
Spotify did just that adjusts to the issue brought up by Keatings – started 
to pay artists with data. 
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As every user, by its usage, continuously provide and generate data 
through their streaming, user-generated data may found the base for the 
rights holders’ analysis of particular artists’ streaming. The double directed 
communication that constitutes streaming can be used to analyse; de-
mographics, where users are situated when they stream, if users participate 
in making songs viral and so on. Analysis of such data “help[s] artists or 
managers to plan tours for instance”.319 Such analytical statistics have be-
come available to rights holders through the Spotify service. This user-
generated data shows to be a fascinating feature for rights holders to keep 
track on. Per Sundin, Managing Director at Universal Sweden, claims 
that “you become addicted” to such statistics.320 Sundin gives an astonish-
ing example of his artist, Swedish DJ Avicii who were streamed 
129,694,407 times in 59 days.321 Numbers of streams seem equal money 
rolling in, as numbers are visualised almost instantly. The instant feedback 
creates a possibility “to experiment on [a] canvas of billions of consumers 
who can instantly [provide] feedback”.322 In this way, the actors of the 
users may have a great impact on making other actors, e.g. rights holders 
or artist, acts, hence the users are unavoidable part of the constitution of 
the music streaming feature. 

Music analytic services like the Echo Net, bought by Spotify in 
2014, or Next Big Sound bought by American radio of Pandora at 
roughly the same time, have become new actors merging into the consti-
tuting network of music streaming by mining data.323 These new actors 
(note that they feed from user-generated data why the users by default 
also are networked to these actors), “is turning [music analytics into] the 
art of finding the right artist into more of a science”.324 Within these 
realms, algorithms are necessary to be able to extract digital revenues for 
the artists. The number of digital signals from artists, including different 
territories, platforms, releases as well as each song and so on is of such 
magnitude that “no-one’s going to be able to look at that [by hand]”.325  

The service of music analytic companies can further be passed on to 
a third party for analysis. For instance, the company of Echo Nest aided 
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Pandora to sell political advertisement for the American audience. Appar-
ently, Democrats are usually Bob Marley fans whereas republican sup-
porters prefer gospel and country.326 Such analysis might be totally accu-
rate. But is it wanted? And in that case, by whom? Music taste and pref-
erences become exposed and mirrored to users through advertisement or 
other content that arises in digital bubbled ego-systems. This third-party 
affordance of users’ musicking might strike back onto the users, limiting 
and censoring themselves from certain music and musicking (cf. Bylund 
2013). 

Except for the user-generated data at the streaming service, analysed 
by the rights holders to design affordances of their artists and music to the 
audience, music analytics also detect so-called buzz from other platforms. 
This includes collecting data form ‘likes’ on Facebook or ‘followers’ to 
tweets on Twitter. It also means “track[ing] official and unofficial uploads 
on YouTube, physical and digital purchases related to that artist or tune 
on sites like “Google Play, iTunes and Amazon, and then of course […] 
the controversial issue of music piracy”.327 In all, it is very difficult to 
forecast what a third-party might extract from user-generated data based 
on music and musicking. How the user’s musicking might contribute to a 
certain profiling or generate content to be used in a completely separate 
context.  

One example of how user-generated data from the user’s musicking 
can act upon promotions of music and artists is the collected and analysed 
metrics for A&Rs (Artist & Repertoire). These collected and analysed 
metrics is used to scout talents on account of record companies. By this 
arrangement, the fan may assist, by its generation of data via digital activi-
ties at different sites, not only Spotify, the rise of new artists. User-
generated data from various digital sites can be mined regarding which 
artist to invest in for the record companies and hence be made available 
to the music market. The opinions regarding the traditional human A&R 
or leaning onto algorithms and big data as ditto are rather disparate within 
the music business.328 Spotify acknowledges the algorithms. If they [the 
Spotify Company] do not know, they do not guess, they gather and ana-
lyse more data, according to Nick Holmsten, employee at the Spotify 
HQ. Whereas Diego Faras from the record company Amuse retorted: 
“there is room for numbers of actors, this is an ocean…” referring to 
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algorithms based on user-generated data as well as traditional A&Rs who 
catch the buzz by notoriously scanning the music stage.329  

Augmented Market of Music 

A feature that has arisen coincident to streaming, besides profitable values 
that can be mined from user-generated data, is an augmented market of 
goods for the rights holders to monetise. Zoë Keating, presented above, 
along with several other artists, regards the new music business models as 
a market where musicians cannot earn a living by selling music anymore. 
Instead, it has become a market for “concert tickets and t-shirts”.330 For a 
fan of live music this development might work favourable, but at the 
same time, music with high studio costs of recording might not be rec-
orded anymore unless the artist can make revenues elsewhere to be able 
to finance such assignment. This means that music streaming service per 
se acts on behalf of the affordance of musicking to a great extent. 

The music business is currently talking about the sphere of “360 de-
grees”. The term tries to conceptualise how musicians and rights holders 
must scan their surroundings to find new features to monetise.331 “EMI 
pioneered the model” as early as in 2002, and the model has been rolled 
out ever since; monetising merchandise, building fan based platforms, 
touring, and much more.332 For instance, the American singer Mariah 
Carey earn as much as US$18 million for the activity of judging the 
American Idol.333 Another example is Beyoncé’s album I am… Sasha 
Fierce that is available to customers in over 260 different products.334  
Spotify has made it possible for artists to associate with their fans through 
establishing their artist user profile within the Spotify community. Here 
the artists can gather their catalogue of records as well as making notifica-
tions of new releases, concerts and sell merchandises.335 In this way, an 
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artist profile work as an actor of a 360-degree business model. An artist 
‘profile’ can also be ‘followed’ by fans. Devoted fans can also retrieve 
exclusive pre-releases.336 Such gifts can be regarded as currency within the 
social network communities of Spotify, Facebook or alike. Hence, an 
exclusive pre-release of an artist, an album or a song, might work as im-
portant symbolic capital for the one user compared to the user’s friends. 
In this way, such currency might be considered to build status among 
peers. The affordance of such association between a user and an artist 
could generate more associations of yet other users, and in this way, build 
a greater fan-base with the opportunity for the artist to earn more money. 
So, by correlating music and artists with streaming services, alternative 
forms of capital and marketing has arisen. Digitalisation and streaming 
further correlate with an increase in live performances and direct relation-
ships between the musician and audience, in a mutual coalition of mu-
sicking. Whether this correlation is causal due to the revenues models or 
the rights holders patronage of owning their artists is yet to be shown. 
Further, whether this is an emerging development or a state in an inter-
regnum remain to be seen. 

Jurisdictions Limiting the Affordance of Music 

Access of streamed music via the Internet collected from the Cloud, 
might, due to the terminology, seem to offer a limitless transaction with 
no boundaries or restrictions except for an ISRC tagged to the digital 
code of music. However, this is not really the case. All digital distribu-
tion, by cable or via mobile wireless nets, is first of all undoubtedly a sov-
ereign states affair, as streaming is located within a nation’s borders terres-
trial as well as air why traffic might be regulated by jurisdictions of that 
nation. Consequently, a listener situated in a particular country might not 
automatically be able to listen to the whole catalogue of Spotify due to 
geographical restrictions, moreover the listener by moving across nation 
borders might not have access to the whole assortment of compiled 
playlists of the users’ personal music archive for instance. But as the Inter-
net is an international affair digital features and services seem to act upon 
local jurisdictions in favour of the (Lat.) inter. Besides digital communica-
tion, economic and juridical borders show some signs of dissolving due to 
free trade and increasing mobility of people opening up for the interna-
tional. Such borders have acted upon music and music business making 
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musical goods belong to certain markets. However, the features of 
streaming have challenged this order and instead of being a mediator 
adapting to such actors and conditions. Music streaming has become an 
actor in itself making the former actors of regulation to loosen up and 
instead committing to international agreements.  

Related to the restriction of national borders was the, now historical, 
so-called DRM protection, which was a significant issue for Spotify at the 
beginning of the company’s enterprise. The DRM was also constructed 
to rule out interoperability between digital devices. Such limitation was 
indeed obstacles to the kind of service that Spotify had in mind, e.g. a 
platform based music service reachable from various devices. The idea of 
interoperability has further been developed to include, beside various 
devices own by the one user, to also refer to secondary or sub users con-
nected to the same end-user account. This arrangement is named “fami-
ly”, and enables a handful of sub-users to stream different tracks through 
different devices at the same time, e.g. several streams simultaneously. 
This type of arrangement as such is not new to the users, rather the oppo-
site. Since decades it has been possible to use different media devices at 
the same time within a household. Television, radio, and later, Internet 
via computers, have worked like this. 

Music is restricted, based on geographical boundaries. One previous 
example concerning such jurisdiction was the situation when the Swedish 
artist Robyn could not be played in the country of Sweden due to the 
circumstances that she was signed to different record labels in different 
countries.337 She was associated to EMI in Britain, which in turn was 
associated with Spotify whereas her Swedish record company was not. 
Hence, particular artists or music may be available to the user in one 
country but not another. The affordance of musicking is thereby region-
alised, i.e. acted upon juridical associations between companies. Compa-
nies like Spotify are forced to negotiate rights in every country where 
they operate. From the user’s perspective, this means that the affordance 
of available artists and music differs according to the association between 
Spotify and the right holding company. Hence, national jurisdictions act 
on the affordance of music access. Within the European market, the EU 
commission has proposed an elimination of national obstacles for the 
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domestic market.338 Politicians and representatives for European markets 
become involved in the actor-network of music streaming. 

National jurisdictions can also play a part in a music streaming service 
such as Spotify. Some sources will claim that one reason for Spotify’s 
successful entrance and later penetration on the Swedish market was that 
the service launched at the same time as legal action was taken against 
piracy. The three key figures tied to the Pirate Bay were convicted in 
Swedish court when Spotify launched its service.339 Further, the Swedish 
parliament took action against digital spreadability of illegal immaterial 
with the IPRED jurisdiction at the same period.340 Instances such as Ifpi, 
claimed that such legal action had had a great impact on attracting users 
toward legal alternative of file sharing. Studies performed on Internet 
activity also showed a steep deceleration of 40% close to April 1st 2009, 
when the IPRED law came into effect. However, at the end of that year, 
the level of activity of Internet traffic was restored and back on numbers 
again why it is most uncertain that the actor of the IPRED legislation 
actually had an impact, e.g. made other actors act, on Swedish users and 
their musicking.341  

Another limitation of distribution, although on a free basis, is the re-
striction of appropriate music. Spotify has chosen to follow the German 
standard of BPjM (Federal Review Board for Media Harmful to Mi-
nors)342 that prohibits extremely violent, crime-inducing, anti-Semitic, 
racist material or media that glorifies National socialism, drugs, alcohol 
abuse, self-inflicted injury, suicide or content that discriminates specific 
groups of people.343 How such a jurisdiction is carried out for real is not 
public. Spotify claims that the company curate their content on a “case by 
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case basis” when inappropriate music is flagged by users.344 With 20k new 
tunes enrolling the Spotify catalogue on a daily basis, analysis of finding 
music that violates the BPjM restrictions must be performed by algo-
rithms analysing metatext of tunes or automatically scanning for lyrics that 
sort under the characteristics of BPjM. However, automatic lexical analy-
sis of words might censor not only lyrics glorifying issue of white power, 
suicide or discrimination of minors but also censor music with lyrics that 
problematize such glorification. Musical lyrics can, just like poetry, prose, 
literature, journalistic reports and so on, contain such content to mirror 
or question specific phenomena, but not in order to proclaim, agitate or 
promote it.  

Music, being an essential actor of music streaming is acted upon by 
yet other actors such as record companies, aggregators, revenue systems, 
augmented markets and additional capitals such as data metric. Further 
geographical laws of internet traffic or mutual understanding of certain 
policies may act upon the affordance of musicking for the end user. The 
next section will account for how the user, in turn, act upon music as 
well as the overarching feature of music streaming, in the end, networked 
with the user once again.  

THE USER AS AN ACTOR OF STREAMING 

Naturally humans need music streaming features in order to music 
streamed music. But also, music streaming, as a feature, needs users as 
complementary and supportive actors to ensure, guarantee and propel 
music streaming as a service. The term ‘user’ may be used by a diverse 
flora of users with diverse intentions of their respective usage, e.g. em-
ployees at the Spotify Company, artists and rights holders, shop owners or 
institutions who use the service to provide music for many listeners. In 
some of these cases, such a user advances its position from being an end-
user to becoming an educator and mediator of music to others. The shop 
owner or the staff, the head of the institution using Spotify as a music 
provider, or even the peer that suggest music for other peers can in this 
way take on the roll as an educator as well as the role of a user (see Figure 
2).345 Therefore, the term ‘user’ embraces a wider and more complex 
scene of users than a single individual. Bearing that in mind, the term 
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‘end-user’, stemming from Spotify’s vocabulary, is used throughout this 
thesis to describe the idea of a receiving recipient of the service. The term 
may be used synonymous with the word user although intending an end-
user. 

Let me just pause by the word user and scrutinise on behalf of meta-
phoric analysis. A user is thought of as a person, i.e. a human. In techno-
logical context, the word user-friendly is sometimes used to mark how 
the technological design is tweaked for a convenient and uncomplicated 
use for humans. The usage of the term ‘user’, therefore associates an indi-
vidual human to it. Nevertheless, a user in this context is (i) only a digital 
profile, which can be mastered by a human as well as a non-human 
(Snickars 2017) and (ii) a networked actor of humans and code. In the 
latter case, which will be scrutinised in the last result chapter, I have cho-
sen to manifest this sliding notion of a ‘user’, from being a human to de-
picture a cyborg, a word that connoted as much to machines as it associ-
ates to humans. 

The user’s relationship to music streaming, as a feature, is not solely 
terminus. As both of those 'things' are considered to be networked actors, 
it is just as relevant to understand how the user makes the music stream-
ing feature act as vice versa. First of all, to account for the user as a net-
worked actor for music streaming, the quantity of end-users is a key fac-
tor in the company’s business. Spotify announced in 2014 that their busi-
ness model required 40 million paying subscribers in order for their finan-
cial plan to break even.346 In 2017, almost a decade after their first launch 
as a music streaming company, the company had passed that number of 
paying subscribers but the business model still do not break even.347 For 
the company to be firmly established as a music service, the company 
naturally has to profit from its business model, which includes a certain 
number of paying subscribers. Secondly, end-users also work as essential 
parts of the network that constitutes music streaming as a feature. As pre-
sented earlier in this text, the digital devices of end-users are used in a 
complex Bit Torrent alike architected system, to lower the latency while 
streaming (Kreitz & Niemelä 2010). Consequently, the more users pre-
sent close to one user, the lower latency between press and play assumed 
that these surrounding users had streamed the tune beforehand. Thirdly, 
end-users are an inevitable part of the music streaming service, as they, at 
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the one hand, create artefacts that can work in favour of ‘the social’ be-
tween users, e.g. the creating of playlists, to follow or to be followed, or 
merely to stream music that automatically get exposed onto friends Face-
book flows and alike which in turn can act on behalf of another actor to 
act. At the other hand, the mere usage, works as an asset for the company 
in order to evaluate and improve their products, as well as profit from 
their service in different ways. For instance, rights holders who do not 
earn enough money on revenues anymore, can, as accounted for above, 
be paid in data to plan promotion and tours.   

This sub-chapter presents what affordances the service offers to its 
end-users regarding the geographical, digital or financial limitations, as-
pects that in turn, constitutes whom can become an end-user. Given 
Gibson’s idea of affordance as an ecological concept (1979), accounting 
for the environment as well as the individual, this sub-chapter focuses on 
the technological environment for the end-user. After that, the depic-
tured user of the company is presented. Even though Spotify promote 
themselves as providers of “music for everyone”348 (my italic), the usage of 
the term “everyone” is explored critically in this thesis. “Everyone” is 
shown to be a concept afflicted with certain affordances as well as limita-
tions why not everybody or anyone are included in “everyone” (cf. 
Norman 1988). Some conditions must be acquitted for a user to be able 
to enter the music streaming of Spotify and hence be a person who expe-
riences and learn music from such a service. Note that these conditions of 
a human user do not refer to a user that is a non-human, e.g. a bot 
(Snickars n.d.).   

The Invited User  

The Spotify Company expresses a mission to conduct their service onto a 
global scene with slogans like “music for everyone”, “bring music to the 
world” or the “Spotify universe” (my italics).349 These phrases reveal a 
somewhat altruistic attitude regarding whom the company would like to 
address its service, which is interesting from a music educational perspec-
tive as there is a set of regulating obstacles that prohibits everyone to use 
the service on a global scale. Such hindering aspects are of two kinds; 
there are hindrances that the individual by its action can overcome but 
there are also obstacles difficult or impossible for the individual to bypass. 
With a point of departure in the slogans above, this section accounts for 
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who the invited Spotify user might be by analysing the company’s adver-
tisement of its service, and Spotify's terms and conditions and finally the 
company’s demand of login information of the user. 

The slogan “Music for everyone” is not aligned with what is being 
expressed in photos used by the company. Representations of humans are 
biased toward Caucasians. The photos used in the advertisements or in 
the representation of musical genres and themes display a variation width, 
arcing the extremes of the metropolis and the rural (Figure 21). The affil-
iation to cosmopolitan lifestyle is frequent making offices, after work, 
gym, clubs or studios leisure time, commonplace to the invited user.  

Figure 21. Spotify’s photos displaying situated end-users350 

350 Photos retrieved from: 
Upper left corner titled: The Spotify House. From: Spotify News [(2015)]. SXSW ’15 – 
Here we come! By: Candice Katz, February 19, 2015. [APPENDIX] 
Upper right corner titled: De la musique pour toute la famille. From: Phonandroid 
[(2014)]. Spotify: avec l’abonnement famille, payez 7,50€ par mois pour le service 
premium! By: Vincent Martini, October 20, 2014. [APPENDIX] 
Bottom left corner titled: Spotify. Widely accessible. From: Coloribus. [2013] Adsarchive / 
Print ads / Spotify / Ice Ice Baby. Photo by: Miami Ad School San Francisco for Spotify. 
[APPENDIX] 
Bottom right corner titled: Because music doesn’t judge. From: Adforum. [www] Creative 
Library / Spotify. Photo by: Agency Droga5. [APPENDIX] 
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Further, the service uses local language when communicating with its 
users. However, the user is considered to master bilingualism as the Eng-
lish language is used in parallel.351 This cosmopolitanism constitutes a 
hegemonic standard of the user characteristics that the company tweak its 
service towards. A visit to the Greek and Japanese versions of the presen-
tation of the Spotify service (Figure 22) show that the local language is 
used at the webpage of the service. However, the Interface of the service 
is, in this case, presented on a smartphone using the English language. An 
actor-network analysis of this representation reveals that the English lan-
guage acts like an actor enabling a user who is associated with English to 
also act upon the music streaming service. On the other hand, if a user is 
not familiar with the actor of English this user will be cut out of the pos-
sibility of musicking through the Spotify streaming service. 

Figure 22. The hegemonic English language used at the Interface 
of the service regardless country.352 

The lion part of photos used at the company’s different webpages mainly 
show adults and young adults (Figure 21). There are no young children 
in the photos, nor are there elderly or senior people. Younger children 
are, when represented, always accompanied by adults, creating a guardian 
or family atmosphere and in this way picturing children as individuals 
who cannot manage on their own and need to be looked after by adults. 

351 See the mixture of Swedish and English language used in the hyperlinks of the menu 
system in Figure 2 presented earlier. 

352 Screen dumps of the Spotify service in Greece showing the Greek alphabet displaying 
that language in the advertisement. However, English is used at the service interface of 
the smartphone displayed. Sources: www.spotify.com/gr (Viewed 2017-02-20).   
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The conclusion of this representation is that young children, as well as 
seniors, are not considered to act as primary users of the service.  

The end-user is also pictured in the company’s terms and conditions 
of the service. Here, it is stated that the end-user must be 18 years or 
older or 13 years of age with “parent or guardian’s consent”. As Spotify 
provide a lot of content for children beneath 13, there are for instance a 
whole section named “Kids”, this age regulation is indeed troubling for a 
child who does not have its parent or guardian consent as musicking in 
such situation is not legal for this child. From a Swedish perspective, this 
regulation seems a bit odd, not to say arcane. A user can enter the service 
at any age while signing into the Spotify service through a fake ID. How-
ever, the contract states that the user warrants that “registration infor-
mation that [the end-user] submit[s] to Spotify is true, accurate and com-
plete”.353 This setup, where age becomes a regulating factor of participa-
tion prohibits the possibilities for children beneath 13 to legally stream 
music, discover and acquire orientation, knowledge, preferences, and 
taste within the world of music. Such age-discrimination could, if taken 
seriously, harm the incipient education of musical knowledge, musical 
familiarity and the process of identity formation during crucial years of 
youngster’s growth where music plays a significant part (MacDonald et al. 
2002).  

At a market, such as the Swedish one, where the streaming services 
of Spotify are dominating (Kask 2011) in such a way that it has become 
almost the only way to listen to music, age regulation impacts the possi-
bility of music education for people as there are few legal alternatives of 
music recorded music. This exceptional position that Spotify has in Swe-
den, in a combination with the company’s age limits, leaves children 
beneath 13 (or 18) to either break the rules of services such as Spotify or 
listen via their parent’s or guardian’s Spotify user account. An alternative 
to this situation if a child does not have his or her guardians consent, is to 
find an alternative open access streaming service such as YouTube, listen 
to the radio, or a rare specimen of a music store in the urban jungle in 
order to music.354 This situation is further evident in the Ifpi reports. Un-
authorised or illegal file sharing are indeed an area of interest for children, 
a dilemma that Ifpi in different ways are trying to master. For instance, 
Ifpi acknowledges initiatives of information campaigns directed to parents 

                                                
353 Spotify (2014). [APPENDIX] 
354 In Sweden, reseller of music is currently besides a few record stores, petrol stations and 

ordinary department stores. These types of retailers of music that initially was intro-
duced by the CEO of Mariann Records, Bert Karlsson, in 1990 (Kask 2011).  
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and teachers that, in turn, are supposed to inform children of how to use 
music legally online.355 Such initiatives from the business are difficult to 
grasp as the business, at the same time, acts on behalf of age limits.356 A 
critical reading of such matter suggests that the business unintended or 
un-reflected is pushing children towards un-licenced music access, when 
the legal alternative of streaming, such as Spotify, does not provide af-
fordances of musicking for these age groups. 

Further, as the affordances of the service also are imbedded in the 
technology and design of the service, those things offer further limitations 
regarding whom the service addresses as an end-user. Design always holds 
some political regulations within its affordances; “…technology is de-
signed not only to perform a material function but also to express and 
coercively reinforce beliefs about the differential allocation of power, 
prestige, and wealth in society” (Pfaffenberger 1992:283). Based on such 
standpoint, the technology acts on behalf of potential users and how they 
in turn may act, issues that the following sections and chapter will ac-
count for. 

The User’s Entrance 

At the www.spotify.com users can enter the Spotify community via one 
of two entrances freemium or premium; at the web player or the app 
(Figure 23). These signposted entrances of freemium and subscription, are 
set to direct the user to either one of them. The monochrome entry, to 
the left in Figure 23, is considered to be the given according to the mul-
timodal analysis (Kress & van Leeuwen 2006). The given, in this context, 
is what always will be there and always will be available. On the right, the 
new according to multimodal analysis, and yet to be achieved, is pictured 
(Kress & van Leeuwen 2006). Here, the design uses the characteristic 
accent spring green colour of Spotify, signposting the premium subscrip-
tion zone where affordances of what the service may offer are upscaled 
compared to the given freemium. The premium entrance differs from the 

                                                
355 Ifpi. (2014). [APPENDIX] 
356 If following the actor of www.childnet.com, recommended by the Ifpi, two new 

actors appears, The Big Music Project via www.whymusicmatters.org and pro-
music.org. The Big Music Project focuses children (Ifpi’s word) between 14-24 years 
of age which is within the ages limits of Spotify why this recommendation adds noth-
ing new. The Pro Music site show just the wide conglomerate of streaming services 
that Spotify already is a part of. Consequently, there is no way for a eight year old, for 
instance, to easily find an legal alternative without the work of a detective, scrutinising 
each and every one of the suggested legal services for their age limit. [APPENDIX] 
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freemium in numbers of ways regarding possible devices to use for the 
entry, and a greater range of features to use such as being able to music in 
an off-line mode. In this way, the two categories of users are incorporated 
in (read: networked to) the service differently. The premium entrance, 
rhymes in colour with the company, connects and reinforces that en-
trance, i.e. that association with the potential affordances for a user.357 
The accent colour, and especially the ribbon band crowning the premium 
subscription zone in the upper right corner, calls out for attention in the 
overall mono chrome web page. 

Figure 23. The signpost of different entrances to the Spotify 
platform358 

Besides these main entrances to the service, there is a “kitchen door” as 
well. Spotify provides an affordance to use the service only temporarily 
without being associated with the assembly of the Spotify community. 
This is possible when a piece of music can be played via a webpage like 
the Billboard Top 100 (Figure 15) for instance. Here, a so-called widget 
using the Spotify symbol is used to represent a playback of a tune from 
the Spotify catalogue. During such circumstances, a user gets temporarily 
associated and hence social to the Spotify service. In this way, Spotify 
may reassemble innumerous users in a liquid network during its era on 
the Internet. 

357 Rhyme as a multimodal grammatical concept that creates a stronger connection be-
tween visual presentations that uses the same, in this case, colour (van Leeuwen 
2005:9). 

358 Spotify [www]. (Screen shot 2014-11-25 10.22.49) At: www.spotify.com/se 
[APPENDIX] 
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Figure 24. The Spotify icon 

The widget, pictured with the icon for the software program of the ser-
vice, is an around shaped symbol which perfectly fits a fingertip and 
thereby carries the affordance to be ready to press on a touchscreen. The 
shape also resembles, and could thereby be associated with the vinyl or 
CD. The symbol harbours three thickening curved stripes, associating to
the characteristic symbols of sound or loudspeakers (Figure 24). The
roundness of the icon stands out, in contrast to the squared and rectangu-
lar digital display that many devices are equipped with. Whereas the
squared connotes to elements of mechanical technological construction,
the curved and circular form associates with the organic (Kress & van
Leeuwen 2006:55). The multimodal analysts Kress and van Leeuwen
even ascribe the feature of organic nature, as it is not of human making,
why a veil of mystical meaning is embedded in such a shape (ibid.). Fur-
ther, the round icon symbolises growth rather than mechanical construc-
tions. The association with nature and growth is further enhanced
through the spring blade green accent colour. The green colour of nature
is associating to the chlorophyll of leaves and blades, the crisp health and
freshness, verdure, fertility and growth but also immaturity (Pastoureau
2014). However, a green colour may also carry negative connotations as
the colour through history has been used to symbolise poison, gall and
mould. It is also present in the expressions of “green of envy” and “green
of anger”. Both these types of associations concerning grows and freshness
as well as poison are valid as this thesis are showing (ibid.).

Van Leeuwen brings up the ‘icon’ in his multimodal analysis as an 
example of something that is named the same way in two different con-
texts but has very different meaning depending on that context. He 
claims that in digital settings an icon is never worshipped like the tradi-
tional icons of Jesus or Saint Mary (van Leeuwen 2005). This claim might 
be reconsidered in the case of the Spotify icon. The round spring green 
icon of Spotify, filled with affordances of growth and nature, is frequently 
used in the Spotify settings. Millions of users around the world act on it 
on a regular basis. Further, as the icon leads to opportunities to music, it 
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is a phenomenon intertwined with humans and human beings in a most 
fundamental way. The icon affords a ritual of music streaming. Outstand-
ing users of the community members can be elevated to Rock Stars within 
the service, crowned with the Spotify icon as an additional representation 
of them as users at the Spotify Community.359 In the case of the Spotify 
icon, there are numbers of tokens that have filled the tenor of the meta-
phor with meaning from the original vehicle making the Spotify icon to 
what it is – an icon despite the context.   

Entrance via Operating Systems and Digital Devices 

If a user would like to sign up to the company’s service, the user needs to 
download a software program onto the device in use. Here, the software 
of Spotify needs to be compatible with the particular operating system to 
communicate with the program. This is a question of association. In this 
way, the software, actually several networked actors of programmed code 
in different languages, becomes an actor punctualised in itself. An operat-
ing system acts so that the program of Spotify may act as a music stream-
ing service. This association of compatibility shows to be of a liquid na-
ture as both devices, and operating systems keep updating to new ver-
sions.360 Hence, the company’s programmers work regularly to keep up 
with the different updates of operating systems that the abundant fauna of 
digital devices operates with, to be compatible with the users’ devices. If, 
for instance, the Android operating system updates their code to com-
municate with a new version of a mobile net, e.g. the 5G, Spotify needs 
to be agile to this change and consequently update their code to suit the 
new condition by the operating system. This issue also implies that the 
user must keep up with other users regarding digital devices and operat-
ing systems. In this way, the one user becomes networked to all other 
users by the actor of operation systems and mobile nets. Consequently, if 
the one user’s operating system gets too old, this will prevent associating 
to the updated network and hence not being able to music via the ser-
vice. 

The music streaming service can currently be accessed via a wide 
range of digital devices: smartphones, tablets, computers, televisions, 
home stereo equipment, car stereos, smart arm wristwatches, or 

                                                
359 Spotify Community. [2013b] Spotify Community Rock Star Program. By: Rorey, No-

vember 6, 2013. [APPENDIX] 
360 Spotify. [www] Spotify Terms and Conditions of Use, #10. [APPENDIX] 
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PlayStations.361 Each and one of these devices come in numerous shapes, 
developed by different companies and updates with new versions contin-
uously. A smartphones company, for instance, can launch several models 
on a yearly basis why the collection is far from finite and solid. This wide 
range of possible devices is a way for the company to enhance an ecologi-
cal affordance of the service to the user. To provide maximal affordance 
for the user, in possession of any of these devices, the company has cho-
sen to picture the devices anonymous and standardised (Figure 21 and 
25). By choosing such design, with no embedded nation based culture in 
it, the affordance towards an inclusion of “everyone” across the “world” 
is greater (Pfaffenberger 1992:283). However, photos and iconic pictures 
used in web pages and the design of the interface of the program, are 
biased toward white western culture which hence excludes other nation-
alities or races. The tendency in the technological development seems to 
be that when a new type of smart device enters the market, that harbours 
music, it seems to only be a matter of time before it appears in the digital 
supply of devices at Spotify. 

The affordances of different devices have accentuated premium from 
the freemium entrance to the service (Figure 23). The increased number 
of equipment available at the premium subscription is both a way to en-
large the affordance of the service and to attract the user to emigrate from 
freemium to premium by promoting this augmented affordance of mu-
sicking via a wider range of devices. The options of being able to use 
many different equipment for musicking, applies to the user with greater 
financial capacities, but it also increases a user’s convenience of having 
music as a true companion wherever and whenever the user goes. The 
strengthening of the premium subscription in favour of the freemium one 
is necessary as the company needs to get more paying subscribers to stabi-
lise their business model and start profiting from their business model.   

In the early days of the Spotify service, there was primarily the com-
puter and later the smartphone that was used for music streaming. Music 
playback has during the initial era of streaming not been accompanied by 
traditional musical playback artefacts like the record or cassette player, 
traditionally sovereign designed to only work with sounds. Instead, music 
playback devices of the digital era have been used for a multitude of pur-
poses and music has been one of several things and types of information. 

                                                
361 45% of the Spotify usage goes via Computer, 42% via smartphones, and 10% via tab-

lets. Only 3% of the users access the service via the web player, while the rest of the 
users access the service via the app. Statista [www] Distribution of Spotify Track Stream. 
[APPENDIX] 
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There has been little or no attention within the Spotify streaming service 
to high-fidelity of music during the company's first decade on the market. 
Instead, musical formats and implicitly the fidelity of music have been 
focused toward possibilities of access and convenience through new tech-
nology. Although the endeavour of high fidelity sound of music has been 
marginalised and put aside, a renaissance is about to see the dawn of light. 
In 2016, eight years post the Spotify launch, specialised digital music 
playback devices made for streaming re-entered the stand of music 
equipment – a smart loudspeaker (Figure 25).362 Until 2015 there has 
been no pictured loudspeakers, receivers, amplifiers, equalisers or any 
other visual representation of musical sound technology. This absence in 
the visual presentation has reinforced Spotify’s tilt toward presenting mu-
sic as something general just like any digital information, computerised 
and visual rather than sonorous and exclusively musical. Beside the range 
of digital devices, there are two devices that stand out; the car stereo and 
the smartphone. These two devices show some extraordinary features that 
afford music to become an even more complex and refined actor than it 
was prior to digitalisation. 

Figure 25. Digital devices for access to the Spotify service363 

The smartphone as a music player, which has evolved from its ancestor 
the Walkman and the later iconic iPod, brands that came to name gen-
erations of devices, are the second single device of streamed music that is 
filled with affordances of musicking. Such devices come with an af-
fordance in itself which consequently brings about affordance also for 

362 Spotify [www] Connect. [APPENDIX] 
Numerous loudspeaker systems, the smart light bulb with loudspeakers. 

www.spotifygear.com [APPENDIX] 
363 Spotify [www] Connect/Listen out loud. (Screen shot 2017-07-04) [APPENDIX] 
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musicking. The mp3-player, and later the smartphone, has been described 
to satisfies the soberest of adults and at the same time appeal to the inner 
child, as it is considered to be “eye candy” (Cannon & Barker 2012). The 
look implies both tactile and visual pleasure (Cannon & Barker 2012). 
The portable, mobile, small and convenient device also seems to work “as 
if by magic” (Cannon & Barker 2012). The device, in its design, both as a 
hardware but also with its software visualised on the touch screen, affords 
children as well as adults “to play with [it]” (Cannon & Barker 2012). By 
using a device designed with an affordance of playfulness, music would, 
by being networked within this actor, affected by the same affordances of 
playfulness. Hereof, music is assumed to be accessed and used in a playful 
manner. 

The other central aspect of smartphones is that they seem to belong 
to a new upcoming cosmopolitan nomadism with a liquid attitude toward 
possessions (Bardhi et al. 2012). New trendy versions are continually re-
placing old out-dated ones. The device is exceptionally short-lived. The 
affective value of such physical artefacts is vanishing before our eyes and 
fingertips. The device as such becomes backgrounded as it disappears 
within its foregrounded usage.364 Materialism and possessions are consid-
ered to produce “bumps in the road” of increased movement of the new 
global nomadism (Bardhi et al. 2012). Access has replaced ownership in 
the broadest sense across many areas including music. Music is not some-
thing objective to us, something material to be possessed and stored. Ra-
ther music has oozed into immateriality, becoming something that fol-
lows humans, available for access at any time, need or preference. Music 
has become part of the subjective most elegantly.  

The Platform  

The music streaming service of Spotify is a software program that, when 
installed onto a digital device, provides access to a cloud-based platform. 
This feature is central to the affordances of streaming. Referring to the 
section above, where digital devices are shown to be backgrounded on 
behalf of their usage and their mediating character, the platform architec-
ture affords the user to access the Spotify service in a number of different 
ways. The doorway to the platform is the user’s digital account reached 
by any smart device.  

                                                
364 Bardhi et al. (2012) are identify the relationship to possessions with regard to their 

situational value, their instrumental use-value, and their immateriality rather than their 
materiality (see also Deuze & Collective 2012). 
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The term platform signals the trait of being a plateau placed above or used 
to place or store something on.365 In digital settings, the platform meta-
phor is better understood as a port or a harbour. The platform can also be 
comprehended as a frame or a collection of possible features gathered to 
be accessed and carried out at the platform. It is possible to launch and 
dock to the platform (read: possible to associate to the platform) by using 
any devices accepted by the platform.366 The digital platform enables data 
to enter or leave just as the railway platform can be used to load and un-
load goods. In that sense, the platform metaphor is quite appropriate as it 
works as a surface for digital docking data. 

The digital architecture of the platform houses the affordance for the 
user to remain at a digital account in an activity of musicking, and seam-
lessly, interoperate between devices for continuous playback. For in-
stance, Julia presented in the introduction, chose to continue the listening 
through the car stereo from the smartphone without interruptions in the 
song. This is an example of a key affordance that the platform architec-
ture enables for musicking. In a prolonging, this feature implies that mu-
sic can follow a user regardless what digital device is at hand. The only 
limitation here is if the user chooses an off-line mode for playback. In 
that case, music cannot follow seamlessly as music must have been cached 
onto the digital device’s in question for off-line musicking. According to 
Spotify, a user can download 3,333 tracks onto a device.367 The user can 
adjust thus the number of tracks, e.g. the amount of cached content. 
When the cache memory is full, newly added code, i.e. songs, re-writes 
old code. The system of caching files becomes an actor of off-line mu-
sicking in an overall online environment. 

Digital Association and Economic Strength of the User 

By employing the music streaming service of Spotify, the end-user enters 
a juridical “binding contract” with the company.368 An end-user’s associa-
tion to the company and its service is only possible in “local countries”, 
e.g. the end-user’s country of residence.369 The history of Spotify shows 

                                                
365 Svenska Akademiens Ordbok. [www] Plattform.  
366 The platform can be accessed through Mac OS X, Windows, iOS, Android, Windows 

Phone, Blackberry, Kindle Fire, Kindle fire 1st generation. Linux, Palm, Symbian 
Touch, Symbian Portrait, Symbian Landscape, Windows Mobile, Chromebook. Spoti-
fy [www] Download. [APPENDIX] 

367 Spotify [www] Download. [APPENDIX] 
368 Spotify [www] Spotify Terms and Conditions of Use, #15. [APPENDIX] 
369 ibid. 
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that the company has annexed new markets on a yearly basis and so far, 
no market has withdrawn from the service and vice versa.370 The geo-
graphical market of Spotify must be constituted with another actor to be 
able to provide a streaming service – an Internet Service Provider (ISP). 
Different ISP can provide different coverage, velocity of data transfer, and 
robustness of communication. The velocity of data transfer is crucial 
when a user requests a song that has to be retrieved from one of the 
Spotify mother servers in Sweden, London or the US (approx. every 
tenth song) (Yanggratoke et al. 2013). Greater distance or crowded data 
traffic will decrease the velocity of streaming and hence delay the latency 
between press and play.  

The affordances of the music streaming service of Spotify thus de-
pend on what ISP the end-user, as well as Spotify, are networked to and 
what features that ISP provides. For example, in Sweden, the 3G nets 
have a greater cover than the 4G whereas an end-user mainly located in a 
big city might prefer an ISP operating onto a 4G net with less coverage 
but increased broadband width that hence can harbour more digital traffic 
avoiding a jam.371 The dependency on additionally associated actors with-
in the punctualised actor of music streaming also becomes evident when 
following Spotify’s recommendation to the end-user to listen via off-line 
mode to secure a seamless stream of songs while travelling in a car or by a 
train for instance.372 Apparently, the available ISP cannot support real-
time streaming without interruptions, e.g. bad or no coverage between 
mobile masts. This is an example of how Spotify is aware of and tries to 
compensate, on behalf of these ISP actors that the company depends on 
in order to provide their services to the end-user. To compensate in this 
context refers to how the one actor acts on behalf of another actor, e.g. 
technologically as well as juridical to store musical files and other associat-
ed material to the music onto the user’s device so that the listener’s expe-
rience remains stable and uninterrupted. 

Beside the end-user’s association to an ISP, there is yet another actor 
needed in the music streaming network, and that is the available amount 
of data traffic tied to a particular end-user’s subscription to its ISP. The 
size of the data traffic amount regulates how much data an end-user can 

                                                
370 Gigaom. [www] [APPENDIX] 
371 There is a 5G net about to be built across Sweden and Europe with Telia Sonera in 

2018. A 5G net is about to roll out in the US in 2020. Mobiloperatörer.se [www] 
[APPENDIX] 

372 Spotify Support. [www] Home / On Phone, Tablet & Desktop / Listen offline. 
[APPENDIX] 
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access through its broadband or mobile connection. A subscription allow-
ing 1 GB per month cover approximately 15 hours of music streaming, 
which can be compared to 7 h of video streaming, or 1-3 h of television 
streaming.373 These time periods also depend on the resolution of data, 
i.e. the quality of the content being streamed. Higher resolution implies a 
shorter time at disposal. Consequently, the data amount will last longer if 
the user chose to reduce the quality of transferred data. Different sizes of 
data amount are nestled in subscriptions with economic aspects tied to it 
as well. One way to keep such costs down, for the end-user, is to; listen 
less, chose a lower resolution of the content, or continuous listen to 
cached copies of pre-streamed music in an off-line mode. In this way, the 
amount of data within a subscription work as an actor as it constitutes the 
quantity as well as the quality of musicking for the end-user. The net-
worked actors of broadband connection might in this way regulate a us-
er’s urge for high fidelity of music and the amount of data available for 
streaming which further is networked to the user’s economic strength. To 
repeat Latour’s notion of ANT, every actor comes with the full price of 
the net (2011). In this case, sonorous fidelity of music comes with the 
price of its networked actors of broadband, data and economics why a 
question of music fidelity cannot be treated solely as an issue of music 
education it has to be contextualised with its networked actors within 
streaming. 

The economic aspects connected to streaming, which consequently 
limits or increase affordance of the musicking is un-escapable in the pre-
mium subscription zone as well as the freemium one. Besides the cost of 
the digital device(s), which of course could be acquired for free as a gift 
or theft, there is a cost for Internet subscription and different amounts of 
data traffic. Such economic issue can be bypassed by being subscribed to 
an ISP with free music streaming or only accessing online data in a free 
Wi-Fi environment. For instance, the company Three (3) offers music 
data for free, so-called zero-rated data.374 In summary, digital access to 
Internet and restrictions regarding amount of data can be annihilated, e.g. 
free of charge. Economically, the cost of Internet access and music 
streaming can thus vary between nil and tenths of dollars per month. 
Nevertheless, as the sonorous fidelity of music is sovereign tied to a pre-
mium subscription this musicking cannot be free unless someone else is 
paying for it, e.g. the guardian of a child. 

                                                
373 Mobiloperatörer.se [www] [APPENDIX] 
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The premium entrance must be paid for. A user within the subscription 
zone has shown to be willing to pay approximately SEK 100 per month 
for musical access.375 This cost may be compared to numerous references. 
In Sweden, a newly released CD costs approximately SEK 150.376 With 
that reference, a premium subscription equals a purchase of two CD: s 
per three months. The sum can also be compared to the fee for Swedish 
public broadcast (television and radio) that costs approximately SEK 195 
per month to access.377 Compared to the purchase of records, the sum 
might be rather high to the general public as the music will not remain 
accessible if the service shuts down. The money will be wasted on noth-
ing permanent compared to the old paradigm with recorded artefacts of 
music. Thus, compared to television, the Swedish public has always paid 
for broadcast without any possibility to store or keep copies of the TV-
program via the broadcasting service and the broadcast fee. In sum, the 
fee for a Spotify premium subscription of music is relative depending on 
the reference. 

Even if the company seem to offer a service free of charge, the end-
user never gets it for free in an absolute manner. Either of the two en-
trances will have the end-user to pay for its usage by providing the com-
pany with some ID information and user-generated data. User registra-
tion data is used for “for marketing purposes”, and so-called digital cook-
ies collect information about the user’s “online activities over time and 
across different websites”.378 Such conditions are stated in the agreement 
between the end-user and Spotify. However, the agreement can change 
over time and the user will accept those changes by “a continuous usage 
of the service”.379 

*   *   * 

This chapter has shown how the music streaming service of Spotify is 
networked to the key actors of music and end-users. This networked 
relationship is also shown to be mutually dependent where music, record 
companies and music business need a company such as Spotify to battle 
piracy and legally reach out to fans with music. At the same time, Spotify 

                                                
375 There are sources pointing towards that this number is adjusted in different economic 

zones, i.e. geographical markets. 
376 Ginza AB. [www] Musik. [APPENDIX] 
377 Radiotjänst. [www] Avgiften. [APPENDIX] 
378 Spotify. [www] Spotify Privacy Policy #12. [2016-11-01]. [APPENDIX] 
379 Ibid.  
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needs the plethora of music to attract users to the service, users that are 
needed to make the Spotify business model sustainable. The users, at their 
hand, have little choice but to use a service such as Spotify as their legal 
supplier of domesticated music. In this way, especially in a market such as 
the Swedish one where the company has gained a prominent position, 
Spotify becomes a key actor for distributing music as well as providing 
affordances of musicking. As music and musicking hold musical experi-
ence, this arrangement implies that Spotify becomes an educator of music 
to the public. Moreover, Spotify becomes responsible for whom the 
company addresses with its service. As this chapter has accounted for, not 
everyone is included in musicking offered by Spotify. A critical reading of 
the feature of music streaming, therefore, must question who the actors 
are that gets to shoulder the responsibilities for the others, the ones not 
included or attracted to a streaming service and what the affordances of 
musicking might be outside streaming. Further, this chapter has account-
ed for how the actors of music and users, in turn, are networked by yet 
other actors. For instance, revenues models might restrain music or geo-
graphical jurisdictions just as a user might be restrained in their musicking 
by economic matters or unable to participate in a bilingual or technical 
realm of musicking that ties back to the possibilities of musicking outside 
the realm of streaming.  
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9. THE INTERFACE AS A 
PROTEAN CIRCUS 

Departing from the primus motor of the Spotify streaming service, the 
Spotify Company accompanied by its networked actors, this chapter fo-
cuses the content that this actor provides for the users. From the begin-
ning, music streaming services were to distribute and supply customers 
with the authorised good of music. Gradually, this task evolved into sup-
plying a whole multifaceted service to the users with the musical good as 
its hub or point of departure. Seen in a music educational perspective, the 
musicking settings include both music and how music can be found and 
chosen. Many of the features presented in this chapter may be general for 
any music streaming service, e.g. the digital format of the music for in-
stance, meaning that any other music streaming company could present 
its assets in the same way and with the same technology as Spotify does. 
This focus, onto the general and main, implies that this chapter moves 
from treating Spotify as an intrinsic case toward a more instrumental view 
of the Spotify way to music. 

The chapter is divided into three sections which account for the 
main assets of the musical catalogue of Spotify and in what way that cata-
logue is liquid. More precisely this is an account of how the analysis has 
put forward the collection of music, and the affordances brought about 
with the vast number of songs as liquid assets. Moreover, the main af-
fordances of how music is presented on behalf of categorical labels of 
artist, song, tracks, files, album and playlists and what affordances those 
terms bring regarding music-related content is also found to be liquid and 
rather conform toward a particular user base. The section also declares 
how the service presents what they name as music quality, more precise 
the premises that encapsulate fidelity of musical artistry. After that section, 
the chapter accounts for how it is possible for a user to navigate in the 
musical oceans available, an issue that has become the most crucial task to 
perform by a music streaming company. Before the chapter starts to ac-
count for these two main things; the music available and how to choose 
and navigate given that availability of music, the chapter will begin with 
start off by describing the affordance of the general design of the service's 
interface. By analysing the design, it is possible to account for the af-
fordances of that design, e.g. what kind of user that would be attracted to 
use the service and hence become a user, which consequently implies 
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what that user can or cannot do. The chapter does not cover an analysis 
of the diverse flora of appearances that can be accessed through the vast 
number of digital devices. By addressing this limitation, the chapter be-
low only includes the main affordances that transcend different devices 
and the designed interface such as the function of the music player for 
instance. To focus on the main features is based on the standpoint that 
“no two users will navigate the cloud in the same way” meaning that no 
two users will have the same version of the appearance of the service 
(Morris 2015), meaning that although two users will have different ap-
pearance of the same ‘thing’ there will still be some main features linger-
ing within the design regardless of user or device.  

The design of the interface, both apropos its visual appearance and its 
incorporated functions, is not a steady object, but continuously, at least 
partly, changing its façade across time, devices and users. “Change is the 
only permanence” (Bauman 2000). These changes are due to the number 
of actors acting upon the interfaces constitution where also the end-user 
is one of those actors producing its own content, e.g. playlists, recom-
mended listening. To conceptualise these features of the service the circus 
and the Greek sea-god, Proteus are used as metaphors. Circus, being the 
fair of entertainment, placed to amuse a public, where different things are 
being featured by a troupe of performers, accompanied by additional 
actors and equipment is used to conceptualise the contact area of the in-
terface design between the company and the end-user. The interface 
consists of several different features, made by developers, presented and 
tweaked to suit the audience by the gathered public of musicking users. 
The protean suffix is due to the polyfigurous appearance that the Spotify 
platform may appear as. Alike the sea-god Proteus who may change ap-
pearance between smooth water and storm waves still remains as the sea, 
the Spotify interface may differ in its appearances but still remain in some 
main features and functions despite version. Those main features and 
functions are hereby scrutinised on behalf of their affordances to the end-
user. 

GENERAL AFFORDANCES WITHIN THE 

INTERFACE 

Parts of the designs and thereby the affordance of the interface differs 
between various devices. Despite these protean characteristics this chapter 
accounts for the social semiotics used in the design of general aspects that 
lingers across different platforms. One such aspect is the size and orienta-
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tion of the screen of a particular device which consequently offers certain 
affordances for how features of the interface may be inter activated by the 
user. The affordances within a touch screen differ from the ones of the 
computer where an input is available through a keyboard, mouse or pad. 
Besides touch screens and typing as input, the service can be acted upon 
by yet other inputs; such as voice control and movement. In this section, 
affordances regarding the ‘general’, e.g. features that linger with the inter-
face despite device, will be accounted for. A multimodal analysis accounts 
for the visual appearance of the interface, e.g. the use of colours, menus, 
fonts, hypertext and the music player and consequently what affordances 
of musicking these features hold for the user’s usage. Also, the section 
accounts for the general affordances of the private respectively the public 
mode of musicking. Finally, the section presents different levels of en-
gagement of the unavoidable prosuming mode in which users always by 
default music.  

Customisation and Generalisation 

The interface desktop of Spotify is, as this section will account for, gener-
alised in order to fit and suit, i.e. bring maximal affordances to most users. 
Nevertheless, the interface is also customised. This personalisation of con-
tent is foremost a customisation within the general as there are main fea-
tures that remains at the interfaces regardless user. This section will run 
through how the modalities of colours and fonts are used to attract users 
within the overall arrangement of the interface.  

The interface operates by default onto a black backdrop, a colour 
that signals an established musical discourse as well as a musical prove-
nance (Figure 26).380 Black is found in many scene floors, ceilings, and 
the backdrop of a musical stage.381 The black box theatre is an unadorned 
space of performance or rehearsal for that matter. The colour is also 
widely used in microphones and their stands, electric cables and further to 
receivers, mixing panels and loudspeakers. The grand piano with its shiny 
hard varnish surface is a dominant black element on the musical stage. 
The tailcoats and frocks of the musicians in the grand symphony orchestra 

                                                
380 The backdrop, at least for some versions of the program, can be set to a variety of 

colours but this require an engaged user.  
 Spotify Community. [www] How to change the Spotify skin theme Tutorial. By: Marco, 

November 28, 2012. [APPENDIX] 
381 Black is also the colour used at the Spotify common room presented in earlier chapters. 

The work space of Spotify, i.e. the offices, are white which aligns with the white 
backdrop of the community-, support- and developer websites.  
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are black. The rock genre is often communicated through black jeans and 
black t-shirts with prints on, and black leather jackets. The music club or 
dance club are often architect with black walls. The concert often puts 
the audience in darkness with the light directed onto the stage. The col-
our of black communicates a musical discourse for musicians as well as for 
the audience. According to Pastoureau a usage of the colour black is a 
way to avoid any other particular colour, as colours are “first of all, social 
issues” (Pastoureau 2008). Particular colours, eg. red, blue, green etcetera 
associates differently to users of different cultures (ibid.). Based on such a 
standpoint, the usage of black to the Interface backdrop houses an af-
fordance to be social to every user. 

 Figure 26. The presence of the end-user at Spotify’s desktop in-
terface382  

On to the sleek blank and mat backdrop of the Interface pictures of rec-
ord sleeves stand out, in a neat order, like eye candy of colourful confetti 
(Figure 26). The interface also presents several menu systems with lexical 
words, hypertext as well as non-hypertext. The fonts of the words are 
contrasted to the black backdrop in white and grey. A click or a touch on 
a word change the colour of the text, indicating a new reading path for 
the user (Adami 2013). The white colour of the fonts provides maximal 

382 Screen dump of the Spotify interface viewed 2015-07-27. Note! The red markings 
have been added in order to mark the automatic collected photos from the incorpo-
rated service of Facebook of my profile. 



 

 205 

contrast to the black background, which some users apparently dislike, 
whereas the grey colour can be difficult or even impossible to spot for 
visually impaired users.383 A single issue like the colour of fonts engage 
the users. A usage of white versus nuances of grey is a conflict between 
visually impaired users and designers in turn referring to user who prefer 
the greyish nuance.384 This particular feature of colours of fonts is a 
schoolbook example of what Gibson means with an ecological approach 
of an affordance (1979). A ‘thing’, e.g. font colour offers different things 
to different preceptors, i.e. users. By setting a certain font colour as a 
general feature of the service the affordance of the service will conse-
quently be affected. The design seems appealing to some and annoying or 
even repellent for others. Hence, a font colour functions as a social semi-
otic resource that holds the affordances of working as an actor of musick-
ing. 

The face of the fonts is another critical design topic to associate with 
the right users (van Leeuwen 2005:147). Following Spotify's wish to 
bring the service to “everyone” in the “world”, it becomes crucial for the 
company to use a font face that does not unintendedly exclude any po-
tential user for an affordance of musicking. The font face used by Spotify 
is of some geometric san-serif types, constructed of straight lines and cir-
cular or squared shapes (Figure 22 and 26). The fonts used by Spotify are 
very similar to Circular or Gotham fonts. Such fonts are acknowledged to 
give an impression of something simple and natural with no obvious mis-
leading sophistication or inducing character (Garfield 2010). In compari-
son, a Serif font would associate to authority and traditions (ibid.), charac-
teristics that a contemporary company such as Spotify most presumably 
would not like to be associated with as they intend to bring something 
new to the musicking public. Thereby, a music streaming service such as 
Spotify would regard themselves as servers of music for the public and not 
as authorities ruling the public. The choice of fonts with the affordance of 
anonymity foremost mean that the company’s service does not explicitly 
turn to a particular group of users (van Leeuwen 2005:147). A Serif font 
signals objectivity, stability and universalism (Garfield 2010). However, 
such universalism brings about an oxymoron affordance as it speaks to 
everyone as well as no one. Note that this analysis only accounts for Latin 

                                                
383 Aftonbladet. (2014). Synskadade rasar mot Spotifys nya utseende. April 13, 2014. 

[APPENDIX] 
384 Spotify Community. [2014a] [All Platforms] Color Toggle for a light Skin with black 

Text. By: audiovrt, April 2, 2014. [APPENDIX] 
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script, although as described above, it is the Latin script, i.e. English that 
is used within this bilingual interface (Figure 22). 

Yet another main characteristic of the service’s Interface, besides the 
usage of colours and fonts in menu systems is that the design is personal-
ised in a number of ways. Different devices, in different geographical 
territory, operation on different versions of the software program, with 
different entrance to the service, i.e. freemium or premium, display dif-
ferent visual presentation of the interface. However, as presented above, 
some general traits linger across these protean versions. These traits that 
linger across entrances is designs to create something common, recognisa-
ble and social among the users. Also, the user is acknowledged, what 
seems to be, in person. At the desktop, which has the biggest screen, the 
username, as well as the user's Facebook profile photo, is used to person-
alise the visit (marked with a circle at the upper right-hand corner in 
Figure 26). The same photo is also used in the automatically generated 
playlist called “Discover Weekly” (marked with a red circle in Figure 26). 
The user’s customised interface of the Spotify service is further a result of 
the user’s previous engagement with the service, i.e. its listening and 
curating history at the service combined with the user’s social network at 
Spotify and/or Facebook, Tumblr, and Twitter. In this way, the appear-
ance, and naturally the affordances of that appearance, becomes egocen-
tric, a perspective that resembles with Bauman’s analysis of the contem-
porary liquid society (2000) as well as Pariser’s ‘filtered bubble’ (2011). 
This type of personalisation or filtered information can also, in its pro-
longing, rise what is known as polarisation (Pfaffenberger 1992). This 
main risk of such a feature is that it reinforces stereotypes such as race, 
class, and gender, a construction of the public (Gillespie 2014). Instead of 
music being a phenomenon travelling and crossing borders between local 
cultures, challenging such barriers to carve and shape something new, 
musicking within a streaming service risk to reinforce and preserve tradi-
tional sociological entities. The idea of a kaleidoscopic mosaic of diverse 
users gets polarised toward hegemonies mainstreams of user communities 
with little or no trespassing to each other’s domains.  

The Music Player 

The music player is one of the features that remain within any visual ap-
pearance of the service's interface. The function of the music player can, 
as presented earlier, be used by other actors via a Spotify widget incorpo-
rated in external web pages. In this section, focus is directed to the player 
at the interface. At the interface of the service, the player is placed within 
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a fixed window at the bottom of the display (Figure 26), a placement that 
puts the music player as something real and given according to multi-
modal theory (Kress & van Leeuwen 2006). This semiotic grammar gives 
that the player is something that always will be there, it has to be there, it 
will not change, it is taken for granted. Further, the colours used in the 
design of the music player rhymes with the rest of the interface. The 
green accent colour, used to highlight activity, fill a dull black space with 
a cursor – silence and emptiness get filled with the sound of music. Be-
sides the green timeline, stretched by the cursor, time is visualised in a 
digital clock on the right-hand side. In this way, time, as a dimension of 
music, is manifested two-folded. This over-lexicalisation of time and 
duration presents music as a phenomenon tendentious consisting of time. 
Time is further underpinned as the player can be set and steered by the 
user as loci of interactivity. A track can also be repeated and looped, 
which reinforces music as a phenomenon consisting of time. The repre-
sentation of music as a two-dimensional phenomenon is further stressed 
by the Spotify logotype, which by being a shaped button to press in 
combination with its curved lines representing the volume of sound be-
comes a press and play symbol (Figure 24). The Deezer logotype at the 
other hand, used in the comparison (Figure 27) shows multi-coloured 
staples resembling an equaliser represent music as something more and 
broader than a press and play. 

Figure 27. A comparison between the Spotify and 
the Deezer logotypes 

At the very right-hand side of the player, the user can steer the volume of 
the playback. The design of the volume control is similar to the time 
duration. The musical flow, visually presented by these two features gives 
a two-dimensional reading of music. Other dimensions of music than 
these are absent within the interface. An audio curvature representing 
different frequencies within the music, hence presenting music as a three-
dimensional phenomenon is suppressed. There is no such thing as an 
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animated equaliser bringing and bridging the invisible sound into repre-
sentation of something existing. The simple linearity of music play repre-
sents, and thereby teaches the listener these dimensions of music, holding 
other dimensions back. Animations of complex and diverse dimensions of 
music such as being a phenomenon constituted by a mosaic of sounds, 
tones, rhythms, dynamics, frequencies or accentuates are totally annihilat-
ed. In this way, the design of the player bundles the multi-dimensional 
landscape of a sonorous phenomenon into a sound. This design aligns 
with what will be presented further on as Spotify’s notion of “music qual-
ity”385 where the default format of the streamed music is packed and 
transferred compact and compressed, supressing nuances of musical mes-
sages and meaning. In this way, the musical provenance of the player’s 
design and the semiotic resources used to communicate the music that 
the player plays back is remarkably low. 

Public Musicking by Default 

When the end-user is musicking at the Spotify service, she is doing so 
publicly, by default. ‘Publicly’ in this sense refers to the community of 
Spotify or any other connected social network that the user and the ser-
vice is associated to. Musicking can also take place in a so-called private 
mode, although this notion is not as private as it might seem. This section 
will describe and problematize the different modes of public and private 
and what affordance this may bring to the user.  

There is no explicit information at the Spotify interface revealing a 
public mode of the user’s musicking.386 Musical collections, e.g. playlists, 
composed by other users can be played; other users’ musicking can also 
be followed (unless limited to private only). These social features are pre-
sent at the service activated by default. As presented above, the Spotify 
CEO Daniel Ek regards music as “one of the most social objects there 
is”.387 However, as research shows, users are unwilling to share all their 
music as much music, and musicking is personal and private why active 
social interactions are rather rare (Werner 2017). Nevertheless, Spotify’s 
enhance social dimension of music streaming. The public musicking is 
presented via a pub/sub system. In this way, publicness does not equal an 

                                                
385 Spotify Support. [www] Home / System & settings / Audio Quality Settings. 

[APPENDIX] 
386 Although the so-called private mode is signalled by the user’s profile and settings.  
387 Stanford technology [2012] Daniel Ek (Founder Spotify) - Talk - A Playlist for Entrepre-

neurs @ Stanford University. Stanford Technology Venture Program. Daniel Ek co-
founder Spotify, May 16, 2012. (My transcription of interview) [APPENDIX] 



 

 209 

open public place per se but rather a panopticon within the Spotify-
Facebook community where everyone has the possibility to a surveillance 
of anyone but not knowing if, when, by whom and with what purpose 
(Bentham 2002). Such a feature is also known as surveillance by several 
Little Sisters, as an anti-analogy to Orwell’s Big Brother.  

By default, any user activity is always detected by the system why, al-
so in a private mode, every musicking user is subject to a Big Brother 
surveillance as streaming needs to be ordered from the user to be 
streamed. Hence, anything the user streams will create a track in digital 
history, a necessity that associates to rights holders’ revenues. User-
generated data from private mode can also, according to the analysis, be 
used by the company, or a third-party, to customise the service. In this 
way, there seems to be no such thing as a true private mode. This is not 
considered as a dull backside of the streaming service by the business, 
rather the opposite. Streamed music can, in itself or intertwined with 
additional digital signals that the user generates whilst streaming, consti-
tute a “complex and sophisticated marketplace”.388 Streaming, per se, 
provides an affordance for the music business to “reach into consumers’ 
homes and lifestyles”.389 How such affordances, in the end, reach the 
users and hence constitute affordances for the user becomes too intangible 
to comprehend. The public mode can be used either nonchalant or most 
carefully prepared by a user who, for any reason, wants to, exhibit the 
streaming, why affordances of such arrangement are rather ambiguous. 

The private mode can be used to hide unwanted or inappropriate ac-
tivities by the user, a technological feature called delegation (Pfeffenberger 
1992). Delegations are designed to “make up for presumed moral defi-
ciencies [between] user[s]” (ibid.:293). Previously such issue has been 
exemplified with music analytics that has shown how for instance Pink 
Floyd, Kenny Chesney and Kelly Clarkson correlate to Republicans 
whereas Bob Marley, Snoop Dogg and Rihanna correlate to Demo-
crats.390 There is no information at the Spotify interface declaring in what 
way and to what extent a feature such as private works as a delegation. If 
users were to become aware of such profiling, both regarding them as 

                                                
388 Introduction by president John Kennedy. In: Ifpi (2009). [APPENDIX] 
389 Ifpi (2009). [APPENDIX] 
390 The New York Times. (2014). The Sweet Streaming Sound of Data. March 6, 2014 

[APPENDIX] 
 Similar service can be found at Next Big Sound which is an aggregator for digital user 

generated data. It collects data from different digital platforms such as Facebook, 
Last.fm, Vimeo, Google Analytics, YouTube, SoundCloud, MySpace, Twitter, Wik-
ipedia, Instagram, and Spotify. Next Big Sound. [www] [APPENDIX] 
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users as well as the profiling of the music they listen to, then such aware-
ness might very well affect their musicking. The next result chapter will 
also account for how this particular issue of association between artist’s 
music and political forces are networked. In short, individual artists tries 
to prohibit certain politicians not to use their music as the music then 
becomes associated to that particular politics and consequently brings 
about that networked association to the fan via the music.  

Prosuming Music Streaming 

The last main affordance that transcends all digital devices used by end-
users to reach the platform of Spotify is the embedded feature of partici-
pating culture of producing content for consuming - the prosuming (cf. 
Toffler 1980). This activity can be both actively or passively (Jenkins et 
al. 2014). At Spotify, the end-user can participate in the production of 
content on different strata of engagement by creating public playlists and 
radio stations, or enhancing the Spotify community by associating other 
actors, e.g. web pages, to the service. The production of content can also 
be most passively as usage, i.e. streaming per se generates data for the 
company. This data is both necessary in order to customise the service, 
but the consumer produced content is also something that can be mined 
and monetised by the company. 

An active as well as public way to music at the streaming service and 
at the same time co-produce content for other users, i.e. enlarging the 
affordance of musicking is to interplay with the features of Playlist, Radio 
station, and Follow. The playlist, for instance, houses the affordance of 
both read and write. In a read mode, other users can follow the playlist 
whereas the write mode opens up for a collaborative compilation of 
tracks (Setty et al. 2013). It is possible to collectively build music libraries 
for a whole community or a crowdsource gathered on a particular theme 
or topic (Johansson et al. 2017).   

The affordance for the single end-user of being a prosumer to the 
streaming service lies embedded, implicitly in the service. Previous 
streaming constitutes the feature of History, whereas assumed streaming, 
i.e. cached files from the compilation of an album or a playlist where a 
track is situated, can be presented at the Queue. These features become 
networked to the streaming service as actors cached music constitutes the 
streaming architecture of Spotify. Any press or click on a hypertext or a 
feature is per default, a call for an activity, a call that is registered. Such 
user-generated data may also be forwarded to any third-party involve-
ment and hence network the user's actions to that third-party and its ser-
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vice. In this way, the user per default becomes a prosumer within stream-
ing media, unable to escape and mark off production from consumption. 
The user-generated data is in itself a network of available input data from 
the device in question. Measured data such as duration of the engage-
ment, time of the day, GPS position (needed to make sure the copyright 
aligns with territorial restrictions for instance), primarily used by the 
company for registrations of revenues. Secondly, such information is im-
portant for the company to adjust bugs or faults within the service. 
Thirdly, the analysis makes clear that such user-generated data are also 
used by the company in order to research and develop its service. 

MUSIC CATALOGUE 

“Imagine all this – in the archive on your phone”, the utterance stems 
from co-founder Daniel Ek when he tells the story of the role model for 
Spotify.391 What Ek refers to, is the gramophone archives of Swedish 
Radio, Grammofonarkivet, which “go[es] way back” with a young Dan-
iel.392 This utterance point toward a twofold vision; one was the possibil-
ity for an individual to be able to access an astonishing amount of music 
alike the radio archive. Moreover, the second was to build an own ar-
chive of music. These two features, where the interests of music and 
computers collide, became the very nexus of what the Spotify music 
streaming service came to house for the users. 

The Spotify service offers the user to access, what might seem like, 
any recorded song ever released. What is more, the service provides the 
affordance for a user to architect its own personal library. Given the 
number of available tunes of Spotify, such archive may overshadow any 
Alexandrian predecessor. With 30 million tracks, the catalogue of stream-
ing services has become too large to comprehend. As Anderson points 

                                                
391 Sveriges Radio. P1. [2012]. Sommar & Vinter i P1. / Daniel Ek. By: Daniel Ek, July, 

12, 2012. [APPENDIX] 
392 At the age of 14, co-founder Daniel Ek, successfully won 30 (sic!) records by answer-

ing a correct question in the classical radio program Ring så spelar vi!, according to him-
self. Listeners could call the program and make a wish for a particular tune, the anchor 
chitchatted with the caller until the staff in archive found the track and then it was 
played. the archive contained “everything thinkable”. The utterance “Imagine having 
all this!” can be interpreted as longing for the great amount of records as well as the 
achieve function. Ring så spelar vi! has been a radio program at Swedish Radio (SR) 
since April 20, 1968 and is one of the longest running radio shows in SR history.  

 Sveriges Radio. [www] Historien om Ring så spelar vi. [2015-09-17]. (Viewed: 2017-09-
11) [APPENDIX] 
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out: “It is not particularly satisfying to brows crate after crate without 
recognising a single artist” (2007:147). Now and then, we need to find 
something familiar. Anderson argues that, without filters, the plethora 
catalogue that he names the long tail is jeopardised to turn into distorted 
noise. Fleischer reasons about the same issue, he claims that the point of 
singularity is reached when everything is accessible, one click away, creat-
ing an abyss for the user instead of a great possibility of multiple choices 
(Fleischer 2009). The situation can be further described by the fact that 
20% of the songs of the Spotify’s catalogue has never been streamed, not 
even once, a fact that the application of Forgotify has acknowledged.393 

This section presents affordances of the music catalogue at the Spoti-
fy streaming service regarding how content is exhibited and how the 
service provides different features for an increased affordance of musick-
ing for the user. First, the catalogue of Spotify is presented focusing on its 
liquid characteristics. As it is easy for artists to enter the catalogue the 
affordance of the catalogue offers artists with small fan bases, but also re-
cordings of extremes like recordings of numerous repetitions, silence or 
distortion noises; genres that may stretch traditional affordance of music as 
well as musicking. After accounting for these types of new sound made, 
the affordance of the catalogue is analysed regarding features of the menus 
like artists, songs, tracks and files but also albums and playlists. The sub-
chapter accounts for the result of the multimodal analysis of the social 
semiotics used at the interface with a particular focus on a critical reading 
of traditional musical provenience, which, in turn holds affordances of 
musical experiences and knowledge. The sub-chapter finishes with an 
extensive account for the sonorous fidelity of music, being such a funda-
mental aspect of how music may be received and appreciated. 

Liquid Content 

“There are millions of songs on Spotify”.394 Almost a decade prior to the 
launch of the service as a music streaming service, there is no longer a 
need to be explicit about the number of songs available at the service. A 
couple of years before this statement the number of songs available within 
the service was more than 30 million tunes, an increase of 50% compared 
to the previous year when the company claimed to have access to 20 

                                                
393 Billboardbiz. (2014a). Forgotify Plays Spotify’s 4 Million Unheard Songs. By: Chris Leo 

Palermino, February 12, 2014. [APPENDIX] 
394 Spotify [www] At: www.spotify.com (Viewed: 2017-07-07) [APPENDIX] 
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million songs.395 Ten years earlier in 2004, at the dawn of digitisation, the 
number of available tracks online was only a couple of hundred thousand. 
Digitised tunes, in different formats, in addition to newly composed songs 
show in all an exponential increase of the number of accessible tracks 
within streaming. These magnitudes make the affordances of the cata-
logue, or updates of the catalogue, non-over-viewable. The music con-
tent available needs to be organised in some way to be graspable and 
comprehended – it needs to be filtered. 

There is no possibility to overview this huge musical catalogue at the 
Spotify websites or the interfaces of the service. There is no similarity to a 
catalogue such as telephone catalogues used to offer available, or like the 
DIR commando in the days of MS-DOS that revealed the content of a 
directory, e.g. every file available. Instead, the magnitude of content is 
supposedly there, although hidden in an overview for the public eye, 
stored at the mother servers of the service. The number of songs is not 
present in an enumerator, nor is it possible to list every available content, 
or to thumb the catalogue. Compared to a physical catalogue, like an 
encyclopaedia or the now outdated telephone directory, the totality of 
the content cannot be over-viewed. It is not possible to scroll the multi-
million catalogues as a table or a register. In this way, the user never gets 
a real spatial notion of the massive plethora of the musical catalogue.  

The absence of a list catalogue makes it impossible for the user to get 
an overview of the number of musical tracks; it does not provide the 
opportunity to discover a full discography of a certain artist or missing 
artists directed in alphabetic order for instance. Such a facility would, of 
course, be possible to afford, as it would be aligned with the very basic 
nature of what the digital may provide. Still, the visual display of such a 
directory would perhaps be non-over-viewable after all. A small arithme-
tic example can illustrate this: If a page, corresponding an ordinary A4 
sized paper, hold 50 rows per page, then the catalogue of 30 million 
tracks would equal roughly 600,000 pages. The windows of smartphones, 
car stereos, smart watches or the displays of smart home stereo equipment 
are too small to be able to present such an amount of information. There-

395 The Telegraph. (2015). Apple Music vs Spotify: How do the two streaming services compare? 
By: Rhiannon Williams, July 1, 2015. [APPENDIX] 
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fore, by necessity, the displayed available content must be filtered in one 
way or another.396 

The Spotify slogan “All your music is here” pictures a situation 
where all music is available. This slogan is, in fact, a goal that originates 
from the company's CEO Daniel Ek’s notion of the Swedish gramo-
phone archive that seemed to have it all.397 Moreover, a listener who 
called the show Ring så spelar vi!398 could name or describe a piece of mu-
sic, after which the archive personnel managed to find the music within 
the archive within minutes. According to Ek, this show and the archive 
worked as a role model for CEO whilst creating the service of Spotify.399 

The goal of having everything has been set back by, in Principia, 
two things. One is that aspect that geographical juridical restrictions act 
upon accessibility as an actor. Due to licentiate restrictions, certain artists 
and consequently their music cannot be played unless geographical re-
strictions of copyright have been cleared like the previous example with 
Robyn and Oasis presented earlier.400 Musical presence is also in direct 
relation to the rights holder of the music and not necessarily the artist. As 
one example, The Beatles were missing from the Spotify service for many 
years.401 Surprisingly the individual members of the band: Paul McCart-
ney, Ringo Starr, George Harrison and John Lennon had their respec-
tively solo catalogues on Spotify during this absence. There were even 
live performances of classic Beatles songs like Let it be and Hey Jude pre-
sent in the Paul McCartney’s catalogue.402 This example highlights how 
right owners do not necessarily have to be the same actors as the artists. 

396 In the early days of Spotify, back in 2009, there was a list of every available genre 
published at Spotify news. Then the list presented 944 genres such as Belly Dance, Hun-
garian Folk, Polka or Raga as well as very specialised genres like Modern Electric Chicago 
Blues and Modern Electric Texas Blues or Neo-Glam and Neo-Prog.
Spotify News. [www] Spotify genres, the full listing. By: spotifysehr, March 24, 2009. 
[APPENDIX]  

397 Sveriges Radio. P1. [2012]. [APPENDIX] 
398 “Call us, and we play it!”, my translation. 
399 The archives of Swedish Radio that got to model the service of Spotify back in 2006 

when Ek and Lorentzon launched their start up business, was closed down in 2013. 
Sveriges Radio. P2. (2013). P2 Dokumentär. Grammofonarkivets framtid. By: Urban 
Göranson, Augusti 25, 2013. [APPENDIX] 

400 Spotify Press. [www] Information. [n.d.] [APPENDIX] 
401 Dagens Industri (2015). Beatles miljonströmmar på Spotify. December 29, 2015. 

[APPENDIX] 
402 McCartney holds the copyright for these tracks available at the Back In the World album 

from 2003. 
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More, the songs are not subjects to rights holders but rather the record-
ings of that song, e.g. original studio recording or live recording. 

The other reason for the music catalogue being liquid is that the 
catalogue is diminishing now and then. Some record companies such as 
the British ST Holdings in 2011 and Swedish Blue Music Group in 2014 
drawback their catalogues due to low payback of revenues.403 These 
complains are not obliged by Spotify, who claims that they pay more 
revenues than other services such as YouTube. For some reason, this issue 
is not discussed in the Ifpi digital reports (2004-2014). Rather, these re-
ports picture Spotify as a role model of a new streaming enterprise that 
has saved the music business. Whatever the reason might be, the conse-
quence is that music that has been once launched into the Spotify cata-
logue and compiled by users into playlists or a personal digital archive 
suddenly can be inaccessible. With this type of liquid movement in the 
catalogue the user can never rely on stability as “uncertainty is the only 
certainty” (Bauman 2000).  

New Sounds Made for Streamed Musicking 

The affordance of being able to store such magnitudes of musical content 
has created a possibility for a more extensive commitment for artists to 
launch their music. A music catalogue of such magnitude that Spotify 
harvests, becomes generous toward odd genres and music with small fan 
bases. As a result, the long tail of content can grow, which may provide 
new feasibilities for music and in the end its listeners to be created and 
compiled.  This section will present some of these new features. There is 
some modus operandi within the long tail that stands out; recordings of 
extremes, recordings of noise, previously commonly understood as unde-
sired disturbances, music for and during sleeping, and music for so-called 
Autonomous Sensory Meridian Response (ASMR). 

The first example of extreme recordings is collected from the artist 
and alike pianist Alessandro Deljavan who offers an album with all of the 
suggested 840 repetitions of Vexations by Erik Satie. Does such an album 
offer an affordance for listeners to listen to it, one might wonder. By fol-
lowing the statistics presented by Spotify of each track, it is possible to see 
that the number of streams has reached nearly 30,000 for the first varia-
tions only to decrease to around 5,000 at recording number 60, and flat-

403 Dagens Nyheter. (2011b). Hundratals artister lämnar Spotify. By: Fredrik Söderling, 
November 25, 2011. [APPENDIX] 
Svenska Dagbladet. (2014c). Svenska skivbolag lämnar Spotify, By: TT, August 15, 2014. 
[APPENDIX] 
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tening out beneath a thousand at repetition number 280. Another exam-
ple of the affordance of providing extreme modus of music to the Spotify 
catalogue, and in the end let listeners listen to it, is the already mentioned 
example of silence that the artist Vulfpeck’s album Sleepify launched into 
the service with the 3’10” long album of ten tracks. 

Another example of new sounds made as an affordance of the 
streaming service is the ambient electronic artist Glitchmoduck and their 
album Pink, White and Brown, which offers pink, white and brown noise 
with associative titles of the tracks such as Strawberry and Ivory. The artist 
Sound Dreamer has similar tracks of almost any colour of noise.404 As 
such, using noise as a form of music is nothing new to the audience. 
Since the start of music recording, noise has played a significant factor 
arcing from being unwanted and tried to be limited toward a total dele-
tion toward working as a creative quality of music creation such as the 
distorted electric guitar used by Jimi Hendrix. More, noise by being a 
referent of non-music has also played the main part in electroacoustic 
compositions exploring the fine avant-garde distinction between music 
and non-music like the compositions by artists such as Pierre Schaeffer, 
Iannis Xenakis, and Vladimir Ussachvsky. John Cage’s composition of 
black noise, i.e. 4’33” is perhaps one of the most famous examples of this 
experimental phase in music history. What is new in this setting of music 
streaming is that it is easy for artists to participate as actors and hence con-
tribute to the affordance of the service by providing music content to the 
listener. The number of album and playlists promoting noise, predomi-
nantly white noise, are growing. An analysis of playlists with this kind of 
music, reveals that these types of artists also releases records quite fre-
quently. This type of music is also presumably new and rising, at least in 
this magnitude, as tracks with this type of music are tagged with recent 
release dates from 2014 and forward, i.e. no older albums present.  

Intertwined with these upcoming genres of noise is the presence of 
music for falling asleep, during sleep but also for insomnia and tinnitus. 
The artist Sound Dreamer provides Mother’s gentle heartbeat or Blue Noise 
for the parent to use for its baby to go asleep in the five Baby Sleep Solu-
tion albums from 2014 and 2015. The lengths of these album playlists 

404 Different noises can be distinguished as different types as they sound differently com-
pared to each other as well as look differently if animated as a spectral analysis of fre-
quencies. The naming of different noises has been collected from the spectral analysis 
of light e.g. colour names. For instance, white noise has “equal power per hertz over 
the specified frequency band”, according to The US Federal Standard 1037C [www]. 
[APPENDIX] 
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stretch for hours, which easily lasts during a whole night’s sleep.405 These 
findings show that users can listen to sounding music continuously during 
every hour of the day, awake as well as asleep. There are also genres fo-
cusing on ASMR. Here, music is aimed to trigger or be a stimulus for an 
experience of sensation for the human. All in all, a music catalogue in the 
magnitude and by the means that Spotify is offering, provides music af-
fordances of new sounds made. 

Artists 

Songwriters, composers, arrangers, musicians, singers, conductors, sound 
engineers, producers, and more inhabit the mosaic field of music creation. 
At the Spotify, they are all covered by the label – artist. Artist originates 
from the term naming the one who performs art. Etymological the word 
is found in descriptions of the antiques Greek Muses from the mythology 
in areas of history, poetry, comedy, tragedy, music, dance, and astrono-
my. From the 18th century, the two words art and artist have been slightly 
reduced to characterise the performance of visual arts. Within the musical 
realm, the epithet artist is used to describe a person who performs on a 
public stage such as actor/actress or a singer. Further, the word “artist” is 
commonly associated with a representative of popular music. In the Ifpi 
reports the epithet “artist” is most common, whereas the epithet “com-
poser” is only mentioned occasionally and then in connection with the 
word “producer”.406 In this way, the term “artist”, deriving from con-
temporary popular music, constitutes a hegemonic status for popular mu-
sic, by incorporating other musical genres within its vocabulary. 

At the menu, the hypertexted word of the artist is accompanied by an 
iconic picture of a microphone on a stand with a glimpse of a cord. This 
pictured microphone brings the “artist” into the sphere of the front-line 
person in a musical performance, the singer. This representation further 
enhances the hegemony of amplified popular music within the service. 
What is more to the singer’s microphone is that this represents the lyrics. 
Stressing verbal modality like this also connotes music to language, a mo-
dality that anyone who understands that particular language may compre-
hend. The sonorous intrinsic language of music becomes back-staged 
while lyrics become foregrounded with this design. 

405 For instance, the Baby Sleep Solution playlist made by Sound Dreamer in 2014 lasts for 
more that 79 hours containing tracks of white noise that are set to calm a “colic, fussy, 
restless or troubled crying baby” or tracks of “relaxing underwater songs” or “Brahms 
lullabies”.  

406 Ifpi (2004-2014). [APPENDIX] 
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By gaming the browser (see Pauwels 2012) of the interface it is apparent 
that the term artist labels performing-artists as well as composer-artists. A 
search on Mozart, today primarily known as a composer and not an artist, 
is within the Spotify vocabulary labelled, and thereby framed, as the artist 
Mozart. The hypertext similar artists connected to the artist, reveal fellow 
artists such as Felix Mendelssohn, Franz Schubert, Franz Joseph Haydn 
and Carl Philipp Emanuel Bach. Apparently, classical composers are rep-
resented and framed as artists. The somewhat ambiguous label of “artist” 
brings about an interesting affordance of how listeners may comprehend 
composers of classical music. Within literature of musicology the names 
of Mozart, Mendelssohn, Schubert or Haydn would be referred to as 
composers and not primarily artists. On the other hand, a sociological 
description of these composers might actually use the term artist as a more 
appropriate term, which captures their artistic status of their time. Instead 
of back-staging these individuals as composers, withdrawn from a public 
stage, the label artist brings them forth as celebrities. In this aspect Spotify 
by-pass musicology and accredits classical composers the status as artists.407 
The label of artists also accounts for contemporary classical composers like 
Philip Glass or Joan Tower. Although contemporary composers within 
commercial popular music, such as world-famous Swedish Max Martin 
cannot be found through the Spotify search window although his music is 
well represented by the artists like Christina Aguilera, Justin Timberlake, 
Katy Perry or Backstreet Boys. Hence the term “artist” is rather ambigu-
ous used, providing little or no knowledge about key roles as a composer 
or a producer and how such role might differ from the artist. 

The word artist further bundles every actor that has been networked 
in the production of the musical piece. Besides the name of the artist, the 
only information present is the name of the copyrights holders (Figure 
28). The choice of marking the rights holder as significant and the music 
producers invisible, enhance the business interests and not music 
knowledge. Compared to the written content of a record sleeve the digi-
tal counterpart lacks plenty of information. At a Toto cover, from the 
Kingdom of Desire album, every song title presents the composers of that 
song (Figure 28). By the lyrics of the song, additional musicians and vo-
calists are presented as well as the recording studio where the song was 
recorded.  

407 The ambiguous usage of the term artist could also be analysed on behalf of critical 
theory and what Adorno identifies as a collapsing distinction between serious and light 
music, high and low art. Adorno claims such collapse would destroy the seriousness of 
both (Adorno 1991). 
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Figure 28. Presentation of an artist’s album from a CD compared 
to the Spotify presentation408  

408 The information from the CD Kingdom of Desire in Figure 28 is just an excerpt of the 
entire information of the albums production. 
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Further, the booklet of the album also presents producers, engineers, and 
mixers etcetera. Even specific instruments are addressed such as Jeff Por-
caro’s drum kit: “Pearl Drums, Paiste Cymbals”, and “Remo Drum 
Heads”. The folder even addresses the particular label of drumsticks – 
“Calato Drum Sticks”. Such recital of involved people, as well as specific 
brands of instruments, emphasise the significance of such things which 
brings a deepened meaning and knowledge to a piece of music. Further, 
such detailed specification signals that music is not a messy mush of sound 
from somewhere, rather music is made up of specific things and people. 
By naming a specific recording studio, this specific detail signals that the 
studio has had an impact on the music. Compared to the information 
given at the interface of Spotify, the knowledge about music and what 
music holds differs tremendously between the two presentations (Figure 
28). 

Via such information as presented in the Toto’s CD booklet, new 
music and knowledge about musical elements could be discovered if the 
information were to be supplied at the Spotify interface. Such infor-
mation, harboured within metatext, displayed via menu systems with 
hyperlinks could also be a way for a fan to discover previously unknown 
music. For instance, a fan discovering all music that has been recorded in 
a certain studio, or to be able to discover every tune recorded by a specif-
ic flautist would enrich the musical educational capital within the actor of 
the Spotify service which would be an increase of musical affordances. 
The affordance of musical knowledge presented at the Spotify service is 
extremely limited, providing no or little knowledge of how music is 
made or what music embody and embrace whereas the knowledge pre-
sented at the Toto booklet are so detailed it might only appeal to music 
nerds. At the other hand, Spotify does provide such detailed information 
in some areas like the compatibility of digital devices to the service (Fig-
ure 30). A comparison between the level of detail of musical elements 
and technological ditto, tilt the Spotify service toward a technological 
service more than a musical one. 

Songs, Tracks and Files  

A piece of music within the Spotify catalogue is referred to as a song, track 
or file at the interface of the service. As shown earlier in Figure 3 these 
namings may vary as the design of the interface sometimes changes its 
appearance. Labels used to mark this feature of a musical playback would 
within a musical vocabulary be a tune, a piece, work or perhaps an ar-
rangement. Whatever the term is, it needs to be able to capture and com-
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prehend every available content that can be reached by the user through 
that hypertext function. The term ‘track’ is associated with music in the 
early 20th century where the recorded phonograph consisted of tracks. 
The term is also present in the word soundtrack, which is used to repre-
sent music as an additional modality to visual presentations such as movies 
for instance. In this way, track is associated with recordings, the music 
industry, and a musical discourse. The term “song” on the other hand 
offers a different set of associations. Songs are traditionally found in folk 
music, ballads, chants, carols, psalms, lullabies and so on. The common 
denominator for this enumeration is lyrics and the human voice. In this 
way, the term song associates and works as cohesion to the pictured mi-
crophone used to accompany the term artist.  

The pictured icon used for songs is coherent with the circle of the 
Spotify emblem (Figure 24). The icon consists of the well-known symbol 
of music, a musical note, centred in a circle, appearing in a strong con-
trast, bold in black on a white background. The circle, easy to press with 
a fingertip, is coherent to the Spotify Company, hence the core activity 
and purpose of the service, compared to the squared emblem picturing 
local files. Local files represent pieces of music or other sonorous content 
available on the user’s digital device at hand. This icon, for local files asso-
ciates to the icon of songs or tracks (Figure 26) as they both display a music 
note. The difference is that the note is foregrounded a rectangular square 
with a down-fold in the upper right corner instead of a circle. The rec-
tangular symbol appears as a dog-eared paper, which associates to contexts 
and situations where papers are present such as desks and offices, a detail 
that reinforces the music service to be aligned with office lifestyle and 
people associating to such life. 

The appropriate term for a piece of music in a pure digitised context 
is file. However, the term file might associate badly with how Ifpi uses it 
in contexts with file-sharing, P2P-sharing and music piracy.409 Spotify 
has, as accounted for previously a more nuanced view on the matter 
which the manifestation with the usage of the word further underlines. 
The term file is used in the context of local files. This means that the 
Spotify software can run through the sound files available onto the digital 
device of the user, e.g. private recordings as well as iTunes download. 
This feature brings an affordance for the user to further music with ex-
tended resources of recordings. 

                                                
409 Ifpi (2004-2014) 
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Albums and Playlists 

At the interface, songs and tracks may be present within an album or a 
playlist. Both of these concepts represent collections of tracks. The album 
associates to the pre-digital age, where the record vinyl album and later 
the CD, constituted the main formats of music. Historically, the album 
has varied between being a random collection of tunes to strict orders of 
musical pieces that, by the particular organisation, constitutes what is 
known as a conceptual album. A recorded opera would be an example of 
such an album, where every piece plays its particular part in leading the 
story forward in the plot. The term playlist stems from the radio broadcast 
in the 1960’s and depictures a temporary collection of played songs. 
However, the principles of the playlist have existed for ages, i.e. pieces of 
music put together in a particular sequence such as a concert program 
with or without a story. The term playlist, at the Spotify interface, is illus-
trated with a pair of eight notes in an ascending interval. The doubleness 
of notes indicate that the playlist offers a plurality of symbolised single 
notes, i.e. tracks. The ascending interval expressed as a stylised movement 
affords activity and action according to social semiotics. This stylised mo-
tion seems to be coherent with the affordances of playlists being interac-
tive features where the user can become a music creator as well as cura-
tor. 

In one way, the album does not differ from the playlist as both are 
compilations of music. But albums are a set compilation of music that 
holds a threshold of originality and copyrighted by rights holders. Here 
the album has come into conflict with the playlist as the one format ap-
plies to a threshold of originality whereas the other one does not. The 
question orbits whether the compilation of a playlist can equal a composi-
tion of an album. In 2014 the record company Ministry of Sound took 
legal action against Spotify with its serviced affordance for users to com-
pose collections of music. The dispute between the parts focused the issue 
whether a playlist composition of compilation albums could be regarded 
as having a threshold of originality, and in that way, violates copyright.410 
After six months, the two parts settled concerning this issue, agreeing on 

                                                
410 Dagens Nyheter. (2013). Spotify-tvist blir viktigt principfall. By: Hans Rosén, September 

4, 2013. [APPENDIX] 
 The Guardian. (2013c). Ministry of Sound sues Spotify for copyright infringement. By: Stuart 

Dredge, September 4, 2013. [APPENDIX] 
 Note that Ministry of Sound does not “own the streaming rights to much of the music 

on its compilations”, why the question concerns the threshold of the compilation per 
se. The Guardian (2014). Spotify and Ministry. [APPENDIX] 
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how to solve “music compilation track listings qualify for copyright pro-
tection”.411 What an actor such as the juridical institution British High 
Court has to say about this issue remains unsolved as this is written. 
However, this story shows an example of how digitalisation and stream-
ing open up a span between paid and unpaid work, private curation and 
professional product placement. This also shows that an actor such as a 
record company, supported by a court and legislation could monopolise 
and limit an affordance of musicking. 

The playlist can be named any name and filled with as many tracks as 
chosen. Moreover, the playlist can be continuously curated by adding or 
withdrawing tracks. The playlist can be private, public or collaborative 
making the feature of the playlist into a multitude of affordance of mu-
sicking. Although streaming has brought about these affordances, music is 
still being released in the temporal format of an album why the unlimited 
playlist does not seem to have affected the artists in the same manner as 
the fans. One main affordance of the limitless playlist regarding the length 
of time is that users can compile or stream music for very long periods of 
time without actively engaging in choosing tracks. This means that music 
can background and accompanying activities constituting a mise en scène 
for the everyday life of the user. 

As the playlist is a label just as it is a feature for any user to use, also 
commercial actors like record companies, the playlist have become a way 
to spread music.412 By launching a musical piece into a playlist that many 
users follow, this piece will increase its streams to the same level as the 
rest of the playlist. In this way, the playlist resembles traditional radio 
channels. And any creator of a publicly accessible playlist take on the 
potential role as a music educator for others, i.e. followers of that playlist. 
Hence Spotify, as a main actor of music education offers affordances 
within its service to let others become music educators as well, a type of 
secondary music educators although dependent on and affected by the 
liquid networked service. One example of such secondary actor is the 
Swedish tax-funded public service, Swedish Performing Arts Agency. 
The Agency, presented earlier as an example of an actor that contribute 
to the extension of the Spotify service, are commissioned to “preserve 
and bring to life, theatre, dance and music heritage” to the public. By 
using the feature of Spotify’s playlists the Agency can reach out with 

                                                
411 The Guardian. (2013c). [APPENDIX] 
412 In autumn 2013, Filtr announced that they had been the foundation for over 14 mil-

lion playlists on a global scale since their launch in 2011. Also, Filtr was followed by 1 
million users on Spotify. My News Desk. (2013). [APPENDIX] 



 

   
 
224 

Swedish cultural heritage like toned poetry413 or 100 years of Sami 
jojk414to the Spotify user base which is far greater than the number of 
visitors to the Musikverket’s webpage where this heritage would be pro-
moted otherwise. Nevertheless, by using the Spotify service the actor of 
Swedish Performing Arts Agency can accomplish its mission to spread 
knowledge about the cultural heritage but at the other hand their mission 
of preserving and bring heritage to life is totally depending on the features of 
the streaming service and what affordances of music those features brings 
about to the cultural heritage.  

Music Quality 

“A little above a Fisher-Price level”, that is how the artist Neil Young 
describes the sound quality of music streaming formats.415 According to 
Young, the digital formats have “eroded sound quality to the point of 
painful listening”.416 Others, like a journalist from The Guardian, claims 
that it is impossible to hear the difference between different types of dig-
itised music.417 The very journalist rejects Young’s high-fidelity music 
player Pono with the argument that the artist charges the consumer to 
“pay for music quality that he can’t hear”.418 This short prelude shows the 
difficult complex of sonorous fidelity of music and how such qualities of 
music are may be a rather subjective matter for the listener. Turning back 
to Wever and Bray’s founding on psychoacoustics (Sterne 2012:62), 
shows how the ear is able to hear the expected. Then the detected be-
comes a result of the expected, or to put it in Norman’s terminology of 
affordances where the potential acting space is incorporated in the design 
of the technology. This means that the affordance of the sonorous fidelity 
of music is incorporated in the codec of the music which further is based 
on earlier experiences, awareness and knowledge. 

At the Spotify interface, the sonorous fidelity of music can be mas-
tered to a limited extent. At settings, music quality can be operated. This 
means that the premium subscriber can choose between a default setting 

                                                
413 Musikverket [www]. 20 tonsatta dikter. By: Musikverket, May 25, 2012. [APPENDIX] 
414 Musikverket. [www] Samisk musik idag. By: Musikverket, February 15, 2013. 

[APPENDIX] 
415 Rolling Stone. (2014d). Is High-Fidelity Sound the Future of Streaming Music?, By: Steve 

Knopper, September 19, 2014. [APPENDIX] 
416 Ibid. 
417 The Guardian. (2014e). Pono: only a man pays for music quality that he can't hear. By: 

Charles Arthur, April 5, 2014. [APPENDIX] 
418 Ibid. 
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and high-quality streaming. The freemium attendant does not have this 
choice and consequently not access to an affordance of high-quality stream-
ing. At the interface, Spotify uses the term music quality, without defining 
or describing it, equally to streaming quality. Further, the word quality 
refers to the bitrate of streaming and not to a sonorous fidelity of music. 
At Spotify’s web pages, the term audio quality is used and not music quality, 
although when referring to settings at the interface, music quality is named 
once again. In the design of the interface, there are no apparent represen-
tations of fidelity of music or any other signs that associates with audio 
quality. The music player, as described above, features: play/pause, next 
or back. In addition to these steering mechanisms of the player, the time 
duration of the track and the sound volume is displayed. Any sound-, 
audio- or music quality is suppressed in the direct design of the interface. 
Instead, these features are backgrounded at settings. As such, the level of 
details and the quantity of information at the interface as well as the 
Spotify Support webpage regarding music quality is low compared to the 
quantity of qualities orbiting music and audio within the sphere of music 
where such matter, by many mean, is the result of many professional 
working hours by musicians, composers, producers et alia.  

The Spotify Support web page presents music- and audio quality as 
follows: 

 
• A variety of bitrates is presented, suggesting that bitrate is a 

central aspect of quality,  
• Music- or audio quality is connected to the usage of data. In 

streaming, high quality implies more data usage,  
• Quality is differentiated as automatic,419 normal (96 kbps), high 

(160 kbps), and extreme (320 kbps). Automatic implies that 
the quality of streaming depends on, and is hence net-
worked with, the network connection of the streamers digi-
tal device in use. The other labels of quality are naturally 
dependent on connections too. However, it is impliedly 
that network connection brings the affordance of such high 
bit rate in the streaming transfer,  

• The codec that Spotify use for all of their music is the Ogg 
Vorbis. By this declaration, the codec is pre-set by Spotify 
and cannot be adjusted by the user in any way. However, it 
is fully possible that Spotify, or Spotify’s providers of music 

                                                
419 Adjusts automatically to the network connection where 96kbps is the lowest.  
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change the codec as digital technology advance within the 
field.  

• It is explicit that the premium entry to the service associates 
to issues of music- or audio quality, which implies that free-
mium is a mode where sonorous fidelity of music appears to 
be a non-question.420  

 
Music quality is, the way Spotify presents it, tightly associated with tech-
nological issues of data transfer and data usage. music quality is also tied to 
computers followed by other smart audio playback devices. It is also in-
teresting to see that the default mode, alike the freemium mode of usage, 
is set to only a third of the Spotify maximum bitrate transfer. To further 
put this into perspective, the extreme audio quality, referring to a bit rate of 
320 kbps, which can be compared to 1,411.2 kbps which known as the 
level of transparency. To connect bitrate as a feature of subscription 
means that children beneath 13 and individuals who cannot afford a pre-
mium subscription, hence becomes placed within the freemium subscrip-
tion zone are fed by low resolution audio quality which means that they, 
and their ears according to psychoacoustics, get used to a lower audio 
quality of how music may sound. Hence, in the long run these users will 
not detect or prefer for that matter music with a finer resolution of quali-
ties. This scenario must also account for being networked with the lossy 
format of Ogg Vorbis, the listening device in use, internet connection, 
broadband subscription including data consumption. A worst-case scenar-
io gives a lossy format at a low bit rate decoded to audio on a playback 
device not primarily designed for music in a combination with loud-
speakers or earphones that filter the music and audio fidelity even more. 
Listening to music with earphones or headphones, especially in a noisy 
surrounding, further brings questions of the necessity of compressed dy-
namic of the music file. As the sound is so close to the membrane of the 
ear, the dynamic cannot be too wide, and sudden loudness cannot be set 
so that the hearing might be injured. Firstly (i) this means that the music 
and the codec of the music must be adapted for different paths of stream-
ing and listening. Secondly (ii) an adjustment of audio quality due to the 
circumstances accounted for above puts numbers of playback devices not 
primarily made for music and earphone with low qualities of fidelity as a 
feasible option for music listening. Hence, the default level on all of these 
networked actors steers the format, bitrate and even the mastering of the 
                                                
420 Spotify Support. [www] Home / System & settings / Audio Quality Settings. 
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musical file as described earlier and vice versa, the potential acting space is 
incorporated in the design of the technology to paraphrase Norman once 
again (1988). 

Affordances of music quality, become a part of a chain of causalities. 
Spotify confirms that they tweak their product to the users, implying that 
users determine and becomes in charge of the product outcome. Sono-
rous fidelity of music and preferences thereof becomes a networked actor 
in the over-all product of the streaming service. This may imply that new 
recorded and/or newly released music are primarily made available in a 
normal as well as extreme, rather low, qualities compared to lossless. On the 
other hand, the continuous development of new perceptual coding algo-
rithms in combination with the development of wireless data transfer, 
zones of free wi-fi, greater storage capabilities in digital devices might 
counteract to the previous development. Although, if a user never, or 
seldom, can access and listen to music of high fidelity it is very difficult to 
detect what lossy formats and low bit rate filter on behalf of musical 
qualities. 

In order to deepen the understanding (Gillespie 2014, Pauwels 2012) 
of the affordance brought about with different music qualities offered at 
the Spotify service I tested the features out by using a freemium respec-
tively a premium entrance to the service, I set up a small listening test on 
my laptop by being logged into two parallel accounts at the same time 
through different windows and web browsers. In this way, it was possible 
to, almost seamlessly, switch players and thereby discover differences in 
sound quality. The first listening test was performed with Maceo Parker’s 
Pass the Peas from the Roots and Grooves album and Yves Montand’s Les 
cireurs de souliers de Broadway from the Chanson Françoise album. Both piec-
es display a wide range of musical instruments, predominantly brass in-
struments. Further, both pieces house quite a lot of low mid register, 
which is the reason for the selection. The music pieces differ to the cho-
sen examples that Sterne presents for the listening test of the mp3 format 
where upper middle register, treble and bass are dominant (see Table 2). 
In this way, Parker’s and Montand’s music were used in performing a 
critical negative analysis of the sonorous fidelity (Pauwels 2012). Without 
going into detail of this swift listening test, the difference in sound was 
distinct. The freemium mode displayed a more edgy and empty sound 
whereas the premium mode offered a smoother and airier sound picture. 
By using another type of music, more aligned, regarding frequency pat-
terns, with the tunes presented in Table 2, the differences of sonorous 
fidelity of music might not be as distinct. This situation would apply to 



228 

music that does not lose much of its fidelity in the Ogg Vorbis format, 
i.e. music more suitable for the compressed format. Thus, a format can
bear the affordance for music of a certain kind to sound and remain its
inherent musical meaning and messages whether compressed or not. In
reverse, this means that the format also shapes what kind of sonorous
fidelity that might be there to detect, experience and learn. This would,
in turn, mean that musical fidelity that goes into a composition, arrange-
ment or production are selected on behalf of what passes the filtering of
formatting without being affected too much in order to sound good and
thus communicate the musical message from the creator of the music to
the fan. Consequently, the digital technology of music carves the qualities
of the music, i.e. what music can communicate and in the end what a
listener can experience from music.

Figure 29. Excerpt from the introduction of Arvo Pärt’s Te Deum 

Another short listening test that I performed, exploring the music quality 
on behalf of dynamic range, was modelled by Arvo Pärt’s Te Deum. The 
piece, starting on a low bass register, D, at pppp with a sublime crescendo 
with a peak in a mezzopiano only to diminish into pianissimo again before 
the basso solo starts in a pp (Figure 29). This introduction is inaudible in 
both the freemium as well as the premium entrance to the service. Such 
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arrangement is apparently not suitable for easy listening on a computer. It 
is possible that the same introduction could be perceived with a different 
set of playback equipment than a laptop. This example shows, aligned 
with the previous example that different pieces of music might require its 
own digital path of transfer in order to come to its right. The need for 
different listening devices and digital equipment for certain pieces of mu-
sic, in order to enjoy the full range of the music, is not something that 
Spotify highlight or stress. Instead of “everything” is available, the af-
fordance of music from the service pinions “everything” and the af-
fordance of music. 

Besides the information about bitrate, there are no further recom-
mendations to the user regarding the affordances of the sonorous fidelity 
of music by different digital devices. Overall, there is nothing more but 
bitrate, format and volume, bundling music, ergo the rich flora of audio 
elements that a musical production consists of are being suppressed. Such 
absence communicates that these questions are not important to the ser-
vice nor to the assumed end-user.421 Firstly there is no explanation given 
at either the interface or the Spotify webpages, to why a higher digit of 
bitrate would imply a higher quality of music or audio. Secondly, there is 
no presentation of the Vogg Orbis used to contain music or any other 
comparable formats for that matter. Further, there is no presentation of 
how bitrate relates to different formats, or what impact different formats 
and bitrates have upon different genres and recordings. Neither is there a 
presentation of any other aspects concerning music quality such as bit 
depths or sampling frequency only to mention two major qualities within 
audio streaming. Nor is there any presentation of how audio quality dis-
tinguishes from streaming quality or how any of these terms align with 
music quality. In this way, the service limits knowledge about to the af-
fordance of musical experience and learning.  
 

 
 
 
 
 
 

                                                
725 A swift comparison to the streaming company of WiMP, to contrast the presentation at 

Spotify, shows that WiMP promoted themselves as a company with a music service 
where an issue like “music quality” is presented diverse and nuanced. For instance, by 
describing different digital formats and their respectively affordances.  
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Figure 30. Level of detail regarding information of compatible de-
vices compared Music Quality422 

One reason for not presenting details of music quality might be that such 
extensive information might violate the simplicity and easiness of the 
overall design of the service. However, there are other areas of explicit 
details indeed. Information about compatible technological devices (Fig-
ure 30, left picture) that may interconnect with the Spotify streaming 
service, is piled with esoteric information which says nothing or little to 
the uninitiated. Why aspects of sonorous fidelity of music are so poor 
becomes a conundrum in such comparison (Figure 30). 

The study at hand was conducted at the end of the first decade of 
Spotify’s presence on the stage of the music business. As shown above, 
the analysis implies that there have been many different questions for the 
company to solve on behalf of a user-friendly access to music. Quality of 
sound and music has not been a primate on the company agenda. For 
example, the digital format of music, Master Quality Authenticated 
(MQA) entered the market in 2016. In June that year, the MQA was 
being asked for by an end-user at the Community web page. Even 
though the submission has gained more than a hundred votes from other 
end-users, Spotify did not comment on the question in over a year, even 
though the question concerns the very frontier of technological develop-
ment for music where the company are situated and leading the devel-
opment in many other areas.423 This absence of engagement regarding the 

422 To the left, screen shot from: Spotify Support. [www]. Home / On Speaker / Using 
Spotify Connect with your Pioneer device. [APPENDIX] 
To the right, screen shot from: Spotify Support. [www] Home / System & settings / 
Audio Quality Settings. [APPENDIX] 
Note that Spotify writes “equivalent to approximately…”. In other words, it is not 
certain that these levels are reached.  

423 Spotify Community [2016a]. MQA – Master Quality Authenticated Lossless Streaming. 
By: MountainSufi, June 21, 2016. [APPENDIX] 
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question of new digital coding for music by Spotify shows either that (i) 
users do not have an impact after all onto the constitution of the Spotify 
service, or (ii) that sound quality is a non-question for the company. 
Whether the answer lies in any of these two scenarios, the sonorous out-
come of the fidelity of music for the listener becomes limited and re-
strained. Such limitations will consequently affect the listener and its 
knowledge refinement concerning detailed fidelity of musical entities, like 
the reproduction of certain frequencies or dynamics.  

NAVIGATING THE PLETHORA OF MUSIC 

“Haydn, Mozart and Mendelssohn [are] swimming in the same torrent as 
Kylie, Lorde and Mumford”.424 The quote stems from the Australian 
Chamber Orchestra, and pictures the span of genres a click away. The 
music catalogues of streaming melt a multitude of cultural expression, 
elitism with the mainstream, avant-garde with rubbish. This plethora in a 
long tail leaves a part of the added music never streamed, not even once. 
The limitless plethora holds a paradoxical limit, the quest for the selec-
tion. For the user, it becomes difficult to know what to listen to, for the 
artist it becomes difficult to be heard in the cacophony of audio files. The 
maniness of musical supply does not mean anything unless the goods are 
paired with customer needs and choices. Then and only then, do the 
items of the long tail turn into meaningful musicking as well as revenues.   

The most important feature of a music service, such as Spotify, is its 
ability to provide a meaningful environment for its users, an environment 
that holds the affordance to attract the user to musicking. A sole plethora 
of music with an opportunity to browse for the content in the flooded 
catalogue is not enough. The user risk to drown silently in a musical 
ocean (Fleischer 2009). The plethora may turn into an abyss (ibid.). 
Therefore, it becomes crucial that a streaming service includes some mor-
phology or structure; otherwise the collections cannot be navigated. 

This sub-chapter presents the main affordances of navigation at the 
Spotify streaming service. First in line is the traditional search bar present-
ed which further describes by which terms browsing is possible. After 
that, the features of genres and themes are presented, which, as an idea, is 
a traditional way to organise music. Here, it is striking how musicking via 
streaming has opened up for labels where music seems to have an instru-

                                                
424 The Sydney Morning Herald. (2015). Australian Chamber Orchestra become Spotify pio-

neers. By: Michael Dwyer, March 6, 2015. [APPENDIX] 
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mental purpose namely to be used for a particular aim, workout as well as 
sleep. These traditional ways of searching an archive by genres, which has 
its counterpart in the traditional record store, are being accompanied by 
other technological features of discovering music. Recommendations are 
made from professional editors, friends, algorithmic guides of smart code 
as well as a marriage between them.425 Finally, this sub-chapter will close 
by presenting so-called applications that extend and enhance the af-
fordances of the music service as yet an affordance of meaningful musick-
ing for the user. 

Search and Browse 

Spotify provides a search bar within their interface where the end-user 
can browse tracks by typing. The elongated oblong empty bar affords an 
activity to be filled by its emptiness. The pictured stylised magnifying 
glass at the bar indicates that activity will take place as soon as something 
is posted. In some settings, the symbol is accompanied by the explicit 
lexical word of search. The design of the search bar aligns with other 
browsing windows at major search engines why the bar associates to the 
general and common. The search bar is situated at the left top corner on 
the desktop of the computer screen, or at the very top of the smartphone. 
This type of placement is recognised as something “given” and “ideal” 
(Kress & van Leeuwen 2006). Social semiotics gives that the search fea-
ture is assumed to belong, e.g. there will always be a search function, a 
fundamental locus of attention. 

The verb search stems from the Latin circare, meaning, go about, wan-
der, traverse.426 Whereas the concept of browsing originates from activities 
such as botanise or grazing and nibble.427 These two aligned meanings of 
the activities of searching and browsing can only partly be fulfilled within 
the affordances that the Spotify search bar offers. As the bar demand key-
board symbols to be written by the end-user, the activity is limited to a 
scrutiny and hence search for the particular. An inscribed specific search 
term results in a limited number of suggestions displayed in a pull-down 
menu at the interface, divided into top results, songs, artists, albums, playlists, 
and finally profiles. Still, even though there are plenty of hits presented 
within those categories, it is challenging to overview the result or to re-

                                                
425 The Guardian. (2012b). [APPENDIX] 
426 Online Etymology Dictionary. [www] Search. [APPENDIX] 
427 Online Etymology Dictionary. [www] Browsing. [APPENDIX] 
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fine the search.428 A search on The Four Seasons, for instance, display a 
variety of recordings of the same piece of music, arcing from philharmon-
ic orchestras to small baroque chamber ensembles presented along with 
contemporary interpretation and re-arrangement of the Vivaldi piece.429 
In this way, the search function displays an affordance for the user to be 
enlightened about how many different versions a particular piece of music 
might be presented by. Also, this gives an opportunity to meander be-
tween different settings, recordings and arrangement of the piece. In this 
aspect, the browsing feature does indeed carry a possibility for the user of 
wandering as well as botanising in music just like the etymology of the 
word search and browse offers. 

As stated above, the search window depends on written input from a 
keyboard.430 This implies that any types character works as a search term. 
An artist’s name, such as Ke$ha, uses non-lexical symbols, easy to type 
but not totally clear how to verbalise unless just pronounce the $ as a 
stylised ‘s’. Written symbols including non-lexical symbols and signs 
could in this way open up for a greater variety of names and words that 
prior digitalisation. However, lexical symbols also carry limitations. The 
name of the title track BMWの女 (A woman in BMW) of the Japanese 
jazz group TRI4TH’s album Meaning, where lexical symbols are mixed 
between languages, stand little or no chance of being found via a lexical 
search. Such title is thus forced to be found via recommendations or the 
artist TRI4TH which can be typed using a qwerty keyboard in order to 
be streamed. One example illustrates this issue is the Chinese artist 勞動節 
who presents herself with her Chinese written name, as well as an English 
one, Mayday (Figure 31).431 In this way, the Latin language pinions the 

                                                
428 Note that the search must be based on the total number of possibilities e.g. the number 

of songs approx. 30 million songs, the number of playlists approx. 1 Billion, and the 
number of users i.e. Profiles, approx. 100 Million. The numbers are collected from 
Spotify webpage. www.spotify.com (Viewed: 2017-07-11) 

429 The tree examples are the London Philharmonic Orchestra with the violinist Itzhak 
Pearlman, and The Stuttgart Chamber Orchestra with Martin Sleghart and Rainer 
Kaussmaul and by the Vivaldi Baroque Group, and Max Richter’s version that takes 
the baroque piece through Stravinsky’s 20th century and into the 21st 

430 Note that there are alternatives to this written input. The incorporated product of the 
Spotify car stereo in Volvos for instance can be steered by voice control.  

431 Wikipedia. [www] 維基百科	(Chinese) / 女也 (Herstory with Mayday). [APPENDIX] 
 By following of the actor Mayday shows that this is no average Taiwanese artist but a 

top artist, premiered by the Asian dominating streaming service of KKBOX as well as 
recognised by Forbes China Celebrity 100, by being No 44 of generating revenues in 
China of that year.  
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affordance of participation within the mosaic plethora of music. By fol-
lowing the artist Mayday into other networked actors of Asian artists, this 
duality of languages seems to be an established strategy for Asian artists as 
a way to be found and heard from the western perspective.432 Artist 
names or particular songs on an album may have an English spelling, 
which affords the music to be able to be found by a user. This double 
naming becomes a strategy for music to cross borders as the keyboard on 
the digital device act as polarisation reinforce what is already there and 
shut out the different unfamiliar (Gillespie 2014, Pariser 2011a, Pfaffen-
berger 1992).  

Figure 31. The songs on the 自傳 (History of Tomorrow) album 
of the Taiwanese artist 五月天, (Mayday) displaying one English 

title of a song – “I love you” 

There are ways to refine the search at Spotify. However, there is no sim-
ple information concerning this at the interface. Instead, such information 
is placed on adjacent websites like Spotify Community. Here, numbers of 

Forbes. (2015). 2015 Forbes China Celebrity List. By: Russell Flannery, May 13, 2015. 
[APPENDIX] 

432 cf. Asian Pop Weekly. [www] [n.d.]. or M Musicbox. [www] [2013-2016]. [APPENDIX] 
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users participate in posted suggestions and discussion about the possibili-
ties of search. Both the Boolean commandos of AND, OR and NOT can 
be used to search the plethora. Although there is never any sign of the 
total number of search hits found, and consequently, it is impossible to be 
sure of whether a specific commando affects the number outcome of hits 
or not, e.g. whether the commandos work at all. It is also possible to 
search for specific genres, years or record companies. For instance: “spoti-
fy:search:year:1989” direct, supposedly, all releases of 1989 within the 
catalogue.433 It is also possible to search a label such as: ‘label: “rough 
trade”’ which list all tracks labelled with that record company. There is, 
for instance, a suggestion made at the community site of introducing 
similar functions for writers and producers. Although the community 
member lists some good reasons for this feature to be launched at the 
service the idea is answered by Spotify addressing that the suggestion is 
not “topical”.434 Again, this is further a token tilting the service more 
toward ownership and business than musical provenance and the “values 
[of] everyone in the creative process”.435 This kind of search demands the 
listener to know about the possibility of this type of search which in turn 
demand the listener to move outside the interface and retrieve the 
knowledge from the community webpages or gaining the information 
from a friend as there is no obvious affordance of this refined search at the 
interface. 

Genres and Themes 

Navigating the plethora of music via the search bar is limited to look for 
the specific. This type of search requests a certain level of engagement 
from the user. A user who likes to stream but who is, for some reason, 
not selective for the particular, can be aided via browsing where the user 
can gaze and graze among the pieces. One such main guidance of brows-
ing the fields of music is the compilations of genres and themes (Figure 32).  

Genre is a frequently used label within the realms of music. The lexi-
cal meaning of the word derives from Latin meaning specialness or being 
of particular nature. In a musical context, the word genre is commonly 
used to label different categories of musical conventions, developed over 
time within esoteric communities of that particular genre (Becker 2008). 

                                                
433 Spotify Community [2015]. Reply to: Switching from Rhapsody to Spotify; I just 

don’t get Spotify's genre search. By: JayLB Community Legend. [APPENDIX] 
434 Spotify Community [2016b]. All Platforms / Search / Search by writer or producer. By: 

popjustice (2016-09-02). [APPENDIX] 
435 Ibid. 
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The addition of the label genre, adds a meta text to a particular piece of 
music, that in turn, affords the possibility to find another piece affiliated 
with the same specialness or particular nature. When gaming the feature 
genres, and themes, to interrogate its underlying criteria (Pauwels 2012), 
there is sub-labels showing. However, they do not connect to a congru-
ent taxonomy. For instance, the genre of Metal holds subgenres such as 
Death Metal or Trash Metal. However, the marker also contains playlists of 
artists, e.g. metal bands such as Black Sabbath or Sepultura. The category 
of Metal also contains architectural and atmospheric playlists like Atmospheric 
Black Metal and Extreme Metal Workout, or the Got Djent? playlist which 
have the one thing in common that “you can´t easily clap your hand to 
them”. There is also music compiled with common features like the God-
desses, which is a playlist featuring female vocalists. Regardless division, 
there is no information given of what premises a selection is based on, 
nor is there any information regarding the full range of genres available. 
The taxonomy of genres is in this context filtered bubbles. 

The term theme is usually used in musical settings to represent a me-
lodic entity within a piece or a collection of musical pieces to a movie or 
series. In the Spotify setting, the term theme connotes something that 
specific pieces have in common; predominantly this concerns activities or 
moods. A lexical analysis of words within themes; Mood, Work out, Dinner 
or Focused, shows that music in this setting has gained an additional classi-
fication exceeding the traditional division of genres. With the classification 
of themes, the music becomes instrumental in the user’s usage, a mean 
rather than an end in itself (Varkøy 2015). Music can be used to aid the 
user to get in the mood. Work out music aims to transcend the user’s 
consciousness of being exhausted and empower the body for further ac-
tivity. Music is used as an architectural background, coulisse a dinner 
atmosphere, sound out disturbing noise or to provide focus. These types 
of thematic labels can derive from an authorised taxonomy or a participa-
tory tagging from users (Anderson 2007).  

The Genres and Themes are presented displaying a title name and a 
stylized white icon placed on a background of a stained colour photo 
from real life. At the time of the analysis, there were 31 different genres 
present, in which 22 of those exposed a human being (Figure 32). Less 
than a third, six out of twenty-two, picture more than one person, a ra-
ther surprising low ratio as Spotify state music as something social, e.g. 
“Music brings people together”. All of the pictured humans are midge or 
so-called young adults. There is no photo of an aged person, a teenager 
or a young child. This semiotics communicates to people of these repre-
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sented ages or to people who like to regard themselves as being in that 
age (see previous chapters on The Invited User).  

Figure 32. A montage of the musical themes and genres 
represented at the Spotify desktop436 

Half of the humans represented in the photos are pictured stereotype 
women, which gives the impression of over-lexicalised as female repre-
sentation is not usually 50/50 to men. All women are staged with stereo-
typed instruments or genres. A high-heeled ankle boot, predominantly 
used by females, presses the pedal of a grand piano representing the 
“Classical” genre (Figure 32). There is a female singer used in the “Pop” 
and “Soul” photos. Both examples aligned with hegemony usage of gen-
der within music genres, which reinforce these stereotypes (Gillespie 
2012, Pariser 2011a, Pfaffenberger 1992). The remaining genres that ex-
poses instrument (Figure 32) such as guitar (Rock), double-bass (Jazz), 
banjo (Folk & Americana), drums (Rock, Jazz, and Punk), the brass instru-
ment of trumpet (Latino) and saxophone (Blues), are all traditional conno-
tative male instrument (Borgström-Källén 2014) and hence enhanced by 
the usage of being played by male musicians in the photos used by Spoti-
fy. 

436 The montage stems from Swedish IP-address in January, 31, 2014. 
Note! This view may differ across time as new versions of the service contribute with 
new genres and themes. The content of the labels may also differ. Also, the hypertext 
itself may guide further or not. Two different log in can consequently meet the af-
fordances of different reading path of functions within this designed interface.  
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The result from analysing the genres and themes of the Spotify interface 
does not work in favour to equalize the imbalance between traditional 
sociological categories such as age, gender, race, socio-economic back-
ground etcetera why “music for everyone” becomes slightly misleading. 
Instead, the service consolidates stereotyped musicking on behalf of the 
genre (cf. Borgström-Källén 2014). Nevertheless, genres and themes in 
combination with the user’s possibility to further browse for artists, songs 
or albums provide an opportunity to enrich the user's musical library with 
the yet unheard. Although to know the name of an artist, song or album, 
the user needs to view the display of the digital device used for streaming 
otherwise, the music remains anonymous on behalf of such meta infor-
mation about the songs. Moreover, as previous curated playlist brings the 
affordance of continuous playing whilst doing something else, much mu-
sic can be played without the user knowing anything about the music. A 
consequence of such musicking is that any knowledge about the music 
gets annihilated by not having to be engaged in the streaming. 

Discovery 

Another browsing feature that Spotify provides to the user is discovery. 
Discovery is basically about to find something to stream without explicitly 
engaging between each song to ask for that something. Discovery is an 
automatically generated compilation of songs to be streamed. One way to 
comprehend this automatically generated affordance of musicking is that 
this automatic generation offers a more and wider musicking than a user 
would achieve by searching for the particular. On the other hand, discov-
ery can also be understood as a pure form of nihilism where the user's 
will, power, desire, and character has ceased into nil (Fleischer 2009). 
Discovery can be comprehended as a travelling journey of education 
where new sonorous landscapes are being discovered and gradually famil-
iarised. Discovery, within the Spotify service, is about providing a long-
lasting musicking for the user. 

One way that browsing is organised into is new releases and charts. 
These two labels have been used for centuries within the music business 
as well as in music stores. Charts is constituted by user-generated data like 
the total meters of streams within the Spotify community combined to 
the geographic market the user is situated in.437 Such charts can be rather 
                                                
437 Currently Spotify choses to display music based on stream meters and geographic 

location, however such compilation could be based on any information tied to the 
end-users such as charts for driving, charts for running, charts of women, charts of rural 
citizens, charts of premiums or any other categorical entity tied to an end-user. 
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amusing and interesting as well as educational to view. As much music is 
local, charts displaying popular streaming within different countries offer a 
possibility for users to discover music from those markets. A swift view of 
the Bolivian Top 50 shows a lot of Spanish titled songs, whereas Germany 
Top 50 present a lot of German titles, a situation verified by Ifpi.438 Be-
sides the charts, Spotify displays new releases, which showcase record sleeves 
of newly released artists. This feature does display number of genres; 
however, the main impression is that new releases are biased toward pop-
ular mainstream music. From my view at the interface, e.g. a Swedish IP-
address, there is almost nothing but English and Swedish new releases, 
which can hardly be an objective view on the overall new releases into 
the Spotify service. Therefore, it is most likely that new releases are bi-
ased representing popular songs from the head of the long tail as well as 
within the geographical market where the user is situated. Discovery as a 
feature, therefore, seems to promote the already familiar or within reach 
and acceptance of the user. In this way, a feature such as Discovery is only 
offering a musicking within the direct proximity of the user leaving out a 
more challenging and demanding acquaintance of new discoveries for the 
user.   

Beside the features of genres and themes, charts and new releases, with 
affordances of discovering music, Spotify also launched a follow function. 
The feature was described by The Guardian as a “Twitter-styled asyn-
chronous model” when it was about to roll out at Spotify in 2013.439 The 
reference to the social network of Twitter is double. At the one hand, 
music is not like a news feed, e.g. latest release, for instance, does not 
apply to music as a “song from the 1960s could be as relevant to someone 
today as the latest Ke$ha song”.440 On the other hand, music recom-
mended from friends might be very relevant to that friend, by for instance 
sharing history, background and conditions of context brings ambience 
and context to the music. The follow function is primarily set to artists like 
the Swedish DJ star Avicii441 or famous VIPs like the former US president 

                                                
438 Ifpi. (2014)., p. 15. [APPENDIX] 
 Markets such as the South Korean and Japanese have 100% local signed artist within 

the top 10 best-selling albums of 2013. Brazil, Italy and Sweden have 90% of the simi-
lar.  

439 The Guardian. (2012b). [APPENDIX] 
 Spotify News. [2013a] Introducing the Spotify Follow Button. By: berangerespotify and 

The Spotify Team. October 1, 2013. [APPENDIX] 
440 The Guardian. (2012b). [APPENDIX] 
441 The number of followers stems from July 2017.  
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Barack Obama.442 The affordances of such a relationship are not only for 
a user to follow the artist for new releases, concerts or merchandises, it is 
also a way to tighten the connection between artist and fan (cf. Baym 
2013, Wikström 2009), in all, the affordance of musicking becomes en-
larged by such function as the follow feature. The follow function also 
brought an affordance to musicking as an ordinary user could advance 
into a Trendsetter within the Spotify community.443 Such signalled sharing 
of music may provide the affordance for a user to develop a status as an 
autodidact musicologists or a music critic gaining hundreds or thousands 
of followers. The feature of following can thus work as a way to educate 
and refine the user’s musical literacy. However, beneath these purposes 
lies objectives from the business which naturally is to enhance the user to 
stream more music and thereby generate more revenues to the music 
business. In this way, the users become entangled prosumers with the 
business, merrily by streaming, as Spotify puts it themselves, fans are 
turned “into recommenders just by listening”.444 

 Next to the introduction of the follow function came the feature of 
discovery. If the feature of follow was a recommendation system based on 
other users; peers, artists, professional playlists constructors, or studious 
trendsetters, the discovery feature seems to be based on algorithms. As such 
the feature of discovery departs and thereby nurtures from the user’s 
streaming history but automatically suggests music that in one way or the 
other associates to that music. This particular feature of hybridity between 
calculating codes and user-generated data will be accounted for more in-
depth in the following chapter. Discovery can also be calculated on behalf 
of what other users stream, so-called collaborative filtering.445 In this way, 
the feature of discovery has married editors with algorithms as these two 
are not considered to be “mutually exclusive” to each other.446 

The last feature designed for browsing is the Radio function. Radio is 
presumably automatically generated where one piece of music, album or 
artist becomes the hub for playing similar songs. According to a review by 
the Billboard Biz magazine in 2012 the Spotify feature of radio, at least at 

                                                
442 Billboard. (2012a). President Obama's Campaign Playlist: The 5 Biggest Surprises. By: 

Jillian Mapes, February 9, 2012. [APPENDIX] 
 The Guardian. (2012a). What Obama's Spotify playlist tells us about the president. By: 

Brian Braiker, February 9, 2012. [APPENDIX] 
443 The digital affordance of the follow feature is that it can be applied onto any actor with 

in the Spotify service such as playlists and radio stations. 
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that time, performed “worst in the class”.447 One of the critics in the Bill-
board article is that the service “frequently repeats the same artists rather 
than tap into the service's huge catalogue of music”.448 Years later, in 
2016, when I game the feature (cf. Pauwels 2012), similar results were 
brought about. For instance, a radio station based on the artist Edith Piaf 
presents a finite number of artists, namely 17 (sic!) different artists. These 
numbers are surprisingly low in relation to the 30 million catalogue that 
Spotify claims to harbour. The Radio as a feature that opens up for a mu-
sical formation regarding a widen knowledge of artists and music do not 
provide that much of a musical affordance to the listener by being limited 
to such a small range of “new” artists. To affect the outcome of the au-
tomatic selected music at the radio the user need to be active by using 
likes or dislikes. By interactive with the algorithms the users can refine the 
calculated compilation of the radio, and thereby “personalize [the user's] 
own stations”.449  

A buried problem that lingers within this topos of activity is the us-
er's purpose of why a particular track is of preference or not. Music is a 
complex matter, and a dislike or a like can stem from many different as-
pects of the music: the identity of the artist, the genre of music, the in-
struments used, the sound, the arrangement, the tempo, the language, the 
lyrics, and the skills of the musicians or producers. Further, experiences of 
music are contextually situated. Spotify’s own playlists and genres and 
themes reveal this matter. A track suitable for focus might not be appropri-
ate for party or work out, slow jams for the passionate might not be suitable as 
sound coulisse for a dinner party. As likes not automatically aligns with the 
purpose of the like, either the feature of discovery, radio or the refined 
feature of like buttons might generate a discovery of music that in turn 
constitutes re-generation of discoveries. Instead, the automatic suggestions 
of music might be experienced as meaningless and thereby not form the 
base for continuous musical formation for the listener.  

Moreover, automatic suggestions of music that are automatically 
played to the listener, and not found by a search, do not automatically 
draw attention to the artist’s name, nor the album or the song title, espe-
cially as the music streaming service can be used in a multitasking activity 
where gazing at a screen might not be appropriate. In this way, tunes can, 
literary, stream by without being found again by the listener unless auto-
matic re-selected by the algorithms.  

                                                
447 Billboard. (2012b). [APPENDIX] 
448 Ibid. 
449 Spotify Support. [www] Home / Features / Spotify Radio. [APPENDIX] 
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Applications 

To further stretch the possibilities of musicking within the plethora of 
accessible music Spotify has architected their service so it can be incorpo-
rated into applications. In this way, the Spotify acts driven ideology rather 
than traditional economics. Additional applications create surplus value, 
i.e. affordance of musicking, simply because it is possible to do it. Many
applications are therefore of a semi-commercial culture, living in-
between the commercial and the non-commercial (Lessig 2005:7). For
this purpose, the company of Spotify has developed an Application Pro-
gramming Interface (API), which allows a range of established as well as
aspirant developers to “fetch data from the Spotify music catalogue and
manage user’s playlists and saved music”.450 To enhance this affordance
for developers, and in the end the affordance for the end-user, the com-
pany provides step-by-step tutorials and free snippets of code, that in
themselves than work as actors for further associations to developers, who
by their activities contributes to the over-all affordance of user’s musical
experiences and learning.

By associating applications to the platform, the affordance of the ser-
vice gets extended and enhanced. In 2012 Spotify opened up for such 
associations to additional programs, and in January 2015, the number of 
applications at the platform was above a hundred, displaying a wide varie-
ty of musical affordances.451 Some of these applications specifically draw 
attention to musical knowledge. The application Music Popcorn visualises 
relationships between music genres and subgenres with the possibility to 
listen to a piece of music representing that genre.452 Another, similar ap-
plication, Artist Explorer, pictures created musical “family trees” based on 
artist or genre.453 Such application affords a musical dwelling and thereby 
the discovery of previously undiscovered artist. However, as this applica-
tion, working as a filter of content, is designed without the explicit in-
formation of the underlying criteria for the construction such applications 
become implausible. An app like Artist explorer might give a solid and 
trustworthy impression of its design and its function. However, from a 
music-educational point of view, such arrangement becomes problematic 
as the user might be too in-literate to know if the information is mislead-

450 Spotify Developer. [www] Spotify Web API. [APPENDIX] 
451 In total, 113 apps were present. Screen dumps of the App finder present at the desktop 
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ing, inaccurate or lacking information. On the other hand, the affordance 
provided by Spotify opens up for the possibility for any user to undertake 
such assignment on behalf of genuine knowledge.   

There are also applications that do enhance musical knowledge in 
other ways. The musiXmatch, which for a period was incorporated at the 
interface, was an application that visualised the lyrics to songs in real time 
(Figure 33). Firstly, a presentation of lyrics might deepen the listening as 
lyrics sometimes can be difficult to identify in the overall sound of the 
song. In this way, such visualisation can make the music more meaning-
ful. The visualisation of lyrics also affords a multimodal educational way 
to study a foreign language as such application acts regardless language 
(Figure 33). 

Figure 33. Screenshot of lyrics accompanying France Gall’s 
“Elle elle Lá” by the musiXmatch application 

Another application that indeed can be used for explicit educational pur-
poses is the DJ-application the Pacemaker.454 Here, the user works as a DJ 
by touching the screen, on her/his smartphone or tablet. In this way, 
developers contribute to democratise the art and craft of DJ-ing and im-
plicitly contributing to musical literacy. However, as the catalogue of 

454 Computer Sweden. (2014b). Svensk DJ-teknik gör comeback med Spotify. By: Computer 
Sweden, February 4, 2014. [APPENDIX] 
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Spotify is stated as being of a liquid nature, a commitment to the Pacemak-
er needs to be of an engaged nature, constantly updating and curating the 
playlists used in the program as tunes can disappear. 

There are also applications that can be used just for fun or as curiosité, 
with the purpose to explore the plethora of music. Applications can also 
enhance social connections between peers by offering the possibility to 
shuffle songs from shared playlists at a party455 or enhance social connec-
tions with the Serendipity application, presented earlier (Figure 17), which 
visualises association between users that listen to the same piece. Kyle 
McDonald, the interactive artist that created the Serendipity, thought of 
the feature as a “shared [an] experience really is […] like a never ending 
worldwide music festival”.456 This assembly of applications does not show 
united front or enclosed affordances for the users. Rather they appear as 
being randomly developed, with no forward planned aim to reach, but 
rather a playful attitude as mean in itself. Aligned with the company atti-
tude of free hack time and the staging of the playfulness of the board 
members applications and API houses the affordance of enriched musick-
ing for users. 

*   *   * 

This chapter has accounted for the main assets of the Spotify streaming 
service, the music available and service associated with that music in order 
to provide musicking for the end-user. Both the musical catalogue and 
the service operating on that catalogue is shown to be liquid although 
having some main features that remains across personalised interfaces. The 
catalogue increases and decreases in terms regulated by rights holders and 
legal jurisdictions. The service is also liquid as the service develops adding 
and removing different features that are supposed to aid or steer the user's 
musicking. Also, associated developers may enhance the company's ser-
vice via APIs. However, also those applications may come and go. The 
major task to be able to provide a service for users to music within the 
musical ocean is undertaken by using peers, authorised music compilators 
and calculating algorithms. In all, the features of guiding users to their 
musicking are based on a mixture of machine and editorial work com-
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bined with the end-user’s own commitment, activities and entanglement. 
The more the user entangle, the more entangled the user becomes.457   

 
 

  

                                                
457 “Entanglement with practice” to use Gillespie’s words (2014). 
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10. THE MUSICAL CYBORG 
The last result chapter of this thesis will conclude what the main af-
fordances of streaming imply for the streamer, i.e. the one who streams.  
The streamer should be comprehended not only as the one who receives 
streaming, but also as the one who is taking part in streaming and thus 
music through streaming. The association between the participatory 
streamer and the streaming implies that the literacy and knowledge that 
the streamer has acquired also effect musicking via streaming. Learning 
and knowledge developed in musicking depends on what and who this 
streamer is. Therefore, the streamer will be viewed as a networked actor 
within itself in the text below, i.e. a cyborg. 

Viewed from an educational perspective, this chapter will account 
for how the main affordances of streaming described in the previous 
chapters may affect the coalition of music and human. Such coalition 
within the feature of streaming becomes a rather complex matter, fasci-
nating and exciting as well as eerie and scaring. One of the affordances of 
music streaming that stands out is that the human mind and cognition is 
no longer a sovereign power to master the subject’s consumption. Music 
can be calculated to fit the user. These calculations, based on artificial 
intelligence and input from the embodied user, may have the ability to 
outmanoeuvre the user’s conscious selection of music, e.g. search for the 
particular. And the question is; who is the organizer of the possibilities for 
musicking? The technological evolution of Internet of Things will con-
tinuously colonise the embodiment of the subject in a parallel of the arti-
ficial intelligence growing more and more refined being able to learn 
more from its input. Smart algorithms need the input from the human in 
order to process and refine its output. This relationship, where the hu-
mans feed on the smart technology and the smart technology at the same 
time feeds on the human subject can be described as the human being 
networked to the musicking that the smart algorithms provide. Music 
streaming has ignited a networked hybridity between human and smart 
technology which constitutes the streamer into a cyborg. The interrela-
tionship between man and machine is difficult to separate from each oth-
er, and further, it might be impossible to determent who is prompting 
whom. This chapter will account for the hybrid lifeform of the musical 
cyborg as an allegory that can conceptualise the actor of the musicking 
streamer as the network of where the human blend with smart algorithms 
through calculation of user-generated data. 



 

   
 
248 

To conceptualise the musicking human subject within the realm of 
streaming, I have turned to Donna Haraway’s idea of the Cyborg. With 
the concept, she acknowledges hybrid lifeforms between humans and 
machines that advanced throughout society in the 1980’s (Haraway 
2000). Haraway’s Cyborg conceptualised a variety of phenomena ranging 
from humanoid robots to bioengineering of human bodies. My notion of 
the musical cyborg differs slightly from Haraway’s as the musical cyborg is 
angled toward software rather than hardware, the human autonomic 
nervous system controlling heartbeats and hormones rather than physical 
body implants or modified genetic codes. To mark this difference, I have 
made up the neologism musical cyborg. The addendum of music embraces 
that music is known to affect humans in numerous ways (Hesmondhalgh 
2013, Gram 2012, Lilliestam 2009, Ruud 2002, Varkøy 1996). Scholars 
have showed that humans use music to regulate their own mood, some-
thing that the same humans seem to be incapable of affecting without mu-
sic (Skånland 2012). Another strong impetus is how music can be used in 
therapy to unlock traumas or smoothen out spastic bodily movements 
(Paulander 2011, Ruud 2002). Music seems to be able to enter through 
an exclusive portal straight into the human subject, transcending intellect 
and cognition. The notion of the musical cyborg is therefore a turn to-
wards the chiasm of music, where music grips the body and the body 
grips music (Österling Brunström 2015). The cyborg as a concept is ac-
counted for in music educational research, where the body grips the mu-
sic and the music grips the body, but then in a more traditional manner 
following Haraway’s suggestion of materiality, e.g. the human and physi-
cal artefacts like CD players or music instruments (Zimmerman Nilsson & 
Holmberg 2015). I suggest a further elaboration on the concept of the 
cyborg within music education but stretch the concept to acknowledge 
artificial intelligence coded in algorithms processing user-generated data 
that smart technology can detect from the response from the human body 
which is affected by music that has transcended into the human mind and 
soul. 

The technology and software in a combination with music and a 
musicking human are therefore not to be considered as a radical Other, 
differing from the human subject. Instead, I suggest that the embodied 
technology in music streaming is to be thought of as intertwined with 
and into the human with the inherent potential to afford the human sub-
ject to get closer to her inner self through a digitalised musicking. This 
intertwined relationship of humans and non-humans should consequently 
be acknowledged by the educator of music as the streamer is never a hu-
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man receiver of music but a cyborg feeding from what the cyborg has 
provided vis its streaming.   

The word cyborg originates from the Greek word kubernētēs 
(κυβερνᾶν), which means ‘steersman’. This etymological meaning associ-
ated with the term contributes with yet another dimension of under-
standing of the cyborg that being the hybrid lifeform that Haraway sug-
gests. When the term cyborg leans onto the notion of a steersman, the 
concept also embraces and hence conceptualise power of control, aware-
ness and cognitive considerations. In the case of the musical cyborg, such 
authority or supervision of the human subject is difficult to define. In-
stead, music streaming, has shown to be a combined outcome from a 
complex weave of; (i) filtered content, which in turn are the result of the 
subjects previous streaming history; (ii) the social network of the subject 
in question and the previous streaming history of those associated in that 
social network; (iii) the subject’s own preferences manifested by browsing 
or clicking; and (iv) yet other surplus information, like GPS position or 
IP-address, that can be associated to the user’s input to the system. The 
musical cyborg should not be regarded as some futuristic artificial post-
human but rather as something ordinary. Slogans like “Soundtrack your 
life with Spotify” and “Spotify brings you the right music for every mo-
ment” work, per se, with a musical cyborg although not explicitly ex-
pressed in those terms by the Spotify Company. A streaming service that 
can provide such outcomes as a way to music is dependent on subjects’ 
activities and entanglement with the smart algorithms to produce an ac-
ceptable soundtrack of a user’s life or the right music for every moment. 

This chapter will present how music, within the realm of streaming, 
is assumed to be tied to one person and its identity. Secondly, the smart 
algorithms and how they may work and what they may achieve by that 
work is presented as being the cicerones based on calculations of musick-
ing. Thereafter, the chapter will account for the emerging embodiment 
of humans, which lead to the last part where the musical cyborg as a net-
worked actor of streamed musicking is accounted for. 

MUSIC TIED TO IDENTITY OF A SUBJECT 

Streamed music is tied to a user with a digital identity attached to a net-
worked context. Therefore, the user, and its digital identity, by defini-
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tion, constitutes a hybrid between a human subject and digital code.458 
This chapter will show that this identity is scattered within a digital and 
geographical diaspora. The diaspora, per se, constitutes identity as some-
thing ungraspable and undefinable, qualities that make identity non-over-
viewable for any single actor. This section will describe how music, on 
the one hand, is thought of as something tight connected to a particular 
individual human. At the other hand, an end-user may also be a collec-
tive, with diverse preferences, needs and longings, like a family, a group 
of friends or customers at a store having music to accompany their shop-
ping. Identity, stemming from the Latin word for “the same” and the 
later French meaning of “sameness, oneness, state of being the same”, is 
present at the Spotify service as an artificial idea of a user’s identity as one 
person with the realm of streaming. The user is not an actually defined 
entity as this section will show. Rather it is difficult to claim that there is 
such a thing as an identity representing one user with digital premises. 

To start with an outlook into the public sphere of contemporary so-
ciety shows that music, as a topic of attention, is tied to identity in differ-
ent ways. This bundle is evident on the individual level of the single sub-
ject as well as on a collective level, like a whole country. “Music is fun-
damental to Britain’s identity as a nation, and the world is singing with 
us” is quoted from Geoff Taylor in The Telegraph.459 The cite refers to 
how music, perhaps in general, but British music in particular, functions 
as an important feature for the British nation. Music generates income as 
well as employment and, perhaps most important, contributes to the na-
tion’s self-esteem. This coalition between music and identity implies that 
it is not only the country exporting music but also that the music sells the 
country. In addition, media shows how society considers music to be an 
important marker of a single person’s identity. Headlines were made 
when the British Prime Minister David Cameron visited the US president 
Barack Obama in the White House, who, in turn, had asked Mr Camer-
on for his favourite music.460 From this particular media report, Cameron 
credits himself with being the one person responsible for naming and 
thereby market the British band Mumford and Sons, who after this medi-
al date, had a successful career in the US. Mr Cameron further created 
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headlines when he was banned by Johnny Marr to listen to The Smiths.461 
The same article accounts for a statement made by the artist Morrissey 
three years earlier, who has said that he would prefer if “Mr Cameron 
didn’t know any Smiths songs at all that say he liked them”.462 The US 
Republican Donald Trump, at the time running for the presidency in the 
US, was similar publicly banned by Steven Tyler in the Aerosmith as well 
as the artists of the R.E.M. on behalf of using their songs publicly.463 
These media reports show how music, in contemporary society, not only 
is an issue connected to the identity of political mega stars but also that 
music has a rather prominent position in society as it creates headlines like 
the mentioned one. For one, music becomes, a very important ‘thing’ 
through examples like this, implying that very important people should 
be aware of music and specific artists and repertoire. This signals that 
people in general also should be aware of particular artists and their mu-
sic. In addition, the examples signal that music is an important factor of 
identity. Hence it becomes important for person to find the right music 
that mirrors identity also on behalf of the person’s ideology and beliefs. 
To be able to perform such a balancing act a user needs to be well orien-
tated and educated in the world of music. 

This intertwined relationship between music and identity is ex-
pressed at the Spotify’s interface. The design features some tokens en-
hancing the user’s identity, which then, through this display, becomes 
tightly connected to music. The name of the user is displayed, a menu 
option called Your music exists, the user’s Facebook photo is used to fea-
ture the option of Discovery as a way to incorporate the user as a social 
actor in the service (Machin & Mayr 2012). The identity of collectives is 
also featured as the user can become a part of a national collective, e.g. 
streaming similar music that others stream in the user’s country, or any 
other Spotify market for that matter. The collective can also gather 
around a playlist, the user’s city, or even peers from the local neighbour-
hood. This assembly is possible to achieve because every steam precedes 
by request for that particular track (see earlier chapters of Navigating the 
Plethora of Music), which, in combination with other digital information 
such as the IP-address or GPS position of a mobile device, will generate 
information that, when transformed into musical suggestions, constitutes 
collective identity based on geographical positions. In this way, the con-
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structed identity of the user, based on previous streaming and additional 
signals that customise the streaming, becomes an actor which makes algo-
rithms suggest music at a feature such as Discovery in to an actor as these 
automatic suggestions in turns act upon the user’s affordance of musick-
ing.  

The Subject’s Digital Identity 

Above, it is described how music within society at large, and in a stream-
ing service such as Spotify in particular, is enhanced to be connected to 
particular subjects, i.e. individuals or collectives. A real person, according 
to Spotify’s Terms and Conditions, needs to assign to a Spotify account.464 
Thereby, the person associates to the service by providing an e-mail ad-
dress. If the association are to be a premium one, the association requires 
a valid credit card number or a voucher to pay for that entrance. 
Through that account, anyone and any number of people can music, if (i) 
having access to the digital profile of the user, or (ii) by listening to music 
in loudspeakers in a shop, café or living room for instance via the core 
end-user’s account. The possibilities for musicking through the Spotify 
streaming service are in this way multifaceted but limited to digital access 
per se and the terms and conditions of the service. 

Within a small assembly of individuals such as a family, several indi-
viduals can use the same Spotify account to login into the service with 
the same digital profile. This profile, if used by different individuals, can 
thus show a very disparate music taste. The “60s soul classics” can mix 
with the soundtrack of the “Disney film Frozen”.465 This mosaic picture 
of an individual has been and still is, an issue for Spotify and its music 
service. In October 2014 Spotify created a so-called family account where 
several individuals may share the same premium subscription account.466 
In practice, this means that several subjects can log into the same account 
and stream music via different sources, e.g. loudspeakers, computers, ear-
phones, smart TV etcetera simultaneously. These tessellated identities are 
not merely an issue for a family who cannot stream multiply via different 
devices simultaneously; a dispart identity is also a question for the calcula-
tions and outcomes of smart algorithms which then get shattered inputs 
to base its calculations on. More, mosaic identities become challenging to 
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analyse, evaluate and monetise for companies who need to personalise, 
i.e. filtering, content for consumers.  

The platform architecture works as an actor for the affordance of 
multiple musicking by several subjects via the same account. Real-time 
streaming derives from the digital platform; hence the music is only play-
backed through the digital device. Within such arrangement, music may 
be snatched from one device to another by different subjects. I personally 
experienced this fascinating but annoying issue being at a conference trip 
to Denmark. I was sitting in my hotel room having music in the back-
ground whilst preparing for a presentation in Aalborg as the music sud-
denly stops. When attending to my Spotify interface, I could see that the 
music had shifted playback device and was currently being play-backed 
via my son’s computer, situated in Stockholm, more than 500 km away. 
By this event, the architecture with platform access to music became very 
evident as a geographical distance like 500 km does not matter in a digital 
service that works with the speed of light. This personal example is far 
from unique. As a matter of fact, according to Spotify, this type of inci-
dents had created “tantrums” within families and one of “the most asked 
for features” from users why Spotify felt that they were obliged to solve 
the issue.467 Therefore, in 2014, the company launched a family account 
where “the whole band can play”, using the “band” to refer to the ‘fami-
ly’ and multiple musicking.  

The family package offers several individuals to stream via different 
devices simultaneously, but the possibility for one family member to pick 
up a streamed piece of music from another family member becomes lim-
ited. In this way, the technological solution enhances the affordance of 
musicking on the one hand by increasing the possibilities of multi-
streaming. However, on the other hand, the family package decreases the 
affordance of musicking as something ‘social’, members of a group sharing 
the same music. This feature ties to the potential to learn from each oth-
er; between members, age groups, or generations within a family. The 
affordance of the family package solution is not only technological but 
also stresses that Spotify should be regarded as an actor aiding families 
with peace and harmony instead of negotiations and combats between 
family members whilst musicking. These are properties that enhance 
Spotify from being a plain actor of music distribution company to take 
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the role as an interposer of balance and harmony in families, a role 
stretching beyond musicking.468  

Another type of multiple listeners accessing the same user account for 
music access is when one assigned user is logged into the service but of-
fers other listeners to music via music from loudspeakers for instance. In 
this way, the logged in user becomes a sort of secondary music educator 
to the ones who are musicking. Such multi-listeners musicking might 
occur in a shop, at a private party, or in a classroom for instance. Howev-
er, there are legal restrictions that act upon such an activity. If music is 
being played for other purposes than private royalties must be paid.469 
This issue, resembling the family issue where several individuals could 
access the same account for music, was solved in the same year as the 
Spotify Family Package, namely 2014, then Soundtrack Your Brand, were 
created by Spotify to support music being played publicly.470 Even though 
listeners do not directly use a Spotify user account, they can still influence 
that user's account in question. In 2017, Soundtrack Your Brand showed 
how they manage to correlate customer behaviours to certain music.471  

What the study show is that, by analysing customer behaviour in 
terms of what they purchase, music has an impact on the listeners. The 
results of the analysis then affect the compilations of music to be used in 
those contexts. So, although these users are not directly connected to the 
Spotify service, their purchase behaviour becomes connected as it has an 
impact on music selection. Further, this investigation has been acknowl-
edged by the prestigious association of STIM, which by such announce-
ment makes STIM networked as an actor to this feature. Not only does 
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STIM’s position aid to enhance the companies of Soundtrack Your 
Brand, Spotify and MacDonald’s to a similar status as STIM has. But also, 
the feature of analysing behaviour and connecting that to music selection 
becomes approved by STIM. This implicitly means that STIM also goes 
along with the analytical feature per se which is that the customer is not 
aware of how his/her behaviour affects music selection as well as how 
their customer behaviour is affected by the music played. 

In summary, the Spotify user may be a single subject, an individual, 
but the user may also be several individuals sharing and operating the 
same account creating a mosaic of dispersed user-generated data of that 
“one” user. A user may also become a mediator of music which implicitly 
holds the educational aspects of the music offered. This is the case with a 
business that provides music for a broader audience where the audience 
of that business becomes a type of secondary users of the service. Such 
secondary users of the Spotify service are a collective of subjects partici-
pating in musicking, lingering in a café while a particular tune is playing, 
or getting in the mood of buying a particular item. In this way, a ‘user’ 
can be regarded in broad terms as an actor-network of users including 
mediating educators as well as secondary users, as well as in a narrower 
manner which is the user as a single individual.  

Physical Diaspora of the Digital Subject 

The digital identity of the user, necessary to track and map for multiple 
reasons to refine and personalise musicking, may be a challenging task to 
converge, as the end-user of a Spotify streaming account does not have to 
equal a single subject. Even though the end-user’s account is connected 
to the Spotify service, the service is, as previously shown, a network of 
mother servers and peer devices. As the service extends to incorporate yet 
other actors such as Facebook or a local ISP, the digital identity of the 
subject is far from being a singular entity. The Spotify service is spread 
across and extended to different markets, why third company actors, digi-
tal websites etcetera get networked to the music streaming service. This 
means that the user’s digital identity consequently is spread and extended. 
Hence, the digital identity is far from being over-viewable and possible to 
grasp, determine or define. A close related story about contemporary 
digital infrastructure might illustrate this issue.  

I have photos on Flickr (which is owned by Yahoo, so they reside in a 
Yahoo data center, probably the one in Wenatchee, Wash.); the Wikipe-
dia entry about me dwells on a database in Tampa, Fla.; the video on 
YouTube of a talk I delivered at Google’s headquarters might dwell in 
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any one of Google’s data centers, from The Dalles in Oregon to Lenoir, 
N.C.; my LinkedIn profile most likely sits in an Equinix-run data center 
in Elk Grove Village, Ill.; and my blog lives at Modwest’s headquarters in 
Missoula, Mont. If one of these sites happened to be down, I might have 
Twittered a complaint, my tweet paying a virtual visit to (most likely) 
NTT America’s data center in Sterling, Va.472 

As this re-collective story pictures, a digital identity may be spread across 
several data centres in different geographical regions. Nothing is pointing 
toward that the situation for the digital identity a Spotify user differ from 
this story as the Spotify service also is incorporated into other services and 
hence shows a feature of being a network of actors – an actor-network. 
Every piece of streamed music creates a track, and every digital activity 
creates a track. Even off-line musicking reports digital user’s history while 
online.473 Just participating in online or off-line musicking via Spotify 
constitutes a diaspora of the user’s digital identity among different physical 
locations, e.g. the Spotify servers located in Stockholm, London and Ash-
burn. Secondly, any third party associated with the Spotify streaming has 
its own servers, all in all, constituting a complex and scattered digital 
identity of the subject. Finally, scholars point out that there is not usually 
one owner to information in such servers as information at the one server 
is linked and hence stored in yet other servers (Bylund 2013). Given this 
networked picture of actors, the digital representations of ‘the user’ are 
spread across numbers of actors and consequently not over-viewable from 
any single point of view. 

Identity as Currency 

“If you’re not paying for something, you’re not the customer; you’re the 
product being sold” (blue_beetle in Pariser 2011a:21).  The quote depic-
tures a situation within digital economies where services seem to be gen-
erous offering service and content for free. This situation includes a ser-
vice such as Spotify both with the freemium entrance of the service as 
well as the premium one in many aspects. ‘The product’, in the quote, is 
what is known as user-generated data. Any digital activity a user performs 
generates more or less quantities of data. At Facebook, relationships, as 
well as moods, are datafied. A study that can illustrate this, presented in 
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Science, based on 509 million tweets of 2.4 million users at Twitter, e.g. 
user-generated data, across the populations of 84 different countries over 
two years, showed that mood transcends culture as it shows the same 
weekly pattern (Pariser 2011a:91). Such analysis can thus personalise out-
come on behalf of the customers’ mood patterns. Examples of the one 
Science addresses, shows that we are closing up to the moment of the 
“quantified self” (ibid.:94). A study of particular preferences of music, at a 
specific time or in specific context naturally reveals user-generated infor-
mation, which, more or less, constitutes the digital identity of that partic-
ular subject. Such knowledge is not only curiosity for scientists and schol-
ars; it is most of all an asset ready to be monetised by business. 

Streaming implies that the content has been asked for. This means 
that every content transmitted to a user creates a record of that transmis-
sion. Thus, every information transmission gets connected to a specific 
end-user and its digital identity. This record includes numerous pieces of 
information, overhead information delivered within streaming. There is 
no specific number of information displayed in the sources revealing the 
number of signals generated from a single Spotify stream within the 
Spotify program but the company does acknowledge that they are using 
cookies and other types of technologies for surplus information about the 
user's streaming. Also, as presented earlier, a visit to the Spotify webpage 
www.spotify.com reveal that 102 cookies are in use in that plain visit. 
Also, as presented earlier, Pariser claims that Google gathers almost 60 
different pieces of information from one single search at the engine 
(ibid.:2). The problematic issue concerns that this type of surplus infor-
mation about the user’s digital activity is not only a source of information 
for companies to analyse and monetise in different ways, it is also inter-
twined with smart algorithms that work in favour of the user’s interests. 
The information is more or less necessary in order to filter the available 
content and create a meaningful and relevant sphere of manageable selec-
tion for the user to navigate within. Unless the user knows exactly what 
to look for in the plethora of possible musical pieces, i.e. searching for the 
particular, then the algorithms become necessary to employ, e.g. brows-
ing the plethoric catalogue or to music from suggested content. Surplus 
values that algorithms can create in this process of navigation, as musical 
suggestions or other types of customised solutions in networked contexts, 
may range from the exciting and preferable for some to the annoying and 
humiliating for others.  

Spotify analyses the user-generated at their Analytics Pipeline. Here, 
trends can be recognised, listener habits can be analysed, and bugs at the 
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service may be discovered.474 Also, the Analytic Pipeline may work in 
favour for the one individual as results of the analysis may generate musi-
cal suggestions suitable for different purposes, e.g. aiding the user to in-
crease and expand their musicking into augmented areas of their lives. 
Different themes or “occasions” reveals what the company knows about 
their listeners; users apparently choose certain music for “Monday”, 
“Workout”, “Hangover”, “Guilty Pleasure”, heartbroken (“…to get over 
an ex”), “Party”, or “Car Drive”. In this way, the surplus set of infor-
mation that the user creates while streaming gets tightly intertwined with 
the individual subject and can be used in favour of the user in return to 
automatize the affordance of musicking. User-generated data can thus be 
analysed to "ask for" music that can ease the user's guilty pleasures, em-
power the workout or smoothen the hangover without the user actively 
having to ask for the appropriate music. 

Spotify shows that they pay attention to the particular user and try to 
make the user feel seen and confirmed (Figure 26), an important educa-
tional issue. In 2014, the company provided a presentation of the indi-
vidual user’s statistic at the service; the number of hours of streaming that 
had occurred, the top choices of tracks streamed and so forth.475 Infor-
mation, in this way, work double directed, both in favour of the user but 
also as an asset for the company to tweak its products. It would be possi-
ble, for instance to personalise the service based on the engagement of the 
user. The number of hours streaming could equal something, whereas the 
specific streaming tied to particular music could equal something else. 
Note that there are several different actors involved in this information 
gathering and further analysis associated to and intertwined with the 
Spotify product, as shown earlier in this thesis.  

Identity is, in the digital domain, as everything else present there – 
information. Information is the new resource in the new online econo-
my.476 When identity also is a set of information although scattered in a 
diaspora and, sometimes mosaiic, becomes such a resource. Further as 
there are new areas to be discovered and annexed into ICT; athletics, 
nursery and care, education, and the home environment these areas too, 
becomes monetised.477 This augmentation of new areas incorporating 
intelligent smart technology has just started and “it is not even at the end 
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of the beginning” as Christer Nordström, the CEO at Swedish SICS in 
2014, describes.478 This fast running development of IoT annexing and 
closing in on humans, need to be accounted for within the realm of mu-
sic education to critically examine and comprehend the affordance of 
musicking. 

Besides addressing digital identity as currency, the digital traffic is yet 
another currency in the new economy. In the case of Spotify, dealing 
with distribution of music, this issue of traffic is very evident as popular 
tracks more often get chosen by algorithms and further fed to users. Digi-
tal traffic can also be generated and increased artificially by algorithms. 
For instance, a company called The Click Factory presents themselves as a 
business that “help hundreds of businesses, both small and big, to achieve 
online success” by aiding the customers to “achieve high rankings in all 
major search engines”.479 Such a company aids businesses to monetise on 
traffic. If this were to be the case in music streaming, and so it may be 
already, click factories could be responsible for feeding the public, with 
what might seem to be the choice of the public, but what is just a chi-
maera of such preferences. In this way, phenomena like The Click Facto-
ry becomes actors in the affordance of streaming as their clicking consti-
tutes the filtering of available content for the user to music.   

CICERONES OF MUSIC CALCULATORS 

The second argument to support the advent of musical cyborgs as users of 
streaming services, is the so-called smart algorithms, that in a broad man-
ner work as musical cicerones and thus take on the role as the music edu-
cator. As described earlier, streaming services of music no longer promote 
the number of tracks they can provide. Instead, a company such as Spoti-
fy enhances their service in a broader sense. The number one feature, in 
such a service, is the ability to provide tools and functions that encourage 
music streaming, i.e. musicking. Therefore, these algorithms, how they 
operate and how users co-produce the output of the algorithms by feed-
ing them with data, need to be scrutinised as it is these calculations that to 
a great extend becomes responsible for the presentation of the available 
music for the particular user. 

This encouragement operates with numerous associations with the 
network of music streaming. For one, this encouragement means to es-
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tablish the possibility for music to follow the user, whatever the user 
does, when or wherever the user is situated. For music to be a steady 
companion is mainly a question of hardware, e.g. the ever-growing range 
of digital playback devices, and broadband connection. Besides these 
physical matters, is the challenge to be able to make sure that the user 
does find the right “music for every moment”.480 To support this de-
mand, smart algorithms work as cicerones of music within the Spotify 
service. This sub-chapter describes how smart algorithms seem to work, 
when gamed and tested (Gillespie 2014, Adami 2013, Pauwels 2012). 
One main result of this investigating consisting of analytical testing is that 
the smart algorithms need to entangle with practice, i.e. the user and the 
user’s digital activities, to refine its outcome. In this way, the algorithms 
become dependent on the user’s usage at the same time as the user may 
become dependent on the algorithms for the selection of content in a 
digital plethora of possible choices. 

Smart Algorithms 

Algorithms, a mathematical geek work that has travelled to the commons, 
and has become known by the general public. Algorithms basically con-
stitute a set scheme of actions that systematic elaborates an outcome. As 
such, the algorithm can work differently depending on how it is set to 
work by the code it is programmed by. By ascribing the algorithm words 
like ‘smart’ or ‘intelligent’, the prefixed algorithms can tweak their own 
outcome as well as navigate and fetch a variety of inputs for its calcula-
tions. In this way, a smart algorithm can indeed be described as a unit of 
an actor-network as the outcome of it is depending on the number of 
network actors. The outcome of smart algorithms is a result of their code 
based on the input from activities by other actors. Smart algorithms can 
also be coded to learn and draw conclusions from input data; thereby 
they are considered to be intelligent. 

Smart algorithms may be incorporated in the service in different 
ways. One main feature is the Shuffle mode where tracks from playlists or 
album (also a kind of playlist) get play-backed in a random order. Other 
algorithms compile user statistics (on behalf of the user as well as the 
company), algorithms calculate personalised music for the feature Radio, 
Related Artists or Discovery for instance. Exactly how these smart algo-
rithms work, how they chose, select and compile music within the pleth-
ora of content are not presented at the interface. As these presentations 
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are missing, the user does not become aware and hence does not learn 
circumstantial aspects of the music. Awareness and learning go hand in 
hand why undeclared automatization risks to turn any user agency to 
cease into nihilism that consequently leads toward an annihilation of the 
self (cf. Fleischer 2009).  

Whilst testing and gaming (Gillespie 2014, Adami 2013, Pauwels 
2012) these features within the service the result suggest that the algo-
rithms must be based on both geographic region and popularity as shown 
in the previous chapter.481 According to scholar Gillespie smart algorithms 
“not only help us find information, they also provide a means to know 
what there is to know and how to know it” (Gillespie 2014). This double 
helix of knowledge constitutes an objective to why it is crucial to be lit-
erate about principles constituting such algorithms in order to remain 
resilient to passivity, or the risk of being misled or seduced by the digital 
cicerones. Gillespie suggests a grid of six different perspectives that might 
be useful whilst trying to comprehend what algorithms are, what they can 
do, and hence what affordances they bring about. They are the 

 
• Patterns of inclusion 
• Cycles of anticipation 
• The evaluation of relevance 
• The promise of algorithmic objectivity 
• Entanglement with practice 
• The production of calculated publics (ibid.) 

 
Patterns of inclusion mark the process of how data is made available for 
algorithms. An example of this could be music tracks labelled to be affili-
ated with a certain genre. The genre would then be a part of the pattern 
of inclusion while browsing that particular genre. However, such en-
deavour might be difficult to perform as a music genre is far from being a 
solid definable entity (Becker 2008). A superior category such as Jazz can 
have almost endlessly sub categories, sometimes down to the individual 
artist. On the other hand, one artist can also write or perform music in 
various genres or sub-genres. What is more, is that sub-genres and genres 
continuously are being created as musical artistry keep developing. If 
algorithms collect data, i.e. constitute pattern of inclusion; from such a 
thing as genres or sub-genres then it becomes crucial for a piece of music 
to be indexed with the right subgenre. This task of affiliation is further 
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jeopardised as a ‘genre’ many times is an esoteric re-negotiated label that 
only the initiated creators of that genre are authorised to determine, set 
and rule over (ibid.). If a label such as sub-categories is suppressed in fa-
vour of a head-category, the sub-categories and the content that they are 
aimed to tag become hidden and hence excluded from the algorithms. In 
this way, the ones ruling the intervention regarding patterns of inclusion do 
have semantic as well as political power (Gillespie 2014). Artists, record 
labels or distributors such as Spotify might not be aligned in such catego-
risation. Nevertheless, despite who or what that rules this intervention, 
the user’s musicking becomes affected by it. On the other hand, contents 
can also be tagged ad hoc by their upload and sharers. For instance, an 
analysis of the naming of music playlist in relation to the musical content 
of that playlist can provide tracks with metatext, e.g. ad-hoc user-
generated (Maasø 2013). Such labelling would perhaps lead toward a 
“richer universe of labels” as patterns are constituted by tagging and not 
indexing, set by users and not by authorities (Mayer-Schönberger & 
Cukier 2013:43). On the other hand, tagging by users might lead to mis-
leading labels and wrong labels, labels that the artists and rights holders 
would never agree with.   

The cycle of anticipation underlines how user-generated data connected 
to streaming, like clicks and query, get translated into content. Gillespie 
also acknowledges the possibility for the user to evaluate the relevance of the 
generated content that the algorithm presents, e.g. the criteria that regu-
late that the algorithms actually make the selections that they do. This 
type of information is, in the case of Spotify, kept opaque for the user. A 
related perspective is then the promise of objectivity. Even though we accept 
that data have been selected, we expect the algorithm to show an objec-
tive result, i.e. a result not being censored by errors, subjectivity or at-
tempted influence. Smart algorithms, by being smart, need to entanglement 
with practice. Here is a Catch 22. If a user does not entangle with the algo-
rithms, then the algorithms have less material to work with, ergo the 
algorithms will not be comprehended by the user as a friendly, under-
standable and supportive algorithm, but rather a dumb and misleading, 
lazy piece of dumb unavoidable code. As the algorithms need user-
generated data to elaborate with, the user becomes responsible for what 
the algorithms can provide and in that way, qualifies as an entangled 
prosumer of its own ciceroned content.  

Finally, in Gillespie’s comprehension of algorithms, there is the pro-
duction of calculated publics, a notion that is aligned with Pariser’s ‘Filter 
Bubble’ (Pariser 2011b). Paradoxically as smart algorithms can personalise 
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content in the digital environment, a feature that could imply a tremen-
dously scattered and diverse personalisation, instead converge toward 
produced collectives which in a prolonging might lead to the “political 
dialogue [being] undermined” (Gillespie 2014). In the Spotify environ-
ment, a production of calculated publics is for instance expressed in the sug-
gestions of “People in your neighbourhood also listens to” or the Charts 
based on different national markets. In this way, the recommendations do 
not only form a community, but it may also shape the community cul-
ture. Aligned with Gillespie’s production of the calculated publics lies the 
critics of a data metric company such as The Echo Nests who are blamed 
to contribute to a “mechanization of taste” resulting in “a horrible, soul-
less, robotic society”.482 However, I would claim that these journalists are 
missing an important factor in the algorithmic calculation – the subject’s 
input to the system, the entanglement with practice (ibid.). The critics seem 
to regard the algorithms as some kind of machinery that only counts us-
ing chance numbers or statistics based on means and averages. However, 
algorithms are actors and not only things that act on behalf of someone 
else’s agency. It is also relevant to consider that this development of smart 
algorithms and big data, has just started and its present results must be 
regarded as rather blunt, only to be sharpened by continuously activities 
within networked actors. 

Smart algorithms with artificial intelligence are necessary in order to 
navigate the plethora of possibilities. They can be human tools or slaves. 
On the other hand, the user can also become slave and tool for the algo-
rithms. By this intertwined relationship it becomes difficult to determine 
who or what that holds the strings of the puppets, and consequently who 
the puppet is. The entanglement between human users and digital code are 
far from dialectic. As smart algorithms need to entangle with practice and 
account for cycles of anticipations, the human subject, and the actor holding 
the responsibility for music education, should work consciously with the 
algorithms, within the cyborg, aware of its own possibilities and limita-
tions and by that prosume its own affordance of musicking within the 
streaming service. 

Musical Bubble 

The number one argument for having algorithms operating within digital 
services is that users need selection as the number of content has passed any 
comprehensible number of choice creating a plethora of possibilities. It is 
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not meaningful for a music fan to be presented to ten thousand of options 
with no internal order or hierarchy when browsing a music service. The 
number of content need to be manageable and over-viewable. The selec-
tion of content also needs to be relevant for the user, and therefore, con-
tent must be, in one way or another, personalised. In this way, the pro-
cesses delineating the content becomes actors of musicking, as this work 
constitutes the possibilities of musicking for the user. Spotify has stated 
that they, as a company, does not determine how features like algorithms 
need to be designed to flourish by thought or opinions, instead they let 
data decide. Therefore, the outcome of features within the Spotify ser-
vice, are data driven as a result of the service’s fan base. Nevertheless, the 
algorithms that feed from the user-generated data must be created and 
coded in the first place. Therefore, it would be more appropriate to com-
prehend the constitution of the filtered music bubble as the outcome of 
the complex actor-network of the company of Spotify (Ch. 7) and the 
networked actors of users and music (Ch. 8).   

Although the calculating cicerones are necessary for navigating the 
plethora, there are backsides to personalisation such as the risk of extinc-
tion of the diverse flora of voices in favour of production of a calculated pub-
lic accounted for above. Another inescapable side of personalisation, being 
based on the previous user-generated streaming history, is that if the user 
entangles with some content that the user later does not want to be asso-
ciated with, such reversion can be difficult to perform. To illustrate this 
issue Pariser claims that a search for, in this case, the word “depression” at 
a certain site Dictionary.com, automatically installs 233 tracking beacons 
and cookies onto the computer. These cookies were then used to targets 
and thus present associated content to the user, in this case with antide-
pressants, from other third-party actors, e.g. web pages (Pariser 2011a:6). 
This example does not elevate music per se, nor Spotify. However, what 
is clear is that Spotify is networked with the Echo Nest, a company spe-
cialised in data mining and monitoring user-generated data. Thereby, 
Echo Nest can provide a set up for monetising user-generated data for 
third parties.  

Musical streaming generates content that can be tracked, monitored 
and mined just as any other digital content and hence constitute 
knowledge about both usage and users. The purposes and the affordances 
of such knowledge and how third part companies can use it are far from 
over-viewable. Especially as these procedures are not declared for to the 
user, customisation due to the aspects that Gillespie brings up, are just 
there. The user is in a bubble, fed in the bubble and thereby maintaining 
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and sustaining the bubble. To enlarge the bubble or to crack it, the user 
must make active choices from contexts outside the automatic generated 
bubble. User-generated data, e.g. streaming history does not have to be 
opaque tagged it can also be forwarded to the company most willingly. 
The networked enterprises of Facebook, Twitter and so forth are built on 
such premises. One example is Spotify’s #Valentine’s Day, addressed on 
Twitter, where users were encouraged to post the playlist that best re-
flected their “relationship status”.483 Such encouragement not only reveals 
the user’s relationship status, it may also work in reverse, by analysing the 
music, and relationship statuses may be predicted. However, even though 
users willingly contribute with knowledge about themselves and their 
musicking, it is still not clear how this information may be contextualised 
and how such information may generate customisation for the user.  

Both Gillespie and Pariser bring up the Western Journalistic ethical 
codec when problematizing the promise of objectivity within smart algo-
rithms. Pariser in particular challenges the programmers of algorithms to 
take responsibility for ethical issues concerning the outcome of filtering. 
He suggests that programmer should develop code that also includes the 
unwanted, the marginalised and the uncommon. The reference both 
Gillespie and Pariser use in this claim derives from the journalists reported 
from WWI. At the time, journalists realised that they stood as the gate-
keepers of information to the public via media why they had to work out 
code of ethics to be objective and trustworthy in their presentation of 
content. Now, smart algorithms, or the creators of ditto, faces, or should 
face, the same moral dilemmas as the journalists did a century ago, start 
taking responsibility for their actions and outcomes as they have become 
the gatekeepers of information. Until the smart algorithms have matured 
and developed, including these type of ethical codes, other gatekeepers, 
i.e. other educators, become very crucial to this matter. Future algorith-
mic cicerones as well as other types of educators, also IRL, have a mission 
to enlighten the musicking subject to diet a balanced information and not 
abdicate beneath unethical smart algorithms ruled by commercial forces, 
which, by many means, do serve the lion’s share of information junk food 
to paraphrase Pariser (2011a). 
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EMBODIMENT 

Technology and digitalisation colonise an increasing number of areas. 
Athletics, health care, education, and home environment are being added 
to traditional areas such as traffic and information processing. The main 
feature of technology and digitalisation, aligned with cloud computing 
and giant data server halls, are what is known as Internet of Things (IoT). 
The Things are forecasted to outnumber humans in just a couple of years 
(Bylund 2013:104). These smart technological Things will be incorpo-
rated in numbers of products, and not only in traditional digital devices 
like computers and cell phones. As mentioned earlier, smart devices are 
being incorporated in the car, the kitchen fridge, the light bulbs in the 
ceiling, in furniture and walls and flowerpots, and even in shoes and tex-
tiles. Smart devices, in the shape of microchips, can also be incorporated 
in the human body in various ways and for various convenient and com-
mon purposes, and not only for special needs like for serious medical 
conditions within the sector of health care. 

Technology is seriously starting to embody the human subject in its 
everyday life.484 In this way, convenient devices can supply various con-
tent, where music is one, almost anywhere, anytime and for anyone (see 
previous chapters for these particular affordances regarding streamed mu-
sic). What is more, is that these Things can communicate with each other 
without human activities via technology such as Wi-Fi or Bluetooth. 
This means that humans are not needed in order to steer and master digi-
tal communication and content transmission actively. Instead, such activi-
ties can be performed automatically. Previously, the digital has foremost 
been present in physical life. With IoT on the rise, the relationship be-
tween physical and digital life is twisted from digital presence in physical 
life towards a physical presence in digital life. As this chapter will show, 
music may soon collide with a technological as well as a sensuous embod-
iment of the human subject which leads to a closer examination of the 
musical cyborg, and the cyborg’s affordances of musical experience and 
learning. 

Technological Embodiment  

The technological embodiment of the user, when it comes to music, is 
roughly two folded. One concerns the playback of music and the musick-
ing deriving from that playback. The other concerns the input to the 
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system regarding what to stream. The technological features that may 
embody the user on behalf of listening and preferences steering streaming 
are, as presented earlier in previous chapters, present within a range of 
digital devices. What the previous history has shown is that development 
of digital devices for musical playback are continuously evolving and 
there is nothing that points towards a decline of such development, rather 
the opposite. Therefore, it becomes relevant to scan the field of new 
technological embodiment on the rise as these Things might become 
incorporated into a future music streaming service such as Spotify. In 
addition to what previously has been presented as possible devices for 
streaming within the Spotify service, this sub-chapter will give a review 
of yet other types of technological embodiments that are on the market 
and might be included in the Spotify service in order to enhance musick-
ing for the user.   

The two concerns of technology for playback versus technology for 
input to the system do not have to be bound to the same device, alt-
hough they can be. When it comes to playback and listening devices, the 
evolvement has gone from computers, via smartphones and tablets, to 
smart televisions, video games and smart car stereos, only to return to 
traditional music playback devices such as smart; loudspeakers, home 
stereo systems and head phones. In addition to these apparatuses, previ-
ously unthinkable things have become tools for music playback, such as 
light bulbs.485  

The technological embodiment concerning input to musicking, origi-
nated as written input in a search window on behalf of artists, tracks or 
albums as well as clicks on visualised pre-set options on a screen, e.g. click 
on playlists or suggested music from friends for instance. The cooperation 
with Volvo back in 2013486, as presented earlier in the text, opened the 
service to be controlled by voice input instead of solely be navigated and 
steered via the visual modes of texts and clicks on a screen. This devel-
opment of the voice control meant that any microphone built into any 
smart device could work as a technological embodiment of a user’s musi-
cal affordances.  

The next step in the evolution of technological embodiment that 
could work in favour of input to the system was the introduction of the 
motion sensor, incorporated in smartphones, a feature originating from 
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video games.487 This technological invention made it possible to register 
movements like the speed of running for instance which, in combination 
with smart algorithms, could be used to adapt the tempo of the music. A 
technological invention like that, i.e. motion sensor, can thus be incorpo-
rated in any smart device. A couple of years from, being incorporated in 
the smartphones or arm watches, 488 the feature was present in running 
shoes, e.g. Nike running shoes, that could track the wearers run distance, 
time and calories burned via an incorporated microchip in the sole.489 
This development of a differentiated input to the system of music stream-
ing meant that any of those inputs may contribute to tweak musicking 
from experiences.  

It is most unlikely that Spotify would come at ease with the devices 
currently incorporated into the service. An agile management structure of 
the company, agile to its user collective and eager to remain as a role 
model for music business will presumably add more smart technology to 
their service to enhance musicking. One source that is pointing in such 
direction is that the CEO Daniel Ek claims to measure 36 blood factors 
every month, have a brain scan every year and a 3D ultrasound because 
he is “curious”.490 As the CEO has shown to be a very important person 
within the enterprise of Spotify, it is most likely that such information 
about the subject eventually will found the basis for musicking. There-
fore, I find it motivated to visit the market on a broader scale, looking at 
products on the rise that easily could be connected to music streaming. 

Measurements of blood factors, brain scans and 3D ultrasound scans 
are still features of specialist and not features of the common everyday 
life. Smart technology that is more common is the input that can be col-
lected from textiles and garments. Aligned with the smart running shoes 
are for instance the D-shirt made of so-called smart fabric. The garment 
has incorporated technology that can back the user with ECG, GPS, 
accelerometer, altimeter, data of temperature, respiratory, hygrometry and 
muscle activity with less than 50 grams of electronics in washable fabric.491 
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Another example of smart clothing is the écharpe communicante.492 The scarf 
jacket enables the user to be embodied by a multimedia digital interface 
with the senses watch, listen, speak and touch. The creation is based on 
natural human gestures such as unfolding the collar where speakers are 
placed or wrapping a scarf around the neck placing the speaker in front of 
the mouth. Such development with smart fabric and communication 
devices in clothes offer augmented possibilities of musicking and the way 
music can follow the human as a steady companion via different smart 
devices in her everyday life.  

Yet another smart device can be found in Solo, which is basically a 
camera accompanied by smart algorithms that read facial expression and 
interpret it as a mood. In this way, a feature such as Solo can feed algo-
rithms with mood. The analysed mood can then be used to suggest and 
playback music to fit that mood or regulate that mood into another 
mood.493 Solo could easily be incorporated in any smart device with a 
camera opening up for the affordance of choosing the music according to 
facial expression. Other examples where technology is embodying our 
everyday life, which hence could be incorporated with a streaming ser-
vice and musicking, is the anti-theft system in cars, where the smart driv-
er seat reads 360 pressure point and hence can profile the authorised driv-
ers back, making it impossible for another person to drive the car (Pariser 
2011:77). This smart seat resembles a Soma mat developed in a Somaesthet-
ic project at Swedish SICS (Figure 34). The smart yoga mat measures the 
pressure point of the subjects back while the subject is performing so-
called Feldenkrais breathing (Höök et al. 2015). The measurement of 
tension and relaxation while the subject is trying to lower the breathing 
in the body is fed back to the subject via different shades of colours from 
a lamp (ibid.).  
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Figure 34. The Soma mat and the Breathing Light used in Som-
aesthetic design of the Feldenkrais method (Höök et al. 2015)  

The Somaesthetic project is an example of how embodied technology 
tries to open up for an affordance of increased awareness and well-being 
of the subject, aiding the subject to get closer to the own body and gain a 
deeper level of acquaintance and knowledge about the body and its func-
tion. This type of technology could just as well be networked to music 
and then having music to regulate the breathing and having the smart 
technology in a mat or a car seat to determine the success of the breath-
ing, or what that breathing, in turn, could be linked to such as relaxation 
or stress. Musicking via smart technology could then teach the subject 
about her/his body, its breathing and relaxation patterns. Also by using 
such smart technology in cars, music could work as a regulator of drivers 
driving due to the particular circumstances of traffic situation. As the 
Somaesthetic project has been invited to participate in the test apartment 
at IKEA the feature might very well soon enter everyday life.494 

“In the imagery of the twentieth century, technology had been rep-
resented through big metal monsters – heavy, powerful and dark” (Katz 
2003:271). Now when the twentieth century is here before us, technolo-
gy is by many means far from that forecast. Instead, technology that is 
starting to embody humans are downsized into disappearance, it is small, 
convenient, aesthetic and it blends into the natural everyday life 
(ibid.:274). Clothes and fashion may become a second skin, garments and 

494 The project has been invited to the IKEA test apartment in Malmö, Sweden (SICS 
2014:19). [APPENDIX] 
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furniture might soon aid the subject to sense and be aware of the inner 
dimensions of the body. If connected to music humans can music be-
neath the skin.  

Sensuous Embodiment 

Smart technology is starting to embrace and caress humans. Technologi-
cal embodiment, including digital solutions, has started to colonise not 
only the outside of the human body but also the autonomic nervous sys-
tem and moods. When a service affords the possibility to let music, at 
least partly, e.g. the tempo, be steered by the human heartbeat, then 
technological embodiment has indeed crawled beneath the skin into the 
subject's flesh and blood. The beat of the heart is, unless increased by 
forced labour, stress or running, a result of an autonomous system. That 
means that functions, like the heartbeat, are not regulated and steered by 
the subject’s intentions or will. In this way, the subject is not, and has 
never been, integrated to a total identity as “affections, courage and the 
heart operates on its own”.495 When Spotify “tailor music to your heart-
beat”,496 one can therefore wonder, whether it is the subject steering the 
choices and outcome of the music, or if it is the autonomous function of 
the subject that is the kubernētēs (κυβερνᾶν), ‘steersman’ of the request but 
on behalf of the subject? Users’ comments on the Spotify's feature that 
can tailor music to the heartbeat posts rather humoristic comments lie; “I 
wonder what you would play as you were having a heart attack?” or “If I 
have arrhythmia will I just get recommended Dubstep and Free Form 
Jazz?”.497 Such comments mirror the coalition of humans and music in 
the musical cyborg when humans are embodied by technology, including 
smart algorithms, which connects to autonomous systems within the sub-
ject, out of reach for the subject to direct master but also naturally an 
inevitable part of the subject. 

Outside the current sphere of devices used for input to the Spotify 
service, there are yet other solutions on the market that can measure a 
subject’s needs; like microchip placed beneath the skin or contact lenses 
developed to measure blood glucose levels in tear fluid. In the case of 
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monitoring glucose levels, it is close at hand to see the benefits of parents 
tracking their children’s diabetes in case of emergency. However, it is not 
farfetched to see the possibilities of monitoring other carbohydrates than 
glucose within the human body or any other components of the endo-
crine system for that matter, such as endorphins, serotonin, dopamine or 
other hormones connected to musical experiences in order to personalise 
and enhance a musical experience. Scholar Wikström writes, just some 
years ahead of this emerging development, “…imagine a music service 
which is constantly attuned to the user’s release of pheromones! I would 
definitely pay a premium for such a service” (Wikström 2009:176). As 
development progress within these areas, Wikström’s longings might turn 
in quite soon.   

The important factor, when looking ahead on to the market of avail-
able Things, is that the Things need to have an affordance for the com-
mon and not from the particular. It need to be able to be a part of every-
day life for the many like a car or the smartphone.  Microchips, for in-
stance, have for some time been a question for patients with a medical 
care need. This exclusivity is about to change. Chips can also be embod-
ied in humans for practical reasons. One example is employees at a certain 
Swedish company, which have chosen to incorporate chips under their 
skin to communicate digitally with doors, printers or to “speak” with 
smartphone apps by a microchip.498 The CEO of that particular company 
declares that the possible field of application for the chip will increase and 
that the company are “curios of the affordances of such development”. 
Here, the CEO uses the word ‘curios’ just like the CEO of the Spotify 
Company does when he presents the reasons behind him monitoring his 
blood factors and regularly doing a brain scan.  

This development of embodiment and the potential affordances the 
data tracked from such usage might bring seems to be steered by ‘curiosi-
ty’ with no second thoughts. On the market, there are also applications 
that track performance capacity by analysing brain fitness through a map-
ping of cognitive abilities of attention, working memory and logic.499 The 
results can then be connected to sleeping patterns, training and stress. 
Professor Torkel Klingberg at Karolinska Institutet, who developed the 
brain fitness app, announces the application as a way for the individual to 
keep track on when, during the day, the individual performs the best in 
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order to plan daily activities. However, such information can naturally, by 
being connected to other smart devices of IoT be passed forwarded to 
others than the one individual. 

The idea of offering affordances for the user at a service, by embody-
ing the user’s senses is, according to Spotify’s product manager, to free 
the subject from “active choices”.500 By bypassing user’s activities of writ-
ing, clicking or voice controlling the service and still be able to get the 
appropriate music for the occasion, the idea is that the user may continu-
ously and seamless music when the user’s eyes, fingers, voice and fore-
most the user’s primary cognitive focus need to be elsewhere. In this way, 
musicking becomes part of a multitasking activity, i.e. when music is used 
instrumentally to accompany the user, empower the user, setting the mise-
en-scène of the user’s surroundings or else for that matter to an extension 
unprecedented in previous history. Music can come to be steered by the 
user’s sensuous input, other than just heartbeats, which, intertwined with 
the smart algorithms, can guide the user in the sonorous waves of the sea 
of musical plethora. The steersman on this journey of musicking is thus 
the musical cyborg, i.e. the subject’s sensuous intertwinement with the 
smart algorithms of the Spotify service embraced by a technological em-
bodiment. An intertwinement that further becomes more refined as the 
algorithms have had the feasibility to access and process as much data as 
possible, i.e. sensuous input from the subject in combination with other 
inputs that the subjects can generate while streaming. Indeed, this ar-
rangement cannot be understood as anything else by a musical cyborg and 
thus as a way for the human subject to be able to, by music, to “see inside 
[the] soul”.501 

UNTO US A CHILD IS BORN 

By using the cyborg as a metaphor to comprehend streaming on behalf of 
the streamer, i.e. the one who stream, is to adopt yet another actor-
network analogy. Haraway’s cyborg is a both-and (2000) concerning the 
relationship between the human and the machine, not an either-or as 
Horkheimer and Adorno dialectic thinking suggests (2012[1944]). Hara-
way’s cyborg, as an idea, is a mashup of man and machine. In the case of 
music streaming, the musical cyborg offers little possibility of defining the 
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human from the machine. Starting from the human, the human subject 
can indeed start to act on the service by asking for some particular music. 
But then, as this music, this particular track, may be a part of a compila-
tion such as an album or a playlist, the smart algorithms of the service, 
e.g. the machine, will start to generate suggestions of music back to the 
human subject. Naturally, the human subject can be in charge of the 
music that is presented to her by, for instance, skipping a tune, while 
listening on a pre-set playlist or a radio function. Still, the option in the 
first place is presented through a filtering that the machine has made, a 
filtering that is originally generated from previously streamed music or 
analysis of big data, e.g. other networked subject’s streamed music. Added 
to this description; if an input derives from the subject’s autonomous 
system, then the analogy of an actor-network is present on yet other lay-
ers. The actor-network of the musical cyborg work both within the sub-
ject itself, as the subject is not consistent with an identity as an entity, as 
well as between the subject and the smart musical cicerones.   

If the subject depends, more or less, on musical suggestions given 
from the streaming service to music, then the recommendations that can 
be suggested becomes more refined and accurate the more the user, as 
well as users at large, entangles with the service.502 Such entanglement can 
occur both very consciously, rigorous and critical, but also be a result of 
passively generated data or generated from a sensuous technological em-
bodiment of the user. By logic, the more the user entangle with the ser-
vice, the more entangled the user will become. Considering this techno-
logical evolution, I suggest a re-think of the traditional rational view of 
human beings where the individual “gives birth to himself” (Horkheimer 
& Adorno [1944]2012) by making a choice. Such choice must be under-
stood by embracing the full in-completeness of the subject as an entity. 
The subject’s “affections, courage and heartbeat” (ibid.) need to be con-
sidered as a part of the subject and not as a part of the subject that need to 
be in control by yet another part of the subject. 

When Spotify presents its feature of Discovery with “Your next fa-
vourite song is waiting for you”, the service breath the capability of guid-
ing or even parenting the user to, not only discover but to develop to-
ward or into something. Hence, by letting the expressions of the auton-
omous human body find new music can equal finding oneself. The musi-
cal cyborg can thus elevate the musicking human to a refined humanity. 
Especially if Pariser’s (2011) claim of incorporating ethical responsibility 
in codes gain resonance within music streaming programmers. With an 
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optimistic and agog attitude to the music cyborg the full human body and 
soul can be refined via streamed musicking. While the pessimistic and 
cynical attitude will find the musical cyborg as a pre-stage to annihilation 
of the self as automatic generated suggestions of music reduce the power, 
will and desire of the user (cf. Fleischer 2009). The formation of the cy-
borg actor must thus be comprehended with the full price of its net (cf. 
Latour 2011), e.g. other actors’ activities. Moreover, such project, consti-
tuted by liquid actor-networks cannot be predicted to have a set goal. 
The music cyborg is not due to any single actors control; it can develop 
and flourish as well as cease and dissolve.  

The acknowledgement of the human intertwinement with the non-
human into the cyborg, jeopardises the human’s humanity within the 
cyborg. The human within humanism must be emancipated to rule her-
self. She is not to become a slave to the other like the machine. There-
fore, the birth of the machine awoke suspicion and fear. Primarily, this 
fear is due to man being afraid that the child that she has given birth to, 
i.e. the machine, will grow up and start to dominate her, just as she has 
dominated other spices, diminishing her to the slavery that she once put 
the machine to be. There is a struggle between man and machine, where 
the machine has been regarded as the radical Other, defining the machine 
as the non-human. The battle tries to explicitly uncover all the qualities 
that humans have, and thus machines lack, and in this way defining the 
human and its humanity. 

Even though smart algorithms, working with big data collected from 
a technological and sensuous embodiment of the human subject, can aid 
the subject to see inside the soul or to meet music she did not know she 
needed, and thereby also discover her needs. Streaming offers a paradox 
here. At the same time as streaming brings the affordances of personalisa-
tion, it also, as I have presented in this thesis, construct the public which 
means that the subject will be a subject much alike other subjects within 
the community of practice. As smart algorithms, calculating on behalf of 
big data generated from a network of users this could very well contrib-
ute to the subjects increased alienation for herself (von Wright 1994) and 
not at all toward a uniqueness of a human being. The musical cyborg 
might emancipate the human from her own constructed will consenting 
to unique inner feelings and moods just as well as the cyborg might guide 
the subject to be oozed into a hegemonic collective.  

The dialectic attitude to the human nature that Adorno, as well as 
Benjamin, suggest, that the human relationship to the machine push her 
away from her humanity need to be re-thought. The human relationship 
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to the machine, in this case, Internet of Things, smart algorithms, distri-
bution and mobility, all fed from the subject and thereby also steered by 
the subject, this intertwined actor-network relationship has the affordance 
to bring human closer to humanity than ever before. Not by finding her 
specificity and differentiate herself from the machine but to sublime ap-
pear in the machine and in a coalition with the machine re-create herself 
to what she has always had the affordance to become but yet not discov-
ered that she can achieve.  

Finally, I suggest that the musical cyborg can be comprehended as an 
act of Action. The term Action is collected from Hannah Arendt’s phi-
losophy and marks an activity that has a beginning but an unclear devel-
opment as well as direction (1958). In this way, the concept of ‘action’ 
aligns with Bauman’s philosophy of ‘the liquid’ (2000). In the liquid time, 
things lack direction and goals. In such state, it is difficult to achieve 
something and head towards something. Although what can happen is an 
act of Action, having the beginning, the potential, but still lacking pre-set 
destination and extension. The Musical Cyborg is the beginning of some-
thing new it is an act of Action. The musical cyborg is liquid, as a physi-
cal condition, it can both float in different directions or cease into noth-
ing, and dry up. Liquidity does not progress in the same directions as 
rationality. It does not have to move forward, it can move in different 
directions, or enter a dead-end street. Here, the music cyborg also aligns 
with the idea of affordances. The potential of the musical cyborg can 
either be, that it dies and cease into noting, it can also be the start of a 
new humanisation of humans where humans can explore and discover 
humans and humanity in a way not possible before, as music collide with 
inner feelings, moods, physical empowering and so on. The musical cy-
borg can also be the lifeform that brings humans back to her roots where 
music was a verb, something that included activity and commitment from 
the musicking participants. This is to take music to a renaissance to the 
time before music became a noun, which was dealt with in the first chap-
ter, prior to music carved by a political economy. The cyborg may en-
tangle the intertwined relationship between humans and music into an 
entity where music grip the body and the body grip music – music mu-
sicked as music.  

When Hannah Arendt describes the notion of Action she equates it 
with an initiation of something new, “take an initiative, to begin” (Ar-
endt 1958:177). The initiative is then prompted into action. Every action, 
therefore, brings something into motion, makes other things to act. 
When Arendt describes this course of events, she underlines that this “is 
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not the beginning of something but of somebody” (ibid.). Now, in the 
actor-network context of human-technology interaction, somebody must 
equal something as it is not possible to define them from each other. The 
archetype of Arendt’s philosophical term of action is thus the new-born 
child,503 who’s life story cannot be forecasted as it, in the end, is the result 
of his own action intertwined with “all those with whom he comes into 
contact” (ibid.:184). All, must in the context of music streaming also 
include machines. Where music streaming will lead humanity or the sin-
gle individual human is therefore not possible to prophesy. The music 
cyborg must grow up and develop through its juvenile and teen years, 
formatting its own attempt into the construction of music identity. 

 

Music streaming 

Coalition of man music machine 

The beginning of something new 

For unto us a child is born 

A Musical Cyborg 
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11. DISCUSSION 
This chapter accounts for the epistemology that has been conducting the 
study at hand with its theoretical framework and methodological tools, 
and what consequences that employment may have had for the outcome 
of the thesis. Thereafter, the generated results of this thesis and their im-
plications for music education are discussed. Finally, the chapter, as well 
as the thesis, closes with suggestions for further research concerning mu-
sicking via streaming.  

EPISTEMOLOGICAL DISCUSSION  

First of all, the available sources that have founded the bases for this thesis 
are far greater than I have managed to view. Although I have followed 
the actors and stayed tuned to the object of research – the affordance of 
musicking within the realm of streaming from the perspective of the user 
– the available sources that could be used to study a phenomenon like this 
are vast. Hence the selection of sources constitutes only a scratch on the 
surface. Search engines and search functions have also provided useful 
opportunities to screen and search for the particular, i.e. actors and associ-
ations. In this way, this type of sociological perspective onto researching 
media provides, what has seemed to be, undrainable possibilities for gain-
ing knowledge. 

To conduct a study, from a public view has been demanding in 
many ways. For instance, the digital sources used, are always viewed from 
a particular point of view, e.g. my point of view, why an ‘objective’ pub-
lic view cannot be granted (cf. Gillespie 2014). The public seems indeed 
as the phantom Lippmann once suggested. This limitation is evident as (i) 
that “public” sources might be personalised for the reader, and (ii) a plu-
ralistic lifeworld must be considered when viewing digital interfaces. Re-
phrased, I cannot view everything, nor can anyone else. Liquid moderni-
ty is an era where there are less common entrances where human beings 
experience the ‘same’. The ‘common’ is per se decreasing. One way to 
solve this type of issues with a customised view when accessing content at 
digital media is to alter the user, e.g. different web browsers, search en-
gines, IP-addresses or being a collective of researchers with different 
search histories that can compare and compile information.  
Some digital sources have had solid content, like an article, whereas in 
other sources content changes and is personalised to the extent that the 
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content provided is a direct result of the user’s profile and earlier user-
generated data, which gives a liquid protean appearance. These conditions 
have made it challenging to construct a gathered recital of music stream-
ing. Sources found have been screen dumped, saved and printed. Alt-
hough there are occasions where this operation has not taken place. Re-
turning to a digital source that was not screen dumped have sometimes 
revealed that the digital source cannot be found or that its content has 
been changed. This is indeed a difficult task to master while building a 
study onto digital sources. Therefore, I conclude that everything has to be 
screen dumped and indexed throughout a study leaning onto digital 
sources in order for the researcher to be able to return to the sources and 
double check information. The common saying once on the Internet – 
always on the Internet has proven wrong, a number of times throughout 
this study. Further, by working with liquid sources in a digital environ-
ment content need to be set in context with how the content can be 
reached and decoded for reading, e.g. formats and software that carries 
and frames the content must be acknowledged (Parikka 2012:122). For 
instance, a reference to a URL is not a secure address to a source. Instead, 
sources that are to found the base for research must be documented in 
another way than relying on their survival of the Internet. When it comes 
to researching the interface of the Spotify program, it is even more diffi-
cult as the program updates and continuously appears in new versions. 
This can only be archived as a chimaera of the program, as the program as 
such, need its real-time networked actors in order to be able to operate 
on a full scale. Every ‘thing’ found in the sources has throughout the 
analysis been regarded as examples revealing tendencies and not examples 
to state how something is. For instance, analysing the Spotify streaming 
service of the particular, e.g. certain musical artists, certain functions or 
features will, by default, be a declaration of history and not a description 
of how things are. Streaming streams indeed, or to quote Heraclitus’ aph-
orism; “one cannot step into the same river twice”.  

Another issue concerning the methods and theoretical framework 
used in this thesis is that by employing several theorists contribute with 
different things, the study risk not being able to go into depth with no 
single theory. On the other hand, employing an ANT stance to an in-
quiry of multimodal sources without acknowledging social semiotics risk 
to oversee actors as well as associations within the sources and thus not be 
true to the ANT key concepts. Although, the wide and diverse sources 
hence entail a wide variety of analytical tools, thus difficult to grasp in 
depth as well as be able to overview possible consequences of interference 
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between them at all meeting points. Theories and methods have been 
selected organically throughout the process. Some theories and methods, 
like discourse analysis or thorough critical analysis, were tested for a while 
but left out of the study as they were found to be unable to comprehend 
the affordance of music streaming in its full range such as the ANT pro-
vides. On the other hand, theories have been found along the research 
process like Guattari and Deleuze rhizome theory, which might have 
worked very well in this study. However, as they were found rather late 
in the research process, there was not enough time to comprehend their 
theories. All in all, theories and methods are situated within the realm of 
sociology which makes them aligned with each other. Interestingly 
enough, almost all of the theories and methods used have been found as 
references in references why it all actually fits together even though that 
was not the plan at the beginning of the investigation.504  

Finally, conducting a study where an intrinsic case gradually gravi-
tates to an instrumental case thus trying to embrace two different cases 
constitutes a situation where the study might grasp to feed two partly 
different readers (Stake 2012:135); the ones interested in Spotify only or 
the ones interested in music streaming from an educational perspective. 
This has indeed been an issue while compiling the results from the analy-
sis and writing this text. A positive view on the matter admit these dis-
tracting perspectives and let them enrich each other. Also, to study a re-
search object concerning so many business actors, it is a delicate matter; 
navigating in-between, describing and critically analysing companies and 
their products and not promoting them nor undermine or weaken them. 
Moreover, I have not familiarised with any employees of the company, or 
have had any economical or career ambitions with the study.  

DISCUSSION OF RESULTS 

Music education can be comprehended in a rather narrow manner, con-
sisting of institutions like music education in compulsory school. In that 
case, music education equals music didactics. Another, much broader 
view onto music education, although including didactics, is to include 
institutions like public radio (Lindeborg 2005) or even non-institutions 
(cf. Thorgersen & Zandén 2014, Brändström et al. 2012, Thorgersen 

                                                
504 In Latour’s Reassembling the Social, he refers to; Bauman, Benjamin, Bentham, Bour-

dieu, Castells, Gibson, Giddens, Haraway, Norman, all being references also in this 
study (Latour 2005).  
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2009). Music education, regarded on this broad terms, thus puts an actor 
such as Spotify as an educator. In this way, Spotify educates the public as 
well as pupils and students within established music institutions (cf. Bauer 
& Mito, Leong, and Merrick in King et al. 2017, Pignato in Ruthmann 
& Mantie 2017). Although, as Spotify and its service are considered to be 
viewed as an actor-network, Spotify is never solely responsible for such 
music education. The actor-network comes with the full price of the net 
(Latour 2011), which makes all the networked actors beside the Spotify 
Company partly responsible for this educational matter. Further, an end-
user of the Spotify service can also take on the role of an educator for 
others and thus becoming a secondary educator. Even the streamer itself 
may educate itself within the world of music. However, any role of a 
secondary educator is situated in the realm and strained by the relation-
ship in Figure 1 where streamed musicking must, by default, pass the 
streaming mediator, Figure 2.  

This conglomerated reasoning about music educators in streaming 
has one question separating all of these actors – the issue of intention. Dif-
ferent educators have different perspectives onto what means and by what 
purposes experiences, and consequently learning, is intended. I doubt it 
to be as easy as differing corporate intentions from private or non-profit 
ones. As this thesis shows, Spotify is propelled by ideologies of musical 
access for all, music for every moment, robust and fast technology, crea-
tive thinking and eagerness to learn and develop but they are also driven 
by financial required rate of return and limited by jurisdictions. When 
Giroux (2000) alerts the importance of reading corporate texts critically 
not to be slaves to market forces and neo-liberal ideas, this thesis shows 
that a company such as Spotify also embraces ideas and ideologies separat-
ed from traditional market forces. To offer music for free and “music for 
everyone” are ways to embrace ideas of free culture (Lessig 2005). Moreo-
ver, to offer a robust solution of low latency between press and play by 
employing a Bit Torrent architecture for streaming is to embrace the 
ideas of pirates. As the company of Spotify intertwines these types of fea-
tures with traditional business forces, the company is featuring itself as a 
company of embracing a liquid culture of market forces (Bauman 2012b). 
By offering music for free, across a vast selection of possible digital devic-
es, Spotify can be regarded as an educator for the people, making music 
affordable and accessible to the broad public, just like the Swedish com-
pany of Hagström did almost a century ago (Thorgersen 2009). Although 
Spotify has been acknowledged, and even supported, by Swedish authori-
ties in different ways, the company has no explicit assignment to cultivate 
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the public regarding music alike the Radio Conservatory had (Lindeborg 
2005). Due to what Spotify reveals concerning aspects of music such as 
the sonorous fidelity of music or information about the music such as 
participating musicians or composers, this thesis has accounted for how 
such expressions are sparsely evident at the service. In this way, the Spoti-
fy service can be said to broaden the affordances of musicking, but not 
necessarily refine it (cf. Finansdepartementet 1999).  

The format of the streamed music can display different sonorous fi-
delity of that music (Valin et al. 2013, Sterne 2012). Whether a piece of 
music is dynamically compressed, perceptual compressed or transferred 
with a low bit rate affects the resolution and even the content of the mu-
sic, why a particular streamed musical piece may sound differently to 
another streamed file of the same recording via a different set of equip-
ment for the same listener. The music educator, whether it is the main 
educator of Spotify or a secondary educator that uses the service of Spoti-
fy to offer music to others, who notoriously feed, or encourages its con-
sumers, clients or students, with a poor resolution of musical fidelity will, 
by doing so, contribute to an erosion of taste (cf. Bourdieu 1993). When 
I bring up taste, or quality for that matter, I do not adjust it with genres 
like Adornos notion of serious music (Adorno 1976). However, I am 
willing to align with Adorno concerning the ability of listening. Here, I 
mean that music educators have an immense responsibility to inform and 
encourage their learners, in a wide sense, that streamed music may con-
tain limited affordances of bringing the master of the recording forth and 
thereby feed the learner, in the long run, with the inability to recognise 
flavour of musical qualities. Pignato has shown that musicians use services 
like Spotify in order to learn and be inspired (In: Ruthmann & Mantie 
2017). These types of users, taken on the role as an educator for them-
selves, should indeed be aware of the limitations of the digital formats of 
the musical files, the velocity of bit rates offered at the service, the chain 
of playback including digital devices and earpieces or loudspeakers that 
together shapes and affect the sonorous fidelity of music, which in the 
end constitutes the affordances of the streamed music’s potential to ex-
press initial ideas and music productions qualities.  

Musicking via streaming offers plenty of possibilities for the user to 
be surrounded by music on an everyday basis (cf. Nylund Hagen 2015), 
even during sleep, wherever and whenever on- or off-line.  The af-
fordance of the design of the interface provides affordances of musicking 
for the passive user to only listen pre-set compilations of playlists, or fol-
lowing automatic generated suggestions form algorithms. The platform 
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also offers the affordances of participation on deeper level by organising 
personal archives systems of music or compiling and continuously curat-
ing playlists for others to follow. By such engagement, a user may both 
educating others as well as being able to feature upcoming artists for viral 
success. At a yet deepened level of musicking the user may develop into a 
“Rock star” engaging in aiding other users at the support.spotify.com 
with issues or developing applications to the service via APIs via develop-
er.spotify.com.  

Music knowledge can be broadened in ways not possible prior to 
streaming due to the tremendous catalogues of music available. In this 
way, a user may discover genres and artists beyond its physical, geograph-
ical and historical limitations. Thus, this discovery of the new and unex-
pected seem not to be a way to increase the multitude of perspectives of 
the public (cf. Arendt 1958). Instead, filtering seems to limit diversity and 
instead construct the public (Eriksson & Johansson 2017, Gillespie 2014, 
Pariser 2011). Thus, as the view of the streaming service always is a per-
sonalised view, the end-user gets the impression of having a unique view 
of the content. Musicking is personalised to a high degree, why the expe-
rience of privacy seems evident (Johansson et al. 2017). Although the 
default set at the Spotify service is “public” this publicness should be 
comprehended as a panopticon (Bentham 2002), and not as the agora or 
the police (Arendt 1958) where the user shares together with other at the 
same time. Paradoxically, the ‘common’ is decreasing as the construction 
of the public is increasing.    

Streaming services, such as Spotify, provide the opportunities to or-
chestrate the soundscape for the user (cf. Beer 2007, Bull 2000), by offer-
ing the possibility to have music as a steady companion. By being archi-
tects as a platform, musicking can take place with any compatible digital 
devices connected to the platform and the user’s account. In this way, 
Spotify can facilitate a sound bubble for the urban subject (Bull 2000), but 
also follow the user in its sleep or empower the running steps by specially 
composed music for these occasions. The we-ness created by applications 
such as the Serendipity app or Spotify’s intertwined relationship with other 
social platforms such as Facebook or Twitter, reinforces the phenomenon 
how music unites and constitute social glue between people. Although, 
scholars have shown that music is foremost an individual matter and 
therefore musicking as a social phenomenon is not prioritised among 
users (Werner 2017, Werner & Johansson 2016, Nylund Hagen 2015). 
However, as Kreitz & Niemelä show, only 8,8% of the Spotify streams 
are collected from the mother servers of the service, meaning that less 
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than ten percent are unique tracks. More than half the streams, i.e. 55.4 
% devices from P2P streaming which by default is a constitution of the 
common. These numbers do not necessarily show that the research results 
by Werner (2017), Werner & Johansson (2016), and Nylund Hagen 
(2015) are false, rather these results suggest that the user’s notion of the 
“private” might not be as “private” as the user thinks. 

Spotify as a facilitator of music and musicking shows further charac-
teristic of operating with liquid culture as the service, as well as the music 
offers traditional music, i.e. back catalogues of record labels and artists as 
well as contributing to constitutes a permanent revolution by put forward 
new releases, new sounds made, and co-creating new artists via the af-
fordance of the service. In this way, Spotify is indeed a company of liquid 
culture (Bauman 2012b). The grand task within musicking is how to 
navigate the plethora of possible music content of the service. To aid the 
user in this quest, the service provides a number of possibilities for such 
navigation. The multimodal analysis of the semiotic resources used in the 
design of the Spotify interface reveal that the allness of “every” in Spoti-
fy’s slogans of “music for everyone” bares in fact the affordance for par-
ticipation for some and not for all. Even though, the colours and fonts 
used in the design are designed to not exclude anyone in particular, the 
hegemonic Caucasian English language as well as pictures, icons and pho-
tos used tilt the service toward a cosmopolitan western oriented user. 
Automatic generated suggestions for further musicking is biased toward a 
male representation while testing the features, which aligns with the find-
ings of Eriksson & Johansson (2017). Further, in order not to rely on 
automatic generated suggestions or complied playlists for musicking, 
hence the user needs to make an active search for the particular. This 
requires some digital literacy unless the user knows the exact right 
spelling of the artist, the track, or the album. This potential limitation for 
musicking is addressed by Werner & Johansson (2016) who found that 
streaming relays heavily onto a traditional male discourse of male experts 
that can guide the music listener. Aligned with this finding, young adults 
in Werner & Johansson’s study (ibid.) the technological aspects; presum-
ing including the digital ditto, also work for obstacles for female users.  

The actor-network of music streaming includes what Wikström 
(2006) identifies as the Audience-Media Machine but in the era of stream-
ing. Unlike the era of download, the audience are no longer receivers of 
content but more or less engaged networked actors by default to a 
streaming service. The user generates the most valuable asset for the 
streaming company, user-generated data, by default. From the user’s per-
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spective, unlike the perspective of the audience, the service offers an af-
fordance of musicking directly, and sometimes also instantly, dependent 
on the user, e.g. the user profile combined with previous generated data 
(cf. Eriksson & Johansson 2017). Hence, a streaming service is never a 
service based on one impartible actor e.g. one company. Such an actor is 
always a networked actor, again with the full price of its net, where also 
the user by default is itself networked.    

Streaming is a cyborg activity for humans. Researchers in music edu-
cation, focusing ICT, need to account for how the cyborg is a part of this 
musicking, why ICT can be a tool for humans just as humans can be 
tools for ICT (cf. Zimmerman-Nilsson & Holmberg 2017). Generation 
C must not only be clicking, creating, curating, and consuming content505 
but moreover be conscious, curios and critical within their communica-
tion and computerisation. In addition to these matters, secondary educa-
tors have an important role to play when IoT are starting to embody the 
listener technologically as well as sensuous, and musical preferences can 
be set and tweaked by body reaction of the music. Here, music streaming 
brings the affordance of an augmented concept of listening where the 
whole body and soul have to be included. With such development of 
music streaming, educators, others than educators that might have corpo-
rate interests or intentions, eg educational institutions at all levels, are 
demanded to be resilient and critical toward this type of development (cf. 
Giroux 2000). As such the sensuous embodiment of the music cyborg 
might ignite an existential crisis for humans of the 21st century. Who or 
what is the steersman of the cyborg?  

SUGGESTIONS FOR FURTHER RESEARCH 

There are mainly two beaten tracks that can be followed concerning fur-
ther research post this thesis. The one track focuses a deepened under-
standing of the complexity of musicking via streaming, whereas the other 
track follows how such object of research can be studied, e.g. the posi-
tions for academic research onto such matter.  

Concerning music streaming and musicking via streaming, big data 
may provide future researchers and scholars with many answers at a level 
of detail not possible prior to big data analysis. User-generated data pro-
vide an opportunity for observing user behaviours and user patterns with-
in musicking that traditional sociological surveys never could cover. 
                                                
505 Booz & Company Inc. (2010). [APPENDIX] 
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However, big data are limited to inform and not to explain (Mayer-
Schönberger & Cukier 2013). This situation opens up for a challenge for 
qualitative research that on the one hand are well equipped with tools to 
study what need to be explained, understood and interpreted. But on the 
other hand, in order to explain, there needs to be information to be ex-
plained. Here lies yet another challenge for academic research to be ac-
cepted by the owners of big data to be able to perform studies onto such 
material as the data presumably constitutes a valuable asset for the indus-
try, e.g. industry secrets. Meanwhile, academic research should take on 
the responsibility to closely examine the industrial research concerning 
Music Analytics that evolves fast. Findings from companies such as the 
Echo Net and the Next Big Sound can be purchased for business reasons 
which I suggest should also account for the academia. Researching Music 
Analytics can thus be an anthropological way to keep up with the devel-
opment of what these new analytical possibilities reveal regarding humans 
and their musicking. Agreeing with Giroux, academia should re-think 
their positions as authorities regarding these matters viewed in the per-
spective of democracy and resilience to neo-liberal powers.  

Despite the vast amount of information about musicking via stream-
ing that can be generated and analysed, there are still areas where big data 
are unable to provide answers of knowledge regarding musicking. One 
such area is; where, when and why the human chooses another source for 
music than the streamed. And when they do, on what terms do the sub-
ject reject streamed music? Another topic is to further investigate how the 
pre-set conditions for music streaming influences or affect the subject’s 
musical knowledge and knowledge development within the realm of 
musicking. How does the sound of music, e.g. the format affect the pref-
erences for certain music, which may affect the subject’s musical 
knowledge development as well as the composition and creation of future 
music. And aligned with these questions, investigate how taste for sono-
rous qualities of music develops or get established by the subject given 
certain pre-conditions of streaming. Will streaming ignite a resistance 
movement with a return to the physical artefact of the vinyl record and 
the live performance? What will become of the cyborg? 

There may be numerous paths for further empirical research con-
cerning each and every finding in this study at hand, but maybe the 
greatest task of all for further research within the premises of streamed 
music that generates such a plethora of big data, is how to mine that 
amount of constantly growing content by formulating questions. Re-
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search in the 21st century has passed the post of looking for answers – 
now the time has come to look for questions.  
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A P P E N D I X   

S O U R C E S  B Y  C A T E G O R Y  

 
I. Sources of Spotify   

Interface of the Spotify service; the design and featured content of the 
Spotify program. Mainly from MacBook Pro desktop but also 
pictures of interfaces found at Google pictures. 

 

Spotify web pages   

Spotify Artists   artists.spotify.com  
Spotify Community  community.spotify.com  
Spotify Developer   developer.spotify.com  
Spotify Lab   labs.spotify.com  
Spotify Press   press.spotify.com  
Spotify Support   support.spotify.com 
Spotify on Facebook  apps.facebook.com/get-spotify/ 
Spotify on Twitter  twitter.com/spotify 

 
 

Presentation material made by Spotify employees; power points or 
other written material, e.g. www.slideshare.net 

 

II. Statistics and Reports (2004-2014)  

Ifpi; Digital Music Reports www.ifpi.org 
Musiksverige   www.musiksverige.org  
Nielsen   www.nielsen.com 
Nordicom; The Media Barometer www.nordicom.gu.se  
Statista   www.statista.com 
STIM   www.stim.se 
Tillväxtverket (The Swedish Agency  
for Economic and Regional Growth)  tillvaxtverket.se 

 
 

III. Research  

Academic research with double affiliated researchers to Spotify 

 



 

  
 
302 

 

IV. Media reports  

Daniel Ek’s talk  

Sveriges Radio. (2012). Sommar i P1, By: Daniel Ek, July 12, 
2012. 

PandoMonthly. (2012). Interview with Daniel Ek. By: Sarah Lacy, 
November 9, 2012. 

Stanford University. (2012). A Playlist for Entrepreneurs @ Stanford 
University. Interview with Daniel Ek. Moderated by: Chi-Ha 
Chien, June 4, 2012. 

IT-Gymnasiet Södertörn. (2010). Speech by Daniel Ek, January 
18, 2010. 

 

Newspapers  

Aftonbladet  www.aftonbladet.se 
Billboardbiz   www.billboard.com/biz 
Dagens Industri (DI)  www.di.se 
Dagens Nyheter (DN)  www.dn.se 
Daily Mail   www.dailymail.co.uk 
Financial Times  www.ft.com 
Forbes  www.forbes.com 
Metro  www.metro.se 
Rolling Stone  www.rollingstone.com/news 
Svenska Dagbladet (SvD) www.svd.se 
Teknikens Värld  teknikensvarld.se 
The Guardian  www.theguardian.com/ 

international 
The New York Time Magazine www.nytimes.com/section/ 

magazine 
The New York Times www.nytimes.com 
The Telegraph  www.telegraph.co.uk 
The Times  www.thetimes.co.uk 
The Sydney Morning Herald www.smh.com.au 
Veckans Affärer  www.va.se 

 

Websites   

Adforum  www.adforum.com 
Adolfsson & Partners  www.adolfssonpartners.se 
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Agile Manifesto  agilemanifesto.org/ 
Asian Pop Weekly  asianpopweekly.weebly.com 
Billboard   www.billboard.com 
Booz & Company Inc.  www.strategyand.pwc.com 
Business Insider  www.businessinsider.com 
Bündesprüfstelle  www.bundespruefstelle.de 
Börsforum AB  www.nyemissioner.se 
c|net  www.cnet.com 
Child Net  www.childnet.com 
Coloribus  www.coloribus.com 
Computer Sweden  computersweden.idg.se 
Culture Digitally   culturedigitally.org 
Elektroniktidningen  etn.se 
Engadget  www.engadget.com 
Ericsson  www.ericsson.com 
Feber  feber.se 
Fox Architects  www.fox-architects.com 
Flowmachine   www.flow-machines.com 
Gigaom  gigaom.com 
Ginza AB  www.ginza.se 
iMusic Studio  imusic.aimersoft.com 
KTH   www.kth.se 
Les Numeriques  www.lesnumeriques.com 
LifeHacker  lifehacker.com 
Lira   www.lira.se 
Merlin  www.merlinnetwork.org 
Mobiloperatörer  mobiloperatörer.se 
M Musicbox  mmusicbox.wordpress.com 
Musikerförbundet  www.musikerforbundet.se 
Musikindustrin  www.musikindustrin.se 
Musikverket  musikverket.se 
My News Desk  www.mynewsdesk.com 
Next Big Sound  www.nextbigsound.com 
Phonandroid  www.phonandroid.com 
Pink Martini  pinkmartini.com 
Private News Online www.privateinternetaccess.com 
PTS  www.pts.se 
Quartz  qz.com 
Radiotjänst  www.radiotjanst.se 
Record union  www.recordunion.com 
Sound on sound  www.soundonsound.com  
Stockholms Tingsrätt www.stockholmstingsratt.se 
Tech Crunch  techcrunch.com 
TED  www.ted.com 
The Big Music Project www.whymusicmatters.org 



 

  
 
304

The Click Factory www.theclickfactory.com.au 
The Echo Nest the.echonest.com 
Tune Core  www.tunecore.com 
USA Today  www.usatoday.com 
Tre (3)  www.tre.se 
Vulfpeck  vulfpeck.com 
Youtube  youtube.com 

 

V. Meetups   

Spotify Evening Meetup. By: Duchess Sweden, August 29, 2013. 
At: Spotify HQ Stockholm. 

The Code Pub goes Spotify. By: Sthlm Spotify Tech Group, Feb-
ruary 20, 2014. At: Spotify HQ Stockholm. 

Agile the Spotify Way. By: Sthlm Spotify Tech Group, March 5, 
2014. At: Spotify HQ Stockholm. 

SICS Open House. By: SICS, March 25, 2014. At: Kista Science 
Centre. 

Big Data, Stockholm. By: Big Data, Stockholm, April 1, 2015. 
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